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(abstract)

English Drama 1956 -  68

This study examines the work of English d ram atis ts  produced 
during a period widely regarded as an im portant renaissance a f te r  a 
long s tag n a tio n . An explanation o f the ac tu a l dates chosen and the 
plays and playw rights represen ted  appears in  the In tro d u c tio n  (p 4)*

The study Is  divided in to  th ree main p a r ts .  Each p a r t i s  
then subdivided in to  a  f i r s t  chapter which tra c e s  the antecedents of 
the plays of our period in  tw entie th -cen tury  E nglish , American and 
European drama, w ith a  glance a t  re lev an t e a r l i e r  work, and two more 
chapters which concentrate on the period I t s e l f ,

P art I  deals w ith the re la tio n sh ip  between the stage and 
the auditorium  in  terms which d isregard  the ephemeral physical 
circum stances of the f i r s t  production in  order to  examine the v isu a l 
and vocal re la tio n sh ip s  a c tu a lly  sp ec ified  in  the te x t ,  and traces  
development through rep re sen ta tiv e  examples.

P a rt I I  examines the language i t s e l f ,  the use of words: the 
d e ta ile d  an a ly s is  in  th is  p a r t n ec e ss ita te s  a se le c tio n  of rep re sen ta t
ive examples from the work of each playw right, to  show d if fe re n t usages. 

P art I I I  examines each play in  the l ig h t  of the fundamental 
reason fo r  i t s  ex istence -  i t s  purpose -  by dealing  with the audience 
re ac tio n  which i s  c a lled  fo r  by the te x t ;  the s tru c tu re  which governs 
th is  re a c tio n ; and the m oral, r e l ig io u s , p o l i t i c a l  or ph ilosoph ical 
assumptions im p lic it  or e x p l ic i t  in  the p lay s .
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Much c r i t i c a l  work has W^n done In  the l a s t  few yeara on 
madern English indeed, meat o f th is  has been produced during
t:iQ t i r e  I  have worked on th is  study (19?2 — 1975)* * But almost 
a l l  th i s  work I s  concerned with s tre s s in g  the d is t in c t io n s  ‘between 
modern drsjria and i t s  tvrentieth-century  an teceden ts, and the  d iffe re n 
ces between the d ram atis ts  in  tue period i t s e l f .  T'uis th e s is  w ill  
exar:;ine c e r ta in  neglected aspects o f the d ia ra  which ean be re la te d  
both to  a  g é re ra i develop-^eut w ithin  the j-^riod and to  c e r ta in  Gcm%on 
ground with t/ie E nglish , American and European d ram  o f the tw entie th  
century# ISm choice of d a tes  — 1956 to  I960 — has been twads in  the 
fo llow ing way# The f i r s t  perfom anoe o f "Look Back l a  Anger” (Osbonie) 
in  hay 19$6 was the  s ta r t in g  po in t f c r  a  drama new in  co n ten t, s ty le  
and lan^haag© (althou^ÿi tra d it io im l in  i t s  uuae o f toe stag#)# ‘Kie la te  
1950*3 repreQ snts tno t io e  when the influence o f tlie B erlin e r Ensemble 
productions of B reent, the co n tin en ta l " th e a tre  o f the  absurd” ,  and 
tlio English procuctiona o f the works of Beckett were f i r s t  being f e l t  
in  Ikiglmid. TTm© concluding d a te , 1963, bam been chosen fo r  two reasons# 
F i r s t ly ,  a  |U?acticnl one* some c u t-o ff  po in t i s  necessary in  a  
continuing su b je c t, o r ti';© th e s is  would be endless owing to  tlie con tin 
u a l appearance o f new plays# Secondly, 1963 marks tlie aprroxinjate

Tzm overw: e ln in g  w ei# it o f the c r i t i c a l  work i s  on F in te r  (see 
bibliOigï'arb.y) w ith leas  work oa Ardea, Wesker and Ccbomc, and 
only disconnected work on the more minor c le a m tis ts , w ith the import
ance, fo r  ©xris'pic, o f Saundei’s  o r Bond l i t t l e  represented# In  
eonaequcnce the long aubs2ctirons whicJi follow  on P in te r  in  F arts  I ,
I I  and I I I ,  and to  some dc;,.ree those on Cs’bortie, a t  le a s t  in  F a rt I I ,  
do no t so Kucl'i always break fundamentally mew ground as  "place" the 
work in  the co n tes t o f the u ra ta  o f the i^eriod as  a  whole# I t  i s  new 
beooaziing tru e  w ith 1 in te r  r a r t ic u la r ly ,  as w ith Shal.espears, th a t  
t'iQ volim# of c r i t i c i s e  in  r e la t io n  to  the length  o f t-'i© o r ig in a l 
te x t  i s  such th a t  no fu r th e r  examination can avoid q / r l t i c a l  p«.rasitism# 
Sia basic  themes of tî'iC th ree  P in te r  sec tio n s  which fo llow , those o f 
" r e t r e a t" ,  the pz'eoisa re la tio n sh ip  with na tu ra lism , arid ph ilosophical 
purpose, have bean l i t t l e  tackled  elsew here, except obliquely# The 
r a t io  o f c r itic is m  to  te x t in  the o ther d a o a tie te  i s  euch as  to  allow  
Ejuch «scope fo r  c r i t i c a l  co irjcn t, although a  c e r ta in  avoidance 
hoxc o f un’I.foi'Sily d e ta ile d  d iscussion  of those plays already  d is — 
cussed in to  a  s ta te  of to ta l  collapwe (e#g# "Loom Back in  Anger",
"Chilis w ith Eve.rything", "F ar,can t Fuagrave's Dance") w ill  be ev id en t.
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d iv id in g  lin© bo tween the supremacy of the major playw rights o f the 
1950*8 and 1960*8 — P in te r , Arden, V^eaker and Osborne — and the 
©mergence of the younger d ram atists  of tha 1970*8 -  Ayckbourn, K eroer, 
Hoi&ins, Hajnpton, etc* The year, I 968, a lso  provides a  "watershed” in  
tha s ty le  of most o f the major d ram atistss  fundamental c lian ^ s  were 
then tak ing  place in  the work, fo r  example, o f Osborne, Arden, P la te r  
and Bond* *

A ll the major work l a  the period has been included, except 
th a t  c e r ta in  r e la t iv e ly  im portant d ram atists  have had to  be bypassed} 
these include B o lt, who unlike the r e s t  o f tî'i© d ram atis ts  i s  commercial 
and th ere fo re  le s s  open to  o rd inary  c r i t i c a l  methods, and i s  l i t t l e  
re la te d  to  o thor playifrl^^^^hts o f the period ; Behan, who follow s the 
I r i s h  ra th e r  than the English tra d it io n  and has l i t t l e  re la tio n sh ip  
w ith o th er drasza; Iiivin^iS and W illis  E a ll each liave only one play of 
importance ( ”Eh!" and •’The Long and the Short and the T a ll” ) showing 
no development and l i t t l e  re la tlo n sn ip  with o ther work* Rudkin and 
N ichols, who a lso  have one play each in  the period , bavé, however, been 
included on the grounds o f th e i r  im|>ortance w ith in  the general movement 
o f the draxiia. Ti;© se le c tio n  o f plays has beeh governed by space and to  
a  c e r ta in  ex ten t by value-judgement * Hence, while the whole c f  
W inter’s work, except fo r  the film  s c r ip ts ,  la  examined in  là ift I I I  
because o f h ia  r e la t iv e ly  sh o rt and concise p lay s, as w ell a s  h is  over
r id in g  im portance, Oobome*s le s s e r  work i s  avoided* Often the 
drasiatists*  te le v is io n  end rad io  work i s  l e f t  unexamined as i t  contains 
sp ec ia l c h a ra c te r is t ic s  which are  unre la ted  to  the stag® drama, although 
P in te r ’ s work i s  a  major exception*

As the th ree  I  a r t s  exemine d if fe re n t  as]îects o f the work 
concerned, I  have a lte re d  the order c f  plays and p3.aywrighta to  s u i t  
each p a r t ,  a t  the co st of a  s l ig h t ly  le s s  n ea t construction# P art I  
takes up two major tizemes and tra ce s  chronolog ically  the developyent o f 
a l ie n a tin g  stage techniques; P a rt I I  t r e a ts  the language c f the plays 
in  a  them atic order; Phrt I I I  t r e a ts  each ct .am atist sep a ra te ly  in  a  
p a tte rn  s u it in g  the ph ilosophical b as is  mzaerlyin,: the plays*

* I f  the c lo sing  date  -  I 968 — s t i l l  seems somewhat a rb i tr a ry  then i t  
can be tre a te d  aa the s ta r t in g  po in t fo r  a  s im ila r  exam ination, a s  
y e t h y p o th e tica l, of the drama since th a t  tim e; th is  tlie sia  and 
the hyp o th e tica l work to  follow would then show the sairs® in te r — 
re la tio n sh ip  as the seminal works on modem drama, John R ussell 
Taylor*s "Anger and A fter" and "The Second Wave” *



DEFINITIONS

In  the course of preparing th is  study, I  have found i t  
h e lp fu l to  use a small number of words in  sp ec ia lised  or personal 
senses* I  have defined these on the occasions when I  f i r s t  use them, 
but I  append here fo r  convenience an a lp h ab e tica l l i s t .

Advance
A mode o f w ritin g  which allows the ac to rs  to  s tep  out o f the convent
ions of t r a d i t io n a l  naturalism  and speak d ire c t ly  to  the audience* 
Often there i s  a lso  a  physical advance in to  the audience during the 
performance*

A vailable
An "av ailab le"  play i s  one which deals w ith su b jec ts  and characters  
which are broadly fa m ilia r  to  most ordinary  people, and in  which the 
p lo t or development i s  worked out in  a way which depends on a c le a r  
understanding o f motives and ac tio n s  by the audience, and a consecutive 
s e r ie s  of events on the stage*

D ia lec tic
Drama which has as i t s  su b jec t the p resen ta tio n  of groups in  c o n f l ic t ,  
and w ritte n  w ith a  broadly p o l i t ic a l  motive*

F a ta l i s t
Drama in  which the p lo t i s  worked out in  a way which assumes th a t  m ^ -  
kind in  general su ffe rs  under a malignant f a te :  we can understand
fa te* s  workings, but not change them.

I l lu s io n is t
Drama which a s se r ts  th a t  man's understanding o f h is  world and h im self 
i s  u ltim a te ly  im possible.

P riv a tiv e
Drama dealing  fundam entally w ith re la tio n sh ip s  w ith in  the fam ily as i t s  
main p lo t ,  p ro fessio n al re la tio n sh ip s  and o th er su b jec ts  being 
secondary*

R etreat
A mode of w ritin g  which confines the production of the play behind 
the proscenium arch . I t  can take the form of t ra d it io n a l  naturalism  
(•th e  suspension of d isb e lie f* )  o r , more o fte n , in  the modem th e a tre , 
of the v i r tu a l  abandonment of dramatic techniques of dialogue and 
movement in  order to  h ig h lig h t the language i t s e l f *

Tjoa
A ch arac te r whose p ro fessional o r n a tio n a l s ta tu s  i s  of more importance 
in  the plays than h is  ind iv id u a lity *  He i s  presented as rep resen ta tiv e
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of a  group: he "stands fo r"  i t  on the s tag e .

U navailable
The opposite of "av a ilab le" : a  play which deals w ith su b jec ts  or
charac te rs  which are in  themselves unfam ilia r to  the average audience, 
or in  which the p lo t o r development i s  worked out by methods which do 
not r e ly  on lo g ic , or on f u l l  understanding by the audience#
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PLAYS OF 1 9 5 6 -6 8

The follow ing are the main plays d iscussed in  th is  study (see the 
B ibliography )• In  the TV/Radio column the follow ing symbols
are  used: B fo r  BBC, ART fo r  R ediffusion , and R fo r  Radio.

TV/Hadio Stage

JOm̂ I ARDEN
The Waters of Babylon 
Live Like Pigs 
When i s  a Door no t a  Door 
Sergeant Musgrave * s Dance 
The Happy Haven (w. M d ’Arcy)
The Business o f Good Government * 
S o ld ier S o ld ier w ritte n  1957
Wet F ish  " I960
The Workhouse Donkey 
Armstrong’s Last G oodni^ t 
L eft Handed L iberty  
F rid ay ’s Hiding 
The PiOyal Pardon 
Squire Jonathan • • • •
The Hero R ises Up

B I960 
B 1961

(w. H d ’Arcy)

(w. M d’Arcy)

1957
1958
1958
1959
1960 
i 960

1965
1964
1965
1965 March
1966 Sept. 
1968 June 
1963 Nov.

EDWARD BOND

The Pope’s Wedding 
Saved
E arly  Morning
Narrow Road to  the Deep North

1962
1965
1968 March 
1968 June

8HELAGH DELANEY
A Taste of Honey 
The Lion in  Love

1958
i 960

PETER NICHOLS 
A Day in  the Death of Joe Egg 1967

JOE ORTON
E n te rta in in g  Mr Sloane 
The Ruffian on the S ta ir  
Loot
The Erpin^^iam Camp
The Good and F a ith fu l Servant
Funeral Games
What the B u tle r Saw

1964
1966
1966

1966 June 1967 June 
B 1967 A pril 
B 1968

1969
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TV/Radlo Stage

JOmT OSBORNE
Look Back in  Anger •
The E n te rta in e r 
Epitaph fo r  George B illon  
The World, of Fhul S lickey 
A Subject of Scandal and Concern 
Luther
Plays fo r  England 
Inadm issible Evidence 
A P a tr io t  fo r  Ke 
A Bond Honoured 
Time Present 
Tne Hotel in  Amsterdam

B I960

1956
1957
1958
1959

1961
1962
1964
1965
1966 
1968 
1968

HAHOLD PimSR 
The Room
The B irthday Party  
Revue Sketches 
A S lig h t Ache 
The Dumb W alter 
The Caretalcer 
A N i ^ t  Out 
The Dwarfs 
N i ^ t  School 
Tlie C o llection  
The Lover 
The Homecoming 
The Tea P arty  
The Basement 
Landscape

(w ritten  1957) =

R 1959

R I960
R 1960 

ART I960 
ART 1961 
ART 1965

B 1965 
B 1967 
B 1968

1960
1958
1959
1961
1960 
I960

1963

1962
1963
1965

DAVID RUDKIN 
Afore Night Come 1962

JAMES SAUNDERS 
Barnstable
Next Time 1*11 Sing to  You 
A Scent of Flowers 
Nei#ibours
The Borage Pigeon A ffa ir

B 1959 I960
1962
1964 Sept, 
1964 Oct. 
1969

N F SmPSON
A Resounding Tinkle 
The Hole
One Way Pendulum 
The Form

1958
1958
1959 
1961
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TV/Radio Stage

TOM STOPPARD
Rosencrantz and G uildenstem  are Dead 19&7
Enter a  Free Man 1968 March
The Real Inspecto r Hound 1968 June

AEÎÎOLD WESKER
Chicken Soup with Barley 19$8
Roots 1959 June
The Kitchen 1959 Sept,
I*m Talking about Jerusalem I960
Chips w ith Everything 1962
The Four Seasons 1965
Their Very Own and Golden C ity  1966



P A S T  I

C H A P T E R  O N E
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Pundamentally, tiie a r t  o f the th e a tre  co n s is ts  o f messages 
frœa behind the l in e  o f the stage f ro n t in to  the auditorium  — in  o th e r 
words, vocally  from the ac to rs  who ho ld , so to  speak in  p a ren th esis , 
the p la y w r i^ t  and producer -  and v is u a l ly ,  from the decor to  the 
audience* As moat plays a re  meant to  be psrformed and appreciated  in  
a  th e a tre  s i tu a t io n  ra th e r  than read , a  f a c t  wî-iich some c r i t i c s  tend 
to  fo rg e t ,  messages o f ap p rec ia tion  and absorp tion  from audience to  
ac to rs  a re  e s s e n tia l  in  determ ining the pace and s tru c tu re ,  indeed the 
fe e lin g  and f in a l  impact o f  a  play* Tims, as the c r i t i c  i s  s i t t i n g  in  
the  auditorium  and tak ing  im rt in  the two-way communication ou tlined  
above, he must attem pt to  define h ia  p o s itio n  w ith regard  to  the piece 
as ctuch witli re ference to  the reac tio n s  of tlie average audience as he 
can: he rm st, a t  the very  l e a s t ,  take as much n o tice  as possib le of 
tiiem* I t  i s  w ith in  the spectato rs*  experiences in  en te rin g  tlie play
house, occupying i t ,  and leav in g  i t ,  th a t  we can define the degree to  
which they are  a lie n a te d , ji iy s ic a lly  o r m entally , from what i s  going 
on on the s tag e , and th is  becomes the only r e a l  context fo r  an 
adequate examination o f tha tex t*  Thus tlie physical epizearance o f tlie 
tliea tre  and the  d ire c tio n  o f the s e r ie s  o f messages in  physical terms 
i s  as im portant to  audience and c r i t i c  as the language and symbolic 
s tru c tu re  by which the "idea” i s  expressed* For example, "King Lear” 
i s  no t the same p lay , in  terms o f i t s  u ltim ate  c a th a r t ic  e f fe c t  on the 
audience, on a  so -c a lle d  "fo u rth  w all” stage in  a  conventional s e t t in g  
as  i t  might be in  a  th ea tre  in  tlie round, o r brought forward on to  an 
apron stage* tlie change o f d ire c tio n  of the messages fo rces a  
fundamental d iffe ren ce  in  the producer’s and actors*  approaches to  the 
p lay , and thus in  i t s  e ffec t*  I f  th is  i s  tru e  o f a  Jacobean p lay , 
then how much more do productions o f modem plays change w ith th e i r  
s e t t in g ,  in  th e i r  much le s s e r  dependence on the spoken word as an 
"open door” to  the meaning o f the p lay , as an explanatory key to  the 
"idea” ,  and indeed in  the obvious lack  o f t r a d it io n  Inheren t in  th e i r  
modernity and experim ental s ta tu s*  This renders th e i r  " te x t” much 
le s s  sacred tîian th a t  o f Siiakespeare has since become, and th erefo re  
more guided by e x te rn a l, seemingly ir re le v a n t considerations*

But tlie te x t  of the plays must s t i l l  be examined sep ara te ly  
from the physical circumstances of t l ie i r  f i r s t  production in  order to
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detarmine I f  the conditions of th a t  production were e s s e n tia l  to  tli® 
in te rp re ta tio n  o f the p lay , and i t s  f i r s t  impact on audience and 
c r i t i c s ,  o r whether they were ir re le v a n t o r  even m isleading on l a t e r  
considera tion  o f the play* To he lp  th is  d iscu ss io n , sine® I  rrrust 
define my terms a t& e  o u tse t, I  use the concepts "advance” aiïi 
" re tr e a t"  to  make a  basic  d iv is io n  in  dram atic types in  modem drama, 
and to  t r y  to  f in d  the in fluences on i t  end i t s  s im i la r i t ie s  to  
t r a d it io n a l  work. These two words r e fe r  to  the  methods o f stage 
movement by the ac to rs  and of the words t ie y  use to  each o th e r and the 
audience, by which the p layw righ t's  in te n tio n  i s  f u l f i l l e d :  I  hope to
ehow tlia t  in  most cases th is  i s  re f le c te d  in  the meaning, idea  o r 
moral o f the play#

Â d is t in c t io n  must however be made between ^ lilosophy and 
eta(/ing . Those plays which in  P a rt I I I  are  ch a rac te rised  as  " d ia le c tic "  
o r " f a ta l i s t "  in  philosophy, and wiiich o ften  use "advance" s tag in g  
methods, leave tlie audience w ith an answer ra th e r  than a  question , o r 
a t  le a s t  presen t c le a r  argm tents fo r  two o r  more c o n tra s tin g  po in ts o f 
view which can be examined ra t io n a lly  in  order to  come to  a  d ec is io n . 
O bscurity i s  avoided ra th e r  than courted , language i s  used fo r  coKmam- 
ic a tio n  and e lu c id a tio n  ra th e r  than concealment o f meaning, both 
between ac to rs  on the stage and between ac to rs  and audience, the ac tio n  
i s  g en era lly  f a s t ,  dram atic sec tio n s w ell-defined and u su a lly  only one 
o r a t  most a  email number of climaxes are  e o u ^ t  w ith in  the p resen ta t
io n  o f the drama. This I  s h a ll  term " a v a i la b i l i ty " ,  Tiie use o f the 
stage which broadly corresponds to  -Kiese basic  purposes o f the play— 
w r i ^ t  Involves the ac to rs  advancing toimrds the audience, o ften  
ph y sica lly  oa an apron o r p ro jected  s tag e , to  increase  immediacy, and 
dram atica lly  in  using  language and ideas e a s ily  understood by the 
ordinary  audience, and a c tin g  out s itu a tio n s  in to  which the  audience 
can "advance" by s e lf -p ro je c tio n  and emotional sympathy, *

% e " re tre a t"  type, on the o th er hand, i s  opix)site in  almost 
every way* the audience i s  l e f t  in  a  s ta te  o f emotional and mental 
discom fort and ia  not sure what i t s  re a c tio n  i s  intended to  be , or

* "(Joan  L ittlew ood 's) o ften  expressed wish to  make drama a  
c o llab o ra tiv e  process involving the audience very d i r e c t ly  s; ©ms to  
have a lready  seeded i t s e l f ,  New e ra o ia l re la tio n s liip s  between ac to rs  
and audiences and new kinds o f audience involvement are  being soumit 
in  many d if fe re n t  types o f tiiea tre  , , , , , , "
(K a th ^ in e  W orth,"Revolutions in  Modem English Drama", I n tro ,  p v i i i )
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even i f  there  should be any a t  a l l ;  obscu rity  and non-explanation i s  
the rule^and p lace , time and circumstance are  ra re ly  c le a r ly  defined . 
Language i s  used on the stage fo r  every purpose bu t communication: 
between charac ters  r e a l  meanings are concealed, and dram atic irony  i s  
o ften  reversed so th a t  only a t  a  la te  stage in  the piece does the 
audience r e a l is e  the meaning of the ac tio n  presen ted . The ac tio n  i s  
slow, con tain ing  much ir re le v a n t m atte r, l i t t l e  movement and much use 
of pauses of varying len g th s: i f  a  s in g le  climax i s  p resen t i t  i s
u su a lly  unexpected and to  varying degrees incomprehensible to  the .r 
audience in  ordinary  dram atic or r a t io n a l  terms — "unav a ilab le" . As I  
have discussed above, th is  type of purpose i s  u su a lly  presented by 
t ra d i t io n a l  dram atic methods, thou^i w ith some notable exep tions. The 
corresponding stage method shows the ac to rs  " re tre a tin g "  from the 
audience, o ften  behind a  proscenium arch to  produce a  picture-framee 
e f f e c t .  The a c tio n s , emotions and experiences o f the characters, are 
presented in  such a  way as to  a lie n a te  the audience from them — to  
emphasise the d iffe ren ces  between stage and auditorium  ra th e r  than 
th e i r  s im i la r i t ie s ,  and to  appeal, by and la rg e , to  negative emotion 
in  the audience, o r in  o ther words, to  induce a  " re tr e a t"  in  them from 
acceptance o f the world presented before them.

When we look fo r  the ancestors of the two types in  e a r l i e r  
drama, we th ink  immediately o f the fa m ilia r  and often-analysed  co n tra s t 
between the s ty le  and in te r e s t  o f two im portant European p la y w r i^ ts ,  
Brecht and B eckett. While Brecht in  h is  su b jec t-m atte r, philosophy 
and language ty p if ie s  the "advance" type o f d ram atis t, the e n t ire ly  
opposite in te n tio n , ideas and th e a tr ic a l  language of Beckett " re tre a t"  
from the audience. I t  i s  no t im plied th a t  these two invented the 
d is t in c t io n  or th a t  a l l  l a t e r  d ram atists  were merely im ita tin g  them. 
Rather the "advance" and " re tre a t"  types, in  both past and p resen t, 
rep resen t two opposing strands o f thought, a fundamental d iv is io n  in  
jM losophy, m ora lity , method of communication, indeed in  p o l i t ic s  and 
the re sp o n s ib il i ty  of a r t ,  among in te l le c tu a ls  in  the tw en tie th  
cen tu ry . The d iv is io n  i s  re f le c te d  in  the drama ra th e r  than described 
by i t ,  and can be app lied  in  broad terms to  a l l  the plays under 
d iscu ssio n : even those which s trad d le  the th e a tr ic a l  fence show how
uncomf or tab 1 o such a  p o s itio n  can be#
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The playw rights of the tw entieth  century  who can be 
c la s s i f ie d ,  broadly , as  "av a ilab le"  to  the audience in  su b jec t, 
s e t t in g  and charao ts-risation  are  in  many cases a lso  those who advance 
by B to  piling out of the conventions o f natu ra lism  to  speak d ire c t ly  to  
the  audience — w ith p lacard s, film  p ro jec tio n s  and record ings as w ell 
as the d i r e c t  actoivaudience re la tio n sh ip #  Both Brecht and Odets 
u t i l i s e  these aspects  o f coiomunication w ith the auditorium  — in  
B recht’s c#se, to  c rea te  w ith h is  use o f exposed l i ^ t s  and stage 
business h is  ce leb ra ted  "V -effek t" , and in  Odets* case to  c rea te  a  
powerful sense o f p a rtic ip a tio n #  l’Ile former use can be compared with 
th a t  o f Arden, while Wesker's e a r ly  work uses Odets type o f emotional 
appeal# Tliere a re ,  however, exceptions to  th is  general trend# _ Other 
playw rights w ith the fiarse broad purpose only occasionally  use these 
devices# Artiiur M ille r ,  except In  the unusual "A View from the 
Bridge" and a t  the end of "Death o f A EIalesman’5 seldom uses advance 
tochniques, and O 'Casey's draiua takes place e n t i r e ly  behind tlie fo o t-  
lig jits#  Elements, however, in  B ec k e tt's  "W aiting fo r  W dot" look 
forward to  ttie humorous use of tha th e a tre  public In  Stoppard,
Sounders and Nichols e n i make a  te n ta tiv e  ‘ "advance" w ith in  ti i is  one 
play# But a l th o u ^  B recht, Odets, K il le r  and O'Casey have a  common 
and broad p o l i t i c a l  purpose which prompts them to  r e ta in  as  much 
a v a i la b i l i ty  as possib le  in  order to  reach a  mass, r a th e r  than a  
m ino rity , audience, i t  i s  only Brecht h im self Wio can be shown to  
foresliadow, i f  no t d ire c t ly  to  in flu en ce , much o f the "advance" work 
o f the period#

B æ c h t 's  e a r ly  plays r e f le c t  the ^ rm an  sym bolist tra d it io n  
in  t i ie ir  use o f p lacard s, p ro jec tions and emotional rh e to r ic  to  make 
fo rc e fu l,  simple points# The e a r l i e s t  work, such as  "Baal" (1923) and 
"Drums in  the N ij i t^  (1922) i s  n a tu r a l is t ic  in  being confined behind 
tlie proscenium arch* tlie s e t t in g  i s  o f th e"fo u rth  w all" type, a l th o u ^  
in  "Baal" the language i s  a r t i f i o 'a l l y  h e i^ te n e d .  But h is  overt 
p o l i t i c a l  messa^je in  the 1920's and 1930*s prompts a  more d ire c t  use of 
the propagandist api^roach o f "epic" theatre#  " In  the Jungle o f  C itie s"  
( 1921) w ith tlie asides and comments on the scene from the characters*

Gargai "94 degrees in  the shade# Noise from the K ilurantee 
Bridge T ra ffic  ###,#" *

* So I  p 121
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po in ts  the way to  "S t Joan o f tha Stockyards" (broadcast 1932), while 
"Mward I I"  ( 1932) in troduces the p lacard  o r p ro jected  scene-heading, 
which i s  lengthened beyond the isrovision o f pure inform ation in to  the 
realm o f a c tiv e  comment* "Mother Courage" uses the same technique*
Thera i s  no d ire c t  p a r a l le l  w ith tl i is  in  modem drama except in  Arden's 
"Tha Eero R ises Up" which i s  consciously based on Ifeha same n in e teen th - 
century sources as B rech t's  w rk — tiie popular th e a tre  and melodrama 
ch arac te rised  by Arden in  h is  "im aginary museum"* * "A K an's A Kan" 
in  1926 shows these techniques combined to  convey inform ation to  the 
audience by o th er means than the complex a llu s io n s  o f naturalism * 25i© 
M aster o f Ceremonies in troduces both the su b jec t and the ch arac te rs  as 
they e n te r ,  as a  m ediator bet#"een the audience and tha play* Tlie 
slid© p ro jec tio n s  inform and e n te r ta in  tlie audience w ith humour as 
w ell as  ccxmnents* Tha s ty le  conforms to  the comic tra d it io n  of music- 
h a l l  and psntoEiime, enclosing  vaguely n a tu r a l is t ic  sec tio n s  w ith in  an 
a lie n a tin g  "epic" framework (Osborne's "The ^ t e r t a i n e r ” and the Arden 
p lay  above have much In  ccmr.oa with i t  In  p resen ta tion )*  "T!ie E le;^an t 
Calf" (w ritten  1924-6) i s  a  s l ig h t  piece only re lev an t fo r  i t s  
in tro d u c tio n  o f a very  common m otif in  modem drama — "con clous theatre"*  
A stx*esa i s  put on the conditions o f the b u ild in g  i t s e l f  and the f a c t  
o f tlie th e a t r ic a l  production, w ith references to  the b a r , s e a ts ,  
d rink ing  and smoking and so on* This technique i s  the b as is  o f much of 
P ira n d e llo 's  work, although in  h is  case there  i s  no r e a l  advance in to  
the aM ience (see below), and i s  a lso  found in  the work o f Stoppard and 
Saunders. TIi© audience i s  included in  the stage d ire c tio n s , and th ere  
are  o f f- th e -c u ff  remarks frcm the ac to rs  w ritten  in  (as in  Saunders'
"Tlie Borage Pigeon A ffa ir"  (1969) %and the complete a lie n a tio n  o f id en t
i f ic a t io n  produced by the humorous ending ("A ll o f f  to  tha boxing 
match") has many p a ra l le ls  in  modem drama,

"S a in t Joan o f the Stocltyards" (broadcast 1952 and f in a l ly  
prwiuced in  1959) advances fu r th e r  In to  tlie auditorium  w ith the placard 
in fo im tio n  underlined by newsboys who run among the audience tbrou<^- 
out tha  p lay , in troducing  a  note o f immediacy by shouting out the s ta te  
o f  the p la y 's  business transactions*  At the f in a le  the us© of loud-

Arden's expression fo r  h is  conception of popular th e a tre , from the 
mystery plays to  the popular melodramas of the n ineteen th  century .
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speakers, a lso  used by Bond in  "NaiTOw Road to  the Boep N orth", to  
announce the V ail S tre e t Crash brings the h is to r ic a l  events in to  the 
fore^xound o f the aud ience 's  a t te n t io n , as do the triumphant shouts a t  
the end o f O dets' "W aiting fo r  l e f ty " ,  by sheer volume o f " a tta c k  on 
the audience" #

Tlie songs o f se lf-ex p lan a tio n  which punctuate "Mother 
Courage" (1941 ) a re  l ik e  feiosa l a t e r  used by Arden in  most o f  h is  
plays* Sometimes, aa in  most o f  the songs o f Mother Courage h e r s e lf ,  
th e re  i s  a  vaguely n a tu r a l is t ic  in tro d u c tio n , (as In  Arden's e a r ly  
work — see P art I I ) ,  bu t most o f the songs are  used as  a  th e a t r ic a l  
ehortiiand to  introduce tha charac ters  and to  examine motives and are  
addressed, to  a varying degree determ ined by the producer, d ire c t ly  to  
the audience* Scene 10 shows the u ltim ate  in  th is  d ire c tio n : the song
from the house i s  made to  stand fo r  a whole way o f l i f e  which the 
ch arac te rs  of the p lay  iiav© l o s t ,  end coinsronieates d ir e c t ly  to  the 
underètanding of the audience (as do Arden's l a t e r  songs and verses)*  
Another s te p  towards intimaoy in  actor-audienca re la t io n s  i s  found ia  
the songs \diieh Mother Courage sings w ith h er own in te rp o la ted  comments, 
a technique which Arden a lso  f in d s  u sefu l in  a lie n a tin g  h i*  audience 
from tlie songs of h is  m iddle-period plays*

"The Good Person o f Szeclumn" (1943)* l ik e  the e a r l i e r  "A 
Man's a Kan" uses a  ch a ra c te r , Wang, as a  m ediator between stage and 
auditorium  who in troduces tha scones and the play i t s e l f ,  but i s  a lso  
p resen t in  the action*  Ealf-way to  the developed use o f the n a rra to r  
in  "Tha Caucasian Chalk C irc le " , th is  tecrmique i s  a lso  found in  
K i l l e r 's  "A View from the Bridge” and Bond’s "Harrow Road to  the Beep 
N orth", The in te r lu d e , which talces place in  f ro n t o f tlie c u r ta in , and 
which by d ire c t  speech to  the audience and the exposure of the props 
in  tlie 008tume-change * emjâiasises the dram atic technique i t s e l f ,  i s  
used in  terms o f tî*!© d e lib e ra te  breakdown of t î ie a tr ic a l  conventions in  
Osborne's "Tlie E n te rta in er"  and a t  the end o f Arden's "Left-Handed 
lib e rty "*  The ep ilogue, a lso  addressed d ire c t ly  to  tlie audience l a  
the Shakespearean manner, i s  spoken by a  p layer "ap o lo g e tica lly "  with 
a  d ir e c t  apx'cal to  i t s  understanding* Brecht in v ite s  us to  t'-ink  
about the issu es  ra ise d  -  the basic  reac tio n  he wants from h is  audience

* a s  in  W esker's "Chips With Everything", Act I I  So I I
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to  a l l  h is  major work* Tliere i s  nothing as stra igh tfo rw ard  as th is  in  
the modem drama, perhaps because of the lack  in  English d ram atis ts  of 
à  s im ila r  moral sjad p o l i t ic a l  b a s is ,  a l th o u ^  Arden approaches the 
form in  the h is to r ic a l  plays*

The two plays of 1938, "The T r ia l  of Lucullus" (broadcast 
1940) and "The L ife of G alileo" (broadcast 1943) do not "advance" to  
B rech t's  u sual degree* The placards or p ro jec tio n s  which introduce 
the scenes in  the l a t t e r  play are  followed ly  sh o rt verses of comment, 
o ften  hunorous, the two functions of inform ation and entertainm ent 
found in  "Mother Courage" being separated . Except fo r  the choral 
Scene 10, the dialogues are  n a tu r a l is t ic ,  a l th o u ^  B rech t's  notes 
s ta te ;

/The stage decor must no t be such th a t  the public  believes i t s e l f  
to  be in  a  room in  medieval I ta ly  or in  the Vatican* The public 
must remain always c le a r ly  aware th a t  i t  i s  in  a  th e a tre .

The technique o f tiie play i s  used again in  Osborne's "Luther" w ith the 
"advance" redpced to  scene in tro d u c tio n s , and the m atter of the play 
presented in  a  t ra d it io n a l  manner* "Tie T r ia l  o f Lucullus", however, 
w ith i t s  poetic  p resen ta tio n  and fan tasy  s e t t in g ,  i s  fo r  B u c h t an 
unusual p a ra l le l  w ith the work o f C hristopher Fry, drawing on B rech t's  
poetry  ra th e r  than h is  dram atic ta len t*  OrtZy one modern p lay uses the 
curious device of embodying a  stage d ire c tio n  in  the dialogue*

The Court C rie r; And up Jumps the Jurywoman, form erly a  fishw ife  
, in  the market* *

This i s  A rden's "F rid ay 's  Hiding", which could be played with the 
S c o ttish  stage d ire c tio n s  spoken by a  narra to r*  A fter 1968 Saunders* 
"The Borage Pigeon A ffa ir” uses the Sandwichboard Man in  the same way 
as B rech t's  characters*

"The Caucasian Chalk C ircle" (w ritten  1933 -  5, ̂  produced 
America 1948, Germany 1934) brings together a l l  the techniques in  an 
e x p lo ita tio n  o f lev e ls  o f naturalism  in  the same way as P irandello*
But where P irandello  used the technique to  c rea te  h is  " i l lu s io n is t"  
th e s is  (see P a rt I I I  Chapter /  ^  ) ,  Brecht uses i t  to  a lie n a te  as

« 3 c  I ^  P a jw
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w ell as im p lic ite  the audience on both esiotional and r a t io n a l  le v e ls ,  
to  produce a  complex ra th e r  tlian a  sim ple, and a dynamic ra th e r  than 
jiaeeiva o r A r is to te lia n  re ac tio n  to  the play* The S tory  T e lle r  s ig n a la  
each Bcana and in troduces the play in  verse # aa the cen tre  of 
plLiy around which the  o th e r c h a ra c te rs , inc lud ing  the audience i t s o l f ,  
and tli© a c tio n , can revolve* He takes trie place o f B rech t's  e a r l i e r  
p lacards and p ro je c tio n s , and as he i s  both in teg ra ted  in  and y e t out
s id e  the p lay , he can d i r e c t  tlie aud ience 's  re ac tio n s  in  the way the 
au thor wishes* As in  A rden's "S erjean t Musgrave's 2-anoa” , th e re  a re  
th ree lev e ls  of in te rp re ta tio n  w ith in  the p lay ; the d i r e c t  speech to  
the a’Luiience encloses tlie v illag e rs*  d iscussion  which i t s e l f  encloses 
tlia play pt^opor, includ ing  the subsection o f the Asdak scenes* Tlie 
S tory T e lle r ,  aa in  A rden's l a t s r  work, conducts the p layers l ik e  the 
n a rra to r  o f a  medieval mystery play:

S tory  T eller*  Look about you once more, you b lin d  manl (he does)

Ha a lso  exp lains the thoughts and fe e lin g s  o f the tsain c 'la rac te rs  to  
make the  meanings tran sp a ren tly  c le a r ,  a  technique adapted by Nichols 
in  Day in  the Death o f Joe Egg" altliough i a  th is  cass the charac ters  
themselves explain# TiiQ technique o f  the d e sc rip tio n  o f C rusha's 
thoughts, and o f Simon's on h ia  r e tu rn , ffipvelops tiia t o f  trie oon&ents 
in  "Mother Courage" to  include a  more d e ta ile d  psychological in te rp r e t 
a t io n , making the ch a rac te rs  both more "av a ilab le"  to  and more a l ie n  — 
a ted  from the audience* Tlie comments and ly r ic s  from the Chorus, 
however, add l i t t l e  to  the In te rp re ta tio n , and a re  no t found i a  modem 
drama* TVi© e x p l ic i t  moral a t  th& end, which brings to g e th er a l l  le v e ls
o f tW  play in  a  few words, as  in  "Tht© Good Tendon o f Szechwan", i s  gen
e r a l ly  avoided by modem Ih g lU lt d ra isa tis ts , whose c u r ta in  speeches 
appeal d ir e c t ly  to  the emotions, as  with Osborne, o r  leave an im pression 
o f s ile n c e  and f a i lu r e ,  as  w ith Bond and P in ter*

B rech t'a  em ^.asis on the exposuxe o f l ig h ts ,  props and cu rta in s
in  h ia  "epic" tliea tre  has been reduced by most modem d ram atists  to
a  humour based on the th e a tr ic a l  conventions, but h is  lovela  o f 
communication with the audience, ranging from the v ig n e tte  n a tu r a l is t ic

* Eo sings the l in e s  in  the German version* ■
** So I I  p 16



Boenea to  tlio d ire c t ly  expressed viorals, a rc  exp lo ited  a lso  by many 
o f tlio English d%%2a t l 8ta  in  tZieir seoxdi f o r  an a l to rm tiv o  to  
r e a l i s t i c  t r a d i t io n a l  tlieatre#

Tlireo ot'zer plays o f t m  tw en tie th  cen tu ry , a l l  f ro a  è m v ic ^ f  
foreshadow tliO "advance” work o f tl-e ^ ig l ls h  d r-sm tis ts*  Artliur 
K i l le r ,  whoa© e a r ly  work ia  n a tu ra l is t lo  i a  the " r e t r e a t” type o f " fo u rth  
wal*,” fandly  s it i iu tio n  drama, In troduces a  c e r ta in  "advance” a t  t!:o end 
o f "Death o f a  Salesm n” (1949) in  t i e  Requiem# This b rings tW  
ch arac to rs  out o f (irassatio con tex t w ith s e t  spoeclies d ir e c t ly  to  the 
audience, tlie a r t i f i c i a l i t y  s tre s se d  by the sym bolically  l i t  c i ty  
bebJLsd, &M r e c a l ls  both I ro c h t 'o  morals a t  t l#  end o f b is  p lay s, and 
tl'ioee o f Arden l a  h is  h is to r ic a l  dram # ”A View from tlie Drid£0” (l955) 
"advances” w ith the us© o f A lf ie r i  a s  a  B reclîtiaa coRcontator and 
in tro d u c e r, r e c a l l in g  Vang o f "The Good forsun o f Srachuaa"# II© 
e n te rs  tne  a c tio n  and talue© p o rt i a  i t  a s  w ell a s  a l ie n a tin g  the 
Gcenes ly  M s comments, punctuating the p lo t and adding a  tim eless 
q u a lity  wîiich exjaads tlie moaning o f tii© play In to  tlie realm  o f himzen 
naturo  i t s e l f ,  and thus transce^ido the  a c tu a l w aterfron t se ttin g #

O dets' "W aiting fo r  Lefty” (1935) i s  d if f e re n t  fro o  b is  o th e r , 
and much mora t r a d i t io n a l ly  n a tu r a l is t ic  drazm, in  i t s  ccŒplet©
"advance” in to  tl© audience f o r  a  S |:ee ific  id eo lo g ica l purpose, Frcm 
ttiQ beginning o f  tiie p lay , t!io audionc© i s  cnoemraged to  f e e l  13ier>* 
se lves as  rep resen tin g  t i e  Union members kg tli© ac to rs  p lan ted  ooiong 
tioem, ŵ ;o c rd zestx a ta  th© emotional in v tlw '-^ n t o f  Cdats* id e a l 
aiMionc© in  tlie issu e s  v itli  which p lay  confron ts them* Tkio th ree  
le v e ls  o f  d rso a tic  toe!iniq-zc, a s  in  "I^ie Caucasian Chalk C irc le” ,  or© 
ta u t ly  end concisely  canagod M re as  eacln group — the p lan ted  audience, 
t  © trad e  u n io n is ts  (mata{© oM t i e  olioracters o f the fcxzily and 
s i tu a t io n  scenes — i s  intxrooz'inocted with tlie o thers  in  a  way im possible 
in  t i e  s e t t in g  o f tli© Brt^cizt play# group onstage cciczcnt on and 
interfex©  in  tl e n a tu r a l is t ic  v l^ jia tte s , which dram atise J o e 's  speech 
i a  a  us© o f tu io a trica l t io e  wfiidi i s  nu t foimd ©IseWïer© in  tl%© drama# 
Each scorj© has a  concrete and simple id eo lo g ica l b as is  which r e c a l ls  
B ic c h t 's  "T error and- Misery o f the T^nird Eeioli” (1933) in  tec^riiqw© 
wiiile surpassing  i t  in  s tru c tu ra l  verve and co n tro l o f  erections# 0'i© 
w!iole o f a  so c ie ty  i s ,  i a  o u tlin e  a t  l e a s t ,  analysed and condesgmd, a  
f e a t  no c t  e r  d ra rm tis t has attempted* the s im p lis t ic  rendering  
appeals d ir e c t ly  to  the emotioris in  a  triitopEi of propaganda# Tli©
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extrem ely ep ec ifio  nature o f tVie s e tt in g  o f the play and i t a  su b jec t 
lend i t  admirably to  a  complete "advance" : tîze lack  o f  such a  use
o f the tiiea tre  i a  modern Eziglish drerm may be a  r e f le c t io n  o f the 
f a i lu r e  to  concentrate on l iv e ,  contemporary Issues*

I  propose now to  tu rn  from examples o f plays which I  have 
ciio racterlzed  as mainly o f t3:e "advance" type , to  an im portant and 
In f lu e n tia l  play which looks both ways, to  "ailvance" and to  " re t r e a t” 
drama# B ec k e tt's  "W aiting fo r Godot" contains the eo u rce-sia teria l o f 
triuch of the d ia r a t ic  teoixnique o f l a t e r  English d rax sa tis ts , and 
dem onstrates the clzaracters botli o f tliO ccm pletely "re tx ’eated" l a t e r  
drama and o f  the "corr>ciou3 tlie a tre” advance o f the " illu s lo n W ts"  # * 
f i r s t  produced i a  1953# and brought to  England in  1955# the play 
"advanced" from i t s  sub jec t-m atte r in  tiie aeidea to  the audience 
and re feren ces to  the physical f a c t  c f  tlio stag© and to  c r i t i c s ,  y e t 
the e n t i r e  a c tio n  i s  kept behind the  paroscenluas the "advance" i s  
only a  te n ta tiv e  one, and o f word ra th e r  than a c tio n . The comic asides 
which draw on a  ?m sic-4iall t r a d i t io n  —

V ladim ir, He wants to  know i f  I t  hurts*  ^

a re  common in  modem drama to  remind the auiionc© t i a t  they a re  p resen t 
in  tlie th e a tre  -* in  o th e r words, as  a  "V -effekt"* But altliough i t  has 
influenced b o  much o th e r dran^, tlie use here seems a rb i tr a ry  in  th a t  
tlie c lia rac ters  B eckett produces a re  so u n n s tu ra lis tio  t  a t  there  i s  no 
t ra d i t io n a l  "suspension o f d isb e lie f"  to  bo countered by a lien a tio n *  
Tîieir e f f e c t  i s  reduced to  tlia t o f pure en tertainm ent — to  keep tli© 
audience in te re s te d  in  the  non«eventfi'*l drama* Various elements of 
th is  humour occur in  the work o f Stoppard and Saunders* Th^
" re tu rn  the b a ll"  fjtxm w ith words in  Act 1 i s  re c a lle d  by Saunders' 
v e r ta l  c r ic k e t  gar© in  "Next Tim© I ' l l  Sing to  You", and the unfin ished  
d i r ty  Joke end the reference to  tlie audience —

Vladimir* (tu rn in g  to  the audience) # ..#  tW t bog* 
or© used ly  Stop]:ard in  "Eoeencrans and G uildenstem  are  Bead" to  
c re a te  with tlia audience an in tim ate atmosphere w itliin  which to  d iscuss 
the ]^ iilo0op:iical purpose o f idie play* Tlie "conscious th ea tre "  wiiich

© See F art I I I  
«» Act I  P 10
*** Act I  P 15



I s  the b as is  o f Stopim rd's "The Real Inspecto r Hound" i s  found in  such 
l in e s  a s ;

Vladimir* I t ' s  worse tlian being a t  the theatre*
Estragon* Tlie circus*
Vladimir* Tli© c su s ic -^ ll*
Estragon* The circus# ♦

Otiier examples a re ;

Estragon* At the end o f tlie c o rr id o r , on the le f t#
Vladimi r # Keep my seat# **

and;

Vladimir# There I Not a  soul in  s ig h t!  ***

cu lo iim ting  in  th© word " c r i t i c ” used as a  f in a l  word o f abuse* **** 
But these elements are  no t found in  any o f B e c k e tt's  o ther 

work, which r e t r e a ts  furtlie-r and fu rtlie r  from the audience# * tEie 
a c to r s ' dialogue i s  a lw ^ s  d ire c ted  to  one another o r addressed to  the 
v o id , ^  and th.ey are  reduced in  scop© o f a c tio n  and therefor©  dram atic 
re la tio n s h ip  w ith the audience u n t i l  they are  u ltim a te ly  confined in  
tap e s , ja r s  o r spo ts o f l ig h t ,  tl© b a r r ie r  o i the proscenium being 
alm ost to ta l#  "JUnj^game" (1957) contains a  few elements o f th e a tr ic 
a l i t y  w ith in  th© te x t ,  drawing a tte n tio n  to  the th e a tr e ,  but w ith le s s  
reason tlian in  "W aiting fo r  Godot"* Th© humour i s  not susta ined  as  I t  
i s  by the musi(W iall duo o f tdie e a r l i e r  p lay , and the language and 
a c tio n  o f tiie ch arac te rs  ax© so divorced from tlie audience th a t  a lie n 
a tio n  i s  unnecessary, and thei© i s  no danger o f over-involvement;

Hamm* Bid anyone ever iiav© p ity  on me?
Clov* I s  i t  m© y o u 're  re fe r r in g  to?
Hamm* An a s id e , apet Bid you never h e a r a a  aside  before? I'm  

warming up to  my l a s t  soliloquy#

» Act I  P 34
** Act I  P 34
*** Act I I  P 74

Act I I  P 75* "Til© insouciance o f B ec k e tt's  ch arac te rs  i s  one 
o f th e i r  most a t t ra c t iv e  q u a litie s# "
(Katharine Wortli, "Revolutions in  Modem English Drama", P147) 

•f (ilia plays) -  Bookott)- "Tliey remind u s , as  Kenneth Tynan put i t ,  
how much the drama can do w ithout and s t i l l  ex ist* "
(Katharine Wortli, "Revolutions in  Modem English Drama", P 146)

+4- This i s  no t th e  same as the auditorium  in  t l ia t  the cliaracters ehow 
no consciousness o f i t s  presence*

+4+ P 49
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and*

Clov* Tills i s  what we c a l l  making an ex it*  #

S im ilar sub jec t-foatter in  P in te r  i s  tre a te d  w itliout th is  s o r t  o f 
advance, and i s  more co n s is ten t fo r  i t*  % e l a t e r  work, with i t s  mimes, 
rad io  work, music o r  the tapes o f "Krapps* Last Tape" (1953) and tlie 
ja r s  o f "Play” (196?) divorces the  ac to rs  to ta l ly  from fne audience, 
reducing tîie comnunication to  th a t o f emotional evocation* 55ie tone 
o f much o f B eck e tt's  e a r ly  humour i s  found again i a  the work of 
Stoppard end Saunders, th o u ^  w ith a  much more corafortabla and fa m ilia r  
re la tio n s h ip  w ith tlrie audience* The to ta l  " re tre a t"  o f the l a t e r  work 
has Wen avoided by a l l  tlie modem d ram atists  w ith the exception o f 
P in te r ,  \ùiose plays o f 1363 and 1369 contain  Ê any elements in  ecmmion 
w ith i t .

The work of P irande llo  a lso  shows some o f the c h a ra c te r is t ic s  
o f "advance" teolinique in  i t s  e x p lo ita tio n  o f the p lay-w ith in -a-p lay  
s i tu a t io n  to  c rea te  le v e ls  o f  t ru th  and r e a l i ty ,  a l l  o f  which, includ ing  
the  audience i t s e l f ,  a re  made to  bo re la tiv e *  But by asking fo r  
id e n tif ic a t io n  and support o f h is  cM rac te rs  in  emotional term s, he 
devalues "advance’'' in  i t s  rô le  as  a lien a tio n *  The confusion he c rea tes  
only makes the audience f e e l  as u n real as the s tage  ev en ts , ra th e r  
than c u ttin g  t!irou(^ the obvious u n re a lity  o f tlie s tage ac tio n s  to  the 
tru th  o f what i s  being s a id , in  tlie njanner o f Brecht* But only in  "Six 
C liaracters i a  Search o f an Author" (1921) does the "conscious th e a tr ic 
a l i ty "  r e a l ly  break through the boundary o f the proscenium* !5ie open 
s tag e , the c u r ta in  being used only once, when a mistake by one o f the 
tftfthnicians i s  w ritte n  in  to  provide an excuse fo r  an in te rv a l ,  i s  
used fo r  a  s im ila r  purpoee in  Saunders' "Next Tin# I ' l l  Sing to  You"* 
Here tlie a t te n tio n  o f the audience i s  drawn to  the l ig h t s ,  the pr<xnpter 
and the stag© props aa o b je c ts , to  open the d iscussion  o f  th e a t r ic a l i ty  
i t s e l f ,  r a th e r  tlian, as witîi B recht, to  f o r e s ta l l  id e n tif ic a tio n *  In  
the P irande llo  p lay , v ig n e tte s , being the various p a r ts  o f what he c a l ls  
"The Scene", a re  played in  a  n a tu r a l is t ic  manner w ithout the batlios 
Saunders c rea te s  to  a lie n a te  h is  n a ria ted  sections* Tlie h is t r io n ic s  o f 
tlie S ix Characters a re  meant to  be taicen se rio u s ly  h e re , and tliey put 
the P iran d e llian  techniques of the surrounding scenes in  the  background 
by the emotional force o f th e i r  presentation* TIio en try  o f the Six

* P 51
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Characters * i s  througji tlie auditorium , and tliroughout the p lay idie 
a i s le  and the foyer entrance a re  used to  involve tbs audience p h y sica lly  
in  the a c tio n , to  a  c e r ta in  defined e x te n t, so th a t  th© shocks o f the 
play are  f e l t  by them as  p a rt o f tîie a c tio n ; th© em otional involvement 
c a lle d  fo r  i s  the opposite reac tio n  to  th a t  produced by s im ila r  
teoîîniques in  Brecht# Tlie A cto rs ' responses to  the  scenes played by ‘fâie 
C liaracters — h o rro r , applause!, excitem ent and eympatiy — end o f t l ie ir  
spokôsïïiaa the Froducor, c rea te  a r t i f i c i a l l y  the re a c tio n  P irande llo  
wants from h is  audience, in  some tiling  o f t3i© same manner as  th© 
"APPLAUSE" board held  up a t  rad io  and ts le v is io n  l iv e  shows# Tlieir 
f e a r  a t  tlie a p i ^ i t i o n  o f Kadam Pace, and the whole magic business 
i t s e l f ,  i s  o f  th is  k in d , and th is  c liaracter v a rie s  the h ierarchy  o f 
r e a l i ty  which develops from C îiaractsrs — Actors — stag© Viands — 
audience# ®ie lau^jilng e x i t  o f th© Stepdaughter th rou^ i th© auditorium  
ends the play on a  not© of high emotion; i t s  ph iloso#iy  i s  of the 
" re tr e a t"  type , d esp ite  the  th e a tr ic a l  confusiCa w ith which i t  i s  
preaeated*

"Each in  E is  0%  Way" (1924) i s  more c lia ra c te r is tio  o f 
P ira n d e llo 's  work in  confin ing  tla© dual le v e l o f th e a t r ic a l i ty  behind 
til© curta in#  The I l lu s io n  i s  as  s tro n g , and t!i© usual reac tio n s  and 
n a tu r a l is t ic  conventions apply as  much, in  tIie"foyer" scenes as  in  the 
others# Tha choral In te rlu d es  are  firm ly  divided from the play i t s e l f  
by the dropping o f the c u r ta in , and tli© form i s  an excuse f o r  a  mor© 
e x p l ic i t  answer to  h is  c r i t i c s  from P irandello  than would otherw ise be 
p o ss ib le , bu t contains no genuine "odimnce" in to  the  audience, ©i^ 
mor© than S toppard 's "TVi© Real Inspector Hound"# " E i ^ t  You Are"
( 19I8) and "Henry lY" (1922) a lso  enclose the d iscussions o f th e a tr ic a l
i t y ,  sa n ity  and t ru th  beliind tVi© proscenium, so ti ia t  th© audience must 
deduce tîi® jMlosox^iy from tlie scenes onstage, as in  the plays of 
Ionesco# ' \

Witliin the tw entie th  century tlie t r a d i t io n  o f  n a tu r a l is t ic  
tl ie a tre , which continues in  much o f modem English d ra m , i s  u^Kield by 
many p la y w r i^ ts  whose s im ila r ity  to  each o tlier in  " r e tr e a t"  from the 
audience behind the proscenium i s  such tlia t in d iv id u a l an a ly s is  I s  
unnecessary. Tii© work o f Shaw, and o f K il le r  and Odets, (except fo r  the 
plays discussed above) in  c lo th in g  ideology in  dram atic s itu a tio n s  i s

# Perhaï# "P e rso n a litie s"  would b© a  b e t te r  tra n s la tio n *



contiîiuôd t-y Wesker» while the s lig h te r»  mostly condc» ti*sd ition  o f 
Wilde and Coward i s  rep resen ted , w ith som  v a r ia tio n  owing to  the  
in fluence c f  the smdia, hy Sii:ij>son* The au tob iographical s itu a tio n  
àrom, o f O'ZJeill and E a ttigan  Is  foinid again  in  the work o f Osborne 
and Delaney*

Tlie clraî2a  o f Ionesco has c e r ta in  techniques in  conmon w ith 
o th er p ra c titie n e ra  o f black comedy and the Theatre o f tlie Abswd such 
63 Orton* Ills drama depends on the c re a tio n , by tlie t r a d i t io n a l  means 
o f ** four til w all” rea lism  with n a tu r a l is t ic  d ia logue, s e t t in g  and 
c^ ia rao te riss tio n , o f  a  powerful em otional id e n tif ic a t io n  w ith fa m ilia r  
c iiaracters onstage in  order th a t  the v isu a l and v erb a l shocks nhould 
make more impact* Orton’s e a r ly  work uses the  same technique, and h is  
”re  t r e a t"  i s  in to  a  p r iv a te  world which nevertheless con tains i t s  ovÆi 
lo g ic , in  the same way as th a t  o f Ionesco*

Despite i t s  s trong ly  p o l i t i c a l  su b jec ts  the  l a t e r  d ram  o f 
O’Casey approaches the problem o f the inadequacy o f t r a d i t io n a l  c.  ̂ ' "ad«# 

rea lism  by the use of songs, co lo u r, costume, l im itin g , poetics 
and dance in  the sym bolist d ire c tio n  l a t e r  shown hy Wesker and Arden, 
and i s  drawn from tloe e a r ly  tw entie th -cen tu ry  I r i s h  th e a tre  o f Yeats 
and Lady Gregory* A ll idie plays take place behind tlie proscenium, and 
tiie function  o f the music and dance, as in  Delaney’s  ”A Taste o f Roney " ,  
i s  as a  fraJimwork fo r  the n a tu r a l is t  episodes c f  d ialogue, g en era lis in g  
them out o f  a  p a r t ic u la r  context c f  tinm and place to  make O’Casey’s 
p o l i t i c a l  o r mox^I point* E ls e a r ly  d ra m , which e a r ly  Wesker r e c a l l s ,  
encloses a l l  tlie p o l i t i c a l  and contemporary reference w ith in  the frame
work o f n a tu ra lism , c a l l in g  fo r  an emotional re a c tio n  to  events* This 
reaches i t s  extreme in  such plan's of tlie war years as  "The S ta r  Turns 
Fjod" ( 194^) where the h is t f jo n ic s  and rh e to r ic  appeal to  tlie audience 
t l i ro u ^  t l ie ir  em otional id e n tif ic a t io n  w ith  the c iia rac te rs , and tiie 
r e la t iv e  f a i lu r e  o f the teoluiique in  comparison w ith tl ia t  o f "W aiting 
For Lefty" shows how "advance" helps an immediate su b jec t aW. polem ical 
moral*

Dy and la rg e , those plays wideh " re tre a t"  from tlie audience 
l a  s tag in g  technique do so to  encourage tlie s o r t  c f  em otional id e n tif 
ic a tio n  wiiicli l3  unnecessary, i f  no t damaging, to  tiie p o l i t i c a l  sp e c if ic s  
vdiicli form the b asis  of mucii of tliese ra d ic a l  bu t t r a d i t io n a l i s t  
p la y w ri^ ts*  B eckett’s piiilosopM cal p o in ts  are  made c le a re r  by the 
d is tan ce  between audience and s tag e , and the fam ily s i tu a t io n  dramas o f



( fo r  exaiaple) C’i îô l l l ,  u t i l i s e  n a tu ra lis a  to  i t s  f u l l e s t  e x te n t;  the 
combination c f  d ire c t  design on the audience and the c rea tio n  of 
r e a l i s t i c  ch arac te rs  and scenes i s  never a  happy one# The use o f  song, 
poetry  and dance by many o f  tlie d ram atis ts  i s  an attem pt to  combine 
t ra d it io n a l  th e a tic  w ith a  wider re ference and w ith a  degree of pure 
en terta inm ent,  bu t tlie m ajority  o f  the English audience find»  i t  
d i f f i c u l t  to  accept such tsclr^^iques in  "serious"  drama, so  th a t  only by 
means o f devices from pantomime such as those l a  Arden’s work can euoli 
experiments apioroach sviocess*
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I  s h a ll  now examine rep reaen ta tiv e  plays c f  my pariod in  the 
l i f j i t  o f the ca teg o ries  o u tlined  In  Chapter I# The degree to  which any 
p lay  can be c la s s i f ie d  as  an "advance" o r " r e t r e a t” type depends on tlie 
wliole tone o f tlie re la tio n sh ip  between audience and s ta g e . Thla i s  a  
complex s tudy , but can be divided rougjily in to  two p a r ts .  The f i r s t  i s  
tli0 s o c ia l  a v a i la b i l i ty  o f tlie su b jec t and ch arac te rs  o f the p lay  to  
the audience — in  o th er words, bow c lo se ly  tlie m atter of iho p lay  
ap iroad iea in  tim e, place end ac tio n  tiia ord inary  experience o f  the 
spectato r*  ♦ The second i s  concerned witli r e la te d  cjothods o f  s tag in g  
and the p rec ise  amount o f personal in te ra c tio n  between the ac to rs  and 
the audience* Vi th in  tlie "advance" type i t  con be seen on examination 
th a t  the whole re la tio n sh ip  revolves around a  c ru c ia l scone, o r  a  
repeated  type o f scene in  tlie same mode* T^ius in  "The E n te r ta in e r" , 
m usie-liall a c ts  become punctuation to  the t e x t ,  and o f f s e t  the dram atic 
scenes by p lac ing  the ch arac te rs  in  context* The c lim ac tic  scene in  
the znarket-placa in  "Sergeant Kusgrave’s Dance" defines the re la tio n sh ip  
o f  audience and a c to rs  w ith in  the p lay; and tîia repeated appeals to  
the audience and tlie ro le-changing  requ ire#  an ever-ad ju a tin g  
re ia t io n s b lp  in  the so lo  scenes and d ire c t  speeches o f "A Day in  the 
Death o f  Joe Egg". Hie modem p la y w r l^ t  cannot work in  iso la tio n *  a  
broad developDont o f tlie "odvEmoe" technique can be traced  t ’orouc^out 
til© period* This i s  no t to  say th a t  one playwright was d ire c t ly  
Influenced by tii© work o f  ano ther, a lth o u ^ i th is  must have hapjened in  
sos^ cases , bu t earn concept l ik e  the "Gllmat© o f ioeas" in  a r t  forms 
seems needed to  cover the o v e ra ll s im ila r i ty  in  approach* Those plays 
from the  e a r ly  p a r t  o f  the period which "advanco" to  the audience in  
in c reasin g  t i e i r  involvement in  tli© p lay , feiioW': fke. sp e c ta to rs  used 
p rim arily  as  the sj^mbol o f a  group o r crowd w ith in  the p lay , wliere 
eudi a  presence i s  tem porarily  necessary . An example i s  "T5i@ 
E nterta iner"*  here the sm sic-îia ll a c ta  a re  addressed d ir e c t ly  over the 
fo o tlig h ts*  But although such a  play does no t "advance" very  f a r  over 
the  proscenium b a r r ie r ,  i t  i s  nevertlie less more c h a ra c te r is t ic  o f 
the type tlian, fo r  example, "d ilp e  wilâi Everytîiing", wtiero the dance a t

♦ Tills a lso  includes how p ercep tib le  the contemporary a p p lic a tio n  i s  
to  him*
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the emotional and physical centre o f the play is  ju s t  as iso la te d  from 
the audience hy the proscenium arch as i s  the r e s t ,  and there  i s  no

pol/tb
d ire c t  involvement a t  any s tag e . The p lay i s  av a ilab le  in  very sp e c if ic
terms to  anyone who has done N ational S erv ice , and th is  must have

i t
applied  to  q u ite  a la rg e  sec tio n  o f any audience when the play f i r s t  
appeared, bu t so c ia l a v a i la b i l i ty  and "advance" in  terms o f s tag ing  
and conmiunication do n o t, in  th is  case , co incide .

Before I  d iscuss the th e a tre  language o f modem drama in  
d e ta i l ,  some examples from among the plays under d iscussion  would be 
u s e fu l.  Such a  play as John Osborne’s "The E n te rta in e r"^  i s  a  good 
example o f the "advance" type which is  a lso  a v a ila b le : although the
play i s  u su a lly  performed in ,  and was indeed w ritte n  f o r ,  the proscenium 
arch type of th e a tre , i t s  sub jec t-m atte r of the decline  o f m usic-hall 
as re f le c te d  in  Archie Eice and h is  fam ily i s  e a s i ly  av a ilab le  to  the 
audience. V/hen Archie does h is  p a th e tic  m usic-hall " tu rn s"  the 
audience becomes p a r t  o f the p lay in  th a t  the p a t te r  i s  addressed 
d i r e c t ly  to  them ^a device o ften  used, w ith v a r ia tio n s , in  more recen t 
drama. Tlie language o f the p lay , both in  movement and word, i s  f a s t  and 
coherent* emotional s itu a tio n s  on the stage are  explained to  the 
audience and worked out in  a  ra t io n a l  way# A rchie’s songs are another 
fea tu re  common to  #ie "advance" type of p lay: they o ften , as h e re ,
become a  comment on o r punctuation of the te x t  and uncover more sliades 
o f meaning fo r  the audience. * Fundamentally, a l th o u ^  i t  i s  a  moot 
po in t whether the play succeeds in  communicating the reac tio n s  of the 
fam ily to  the trag ed ies  o f th e i r  l iv e s ,  S ir  Laurence O liv ie r has shown 
th a t  i t  can be done, and in  in te n tio n  the play i s  open to  i t s  audience 
in  the spheres o f word and id ea : the communication over the stage f ro n t
i s  two-way: "The E n terta in er"  "advances" too^ards i t s  audience’s
understanding and sympathy.

Arnold Wesker’s " I ’m Talking About Jerusalem ", the th ird  play 
o f h is  t r i lo g y ,  i s  s im ila r ly  concerned w ith the break-up o f a  way of 
l i f e  and a  fam ily , and the technique (a  s e r ie s  of v ig n e tte s  which are  
p re tty  widely separated in  terms of time) i s  a lso  sim ilar*  i t ’s a  
technique re a d ily  av a ilab le  to and understandable by an audience, p a r t ic 
u la r ly  a  modem audience fam ilia r  w ith the conventions of te le v is io n  
and the screen . The characters are  sympathetic and th e i r  motives

* see P a rt I I



explained and understandable* tlie springs o f th e i r  a c tio n  a re  exposed 
to  u s .  As in  a l l  Wesker’s draim, but p a r t ic u la r ly  in  the t r i lo g y ,  
corasimicatioa between ciiaracters on the s ta g e , and between charac ters  
and audience, by the word a lone, i s  so im portant as to  becoisa almost
the main su b jec t o f tlie play* througii a l l  d isag ree i^ n ts  the
c iiaracters advaiice towards one another end the audience in  understand
in g  and maice the p lay  a  study in  tiie success and f a i lu r e  o f coiruunio-

bkcJ  ̂ oF
a t io n . ïïnliljô^"lEi0 E n te rta in e r" , a t  no time i s  the audience addressed 
d i r e c t ly ,  and to  th is  ex ten t tlicre i s  a  c e r ta in  withdrawal behind the 
s ta g e -fro n t l in e ,  bu t th is  i s  overcome by tlie b asic  a v a i la b i l i ty  o f 
su b je c t, ©motion aM  conclusion o f the p lay  to  the audience.

On tlia o tiier hand, iry d e sc rip tio n  o f " r e t r e a t” drama could
alm ost be applied  wlioleoale to  tlie work o f Harold P in te r .  A play l ik e  
"The Homeccmin^ I l lu s t r a te s  most o f the c h a ra c te r is t ic  t r a i t s .  TJie 
springs o f  til© ac tio n  a re  n o t open to  the  audience, and P in te r  i s  
tliroughout a t  pains to  emphasise the d iffe ren ce  between a c to rs  and 
audience* h is  c iiaracters are  lo n g -estab lish ed  London c rim in a ls , and 
t h e r e 'a ie  few types o f peèple le s s  l ik e ly  to  bo in  the audience. 
Sympathy o r id o n tif ic a tio n  i s  destroyed by th is  and by the to t a l  lack  
o f  explanation  o f the a c tio n  o f the play* ' w ithout any asx^eot to  r e la te  
to  them selves, the audience can iuive as l i t t l e  sympathy with these 
people as w ith tlie speakers o f  a  casually -heard  scrap  o f conversation 
in  a  s ta t io n  b u f fe t .  However s tro n g ly  th e i r  in te r e s t  i s  held  by events 
on tlie s ta g e , P in te r ’s teclinique, which jiresents extrem ely r e a l i s t i c  
d ialogue and ac tio n  in  a  s e r ie s  of scenes the connections between tdiich 
must be supplied by tlri© audience, i s  not oondâoive to  tlie s o r t  of 
dram atic coherence which makes tlie "advance” type o f drama re a d ily  
av a ilab le  to  the audience* In  a l l  productlcn-s o f ttia  play the d istance  
between ac to rs  and audience m ist be enphasised by u nderlin ing  the 
importance of the staixe-front and proscenium a rch , o r the sense o f 
menace and u n certa in ty  w il l  be lo st*  both tlie meanings o f the play and 
the ac tio n s  o f the charac te rs  " r e t r e a t” away from the common perceptions 
and emotions o f tlie audience in to  a  p riv a te  w orld, a  " re tre a t"  wiiich i s  
re f le c te d  by the us© o f dialogue as a  cover fo r  r e a l  meaning, and by 
the Blow pace o f most o f tlie play in  te rn s  o f  t l ie a tr ic a l  a c tio n . The 
very  nature  o f P in te r ’s drama i s  such tl ia t  " re tre a t"  from tîie sen e ib il— 
i t i e s  and understanding o f the audience i s  e s s e n tia l  to  h is  purpose.

N F Simpson’s "One 'Way Penduli#" altliou^ji very d if fe re n t l a
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s ty le  and In to n tic n  from I i n t e r ’s  drama, ex h ib its  many o f the t r a i t s  
o f the " re tre a t"  type. TTriis fa rce  has no conclusion o r jhilosop^iy, 
except the obvious one o f making the audience laugh, and, w^.ille 
b iz a rre  end unexpected events and ac tio n s  a re  used by P in te r  to  produce 
a  s o r t  o f mental and emotional d iscom fort, Bimpeon uses them to  
in crease  the comedy in  a  way which has become fa m ilia r  in  tlie comic 
rad io  and te le v is io n  programmes o f the l a s t  few years# * I t  i s  
eao e n tia l tn a t  the s ta g e -fro n t embodies a  very sliarp d is tin g u ish in g  
l in e ,  because tîi© fee lin g s  o f the ciiaracters and the events of the play 
must be to  a  g re a t degree a lie n a te d  from the ord inary  consciousness o f 
tlie audience in  order to  produce good comdy o f th is  k in d . Tlie s e r ie s  
o f alm ost unconnected scenes i s  again  common to  the type , aa dramatio 
coherence and emphasis on "p lo t"  would be in im ica l to  the sense o f 
su rp rise  which i s  the b as is  o f Simpson’s  humour. The p lay  and i t s  
c lia rac tcrs  " re tre a t"  from the audience in to  a  p riv a te  world whoce d is 
connected and i l lo g ic a l  m anifestations a c t  on the sense o f comic 
Incongruity  o f trie audience i both I ln t e r  and Simpson, fo r  very d i f f e r 
en t reasons, w rite  plays in  which only the t i p  o f tlie iceberg  o f ac tio n  
end explanation  emerges from the  diramatio context* n in e-ten tlis  o f tire 
su b jec t m atter i s  submerged and " re tre a ted "  from the  d ire c t  perceptions 
o f  the  audience*

In  "Sergeant ilusgrave’s Dance" (1959) the amount o f j^ :ysical 
involvement o f  the  audience in  the stage a c tio n  during  Act I I I ,  Scene 1 
i s  a  m atter fo r  the  producer to  decide , but i t  can be considerable*
"A Day in  the Death o f Joe (19^7) shows w rit te n - in  involvement 
where üio re a c tio n , in  c o n tra s t to  tli© Arden p lay , depends mainly on 
tliO type o f audience and how w illin g  i t  i s  to  follow  tlie d ire c tio n s  o f  
the playwrifciit as  expressed t l i ro u ^  h is  At t^e  end o f # e
period "The Borage Pigeon A ffa ir"  (19^9) (James Saunders) i s  a  good 
example o f  tii© continuance of the tren d , but tlie "advance" ovar the 
f o o t l i# i t s  and through tîie th e a tr ic a l  conventions i s  s t i l l  e n t i re ly  
w ritte n  in to  the p lay . I t  i s  s t i l l  d istin g u ish ed  from the "happening" 
and such n o n -th e a tric a l events in  tlia t t i e r e  i s  l i t t l e  scope fo r  a d - l ib  
and tlie play continues on i t s  r ig id ly -ap p o in ted  course no m atter what 
the audience re a c tio n  may be . TSiere i s  a  c e r ta in  amount o f  involvement, 
bu t no t a  r e a l  opportunity  fo r  the audience to  change tlie course o r

,  %
* from the  "Goon Show" and " I ’m S o n y  I ’l l  Read B ia t Again" to  TNJ and

tlie recen t "Honty lython",



even the ton© o f tlie play# But t l i is  d is tan c in g  f3?oa s tage  events 
probably increases tii© coniody, which i s  simply dependent on the 
capacity  o f the audience to  lau^^i, end a  s im ila r  e f f e c t  can be found 
in  the work o f Simpson, and in  the comic aspects  o f James Saunders’
"Next Tim© I ’l l  Sing to  You" (1952)# Tüius in  s ty le  th& "advance” type 
o f play i s  g radually  moving away from i t s  g re a t fo re -ru n n e r, B recht, 
in  h is  "Terfrem dun^ — tlie s tre sse d  d is tan ce  between p lay  and audience* 
I t  i s  q u estionab le , however, whetiier the comic t r a d i t io n  I s  improved 
by th is  trend# I t  depends to  a  g re a t ex ten t on the s p e c if ic  audiences 
to  which tlie plays a re  d irected* As f a r  as comedy i s  concerned, English 
audiences seem to  l a u ^  mainly when tliey a re  unselfconsciously  sepeirated 
from the p lay ’s physical progress by tli© d e f in ite  d iv is io n  c f  a  
proscenium arch  and a  s u f f ic ie n tly  r ig id  p lo t to  enforce a lie n a tio n , and 
thus the "advance" t r a d i t io n  when i t  produce© something Ilk© "Tim Borage 
Pigeon A ffa ir"  i s  a  l i t t l e  We unccmf or tab le  fo r  the  assumptions o f  
t r a d i t io n a l  comedy in  both su b jec t end s tag in g ; bu t perhaps the 
audience i s  now developing the caxaoity  to  enjoy such macliinations#. # 
S im ila rly  th© c a th a r t ic  e f f e c t  in ,  fo r  in s ta n c e , "A Scent o f Flowers" 
( 1954) (Saunders) ia  only achieved a t  mon^nts o f com plete, th o u ^  
tem porary. I l lu s io n  and sep ara tio n  o f play from audience* The po in t 
may be i l lu s t r a te d  by som  more d e ta ile d  d iscussion  o f tli© plays*

I t  soeas convenient to  begin w ith John Osborne, whose work 
spans til© period in  question  and whose play "Look Back in  Anger" serve© 
as a  ^starting p o in t f o r  the modem th e a tr ic a l  movement* This i s  no t to  
eay th a t  no drama o f  in te r e s t  was produced during  the years before 1956, 
bu t i t  b© adm itted th a t  "Look Back in  Anger",  however c o a v e n tj^  
i t  may now seem, a  ra d ic a l departure f r o  A  th e  p rav a llin g  t i ie a tr ie a l  
t r a d i t io n  a t  the tic©* ** ]hit th is  chap ter i s  only concerned w ith tlie 
p ossib le  lin k s  between drama "av a ilab le” to  i t s  audience and the de^pre© 
o f  "advance" o r " re tr e a t"  w ith which t î i is  fam ilia r  o r u n fam ilia r 
su b jec t i s  ppesonted* I t  was genera lly  agreed by c r i t i c s  a t  tlie tim e, 
a f t e r  a  b r ie f  i n i t i a l  re s is ta n c e , t l ia t  the ciiaracters o f  tlie p loy, and

* "The moven^nt away from the proscenium tlia t ha© been going on 
s te a d ily  during  the l a s t  decade has been by and la rg e  a  movement 
away from realism  towards the more aggressively  th e a tr ic a l  drama 
which i s  now beginning to  look l ik e  the nucleus o f the next 
tra d itio n * ”
(Katharine Worth, "Revolutions in  Kodera Eoglish Drasia",

In troduction  p v i i i )
** See P a rt I I  and P a rt I I I
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p a r t ic u la r ly  Jimmy P o rte r tlie hero , wore tru e  to  l i f e  i a  a  con tempore 
a ry  and imriediat® way* Tliis was the  au th en tic  re a c tio n  o f post-war

wa-T'û-
youth to  so c ie ty , they sa id  -  indeed, tlie argusents^alm ost e n t i re ly  
about whether i t  was wortliwhile to  p o rtray  such people on tlie s tag e , 
r a th e r  them about tli® v a l id i ty  o f the ciiaracters*  Tliat th is  
a u th e n tic ity  serais to  have been accepted alm ost u n iv e rsa lly  a t  tlie 
t in a  in d ic a te s  the f a m ilia r i ty  o f the audience w ith a t  le a s t  an out
l in e  o f the way o f l i f e ,  ideas and ac tio n s  portrayed* I t  was 
accepted ti ia t  households l ik e  Jiamy P o rte r’s d id  ex is t*  th is  being 
taken fo r  g ran ted , tlie audience and the c r i t i c s  were a t  l ib e r ty  to  
argue over th e i r  personal fe e lin g s  about such people, alm ost to  the 
exclusion  o f any a tte n tio n  to  the s tru c tu re  o f tlie p lay  i t s e l f *  Thus 
the  anger o f Jisaoy w ith h is  w orld, h is  f r ie M s  end h im se lf, wliich i s  
r e a l ly  tlie only su b jec t o f the p lay , i s  em inently av a ilab le  to  i t s  
intended audience* the f a c t  th a t  John Osborne says he i s  now 
embarrassed by tlie p lay , * and th a t  to  a  modem th e a tre  audience the 
p lay , though s t i l l  fo rc e fu l,  i s  very  da ted , only re - in fo rc e s  the 
erguaent th a t  i t  was d ire c t ly  av a ila b le  a t  the t i m t  p lays which 
use as t l ie ir  su b jec t people o r ideas which are  contemporary but 
s h o r t- liv e d , u su a lly  age badly# But th is  type of " a v a i la b i l i ty " ,  
confined as  i t  i s  to  a  sh o rt time and a  lim ited  audience, i s  le s s  
th e a tr ic a l ly  v a lid  than tlie broader appeal to  humanity o f a  le s s  
s o c ia lly  conscious p lay wliich i s  e a t  in  a  wider context# The t e s t  
o f a r t  in  drama, as i a  o tlier a r t  forms, i s  in  i t s  a c c e s s ib i l i ty  
o u tside  the lim ited  so c ie ty  and id ca -s tru e tu re  in  wliich i t  was made# 
I t  i s  n o t necessary to  study the h is to r ic a l  and p^iilosophieal back
ground o f c la s s ic a l  Greece to  apprec ia te  the Greek drama, o r to  be a  

seventeentli-oentury scho lar to  enjoy Sliakespeare, bu t "Look Back in  
Anger" w ill  be la rg e ly  iacomprehensible i a  a  hundred years witliout en 
ex tensive h is to r ic a l  and so c io lo g ica l gloss# From the p resen t view
p o in t, "Look Back in  Anger" r e t i r e s  in to  a  remote m id -f if t ie s  world 
in  the same way as tlie v ig n e tte s  o f charac ters  l a  t l ie ir  c lu tte re d  
room " re tr e a t"  behind the fo o tlig lits#  Tlie lack  o f any "advance" over 
t i l ls  b a r r ie r  has hastened tiie p lay ’s tendency to  lapse in to  "period 
d ra m " , as  even a t  th e  time o f production -  when the fa m il ia r i ty  o f 
tîie audience witli trie su b jec t was no t re in fo rced  by a  sense of

♦ " I  daren’t  pick up a  copy of "Look Back"in  Anĝ r " nowadays# I t
embarrasses me" (I9 6 l)



joiïlingw in, o f being p a r t o f the stag© world -  the r e a l i ty  of " th e  
P o r te rs ’ one-room f l a t  i a  a  la rg e  Midland town" was cushioned from 
thorn by distance#  P o rte r  and h is  frien d s  wore l ik e  animais in  a  zoo 
bounded by the proscenium a rch , and gained sympathy mainly from those 
predisposed tov/arda i t#  I t  seems to  be a  general ru le  in  Osborns’a 
plays tlia t any e f fe c t  o f irsmediacy and a v a i la b i l i ty  which mir^ht occur 
does no t b rin g  w ith i t  any "advance"-type s tage technique i througli- 
out the period most o f h is  ch arac ters  a re  in  fa m ilia r  bu t d istanced  
go ld fisîi bowls, w ith the emphasis on the sep ara tio n  between audience 
and ac to rs  ra th e r  tlian t l ie i r  in te rre la tio n #  Bat "The E n te r ta in e r" , 
a s  a lready  mentioned, i s  an exception#

*®ie E n te rta in er"  uses a  h e s ita n t  "advance" to  the audience# 
The play genera lly  " re tr e a ts "  behind the s tage  f ro n t wiiea domestic 
scenes a re  portrayed , and only in  the m usic-hall scenes ia  tlie audience 
used a t  two levels*  as  the h a l l  audience a t  the place and time o f 
the p lay , and as  the  r e a l  audience (Scenes 2 , 4« 7 ahd 13)# But i f  
tliese scenes a re  necessary  to  ti e play — which tliey a re  to  c rea te  
alaaosihere and to  show how mediocre a re  the stag© "tu rns"  on whicdi the 
l iv e s  o f the ch arac te rs  are  b u i l t  -  then i t  i s  d i f f i c u l t  to  know how 
e ls e  they e re  to  be staged , un less  a  la rg e  stage audience viere to  be 
introduced# The "advance" nature o f tlie drama i s  tlie rfo re , in  1957# 
in  I t s  Infancy , and in  f a c t ,  Osborne doesn’t  seem to  have gone any 
fu r th e r  in  th is  d ire c tio n  since# However, the p lay i s  i a  touch with 
contemporary ev en ts , in  terms o f the death o f Mick a t  Suez and the 
fo rc e fu l and id iom atic s lan g , p u llin g  no punches, and th ere fo re  i s  
"placed" in  the audience’s mind so th a t  tliey f e e l  a t  hozi© in  the 
depicted  environment which i s  v i t a l  and to p ica l#  Tlierefore a l th o u ^  
the  charac te rs  are  eym pithetica lly  and understandably portrayed , the 
play s t i l l  mainly" re  t re a ts "  behind tlie proscenium a rch , and i f  played, 
fo r  example, on an open s tag e , or in  the round, would no t be much 
changed# Tae separa tion  o f play and sp ec ta to r i s  a lso  to  a  c e r ta in  
ex ten t necessary because Osborne’s su b jec t, the misio-4:iall, a lso  
Showed th is  sep ara tio n , u sing  fa m ilia r  themes bu t w ith the d is tan c in g  
e f f e c t  o f the fo o tlig h ts  between performers and audience# * But th is  
e f f e c t  apparent in  the h a l ls  was probably mainly during  the s e t s ,  and

"Intim acy and ix-andour; the proscenium frame enclosing  tlie l i t t l e  
room and the open area  idiere ac to rs  and audience confront on© 
anotlier d ire c t ly ."
(K atharine Worth, "Revolutions in  Modem English Brama, P 73)



le s s  so i a  between tliem, ©ad th ere fo re  more so liloquy  could e a s i ly  
have been used i a  the play as I t  i s ,  te n ta t iv e ly ,  in  the f i r s t  scene# 
"The E n te rta in er"  i s  tlie refo re  o f the "advance" type in  some 
fundamental way, although no t in  the s tag in g  i t s e l f ;  nevertheless 
i t  p o in ts  tli© way to  what cam® la te r#

In  "Luther" (1961) on the o tlier hand, owing to  the almost 
to ta l  concen tration  o f tlie au thor on the c e n tra l  c h a rac te r , tlie 
su b jec t o f  "advance" doesn’ t  r e a l ly  a rise*  the p lay  i s  an extended 
sermon in  Jimmy P o rte r s ty le  in  which the o th er ch arac te rs  sca rce ly  
m atter — tlie language i s  r e a l ly  tlie only aspect o f tlie play wMoh 
shows i t  to  belong in  trie "new drasa"# T hou^ i t  is . a  w e ll-s tru c tu red  
and competent h is to r ic a l  play which makes i t s  p o in ts , "Luther” cannot 
be sa id  to  be breaking any new tl ie a tr ic a l  ground# A s im ila r  s tru c tu re , 
w ith an alm ost to ta l  emphasis on one cliaxucter, a lso  ch arac te rize s  
"Inadm issable Evidence" ( I 964) ,  bu t here the ch arac te r o f the f a i l in g  
and dying law yer, r e c a l l in g  s im ila r  c iiaracters in  P in te r ,  "advances" 
to  the audience in  sympathy; so does tlie su b jec t which, tiiou{^ 
hackneyed, i s  fa m ilia r  to  the  public  — lack  o f communication symbol
ised  by the s tru g g le s  w ith tiie te le i^one  end c l i e n t s ,  and the very tliin  
l in e  between o b jec tiv e  and su b jec tiv e  re a li ty #  I t  i s  the f a c t  th a t  
the audience can understand and sy « ï^ th ise  w ith  tli© mind o f  the 
p ro tag o n is t in  th is  p lay which makes i t  one o f the playw right’s best* 
we a re  no longer a  passive audience o f a  s e r ie s  o f fo rc e fu l monologues, 
and can ap p rec ia te  both the former success o f D il l  M aitland and h ia  
a c c e le ra tin g  f a l l  in to  personal and business ruin# "Time Present" 
end "H otel in  Amsterdam" ( 1968) witlidraw again  from audience sympathy ,  
and Osborne re tu rn s  to  h ia  bas ic  stage s i tu a t io n  — frcaa monologue to  
secondary ac to rs  and thence to  the audience# T enta tive moves in  the 
d ire c tio n  o f the audience in  "The E n terta iner"  and "Inadisissable 
Evidence" do no t conceal the b as is  o f Osborne’s  th e a tr ic a l  id ea , 
which combines a v a i la b i l i ty  o f su b jec t and ch arac te r w ith " re tre a t"  
in  stag© presentation* la rad o x ica lly  r e a l  emotional Immediacy i s  
s a c rif ic e d  by th is  method, while the excessive concern w ith 
contemporaneity i a  each play means th a t  they do no t wear well#
Osborne’s work shows th a t  "advance" and "a im ila b ility "  in  drama are  
no t n e cessa rily  s^^monymoua, bu t perhaps eîrqiiasises the dangers o f 
sep a ra tin g  the two#

Tlie plays o f Arnold Wesker a re  i a  th is  re sp ec t very sim ilar#
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Til© ideas and motives of the Jewish fam ily in  the tr i lo g y ,  o f the 
cooks in  "The K itchen", o f tlie r e c ru i ts  in  "Q iips :#ith E v e ry th in g , 
even of the a rc h ite c t  in  "Their Very Own and Golden City" aM  tûie 
couple in  "Tlie Four Seasons" a re  a l l  reasonably "av a ilab le"  to  the 
audience* the c iiaracters th ink  and re a c t a s  expected, th e i r  motives 
are  fa m ilia r  to  the sp e c ta to r, end the "moral" behind drama i s  
e x p l ic i t  r a th e r  than ira p lic it  (a  d is t in c t io n  which w il l  be examined 
in  a  l a t e r  s e c tio n ) . But a t  no po in t dees a  c iiaracto r i a  one o f 
Wesker’s plays s te p  out of the microcosm, out o f  tlie proscenium a rch , 
and d ec lare  h im self as  p a r t  o f  tho r e a l  w orld, as an a c to r  in  the 
th e a tr ic a l  production, as  someone p laying a  p a r t .  This lack  of 
"advance" tends to  d istan ce  the  play© in to  a  kind o f f i lm -s c r ip t ,  
divorced from con tact w ith tlie audience in  i t s  "here and now" s i tu a t 
io n . Indeed, Wesker’s technique c f  sm all episodes taken from a 
la rg e  sxan o f tim e, and used to  explore the  reasons fo r  behaviour in  
p a r t ic u la r  s i tu a t io n s ,  i s  very l ik e  the c u ttin g  o f a  f ilm . "Chicken 
Soup w ith  Barley" (1953) i i r s t  uses th is  teoliniqus as  Wesker explores 
the reason  fo r  the d is i l lu s io n  o f  tlie post-war le ft-w in g  id e a l i s t ,  
bu t in  the con tex t o f the whole t r i lo g y  th is  fragm entary p a tte rn  i s  
conso lidated  by tlie c e n tra l p iv o t, the s t a t i c  "Hoots" (1959),which 
adheres p re tty  s t r i c t l y  to  the u n i t ie s .  Tlie eanH3 technique in  "Tlieir 
Very Own and Golden City" (1966), when no t balanced by a  s im ila r  s t a t i c  
and unchanging c e n tre , makes the p lay  v io le n tly  episodic* üie symbol 
and f a c t  o f the ca th ed ra l which serves to  tu rn  the am bition and h o ^ s  
o f Andrew Cobham towards the C ity  lacks tlie s tren g th  and conviction 
o f the country l i f e  in  "Hoots", bben w ritin g  of a  su b jec t such as 
tlie so c ia l developoient oi the dynamic and in ten se ly  comaiunicative 
Kahns, Wesker can use tlie d e sc rip tio n  o f tlie s tro n g ly  co n tra s tin g  
Norfolk fam ily , to  reassure  an audience to  whom the ch a rac te r type 
may be u n fam ilia r. But the constan t need to  r e la te  audience to  
character© in  an id e a l i s t i c  fash ion  would no t be so p ressing  i f  the 
a c to rs  could "advance" in to  tlie audience, i f  we could f e e l  dz%wn in to  
tlie Kahns’ p o l i t i c a l  a rg u m n ts , indeed i f  i t  was more "Our" than 
"Tlieir Golden City'*.

"Chips with Everything" (1962) i s  a  good example o f an 
"av a ilab le"  play witli which an ordinary  audience can imiiiediately 
id e n tify .  The s o tt in g , charac ters  and p lo t are  very fa m ilia r  as in  
most o f Wesker’s work, bu t the play does no t x h y sica lly  "advance" to



ÜÎ0 audience i a  any way. Emotions, lü m  those o f S a ila r  and Dip 
with txie duîïiîsy, are  tx-ansaiitted a t  second hand, a l  bhou^ powerfully 
f e l t  by an id e n tify in g  audience, and there  i s  no d ire c t  aud ience-to - 
p layer contact* The best-nanaé^ed scene, the s i l e n t  c o a l-s te a lin g  
mice, has no re la t io n  to  the r e s t  o f the play in  s ty le  o r co n ten t, 
and dem onstrates in  i t s  notable success how passive the o th er scenes 
in  the  play must be . Again, the play i s  p rlnm rlly  w ritten  to  ioai:e a  
po in t (which i t  does) ra th e r  than to  involve the audiencei there  i s  
scope fo r  tlm sergean t using  the audience as  r e c ru i ts  o r  sog©thing 
s iïïjila r , but ti l ls  i s  no t done. Tiie p lay  depends on the mainly i n t e l l 
e c tu a l ap p rec ia tio n  of Wesker’s ideas on c la ss  and the N ational 
S erv ice , i t s  impact worked out in  the head m th e r  than j ^ s i c a l l y  
f e l t  in  til© th e a tr e .  "The Four Seasons" ( 1965) i s  a  very d if fe re n t  
case ; in  f a c t  i t  belongs in  tli© " re tr e a t"  sections a l th o u ^  the 
cliaractex’S ax© r e la t iv e ly  fa m ilia r ,  i t  l a  th e i r  own p riv a te  l iv e s  and 
psyches w ith which the  play i s  concerned* I t  I s  an in te re s t in g  
departu re  from Wesker’s  uivuil s ty le  and preoccupations, and w ill  be 
examined i a  P a rt I I I .  But as  f a r  as  tîi© o th er plays are  concerned, 
we have seen th a t  Wesker’s stag© te  clinique i s  f u l ly  as t r a d it io n a l  ea 
Osborne’s ,  althou{^ fo r  d if fe re n t  reasons, and thus the immediate 
impact of the play and i t s  ideas on the audience i s  lest-ened by 
d is ta n c e . P aradox ically , i t  would seem tlia t Wesker’s  philosopliy o f 
s o c ia l  clian^e would b e n e f it ,  l ik e  th a t  c f  B recht, by being a lien a ted  
from the audience to  allow  fo r  d ispassionate  thougîit, while the more 
d ire c t  emotional and so c ia l appeal of Osborne’s themes would b en e fit 
frcsa "advance" s tag in g . However, tiie reason why Wesker’s drama seems 
to  su ffe r  more from such drawbacks can be found in  h is  much g re a te r  
empiiasis on sp e c if ic  types of people and a  very  lim ited  s e t  o f  problems 
and so lu tio n s , whereas th© dilemmas o f Osborne’s c iiaracters (as 
d is t in c t  from h is  s e tt in g s )  a re  those o f humanity as a  whole and a re  
no t t ie d  to  a  sp e c if ic  period o r clA ss. "Look Back in  Angei^, o f 
course, co n trad ic ts  t h i s ,  but even here tlie c o n f lic t  which cen tres  on 
Jimmy i s  an e te rn a l  one, rlthough expressed in  p a r tic u la r  mië—f i f t i e s  
term s. '

A developnant o f  Osborne’s  double us© o f the crowd * can be

as til© p lay ’s audience to  which © peaches a re  d irected^ 
to  rep resen t an audience or crowd wliich takes p a r t  in  tli© 
events o f the p lay .



ee©a in  Arden*a "S erjean t Fiisgr:iV®*s Dance", which by 1959 c.?Ji produce 
a  stag© d ire c tio n  l ik e  th is  (Act 3# Scone 1)*

As there  i s  no crowd, t w  s'peeches am  delivered  .6trai^^jit out 
to  the audience, and the BARuLS a c ts  as a  kind o f fugleman to  
c rea te  the crowd-re,iiCtion,

As t!'i© play i s  m anifestly  propagandist, the id e a s , morals 
and philosophy ai© most Importruit, and tho development o f the 
ch arac te rs  has a  c e r ta in  tw o-dim onslocality inheren t in  t l i is  kind o f 
drama, where in d iv id u a ls  are only o f secondary im portance. So the 
ideas and irapact o f Blv-ck Jack’s c lim actic  speech must be d ire c ted  
fo rc e fu lly  to  tl© audience, which muot l e  involved in  th© fe:rr o f the 
gun, shock a t  t i e  skele ton  and r e l i e f  a t  t i e  dragoons; in  o th er 
words, i t  must s u b s titu te  fo r  t ie  re a c tio n  of the im g in ed  toyns— 
people* Hence the audience i s  deeply involved, in  i t s  physical 
presence in  the tiieatr© as w ell a s  m entally , in  th© p lay . As with 
"The E n terta in er"  contemporaiy events a re  very much in  mind, and tlie 
pc'trallels to  Cyprus and Sues Éiust be drawn, hbut Arden’s  technique i s  
to  use symbols, and a  parable form, ra th e r  than a c tu a l re fe ren ces , 
and he ra re ly  ventures in to  a modern s e t t in g .  In  a  play b a s ic a lly  
concerned w ith ideas lik e  "S erjean t Musgrave’ s Dance"y^usea in te l l e c t 
u a l a rg u m n ts , es  a t  tlie beginning of the c lim ac tic  scene, to  
com iunicats h is  id e a s , and a lso  üne audience’s emotional reac tio n s^ to  
make a  more ii=m©diate imimct. The play la  no t r e a l ly  o f the "aiimnce" 
type in  fa m ilia r i ty  of s e tt in g  ( th is  i s  too removed from tlie ordinary 
ex2©ri©nca of the audience) bu t Arden s k i l f u l ly  uses the climax 
teoiinique to  b ring  the aUkUsnce in to  t! e p lay , end in  involv ing  tliem, 
breaks down the proscenium d iv is io n  a t  the c ru c ia l moiasnt. He usee 
a  combination of "advance" and " re tre a t"  teolmiqua to  make a  p a r tic u la r  
moral p o in t, by and la rge  suooesofully*

A fte r " i 'e r jo an t Muagrsve’s Banco" Arden wrote play a w ith 
s im ila r  td iea trica l fe a tu re s , though th e i r  su b jec t and p resen ta tio n  are  
u t te r ly  d iffe re n t*  Tzey i l l u s t r a t e  a  movement towards tlio fu sion  of 
" a v a ila b il i ty "  and "advance" in  tho drama which shows Arden a t  h ia  
best* But f i r s t  tuo play '̂The Waters of Babylon" (1957) muet b© 
considered , as i t  was l a  f a c t  w ritte n  and produced befax© "-derjeant 
Kusgrave’s Banco" bu t seems to  post-da te  i t  in  dras:utic tech n iq t^ . At 
f i r s t  glanca the cli&ractera have l i t t l e  general "availability** to
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the averac© audience, the p rin c ip a ls  moving in  a  very dubious 
so c ie ty , but from tlie f i r s t  movement o f the play Arden uses "advance" 
teclmlquos to  involve tli© audience in  the emotional in te rp la y  o f tixe 
drauiatiB personae.  Tius*

Krank (c o n fid e n tia lly , to  th© audience . . . ) .  H alf p ast seven 
o f a  morning. Vliat kind o f day i s  i t ?  Gold, I  th in k , 
y e s , ra in y  . . . .  ♦

and iuaxediately the man end h is  emotions l iv e  in  the audience — tliey 
a re  in  h is  confidence and become p a r t of tlie a c tio n . V ith  l i t t l e  
more tlian the occasional a s id e , and a  s c r ie s  o f sh o rt so lilo q u ie s  
and songs from Krank, as a t  tlie end o f Act I ;

Krenk. Not u n t i l  somebody gives me f iv e  hundred pound# Keep 
these people sway from ey house . . . .

and where, fo r  example, Cassidy makes an in c lu siv e  gestu re  to  the 
audience;

l%o’l l  buy me a  d rink  now? . . . .  ***

Arden manages to  involve the audience i a  the f in a l  c a th a rs is  o f what 
would nonaally  be a  very unsympathetic anti-4iero and h is  f r ie M s . Ee 
i s  a lso  ab le  to  do away witli tlie trappings of r o a l is t io  tliea tre  es 
he shows in  h is  i n i t i a l  no te ;

^  the scenes o f t i l ls  p lay  a re ,  to  some e x te n t, u a lo ca lise d , 
the se ts  should be in  no way ro a l iB tic .  Where i t  i s  necessary 
to  in d ic a te  a  p a r t ic u la r  lo c a l i ty ,  th is  must be don© ae th e r by 
suggestion than by o u t r i ^ t  i l l u s t r a t io n .

Ajden goes oa to  compare h is  methods to  pantomime, and because o f h is  
involvement o f tlie audience, unnecessarily  complex s tag in g  and scene— 
e li if t ia g  can be elim inated ; thus by gain ing  s im p lic ity  th© play may 
é^in  u n iv o rsa lity  of appeal. Curiously enou^i, a f t e r  th© success o f 
"S erjean t Kusgrave’s Dance" Arden a, a in  r e t r e a ts  from h is  audience to  
consider a  d if fe re n t  so c ia l question  in  much tli© same way, ju s t  by 
p resen ting  the c o n f l ic t  on the stag® in  a  pré t ty  r e a l i s t i c  manner and 
in v it in g  comment and t  :o u ^ t .  The iZBthod o f "Live Like P igs" , where 
in d ire c t  audlonc© p a r tic ip a tio n  o f tlie type requ ired  in  "S erjean t

♦ Act I  P 19
**Act I  P 40

Act I I I  P 75



Kusgrave’s Dance” o r "Th© Waters of Babylon” I s  no t needed o r wanted, 
i s  continued in  tlio h is to r ic a l  dramas which Arden l a t e r  produced in  
co-operation  with Margaret ta  d ’Arcy, which use a  teclmlque o f E rech t- 
ia n  a lie n a tio n  and n c n - id e n tif ic a tio n  to  leave tlie audience’s  mind 
c le a r  to  examine a  sp e c if ic  problem; to  see i t  from every ang le , bu t 
from tho outside ra th e r  than the In e lce . ”Tie Eapiy Haven" (1960), 
however, opens out again to  the audience and can thus use such 
conventions as masks to  make a  formal e f f e c t  w ithout a l ie n a tin g  the 
fee liji^a  o f the audience, who are  profoundly Involved in  the 
u n iv e rsa l tlieme. Tie Author’s Note makes an in te re s t in g  cornant on 
tlie su b je c t, and i s  worth quoting in  f u l l ;

At the Royal Court, the play had o f n ecess ity  to  be played 
wiidiin the proscenium a rch . This i s  a  n ecess ity  tim t w ill  
doubtless be imposed upon most productions o f "The Hapiy 
Eaven” in  th is  country , bu t I t  i s  none the le s s  a  re g re tta b le  
one* Ti© u n sa tis fa c to ry  o rg an isa tio n  o f the English th ea tre  
in  general and the arciia ic  design c f  i t s  bu ild ings con tin u ally  
ham string nay attem pts on tlie p a r t  o f d ram atis ts  and d ire c to rs  
to  open out the conventions o f tlie drama . . . .

The Doctor addresses h im self d ire c t ly  to  the audience in  an extended 
E rank-like monologue and explanation ;

Doctor. Ah-hum. Good evening, la d ie s  and gentlemen. F i r s t  
l e t  say how glad I  am to  see you here . . . . *

which dispenses w ith tlie n ecess ity  o f informing tlie audience o f the 
s i tu a t io n  in  a  tex tu red  " r e a l is t ic "  fashion w itiiin  the dr^na, and 
a lso  e n l i s t s  th e i r  symtiathy and a tte n tio n . The " le c tu re "  teclmiqua 
o f d ir e c t  actor-audience re la tic n s liip  i s  o ften  found in  tlie work o f 
o ther d ram a tis ts , % m rticularly Saunders and N ichols. Tlie re la tio n sh ip  
i s ,  however, becoming complex as  the tr ia n g le  o f speaker, audience 
and o th e r ac to rs  develops — jokes can be used ag a in s t o th er charac ters  
by the f i r s t ,  in  mucli the sam® way as Shaliespeare’s  charac ters  make 
a s id es  to  tlie audience. Here, fo r  example, i s  the extended pastiche 
o f tlie o ld  people’s pliysioal conditions

D octor. F it te d  s ix  years ago w ith improved W alscliaerts valve 
end gear rep lac in g  o r ig in a l Stephenson’s l in k  motion, 
end In je c to rs  a lso  re c en tly  renewed. Latent p rocreative  
impulses req u ire  damping down . . . . . * *

♦ Act I  So I  p 195 
Act I  P 197
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Such devices increase tlm eventual shock w ith which the audience 
r e a l is e s  tlie f u l l  in d iv id u a lity  o f each o f the o ld  people, and i t s  
sympathy swings frcaa doctor to  p a tie n ts  u n t i l  i t  i s  the old people 
who a re  in  co n tro l a t  &lie end -

A ll Old People (bowing to  tlze audience) Goodnl^jht — *

and who le c tu re  the audience severely  and with an a u th o r ity  gained 
th ro u ^  the course o f “the play*

Tie teolmique comes to  i t s  f u l l e s t  ap p lic a tio n  in  "The 
Workhouse Donkey** (1963) wliose s u b t i t l e ,  **A vulgar melo-drama", 
shows how ouch Arden has le a m t from liis  te n ta tiv e  fo ray  in to  non- 
re  a l l s  t i c  drama in  **The Happy Eaven". In  th is  case the f i r s t  product
ion was a t  the Royal Court, bu t Arden was enough a t  hoœ  w iüi h is  
m a te ria l no t to  l e t  h im self be r e s t r ic te d  in  h is  "advance" towards the 
audience by th is  fac t*  As f a r  as " a v a ila b il i ty "  i s  concerned, the 
play i s  d e f in ite ly  to p ic a l end contemporary in  su b jec t and ch a rac te r; 
the people a re  simple o r  complex when and where ex%®cted, and a c t  as 
one would expect; as th is  i s  jo ined  to  a  d e f in ite  "advance" s ty le ,  
one would expect the p lay to  be the most successfu l o f i t s  type . A 
d iscussion  o f a r t i s t i c  worth i s  out o f place in  t l i is  se c tio n , but 
tli© methods o f "advance" may be in d ica te d . Tie audience i s  given a  
man. Dr W ellington Dlomax, who can s e t  the scene, exp lain  the ac tio n  
and d ire c t  the sympathy; again  jokes a re  uaed to  draw the audience 
in to  a  fe e lin g  o f in tim acy. %  "advancing" in  tl i is  way Arden a lso  
Biakes i t  possib le  to  exaggerate the charac ters  to  the v isu a l 
melodramatic le v e l to  make h is  p o in t, witliout any r i s k  of withdrawing 
the audience’s sympatliy and understanding. Dramatic monologues by 
various ch a rac te rs , p a r t ic u la r ly  tlie p ro tagon ists  Butterthwait© and 
Feng as  w ell as  Bloznax, keep tlie fo o tl ig h t b a r r ie r  dovai, o r very  low, 
so th a t  tlie a r t i f i c i a l  nature o f the o lia ra c te r is tic  Arden verse and 
songs adds to ,  ra th e r  tlian d is tr a c t in g  from, the e f fe c t  o f th© 
dram atic vÆiole. Realism i s  in  f a c t  no t in  question , and — t i e  funad- 
amental t ru th  o f all"ad.vanc©" drazmi — the f a c t  t lia t the  audience 
r e a l is e s  i t  ^  an audience, s i t t i n g  in  a  th e a tre  and watching ac to rs  
p resen ting  a  p lay  t e à t ,  i s  used to  advantage by the p la y w r i^ t  ra tlie r

*  Act I I I  P 272



f a

than ignored. Tie in te rp la y  ia  again complex, a© the movement of 
tlie p lay co n tin u a lly  fliixes and re flu x es  across the f o o t l i ^ t s ;  as 
sometimes, fo r  example, one charac ter w ill  confide in  the audience, 
vliil© a t  o th er times the ceremonial o f  the council i s o la te s  tlie 
stage# Tie d iffe ien co  i s  tlia t from the very f i r s t  s%x)ech (d ire c t  to  
the audience) Arden consciously e n l i s t s  them on the s id e , so to  
speak, o f the play and what i t  i s  try in g  to  say# We are  p a r t  o f  i t ,  
so how i t  tu rn s  out in  tii© end i s  concerned w ith our re a c tio n  as w ell 
as what i s  w ritten#  "Advance” and "a ira ila h ili ty "  combine to  produce 
a  la s t in g  a r t  form#

Saunders’ "Next Time I ’l l  Sing to  You” (1962) shows the use 
o f "advance” s tag in g  and p resen ta tio n  techniques to  put forward a  
fundamentally " r e tr e a t” o r "unavailable" su b je c t, by the use o f a  
minimal s tage se t#  Tie b a r r ie r  between wliat i s  In  the play and what 
i s  n o t breaks down tem porarily  (as i t  does com pletely i a  ttie l a t e r  "Tke  ̂
'Borage Pigeon A ffa ir” in  which Saunders makes ‘a  caæ dy about h is  own 
job as a  p layw righ t);

I f  th ere  i s  any theme th a t  runs t i i ro u ^  a l l  my work, i t ’s  the
ab su rd ity  o f fin d in g  lo g ic  in  anything a t  a l l*  #

He U3ÔS th is  technique to  males po in ts  about the hermit# In  the f i r s t  
h a l f  o f  tcie p lay  the man’s beard i s  f a l s e ,  while in  the second i t  
becomes r e a l  as  the a c to r  "henn it” beccanes the Hennit h im self, and in  
c o n tra s t the  o th e rs , p a r t ic u la r ly  Meff and Dust, become so c ie ty  as 
seen by tiia herm it — e ru a l and unbelieving# Tie su b jec t i s  d e lic a te  
and the pliilosophy behind i t  might produce laug iiter o r incomprehension 
i f  i t  were presented  in  normal dram atic form, bu t ti e method o f 
constan t batlios wliere the serious language and "played scenes" are 
put in  the " in v erted  ccmnas” o f i r re le v a n t comment and d ire c t  appeal 
to  the audience in  the form o f jokes and a s id e s , succeeds, paradox
ic a l ly ,  in  in creasin g  the serious impact o f these scenes* The 
ambivalent a t t i tu d e  o f ac to rs  to  audience i s ,  however, w ritte n  in ,  and 
there  i s  l i t t l e  scope fo r  any r e a l  re a c tio n  to  a  p a r t ic u la r  audience 
o r i t s  views or emotions# lo s s ib ly  there  i s  a  fundamental c o n f lic t  
i a  try in g  to  w rite  th is  kind o f play with a d - lib s  i a  the te x t  and the 
reac tio n s  c a re fu lly  monitored# But i f  Shakespeare could us© auoh

# Cover, Fonguin Pla^-s ed#
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devices w ith h is  clowns so can GaUiiders, except tria t the whole 
business of stepp ing  in  and out o f t l io a tr ic a l convention, advancing 
and re tre a t in g  lil^a waves c f  the eea ov®r both mental and %mysical 
fo o tl ig h ts ,  i s  something fundamental to  Sounders’ a r t .

Bis nt^xt work "Afji^ibours” ( l9 -4 ) i3  e n t i re ly  " re tre a te d ” 
in  c 'la ra e te r , and lo ses  dram atic in te n s i ty  by i t ;  i t  may be argued 
tlia t Saunders’ in te n tio n  was d if f e re n t  h e re , but the play has so 
place in  tl i is  esction*  "A Scont c-f Flowers” ( I 964) ,  however, while 
avoiding the Sj..ecific th e 'i t r ic a l  pastiches o f the f i r s t  p lay , mnagog 
to  "advance” in  a  su b tle  end wholly n a tu ra l way and thus to  e n l i s t  tlie 
©motions o f  tlie audience* Hoar the beginning the charac te rs  in troduce 
thoffiselvess

Zee; Gogo, d a r lin g .
Godfrey; I^-t us d isp e l Eaisconcoptlons*
Zee; 0*K* This c rea tu re  was n e ith e r  my f a th e r ,  b ro th e r, 

boyfriend , M o stly  tu to r ,  nor even lover# *

Tho audience ia  an audience, and i s  accepted in to  the c ir c le  o f 
c h a rac te rs  as  such, bu t -  and t l i is  i s  a ll-im p o rtan t — as an equal, 
n e ith e r  euxerio r nor in fe r io r  to  the oilier d ie ra c to rs  on tlie stag®#
I t  i s  a s  i f  the old custom o f p lacing  s to o ls  on tlie s tage  fo r  the 
n o b i l i ty ,  who addressed in  l ie u  of the audience a s  ind iv iduals  
and thus became p ro ta g o n is ts , had been extended to  the wiiole s i ^ t o r -  
ium o f the th ea tre#

Edgars At the moment o f my conception, my paren ts both 
bellowed w ith lau g h te r * • • • • * "

Tiu3 the O 'laractcrs ore g radually  introduced i a  the q u ie te s t possib le  
way, and tlie in tim ate  atmosphere i s  preserved# T iis  g ives ex tra  
’mjBct to  tlie " se t-p isc e s"  i l lu s t r a t in g  Zee’s road to  &ui.cid©, end os 
a  technique i t  i s  le s s  forced and more farailicir tlian the many v io le n t 
changes o f "Next Tii?® I ’ l l  Sing to  You"# In  f a c t  ti® whole p lay  I s  
in  a  lower key, which in  i t s  in tim acy end warmth only incroasas the 
e f f e c t  o f ouch climaxes as the sudionco’s discovery t l is t  Zoo i s  dead, 
and the l a s t  b e tray a l by I t  may be sa id  tIm t Saunders’ use
o f  tlio "aiivance" type reaches i t s  fu lf ilm en t in  t  i s  domestic dras'a 
w ith i t s  q u ie t use c f  climax to  dev asta tin g  e f f e c t ,  a l l i e d  as i t  i s  
witli the complet© " a v a ila b il i ty "  c f  tii© su b je c t, tli© p e rfe c tly

# Act X V 131

’M’ Act I  P 142



ordinary  fa ia ily , and the only too comaon then® o f euioide* In  h ia  
next play (un fo rtunate ly  o u ts iJ s  tlie period  in  q u es tio n ), "The 
Borage Pigeon A ffa ir"  (1969)# Saundera re tu rn s  w ith d e le te rio u s  
e f f e c t  to  the t l ie a tr ic a l  yoke o f "Next Time I ’l l  Sing to  You"J 
althou{ii a  very funny comedy, the play i s  noth ing  e ls e ,  and only 
succeeds com pletely because o f i t s  very lim ited  o b je c tiv e s .

A good example o f a  play which combines "advance" end 
" s c a la b i l i t y "  i s  "A Bay in  the Death o f Joe by Nichols
( 1967) .  Tie su b jec t i s  both personal and very close to  the audience, 
and id e n tif ic a t io n  i s  very s trong  because the audience fe e ls  a t  homo 
in  the s i tu a t io n  portrayed . As f a r  as te  clinique i s  concerned tlie 
audience ia  to ta l ly  involved in  the a c tio n , and becomes an e s se n tia l  
"charac ter"  in  the p lay , as i t  i s  r e a l ly  about people p lay-acting* 
H idiola uses the re la tio n sh ip  very  s e n s it iv e ly , w ith su b tle  c’nanges 
tr<m laugh ter to  d isg u s t, f e a r  to  r e l i e f ,  arÆ h o rro r to  boredom, to  
chime in  w ith each phase o r character*  At the beginning o f Act I  
N ichols g e ts  tlie audience’s a tte n tio n  by shock; they don’t  know 
whether to  do what be asks o r not* The m usic-hall comedian’s  tech
nique o f api e a l  to  in d iv id u a l members o f the audience works w ell in  
help ing  the o t e ra  to  id e n tify  as well* The constan t changing o f 
r&les and a s ides to  the audionce helj® the atmosphere o f fa m ilia r i ty  
and Involvement, yhsro  ho b a r r ie r  remains between audience and stage* 
When S heila  i s  u p s ta irs  B ri begins by ta lk in g  to  Joe , bu t in  a  w e ll-  
managed development says "Wliat am I  doing ta lk in g  to  you?" * and 
from then on e jssk s  d ir e c t ly  to  the audience in  to ta l  "advance" #
L ater a l l  the ch arac te rs  do i t ,  and the audience quickly  becomes 
accustomed to  i t .  Tie technique i s  u se fu l to  c rea te  depth in  the 
c h a ra c te rs , and i s  used as a  kind o f th e a tr ic a l  shorthand fo r  v ig n e tte  
ch a rac te r-8 tu d ie s* An ex jnp le  ia  B r i’a speech which begins;

Bri* T ia t g i r l  u p s ta ir s ,  in  tlie bedroom, o f f  in  tlie wings, 
v^ereever she is*  No, seriously*  **

The gen tle  joking a t  th e a tr ic a l  conventions a lso  adds to  the hoiæly 
fe e lin g ;

Bel* What are  you te l l in g  them?

♦ Act I  P 25

** Act I  F 25

*** Act I  P 27



A fu rtlie r  development o f tlie "advance” teclinique fe a tu re s  two 
ch arac te rs  and tlie audience in  a  tliree—way conversation which combines 
o rd inary  staged dialogue w ith iro n ic  coiments to  tlie audience and 
d ire c t  appeals . This c rea te s  g rea t sympatliy wWeh transform s the usual 
t l ie a tr ic a l  i l lu s io n  o f r e a l i ty  in to  i t s  a c tu a l i ty .  A fte r Glieila has 
explained d ire c t ly  about her hopes and fe a rs  fo r  Joe , the audience

CLc-t
experiences a  shock wlien the a c iig a  playing Joe h e r s e lf  skips oa stage 
and announces the in te rv a l*  su b tle  p laying  on le v e ls  o f  th e a tr ic a l  
i l lu s io n  by the au thor helps to  increase  Aîie ©motional Impact of 
moments l ik e  th is*  As Jo© t e l l s  tW  audience, the p lay  re tu rn s  to  
tli© ord inary  draim tio  mould in  Act I I  to  s e t  up the re la tio n sh ip  
between tlie fo u r a d u lts ,  and tliore are  only occasional as id es  to  the 
audience, who ai.® i a  any case q u ite  used to  them now* Tiey do no t 
obtrude upon th© n a tu r a l is t ic  context wliich i s  s e t  up fo r  the shock 
when both ch arac te rs  and audience a re  led  to  believe  tlia t B ri has 
k i l le d  Joe; ha i s ,  in  f a c t ,  te s t in g  tli© fe e lin g s  of both h is  wife 
and the  audience in  d if f e re n t  ways* Her©, as  the proscenium arch 
beccmses a  b a r r ie r  fo r  a  w h ile , th© a c tio n  i s  more d istanced , but th is  
e f f e c t  i s  countered by the intim acy e s ta b lish ed  in  Act I* Having 
been "educated” by th© f i r s t  p a r t  o f the p lay , tlie audience can how 
accept quit© re a d ily  the form Nichols fe e ls  i s  b e s t fo r  h is  purpose, 
as  wlien Grae© t e l l s  a  s tra ig î i t  n a rra tiv e  and B ri t a i l s  s to r ie s  a t  the 
end* At the end the audience i s  l e f t  with a  question  — w il l  B ri go 
to  SCÎ100I  o r re tu rn ?  -  and t l i is  shows ü ia t "Kie "advance" frcm can b© ( 
su ccessfu lly  used , a s  h e re , to  p o rtray  an emotional su b jec t in  an 
operjj-ended way, and to  b rin g  both tlio mental and emotional powers o f 
the audience to  bear on whatever thes© tli© playwri^lit i s  ta ck lin g .
The question  i s  n o t, however, as i t  i s  in  th© "3®tr e a t” form, one o f 
id e n ti ty  o r th© r e a l i ty  of the world, but i s  concrete and liased ia te .

"Til© Beal Inspector Hound", a  play by the d ram atis t Stoppard, 
presented  r ig h t  a t  the end o f the period in  1968, shows how cuch 
ground has been gained in  the "advance" type o f play in  th© way o f  
audience acceptance and appreciation* ground 111:© t l i i s ,  one© made, 
can never r e a l ly  be l o s t ,  and a  new dimension of th e a tre  i s  open. By 
th is  time tli© audience re a d ily  accepts th© idea  o f i t s  own m irro r- 
image, and tli© involvement o f the c r i t i c s  as  ch arac te rs  l a  th© play 
to g e th er witli the general breaking down c f  any d iv is io n  between 
"stage-audience" and p layers shows a  b r i l l i a n t  grasp  o f th© movement



o f drama o f  th i s  typo# N evertheless, in  performance the l in e  between 
ac tu a l audience and the world of the s tag s  ia  never in  f a c t  broken; 
the breakdovm o f the b a r r ie r  i s  a  t i ie a tr ic a l  falsehood presented in  
conventional draraatio term s, * and tliia  cannot compare w ith the r e a l  
and to ta l ly  necessary  and s a tis fy in g  involvement o f tlie audience which 
i s  found in  tha b e s t o f  the plays discussed above^ where "av a ilab ility " : 
and "advance” are  one, end where the self-consciouonesa o f the 
audience i s  used ra tlie r  tlian Ignored, in  a  continuum o f t l ie a tr ic a l  
o b je c tiv ity  and su b jec tiv ity *

♦ See F a rt I I I
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Among " r e t r e a t” d raa ia tists  i t  i s  F ia te r  wîios® work i s  o f 
supreme im portance| h is  p lays w ill  tlierefore  be examined f i r s t ,  
followed l y  reference to  o th er tra d it io n a lly -s ta g e d  draira* I t  i s  a  

c r i t i c a l  cons/ionplac© tlia t the work o f Harold F in te r  cen tres  oa the 
room as s e t t in g ,  su b jec t and c e n tra l symbol o f h is  drama. F in te r  i s  
par excellence a  " fo u rth  w all" p lay w ri^ it, tlie a c to rs  being contained 
e n t i r e ly  behind tlia prosœ niim  a rch , and the p ro jec tio n  tmmrda tJie 
audience being o f an emotional and mental type ra th e r  than o f d irec ted  
words o r a c tio n s . ♦ îhicli o f h is  work was o r ig in a lly  v rritten  fo r  
rad io  and te le v is io n , and th is  f a c t ,  to g e th er w ith h is  in creasin g  
concentration  oa film  work end the film  s c r ip ts  tM it he has w ritte n  
p o in ts  to  a  t r a d i t io n a l  type o f drama being h is  main In te re s t  — i a  
o tlier words, the  " r e t r e a t” typ© described above. Nowiiero in  the plays 
can a  d ire c t  re la tio n sh ip  between ac to rs  and audience be seen to  
e x i s t ,  a  f a c t  which can re a d ily  be appreciated  when i t  i s  seen th a t  
tliese works which have been tra n sfe rre d  from rad io  o r te le v is io n  to  
the stage  have undergone no ra d ic a l  change in  s tru c tu re  o r  sty le*  In  
many cases , a s  w ith  "Tie Tea I ^ t y "  (1965), the camera’s  viewpoint i s  
p re fe rab le  to  th a t  c f  a  l iv e  audience in  tiie potxjsentation o f  the drama. 
Th© progressive d e te r io ra tio n  o f Bisson’s eyes and sa n ity , as  a  

metaphor fo r  tho co llapse  o f  h is  l i f e  end I l lu s io n s ,  can only be 
s a t i s f a c to r i ly  represen ted  by a lte rn a t in g , as F in te r  does, B isson’s 
personal viewpoint w ith th a t  o f tlie o th e r characters#  While p laying 
ta b le  ten n is  he sees two b a l ls  in stead  o f oi®, which i s  im possible to  
reproduce on tho stage* i t  would bave to  be v erb a lly  explained . 
S im ila rly , the chao tic  f in a l  scenes as Bisson In ev itab ly  lo ses  both 
h is  s ig h t and h is  g r ip  on r e a l i ty ,  depend oa "cu ts"  i a  tlie film  from 
objedtiv® to  eubjoctive view points fo r  th e i r  e f fe c ts  — indeed, they 
would be iiï3^i?S3ibl0 w ithout such a  teclm igue. Two o th er plays w ritte n  
o r ig in a lly  fo r  te lev ision '^  "Tha Basement” (196?) and "D i^ it Scliool" 
( i 960) show s im ila r  t r a i t s ,  and "Tie Basement" p a r tic u la r ly  i s  depend
en t on the "quick-cut" tecliniqu©, the changes in  tlio fu rn itu re  and 
end seasons being used alm ost to  excess to  i l l u s t r a t e  the  developing

# "Secrecy i s  F in te r ’s  g rea t su b jec t, h is  most compelling reason fo r  
always using  the proscenium, tlie c lo sed , framed e t a ^  where the 
ch arac te rs  can be shut up and spied on."

(Katiiarine Worth, "Revolution® in  Mod m  English Drama, F 90)



re la tio n sh ip  of the tVirea ch a rac te rs .
Tliat th® f i r s t  p«w;*-cr)quisitô of drai?®., a  l iv in g  relstionsrJLp

i.®tweea the stag't.^-ad the and ito riisa , i s  alm ost imaecesoary in  F ia to r ’s
work, could lead  a  c r i t i c  to  the concluoion th a t  th is  playwxd^it i s
Roving away from tlia t  p a r t ic u la r  l i t e r a r y  form aliohct^ ior, bu t tliis
i s  a  personal viewxnoint i/hicb I  s 'la l l  d iscuss l a t e r ,  lin læ d to
th is  question  i s  what I  have ca lled  " a v a i la b i l i ty ” ,  t lia t fo iu ilia r ity
to  "Uie audience o f personae and drm m tic a c tio n  whicli i s
© sosn tial to  moat forms o f dirana. Her® a  a ln  the c r i t i c a l  cosnonplac®
i s  tlia t P in te r ’s  clicractora e^eak and a c t  ex ac tly  as  do people i a
everyday l i f e ,  i f  va d isregard  the symbolic aspects  o f h i»  worîc.
Cases fo r  o r e g s in s t Ind iv idual plays as  works o f a r t  a re  made on
th e  b a s is  o f  pui*e n a to ra lis s*  i s  imch and such an ac tio n  o r rso,ctlosi
be lievab le  in  r e a l  ten as , and i f  n o t, i s  tlie symbolism nocesaaiy o r
ju s t?  But we a re  coxic&vmà witli drama, no t documentary reportage*
a  sustension  o f d is b e l ie f  i s  nocessary in  a  playhouse situu ition ,
houevfir "naturalistic**  p lay , and the question o f whstlier o r no t
a  c e r ta in  phrase i s  a  leg itim a te  and ex j^cted  re a c tio n  to  a  s itu a tio n
in  r e a l  l i f e  beoomee ir re le v a n t;  the im portant question  i s  wlietiisr
i t  la  d ram atica lly  v a lid  a t  tl® ja r t i c u la r  moment w itliin  the play

i fwhen i t  i s  used . Even a  tape—recorded conversation in  r e a l  l i f e  were 
trsâ is îa ted  wholesale to  the boards, i t s  impact c m id no t help  but 
cliange in  the move, and tim s the questism  c f  i t s  nn tu ra lio ti©  
leg itim acy  would have to  take i t s  context in to  &coo\mt» We hav® 
u::cov&i®d a  more su b tle  form o f "alvanee” , in l® rent In  a l l  th ea tre  
bu t p a r t ic u la r ly  im portant in  f in t e r ,  where a  conversation , which in  
r e a l - l i f e  circum stances would include only tl® p a r tic lim n ts , must 
a lso  be d ire c ted  tovaràs t!ie audience, and the question  o f r e a l i ty  
and naturalism  becomes in f in i te ly  complex. J u s t  a@ the vague shadoiy 
stage  r©lair U nship o f the ch arac ters  in  "Landscape* (1963) includes 
a  m&aouie o f in d ire c t  com ami ca tio n  and rapport inoapsulated  in  tii© 
coooon o f is o la t io n  end conversational coun terpo in t, so th© convera»'* 
a tio n s  in  P in te r ’s  o tlier work usust always be s tud ied  w ith tli© ad d it
io n a l ch a rac te r  in  mind; the au th o r’s  sens© o f the  corp)orat@ id e n ti ty  
o f h is  arclietypal aïKâienc©. "Advance" i s  Inheren t in  "retreat** *
This s a id ,  we must a ls o  no t lo s e  s ig h t  o f the s im p lest mad u lt im a te ly  

most im portant le v e l on which P in te r ’s  ploys work fo r  tlie audience —

'ĵ i© em otional movement, rhytlim and languig© s tru c tu re  o f the plays -
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in  o ther words, th e i r  music.
An in te l le c tu a l  approach tends to  obscure the simple 

emotional re ac tio n  which i s  the b as is  of the app rec ia tio n  o f most 
dram atic a r t .  C erta in ly  in  the case of most " re tr e a t"  drama there  i s  
a  fe e lin g  o f s a tis fa c t io n  induced by the poetry  of the language, 
o ften  p a r t ly  a t  le a s t  divorced from i t s  meaning, and the s tru c tu re  of 
sh o rt and long pauses, q u lo k -fire  conversations, long speeches and 
inconsequential backchat which make up the clim ax, o r  s e r ie s  of 
clim axes, of the p lay s, Wlien asked what h is  plays were about, P in te r  
sa id  "The weasel under the c o c k ta il cabinet" — a  much discussed and 
quoted phrase which he subsequently revealed  to  be e n t i re ly  meaning
l e s s ,  The f a c t  th a t  he used a  curious and a r re s tin g  ju x tap o sitio n  
o f words to  c rea te  an immediate e f fe c t  w ithout r e ^ r d  to  th e ir  
"u ltim ate" o r " tru e"  meaning i s  o f paramount importance to  an under
stand ing  o f h is  plays 5 the im portant tiling  i s  the impact -  the 
emotional r e s u l t  on the audience -  and the means i s  e n t i re ly  secondary. 

To begin w ith "The Room" ( I 960) P in te r ’s f i r s t  p lay , in  a  
c r i t i c a l  d iscussion  may seem ra th e r  u n fa ir ,  but in  f a c t ,  unlike th a t 
of many modem playwri^ÿits, P in te r ’s development has been steady , and 
by and la rg e  in  a  s tr a ig h t  l in e s  h is  bas ic  s ty le  and th e a tr ic a l  
language in  the w idest sense were la id  down in  th is  p lay , and th e ir  
development can be traced  in  a  f a i r ly  lo g ic a l ,  chronologically  
co n s is ten t way. At f i r s t  glance the play i s  a  chao tic  jmmble of 
dram atic s ty le s ,  ranging from the extreme r e a l t s a  o f the opening one
sided conversation (where, n ev erth e less , i t  must no t be fo rg o tten  
ti ia t  the audience’s presence makes i t  tw o-sided, and changes i t  from 
meaningless noise in to  communication) to  the sudden symbolism of the 
death o f R iley  and Rose’s b lindness a t  the end* Ror i s  the t ra n s i t io n  
smooth. S tru c tu ra lly  the Sands overbalance the p lay towards i t s  
second h a l f ,  as being seemingly too concerned w ith each o ther to  have 
any re la tio n sh ip  w ith r e a l i ty  in sid e  the play — th e i r  land lord  i s  
d if fe re n t from the r e a l  one, and they i n s i s t  th a t  Room Seven i s  to  l e t  
-  or ou tside i t .  Their In tru s io n  in to  the room i s  one o f youth in to  
s e t t le d  age ( a l l  the o ther charac ters  are  over f i f t y )  but i s  r a th e r  
clumsy in  r a is in g  the dram atic tension  fo r  no discemjLble reason, and 
when the in tru s io n  of the b lin d  negro R iley i s  added, the play becomes 
top-heavy w ith u n id en tified  and u n rea lised  menace. But P in te r  i s  
above a l l  an a c to r ’s w rite r  and h is  words are  the medtwQ fo r  d ire c t



exposition* none o f these c r itic ism s  are  v a lid  when the audience’s 
a c tu a l reac tio n  to  a  ca re fu l perfojKianco o f the p lay  i s  seen* In  
moving from a  meticulous o b je c tiv ity  -  tîie meal in  a l l  i t s  d e ta ile d  
accuracy -  to  the r e la t iv e ly  a b s tra c t -  the  comings and goings o f 
Kidd, tl'îô couple and R iley , and back to  the concrete — B ert’s descrip 
tio n  o f h is  d rive  and tlie f in a l  clim ax, P in te r  uses a  s tru c tu re  
s im ila r  to  music o r poetry . Bis accurate e a r  f o r  dialogue and the 
u t t e r  o rd inariness  o f the cliazscters (even B iley  tu rn s  ou t to  be 
supremely coiraonplace), in  o ther words, tW  fa rrd lia r ity  and "availab 
i l i t y "  o f tlie a c tio n , allows the audience to  take fo r  granted #ie 
surface movement o f p lo t and words, to  f e e l  the underlying climb 
towards clim ax. The us© of m usical terms seems appropria te  here*
Tlius the " f i r s t  movement" in  the q u ie t ,  calm, in tim ate atmospl'iore of 
tliO room i s  concerned witii sim ple, d ire c t  fa c ts  and unambiguous id eas , 
while as soon a s  the th ird  c h a rac te r , îh? Kidd, e n te r s ,  the unoerta ln ty  
and complexity o f the c e n tra l "second movement" i s  bom 5 the door o f 
the room i s  open, people come and go, and th e i r  In secu rity  i s  re f le c te d  
in  doubt on p o in ts  o f f a c t  — does the land lord  îiave a s is te r ?  how mary 
f lo o rs  are  there?  and so on. As tlie p lay con tinues, the d isp a ra te  
elements o f tlie couple and even tually  B iley  a re  in troduced, and t î ie ir  
d iffe ren ce  in  age o r race from the o r ig in a l charac te rs  ( th e ir  d iscord  
with the o r ig in a l theme) develops the c e n tm l mcmment in to  a  disson
ance punctuated by the in creasin g  u n certa in ty  between f a c t  and f ic t io n  
wiiich surrounds the c !ia rac ters , and th e i r  ino recsing ly  curious 
behaviour. The th ird  movement a t  the end re tu rn s  to  trie theme of tli© 
f i r s t ,  and i s  shown to  be a  s trong  theme, n o t a  weak one, in  t^e 
r e a l i t i e s  o f ic y  roads, s trong  emotions and the f in a l  c a tiia r tic  a c t  
o f v io lence and in sa n ity  which c le a rs  the miasma, in  however b ru ta l 
a  fash io n , of the meaningless c iro lin g s  o f the izrovious movement,
ThQ audience’s understanding i s  in  f a c t  o f the basic  movements, the 
undercurrents o f fe e lin g  which work towards culm ination.

In  Birthday Party" the musical elements e re
much stressed#*  S tanley i s  a  former concert p ia n is t ,  and tî'ie drum 
which Keg gives him has a  complex ro le  in  the p lay , as a  syqibol o f 
h is  Oodipal re la tio n sh ip  witîi Keg ( i t  i s  a  c h ild ’s toy drum), as  a

*  E ss lin  compares P in te r ’s technique with th a t  o f p a in tin g £, P 66 
"The Peopled Wouftd”J as I  do v itli music — tlioee coiuiectlons could 
be claimed to  show the e s s e n tia l ly  uniram atic n atu re  o f the 
p lay s .
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inoasur© both o f Keg’s In B o n sitiv ity  and her k indness, and as a  modlua 
fo r  emotion expressing cliinax in  terms o f sound* (indeed the device 
so p leased P la te r  th a t  the drum was used l a t e r  in  very much the saEB 
way in  "Tlie Lover" (lS6$)jl. Again, there  i s  a  s ta tu s  quo which i s  to  
be v io le n tly  broken, and the irrevocab le  chan^;e must be re f le c te d  in  
the sound and movenmnt of the lan^/uage, but the tecruxique i s  much 
neare r the surface* The opening movement i s  very  s im ila r  to  tlxat 
of "The Boom", a lth o u # i tlie g re a te r  d iso rg an isa tio n  in  Keg’s 
p resen ting  o f the meal po in ts  to  a  more in ev itab le  breakdown*
EeT»Æce i s  n eare r the surface in  S tan ley’s a tta c k s  on Keg and f a i lu re  
w ith Lulu, before tlie en try  o f KcCann and Goldberg completes the 
fragm entation and dissonance o f the o’riaracter-relationshipB * the 
peace w ith whidi P in te r  always opens h is  plays i s  here seen to  be 
e a s i ly  broken* A ll the themes are  th e re  by tlie end o f Act I* i t  
remains to  s e t  them in  motion* S tan ley’s savage drumbeat, follov/ed 
d ir e c t ly  by KcCann te a r in g  up the paper, presages the p lay ’s  swoop 
in to  the region o f nightmare* The am biguities again increase 
g radually , as tlie device of S tan ley’s f i c t i t i o u s  b irthday  and Cold- 
berg’ s confused and co n trad ic to ry  rem iniscences co n trib u te  to  the 
r a is in g  o f the dram atic tem perature — the wlieelbarrow in  the van, the 
weasel under the cabinet* u n certa in ty  breeds more uncertain ty*  
A bruptly the music breaks in to  a  t r i o  w ith the two men’s prelim inary 
"softoning^p?* o f S tanley; tfie vigorous s tac ca to  question-and-answer 
e n th ra llin g  the audience and moving to  a climax vdisn physica l t r i e s  
to  oust mental v io len ce , and P in te r  breaks the audience’s concentrat
ion by means of the p a rty  -  a  break both necessary and a r t i s t i c a l l y  
sa tis fy in g *  In  the gazoo o f B lind Kan’s B uff, the b lindness m o t i f i s  
a  forerunner o f  tlie one which P in te r  uses to  such an im portant e f fe c t  
in  h is  l a t e r  work* where in  "The Boom" i t  i s  the u ltim ate  s t r o l l  o f 
f a t e ,  here i t  rep resen ts  tlio gradual d ivorcing  o f S tanley from h is  
envirorsaent and humanity, and i s  snalagous w ith death* Sounds become 
the most im portant th in g  as the music becomes f a s t  and furious* 
Although the tl i ird  a c t  has been ca lle d  aa an ti-c lim ax , i t  i s  a  necess
a ry  development o f the simple o n e-d irec tio n a l movement to  climax o f 
"The Room", and the music d ies  do\/n q u ie tly  in  the opposite d ire c tio n  
to  the movement in  Act I  as d ia ra c te rs  are  sub trac ted  from tli© scene; 
a l l  i s  fixed^and only ends are  to  be t id ie d  up# The movement in  
"The B irthday Party" i s  both more fu lly  re a lis e d  and more s ^ ^ t r i c a l  
than th a t  o f "The Room" -  the rc r lp e te ia  Inheren t in  a l l  P in te r  i s
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one which i s  more on an in te l le c tu a l  than an emotional le v e l ,  more 
av a ilab le  to  the audience and as a  r e s u l t  more e a s i ly  analysed by 

' orthodox c r i t i c a l  methods*
"The Dumb W alter" ( I 960) re tu rn s  to  the s in g le  one- 

dimensional movement of "Tii© Room", no t because P in te r  does not wish 
to  po rtray  the v io lence o f the eiiooting on the  s ta g e , but because a  

c e r ta in  ambiguity must be lô^ft in  the  f in a l  outcome* The music i s  o f 
a  r e la t iv e ly  simple k in d , w ith perhaps more in c id e n ta l humour tiian 
before* Even th is  serves a  purpose o th er than th a t  o f pure e n te r ta in 
ment* a s  w ell as delaying  the climax in  tlxis long one-oo ter, i t  
in creases  the impact o f ü ie r e a l i ty  o f the death a t  the end by making 
the audience fo rg e t the purpose o f  Gus and Ben’s sojourn in  the room* 
The w ild im probab ility  o f tlie d iam b^alter’s  in s tru c tio n s  and the 
comedy o f  Gus and Den’s  re a c tio n s  a lso  serve to  d is t r a c t  tlie audience 
from re ta in in g  the r e a l is a t io n ,  which must come e a r ly  in  the p lay , 
th a t  these are  h ire d  k i l le r s *  9%ie domestic d e ta i ls  and semantic 
squabbles h l g i i l i ^ t  the grotesqueness o f the s i tu a t io n ,  and the dumb
w a ite r’s  desmnda serve as  a  s o r t  o f  abo rtive  fa ls a  climax to  preview 
the  r e a l  oiie, both murder fo r  h ire  and tlie dumb-waiter s itu a tio n  
being u ltim a te ly  insane* I t  i s  a  measure o f  the s im p lic ity  and 
" a v a ila b i l i ty "  o f #ie p lay th a t  such an explanation  i s  possib les the 
type o f ch a rac te r  chosen i s  only made fa m ilia r  (a  fa m il ia r i ty  which 
i s ,  as  always, e s s e n tia l  to  l i n t e r ’s  purpose) by tlie very  humour and 
irre lev an ce  th a t  seem to  destroy  the mood*

The music in  "The Hosecomlag" (19^5) i s  o f a  very d if fe re n t 
kind* Here the animal s itu a tio n  o f power s tru g g le  i s  imramount, and 
the theme, o f youth and age, r e c a l ls  the Sands/^udds relationsi^iip in  
"The Room", bu t the takeover i s  a  very gradual one of which the play 
shows only a  small part*  TIao issu e  i s  Max’s  fam ily tak ing  over from 
him -  he i s  lo s in g  h is  feudal supremacy a t  l a s t ,  bu t f i t t i n g  back 
hard* Tlie o th er changes, Sam’s rev e la tio n  and death and the break-up 
o f Teddy and Ruth^are secondary, though co n trib u ta ry  to  the c e n tra l 
point* The fam ily’s posses.^ion of Ruth i s  p a r t  o f the s tru g g le  w ith 
the world th a t  Teddy now rep resen ts , but i t  i s  Max’s f a i lu r e  to  
a s s e r t  h im self w ith h e r th a t i s  the most s ig n if ic a n t f a c t  in  the 
con tex t o f the play* P in te r  has almost destroyed h is  own music in  
til© paring  dom  o f th is  play to  e ssen tia ls*  there  i s  none of the long, 
alm ost ly r ic a l  inconsequentia l conversation th a t  punctuates h is
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e a r l i e r  work, and the whole fe e lin g  of the play i s  tau t*  But the 
im portant f a c t  i s  th a t  th is  tau tness  i s  shown to  he a  way o f l i f e  w ith 
the fam ily, and the climaxes of v io lence, both v erbal and p h ysica l, 
are m bsidiary  and necessary to  i t s  continuances the change i s  
fundamentally organic and n a tu ra l in  th is  case, and the characters  
are  a l l  a t  home w ith the emotions expressed; the understanding of 
both charac ters  and audience of the b as is  o f the a c tio n  i s  ra ised  
from merely in tu i t iv e  to  in te l le c tu a l  le v e ls .  Symbols are almost 
absen t, and one could suggest the analogy th a t  modem pop music 
rep resen ts  the s tacca to  beat and d riv in g  force of "Tlie Homecoming" 
where only c la s s ic a l  music could in te rp re t  such plays as "A S l i ^ t  
Ache" ( 1959) w ith i t s  combination of dark archetypes and u rb an ity , or 
indeed "The Caretaker" (196o), in  i t s  c a re fu l s h if t in g  of a l l i e gances 
and observation of ch a rac te r . "The Homecoming" i s  P in te r"s  le a s t  
m usical p lay , as b e f i ts  i t s  su b jec t-m atte r, and i t  could be argued 
th a t  idiile s a c r if ic in g  a  good deal o f in c id en ta l audience pleasure in  
the v a ried  forms o f h is  d ialogue, P in te r  here rep resen ts  an u ltim a te ly  
more s a tis fy in g  drama than anything e lse  he has done.

Among those dram atists  who confine th e i r  dram atic ac tio n  
behind the proscenium arch in  p lo t and dialogue, the movement in  the 
period i s  g en era lly  away from the t ra d it io n a l  naturalism  inflttônced 
by the English tra n s la tio n s  of the works of C he^oy, S trindberg  and 
Ibsen , and by tlie work of Shaw, Coward and Eattigan* , This reac tio n  
i s  examined w ith regard  to  language in  I ^ t  I I  and s tru c tu re  and 
purpose in  P a rt I II*  Various dev iations from the techniques o f the 
t r a d it io n a l  "well-made play" are  found in  the work of each p la y w r i^ t ,  
a l th o u ^  in  some the techniques are p re tty  c o n sis ten t th ro u ^ o u t.

Budkin’s one play w ith in  the period , "Afore K i ^ t  Come" 
( 1962) ,  ty p if ie s  the work of the la te  1950*s and e a r ly  1960’s in  
i t s  naturalism  of dialogue and ch a rac te r . The r i t u a l i s t i c  elements 
of drama are  found in  the actions of the ch a rac te rs , ra th e r  than in  
the words, as in  the work of P in te r , o r in  the movement, dance and 
song as in  the modem r i t u a l  th ea tre  o f , fo r  example, the Living 
Theatre or in  the work of Grotowski* Budkin’s teclinique corresponds 
broadly to  th a t  o f Ionesco in  using  the naturalism  o f h is  stage ac tio n  
and words, w ith in  the context of the proscenium in  a  t r a d it io n a l

I
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manner, to  produce a  p a r t ic u la r  emotional e f f e c t  on the audience* 
Hudlcin encouragea id e n tif ic a t io n  and sympathy from the audience with 
b e liev ab le j everyday d ia ra c te rs  and ttien shocks the sp ec ta to r with 
the g radual, in ev itab le  unfolding c f  th ^  murder. Â s im ila r  technique 
i s  found, fo r  example, in  Ionesco’s "Tîie Lesson" ( I9 5 l) ,  wliich f i r s t  
l u l l s  the audience witli a  commonplace dram atic s i tu a t io n  o f old 
teacîier and young pup il in  order to  make the eventual shock g re a te r  i 
Budkin uses the comedy o f  8pens, the jokes in  general and the  f a rc ic a l  
re p e ti t io n s  o f Act I  to  the earoe e ffec t*  Tae " re tre a t"  nature o f the 
involvement o f the audience w ith tii© ac to rs  i s  e s s e n tia l  fo r  the 
b e l ie v a b il i ty  o f the charac te rs  in  th e i r  own world, which i s  necessary  
to  make the p lay ’s emotional impact* ^Ihe" work o f Orton shows th a t  
no t a l l  the d ram atis ts  experience a  reac tio n  ag a in s t the p ic tu re—frame 
stage* In  o rder th a t  tlie ta rg e ts  fo r  Orton’s  sa tan io  humour should 
be seen to  be r e a l ,  the e a r ly  plays s e t  up fa m ilia r ,  believab le  
s itu a tio n s  and ch arac te rs  in  same way as  "Afore B i ^ t  Come"* But 
in c reasin g ly  throu^ji ttia period as traced  in  P a rt I I I  h is  f a rc ic a l  
humour takes over from tlie d ire c ted  e a r ly  s a t i r e ,  and the plays resem
b le  more and more the t r a d it io n a l  " r e tr e a t"  drama of West End farces 
and d e tec tiv e  t l i r i l l e r s .  The d istance between the audience and the 
s tage emphasised ty  the technique i s  increased by the u n fam ilia rity  
o f the su b jec t-m atte r I the r e s u l t  i s ,  paradoxically  in  tlie context 
o f  Orton’s  e a r ly  work, to  keep the audience complacent as they assmae 
tlia t #ie s a t i r e  I s  no t d ire c ted  a t  them selves, but a t  another world 
e n t i r e ly .  A" re  t r e a t"  stage naturalism  combined v ith  a  d istanced 
sub jec t-m atte r allow s the audience to  laugh a t  Orton’s plays with no 
reference  to  themselves*

Edward Bond i l l u s t r a t e s  a  dovelopœ nt from " re tre a t"  to  
"advance" moî e concisely  than .tli© o ther p la y w r i^ ts .  The e a r ly  
work — "The Pope’s  Wedding" (1962) and "Saved" (1965) — r e l ie s  on the 
t r a d i t io n a l  c a th a r tic  teclinlques o f audience ©motional involvement 
to  make i t s  philosophical and moral po in ts about hunianity* Tlie 
boundary between the acu te ly  n a tu r a l is t ic  world onsta^^ and the 
auditorium  i s  necessary to  show the Iso la tio n  c f  the ch arac ters  from 
any r e a l  re la tio n sh ip s  o r communication, while the naturalism  i t s e l f  
encourages b e lie v a b il i ty  in  the same way as  Budkin and ea rly  Orton* 
d esp ite  d iffe ren ces  c f  language, the th ree  d ra iaa tis ts  use s im ila r  
techniques in  the e a r ly  1960’s* "Early Koming" (I96cjk however, has



a f f in i t i e s  w ith P in te r  in  i t s  dram atic porta?eyal o f the events in  
tli© Blind of A rthu r, and w ith loaesoo, and the " th e a tre  o f c ru e lty " , 
in  the conscious use o f shock ta c tic s*  * (0ie ch arac te rs  of the  p lay , 
however, a re  n e ith e r  n a tu r a l is t ic a l ly  ’believable nor a lie n a te d  fo r  
the purpose o f our understanding, and the s ty le  o f the second play 
o f  1963,  "Morrow Road to  the Deep K orth", dem onstrates how he solves 
the problem o f the confusing mixture o f  c a r ic a tu re  and sympathy*
This p lay  shows a  vaguely Brechtian advance in  terms o f such fea tu re s  
as anachronism, so lilo q u y , explanation to  the audience, and songs 
Bond’s increae lng ly  committed dram atic purpose makes such techniques 
necessary*

Delaney’s unusual and id io sy n c ra tic  use of the "music and 
f dance" entra ce s  and e x its  in  "A Taste o f Honey" (1958), which draws 

tlie audience’s a t te n tio n  to  the stage i t s e l f ,  i s  no t r e a l ly  an 
•advance" form: the ch arac te rs  a re  n a tu r a l is t ic a l ly  and fa m ilia r ly
presented to  involve the audience’s em otions, and the teclmiqu© only 
brackets the scenes in  the same way as the Ehig^it’s Introduction® in  
Osborne’s  "Luther"* Delaney d iscards th is  technique in  "The Lion in  
Love" ( i 960) to  concentrate on a  t ra d it io n a l  dram atic form, and the 
f a u l ts  o f  tlie play are  independent o f th is  change 1 the sub jec t- m atter 
o f h e r  work i s  such tiia t " re tr e a t"  teoliniqucs s u i t  I t  best*

Weaker’3 serious purpose d isallow s tlie humour o f the "advance*! 
toclmiques o f ,  fo r  example, Stoppard and Saunders, so h is  reac tio n  
ag a in s t natu ra lism  i s  in  the d ire c tio n  o f symbolism* The T rilogy 
(1958 -  i 960) ,  although contain ing  c e r ta in  symbolic sec tio n s  (see P a rt 
I I I )  a p iea ls  to  tlie audience on the t ra d it io n a l  le v e l o f sym ^thy and 
id e n tif ic a t io n :  he emphasises the fam ilia r  human aspects o f p o l i t ic a l  
and h is to r ic a l  events* Tlie l a t e r  plays a l l  con ta in  mainly n a tu ra l
i s t i c  episodes; the u n re a l is t ic  scenes in  "Chips Vitli Everytliing"
( 1962) (S a ile r ’s  running), and the l a s t  scene o f "T heir Very Own and 
Golden C ity" (1965) are  used as shorthand to  convey h is  meaning in  
simple and d ire c t  terms* The symbolism, w ith h ia  hoped-for mass 
audience i a  mind. I s  held  firm ly  in  check except in  "Hi® Four Seasons", 
where tlie "p riv a tiv e"  sub jec t allows more dram atic freedom owing 
to  tlie la c k  o f propagandist purpose* But the play doesn’t  hold

* Bond’s shocks, however, axe o f the mind as  w ell as the emotions 
and senses, and therefo re  go beyond ti e " th e a tre  o f c iu e lty "  
teoliniques*
Se© F a rt I I I ,  Chapter Seven



to g e th e r, owing to  tlie lack  c f  the t r a d it io n a l  p lo t - l in e ,  which i s  
s tro n g  end v i t a l  in  a l l  h is  o tiier p lay s, and i s  in  f a c t ,  except in  
the "Beckettian" ly r ic a l  la te  P in te r , an e s s e n tia l  o f  " re tr e a t"  
drama* Weslccr’s use o f s tag e  time i s  a lso  im portant in  c o n tra s t to  
the tim elessness o f P in te r ,  S toprard and Saunders, where the ac tio n  
i s  con tracted  to  a  mooent o r a  s in g le  hu t endless day (see P a rt I I I ) ,  
His teclinique i s  drawn fr<xa a  long t r a d i t io n  o f the  ra d ic a l  drama o f 
tlie tw entie th  century  — SWw, F i l l e r  except fo r  "A View from tiie 
Bridge®, and Odets except fo r  "W aiting fo r  L efty" , IKie hu ild ing-up  
of ch a rac te r in  a  c e r ta in  defined tim e, place and circum stance in  
t!iô  context of tlie proscenium arch makes p o in ts  in d ire c tly  to  the 
audience by showing them wliat happens, r a th e r  than t e l l in g  them 
d ire c t ly  as in  Brecht and la te  Arden*

The e a r ly  and la te  drama of Osborne, as  distijftcl? frcm "The 
E n te rta in e r" , "Lutlier" and "Inadm isssble Evidence", uses the same 
techniques as P in te r  in  teim s o f re la tio n sh ip  w ith the audience, but 
%jdthout h ia  id eo lo g ica l purpose, Osborne’s drama i s  an expression 
o f h ia  personal fe e lin g s  concerning modem l i f e  and re la tio n sh ip s  
w ith in  tliQ d ia ra c te rs  onstage* Despite h is  d e n ia ls , the main 
ch a rac te rs  are  to  a  g rea t ex ten t mouthpieces f o r  h is  views (as d is 
cussed in  P a rt I I I )  end as  in  P in te r ’s "Tlie C am taker", v^ole plays 
a re  o ften  l i t t l e  more tliaa frames fo r  long tira d e s  by h is  heroes and 
hexéènes, o s ten s ib ly  to  tho o th er ch a ra c te rs , but in  f a c t  d ire c t ly  to  
the audience* Tho whole o f t i e  dram atic ^ n o p ly  i s  subordinated in  
"E p ita jh  fo r  George D illon" (1958) oud "L ok Back in  Anger" (1556)
03 w ell as the plays o f 1568, to  an exrxession o f fe e lin g  whidi 
approaclies tlia t o f  P in te r ’s  "Landscape" in  transcending dram atic 
lim ita tio n s*  The everyday world which Osborne in v ite s  h is  audience 
to  believe  in  i s  only b u i l t  up to  form a  background to  the major 
speeches, as 6:e more u^ual wish fo r  c a tlia rs is  which produces the 
" re tr e a t"  form i s  no more im portant tliaa the p lo t l in e  I t s e l f  in  most 
o f  h ia  drama*

d if fe re n t types o f " re tre a t"  in  the aud isnce-acto r 
re la tio n sh ip  demonstrated by these playwriglits are  a l l  d ire c ted  
towards the same end* As Impressionism was, in  p a r t ,  a  re a c tio n  to  
the camera, so the ub iqu ity  of te le v is io n  and the long ex istence o f 
film  a t  th e  time o f our poriod prompts each d ra im tis t to  seek a  method 
oÿÉpgealing d ire c t ly  to  the emotion o f the audience, in  order to  make 
the  re s u l t in g  c a th a rs is  serve h is  v aried  purposes#
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tn.10 a c tu a l language of the plays under d iscussion  r e f le c ts  
e lenen ts  which can be traced  back to  the e a r l i e s t  English drama, 
n ev erth e less , the two major c o n flic tin g  and complsEentary s tran d s in  
tlie language o f these plays -  the poetic  and the p rosa ic  — can be 
shown to  have th e i r  o rig in s  in  major dram atic movements w ith in  the 
l a s t  century* Though i t  i s  n a tu ra lly  im possible to  tra c e  ex ^cifio  
in fluences on the language o f the playw rights o f th i s  iDeriod, whose 
genoral l i t e r a r y  and dram atic education was accomplished in  a  world 
in  which tlie a v a i la b i l i ty  of many d if fe re n t media was becoming increas
in g ly  u n iv e rsa l, i t  i s  non© the  le s s  possib le  to  suggest c e r ta in  uses 
o f language and means o f expression among iiaif>ortant English language 
p lay w ri^ its  o f r e la t iv e ly  recen t date ,which compare with the modems.

Thou(ii few o f  the modem p la y in r i^ ts  are  as consciously poet
ic  as Fry o r E l io t ,  a  poet’s emphasis on language, rhythm, econosy of 
d ic tio n  and the techniques o f climax and an ti-c lim ax  o r bathos, can 
be seen in  plays aa d if f e re n t  as Saunders’ "Moxt Time I ’l l  Sing to  
You", P in te r ’s "Landscape", and Arden’s "S o ld ie r, S o ld ie r" , An acute 
observation  o f  everyday speech rhythms and naturalism  o f d ialogue, 
sub jec ted  to  a  complex and in d iv id u a l process o f choice and rhythmic 
p a tte rn in g  by the p la y w r l^ t ,  i s  very  ev id en t, a t  le a s t  i a  t ra n s la tio n , 
i a  the works o f Cliekhov, tlie ea r ly  works o f B eckett, and i a  some of 
the work o f Shaw; th is  can be seen to  form a  l in g u is t ic  tendency which 
continues i a  modem playw ri^its*  I h is  can be found i a  the work o f 
Rudkia and Wesker, and IM eed, to  a c e r ta in  ex ten t i a  P in te r , althoU(^ 
h is  in ten se  v e ris im ilitu d e  i s  always a  r e s u l t  o f  a  complex process 
o f  p rec is  and a  very in d iv id u a l perception o f mod ?m language* A 
th i rd ,  though possib ly  more minor s tran d  can be found in  the comic 
drania o f E ichols and Simpson, i t s  vocabulary and s tru c tu re  o ften  
based on vaudeville  and the m usic-ha ll, and l a t e r ,  tlie rad io  ccanedy 
show: i t  w il l  be shown th a t  s im ila r  handling of m ateria l can be seen
in  the work o f Coward and even in  E l io t ’s fragmentary e a r ly  drama 
"Sweeney Agonis te s " ,

Tlie re la tio n s liip  in  m atters of language between e a r ly  
tw entie th -cen tu ry  and the modem dz'ama does not n e ce ssa rily  cori'oe— 
pond w ith tliose re la tio n sh ip s  r e f le c t in g  the concepts o f "advance" 
end " re tr e a t"  o u tlin ed  e a r lie r*  Both poetic  and prose language can, 
in  f a c t ,  be u t i l i s e d  in  "advance" and " re tre a t"  drama depending on



&0

the personal preference c f  tlie playw right, and to  a  c e r ta in  ex ten t on 
h ia  sub ject-m atter#  I  s h a ll  not attem pt to  tra c e  tlie l in g u is t ic  
o rig in s  of the drana in  terms o f d ire c t  in fluences ; nor w il l  any 
s im i la r i t ie s  which I  tra ce  imply any le s s  o r ig is ia lity  or ind iv idual
i t y  in  the playw rights under discussion* Thou^ii i t  i s  the novelty  
in  type and s ty le  of post-1956 drama which has a t t r a c te d  most 
a t te n t io n , some dem onstration c f  i t s  l in g u is t ic  s im i la r i t ie s  w ith 
s ty le s  which have been in  the mainstream of English language drama 
fo r  decades may help  to  place i t  in  i t s  proper context*

The su b jec t-m atte r and s ty le  o f E l io t ’s  plays would seem 
to  have l i t t l e  in  common w ith post-1956 drama in  th is  country , but 
c e r ta in  s im i la r i t ie s  o f language can be traced* His e a r l i e s t  
dram atic work, now ex tan t only in  the fragmentary "Sweeney Agonis te s " ,  
has been jx>inted out by Katharine Worth and Raymond Williams as no t 
only echoing the preoccuja,tions and s ty le  o f the German drama o f the 
period — the Brecht and W eill who were so g rea t an in fluence on 
modem drama — bu t a lso  as forshadowing the drama o f  the f i f t i e s *
The m usic-hall and " jazz"  o r ie n ta tio n  o f th is  s tm c tu re  has already  
been d iscu ssed , but the  demotic counterpoint o f the follow ing i s  
n o tab le :

BORIS: I  l ik e  Sam
BUSTY: I  l ik e  Sam

Yes, and Sam’s a  n ice  boy too*
Ha’s a funny fellow  

B RIS: He i s  a  funny fellow
He’s lik e  a  fellow  once I  knew.
He could malie you laugh*

BUSTY: Sam can make you laugh*
Sam’s a l l  r ig h t*

BCRIS: But P e re ira  won’t  do
Vo can’t  have P ere ira  

BUSTY: V eil what are  you going to  do? ♦

This has eoHiO s ty l i s t i c  s im ila r i ty  to  the "Game of C^oss" sec tio n  of 
""Die Waste Land" and shows a  p a ra l le l  so lu tio n  to  tlie problem o f 
d ra ria tis in g  modem urban speech-rhythias as Pin te  in  "The Homecoming" :

LSIk.Y: Til© l a s t  b ird !  Mien we stop ied  tlie ca r  *****
JOEY: Oh, th a t  *** yea *•* w ell, we were in  Lenny’s ca r one

n igh t l a s t  week «••**
LEMSÎY: The Alfa*
JOEY: AM e r  *** bowling down the read ••*
LI2vî'Tf: Up near the Scrubs*
JOEY: Yes, up over by the Scrubs *******

* "Sweeney Agonis te s " ,  P 115 — 116*
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lEuRJYï W© were doing a  l i t t l e  survey of Morth Paddington#
JCEYi And e r  *.*# I t  was p re tty  l a t e ,  wasn’t  i t ?
LSMMY: Yes, i t  was l a t e :  V eil? *

Arden produces a  s im ila r  e f fe c t  in  "S dM ier, Soldier**»

SCLDIkS* , For Geniiany the steamers 
S a il out of Harwich#

FA2Y» Tliat’s what tney to ld  me
A fte r the ria rriage .

SCXTFF ,AKi (trem bling with rage)
Carriage to  a  so ld ie r  
Aye, to  a  so ld ier#

Fra# PASREHf (very v in d ic tiv e )
Well m i^ t  she c a l l  h e r s e lf  
Married to  a  so ld ier#

PAHK1ÎIH» ( try in g  to  smooth th ings over)
I t ’s ju s t  a  b i t  o f singsong- l ik e  -  

. IF.ey’re  non© so bad, you know, a ren ’ t  s o ld ie rs .
Only -  l ik e  -  p rin c ip le  behind them th a t ’s vicious# 

Mrs# PARÎC2R» Aye, and an I r i s h  wife
Well m i^ t  she c a l l  h e rs e lf  
Married to  a  so ld ier#

Hex® se le c ted  words fro a  u rla n  d ia le c t  provide a  struct'o re  of pliras© 
re i)e tit io n  rem iniscent of the use of t ra d it io n a l  English ballads i a  
"Sweeney Agonis te s"  —

Re could make you lauiÿi
Sam could make you laugh

A fte r the im rzlage
Marriage to  a  s o ld ie r

— which e s ta b liab e ^ im p le  tliemes and d e lic a te ly  allow s the to r^  of 
the a c to r ’s voice to  demonstrate tl^e s h if t in g  emphasis of the ideas 
from Sam to  P e r le ra , o r from Parker’s to  Scuffham’s a t t i tu d e  to  the 
so ld ier#  The s in g le -sy lla b le , o r  a t  le a s t  sim ple, words and ideas 
serve to  d iif t  tiie audience’s a t  tention from the words themselves to  
til© "body language" of the ac to rs  in  re la tio n s h ip , while a t  th e  same 
time the simple rhythmic p a t tern  concentra te s  the audience’s a tten tio n #  
Both conversations are  the s ta t in g  o f previously  held opin ions, end 
are  s t a t i c  r a th e r  than  dynamic» the simple re p e titio n s  and rhythms 
o f Greek chorus have much the same e f f e c t ,  as  a  statem ent o f a t t i tu d e s ,  
o f d e sc rip tio n , ra th e r  tîian as dram atic movement, Tne su b tle  in se r tio n  
o f deeper meanin^ïs in to  a  seemingly banal so n g -ly ric  c o n s titu te  a

♦ "Tlie Hoîsecoming" Act I I  P 6?
P 54
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Useful "playing-down" of an unpalatable reality»

Where the Gauguin maida
In  the banyan shades
Wear palm le a f  drapery ## ,, »

• •• And you w ait fo r  a  knock and the tu rn ing  o f a  lock 
For you know the hangman’s w aiting  fo r  you ##.# **

This device i s  a lso  found u se fu l by Osborn© in  "The E n terta in er"  i

m m m  1:1 :3
Blues# Spot on Frank a t  piano#

Frank» Bring back h is  body, and bury i t  in  England#
Bring back h is  body, and bury i t  here#
Bring back h is  body, in  an aeroplane#
But don’ t  ever ta lk  to  me#
Those playing f ie ld s  o f Eton 
Have r e a l ly  got us beaten#
But a in ’ t  no us© ag riev in ’
’Cos i t ’s B r ita in  we believe  in  
So b ring  back h is  body, and bury i t  here#
Bring back h ia  body in  an aeroplane -  
But j  s t  don’ t  ever ta lk  to  me# ***

Arden, iz^The Waters o f Babylon" uses a  s im ila r  technique»

Kranki 0 when I  was young 
I  played w ith a  gun 
And a l l  the o ther ch ild ren  in  a row 
I  shot them tiircugh tho head 
T i l l  they lay  down dead 
And tlien I  d id  no t know 
Where to  go.
Where to  go#

But the cliild ren  they arose
And came creeping from tlie ground
And they f ire d  s i lv e r  b u lle ts  up my s t a i r
They wok© my tru e  love
Who was s leep ing  up above,
T i l l  she ran  from me 
Tearing out her h a i r .
Out h e r hair#
They drove down the doors 
And s e t  f i r e  to  my ro o f.
And they pulled  away the p i l l a r s  o f the w all.
I  stood in  the s t r e e t
With th© ra in  upon my f e e t ;  \
Wlailst Ey house so m ajestica l
Bid f a l l  -
Oh d id  f a l l#  ****

* "Fragment of an Agon" F 122
"Fragment of an Agon" P 126
"Number Nine" F 74
Act I  P 40 -  41.
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But such fragmenta in  E l io t ’s work a re  something o f a  dead end: tlie
s im ila r  use of a  "pootio  demotio" to  in je c t  a  sense of r e a l i ty  in to  a  
r a th e r  hi{^-flow n re lig io u s  drama i a  "Tlie Hock" seems forced and 
unreal# The use of the chorus in  "Murder in  the C athedral", and "The 
Family Reunion" i s  only f a in t ly  echoed in  modem drama by the ro le  o f 
the commentator on the ac tio n  in  Kicîiols and Saunders: th e  working-
c la ss  urban language and speech-rhythms which ai® c e n tra l to  the  modem 
drama are  absent in  E l io t ’s l a t e r  verse-plays#

The languFig© of Fry’s plays i s  d istanced  frcxn modem l i f e  
no t only by v e rse , bu t a lso  by tim e: no attem pt i s  made to  capture 
the au th en tic  flav o u r o f the  speech o f  the time in  which h is  plays are 
s e t ,  a s ,  fo r  example, Arden does convincingly in  "Armstrong’s Last 
Goodnigîrit" :

LADY: Why, Johnny, whaur’s your lo o k it tongue? Ye do
d e liv e r  me m aist dear words as vehement as ane 
m illw heel, Johnny# This i s  the f i r s t  time ye hae 
been heard to  u t t e r  w ithout ana w eir of tre e -tru n k s  
across your teeth# And what has c a u s it  i t ,  s i r ?

GIIMOCYIE: You.
LADY: Aye, e® -

When I  stand  in  the f u l l  d ire c tio n  of your force 
Ye need nae wife nor c a r l  to  stand 
Alsweel beside ye and in te rp re t  •#• *

I t  i s  a  measure of the lack  o f in d iv id u a lity  o f F ry’s language th a t  a  
sec tio n  from ary  o f h is  plays can immediately be recognised as h is  work, 
bu t cannot be placed in  i t s  h is to r ic a l  s e tt in g :

HQEL:

TAFSID:

osKgni

jEzmET:
TaOKAS:

JEZmT:

' I t  was a l l  in  the way
Of b a ttle #  I  only expelled him from the world 
As I  l e t  out my b reath  singing  to  the  fame 
Of B rita in#
Ihe fame o f B r ita in : Tlie fame of B r ita in  
Is  sung by us now# Let him ec^ho Bo<6ho 
In to  death , w ith the same ease#

Easy death .
Easy as sh u ttin g  a  door:

(A.B. 596) * •

Why should you want to  be hanged?
Madam,

I  owe i t  to  m yself. But I  can leave i t  
U n til the l a s t  mommit. I t  w ill keep 
Vîiiile the llg ji t  s t i l l  la s ts#

What can we see in  th is  l ig h t?  
Nothing, I  th in k , except flak es  o f d r i f t in g  fe a r .  
The promise of oblivion#

(A.3# 1400) *■»»

* Act I I  So 9 F 80
** "Thor w ith Angels" P 12
*** "Tho LMy’s no t fo r  Burning" P 56
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Whether he ia  w ritin g  tiagedy o r comedy, Fry’s ch arac ters  a re  always 
e i th e r  more o r le ss  than pecrXe in  them selves: they are  always e i th e r
symbols of moral and re lig io u s  t ru th ,  o r mere background m a te ria l, 
while the emphasis which modem drazsatlsts place on e-egional language 
(aa in  Wesker’s "Roots") o r  h is to r ic a l  accuracy (as in  Arden’s "L e ft-  
Handed L iberty") i s  the s ta r t in g  po in t fo r  the drama ra th e r  tliaa a  
minor p a r t o f the whole* Tlioee modern playw rights, p a r t ic u la r ly  
P in te r  and Arden, who are  concerned with words and speech—rhythms in  
themselves as a  major p a rt of th e i r  drcusatic e f f e c t ,  paradoxically  
show more u n iv e rsa lity  in  the idlosync a s le s  of th e i r  c a re fu lly  
observed p o rtray a l of speech ; than Fry o r E lio t cr n w ith a  p o etic  
language of drama which has i t s  ro o ts  nowhere but in  the minds o f the 
p layw rights.

She drama of the " I r is h  Koveoient", however, and p a r t ic u la r ly  
th a t  o f Synge and O’Casey, i s  p o e tic  while no t consciously m e tric a l, 
and d esp ite  the d iffe ren ces  which a re  bound to  e x is t  between mid-century 
urban d ram atists  and playwrights drawing on aa  e a r l i e r  r u ra l  (o r , in  
th© case of O’Casey’s e a r ly  p lay s, p ro v in c ia l I r i s h )  t r a d i t io n ,  the 
plays of those two pîaywrigiits have much in  common w ith those under 
d iscussion  in  language, as  w ell as content and s tru c tu re*  Thus w ith in  
the  "dials.:tt" w riting  o f O’Casey, popular I r i s h  songs play an in te g ra l  
and e s s e n tia l  p a rt in  tlie unfolding o f the a c tio n : they are  no t ju s t
a  commentary on i t :

; (g iv ing  him, a  coin) For a  bare four m inutes, and 
leave the door open so ’s tli’sound ’11 have a  f a i r  
chance to  go in  to  him* (the verger opens the door) 
That’s i t .  You’re  a  kind man, r e a l ly .  (3ESHI3AÎ3 
stands facing  in to  the porch, the verger lean ing  
ag a in st tlie s id e  of i t .  EEElîRAH unslings h is  melodeon,
plays a  few prelim inary notes on i t ,  and tiien sings
s o f t ly : )
A sober black s h a ll  hid© h er body e n t i r e ly ,
Touch’d be t h ’sua an* th ’ s a l t  spray o f th ’ sea;
But down in  t h ’ darlaiess a  slim  hand, so lo v e ly .
C arries a  r ic h  bunch c f  red  ro ses fo r  me: ♦

Til© p o l i t ic a l  symbolism of the red  ro ses i s  s tre sse d  aa various stanzas
from the song are  sung, aa here , throughout tli© p lay . The solemn tune
and s e tt in g  allows the singing to  acc as a  requiem fo r  the cerem onially 
exposed body in  these phrases*

# "Red Rosea fo r  Me" ^
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(â golden eh a ft of l ig h t  stream s in  from the l e f t  o f
the road , êlV ,  a  moment afte rw ards, I^ ro leea  ap iears
in  the m idst of i t*  Slie stands in  the gateway s ta r in g  
a t  the  tViToe men squatted  on tlie ground*)

LOISI&EN: (puzzled) v/hat t h ’ h e l l ’s wzrong hero?
KIC îASL: ( in  a  whisper -  motioning KAilAN to  continue) Go on,

man.
MAIM: (sing ing  — w ith more quavers in  h is  v o ice ):

An’ when we’ve swabb’d th ’ blood away
We’l l  take th e i r  himdred-ton gunn’d sh ip  in  tow-o-o,
Their preoious jewels ’11 go to  deck the b re a s ts  o f

women, white aa snow-o-o.
So h o is t  a l l  s a i l  an’ make fo r  home tlirough waves

tlia t la sh  aM  winds tlia t blow I
(toCBl^^er) mow* blow»
(LORHLHSN comes in to  tli© garden, and approaches the 
ïïion. The golden l ig h t  follow s h e r , and p a r t ly  shines 
on tlie tliree singers*)

LOFiIXESTi (b riiih tly ) Singin’ i s  i t  the tliree o f you are? *

Eie c o n tra s t between masculine rougiix^ss (exh ib ited  in  a  combination 
o f  lu s t  and p ie ty ) and feminine wisdcaa whicli u n d erlie s  th e  a n ti- re l ig io u s  
tons o f th is  play I s  supported by the  choice c f  a  sea-shanty  as a  
defiance to  th e  humanity o f Lorsleen*

Arden’s songs, as d is t in c t  from h is  spoken verse  passages, 
have the same e f fe c t  in  carry ing  forward the a c tio n , exp lain ing  even ts, 
o r rev ea lin g  ch a rac te r: Arden i s  here c lo se r  to  Brecht than O’Casey 
in  th a t  he uses h is  own ly r ic s ,  but in  popular-eong forms* The 
s im ila r i ty  i s  in  tlie a tte n tio n  which the aM ience roust give to  the 
words o f the songs in  both ea se s , aa tliey have a  much more im portant 
e f f e c t  on tlie draiia than the songs Miich punctuate the a c tio n  in  moat 
tw entieth -cen tury  rausical p lay s, the ro le  of which i s  merely to  allow  
the audience to  relax* Kere are two examples from "Tlie Workliouse 
Donlœy" ;

BLCKAX: The days they have been in  the green of my ^ r d e a
When between us was n e ith e r a  "beg your pardon"
Nor a  " s tep  i t " ,  nor "give over": but "here I  am, h e re" , 
"Ch my dove and siy d ea r" , "Sqdloea and so near” #
Üh© days they have been, w ithout forethought o r fear* **

Til© t r a d i t io n a l  3?oRiantio plirases, mixed w ith n a tu r a l is t ic  exclam ations, 
b rin g  out the c o n f lic tin g  impulses in  Blomax towards warmth and s e l f -  
in te r e s t ;  they are  placed i a  a  b a lla d -liiie  context which allows the 
exTUjession o f an ©motion unusual to  the charac te r to  be separated  from

# "Cock-a-Doodle Dandy” So I I  P 177
** Act t  So 6 P 49



h is  everyday prose speech* (The b a llad  in  the O’Casey play a lso  a c ts  
as a  "heightener" • )

WELLESLEYi Too young, too t a l l ,  and your eyes too b rig h t 
You look too new and you look too hard ,
You dream too deep in  the deep c f  the n ig h t.
And you walk too long in  my backyard.
You stand and ask  fo r  your white bread 
And you stand and you ask fo r  your brown.
But what you w ill  ga t i s  a  good horse whip
To d rive you out o f town. *

The nursery-rhyme references co n tra s t w ith the force o f the "good 
horse whip" to  dram atise a  s im ila r  d iv is io n  in  the p e rso n a lity  of 
Blomax’s d a u ^ te r .

O’Casey’s use of the I r is h  d ia le c t  of h is  tim e, changed ju s t  
en o u ^  to  make i t  in te l l ig ib le  to  most audiences, increases the impact 
of h is  to p ica l re lig io u s  and p o l i t ic a l  su b je c ts , and in  the same way 
modem p la y w r i^ ts  as d iverse as Budkin, Wesker and Arden use p ro v in c ia l 
and h is to r ic a l  language to  heigh ten , ra th e r  than obscure, the u n iv e rs- 
a l i i y  of the communication. That the w ritin g  of Synge i s  as m usical
and p o etic  as i t  i s  dramatic i s  shown by the ease w ith which i t  may
be tra n s la te d  in to  opera, as w ith B r i t te n ’s version  of "Bie Riders to  
the Sea", where hard ly  a  word i s  changed from the o r ig in a l s c r ip t .
Here there  i s  a  d ifferences the language o f the Aran is la n d e rs  on 
which Synge based h is  plays i s  very f a r  from th a t of modem urban o r 
ru ra l  England; nevertheless the inexorable movement towards climax o f 
"Riders to  the  Sea" o r "Beidre of the Sorrows" fin d s  p a ra l le ls  in  the 
o rgan isa tion  of l in g u is t ic  s tre s se s  in  P in te r ’s "The Dumb Waiter" and 
"The B irthday Party"^ aM  Ardeh’.s "Armstrong’s Last G o o d n i^ t" . Two 
passages from Synge i l lu s t r a t e  th i s :

KORA: ( in  a  whisper) Did you hear th a t ,  Cathleen? Did you
hear a  noise in  the n o rth -east?

CATELSEN: ( in  a  whisper) Tliere’s some one a f te r  cry ing  out by 
the seashore.

FAÜRYA: (continues w ithout hearing  anything) There was Sheamus
#nd h is  f a th e r ,  and h is  own fa th e r  again , were lo s t  in  
a  dark n i ^ t  . . . . . .  and they holding a  th in g  in  the 
h a lf  of a red  s a i l ,  and w ater d ripp ing  out of i t  — i t  
was d ry  day, Nora -  and leav ing  a tra ck  to  the door.
(She pauses again w ith her hand s tre tch ed  out towards 
the door. I t  opens s o f t ly  . . . • ) * *

♦ Act I I  Sc 4 P 80
** "R iders to  the Sea" P $0 -51
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NAISIj î  Ccmnot leave ny brothers when I t  i s  I  who have d efied
the king.

DSIDREs I  w ill go with you. ,
NAI3ÎI You cannot come. Do not hold me from the f i ^ t .

SHa throws iier aside ala:>st rough ly .) 
with r e s t r a in t )  Go to  your b ro th e rs . For seven years 
you have been k ind ly , but the hardness o f death lias com© 

between u s .
NAISIs (looliing a t  h er a # m st)  And you’l l  have me meet death

with a hard word from your l ip s  in  cy ear? ♦

Tli© following passage from îln te r  contains some s im ila r itie s :

GUS: Ben, look h ere .
BEN: Miat?
GUS: Look.

(Ben tu rns h is  head and soes the envelope. He s ta n d s .)  
LEU: v/hat’s th a t?
GUS: I  don’t  know.
EI2jî: VJliej.® did i t  com© from?
GUS: Under the door.
BSH: b e l l ,  what i s  i t ?
GUS: I  don’t  know,

(0 iey s ta re  a t  i t . )
B3N: Pick i t  up.

(Gus slowly moves towards i t ,  bends and picks i t  u p .)
V/hat i s  i t ?

GU3: An envelope.
BSZJ; Is  there anytiiiiig in  i t ?
GUS: No, , ,
BH2̂ J 16 i t  sealed?
GUS: ■ Yes. '
BS?: - Open i t .
GUS: Vhat?
BEN* O peîl i t :

A lth o u ^  til© emphasis o f Synge i s  on language as a  means to  
clim ax, the movements and expression of the ac to rs  which a re  a l l —import
a n t in  the P in te r  piece are n ecessa rily  supported by the combination 
o f re p e t i t io n  and pause. P in te r ’s climax i s  one o f s ilen c e  and non
movement, whereas Synge’s i s  one both o f words and movement, bu t in  
eachj case th© types of words used are  p rec ise ly  ca lcu la ted  to  "wind up" 
th© audience’s emotional involvement. The negativ© words, fo r  example, 
o f til© second Synge piece -  "cannot", " leav e" , "d efied ", " f i ^ t " ,  "go",

CLT£-
"hardness", "death" and "death" again p a ra lle l le d  by tlie in c reasin g  
incongru!tv  o f the words in  the next passage -  "pockets", "cockeyed".

# "Deldre o f the Soirows" Act XXI P 554
** "Hie Dumb kaiter** P 45



"cockeyed",  "worse", "convalescence", "rainbow", "an g e ls" . Hie 
Increasing  d iso r ie n ta tio n  produced by negative o r Inappropriate  words 
i s  again a  sure movement towards climaxi

KcCAJVN: Out o f our own pockets.
GOIDBSEG: I t  goes w ithout say ing , Between you and me, S tan , i t ’s  

about time you bad a  new p a ir  o f g la sse s .
KcCAÎ'îNt You can’ t  see s t r a i ^ i t .
GOLDSERGj I t ’s tim e. You’ve been cockeyed fo r  y e a rs .
KcCAIîNi Now you’re  even mozre cockeyed.
GOLDBERG: He’s r i ^ t .  You’ve gone from bad to  worse.
KcCANN* Worse than  worse.
GOLDBERG: You need a  long convalescence.
KcCAI'3: A change o f a i r .
GOLDBERG: Somewhere over the rainbow.
McCAIR?: Where angels fe a r  to  tre a d .
GOLDBERG: .Exactly. ♦

Arden’s use of the sense o f approaching menace i s  shown in :

GI12Î0CKXE: Brand. Get h is  brand. Tangle i t  up .
(The SEGO!îD AîRiSTROIIG takes VAMHÎMY’s sword and 
wraps twice about th e  h i l t ,  ty in g  I t  to  tli© 
scabbard.)
L et’s ha© h is  g u lly -k n ife .
(The SECOND ARMSTRONG passes over to  him WAKHIHAY’s 
k n ife .)
You the gun.
(The THIRD ABSTRONG picks up WATRlîRAY’s hand-gun.) 

THIRD ABSTHONG: L oadit.
GIL30CKI2: Aye, w ater.
THIRD ARMSTROIZG: We’ve nae w ater h e re . Do ye want me to  -
GILIOCXIS: Then pour l a  bloody usquebach and ask nae mair

fo o l qim stions.
THIRD ARî'TSTROLG: (pouring whisky down the b a rre l)

This i s  no a  very provident method, G ilnockie.
I  doubt —

GILTOCXIE: Do i t .
THIRD ARMSTRONG: Ay©.
GIINOCICIE: (looking a t  the sword). He’l l  y e t p u ll th a t

o u t. See. Kak i t  s ic k e r , **

D espite the d iffe ren c es , the e x tra c ts  have in  common an
unw illingness to  speak of the r e a l  approaching tragedy: tlie su b jec t
i s  " ta lk ed  round" although every ch a rac te r knows ex ac tly  what th re a te n s<

O'
In  my experience th is  i s  consonant w ith r e a l  expressions o f foa^oding.

Drama s im ila r  to  the work o f those modem p la y w r i^ ts  who 
make the g re a te s t e f fo r ts  to  cap tu re , and above a l l ,  e x p lo it in  very 
su b tle  ways, the prose rhytlms of everyday speech i s  le s s  w ell rep res

ented in  e a r l i e r  work, Chekhov i s  always considered the g rea t

* "The Birtliday Party" Act I I I  P 82
’’Armstrong’s Last Geodni^iit" Act I  So 5 ^ 55 “  4
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Innovator in  tlaia f i e ld ,  but such s u b tle t ie s  as  speech p a tte rn s  and 
vocalîu laries a re  no t to  be discussed when the work ia  only known in  
tran sla tio n *  i t  can however he aa id  th a t  tram  an English language 
po in t o f  view the dram atic pros© of "The Hire© S is te rs"  and "The 
Cherry Orchard" seems to  po in t the way to  the a u tîie n tic ity  o f P in te r  
and Wesker* S im ilar problems a r is e  t^ien Brecht i s  considered, and in  
a  sec tio n  e n tire ly  devoted to  language, the verbal e f fe c t  o f h is  
works in  tra n s la tio n  can only be vaguely a l l ie d  to  modem drama, 
a l th o u ^  h is  influence i s  obvious in  o th er f ie ld s#  The wordy p rosiness 
o f Shaw i s  nowadays considered some tiling  o f à  backwaters indeed i t  i s  
the m idüle-class nature o f the language o f h is  p lay s, in  vocabulary, 
l i ^ t n e s s  o f tone, and ease in te l le c tu a l  communication, which, as 
in  the work o f E l io t ,  d istan ces them from the realism  and preoccupation 
w ith the concrete of modem drama* The appeal to  the audience’s 
conscious in te lle c tu a lism  in  Shaw and Fry finds few echoes in  a  drama 
based the  working c la s s  in  both su b jec t end (with le s s  success) in  
audience# Osborne’s l a t e r  venues u se , however, the l i ^ t n e s s  o f touch 
o f Shaw, but in  doing so , r e t r e a t  frora tlie major stream  o f the drama 
o f h is  times a f te r  h ia  f i r s t  few plays Osborne’s language seems to  
have con tracted  to  the personal ex])erience o f  what was s t i l l  a  very 
r e s t r ic te d  audience# S im ila rly , the influence of tw entieth -cen tury  
playw rights â s  im portant as  P irande llo  and Beckett must be measured 
o ther than in  terms o f pure language, fo r  the simple reason th a t  
tra n s la t io n , however good, can never tra n s fe r  th© Imponderables o f 
l in g u is t ic  fo e lin g # The f id e l i ty  and a tte n tio n  to  d e ta i l  o f  P in te r ’s 
"Revue Sketches" and Osborne’s "Look Back in  Anger" and "InrLdmlssible 
Evidence" in  the context o f  modern s e tt in g  and d iscussion  o f  contempor
ary  problems are  on© o f tli© r e a l ly  new elements o f modem diazaa in
England* Her© a re  th ree  examples*

FIRST* I  not long got here*
SBCOITB* Bid you g e t tlie a l l - n l ^ t  bus?
FIRST* I  got the a l l - n i ^ t  bus s t r a i ^ t  hex©*
SECOND: Inhere from?
FIRST* ftarble Arch*
SECOND* Which one?
FIRST* The tw o-nine-four, th a t  takes me a l l  the way to  F le e t

S tree t*
SECOND* So does the two-nine-one* (Pause) I  see you ta lk in g

to  two s tran g ers  aa I  come in# You want to  stop  
ta lk in g  to  s tra n g e rs , o ld  piece o f boot l ik e  you, you 
mind who you ta lk  to#

FIRST* I  wasn’t  ta lk in g  to  #ny strangers* ♦

♦ "Hie Black and White" P 125
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That s tin k in g  old pipeI 
(Pause)
Shut up#
VJhy don’t  you do something w ith  i t ?
Why do I  sjend  h a l f  Sunday read ing  the  papers?
(Kicks him w ithout lowering h is  paper)* I t  s tinks}
So do you, hu t I ’m no t s ing ing  an a r ia  about i t*  (tu rn s  
to  the next page)* The d i r ty  ones g e t more and more wet 
round the mouth, and the posh ones a re  more pompous 
than ever* (low ering paper, end waving pip® a t  HELENA)* 
Does th is  bother you?
No, I  q u ite  l ik e  i t*
( to  c liff) There you are — she l ik e s  i t*  (he re tu rn s  
to  h is  paper# CLIFF grunts)* Have you read  about the 
grotesque and e v i l  p rac tic e s  going on in  the Midlands? *

Joy , g e t me Mrs* M aitland, w il l  you? VRiat’s up with 
him?
W ell, he wants a divorce*
Grounds?
Adultery#
Well?
W ell, the th in g  i s  th i s ,  s u f f ic ie n t  evidence a l l  r i^ h t ,
I  don’ t  tlilnk , bu t he wants i t  on h is  own term s.
Wlmt do you mean, h is  own terms?
Quite simple# He in s i s t s  on having sexual re la tio n s  
w ith h is  wife th ree  tim es a week u n t i l  tîie case ccxaes up. 
And the w ife?
Oh, she agrees#
Well — good fo r  tiiem# **

New su b jec ts  a re  supported ty  a fo rc e fu l use o f modem 
vocabulary* Any forerunners o f  th i s  s ty le  — a "throwaway" type o f 
conversation appealing d ire c t ly  to  txe audience’s  sense o f r e a l i ty  and 
consciously re tre a t in g  from orthodox dram atic language o r su b jec t — 
are to  be found in  the o tlier media» ra d io , te le v is io n  and film s# In  
t l ie ir  eeisi-documeatary p o rtray a l o f  the Icar^diate eurfaca o f  l i f e  
co n s is tin g  of simple words, ideas and re la tio n s liip a  imde obvious to  
the w idest possib le  audience, rad io  and te le v is io n , as w l l  as the 
more popular o f tine f ilm s , have influenced drama i a  abandoning many o f 
the B ubleties o f fe e lin g  and expm ssion which were considered e s s e n tia l  
in  the past# There has been a decline  in  the type o f v e rb a lly  
o rie n ta te d  play represented  by i ’ry  o r E lio t ;  in  modem drama the 
conneotion between a c tio n  and the word ia  obvious and c le a r ,  and one 
grow# d ire c t ly  out o f  the other# VDiereaa a production o f most e a r l i e r  
drama can be understandable, i f  extremely lim ite d , w ithout movement on 
the stage  except fo r  entrances and e x i t s ,  no modem play would be 

comprehensible w ith th is  treatzient» i t  i s  the o u ter man, both in  words^

* "Look Back in  Anger" Act I I I  Bo I  F 75
"Inadm issible Evidence" Act I  P 59
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ideas and movement, w ith which modern plays are  almost exc lusive ly  
concerned* The s im p lic ity  of the dram atic language h i ^ l i g h t s  the 
d ire c tn ess  o f oommmication, a c to r  to  ac to r and a c to r  to  audience, 
and the e x is te n t ia l  ac tio n s  and speech of the charac te rs  have become 
paramount* ' The s e t t in g ,  both of time and p lace , and overt symbolism 
o r moral argument has been neglected in  favour o f the d ire c t  statem ent 
o f the moment, a  process ending u ltim a te ly  in  such plays as P in te r ’s 
"Landscape" and "S ilence" when r e la t iv e ly  simple statem ents of 
r e la t iv e ly  simple fee lin g s  are  the substance o f the p lay  -  the word i s  
a l l  -  the r e s t  o f the usual dram atic paraphernalia  i s  so te n ta tiv e ly  
proposed as to  be almost n o n -ex isten t:

6:)  /  BETH
But I  was up early* There was s t i l l  p len ty  to  be done and 
c leared  up* I  had put the p la te s  in  the sink to  soak* They 
had soaked o v e m i^ t*  They were easy to  wash* The dog was 
up* He followed me* Misty morning* Comes from the riv e r#

’ BUFF
The fellow  knew bugger a l l  about beer* He d idn’ t  know I ’d 
been tra in e d  as a  cellarman# That’s why I  could speak with 
a u th o r ity .

BETH
I  opened the door and went out* There was no-one about*
The sun was sh in ing . Wet, I  mean wetness, a l l  over the ground*

BUFF
A cellarm an Is  the man responsible* He’s the e a r l i e s t  up in  
the morning* Give the drayman a hand w ith the b arre ls*  Down 
the s lid e  th ro u ^  the c e l la r  flaps* Lower them by rope-to  the 
racks* Rock them on the b e lly , put a  rim up them, use balance 
and leverage, hike them up onto the racks*

BETH.
S t i l l  m isty bu t th in n e r, th inn ing . *

RTJMSEÏ
On good evenings we walk through the h i l l s  to  the top o f the 
h i l l  pas t the dogs the clouds racing*

ELLEN
Sometimes the wind i s  so h l ^  he does no t hear me.

BATES
B ro u ^ t h er in to  th is  p lace , my cousin runs i t .

ELLEN
a l l  the blue changes. I ’m dizzy sometimes

(S ilence)
ETO'ÎSSÏ

th a t  the path and the bushes are the same, th a t  the gate i s  the

* "Landscape" P 25
** "S ilence" PP 46 -  7
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The rang® o f fe e lin g  encapsula ted  in  the words, and the images evoked 
by them, rep lace  the concrete a s se r tio n  provided by a c tio n  and s e t  
changes w ith a  s e r ie s  o f im pressions personal to  each membsr o f the 
audience*

Fiany examples can be found, however, in  what might be 
rep resen ted  as tlie "mainstream" o f English drama which use the same 
l in g u is t ic  techniques as  tlie more t ra d it io n a l  modem plays* An 
In te re s tin g  continuing p o in t i s  tlie emjiiasis on the s lan g  o f the time 
in  which the p lay i s  set#  o r w ritte n : the p ro life ra t io n  o f the mass . 
media in  th is  country makes such l in g u is t ic  t r ic k s  u n iv e rsa l e n o u ^  
to  rep resen t contemporaneity in  any period to  which they a re  ap p lied :

FREDDY :  (opening the door fo r  h er) Are you walking across tlie
park, K iss D o o little?  I f  so -  

LIZA: Walk} Not bloody lik e ly ^ ( ie n ta tio n )  I am going in  a
in  a tax i*  (She goes out)*
(P ickering  gasps and s i t s  down# Freddy goes out on the 
balcony to  catch  another glimpse o f E liz a .)

Kr.‘c* 2NSF0RD EILLi (S u ffering  from shock) W ell, I r e a l ly  can’ t  
g e t used to  the new ways#

CLARA: (throwing h e rs e lf  d iscon ten ted ly  in to  the E lizabstban
ch a ir)  Ch, i t s  a l l  r i ^ t ,  mamma, q u ite  rig h t*  People 
w il l  th ink  we never go anyi^iere o r see anybody i f  you 
a re  so o ld -  fashioned# ( 1912) *

DICKIE: We were p ra c tis in g  tlie Bunny Hug*
GRACE: , The what dear?
DICKIE: Tiie Bunny Eug# I t ’s the new dance#
CATHEEIBE: (h e lp fu lly ) I t ’s l ik e  th© Turkey T ro t, only more 

d ign ified#
GRACE: Ch, I tliou^dit th a t  was tli© Tango#
DICKIE: No, more l ik e  a F o x -tro t, rea lly *  Something between

a Boston Glide end a Kangaroo Hop#
ARTHUR: We api®ar to  be s tray in g  from tîi© point# Wlmtever

animal was responsib le  fo r  the posture I  found you in  
does no t a l t e r  the f a c t  tlia t you have n o t done a  s in g le  
s troke o f  work th is  vacation#

DICKIE: Oh* W ell, I  work aw fully f a s t ,  you know — once I got
down to  i t#

ARTHUR: Tliat aseunptioa can Imrdly be based on experience, I
tal:e i t*

DICKIE: Dash i t .  Father} You are  lay in g  in to  m  th is  morning#
ARTHUR: I t ’s time you found o u t, Diclcie, t l ia t  I ’m no t spending

two hundred pounds a year keeping you a t  Oxford, merely 
to  le a m  to  dance the Bunny Hop#

DICKIE: Hug, Father#
ARTHUR: The exact doscrip tlo n  of the obscenity  i s  immaterial*

( s e t  In  1912 -  14) *»

* Eliawj "lÿcsiallon" Act III P 736

R attigan : "The Winslow Boy" Act I So X P 8
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TEDDY) Good Godî I t s  — n o t -  P e ter Kyi® — i s  i t ?
DORIS I Yes, i t  i s ,  Toddy* I t  r e a l ly  is*  I s n ’ t  i t  wonderful*
TEDDY t lui ka gen?
DUSTY: Pulcka gen, s i r * '
TEDDY: Good Lord} I  say — I  mean -  Good Lord} (1942) *

There i s  a  d ire c t  l in e  to  Osborne’s use of such, words to  "place" h is  
charac ters  :

JIî#Y : ,* ,** Oh y es . There’s a  Vau^ian Williams* W all, t h a t ’s
something, aiayway* Something s tro n g , something sim ple, 
something English# I  suppose people l ik e  me a ren ’t  
supposed to  be very p a tr io tic *  Somebody sa id  — what was 
i t  — we got our cooking frcas P aris  ( th a t ’s  a  lau £ ^ ), our 
p o l i t ic s  from Moscow, and our morals from P ort Said# 
Something l ik e  th a t ,  anyway* Wlio was i t ?  (Pause) W ell, 
you wouldn’t  know, anyway* I  hat© to  admit i t ,  bu t I  
th ink  I  can understand how Daddy must have f e l t  when he 
came back frcm In d ia , m f te r  a l l  those years away* Tlie 
o ld  Edwardian brigade do make th e i r  b r ie f  l i t t l e  world 
p re tty  tem pting, ( 1956) **

' P/JIIHA: Why not? You’re  a  p arty  au th o rity  on education , o r 
about to  be o r something* You could , l e t ’s  see , you 
could t ry  to  apply the problems o f r e la t in g  poetry , 
freak -o u ts , crazy s l id e s ,  îm pienings, ac tio n  p a in tin g  
end so on to  tho Coarprehenslvo School# Or the Grammar 
Sdiool# Or t r i p  clo thes#  She a c tu a lly  s e l l s  tlios© 
thln^® she’s  wearing* ' What’s tîie name o f the shop? 
Switclied Off o r Knocked Off o r something* Oh no, I  
fo rg o t, t h a t ’s  f in ish ed  now i s n ’t  i t ?  Tlie shoddy c lo thes 
scene* I t ’s the bookshop, she s e l l s  books and records 
and dope, I  shouldn’t  wonder* " E c s ta tic " , t l ia t ’s tli© 
name o f th a t  one* "E csta tic"#  And th e re ’s an a r t  
g a lle ry  attached* Quite a  scene, i s n ’t  i t ,  Pauline;
And then th e re ’s h e r pad in  the  evenings# (1968) ***

The pre-occupation w ith language as such, includ ing  reg ional 
d iffe ren ces  end fo re ign  languages as  w ell as s lan g , i s  on© of th© 
hallm arks o f English drama# Tii© v a r ie ty  of language in  modem drama 
i s  only second l a  impsrtanc© to  th© v a r ie ty  o f dram atic s tru c tu re*  I t  
i s  an inljeritanc© from the in te r e s t  o f  Shaw and Wild© in  language — the 
v a :y  wordiness o f those and more recen t playw rights -  which i s  u t i l i s e d  
by those o f the modem d ra iaa tists  whose backgrounds are  academic* I t  
i s  the enormous v a r ie ty  of th© Khglieh l i t e r a iy  t ra d i t io n  th© p lay - 
w ri#t@  can draw on which produces work l ik e  th a t  o f Arden, between 
medieval Scots border pastiche on th© one hand:

*  R atiigan : "Flame Path" Aok ^9^
Osbornes "Look Back in  Anger" Act I

*** Osborne* "Tim© Present" Act I  F 25
P 17
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LIMDSÂYj I  th ink  I  should postpone b a ith  vonery and poetry 
and s e t  my w its to  work on policy* Lord >ïa3cw@ll i s  

. r ic h t  v io le n t angert ag a in st us* Tlie man’s boon 
repudiate  by h is  vassal* G if wlmt h© w il l  t e l l  the 
King i s  c r e d i t i t  by the King, th ere  w ill  be an© rope 
around th is  ha lse  in  le s s  than two weeks*

MG.GLASS: Ane n o o sit rope, lady . This i s  nae gome* *

and urban north  country d ia le c t  of the p resen t on the o th er:

BUTI’SRTîWAITSî Ay© ***• now they a lso  put up a  new malt-house 
fo r  Harry Swoetman two year s in ’ * I t  proves bloody 
l i t t l e ,  but we are on t ’r i # i t  l in e s  **** I  th ink  i t ’s 
h i ^  time I  betrayed the working c la s se s , don’ t  you? 
And patronized an entertainm ent th a t  i s  normally 
above my means. (He consu lts  h is  d ia ry .)  I ’ve nowt 
on next Monday, ’̂ hat about Monday? A ll r ig h t  then , 
w rite  i t  down, the Copacababa, Monday* And we’l l  see 
wliat elxape of o thers have got nowt on th a t  evening.
Ha, ha* You watch me conquer y a t a a in  wheie fe a r  
w ill  follow and none w il l  p ra ise  me; t i l l  I  do i t ,  
and then tliey’ l l  a l l  f a l l  on th e i r  knees} **

S im ilarly  Osborne’s p r o g r è s from the "k itchen  sink" to  tW  
expensive h o te l runs the gamut both o f l in g u is t ic  s ty le s  and o f so c ia l 
c la s se s ;

JES!Yi Ÿour damned g ie s t  fee t}  Tliat’s the second time you’ve 
kicked my ankle} I t ’s no good — Helena w ill  have to  do 
i t .  Go on, go and make some te a ,  and we’ l l  decide what 
we’re  going to  do*

CLIFF I Make some yourself*
(He pushes him back v io len tly*  JIMMY loses h is  balance, 
and f a l l s  over*)

JIltlY; You r o u #  bastard}
(He leaps up, and they grapple, f a l l in g  on to  the f lo o r
with a  crash* Tiiey r o l l  about, g run ting  and gasping* 
CLIFF manages to  kneel on JIH^Y’s chest*)

CLIFF; (brc^athing heavily) I  want to  read the papers.
JIMMY; You’re  a  savage, a  hooligan} You re a l ly  are} Do you

know tliat} You don’t  deserve to  liv e  in  the same house
with decent se n s itiv e  people.

CLIFF; Axe you going to  dry up, or do I  read the papers down 
here?
(JIIS'Y mal.es a  supreme e f f o r t ,  and CLIFF topples to  the 
floor* )

Jin-IY; You’ve made me wrench my guts}

KAHGSïîETs Was th a t  the w aiter? ^
GUS I Wrong o rd er. YourvI P ap ier’s coming.
MARGARET: You rang down?
LAÏÏRIS; Yes, we d id .
MARGARET: We?

* "Armstrong’s Last Goodnight" Act I I I  So I  P 95
"The Workhouse Donkey" Act I  So & P 59

*** " Look Back i a  Anger" Act I I I  So I  P 82
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LAÜEÎEj Gus did# I t ’s the w aite r -  ho l ik e s  a  rough tra d e , 
don’ t  you Gus?
(Gua grunts)
I t ’s the heatings a t  th a t  prep school and soruimlng 
down in  the mud and being genuinely lik ed  by tiie pjon, 
no?

GGSt I  don’ t  th ink the w a ite r’s exactly  my dish# But I
q u ite  l ik e  the Dutch I  think# Seem ra th e r  nice up to  
now# *

The ex trao rd inary  richness and v a r ie ty  o f the drama o f 195^ to  1968 
i s  one of language es much as of venue and stru c tu re*  Wnereas c e r ta in  
omens of what was to  come are  to  be seen in  the popular English draroa 
o f th is  cen tury , i t  i s  the very f a c t  th a t  much o f the Influence and 
motive force behind mod^^m English drar.>a came from fo re ign  works in  
tra n s la tio n  (from B recht, Beckett and P iran d e llo , no t to  speak o f 
Ibsen, Cliekhov and Strindberg) tim t forced the d ram atists  to  forge a  
new language to  express th e i r  id eas; In  f a c t ,  a  new s e t  of l in g u is t ic  
s ty le s  ranging from the poetic  d rasa o f Arden’s ’’F riday’s Hiding" «

CHORUS; Ve s h a ll  fin d  nocht we s h a ll  f in d  nocht 
T i l l  every man con tro ls  h ia  wife 
T i l l  every fo rk  l i e s  under the kn ife  
T i l l  every p la te  kens i t s  place in  the la rd e r  
And every s la te  s tic k s  to  the r a f t e r  
And one f i r s t  and the r e s t  gang a f t e r  
That’s what we c a l l  re s to r in g  order# **

*• to  the urban blanluiess o f Edward Bond’s "Saved"#
As f a r  as most ordinary  pe pie are  concerned, tw en tie th - 

century English drama u n t i l  1956 co n s is ts  o f coissdy# When we d isregard  
the works c f  European playw rights, the g ian ts  of the epoch, the plays 
whlcîi are  beat-known o f the l a s t  f i f t y  years a re  those o f Coward, 
B attigan and Sliaw# Of t  e se , Coward’s output was almost e n t ire ly  
couicdy and m usicals, while most of the b es t knotm and most enduring work 
c f  Shaw and F attigan  i s  tlie same# But i t  i s  d i f f i c u l t  to  f in d  any 
s im ila r i ty  between these works and the type o f comedy which has been 
prevalen t since 1956 among the new dram atists# Where Coward’s l ig h t  
comédies draw on a  long ¥est-end tra d it io n , loosely  to  be described as 
s itu a tio n  comedy, which can ba traced  back to  the R estora tion  as w ell 
as forward to  the Brian Eix fa rces  of today, the modem comic medium 
which i s  innovating ra th e r  than drawing d ire c t ly  on the o ld  tra d it io n s

* "Hotel in  Amsterdam" Act I  P 110 — 11
** P 203
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f ^
I s  a  mixtuî'S of the absurd, the black and above a l l ,  the v e rb a l. The
s itu a tio n s  in ,  fo r  in stan ce , the comedies of Simpson are  f u l ly  as
rid icu lo u s  as those o f Coward, but i t  ia  the v erbal reac tio n s  o f h is  
c!:ar.ictôrs on which the comedy ia  based ra th e r  than the sequen ce o f
events on the s tag e . Vliere Coward’s s tage ac tio n s  are more im portant
tlian the ac tu a l words used, Simpson’s a re  only a mechanism fo r  the
exposure o f h is  l in g u is t ic  f e l i c i ty ;

KOKICA# (in to  the telephone) Hallo -  Joanna? #. hold on a
minute, Henry wants to  speak to  you . . . .  Yes, he’s here 
. . . .  in  the s tu d io .
(MOHICA hands the telephone to  ilSJIRY, then crosses above 
LIZ to  down 1 . HSiJBY takes the rece iv e r and continues
h is  conversation th ro u ^ o u t the follow ing)

HS!IKYi ( in to  the telephone) D arling « . . .  you gave me the moat
a w f u l  f r i g h t  . . . . .
(the  door b e l l  r in g s . IGLASD signs to  LIZ th a t  th ere  i s  
someone a t  the door.)
Ho, I  got through everything yesterday  and there  was no
sens© in  s tay in g , but I  sen t a  telegram  . . . .
(FRED en te rs  up I .  and crosses to  answer the b e l l .
ECLAGO) r i s e s ,  stops him and t e l l s  him someone i s  th e re . 
FEED looks scandalised and e x its  up R.)
Ho, I  Goundà’t  th ink  what had hapiened . . . # . . .
(HOIÂ ID signs to  LIZ th a t  i t  i s  a l l  r ig h t ,  and s i t s .
GARKY sees th is  and taps h is  forehead a t  LIS.)
Tea, we’re  a l l  here . . . . . . . .  *

KIDDIE; That was Hora’s l i t t l e  boy* He’s brought across our 
boa c o n s tr ic to r ,  Uncle Ted.
(she hands the box to  UKCLS TED)

ÏÏHCLS TED: Do I open i t ?
(She s lid e s  the l i d  ogen)

BROi I p ressing  in to  the box) That’s never a  boa c o n s tr ic to r .
(ile A lts again in  the armcîiair)

KIDDIE; Don’t  l e t  i t  g e t out o f i t s  loose-box. We s h a ll  have i t  
eavesdropping.

îliîCLE TED; (c losing  the box and handing i t  to  KIDDIE.) You don’ t  
eeem to  be g e ttin g  mucîi fo r  your e lephan t, do you?

KIDDIE; (c rossing  to  the f ire p la c e )  We may decide to  have i t  
lengthened. (She puts the box on the m antlepiece). 

tnïCLS TED; Yes, But o f course, you won’t  ge t the th ickness then .
**

ac tio n s  in  the Simpson piece are  o f secondary importance to  the 
words them selves, while Coward’s space-us© -  the en tran ces, e x i t s ,
movements and exchange of looks between separated  cliaraeters -  i s  as
im portant as the wor^s spoken. At times, as in  the above e x tra c t ,  he 
almost r e l ie s  on sign  language to  convey h is  meaning.

* "P resent Laughter" f^d  JL x
*•* "A Resounding Tinkle" P 21
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The work o f Gimpcon and Klohola r e c a l ls  th a t p a r t  o f th©
Shakespearean tra d it io n  vhlch i s  conoomed w ith puna, clowning end
verbal w it fo r  I ta  own sake pi^rhaps mere than any o ther plays w ritten  
s ince the seventeenth century in  îAgland * indeed, thQ very  robu8tne$8 
o f the humorr re c a l ls  i t s  e a rly  sources. A s l ig h t ly  d if f e re n t  type o f
ocmedy can be seen l a  the work o f Ortons heie  the language in  I t s e l f
ia  only comic in  re la t io n  to  the s itu a tio n  — a  dram atic to  comique 
which pctxadorlcally, i a  view of h ia  su b jec t-m atte r, is,mar® recognis
ab le  in  tozns c f  tra d it io n a l  ta g l is h  comedy; Orton*# plays re ly  on 
t w  re la tio n sh ip s  between the v isu a l end a w a l  signal#  which reach 
the audiences

ERPI-7GhA>̂ 8 I  s h a ll  co n fisca te  your lugga^jw#' What i@ your c h a le t
nuiiiler? - ■ * ■ •

(X3H!-nr buts 2*n%G5AM: l a  the etowach. ERRIhSuA#
' crumple# up in  agony# J233I3 r'AHOH s ic  res KCTRTf by

the am )
KAo'X'Ii You can’ t  do th i s .  Kr Zrpinglmm’s ,a g en tlem n .

fSSLhSS drag# KASC8  away.)
KlLX^’s (screaïïin f) ¥® war® rf^Amed permission to  wad. We -

defied  the ban on our love. I  w as'in s u lts d .  I ’m aa 
^expectan t'so ther.
{ m m f  punches EHH-îGHA?̂  in  the mouth. KA3GN scream s, 

• EILEEN stru g g les  with her# Tti© lA'DRS t r i e s  to
sepam ta them.) , • . - ■■■

PAiliiv» Leave Kiss Kason a lone , ^he’s a  s e n s itiv e  a r t is è o .
(RILEY and W.Z.mRRISOM are  f ig h tin g  o ff  the attaoL# 
o f til® o toer G&æpers. . KKîl-îY i s  v ic io u sly  beating  up 
SRTIKGHAK. BIL&KR i*  screaming and h i t t in g  JB32I8 

■ M30ÏÏ* The PALSE kneels amid the caiifia-,.:®* Ei# hands 
folded in  p ray er.) 

rASIidiî Oh, K ercifu l rati-'er, i a  wa t r u s t  when danger# -
tliraa to a .
(He i s  h i t  by an egg, She caaror# and S ta ff  s tru g g le
and scream around the fig u res  c f  iS îtr i  and ERPIEGiAM,

- Disaster strikes when ERPIHGdAX abruptly disappears
( through a  hold which oijens in  the floor*  k  s ilen ce

f a l l s ,  flioy look down the b o le . The E&DRZ r is e s  and
jo in s  them* He looks down and shale# h is  bead.)

PJQSES'l As the l i t t l e  foxes gnaw a t  ifcie ro o ts  of the v in e , so
anarchy weakens the f ib re s  o f society#

SILXIX; (weeping) I ’m a  m otner-to-bo. I  should be p ro tected
from i 'd s  kind of th in g . '*

Tf-0 shock e f fe c t  of violence on stage ia  an im portant departure from
tra d it io n .  This i s 'a l s o  d if fe re n t from tra d it io n a l  rad io  comedy:
obviously the v isu a ls  ai'e im portant. H<y^var, the e a jo r  ©m^lmsis o f 
Siapaon, Eicbola and Stoppard i s  on the word in  a  t r a d it io n  Wilc3i draws

•'B'i® Erplnghaai Gaiap" Sc I I  P 64 *• 5



on tïos world of p>prular entertainm ent ra th e r  than the th e a tre . The 
po p u larity  of the rad io  comedy show, such as the Goon Show, or 
during the war, more tlian the more e so te r ic  " th ea tre  of the ahswiii" 
t r a d it io n  from the co n tin en t, was responsib le  fo r  the verbal préoccup
a tio n  o f modern comic p layw rights, A draxratist such aa Saunders, who 
uoes the th e a tr ic a l  convention to  make a verbal and s itu a t io n  comedy, 
"33amstable", shows how the comic heritag e  i s  used and d iscarded when 
necessary cy a  modern comic m aster. The no ises o ff  are ju s t  l ik e  rad io  
Bound-effects r a th e r  than events on the s tag e .

SAHDRAj (soundlessly) I f  you please s i r  ,
CARBOY* Speak up, my g ir l*
SAHBHA* I f  you p lease , s i r ,  the e a s t wing has f a l le n .
CARBOY* Honsense, nonsense! Leam your place my g i r l .
DAPIRIE; Bring i t  over here , Sandra.

(SÂîîBRA wheels the t r o l ly  to  L .)
You may pick flow ers, now, Helen* As many as you l ik e .  
Pick a l l  the flow ers. We s h a ll  arrange a  centrep iece 
fo r  the dining-room.

SA'TBHA* The dining-room’s gone, ma’am.
CARBOY* Gone?
SAîiBRA* F a lle n , s i r .
CARBOY* Honaense, nonsense! I t ’s a l l  these paperbacks, t h a t ’s 

the cause o f i t .  Apply y o u rse lf , my g i r l .  Be d i l ig e n t ;  
Cast your eye downwards. Hum ility. S a c r if ic e . How 
dare you! Hersember your place!
(There i s  a  c rash . P la s te r  f a l l s  from the c e i l in g .)

BAEIkS: Kore freq u en tly .
8AHDRA* Oh, s i r .
CARBOY* Nonsense. I t  was nothing. A b ird  f a l l in g .  Let us a t  

a l l  events keep calm* *

A s im ila r  t r a d i t io n ,  represented by the d e tec tiv e  t h r i l l e r  
which has been so popular in  the West End fo r  decfides, i s  lampooned in  
Stoppard’s "Ta© Real Inspecto r Hound". Kodem playw rights are  qu ite  
capable of drawing on the comic tra d it io n  with i t s  s i tu a t io n a l  absurd
i t i e s  and stock ch a rac te rs , but tw entieth-centiiry  media îiave re su lte d  
in  a  verbal b ias  which i s  something quit® new in  English drama since 
the seventeenth c n tu ry .

* P 16 -  17
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L ingu istic  ussigcs in  tli© modom period rang® fz’om the 
complete naturalism  of Budkin to  the almost to ta l  a lie n a tio n  of Arden’s 
la te  work, and include a  la rge  number o f d if fe re n t  approaches to  
dialogue and monologue. Tie s p e c if ic i ty  of place aa i t  ia  re f le c te d  
in  the d ia le c ts  u t i l i s e d  by Wesker, Budkin, Bond and, to  a  c e r ta in  
e x te n t, Delaney, ia  balanced by tin© casual, reg io n a lly  unplaced, and 
p ia c t ic a l ly  c la s s le s s  intim acy of N ichols, Stoppard end K'lunders. 
P in te r ’s language develops speech-patterns belonging narrowly to  a  
very  sp e c ific  area  * through the u nspecific  urban idiom o f the 
te le v is io n  work to  the generalised  archetypal expression o f "Landscap®"; 
Wesker’s l a t e r  work draws a tte n tio n  to  d ia le c t  by opposing i t  to  
urbanised English ("Chips With Everything", "Their iQTy Owa^Golden 
C ity " ) , The personal comic language of Simpson, drawn from the rad io , 
and Orton, a  frame mainly fo r  the outrageous epi^pram, has l i t t l e  
connection w ith the o ther work. In  both case» i t  i s  made comic basic
a l ly  by the n a tu x a lis tio  s e t t in g ,  a  technique s im ila r  to  th a t  o f  Bond 
and Budkin, although with a very d if fe re n t purpose, Osborne’s 
l in g u is t ic  s tru c tu re  — a  p a tte rn  o f monologues given a  frame to  e?ak© 
them meaningful — i s  a lso  a  technique which la  personal to  h im self, 
although P in te r ’s "The Caretaker" has a f f in i t i e s  w ith i t .  The 
movement o f the 1960’s away from naturalism  and realism  i s  broadly 
re f le c te d  in  th a t of the language o f the p lays.

In  the Game year tiia t Bond’s "Tlie Pope’s Wedding" was 
produced (1962), a  play appeared by Budkin which uses the same type 
o f n a tu ra l is  t i c a l ly  produced reg ional d ia le c t  to  make r a a l  fo r  the 
audience a  confined ru ra l  s e t t in g  and a v io le n t denouement -  sp e c ific 
a l ly ,  a  murder, "Afore Night Come" combines the long sc en e -se ttin g  of 
the Black Country d ia le c t  and tlie r e a l i s t i c  s e t  and p o rtray a l of work 
to  c rea te  a  co n tra s t with the G aelic ly ricism s of Eoclie, the v ic tim , 
and the commonsens® norm ality of J e f f  and Larry, the casual workers, 
g radually  preparing the audience fo r  the f in a l  a c t  o f v io len ce . The 
re p e ti t io n s  of Spens’ orders punctuate the plays

Spenss ‘‘Don’t  ge t shocking tliera bloody boughs I Shoot any
bugger as I  catch shocking them bloody boughss w il l ,

Jew ish, North London.



and a l l t  *
•  ♦ ♦ •  •

Got bloody moving! Six hundred boxes to  f i l l  afo re 
n ig h t come

They foim a  rhythm fo r  the rep resen ta tio n  of the seasonal work in  the 
orchard, and the gx’adual unfolding of Jolmny "Hobnails*"madness by h is  
in c re a s in ^ y  wild language*

Johnnys Don’t  th ink  I  care what happens to  you# On© wheel I
aoin’ t  on, any road* You. You. Larry Lewis. I t ’s only 
a  wonder a f t e r  a l l  you’m anyth ing . Don’ t  you thinï: so? 
You needn’t  have been. Not l ik e  the Word* Hot l ik e  the 
sun and moon. Tiwy a re  e ter?m l. You ju s t  ooma * ...♦ * *

This iDatohes aast underlines the inexorable movement towards the 
murder#

Tlie moment when the decision  to  k i l l  becomes overt i s  done 
in  mime, a  technique which i s  o ften  used by o ther d ram atis ts  ( l i ) e  
Arden and P in te r)  to  make import-amt p la t  po in ts  in  an atmoepîier© of 
concen tra tion , and to  bypass the am biguities o f words*

(stage d irections*  Slowly, a t  f i r s t .  Ginger begins to  sliarpea 
kn ives. Jim and A lbert watbh. F i r s t  kn ife  sharpened. Ginger 
gives th is  to  Albeit* A lbert tak es , t r i e s  blade on f in g e r; 
puts kn ife  through b e l t ;  moves o f f  . . .  Enter Larry, meeting 
A lbert a t  e x i t .  Tliay pause, resume. A lbert e x i t .  Larry coses 
to  c ra te s .  Ginger aware of new presence. Jim u n affec ted .
Sarry  senses something. Second kn ife  sharpened. Ginger gives 
ti l ls  to  Jim . Jim tak es , t r i e s  blade on f in g e r , b reathes in  
te n se ly , audibly; l a u ^ s  & l i t t l e ;  then sees Larry watolling 
and quickly , with a  glance a t  Ginger, which Ginger m eets, sh a fts  
k n ife  through b e l t

Til® murder i t s e l f  ia  supported by a  complex s e r ie s  o f l i f t i n g  and 
sound props with the noise of the h e lico p te r  r is in g  to  crescendo as 
the lig h ts  change, lig h tn in g  f l ic k e r s ,  and the poisonous spray f a l l s .  
Tlie stages of the k i l l in g  -  fi*o® t'ae slashed face to  the c ro ss -c u t, 
p itch fo rk  and removal of the head -  are  done in  f u l l  view o f the 
audience and without s^^ech; th is  technique i s  a t  variance w ith th a t  
o f  P in te r , the only o ther modem dram atist whose work contains a  gr.*eat 
deal of j^ y s io a l v io lence. Budkin’s method here ia  i a  keeping with 
the type o f a t  lack on the s e n s ib i l i t ie s  o f the audience which i s  found 
in  o ther plays of the 1960*3, in  the work of Bond and Orton. Altliough

* Act I  ?  85
** Act I  P 98
*** Act I I  P 123 ~ 24
***# Act I I  P 120



Bond, in  "Narrow Koad to  the Deep North” put e im lla r a t r o c i t ie s  on 
the 8tag® a t  the end o f the period , Budkin’s use of n a tu r a l is t ic  
language and s tag in g  to  fa m ilia r ise  the audience w ith the dzamatio 
movement before shocking ua a t  the end, i s  a  technique no t used again , 
by him o r  any c tlia r dram atist* * I t  i s  possib le  th a t  the  a tta c k  on 
the audience i s  so complete in  th is  play th a t the ord inary  th e a tre 
goer cannot support the experience*

Delaney’s "A Taste of Honey” (1958) uses n a tu r a l is t ic  
language in  a  way s im ila r  to  almost a l l  the plays o f the la te  t 950’s .  
While such play® a® Wesker’s "Chicken Soup with Barley” and "Live Like 
Pigs" belonged to  the London environment, in  the same year (1958) 
Delaney’s work was seen as the f i r s t  precursor of a  reg ionally -based  
drama, u sing  a  language c h a ra c te r is tic  o f one small a rea  o f B r ita in , 
and thus gaining e p ^ i f i c i t y  and fam ilia rity #  But during the 1960’s 
the movement in  tîie work o f almost a l l  tiie d ram atists was sway from 
th is  type o f narrowly-based naturalism  towards the type of u n iv e rsa lised  
modem idiom w ith which P in te r , Osborne and Saunders enlarge th e i r  
p o in ts  o f reference* Delaney’s language in  the play has a f f i n i t i e s  
w ith the r e a l i s t i c  fe e lin g  of ea rly  Bond and Budkin, but uses the 
simple a lie n a tio n  and punctuation techniques o f music and dance a t  the 
beginning and end o f each scene, very much in  the way tJiat Osborn© puts 
the n a tu r a l is t i c  conversation scenes of "The E n terta iner"  in  a  m usic- 
h a l l  content*

Phrases from te le v is io n  and a iv e r t is in g  make th e i r  apx®araaoe 
throughout the  plays much of the cloaracters’ self-exam ination  i s  in  
terms fa m ilia r  to  us from tiioee media o r the newspapers aad th is  
Increases the contemporaneity of reference as w ell as c o n tra s tin g  in  
the manner o f Orton a  dead language with a  liv e  r e a l i ty :

JO I •••and we’re  supposed to  be l iv in g  o ff  her Immoral earnings*

* •  •  •  •

HELEN* Children owe th e i r  parents these l i t t l e  a tten tio n s*  ***

The frequen t "tlirowaway" lin e s  in  the th ird  person and consciously 
repeated  c lich e s  manage to  crea te  the impression of t i r e d  acceptance

♦ " • • th e  s l i c e - o f - l i f e  introduotlCn and the c a re fu lly  documentary
s e t t in g  are  only the b a i t  which leads audiences ch ee rfu lly  in to
h is  tra p ."  (J  R Taylor, "Anger and A fter” P 506)

**Aot I  So Î  P 7
Act I  So I  P 8
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of r e a l i ty  which la  the keynote of the p lay . The heavy sarcasm has 
the same e ffec t#  aa i t  i s  repeated by the charac ters  w ithout conviction# 
the conversation  co n sis tin g  of a  s e r ie s  o f verbal s ig n a ls  which have 
l i t t l e  re la tio n s h ip  with the surface meanings

ESLElïS Of course# you know I  can’t  bear to  be parted  from you. ^

The humour o f  the coE^dians’ rou tines which are  submerged v itliin  the 
language shows a  s l ig h t  movement away from naturalism  which never 
r e a l ly  m a te r ia lise s  s

JO* I  couldn’ t  believe my e^'cs# Ha was thin# weak-ehinned#
w ith a funny tum ed-up nose.

HELEN : I t  wasn’t  h is  nose X was in te re s te d  in*
(Tugboat heard ).

Helen’s irony continues -  " I ’m a  cruel# wicked woman" -  
"Independent working woman" — to  enliven the ra th e r  d ire c tio n le s s  , 
dialogue u n t i l  P e te r e n te rs . Here the pace quickens in to  a  r e a l  c o n f l ic t  
s itu a tio n #  and as always where the p lo t i s  to  be advanced# the short# 
staccato#  s in g le -sy lla b le d  language cuts through the jokes and cliches*

JO* Ordering me about l ik e  a servant! Tiie k e t t l e ’s not
b o ilin g . I  suppose she hasn’t  to ld  you about me.

PSTES* C h ris t!
HELEN* Go and lay  the ta b le .
JO* No*
HELETN* Well# do s o u th in g . Turn y o u rse lf in to  a  bloody te rm ite  

end crawl in to  the w all or something# bu t y o u rse lf  
sca rce .  **#

u n t i l  the s itu a t io n  ad ju sts  i t s e l f  aad the slow er, more c lich e -rid d en  
language re tu rns#

Scene I I  co n tras ts  r e a l i ty  with fa ls ity #  in  the very simple 
language where# only occasionally# because o f the ch a ra c te rs ’ embarr
assment# does facetiousness break through*

JO* I  l ik e  th a t .  Can I  keep i t ?
BOY* Yes, take i t#  my soul and a ll#  everything*
JO* Thanks. I  know, I  can use my h a ir  ribbon fo r  my r in g .

Do i t  up fo r  me#
BOY* P re tty  neck you’ve g o t.
JGt Glad you l ik e  i t .  I t ’s my sch o o lg irl complexion,

But a f t e r  the decisions o f the re la tio n sh ip  are made# aa in  Scene I ,

* R d - r  I pg 
** Act I  So I  P 11

Act I  So I  P 16 -  17 
Act I  So I I  P 24



the language r e t r e a ts  again fzom d ire c t  expression o f fe e lin g s ;

BOY* I t ’s a  sad story# Jo . Once# I  was a  liappy young man# no t 
a  care in  the world. How I ’m trapx^ed in to  a  barbaric  
c u l t  #

At the end tner® i s  even a  reference to  Shakespeare # which seems out 
of ch a rac te r  in  th is  scene*

BOY* wliy? Bo you ob ject to  the ’gross c lasps o f the la sc iv io u s  
Moor’?

Delaney seems to  f in d  i t  necessary to  include everything i a  the 
d ialogue; tlie re ferences aze not only con temporary# but l i t e r a r y  and 
even# in  Act II#  b ib lica l*  "And he took up h is  bed and walked". Tlio 
re tu rn  to  childhood o f Act I I  Scene I  i s  i l lu s t r a te d  by the language 
as w ell as ly  props such as the balloons; the nursery  :^ymea are  
n a tu r a l is t ic a l ly  introduced by the brand name reference*

JO* ...T h ey  ta s te  lii;e  dog food*
GEOFF* S p ra tts !
JO; You look lik e  a  s p r a t t .  Jack Spratt#  vho’d e a t  no f a t  . . .

The in c re a s in g  c o n f lic t  and aggiession towards the end o f the play 
decreases the  convoluted# self-conscious nature o f the language aa the 
ch arac te rs  become more involved in  tîia action# and posture lees# while 
the nursery  rhyzea round o ff  the end in  keeping with the r e la t iv e ly  
l ig h t  tone used throu^iout*

HELEN % Put i t .  on the stage aad c a l l  i t  B lackbird.
JO* As I  was going up Pippin H ill#

Pippin H ill  was d ir ty  . . . .  ****

Delaney’s use of the dancing and imisical en trances and e x its  
in  t i l ls  p lay  has the same e f fe c t  — of a lien a tio n  and d iv is io n  of 
phases o f the ac tio n  -  on the mainly n a tu ra l is t ic  language and set#  as 
B recht’s exposed l ig h ts  and n a rra to r  techniques have on h is  p lo ts .
Tills coun teracts  the claustrophobic e f fe c t  which would otherwise be 
produced by the r e a l i s t i c  s e t ,  props# and tlie "fourth  w all” nature of 
tlie p lay ’s re la tio n sh ip  with the audience.

* Act I  So I I  P 25
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Thô work o f Wesker i s  touch leas  d iverse  than th a t  o f many 
o f the o th e r d ram atis ts  in  tonna of stag ing  aad language. Wesker’s 
output i s  a lso  gcvomed by h is  p o lit ic o -so c ia l purpose i a  a l l  h is  
plays# except the u ïic iia rac te ris tic  "The Four Seasons"# and h is  l in g u is 
t i c  technique # subordinated to  the sub jec t more than in  most o ther 
modem drasia# i s  much more co n s is te n t. ^  Wesker’s  work, un like  Arden’s# 
does n o t c le a r ly  demonstrate sharply d if fe re n t  uses of language or 
stages o f developnent. I t  i s  clear#  however# th a t  the movement from 
"Chicken Soup w ith Barley” to  "Tneir Very Own and Golden C ity” shows 
aa in c reasin g  use o f r&allsm as opposed to  naturalism  ia  l in g u is t ic  
s ty le#  to  p a r a l le l  the cxiang® from emphasis on the p ast to  emphasis on 
the fu tu re . I  have diosen fo r  d e ta iled  study tliree plays which 
demonstrate Wesker’s use o f d ia le c t w ritin g  and regionalism  of s e t t in g .  
"Roots” (1959# June) uncs language which i s  much more in ten se ly  
•placed’ # so c ia lly #  h is to r ic a l ly  end geographically# t!mn h is  o ther 
p lay s. "The Kitchen” (1959, September)# e l th o u ^  produced in  the same 
year# makes a  complete co n tra s t in  i t s  cosmopolitan language, f a s t  pace 
and t ig h t ly  constructed  dialogue. "Tlieir Very Own end Golden City”
( 1966) embodies both the rh e to r ic a l w ritin g  o f the t r i lo g y  and tlie 
deeply personal language o f re la tio n sh ip s  developed th ro u ^  "Chips w ith 
Everything” and "The Four Seasons” .  Wesker says in  the in tro d u c tio n  
to  "Roots” !

This a  play about Norfolk people; i t  could c e r ta in ly  be a  play 
about any country people and the moral could c e r ta in ly  extend to  
the m etropo lis . But as i t  i s  about Norfolk people i t  i s  import
a n t th a t  sorae attem pt i s  made to  find  out how they ta lk .  **

This demonstrates both h is  commitment to  naturalism  in  
language# and h is  wish tlia t the meaning o f the play should extend from 
i t s  r e s t r ic te d  s e t t in g .  The accuracy widoh he req u ires  from ac to rs  
and doownents in  a  d e ta iled  in s tru c tio n  on pronunciation, makes the 
use o f language in  th is  play new in  English drama. Wesker’s déminant 
mode o f expression in  "Roots” , the highly  sp e c if ic  reg ional vocabulary

* t i r e d  o f im plication  and su b tle ty . I  hoi® th a t  my a lte rn a tiv e
i s  no t b a n a lity . I  desperately  want to  be simple and d i r e c t .”
(Weskeri "Art i s  not Enough” in  T m n tls ^ jG e n tu ^  Vol. CLXIX

( 1961) 1008 P 194)
** "Note on Pronunciation" P 83



and phrasing# baa no r e a l  p a ra lle l  In  ’d ia le c t  p lay s’ l ik e  "Hobson’s 
Choice" o r "T’a© Daughter-in-law" ; nor do these embody the kind o f 
d ia le c t  t r a d i t io n  o f  the I r i s h  movement a t  the Abbey T ieatre#  and so 
are no t av a ilab le  in  the eame way fo r  Weaker to  draw on. A fter the 
a r t ic u la te  and urbanised language of "Chicken Soup witîjBarley"# tlie 
language o f "Hoots” emphasises Wesker’s preoccupation with the theme 
o f com iunioation between classes# across so c ia l,educational#  and l a t e r  
( in  "The E ltclien") n a tio n a l b a r r ie r s .  "Roots"# indeed# ia  an ac id  t e s t  
fo r  th i s  eoction  of my work# as i t  cism ltaneously dem onstrates and 
d iscusses oomiïïunication v ia  language.

Jim iy aad Jenny’s conversation# opening the play# a c ts  a lso  
as aa In tro d u c tio n  to  tlie d ia le c t  fo r  the audience :

JSIRnri S i t  you down then an’ I ’l l  g i t  you your supper on tlie 
table*

Jlî'KY* B las t g a ll I  can’t  ©at y i t .  ♦

This e s ta b lish e s  the mode o f speech as a  norm i a  a  domestic s e t t in g  i a  
order to  b rin g  out the co n tra s t f i r s t  o f B ee tle ’s own language# and 
tiiea o f h e r  re p o rtin g  o f Ronnie’s .  His words# a^portrayed by Beat!©# 
c o n tra s t w ith  the environment f i r s t l y  in  t l ie lr  lack  o f  d ia le c t  and 
th e i r  in tonation#  or tone# and only secondly in  su b je c t. As the play 
progresses and Beat i s  quotes him more and more# so the fam ily n o tices  
l e s 9 aad le e s  wliat ia  said# but more the pa tro n isin g  and in te l le c tu a l  
tone in  which i t  i s  said# so tliey f a i l  to  taka in  most o f the su b jec t-  
m a tte r. TÎÎ0 c h a ra c te r isa tio n  of Ronnie# which i s  c e n tra l to  Wesker’s 
purpose# b rings out an aspect of h is  language which continues th r o u ^ -  
out h is  work I when a  sub jec t of importance i s  stated#  the naturalism  
of the dialogue o ften  breaks down under the pressure o f the n ecess ity  
fo r  d i r e c t  commimication to  th© audience. Hence the d iffe ren ce  

betweenI "

JH€Yi Manchester Guardian? Blimey Joe -  he doA’ believe in  • 
hevin’ much fun then? **

JXHTYi . . . .  M iat’fl a liv e  about a  person th a t  reads books and 
looks a t  pain tings and l is te n s  to  c la s s ic a l  music?

Immediately# the su b jec t of words in  themselves becomes im portant in

* Act I  P 86
Act I  P 83

*** Act I  P 89
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th© p la y r

BSATISj ’Well# langiiag® i s  words’ # he’d say aa th o ii^  he were 
t e l l in g  fii© a  secret*  ’ It* a  bridges# ec tlia t you can 
g e t sa fe ly  from one place to  anotixer.’ #

Beatie/Eoim ie * s long# f a s t  and involved speeches c o n tra s t w ith the 
slow# r e f le c t iv e ,  gossipy language o f the Beales* The s ile n c e  a f te r  
Jimmy leaves** I s  a  punctuation mark before the more in tim ate  
conversation# ra th e r  l ik e  the r e s t  between movements o f a  sympliony*
Th© leng th  and q u a lity  of the ên-atar© s ilen ces  la  a  measure# in  
Wesker’s  work# o f the type o f language ho i s  w riting# and they have 
many d if f e re n t  functions* This emphasis on d iffe ren ces  o f  pace to  
dram atise re f le c tio n #  conversation o r argument ia  one o f the main 
co n s is te n t aspec ts  of Wesker’s tecimique* ‘Die use o f d if fe r in g  pace 
i s  no t used# as i t  i s  by Arden# to  play on the audience’s sympathy and 
degro© o f a lien a tio n #  since Wesker’s so c ia l purpose fo rb id s ,ev  a  
tem porarily# tîio complet© a lie n a tio n  from the tra d it io n a l ’v i l l a i n ’ 
found in  Arden’s  work* Tliere are  exceptions# notably in  the treatm ent 
o f the  o f f ic e rs  In  "Chips with Svexÿthin^# and p a rts  o f the treatm ent 
o f the u n io n is ts  in  "Trmir Very Own and Golden C ity"; by end large# 
though# the audience’s sympathy I s  extended -  and expected to  extend — 
to  everyone on the stage# A new aspect o f Bonnie i s  found in  B ea tie ’s 
long speech o f explanation  c f the beginning of h er re la tio n sh ip  w itli 
him!

BEATIEi ...From  the f i r s t  day I  wemt to  work as w aitress  in  • 
tii© D ell Hotel and saw him working in  the k itchen  I  
f e l l  in  love . . . . .  ***

Tlie language i s  simple in  s tru c tu re  and with l i t t l e  overt d ia le c t  in  
vocabulary o r phrasing# and the use of th is  type of in ters® diate  
between the language c f  Norfolk and o f Ronnie leads one to  believe 
th a t  Wesker could no t have made the heroine of h is  play as in a r t ic u l 
a te  aa Jenny o r Mrs,Bryant* thus Wesker i s  reaping the rewards o f 
s p e c if ic i ty  o f langua,e in  a  fee lin g  of the authentic# bu t having i t  
both ways w ith the a r t ic u la te  Boatie and the reported  in te l le c tu a l
Ronnie to  make. b is  p o in ts . **** A co n tra s t with th is  method can be
seen in  the e a r ly  plays of Bond# where the d ia le c t  w ritin g  i s  a l l#  so 
to  Speak# on the ©am© level#  and any coGMsnt on the ov r a i l  s itu a tio n

* Act I  P 90
** Act I  P 92

Act I  P 95
**** Tîri©%>le of Larry in  "Afore Night Come" i s  s im ila r .
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must oorr® e i th e r  from w ith in  the d ia le c t  form at, o r  be im p lic i t .
Til© r e s t  o f Act I  develops the sub jec t of words and coisrr.unio— 

a tio n  in  various ways# Tlie f a c t  i s  reported  tim t most o f the fam ily 
i s  not speakings

JENNY % •#«#You know she and Mother don’t  ta lk  to  each o ther?
B2ATIE; What, again? t/hose f a u l t  i s  i t  th is  time? ##•# *

•  ♦  •  * #

JENNY# W ell, Susan and Mother don’t  ta lk  n e ith e r  so you got 
a  l o t  o f peace-making to  do#

BEATISs Well go t ’h e l l ,  what’s broken tîieia two up? **

This emiihasises the general theme of lack c f  ’b ridges’ (Bonnie’s 
w ords), while Jenny’s mimicking of the ch ild  B eatie -

JENNY# ’Tis ïiy gel# I  wan’a  ’nana, a  ’nana, a  ’aana

— r e f le c t s  B ea tie ’a mimicking of Ronnie, showing i t  as a  conason t r a i t*  
Stan Mann in troduces a  note of au then tic  ru ra l  t r a d it io n  to  balance 
the so p M stica tio n  o f Eotmis’s reported  speeches, and the domestic 
d e ta i ls  o f housekeeping money and the r e a l i t i e s  of l i f e  and h ea lth  
round o f f  th© movement i a  subdued and calm language, i a  p reparation  
fo r  tlie c e n tra l Act#

The second Act begins with Mrs Bryant c a ll in g  to  tlie c a t ;  
l a  f a c t ,  in  a l l  tliree opening scenes the sub jec t o f comuni ca tio n  i s  
alluded  to ,  a s ,  in  tlie f i r s t ,  Baplme i s  o ff-s tag e  a^-d c a l l in g , in  the 
second the c a t  i s  o ffs tag e  and does not come, and in  the th ird  Boatie 
i s  o f f - 8ta ,̂© bu t c a l l in g  down# Stan and Mrs Bryant’s coi'iversation 
uses th© w ell-e s tab lish ed  and tra d it io n a l  technique fo r  invoking ru ra l  
d ia le c t ,  th a t  o f rep e titio n #

STAN; Yearp# Pass the ole time away. Pass the ole time*
ÎHIS BRYAMTj Tic® drag heavy üien?
STAN; Yearp. Time drag heavy. She do that#  Time drag so

slow, I  ge t to  think in ’ i t ’s Monday when i t ’s s t i l l  
Sunday. ****

But Wesker doesn’ t  overdo th i s ,  and s ty l i s t i c a l ly  i t  works, in  conjunc
tio n  w ith the r e la t iv e ly  l iv e ly  dialogue around i t .  Such uses are  
leg itim a te  i a  co n ten t, but Wesker’s d o c tr in a ire  ’vo ice’ in  Stan Mann 

doesn’t  soem to  r in g  tru e ;

* Act I  P 98
** Act I  P 93
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STAN I Ho , they ’ont th a t ! Rum ole th ings the years en t they? 
(Pau a) Them young ’uns i s  a l l  ri<^it, though, long as 
they don’ t  l e t  no-one fool feem, long as they think, i t  
ou t them selves, *

I t  la  the con tex t of Stain’a contemporaries, rev ea lin g  how age brings 
b i t te rn e s s ,  th a t  prevents th is  s o r t  of generous in te llig e n c e  towards 
the young from car ying any conviction. The references tliroughout 
the scene to  the f ish —van and the buses however, probably only seem 
hackneyed with hindsight* Wesker’s ca re fu l ea r fo r  language has been 
much im ita ted  since in  le s s  leg itim ate  ways, but here i t  i s  authentic*

Mrs BEYAIilT* There go Sam M artin’s f is h  van **

In  the cen tre  of the Act i s  the ’wasp game’ — another of 
Wesker’s ’ organised* s ilen ces  p a ra lle l  to  those In  Acts I  and III*  
Almost every one o f h is  plays contains a  mime sec tio n  of vigorous o r 
in ten se ly  physical ac tio n  and comedy which fm ictions as a  r  s t  and 
balance to  the h ighly  verlial q u a lity  of the plays* The e**»t-8taaling 
scene in  "Chips w ith Everyl^ing" i s  the most famous one, bu t the 
pastry-m aking in  "The Four Seasons" i s  sim ilar*  In  "The Kitchen" the 
technique i s  turned upsice down; here a  q u ie t, r e f le c t iv e ,  ta lk a tiv e  
sequence — the • dreams’ — balances the v io len t aotion;:.and words around 
i t ,  while in  "Tlxeir Vary Own and Golden City" the hero ’s handstands, 
having the same fun c tio n , are d is tr ib u te d  th rou^i the play* The 
n a tu r a l is t ic  in tro d u c tio n  aad context of tlie song -

BEATIE* Oh a  dialogue I ’l l  s ing  you as tru e  as me l i f e  * , ,

-  i s  being used to  mai® Wesker’s point about the m erits o f fo lk  music, 
a  completely d if fe re n t technique from th a t of the l a t e r  Arden, but 
somewhat alcin to  h i a e a r l ie r  us© of fo lk-songs. N either, however, i s  
used fo r  s p e c if ic  comnients in  the same way as the c e n tra l song of 
"Chips With Everything" — "Tli© Cutty Wren" #

Til© arguîuent over e le c t r ic i ty  l a  Scene I I  again dram atises 
coiiftnunication, when Kr Bryant refu rce  to  speak d ire c tly  to  h is  wife* 
B eatie a c ts  as  intermediary*

Mrs 33RYA.NT* T e ll him we’ve got k ippers fo r  tea  end i f  be don’ want 
none l e t  him say now.

BEATIE) She says i t s  k ip re rs  fo r  tea*

* Act I I  5c I  P 103
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Kr .GRYAZiT: T a ll  her I ' l l  e a t k ippers.
BEATIE: He says h e ’l l  e a t  kippers# *

I t  i s  a6;&in au th en tic  txiat when Mrs Bryant cannot tliink of what to  
Bay# she rep ea ts  ed in f in i  turn her two s to r ie s  -  Jimuy Skelton and Ma 
Buckley# Tlie genera lly  slow pace and the long epseclies r e f le c t  the 
increased  intirrtacy of Beatie and her mother, which ia  f u l f i l l e d  a t  the 
end o f the a c t  in  genuine coLmunication ;

BEATIE: L isten  to  th a t  Mother* I s  i t  d i f f ic u l t?  I s  i t  equ it?
I t ’s  ligJit* I t  makes me fe e l  l ig h t  and confident and 
happy ****** **

Frank Bryant’s endless re p e titio n s  and t i r e d  jokes in  Act I I I  
a u th e n tic a lly  f i l l  gaps in  the uneasy so c ia l s itu a tio n  — i t  i s  such 
words which in  a  slow ru ra l  so c ie ty  s e t  him up as a  so c ia l type:

FHANlii Tlie m ysterious s tran g e r has not y e t con® — we await* ***

He a ls o ,  by c o n tra s t ,  shows the healthy  single-sindedness of tlie otiicr 
c iia rac ters  and th e i r  unashamed expressions of fe e lin g :

JS'îNYï W ell, I  a ren ’ t  w aiting  long ’cos I ’m hungry* ****

The humour o f Jimmy’s apocryphal’a sso c ia tio n ’ b rings the audience in  
to  the fam ily c i r c le  and e s ta b lish e s  the intim acy to  co n tra s t w iti  the 
l a t e r  more o v ert aggression* The c e n tra l s ilen ce  o f th is  Act cooes 
before B ea tie ’s b a itin g  of h er mother, and makes a  movement in to  more 
complex id e n tif ic a t io n s  by the audience as B ea tie ’s p ic tu re  of h e rse lf  
i s  g radually  shown to  be d is to rted *  Again, as Wesker’s own voice 
comes out in  the ’Judgement’ sec tio n  through Ronnie and through B eatie , 
the s tru c tu re  o f the language seems a  l i t t l e  a r t i f i c i a l ,  and tlie 
d ia le c t  i s  only te n ta tiv e ly  produced so th a t h is  d o c tr in a l meaning i s  
unmistakable*

In  the middle of an almost h y s te r ic a l ou tburst of quotations 
by B ea tie , the l e t t e r  a rr iv e s  and produces a  complete and v io le n t 
con trast*  Wbereas B ea tie ’s quoting of Eornie, up to  now, has been a l l  
on h is  s id e , Krs B ryant’s reading of the l e t t e r  ("Takes l e t t e r  and 
reads con ten ts in  a  dead f l a t  but loud voice -  as though i t  were a  
proclm m tlon") provides a  new pictiu® of Ronnie, who i s ,  a f te r  a l l ,  
backing out* Tlie sympathies of the audience, which have been waverln#, 
are  suddenly reversed by th is  simple technique* Now B ea tie ’s r e a l

♦ Act I I  So 2 P 123
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cli&raoter enierges and ta© o ther licicibers of th© fam ily use aggrosslv© 
questioning^ a ta c t io  which was formerly l e f t  to  h e r . The climax o f 
th is  ffiovoment i s  found wlicr© ( in  what ia  fo r  her an extrem ely long 
speech) Mrs Bryant f in a l ly  tu rns on Beatie and a ttack s  h er both 
p h y sica lly  and v e rb a lly . Suddenly i t  i s  shown th a t  she can communicate 
in  a  c r i s i s ,  and in  f a c t  she shows re a l  in s ig h t in to  the re la tio n sh ip  
between B eatie and Ronnie *

Kx® BRYANT I *...When you t e l l  me I  was stubborn, what you mean 
was tiia t he to ld  you ^[ou was stubborn — eh? VIhen 
you t e l l  me I don’t  understand, you mean you don’t  
understand is n ’t  i t

But i t  i s  a lso  h e r goading tlia t awakens Beatie ;

Mrs BRYANT* Go on — you say you know sonething we don’t  so you 
do the ta lk in g . Talk — go on, ta lk  gal*

P aradoxically  she i s  a t  l a s t  teaching B eatie , ju s t  when she says she 
Cfmnot* At the end of the play , as B eatie’s long speeches take over 
the dialogue and she f in a lly  finds her vo ice, i t  i s  ia  r e je c tin g  
Ronnie th a t  she fin d s  her own ways

BSATISs Oh, h® thinks we count a l l  r ig h t  -  l iv in g  in  m ystic
cos’iznunioa with nature* Living in  m ystic bloody 
coETimunloa with nature* But us count? Count Mother? 
•*•*•** ♦**

The voice she fin d s  i s ,  w ith her re a l  background, more re a l  than 
Ronnie’s ,  and by the end she has gone fu rth e r  than he has* Wesker’s 
sub jec t -  eoîsæuntcation -  informs the end o f the play:

BSATIS* I ’m ta lk in g . Jenny, Fr.ankie, Mother -  I ’m not quoting
no more * ->hwh#

Her re je c t io n  by the fam ily cannot destroy her personal triumph, 
embodied in  the l a s t  words of the play:

EiiATIE: I ’m beginning on my own two fe e t  -  I ’m beginning «*• f

"The K itc h e n " ,f irs t  pro3ue@d in  the same year as "Roots" 
( 1959)^i s  a complete co n trast in  th ree ways; in  s e tt in g , as i t  i s  an 
urban and working atmosphere, in  s tru c tu re , w lti i t a  subsid iary  and

” ‘ Act I I I  P 145
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f in a l  clim axes, and i a  language, with the complex mixture o f n a tio n a l
i t i e s  involved* Wesker chooses a  balance between ordinary  English and 
complete incom prehensib ility  fo r  each of the fo re ign  n a tio n a ls , and 
thiw the d if f e r e n t  le v e ls  of vocabulary and phrasing which in  "Hoots" 
were concamed with understanding and sympathy, here become mg:® 
d i f f i c u l t  to-analyse* The ce n tra l c liarao ter, P e te r , et®aks good îk iglish  
as a  r e s u l t  o f h ia  long s tay  in  th is  country, but occasionally  breaks 
in to  German with h is  compatriots* He i s  con trasted  w ith the I r i s h  Kevin 
(the  new cCok) i a  both language and temperament; Kevin’s easy-going, 
alow conversation provides a  f o i l  to  the quick, id iom atic and aggressive 
words o f Peter* The d if fe re n t na tional groups — the C yprio ts, the 
P^laltese, tlie Gormans — crea te  two lev e ls  of re la tio n sh ip s  re f le c te d  "hy 
the degree o f intim acy of the lang^Jiage used* Within h is  own n a tio n a l 
group each ch arac te r  i s  more outgoing aad w illin g  to  d iscuss personal 
problems, while making mainly so c ia l conversation w ith tlie others#
By h is  choice o f ch a rac te rs , and by making the hero non-English,
Wesker again  emphasises h is  theme of ccmaunication* Ee w rite s  in  the 
opening s tage  d ire c tio n s i

(As he l ig h ts  each oven the noise grows from a  sm all to  a  loud 
feroc ious roar* There w ill be th is  continuous b a t t le  between 
the dialogue and the noise 6 f the ovens*) ♦

Til© oven noise i s  a  dram atic symbol fo r  the constra in ts ' o f tlie a c tu a l 
process o f  work on comiunication, and ea such a lso  fo rces the audience 
to  l i s t e n  c a re fu lly : each pliras© or sentence emerges from a  very
in s is te n t  background, with the re s u l t  th a t the pauses are  of a  d if f e re n t
q u a lity  from those o f o ther p lays, being f i l l e d  w ith no ise except fo r

. : :
those a t  the very  end*

Work, r a th e r  than words, begins the p lay , and th is  s e ts  the 
wliole ton© -  t i is t  what the characters say i s  secondary to  what they do* 
The conversation i s  f i r s t  about the works

MX: And don’t  fo rge t my puff pastry  tomorrow* ,
EAr;o?0): Usual?
MAX# Usual* ' '
PAUL: ( to  Say as he re tu rn s) I t ’s re lig ie u se  tc^ay? **

Only then does i t  deal with the reported  events of the n ig h t before#

* Act I  P 19
** Act I  P 20



p

The opening ch arac te rs  — Max, Paul and Raymond — speak good E nglish , 
and Wesker uses them to  introduce the audience gradually  to  the 
d if fe re n t  uses o f language# Thua tlie broken Ih g lish  o f D im itri can 
be uned to  c rea te  sympathy end id e n tif ic a tio n  in  tlie audience -

DIKITHIi I  make i t ,  Paul, 1 aiake i t#  There! She does no t look 
handsoE®, I ’m sorry  fo r  th a t  — *

or to  in troduce Wesker’s voice i a  D im itri’s condensation o f a  fac to ry  
society*

DB^ITSI* Knob# Tl̂ i&t pzrSiaps I  would put in# A ll day I  would 
screw ia  knobs# I  t e l l  you, i a  a fac to ry  a  man makes 
a l i t t l e  piece t i l l  he becomes a  l i t t l e  p iece , you 
know what X mean?

The sim ple, s in g le -sy lla b le  words put over the po in t fo rce fu lly *  Cue 
of the two aspects  o f the music which i s  always found a t  some po in t 
l a  Wesker’s p lay s , now emerges n a tu r a l i s t i c ^ ly  from the new record  
p lay e r, and some o f tlie ciiaracters dance| the second i s  P e te r’s song, 
which l a  in a n ity  aad meaninglessness f i t s  l a  w ell w ith both h is  and 
the k itc h e n ’s  ch arac te r — even tlie r is in g  and f a l l in g  scale  ofunotes 
m irro rs the climaxes of the play#

Tlie la te n t  aggression of a l l  the c iiaracters f i r s t  emerges 
in  a  c o n f l ic t  between n a tio n a litie s*

NICK* Ah no, bloody h e l l !  You ge t yours from the veg room#
Tliat i s  fo r  me, tlia t i s  wliat I  got ready,

BIHTIIA* (n a s ti ly )  You don’t  bloody h e l l  me, my son. You 
bloody h e l l  in  your own country#

This sharpens the a tte n tio n  of the audience fo r  P e te r’s entrance# E ls 
high s p i r i t s  and ’fo reignness’ axe exaggerated in  h is  f i r s t  words*

PETER* hva. hva . . .  auf re h t’s .  auf W i t ’s ,

and tiie language becomes more c lip ie d  and economical as tixe work 
speeds up , a lso  f la r in g  in to  quarre ls  fo r  no reason . As u su a l, Wesker 
uses an a r t ic u la te  and w ell-estab lished  character fo r  explanations*

PAUL* ,;#A qu arre l s ta r t s  and i t  goes on fo r  months. When one
o f  them i s  prepared to  apologise^ so the o th er doesn’t  
know how to  accept ##♦•♦ -«HHtiMP

* Act I  P 22
Act I  P 23
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Karango’s en trance i s  a  mime, accoicpanied by the noise of the ovens, 
allow ing P e te r f u l l  re in  to  deaerib© h ia  in  h is  b ig  speech# tthe scene 
o f the w a itre ssee ’ meal seenis n a tu ra l is t ic  but th is  e f fe c t  i s  achieved 
by a  co n stru c tio n  s im ila r  to  tlia t used la te r  in  "Their Very Own and 
Golden C ity " , as each w aitress  in  tu rn  i s  given a  s in g le  sentence, and 
these combine to  make up a  prose pattern# As the k itchen  work speeds 
up towards the in te rv a l,  P eter i s  tW  only one who enjoys i t :

(At th is  moment a  queue has formed a t  P e te r’s s ta t io n  and he now 
rushes there  laughing lik e  a  merry foo l going in to  b a t t l e . )  *

Now the viewpoint narrows to  Petor and Kevin alone and th is  dram atises 
P e te r’ s sudden ag ress io n :

PETER I Oh no, no, no, no, my friend# The p la te  room, the p la te  
room, in  the p la te  room you’l l  find  them. This i s  mla®*
I have need of i t#  **

As tiie c u r ta in  f a l l s ,  connecting phrasing and even syntax breaks under 
the s tra in #

The ’dream’ sec tio n , in  the second h a lf  o f Act I ,  i s  an 
attem pt by Wesker to  round out the main characters by making them 
more human, but i t  seems a l i t t l e  a r t i f i c i a l .  A version  o f h is  play 
w ritte n  now would probably leave out th is  section  to  put s in g le— 
minded emphasis on the so c ia l coimaentary of the working eceres, but 
th is  would a lso  r e s u l t  in  the lo ss  of the r e f le c tiv e  and ioag ic  
language balancing th a t  of the two meal se rv ices . Tlie sequence allows 
Wesker to  spe??is through Paul in  the long speech on h is  neighbours

PAUL} ####I’l l  t a l l  you. Next door me, next door where I  l iv e  
i s  a  bus driver#  Comes from Hoxtoa •#*•

The sentim ents seem out o f p lace, however, ju s t  as the length  o f the 
speech ia  out o f proportion in  the mouth of a  r e la t iv e ly  minor 

character#
The second Act i s  much sh o rte r  and contains more v io le n t 

a c t iv i ty ,  bu t i t  follows the c la s s ic a l  technique of hating  the most 
v io le n t a c tio n  o ff-stage#  Hence the w a itress’s co llapse hapiens in  
tlie dining-room -  a l l  th a t la  heard i s  a  cry -  and the in c id en t can be 
reported  by the ch a rac te rs , again p u ttin g  the emphasis on the words 
used ra th e r  than on stage action# P eter smashes p la te s  to  the f lo o r

* Stage d irec tio n , Act I  P 40
** Act I  P 41
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on s ta g e *

KTTivE: Leave i t !  Leave I t  th©/®! I ’ l l  eerv» ycu* Kel . I'^e!
I3 r% kingdom here. This ia  the aide where I  live*
Thla. *

Then he sc-aahea the ^aa pipe (out of s ig h t) ,  «md cu te  fcis'self ( in  tlxe 
diningwoom o ff-s ta g e )  so th a t  the violence o f h is  a c tio n  does no t 
d e tr a c t  frc® tW  cor.cen tra tio n  on language by being shown on stage* 
P e te r’s  l a s t  words in  the play are  both apposite and econo:r.ical ^

P.2TEH: ( to  Alfredo) How he cares — **

-leav ing  the end to  Karango ia  h is  l o n ^ a t  apeeoh, as P e te r  has gone 
beyond language in h ia  cesre ra tio n  and i t  i s  no longer possible fo r  
him to  coriim nlcate, Karango m kes Wesker’s po in ts  so£r®what too force
fu lly  in the same way th a t  Jimmy Beales did in "Boots":

rAEAMGw| * ,* .# I give work, I  cay w e ll, yes? Tney e a t  what they 
want, don’ t  they? I  don’ t  know whmt more to  give a  man# 
Ho works, he e a ts ,  I  give him money* This i s  l i f e ,  i s n ’t  
i t ?  I  ksn^i’ t  made a  m istake, have I?  I  l iv e  i a  the 
r ig h t  world, don’t  I?

ÎÎO i s  made something o f a  ca rica tu re  in  order to  make Wesker’s m oral,
in  the saris way th a t  Paul stepped out of charac te r to  d e liv e r  h ie  long
speech .

•Tne play breaks n^w ground in  being based on c iiaracters fo r  
whom English i s  a  second language, and the simple end n a tu r a l is t ic  
prose r e f le c t s  the changing pace of the play; the e f f e c t  i s  somewhat 
a r t i f i c i a l  in  p laces , aa i t  so o ften  i s  in  Wesker’s work, when he 
wishes to  put forward e particular socio-politica l point* Trm fo rce
fu ln ess  o f the language in  g eneral, however, s u i ts  ths polemical purpose 
and the in te ra c tio n s  of charac ter look forward to  the l in g u is t ic  
pstvom s o f "T heir Very Own and Goldan City" *

Towards the end o f the period , a f te r  Wmt i s  genera lly  
considered aa  excursion — "Tlie Four Seasons" (1565) — Wesker re tu rn s

larbcLn,
to tlic p o l i t i c a l  and so c ia l messages and settings of hia e a r ly
work, w ith " m c i r  Vary Own and Golden City" (1966)# I t  i s  a  ain a  play 
in which le v e ls  o f d ia le c t  are important i n  our feelings of sympathy

to^^arda the ch a rac te rs ; i t  i s  above a l l  concerned w ith the type o f

* Act I I  F 59
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rh e to ric  which B eatie rep o rts  i a  "Boots" and Paul and P eter d isp lay  la  
"The Kitchen"*

The f i r s t  word of the p lay , *1», e s ta b lish e s  i t s  tone -  th a t  
of in d iv id u a lity  ag a in st th© monobloc, of id iosyncrasy ag a in s t uniform ity : 
the hero i s  very  much a  c e n tra l f ig u re , re c a llin g  more the overwhelming 

I h e r-fig u res  o f John Osborn©’s ea rly  work than the in teg ra te d  charac te rs  
o f e a r l i e r  Wesker* Andy i s  th© only lynclï-pln to  hold the d iv e rs i ty  
of th is  p lay  together* Th© opening scene shows Wesker using  n a tu r a l is t 
ic  language in  a  rh e to r ic a l  mod© -  tW  oiening so liloquy  could b© sa id  
in  r e a l  l i f e ,  and the re p e t i t io n  of J e s s ie ’s comments s tr ik e s  a  note 
of a u th e n tic i ty  in  the context of youthful naivety :

JESSIE: Do you ta lk  to  yourself?
AiWYt Every man should have a ca thedral in  h is  back garden#
JESSIE: I ’ve never heard you ta lk  to  yourself#
ANDY: Look a t  the way th a t roof soars*
JESSIE: Talk to  y ou rse lf and you’l l  go mad# *

The keynote o f rh e to r ic a l  imagination is  already s e t ,  and th is  i l l u s t r a t 
es another aspect o f Wesker’s preoccupation with communication; 
throughout th© play drama and r e a l i ty ,  word and t ru th ,  are  contrasted#
Aa ex tension  o f th is  i s  th a t those characters who say what they mean, 
and express th e i r  fe e lin g s , are those fo r  wiiom the audience and Wesker 
fe e l sympathy, while the double-dealing of the au th o rity  f ig u re s  — the 
unions and th© govarnrrigAt — i s  dramatised ly  hypsecisy o f speech* Th© 
re p e ti t iv e  and fo r th r ig h t phrases, as Andy puts h is  p o in ts , a re  ag.ain 
founded on naturalism  -  they not only drum in  Wesker’s meanings, but 
dramatis© th© youth and vigour of th© speaker:

ANDY: Stoney, you’re  su lk in ’ # Don’ t  su lk , Stoney# A thousand
books sa id  ’no’ , honest they did# **

Andy’s parody o f Caspar a t  the  end of the scene r e c a l ls  B ea tie ’s  quoting 
of Bonnie, and i s  o ften  used in  the play as an economical method c f  
rep o rtin g  in c id en ts  and words offstage# In  th is  case , th© words 
introduce Casper, who tu rns out in  the next scene to  be and do ex ac tly  
as d escribed , end thus f u l f i l s  the audience’s expectation  in  humour*
Scene I I  shows a development in  Wesker’s treatm ent o f d ia le c t :  in stead
of e s ta b lish in g , aa In  h is  e a r l ie r  work, a  r ig id  ’depth’ o f d ia le c t  fo r  
each ch arac te r and s tic k in g  to  i t ,  he now makes the d is t in c t io n  th a t

” Act ® Sc I  P 15
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differing compahy changea ©peach. Thus when ta lk in g  with old Casper, 
Andy’s d ia le c t  deepen©i

AIUDYi Nay, I ’m je s t in g , th a ’s a  gentleman, I ’d never s-ock th ee . ♦

In  the nex t scene Andy speaks almost noam l E nglish , in  h is  In tim ate
conversations w ith  J e s s ie ,  and the naturalism  of the language I s  I®lanced 
by Andy re m in in g  on stage fo r the follow ing scene, which takes place 
a t  a  d i f f e r e n t  time and place — a d u a lity  of co n tin u ity  and d isco n tin 
u ity*

Scene IV introduces the co n tra s t between age and youth, 
experience and innocence, which rep laces here the u rb a n /ru ra l, c la s s  o r 
n a tio n a li ty  c o n tra s ts  of the o ther work. Tlie language o f age i s  
represen ted  by Jake Latham, in  a  d ia le c t  worn down from i t s  o r ig in a l 
v i t a l i t y :

JANE: You mean I ’ve got to  re tu rn  s one th ing  fo r  th a t  d reary  old
medal of serv ice? A ll ri(5^t, I ’ l l  ask a question  then .
I  know i t ’s answers the young always want but I ’m a f ra id
th is  old ’un’s going to  be d if fe re n t -  th a t  ’a my rep u ta tio n
anyway, being d if f e re n t ,  a s ta le  s o r t  o f rep u ta tio n  I ’m 
fe e lin g  now.

The d iscu ssio n  moves, Weskeresque, to  an argument about the meaning of 
words and slogans:

JAKE: ,# # . Brother! L et’s face fa c ts !  Let us stand together!
I t ’s only with strong determ ination th a t  we can go foxm rd! 
Jargon*

But the slogans are shown to  depend on those who us© them; Andy’s 
d ire c t  em otional api®al to  Jake -

, ANDY: Jake Latham! What could you teach me?

-brealcs th r o u ^  the b a r r ie r  of cynicism which he has s e t  up . Again,
Wesker uses a re p e t i t io n  of words or phrase, in  a  d if fe re n t  g u ise , to  
t i e  toge ther scenes separated by both tie® and p lace , as a t  the  
beginning of Scene V:

JAKE: m en  you ooise to  me and say ’teach me’ , what do you
mean? No, f i r s t  — why me? f

* Act I So 2 P 18
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Jake’s speeches have more liv e lin e ss  here in  th e i r  personal con tex t, and 
he can make h is to ry  human. Wesker’s own voice can be beard, but as the 
scene i s  w ell introduced and in  context, and the audience expects and 
accepts the su b je c t, the p o l i t ic a l  lesson i s  qu ite  app ropria te :

JAKE: . . .S o  the d ire c to rs  of the Bank demanded to  see the Prime
M in ister and give him th e ir  view of the s i tu a t io n . And 
what was th e ir  view? They said  to  him; ’MacDonald, old 
son, th is  i s n ' t  a  f in a n c ia l problem, i t  i s  a  p o l i t ic a l  
one . . . . .  *

The conversation  with Kate a t  the end of the scene, continues in  Scene
6, in  s p ite  o f a  gap in  tim e, to  lin k  the play to g e th e r, but qpickly
becomes aggressive as Kate makes a  d ire c t  a ttack  on Andy;

KATE; How can you dare?
ANDY* I  — b la s t  you, woman, I ' l l  not have anyone ta lk  a t  me lik e

th i s .
KATE* Honesty h u rts  you, then!
ANDY: I t ’s your tone of vo ice, i t  gets in  the way. **

A lte rn a tin g  scenes of h e i^ te n e d  language w ith casual convers
a tio n , Wesker again introduces rh e to ric  in  Scene ? : Andy g e ts  up on 
the tomb ju s t  as  Ronnie gets on a ch a ir  in  "Roots" and the c e r ta in ty  
and ir re v e re n t ,  e g o t is t ic a l  force are the same*

.AÎ3DY: . . . .  Now, dearly  beloved appren tices, my ragged-arsed
b ro th e rs , ny sermon to d ^  comes from the B ib le . ***

The method o f S ocra tic  questioning makes fo r  good, rousing  propaganda: ;

ALL: Get r id  of the ro tto n  houses!
ANDY* R i ^ t .  VJho b u i l t  the ro tte n  houses?
ALL* The property  owners. ****

Here the dialogue becomes l i tu rg ic a l  in  s tru c tu re , and shows the r o u ^  
and d ire c t  na tu re  of the p lay’s language in  i t s  complete s im p lic ity  and 
a tta c k . But the development of the technique in  Scene 9, where Paul 
and Stoney quote Andy, begins to  seem a l i t t l e  overdone:

PAUL: ’P o li t ic ia n s  a ie  men we h ire  to  mend roads and tend to
the sew ers.’

STOÎDEY: ’The Prime M inister i s  an accountant. Give the c i ty  to  
i t s  a r t i s t s  and te a c h e rs .’ f

The tone here can only be found acceptable in  terms o f the move away
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from natu ra lism  and towards s tre s s  on the rhythm ical elements of 
language# The imm&nenoe of war i s  re fe rred  to  but no t o v erstressed , 
while the r e p e t i t io n  of Jake and Andy’s argu-ïient, in  Scene 10, dramat
is e s  the non-communication of youth and age; towards the end of the 
scene, however, humour and understanding re tu rn , and a^ain the mode of 
expression re tu rn s , s ig n if ic a n tly , to d ia le c t;

JESSIE; Grumpy and pompous -  a l l  a t  th i r ty ,  my!
ANDY; Oh God, J e s s ie , sh a ll us ever bu ild  c i t ie s ?  S hall us 

ever stop wasting energy and bu ild  these c i t ie s ?  *

The viewpoint again moves out in to  public l i f e  a t  the meeting -  away 
from intim acy and towards rh e to r ic . Jake i s  found to  have h is  own 
powerful vo ice; ,

JAKE* — 6his i s  my f a i th ,  th is  i s  where I  stand and i f  necess
a ry , th is  i s  where I  w ill d ie , **

Andy’s i s  much more d ir e c t ,  and h is  use of re p e ti t io n  and rhythm 
produces good, fo rc e fu l propaganda -  i t  can be seen th a t  h is  p rac tice  
with h is  frien d s  has home f r u i t ;

AlïDY* Facts* Jake Latham i s  the man who c a l ls  fo r  u n ity , but 
look — he takes a stand th a t cracks the very s o lid a r i ty  
he wants.
How dare he argue then fo r  unity?
The argument i s  th a t in  a war we should rep ly  by p ara ly sing  
every na tion  with a s tr ik e .
F ac ts .
Who w ill  s tr ik e ?  The unions are destroyed in  most of 
Europe.
Vho’s l e f t?  ■

The scene i s  Immediately balanced by one of p o e tic , ly r ic a l  language 
with B ib lic a l and prophetic tone and musical rhythm, which ends the a c t 
on a  hopeful no te ;

ANDY* Build us c i t i e s  of l ig h t .  ****

In  v io le n t co n tras t with the hopes a t  the end o f the war,
Andy i s  shown a t  the beginning of Act I I  f ig h tin g  with words fo r  the l i f e  
of h is  id e a , and stung by the Chairman’s smug/ness in to  constant 

co n trad ic tio n s and even self-parody *

ANDY; Don’t  stop  me. I ’m in  f u l l  f l i ^ t .  S o c ia lis t!  ’Four
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w alls t Kjî CobhaiUi to  keep out wind and r a ia  *#$ #

The Clialrmaa's sa n ity  and ^ a s p  la  answered in  vague words by Andys

AliDTi ##** a  cheap slcate d re ir ln e s s , a  d u ll  cau tion  th a t  k i l l s
the s p i r i t  of a l l  mediants * ,* . **

% e re p o rt o f  the r e s t  o f the argument, in  the n e r t  scene, r e ta in s  the 
in te re s t  o f the audience by keeping v a rie ty  in  the language, and g iv ing  
$ d if f e r e n t  viewpoints

KA'xEs And when you to ld  him tlia t not even the gods w il l  fo rg ive 
him what d id  he say?

Ain)Yi He*d take the risk#
KATE: And so?
AÎ1DY: And so , •* notliingt ***

V/osker*8 rh e to r ic a l  ly ricism  re tu rn s  as Kate whips up Andy’s emotion,
in  s tro n g  c o n tra s t to  the previous seem  :

klW ïi I  haven’ t  the language o f heroism, Kate*
KATE: Then forgec i t#
AÎ BY: From what? Tiie words of p o litic ia n s?
KATE: Force i t .
AkDY: l"rom the old poets?
KATE: Forge i t .  ****

Scenes 3 , 4 and $, before the ’continuous sc e n e ',  p o rtray  the germ ination 
of the c i ty  id ea  mainly as a  b a t t le  of words, a l te rn a tin g  the p rosaic  
end the ly r ic a l#  Simple economic planning in  sp e c if ic  terms co n tra s ts  
w ith a  heightened and personal language of s to r ie s  end dreajnss the 
scenes are  even more continuous than anything befo re , to  prepare fo r  
absence o f conventional scene d iv isions in  tiio re st#

The f i r s t  p a rt o f  the ’continuous scene’ shows a  r e t r e a t  from 
naturalism  l a  language which echoes the r e t r e a t  f r ( ^  realism  in  continu
i ty  o f s t a ^  s e t ,  place and time# Individual characters  are  more and 
more subordinated to  the n ecessity  of bu ild ing  a  complete movement, and 
rh e to ric  drowns in d iv id u a lity  in  passages where the group are  only 
voices arranged l ik e  the responses in  church to  bu ild  up a  p ic tu re :

STOÎEY: V ariety  -  th a t ’s what you see# Roads th a t  are wide and
a lle y s  th a t ramble.

FAÏÏL: Bold squares and intim ate com ers* ..
SÏOKEY: There’s colour in  tiia t c i ty ,  and sound#
FAÜbi And movement of lin e  and p a tte rn s  o f mass# f

♦ Act I I  So I  F $0
Act I I  So I  F 52

*** Act I I  Sc 2 P 52
**** Act I I  So 2 F 54
t  Act I I  Sc 6 F 65
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As Andy eell®  c u t gradually  to  p o l i t ic a l  pi:'ess>ure, end moves more end 
more in  ex a lted  c irc le® , so d ia le c t  &ce.ia beccmea important* Sometimes 
i t  emerge# to  c o n tra s t h ia  e s se n tia l  blimtnes# with th a t  o f the 
unfam iliar environnant

AKDY: *AyoS
KAITLATD: ’Ay®’ ,  fce a a id . He s t i l l  r e ta in s  h is  d ia le c t ,  charming#

I ’m deliiÿ îted  to  have met you# »

«# while e t  o th e r  times i t  i s  a  defianeei

ArOTi (d e fian tly )  I  said  -  aye#

But i t  i s  clways se lf-conscious where before i t  was m ta ra i#  F inal 
parmissio n  to  s t a r t  bulLUng i s  ne t given in  so many words, bu t i s  
i3î.plied, to  chime in  w ith the atmosphere o f ’w heeler-dealing’ i

KATE# There’s a  g rea t d ea l o f p o l i t ic a l  gain  in  'beix^ benevolent 
to  the le f t#
(The p arty  breaks up# Only Andy i s  le f t*  Tm  thuds and 
scrapings heard from a  bu ild ing  s i t e  now echo#)

TVie long , com pletely n a tu r a l is t ic  sec tio n  o f tii® General Furpcse# 
Coismlttee, which fo rces Andy to  another major compromise, a c ts  a s  a  
conaterw eii^ t to  the exalted  end im aglnativs language around i t ,  and 
again the  argur^ent ends up about words — tliose of the trad e  union 
co n s titu tio n s* . The same technique — of p a rts  subordinated to  the wiiole 
#* i s  used h e re , bu t only l ig h t ly ,  tlius re ta in in g  the n a tu ra l fee lin g s

CAMBRIDGE# I ’ l l  t e l l  you frankly# Your p ro je c t focused a tte n tio n  
on til® conatitu tione  o f nearly  every trade union in  
the  coins t ry  #

VOSTHIBCTOE# -* and nearly  every co n s titu tio n  declare# i t s  fe rv en t 
aim as being the f in a l  take-cv@r o f the means of 
production —

KATHESQB# -  \à>Uik everyone ha# fo rgo tten  -  tlmhk God 
CA>maiDGE# -  u n t i l  now* ****

EVery cham oter quotes every o ther ch arac te r th ro n g  the 
’continuous eoana’ i a l th o u ^  there are shown tremendous end tmbridgeablc 
c o n f lic ts  o f  I n te r e s t ,  there i s  no d i f f ic u l ty ,  fo r  any of the ch arac te rs  
o r  the audience. In  understanding ex ac tly  What i s  being, o r has been, 
said# Vesker can move from solid ly-baaed comprehension In to  the higher 
realm# of r h e to r ic ,  rhythmic response# and ly ric ism  without

* Act I I  So 6 V 71
Act I I  G4 6 T 78
Act I I  So 6 P 72
Act I I  So 6 F 16
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obfuscating the issues* Even Je ss ie , the most prosaic  of the main 
c lia rac te rs , f i t s  the l in g u is t ic  mood with a s o r t  of f re e —verse appeal:

JESSIE: I ’m a  good mother, you say, I  cook, I  mend, I  even iro n
your s h ir ts  to  your s a tis fa c tio n , but words, I  can never 
f in d  words* I ’m not a fo o l; I ’ve been made to  f e e l  i t  
o ften  enough, but I ’m not a foo l .** . *

At the end the f i r s t  v isu a l rendering of the c i ty  to  the audience i s  
upheld by a  small triumph in  the T.TJ*C*, and the language again becomes 
l iv e ly  fo r  a  w hile , but in  the banquet scene Andy sounds ex ac tly  l ik e  
M aitland, and h is  use of the language, and the notable absence of 
d ia le c t ,  shows him a t  l a s t  both old and ’sold o u t’ *

A32)Y* * .Having spent a life tim e  bu lly ing  t r a d i t io n a l i s t s  in
order to  bring  in to  being a revo lu tionary  p ro je c t, i t  
seems r ig h t  to  stop bu lly ing  fo r  a  moment and share a t  
le a s t  one of the tra d itio n s  of my opponents*

The dead language of the card game i s  con trasted , f in a l ly ,  w ith the 
re tu rn  to  the v i t a l i t y  and hope of the p a s t, together w ith a re tu rn  to  
naturalism  a t  the very end of the play*

The development of Wesker’s use of language th ro u ^ t th e  
period i s  towards a  g rea te r  domination of the rhythm ical and rh e to r ic a l  
elements o f h is  prose* There i s  an increasing  co n tra s t between the 
ly r ic a l ,  p riv a te  conversations and monologues and the rh e to r ic a l  public 
sta tem ents, and the h ierarchy  of d ia le c t takes on more complex forms* 
Although the l a t e r  plays move away from the very sp e c ific  s e tt in g  and 
language of h is  ea rly  work, they s t i l l  re ta in  the concentration  on 
communication as the su b jec t, and the dramatic language always remains 
d ire c t  enough to  carry  over the message to  which i t  i s  subordinated. 
Where Arden and P in te r  are concerned with Eieanings drawn from word pat
te rn s , Wesker ( lik e  Osborne) i s  concerned with h is  sub jec t f i r s t ,  and 
the means of communication are f i t t e d  to  i t*  A comparison with P in te r ’s 
use of language w ill  show the range o f a t t i tu d e s  possib le  w ith in  the 
assumptions o f stage naturalism*

From 1956 to  I 968 the work of Harold P in te r  shows in  broad

* Act I I  So 6 P 82
** Act I I  Sc 6 P 87
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terms a  movenient away from natizrallsm of s e tt in g , s tag ing  and ac tio n  
which l3  accompanied by an Increasing concentration on the power of the 
word In  i t s e l f .  P in te r  not only wrote mere plays than the o th er play— 
w rlghts o f the p eriod , but they are a lso  more v aried  in  s ty le  and 
l in ^ t i is t ic  use than i s  immediately obvious: many themes, however, can 
be traced  in  a la o s t  a l l  h is  work, wJiatever I t s  subject-m at @r. My 
se le c tio n  o f works fo r  l in g u is t ic  study Is  made e a s ie r  by the s im ila r
i t i e s  o f  the plays w ritten  a t  roughly the same time# thus tîis study o f 
one, w ith in  a  te n ta tiv e  group, can be applicable to  the o thers»  «The 
Birthday P a r ty  (1953), P in te r’s f i r s t  performed p lay , e s ta b lish e s  the 
use o f n a tu r a l is t ic  and r i t u a l i s t i c  language, constan tly  re fe rre d  
symbolism and complex chani^es of pace. The plays of I960 -  ”Tlie Hoorn’*, 
"The Dumb W alter” and "The Caretaiier” — show developæ at in  tW se 
d ire c tio n s ; ch arac te rs  a re  given equal weight in  the s e lf - re v e la to ry  
speeches which punctuate the work, as w ell as w ithin the in ten se ly  
n a tu r a l is t ic  conversation pieces» The plays "A Mi^ht Cut” (i9 6 0 ), "The 
Dwarfs" ( i 960) and "A S lig h t Ache" ( l$ 6 l)  ♦  were a l l  w ritten  f i r s t  
fo r  ra d io , an»i show even more e m i^ s is  on words, as b e f i ts  the medium.
The view o f l i f e  given, and o f the c iio racters, i s  much more sub jec tive  
in  the sense th a t  tiie boundary between tru th  and w itru th  becomes a 
s h if t in g  ra th e r  tiian an absolute piienomenon growing out of the language 
used. Most plays of tlie 1960’8 — from "îhe C ollection" (1962) to  "% e 
Basement" (196?) -  were w ritten  f i r s t  fo r  te le v is io n , and extend the  
paradoxes o f the  rad io  plays in to  a  v isu a l medium continuing the emphasis 
on the sen ses, w ith constant reference to  s i i ^ t ,  sm ell and touch, which 
i s  c h a ra c te r is t ic  o f so many P in te r p lays. The influence o f the camera 
has made the word subordinate to  the ac tio n  in  a l l  t  ess p lays except 
fo r  t!i© one p lay  w ritten  fo r  the stage during th is  period: "The Home-
coming" ( 1965) ,  Here ac tio n  grows out of words and the form of the play 
i s  again  n a tu r a l is t ic  to  force the audience to  accept the charac ters  
as convincing, and hence examine th e i r  actions as r e a l  and important#
At the end o f the period "landscape" (1968) i s  the beginning o f a 
completely d if fe re n t  type of play -  more a ly r ic a l  poem fo r  two voices

» These plays we e f i r s t  performed on rad io  in I960, i 960 and 1959 
re sp e c tiv e ly , bu t the above dates are the f i r s t  stag© porforssanoes.
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than a  draaia, and using  draiaatio language as a  non—r e a l i s t  fraaas fo r  
d ire c t  comEiunication.

The r e a l i s t i c  s e t  which orens Act I o f "The Birthday Party" 
provides t\m  Mokground fo r  the seemingly to ta l  naturalism of the 
language. The f i r s t  words demonstrate a  fa i lu re  of communication, and 
th is  c h a ra c te r ise s  a l l  P in te r ’s  work up to  "Landscape" a t  the end of 
the p eriod . Of the two speakers, no t only i s  one o f f  stag©, but a t  
f i r s t  tli© ch a rac te r  the audience sees doesn’ t  speak, and the ch îiracter 
who speaks i s  n o t seen . The exchange opens up im aediately  the 
com plexities o f P in te r ’s  dialogue with the audiences

KEGi I s  th a t  you, Tetey?
(Pause)
Petey , i s  th a t  you?
(Pause)
Petey?

FHTSY* What?
I'UDGs Is  th a t  you?
PETEYs Yes, i t ’ s me.
KEG# What? . . . . . .  *

y-
The re p e ti t io n s  and use of c lich e  phrases and ad jec tiv es  -  "n ice" , 
"good", "bad", -  la  t  >e sh o rt phrases of the opening ac tio n  provide a 
sense o f t o t a l  a u th e n tic ity  fo r  the audience, a shock o f recogn ition  
and complote fa m il ia r i ty .  % e e f fe c t  i s  to  make them stro n g ly  believe 
in  til© c h a ra c te rs . Here again I s  a  tecimique usod th ro u ^ o u t P in te r ’s 
work — opening n a tu r a l is t ic  dialogue to  force the audience to  accept 
the ch a rac te rs  on h is  term s, and consequently to  accept th e i r  subsequent 
metamorphoses of a c tio n  and language. Keg’s attem pts to  s t a r t  a 
conversation , th o u ^  la rg e ly  autom atic, expect more response from Petey 
tlian do the l a t e r  rh e to r ic a l  speeches of the o ther ch a ra c te rs , and a lso  
i l l u s t r a t e  P in te r ’s main use of the pause, which i s  simply, as a 
punctuation po in t to  divide the subjects which are uoder discussion;

îîEGt I s  i t  nice out?
PETEY; Very n ic e .

(Pause)
KSGi la  Stanley up yet?
FSTEY# I  don’t  know. I s  he?
KIDG; I  don’t  know. **

Til© sequence i s  the f i r s t  o f a whole aet o f conversations th ro u ^  the 
plays where e i th e r  two characters are on stage but one does not connect

* Act I  P 9
** Act I  P10
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w ith tho o th e r , o r  the seooiid character I s  physica lly  o r m entally 
Ahsonti I t  i s  t: i is  s tre s s  on non—coamoctloa which dram atises tJie 
c lim ac tic  moments when immediate understanding i s  achieved# Here a lso  
i s  found the beginnings of P in te r ’s gentle iro n ic  humour, as  o ften  
a t  -be expense o f the language I t s e l f  as a t  the expense o f h is  
c h a ra c te rs , which bypasses the ch a rac te risa tio n  to  speak d ire c t ly  to  
the audience:

MEG: ### I  haven’ t  seen him down yet#
PETEY: Well tliem, he can’t  be up*
MEG: Haven’ t  you seen him down? *

PETEY: Somebody’s ju s t  had a  baby#
Oh, they haven’t  I Who?

PST2Y: Some g ir l#
KEG: Who, Petey, \dio?
PETEY: I  don’t  th ink .yo«’d know her*
KE3: What’s  h er narae?
PETEY: Lady Key S pla tt#

I  don’ t  know her* **

The in h eren t importance of words in  P in te r’s work can be shown wlien 
Keg’s  c h ild ish  e iirp lic ity  i s  portrayed only by h er own speech -  n o t, 
as in  e a r l i e r  draina, through d escrip tion  by o ther charac ters  o r ,  
indeed, h e r own ac tio n s  to  any g rea t extent* But i t  i s  in  physical 
movement th a t  the r e a l  coamunicatlon of a  sub jec t i s  in i t ia te d :

PETEY: (tu rn in g  to  her) Oh Keg, two men came up to  me on th e
beach l a s t  n igh t

The le v e ls  o f  irony  become more complex as P in te r makes a  small joke 
a t  h is  own expense, a  dévice much over-used by o ther playw rights:

PîiTEY: This i s  a  s tr a ia ^ t  show*
KEG: What do you Biean?
PETEY: No dancing o r singing#
MEG: What do they do t  lere?
PETEY: They ju s t  talk*

Here tn© use i s  su b tle  enougîi not to  mar the tone* As I'jeg wakes 
Stanley up, the shouts and laughter are  o ff  s tag e , foreshadowing a  trend  
in  most o f  P in te r ’s work where v io len t ac tio n  or emotion -  ra th e r  tîian

”  Act I  P 10
*» Act I  P 11

Act I  P 12
”*** Act I  P 13



lielïig d i r e c t ly  portrayed — i s  e i th e r  heard from o ffstage  o r reported  
by an a c to r  to  the audience, thus d istancing  AM a lie n a tin g  the d ire c t  
emotional e ffec t#  In  the e a r ly  vork^ such as "The Boom", th is  technique 
i s  not p e rfec ted , but l a t e r  I t  i s  used more and more, and s tags e f fe c ts  
such as b lackouts obscure any ac tio n  which which cannot be p^iysioally 
removed from the audience’s d ire c t  experience# The whole development 
o f the technique increases tlie eons© of secrecy , o f the unlmown -  o r 
in  o th e r words, o f the r i t u a l i s t i c  as opposed to  the n a tu r a l is t ic  
theatre*

Although both Stanley and Keg p a r tic ip a te  in  the verbal 
games, S tanley i s  shown to  be much more calcu lating#

KSGj I  thought you said  you didn’ t  sleep*
STAIÎLEÏI Day-dreaming* A ll n i^ i t  long* And now she won’ t  give

me any* Not even a  c ru s t o f broad on the table*
(Pause)
Well* I  can see I ’l l  have to  go down to  one of those
smart h o te ls  on the front* *

Tlie f i r s t  svjear-word l a  the play -  S tanley’s  "bloody" — has no emotion 
behind I t  end seems out o f p lace , but I t  gen tly  Introduces the audience 
to  h is  l a t e r  unbalance; tlia emphasis on the language, s p e c if ic a lly  
the vocabulary, i s  continued in  the d iscussion  o f "succu len t" , as the 
c h ild ish  v erbal games continue* I t  i s  s i g n i f i e n t  th a t  i t  i s  the 
decoration o f the room, o f h is  person©! environment, on wîiieh S tanley 
fix e s  when ha f in a l ly  breaks out of tlia garsei th is  preoccupation i s  
to  continua tlirougja "Tn© Caretaker" to  "T&ie Basement" i

STAÎtLKYi (v io le n tly )  Book, why don’ t  you ge t th is  place cleaned 
upt I t ’s & pigsty* And another th in g , viiat about my 
room? I t  needs sweeping* I t  n eds papering* I  need 
a  new rooml **

D iffe ren t types e f  conversation are  mixed as a  note of tension  e n te rs  
the p lay : S tan ley ’s un re len ting  se rie s  o f questions about the two men
degenerates in to  the re p e titio n s  of the " tea"  conversation:

STANLEY: m a t  do you mean, you took i t  «way?
MSG: I  took i t  away*
STMLEY: What did you take i t  away fo r?

Her© the ag£!r@ssion e n te rs ,  in  passing, a  sub jec t to  which i t  does no t

♦ Act I  P 15
Act I  P 19

***  Act I  F 21
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apply# S tan ley ’s s tru g g le , and fa ilu re  to  achieve a u th o r ity , i s  e»e- 
rendered e n t i r e ly  th ro u ^  words aiid tone of voices

STANLEYS ### A ll r i ^ t .  I  can ask i t  from here ju s t  as well# 
(D eliberately)#  T e ll me, Mrs Boles, when you address 
y o u rse lf  to  me, do you ever ask y o u rse lf  who ex ac tly  
you are ta lk in g  to? Eli? ♦ ,

The f i r s t  of P in te r’s frequent long speeches of reminiscence 
occurs as S tanley t r i e s  to  impress Keg# I t  contains more connected 
sentences than l a t e r  speeches about the p a s t, with more orthodox 
language s tru c tu re , but i s  obviously d is to r te d , and p a ra l le ls  Goldberg’s 
s im ila r  speeches in  exaggeration and the ’s t r a i n t  ta lk in g ’ slang:

STANLEY: •#• A f a s t  one# They pulled a f a s t  one# I ’d lik e  to
know who’s responsible fo r  that#  (B itte r ly )  A ll 
r i ^ t .  Jack, I  can take a  t ip  • • # # * *

But Keg f in a l ly  goes too f a r  in  tre a tin g  him as a c h ild , and h is  
a t te n tio n  jo l t s  back to  h er with the ag g ressf m game of the wheel
barrow, which brings the ac tio n  back to  the p resen t, and Introduces 
Lulu# S tan ley ’s conversation with her has an intim acy, even th o u ^  i t  
i s  destroyed from i t s  very incep tion , which co n tras ts  with the 
incongru ity  of Goldberg and McCann# Goldberg’s reminiscence speech i s  
p a ra l le l  to  S tan ley’s e a r l ie r  one, and has as l i t t l e  connection with 
r e a l  events (and even le ss  with the p lay ’s ac tion ) except to  make 
even more c o n tra s t between the soph istica ted  urbane Goldberg and the 
in h ab itan ts  of the house# The immediacy of McCann’s u n certa in ty  in  
g enera l, r e f le c te d  in  h is  uncerta in ty  about the house -

IfcCANN; How do we know th is  Is  the r ig h t  house?- ***

-  shows up the shallowness of Goldberg h im self, and the words " tru e"  
and " fa c t"  reverberate  as symbols counterpointed ag a in st the general 
fa c tu a l u n c e r ta in tie s  of the play# Goldberg’s ’o f f ic ia le s e ’ — which 
says noth ing , but comforts McCann by i t s  tone -  corresponds to  S tan ley ’s 
e a r l i e r  attem pt a u th o rity , but r e f le c ts  in  i t s  success the u ltim ate  

fa te  o f each ch arac te r:

GOLDBERG: The main issue i s  a  s in g u lar issue and q u ite  d is t in c t
from your previous work# C ertain  elem ents, however.

* Act I  P 21
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might w ell ap roxiniat© in  po in ts of procédure to  soma 
o f  your o ther a c tiv it ie s#  *

This i s  a lso  l a t e r  reca lled  by the r i t u a l  o f language between the 
ch arac te rs  o f "The Duiab Walter" on a s im ila r  topic* Keg’s  r e te l l in g  
o f S tan’s s to ry  to  Gkildberg magnifiesi the audience’ s lack o f comprehen
sion  in  b:;r even g re a te r  d is to r tio n  end misund irstand lng :

VlSGt #•#* They were very g ra te fu l (pause) And then they
a l l  wanted to give him a  tip#  And so he took the tip *  **

Where Goldberg ru le s  the lan^iage^ fo r  example, in  h is  use o f f l a t t e r y ,  
the o th e r ch arac te rs  are  ru led  by i t .  The s ilen ce  as S tanley recognises 
Goldberg’s name i s  beyond words* In  a way rem iniscent of Arden’s 
ch arac te rs  when they become wordless with emotion, the progress of 
S tan ley ’s  breakdown i s  to  a  wordless s ta te  in  which he i s  a r t i f i c i a l l y  
induced in to  para ly sis#  *** The drum, a t  the end of the Act, becomes 
the symbol o f h is  emotions when he i s  unable to  speak, as i t  l a t e r  does 
in  "The Lover".

Tlie beginning of Act I I  shows the f i r s t  instance o f P in te r  
moving away from the type o f s tru c tu red  and sumoarised n a tu r a l is t ic  
dialogue o f the f i r s t  A ct, as the w h istling  of the tune i s  picked up 
by both characters*  Increasing ly , the tone of voice and the rhythmic 
p a tte rn s  become o f equal Importance with what i s  a c tu a lly  sa id , and 
aggression between McCann and Stanley i s  a  cu rren t running under the 
conversation: .

STYHLEY: I ’ve got a  fe e lin g  we’ve met before*
'KcCA!iNi' No we h/iven’ t*
STA1ÎLSY: Ever been anywhere near Maidenhead?

‘MeCANNi . No*

Tiiree c o n tra s tin g  speech s ty le s  occur as S tanley sounds out KcCaan 
and t r i e s  to  win him overt the f i r s t  sh o rt, s tac ca to , aggressive 
words o f the ’w h is tlin g ’ episode are followed by S tan ley’s long and 
more In tim ate ’se lf-rev e la tio n *  speeches:

STANLEY: Ko, I  thinlî I ’l l  give i t  up. I ’ve got a  small p riv a te
income,'you see *••••*  f

* Act I  F 30
Act I  P 32

*** S tan ley ’s s ta te  ia  s im ila r to  th a t of the son a t  the  end o f 
. Ibsen’s "Ghosts"*

Act I I  P 39
t  Act I I  P 40



Then he re tu rn s  to  a  more personal a ttack  on HcCann, hut the references 
to  the s t r ip s  o f paper xnake i t  c le a r  who i s  in  control*  I t  i s  McCann 
who i s  p h y sica lly  v io le n t ,  end as a  re s u l t  Stan’s attem pts degenerate 
in to  the h y s te r ic a l  l a s t  speech before Goldberg e n te r s ,  and Stan ia  
s i l e n t  and paralysed lik e  a b ird  before a  o a ti

STANLEY : *##* There’s a  pub down the road serves draught
Guinness# le r y  d i f f i c u l t  to  ge t in  these parts,*#*  *

Goldberg o ffe rs  in tim ate  reminiscences}

G0LD5EEG: I  was te l l in g  Kr Boles about my old %mm. What days*
Yes# When I  was a  youngster on a  Friday#*.#* **

This i s  in  c o n tra s t with the now obvious sense of mer^ce, and the 
’under-language’ i s  being estab lished  as a  v a r ia n t of th e a tr ic a l  iroi^r 
k-not only the audience, but most of the c h a r a c te r  know what i s  r e a l ly  
going on* This becar^tea more overt as Goldberg’s language develops 
violence i a  an in d ire c t  a ttack  on Stanley* Tiie aggression attached  to  
the simple a c t  o f s i t t in g  down ia  only the f i r s t  use o f the movement 
both ea an equ iva len t to  the ’submission’ stance of an anim al, and as 
an im portant s tep  In the s e tt in g  up of a  b lerarehyf th is  reap rea rs  in  
such plays as "A S l i ^ t  Ache", "A M giit Out" end "The EoBieeomin.^"#

Ttie bu ild -up  of aggro ^sicn begins with, th is  simple movement, 
and though i t  becomes more obvious, i t  i s  s t i l l  un re la ted  to  the 
a c tu a l words used:

GOLDBkiiGs Why do you behave so badly, Webber? Why do you 
force th a t old man cut to  play cards?

STYiNLEY: Me?
G0LD3ERC: Why do you t r e a t  th a t young lady l ik e  a  leper?

The in c reasin g ly  grotesque words lose the surface su b jec ts  com pletely, 
and become v eh ic les  fo r  an a ttack  which i s  the more v io le n t as  Stan 
i s  le s s  in  co n tro l:

GOLDBERG: Did you take anything fo r  i t ?
STANLEY: Yes*
GOLDBERG: What?
STAimCY: F ru it  sa lts*
GOLDBERG: Enos o r Andrews?
STANLEY: Sn -  An -  * * ****

* Act I I  ?  42
** Act I I  P 43
^  Act I I  P 47
**** Act I I  P 43
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This f in a l ly  beaemes a  eavag© r i t u a l i s t i c  chant, l ik e  the e a r l i e r  
druKfl-beats i

GOLDBERGÎ I s  the niuaber 846 r o s s i l le  o r necessary?
STANLEY: Neiti-ifcr.
GOLDBERG: Wrong? Ia  the nu uber 846 possib le o r necessary?
STANLEY: Both.
GOLDBERG: Wrong* I t ’s necessary but not possible*
STAÎÎLSY: Both*
GOLDBERG: Wrong.*..* ..* .*  *

Stan i s  u ltim a te ly  reduced to  complete Incohcfence by t!ie breakdown 
of language demonstrated and dzwiatised by Goldberg and McCann: 
violence i s  h is  only reso rt*  But the ’game’ aspect o f the whole scene 
i s  s tre s se d  when Keg appears* Stanley i s  seen to  be jo ined  in  complic
i t y  w ith Goldberg and McCann in  deceiving h er, and he can a lso  take 
advantage o f h e r presence to  re tr ie v e  h is  glasses* The so c ia l language 
and s e ts  o f clicînes employed by Goldberg a re ,  however, only a  pause 
before the next and more sub tle  a ttack  on Stanley — th is  time w ith l ig h t  
r a th e r  than words* The sh in ing  of the torch  r e f le c ts  the ’ th e a tr ic a l— 
ism’ o f tlie more conscious ui;e of langi^age o f Act I I ,  where the non- 
n a tu ra l ls t io  elements o f the r i t u a l  overtalc© the coEMonplaoes o f so c ia l 
ta lk .  Goldberg shows th a t he can use the presence o f o thers  a® w ell 
as S tanley  as  he fo rces him again to  e i t ,  and h is  in c red ib le  s e t  o f 
c l ic h e s , echoed by McCann, introduce the ’party  t a lk ’ In  a  su ita b ly  
inane fash io n :

GOLDBERG: How o ften , in  th is  day and age, do you com© across
r e a l ,  tru e  warmth? Once in  a life tim e*  **

But even her© the undercurrent emerges in  the seemingly casual 
re ferences to  tiio background he shares witli S tanley:

GOLDBERG: **. te a  in  F u lle rs , a l ib ra ry  book from Boots «**

Yet another form o f language emerges from the casual chat
of the p a rty , showing how P in te r ’s dialogue can be a t  the same tune
n a tu ra listic  in  e f fe c t ,  and structured:

■ , '

KCCmt^i This?
GOLDBERG: Comfortable?'
LW Ji Yes thanks.
MoCAMN:, ( s i t t in g )  I t ’s com fortable.
GOLDŜ îIRG: You know, there’s a lo t  in  your eyes**.*

» Act I I  P 50
** Act I I  P 56
*** Act I I  P 56
**** , Act I I  P 53
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This type o f c ro ss-cu rren t conversation, in  which two dialogues are 
separate  and y e t lin k ed , re tu rn s  again and again in  h is  work; 
"Landscape", indeed, ie  e n t ire ly  cmposed in  th is  p a tte rn . P in te r  
can thus dram atise separata  threads without lo s in g  the main flow o f 
h is  subject#  * TtiO re p e titio n s  i a  Goldberg’s reminiscence speech> 
remind tiie audience th s t  only h a lf  h is  a tte n tio n  la  on h is  present 
conversation , and the speech becomes a  relmsh of an e a r l i e r  on©, down 
to  Lulu’s response:

COLDBBRG* ...T h e  n ic e s t piece of ro ll-# o p  and pickled cucumber 
you could wish to  find  on a  p late*

LULÏÏI I  thouiÿît your name was Mat#
GOLDBERG: She ca lled  mg Siœey* **

A ll the games o f  the previous Act come to  a  climax a t  the end with one 
which involves a c tio n  as  w ell as words, and i t  i s  W inter’s under
statem ent o f .a c tio n  up t i l l  now which c rea tes  the impact of the scene. 
The f la sh e s  of l ig h t  In dar'mess — a darkness only n a tu ra l i s  t i c a l ly  
explained in  tdi© neart A ct, and here a  potent th e a tr ic a l  symbol fo r  the 
p rim itive  — as in  "The Tea Party" — illum inate  lik e  the  f la sh es  o f 
comprehension embedded in  P in te r’s enigmatic language* As Goldberg and 
McCann advance on S tan ley , the climax i s  beyond words: the sim ple,
d ir e c t  language which cu ts  through the lev e ls  of understanding to  the 
b asic  t ru th  i s  u ltim a te ly  superseded by the simple c o n tra s ts  o f l ig h t  
and d a rk , the men’s s ilen ce  and Stanley’s g ig - lin g .

The opening of, Act I I I  i s  a  re p e t i t io n , w ith s l ig h t  
d iffe ren ces  o f wording, o f the opening of Act I ;  th is  forms a c y c lic a l 
p a tte rn  which ta n ta l is e s  the audience’s expectation o f a  denouement.
The ten sio n  o f the unsolved mystery, the morning l ig h t  which does no t 
d isso lve  the n ig h t’s darkness, ia  relaxed by tii© humour o f Keg’s 
to ta l ly  wrongrieaded apprehensions about the c a r ,  and a lso  h e r wrong- 

headed r e l i e f :

* Sse cy d iscussion  of Wesker’s "Their Very Own and Golden City" 
e a r l i e r  in  th is  chapter*

** Act I I  P 39
"There are two silences#  One when no word i s  spoken* The o ther 
when perhaps a  to rre n t of language i s  being employed.^
(P in te r ,  "Between the Lines" Sunday Times, March 1962). These 
are  exem plified by the languaa® use of Stanley and Goldberg 
re sp e c tiv e ly . Jo to  Bussell Broiera makes a s im ila r  p o in t:
"Beckett and P in te r  both reach moments of u ltim ate  s ile n c e ,  when 
words have been s tripped  away." (^oeatre Language, P 55)♦
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MSüi (re liev ed ) His ear? Oh, I  d idn’t  know i t  was h is  car*
PZTSY: Of course i t ’s h is  car*
KSGi Oh, I  f e e l  be tte r*  *

By h is  temporary su p e rio rity  over the exiiaueted Goldberg, however, 
Petey now develops in to  a  c liaracter with whom the audience can 
sympathise -  in  o ther words, he aska the simple end s tra igh tfo rw ard  
questions they want to  asks

PETEY* Stanley* I s  he any b e tte r?

\/hat came over him?

• • • • # •

But what brougiit i t  on so suddenly? **

Goldberg i s  h e s ita n t and nervous, seeking explanations *

GOLDE'HG* Yes, th is  friend  of mistô -  he was t e l l in g  me about i t  —
only the o ther day* (He stands uneasily  fo r  a  moment,
then b r im s  out a  c ig a re tte  case mid takes a  c ig a re tte )  
Have an Abdullah*

PETEY* 1Î0, no, I  don’ t  take them#

The s i tu a t io n  o f Acts I  and I I  i s  reversed* Goldberg cannot g e t r id  
o f Petey, %dio shows a  c e r ta in  elementary cunning o f h is  o\mi

GOLDBERG* Dut what about the tic k e ts?  Who’s going to  take the 
tic k e ts?

PETEY* That’s a l l  r i # t *  *î1kat’l l  be a l l  r i ^ i t ,  Mr Goldberg*
Don’t  you worry about triat* I ’ l l  be back*

Even McCann can rouse Goldberg to  fury by unw ittingly  connecting the 
unpleasant p resen t and tlie n o sta lg ic  p a s t, in  naming him "Simey” , 
Goldberg now has to  regain  c o n tro l, wiiich he does by monopolising the 
conversation w ith s tr in g s  o f unconnected c lic h e s , bu t he doesn’t  succeed 
a t  f i r s t s  words break down fo r  him as they did  e a r l i e r  fo r  Stanley*

GOLDBIIRG* Because I  believe th a t the world .*###
Because I  believe th a t the world «•*•• f

In  the end he fin d s  h is  power over McCann, and by analogy over t&ie world, 
by Baying nonsensical th ings in  a  very confident tone:

* Act I I I  P 69
** Act I I I  P 71

Act I I I  P 72
**** Act I I I  P 75
t  Act I I I  P 78
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GOIDB.JRG* Vfho oam© before your fa tiie r ’s fa tliô r  but your f a t i i s r ’s 
f a th e r ’s motlier? Your cpîeat—graiv^granisy» *

Kô tlien conso lid â tes  h is  p o sitio n  by^straags r i t u a l  with KoGana which 
both n e c e s s ita te s  intim acy and re c a l ls  the mutual grocxaing ceremonies 
of animals* In  the same way, a f te r  the re -u n ited  Goldberg and McCann 
e a s i ly  g e t r id  of Lulu, th e i r  r i t u a l  chant i s  both a  word gars and a  
conso lida tion  o f th e i r  p o sitio n  v is -a -^ is  S tan ley , while the calm, 
ordered tone i s  o rp o site  to tlm t of the earlier downbeat r i tu a l*
Vfeea â  r e p e t i t io n  comes a t  the end*

KcCANN* You’l l  be a  magnate*
GOLDBERGa A statesman*
MoCAlîN* You’l l  own yaolits*
GOLDBGRGi Animals*
McCAI'^s Animals*
GCLD3ERC* I  sa id  animals* **

Hie ’game’ asp ec t i s  shown to  be uppermost, and i t s  l ig h t  tons 
c o n tra s ts  w ith the e f fo r ts  o f S tanley, now past a l l  language, to  
exT^ress him self* Petey’a l a s t  attem pt to  stop  them i s  e a s ily  counter
acted  by the  th re a t  in  Goldberg’s in v ita tio n , and the language slows 
down to  the end, over tiie ojienness of the c lim actic  scenes, and the 
l a s t  im pression i s  on® o f ctiongss both un realised  by Keg and concealed 
by til® type o f  domestic non-commmication which opened the

KBl* I  was the bell® of th® ball*
PETEY* Were you?
KHXÎ* Oh yes# Hiey a l l  sa id  I  was*
PETEY : I  b e t you were, too#
îtHG* Oh, i t ’s  true# I  was*

(Pause) . . .
I  know I  was*

"A S lig h t Ache" ( l9 6 l)  la c ’ s ©oat of the a t t r ib u te s  o f drama a p a rt 
from the words tLieaoelves; i t s  tone, as one m i^ t  expect in  a  work 
conceived fo r  ra d io , i s  s e t  by tiie words o f the s tag e -se ttin g *

( .* .  til® ac tio n  w ill  b@ focussed on tlia sc u lle ry  on the r i£ iit  and 
til© study on the l e f t ,  both indicated  wit!i a minimum o f scenery 
and props#) ’’***

Al^Saturalisa vhioh opens the play diminishes, so the language, as I t  
builds up to the ellm ai, gains a mono rhetoridal and ti.eatrioal aspect.

* Act I I I  P 79
** Act I I I  r  84
*** Act I I I  P 87***# $  5



The dialogua o f the whole play i s  presented a t  a  f a s t  pace, w ith few 
pauses and a  g en era lly  ccnnocted and lo g ica l sentence and phrase 
s tru c tu re#  This move away from the naturalism  of broken dialogue i s  
d ic ta te d  by the f a c t  th a t  a  rad io  play must move onwards co n stan tly  to  
re ta in  i t s  audience, as v e i l  as  being unable to  portray  the su b jec t by 
w ans o f the movements and physical re la tio n sh ip s  o f tzie actors#  Hius 
i t  foreshadows h ie  work of tlie la te  e ix tie s  in  d ire c t  communication from 
author to  audience#

The same device as in  "The Birthday Party" — an underlying, 
and a t  f i r s t  unexplained, aggression which i s  unconnected with the 
sub jec t o f conversation ia  employed here*

EDWARD: Did you say — th a t the convolvulus was in  flower?
FLO A* Yes#
EDWARD * But good God, you ju s t  denied there  was any# *

This prepares the  audience fo r  the unexpected* Hi© nan^s o f the flow ers 
-  honeysuckle, convolvulus, japoaica -  are chosen fo r  th e i r  s im ila r  
p a tte rn , w ith the same number of sy lla b le s , and introduce fa m ilia r i ty  
w ith th e i r  a sso c ia tio n s  as w ell as providing a  l i^ h t  touch o f humour 
to  draw the audience in to  the play*

FLORA* (Calmly) Edward — you know tiia t shrub
shed #«#

EDWARD* Yes, yes#
FLORA1 H ia t’a convolvulus#
EDWARD* That?
FLORA* Yes#
EDWARD. Oh#

(Pause)
I  thou# it i t  was japonica#

The words tî-ienselves which are used are a  sub jec t o f aggression even 
in  the wasp sequence, wlien Mwaxd ob jects to  F lo ra ’s misuse o f ’b i t e ’ # 
In the same way, l a t e r ,  he in s is ts  th a t ta lk in g  -  s p e c if ic a l ly  h is  
choice o f words -  w ill  solve the m atchseller problems

FLORA* I t ’l l  f ly  cu t and b i te  me.
EDWARD# I t  w ill  not b ite  you? Wasps don’ t  b ite#

The su b tle  In troduction  of tii© s l i î ^ t  ache of the t i t l e ,  as Edward 
complains of h is  eyes, i s  echoed by the imagery of blindness as  he

* P 9 -  10
** P 10 

P 12



scalds the wasp*

EDMBDi Ah, y e s . T i l t  the p o t. T i l t .  Aah . . .  down here . . . .  
r ig h t  down . . .  b lind ing  him . . . .  t h a t ’s  i t .  *

The s ig h t and b lindness metaphors, oocwç^ng a t  the c r i s i s  and w ith 
reference  to  the m atchseller h im self, are balanced by the communication 
problem, i t s e l f  emphasised in  various ways — from the apparent deafness 
of ttie m atch se lle r l a t e r ,  to  the s ilence  trith  which Edward g ree ts  h is  
shock on seeing  him fo r  the f i r s t  time th a t morning. This i s  a  common 
teoîinlque in  P in te r ’s work, rant^lng from S tanley’s s ile n c e  o f ^hock 
a t  hearin g  Goldberg’s name, to  the c r i s i s  of ac tio n  of the l a t e r  work. 
To in troduce the m atchseller m otif the language of explanation  and 
d esc rip tio n  ia  q u ite  coherent wiien the man’s h ab its  are  d iscussed , and 
h is  ex istence  and nature se^m assured and c e r ta in .  But immediately, 
til© unusual begins to  break in ,  as the strangeness of Edward’s r e t r e a t  
(tîie s c u lle ry )  i s  in te n s if ie d  by h is  evasive language. His essay 
rep resen ts  calmness and r a t io n a li ty  to  Edward*

EDWARD* I ’ve been engaged on the dim ensionality and co n tin u ity  
o f  space and tiui© . . . .  fo r  years .

But F lo ra  has never heard of the essay and th is  makes us doubt i t s  
very e x is te n c e , as we do th a t  o f the m atchse ller. Hie tone here i s  
re in fo rced  by the  incongruity  o f the peering frcma the s c u lle ry , and 
tlie words o f F lo ia ’a speech*

FLORA* Good God, what’s th a t?  Is  th a t  a  bullock l e t  loose?
Ko. I t ’s the m atchseller? Ky goodness, you can see 
h i $ , . . .  tb ro u ^  the hedg®. He looks b ig g e r. Have you 
been watching him? ; He looks . . . .  l ik e  a  bu llock .

Here F lo ra , and the audience, are  sliaring Edward’s viewpoint on the 
man, and the word "bullock" suggests a  potency which i s  l a t e r  f u l f i l l e d ,  
a t  l e a s t  p a r t ia l ly ,  in  the denouement of the exchange o f r o le s .  Tliere 
i s  a  counterpoin t o f agg esslve re p e titio n  o f the conversation between 

Edward end i lo r a i

FLORA* He’s a  poor, îmnaless o ld  man.
EDWARD* Aaah my eyes.
FLORA* Let me bathe them.
EDWARD* Keep away.

« ?  14 
P 17

*** P 17
**** P 18
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This Inc lu d es , again , the s ig h t Imaggg o f b r ig h t and dark , which a re  
a lso  images fo r  compréhension and fo r  the vague potency ex em p lified  by 
the word "bu llock"» Edward*® long speech a lso  uses the word, i a  a  long 
tira d e  a g a in s t the m atchse ller, which uses minute d e sc rip tio n  to  ’s e t  
the scene’ and make h is  doubtful poin ti

EDVrASDj A monk passed# In  a  loose garment* I t ’s q u ite  obvious 
he was a  non-smoker but s t i l l  the man made no e ffo r t#  *

Hîia bu ild ing-up  o f tM  m atchse ller’s  r e a l i ty  as a  human being ia  
immediately undermined by Edward’s lau t^  a t  the mention o f th® p o lic e , 
Inply ing  th a t  the man i s  a  m anifestation unique to  them selves, and 
th ere fo re  again  c a re fu lly  confusing th© audience as to  the man’s p liysieal 
re a lity #  F lo ra ’s mention of the v ic a r  (presumably to  deal w ith 
ap p aritio n s) increases th is  fa d in g *

As F lo ra  in v ito a  the man in ,  her words are  a  p r e j is  o f h er 
e a r l i e r  conversation  w ith Edward, and the m atcliseller a lready  seems to  
be beccaaing a  kind o f a l t e r  er:o fo r  her husband:

FLORA* Here# This way# Kind now# Isn ’ t  i t  b ea u tifu l weather? 
I t ’s  the longest day o f the year today#
(Pause)
Tliat’® honeysuckle# And th a t ’s  convolvulus ##*#* **

Edwaid’s f i r s t  conversation with the m atchseller enables P in te r  to  use 
a v a r ie ty  of l in g u is t ic  techniques, in  a  fre e  p a tte rn  o f monologue* 
in  f a c t  i t  i s  alm ost a  so liloquy , e sp ec ia lly  In  the rad io  version  where 
tlie very  ex istence  o f the m atchseller i s  in  doubt# The speech i s  
in te rru p ted  by pauses ;• th is  d iv ides i t , a s  o ften  in  P in te r , in to  
subjects#  but in  th is  case a lso  in to  tone and manner o f speech# The 
f i r s t  sec tio n  of th is  speech shows Edward ta lk in g  as to  an equal in  a  

club o r pub, w hile the second, continuing the so c ia l conversation , 
moves imroôdistôly in to  s e lf - re v e la tio n , and i s  suddenly more uncertain*

EDVARD; Sally# No, no, w ait a  minute, no, i t  wasn’ t  S a lly , i t  
was ,#### Fanny, Penny# A flower# ***

This picks up the p rev a ilin g  flower imagery# The th ird  sec tio n  i s  more 
personal, a:ml s tre s se s  ownership o f the house in  an invasion by a  
fit ranger, but Edward lo ses h is  thread even more* His in creasin g  con

* P 19
** P 20, 21 
*** P 25
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fu sio n , as w ell os th© â ô s c r i i t io a  o f th© process o f w ritin g , reminds 
him to  mention h is  work# Hie next section  i s  s ig n if ic a n tly  the sh o rt
e s t ,  and th is  s tre s sa s  tlie u n re a lity  o f i t s  subjedt*

EDWARD* I  writ© theo log ical and philosophical essays #•••’’

Hi© f i f t h  sec tio n  again ©hows Edward, as  a  ’w e ll- tra v e lle d  man* 
s tre s s in g  h is  power over the s tran g e r, althougli the a c tu a l words used 
show h is  d iso r ie n ta tio n  by being completely out o f context*

EDWARD* Do you by any chance know tîi© KembunzA mountains? **

H© re tu rn s  to  sp e c if ic s  w ith th© next sec tio n , though h is  so c ia l 
p o liten ess  s t i l l  fo rces him to  accept the lack  o f response and no t 
comment on i t ,  bu t a t  the end th© ton© changes to  the command " S it  down" 
— and ag a in , t l i is  seemingly casual momnosat i s  v ib ran t w ith the over
tones o f conquest and su te iss io n  which i t  achieves in  B irtliday 
P aity" aàd "Hie Homecoming" # H iis emboldens him to  ask a  d ire c t  
question  and w ait fo r  an answer, bu t in  tlie seventh sec tio n  he must 
liaaed ia te ly  s tr e s s  h is  ownership to  cover up the h ia tu s  in  h is  verba l 
m astery;

EDWARD; # # ,,under my canopy, a t  my ta b le , by the pool* ***

Hie nex t se c tio n , about h is  w ife, no t only dim inishes h er i a  th a t  he 
was reminded o f h e r by h ia  o ther c h a tte ls ,  but l a  the f a c t  th a t  be 
mixes h e r  up w ith the d a u ^ te r s  o f h is  e a r l ie r  speech# Edward now 
fe e ls  he has to  a tta c k  the man even on h is  own ground o f in d iffe ren ce  
t>  the elem ents and casual l i f e ,  but h is  words become w ilder end more 
grotesque as he f l a i l s  around fo r  a  connection*

EDVARD* ### the rewards were few w inter in  hovels ♦ • u p  
t i l l  a l l  hours working a t  your tiie s is  ♦##.

Th© longer pause, as Edward f in a l ly  runn out of conversational 
gambits, i s  followed by a  second s tr in g  o f pause-separated v erbal 
a t ta c k s , bu t they ar© now more desparat© and ©or© aggressive; f tli©
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f  "###Peopl@ f a l l  back on anything they can lay  th e i r  hands on 
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h y s te r ic a l  l i s t  o f names s tre s se s  both Edward’s knowledge and h is  
money;

EDVARD; Curacao Fockihk Orange? Ginger beer? T ia îfa ria?  A 
Puchamantel E e is liag  Eeoren Aualese? Gin and i t ?  *

The second a t ta c k , while d i r e c t ,  i s  s t i l l  conceimed with Edward h im self, 
but s tre se e a  h is  h ea lth  as a  co n tra s t w ith tlie decrepitude o f the 
m atchseller# Tne th ird  sec tion  of the speech changes in  tone, bu t i s  
s t i l l  s o c ia lly  p o l i te ,  and Edward s t i l l  answers h is  own questio n s , 
while tlic iso la te d  sentence of the fou rth  brings in  again  the ambiguit
ie s  o f v is io n  and understanding of both Edward and the © atchse lle r;

Î5DVAR3}* Do forg ive me peering but i s  th a t  a  g la ss  eye you’re  
wearing?

In  the f i f t h  se c tio n , as  soon as Biward moves towards the man, using  
ac tio n  r a th e r  than words, the m atcheeller sags and drops h is  t r a y ,  
bu t Edward i s  iasaediately put in to  an in fe r io r  p o s itio n  as be picks up 
the matchboxes* He has to  regain  h is  au th o rity  by shouting commids 
a t  th e  man, u n t i l  he la  obeyed* Wiiea the m atchseller f in a l ly  does s i t ,  
hcwever, i t  i s  a t  Edward’s request and has becoim no v icto ry*  As a  
r e s u l t  Edward must r e t r e a t ,  on the not© of comparison between th© two 
which he now makes fo r  th© f i r s t  times

EDVAJDs I  bought a l l  the fu rn itu re  in  th is  house a t  a  sale*  Hie 
same sale* When I  was a  young man* You to o , perhaps, 
you to o , perhaps*
(Pause)
At the same tim e, perhaps!

F lo ra  leads Edward in to  the garden, as she led  th© m atch se lle r, 
and f e e ls  e n o u #  in  con tro l to  b o ls te r  h is  ego by s tre s s in g  norm ality ;

FLORA: Your own tfe e s .  Can you hear the birda?
EDWARD; No, I  can’ t  hear them#
FLORA; But they’re  sing ing , high up, and flapp ing .

Edward I s  now a lso  in  con tro l of him self and can l i e  c o n v in c in g  about 
h is  e a r l i e r  conversation , but he quickly loses con tro l as F lora  
supports th© m atchse ller ra tlw r than him and h is  re p e titio n s  o f v lo lenca 
d é ^ n e ra te  in to  a  s te r i l e  word-game t
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EDV/APJ); (q u ie tly )  And I  know he knows I  know i t*  #

F lo ra’s  attem pt on the man moves much more quickly from so c ia l language 
to  intim acy than Edward’s did* The reminiscence moves in to  the unexpl
ained connection between the m atchseller and the r a p i s t ,  which i s  
increased by the  proxim ily of "A b i t  o f a  s tin k e r"  and " I  say , you 
are p e rsp ir in g , a ren ’ t  you?"/ The physical closeness i s  r e f le c te d  In  
Intimacy of language* The p -rv e rs ity  i s  Increased by the In te rp lay  o f 
sexual and d i r t  images, and childhood and death images;

FLORA; And l i t t l e  toys to  play with* On your death bed* Wliy 
shouldn’t  you d ie  happy?

Edward’s in ten se ly  v io le n t language p refigu res h is  own 
gradual c o lla p se , as tW  w ild Incongruity of the langua^^ becomes more 
and more brolcea, and divided by more and more periods o f s ile n c e  as 
Edward moves to  the s ta te  of l ^ e  beyond language* He i s  no longer 
r e a l ly  try in g  to  ob ta in  a  reac tio n  from the E iatchseller, but i s  alm ost 
to ta l ly  se lf-ab so rb ed , as he reviews the images of h is  past l i f e  l ik e  
a  drowning man;

EDWARD; I  was polislied* I  could stand on the h i l l  and look
t l i ro u ^  my telescope a t  the  sea* And follow  th© path 
o f  the three-m asted schooner, fe e lin g  f i t ,  w ell aware 
o f my sinews *•*# ***

E© p ro je c ts  emotion in to  the blank (o r non-ex isten t) face in  f ro n t of 
him to  match h is  own fe e lin g s , and h ia  physical co llapse i s  m irrored 
ia  the co llap se  o f h ia  language and senses — frcas the ’polished* 
s tead iness  o f M s mind and body in  the past to  the manic l i s t s  o f 

, o b jec ts  and h e s i tance about nouns and names in  the present*
A fte r  the physical co llap se , Edward fe e ls  r e l i e f  a t  h is  

subordinata p o s itio n  and lack of need fo r  a r t i f i c e ,  and so can ex p la in , 
in  connected and ly r ic a l  language, h is  agoraphobia and wish fo r  con tact 

w ith bedrock r e a l i ty ;
EDWARD; I  lay  on my side in  my pale sh o rts , my fin g e rs  in  con tac t 

w ith the blades o f g rass , tlic earth flow ers, th© p e ta ls  
o f the e a r th f  lowers flak in g , ly ing  on my palm **«

As h is  language runs down to  a  s to p , rem iniscent of th© afterm ath  o f
a  s troke  o r  nervous breakdown, and containing ©lésants o f both , bu t no t
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tseln^ rundacîGntally t ie d  to  e i th e r ,  so I t  fra03ente in to  re p e t i t io n  
and the ©vocation of romeia;ered simple Imagea:

EDWARD; •••he — a s t r ip l in g  ••# no more than a s t r ip l in g  • • • •

Th© c l i f f #  Tb® sea# The tliree-masted schooner# *

F lo ra ’s entrance co n tra s ts  with ther;© frfigments o f consciousness by 
i t s  re tu rn  to  the sense of r e a l i ty  of the opening scene, and r e c a l ls  
in  concise s ty le  tîio whole course of the p lay , from the ownership 
© m issis  o f  "my garden, your garden” to  tlie names o f  the flow ers, the 
weatiier, garden, pool and a t  l a s t ,  most fo rc e fu lly , "po lish ing" the 
house# The t ia n s f e r  o f the sa tch  tra y  closes o ff  the sequence, but 
seems to  make too obvious the tra n s fe r  o f power and possession; the 
movement (o r in  the rad io  version  the voids) seem unnecessary#

"A S lig h t Ache" contains w ltrin  i t s  sh o rt span and Mmple 
s tru c tu re  both the elements of n a tu ra l is t ic  dialogue o f the ea r ly  
p lay s, end tiie complex and imagio ’word-painting* l a t e r  exp lo ited  in  \ 
"Landscape"# I t s  use of tW a tr ic a l  irony to  persuade the audience to 
examine th e  question  c f  the c h a r c te r s ’ existence i s ,  however, a 
tec ’rinique wiiich i s  no t used in  any otiier play by P in te r , though i t  i s  
a l l ie d  to  the u n id e n tifiab le  m e a a c e  c f  "The Dumb W aiter" and "Hie 
Eo<xn"# l a  f a c t  in  the next play under d iscussion , he i s  a t  pains to  
make the c h srac te rs  believab le  i a  th e a tr ic a l  term s, in  order to  increase  
the sense o f shock o f the audience a t  th e  course o f events#

The sc en e -sh ifts  of "The C ollection" and "Hie Lover" are  made 
possib le  by the viewpoint o f the camera ra th e r  than th a t  o f tlie audience} 
her© the  s e t  ia  subordinated to  the ac tio n  and grows out o f i t  in  a 
symbolic fashion# "Hie Eoroecoming", however, re tu rn s  to  the completeljr 
n a tu r a l is t ic  s e tt in g  of the ea rly  plays# This i s  supported by a 
re tu rn  from the r i t u a l i s t i c  end rliythmio balance o f the langUiiga o f 
th© m idd le-î^riod  plays to  a complete naturalism  in  speech* These two 
elements combine in  the f i r s t  Act to  make the cM rac te rs  and ac tio n  o f 
the play much more fam ilia r  and believable to  the audience than i s  
usual w ith F in ter#  Here the in ten tio n  i s  to  absorb th© mental shocks 
of Act II  as w ell as to  make a sharper co n tra s t between the two Acta 

o f the play*
Max, the charac te r who, t^iroughout th© p lay , i s  shown as

♦  P  5 9
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lo sin g  h is  p o s itio n  as head o f the household, begins and ends the play* 
His p e rs is ten ce  and re jie ti t iv e  speech a t  the beginning i s  used to  make 
him seem, to  the audience, a fussy old man, and i t  conceals the l a t e r  
d ire c t  s tru g g le  fo r  power in  which he i s  a force to  be reckoned w ith:

rO-Xi *** I  th ink  I ’l l  have a fag* Give me a  fag*
(Pause)
I  ju s t  asked you to  give im a c ig a re tte*  ■
(Pause)
Look what I ’m lumbered with*

• # # • # #  * * #
I ’m g e tt in g  o ld , my word of honour# *

Hie slow , uncommunicative language a t  th is  s tage o f the play draws the 
audience in to  the domestic s itu a tio n , and very soon the reminiscence 
o f tiio poet becomes im portant, in  keeping with the evening s e t t in g  and 
r e f le c t iv e  tone:

MAX* Huiihl We were two of the worst hated men in  the West End 
o f London* I  t e l l  you, I  s t i l l  got tîia scars* We’d walk 
in to  a p lace , the whole room ’d stand up, they’d make way 
to  l e t  us pass* **

The shock as the calm language with i t s  inexplicab le  undertones i s  
broken by the in c red ib le  verbal violence a t  the end p refigures the 
shock o f the second Act*

MAX* Kind you, she wasn’t  such a bad woman* Even though i t
made me s ick  ju s t  to  look a t  her ro tte n  s tin l:in g  face ,
sîie wasn’ t  such a  bad bitch# -

The aud ience, now unable to  understand what i s  going on, i s  forced to
re th in k  i t s  f i r s t  impression of the domestic s itu a t io n , and thus to  
rethifak i t s  fundamental pattez^is o f as uaption* Even when i t  i s  made 
c le a r  th a t  th i s  extreme violence i s  a  commonplace o f conversation , 
e a s ily  papered over by racing  ta lk ,  the incongruity  o f vocabulary and 
tone s tay s  in  the audience’s mind, and i t  Is  on the a le r t*  Hie 
technique throughout the play i s  a lte rn a te ly  to  l u l l  and then shook 
the audience in  order to  keop i t  a t  peak expectation#

As Kbx r e c a l ls  h is  r a c in g  days, h is  monologue, d ire c ted  not 
to  Lenny bu t to  the audience, looks forward to  tii© technique of
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"Landscape” as w ell as back to  Goldberg in  "The B irthday Party" and 
’“Aston in  "The Caretaker"!

\
l^X t ### Ha ta lk s  to  me about horses# You only read th e i r

names in  the papers* But I ’ve stroked th e i r  manes# I ’ve 
he ld  them, I ’ve calmed them down before a b ig  race* I  was 
the one they used to  c a l l  for* *

His attem pt a t  a u th o r ity , on th is  su b jec t, only provokes an a tta c k  
frcaa Lenny, who i s  working M s way towards the dominant p o s itio n  and 
cannot a ffo rd  to  l e t  Kax seem more knowledgeable: h is  questions do
not expect answern, but are meiely verbal s ig n a ls  fo r  aggression , and 
he shows h ie  mastery o f words in  countering a  physical th re a t  by irony , 
which Max cannot cope with!

KENẐ Y; Oh, Daddy, you’re  not y e t going to  use your s t ic k  on me, 
a re  you? Eh? Don’ t  use your s tic k  on Eie, Daddy# **

His tlirea ten in g  to  leave i s  only a th re a t and not a r e a l i ty ,  and i s  
accepted by both a s  such* The undertone of v io le n t c o n f lic t  in  the 
Hax/Lenny dialogue i s  shown when Sam e n te rs ; Lenny, while gen tly  
iro n ic  -  "Right up the K4?" — i s  no t a ttack in g  him, as  he i s  no tiire a t 
to  the power Lenny seeks* As soon as Lenny leav es , however. Max 
a tta c k s  Samt

' MAX# You leave i t  to  otJiers? What o thers? You paralysed r a t !

Max i s  shown to  be superio r to  Sam in  the precarious pecking-order o f 
tlie household idiea Sam backs out of h is  co u n te r-a ttack , no t follow ing 
h is  "Other people" w ith what we l a t e r  find  i s  h ia  rev e la tio n  about 
MacGregor and Jessie#  Hie play i s  f u l l  o f these references to  fu tu re  
even ts; those can only be understood a f te r  the whole performance i s  
over# H iis c o n s titu te s  a  mixing o f the time—sc a le , and of the usual 
th e a tr ic a l  iro n ic  techniques,, wiiich comes to  f ru i t io n  in  "landscape" 
and^’Silenoe"# In  th is  way Max’s offhand a tta c k  on Sam’s bachelorhood 
contains a  reference to  the fam ily’s l a te r  treatm ent o f Ruth#

MAX# .# .  You can bring  her to  liv e  h a re , she can keep us a l l  
hapry* We’d take i t  in  tu rns to  give h e r a walk round 
tiie park* ****

As Joey en te rs  and Lenny re tu rn s , Max t r i e s  to  # ln  co n tro l
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by r®fuBing to  cook, and a ttack in g  them, but i s  Ixmaedistely nonplussed 
by I^nny’s more assured oomrmid o f s a tir e  and irony , which Max la  
unable to  answer*

LSNîTYs What the boys want. Dad, i s  your own epeo ial brand o f 
eo6)klng. Dad# H iat’s what the boys lock forward to* *

The h ie ra rch y  o f power i s  c rea ted , a t& e  moment, exc lu siv e ly  by 
words, bu t i t  i s  no t s e tt le d  in  o n ^ o n fig u ra tlo n : Max can s t i l l  
tlirea ten  Lermy in  a llu s iv e  lampiag®, not having lo s t  a l l  control#

KAXi I ’ l l  give you a  proper tuoic up one o f tîiese n ig h ts , son*
You ta rk  œy word, **

Sara i a  shown to  be p a r t of the fam ily by h is  use o f the same verbal 
technique* the s o f t  speech leads to  a v io le n t ou tburst a t  the end, bu t 
owing to  h is  subordinate p o sitio n  in  tîi© house i t  has no power, and 
Max takes no n o tice  o f i t*

SMU Old Mac died a  few years ago, d idn’t  he? I s n ’ t  h@ dead? 
(Pause)
Ee was a  lousy stinlcing ro tto a  loudmouth* A basta rd  
uncju th  sodding runt* Hind you, he was a  good frien d  
o f yours* ***

Representing no t l ira a t ,  Sara can take th is  type o f l ib e r ty  w ithout 
provoking attack*  The scene ends, a t  the b lackout, with a  re tu rn  to  
the p a s t,  and i t  i s  the actions cf h ia  fa th e r  th a t  Max remembers, 
s tr ik in g  the n o s ta lg ic  note which continues th r c u to u t  the play when
ever Sara and Lenny reminisce*

The slow, te n ta tiv e  phrases of Teddy and Ruth as they f e e l  
th e i r  way in to  the s itu a tio n  repeat i a  th e i r  tone and pace the audience?® 
in tro d u c tio n  to  the house a t  the beginning* Tbs references to  s i t t i n g
-  the f a th e r ’s c h a ir  symbolises h is  ro le  as head o f the household and 
Ruth’s s i t t i n g  embodies a  t a c i t  acceptance of her s ta tu s  in  tîie house
-  r e c a l l  the emphasis on th is  ac tion  throughout P in te r ,  Here the 
physical p o s itio n s  o f ebaractere  onstage are  a  ehortiiand fo r  th e i r  
temporary p o s itio n  ia  a hierarchy o f power w ithin the dram atic s itu a tio n *  
Hie argument between the newcomers about who stays up, i s  icnnediately 
about dominance, as in  the family* the f a c t  th a t  Ruth wins shows her 
co n tro l in  a  much wider sense, and looks forward to  her u ltim ate  
p o s itio n  w ith in  the family* The "homecoming" o f the t i t l e  i s  shown in
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c a re fu lly  separated  stages* each encounter w ith the fam ily i s  on a  
one-to-one b a s is  to  po in t up the sub tle  d ifferences in  approach, and 
so Teddy end Ruth meet Lenny separately# Lenny end Teddy, fe e lin g  th e i r  
way towexds a  power s tru c tu re , exc ange no g ree tin g s  but grope fo r  a
dominant v erb a l p o s itio n , lik e  animals sn if f in g  eadh other* the su b jec t
o f tiie words i s  i r  © levant, but the tone i s  everythingi

TEDDY; Have you got a  clock in  your room?
LEHUY* Yes.
TEDDY* W ell, maybe i t ’s th© clock#
LElDiY* Tor, could be, I  suppose,

(iiause)
W ell, i f  i t ’s the clock I ’d b e t te r  do something about i t*
S t i f l e  i t  in  some way, o r something# ♦

Hie ton© o f  Lermy and Ruth’s encounter i s  e n tire ly  d if f e re n t;  Lenny 
insaediataly re a c ts  to  Ruth as a  challenge, and shows o f f  h is  command 
of language w ith h is  long sieeches, soon tak ing  a  te n ta tiv e  s tep  
towards intim acy:

L2DÎÎY* I s n ’t  i t  funny? I ’ve my ^ j a c ^  on and you’re  fu l ly
dressed? *# ,

As Lenny fe e ls  fo r  th© dominant position  ly  h is  words, he has to  cancel 
out til© advantage o f Ruth and Teddy’s having v is i te d  Venice*

LISÎNY: I  was only a  c h ild , I  was too sm all, otherwise I ’ve got
a  p re tty  eZirewd idea I ’d probably have gone th r o u ^
Venice# Yes, I ’d almost c e r ta in ly  have gone th ro u ^ i i t  
w ith  my batta lion#

n© seeks b r ie f ly  fo r  physical contact before a ^ i n  f ig h tin g  w ith words 
in  tiio two long speeches# Her© he dram atises h is  own violence which 
he f e e ls  w il l  maî :© him a ttra c t iv e  to  Ruth;

LSrurYi So I  ju s t  gave her another b e l t  in  t]=© noo© and a  couple 
o f tu rns of the boot and s o r t  o f l e f t  i t  a t  that#

Tij© sjieecli i s  th© longest so f a r  in  th® p lay , and f in a l ly  rev ea ls  to  
th© a dienc© the basic  lev e ls  of an im allty  over which th© language i s  
b u ilt#  Lenny manages to  make Teddy seem weak as h© s tre s se s  h is  
in te l l e c tu a l i ty  and s e n s i t iv i ty ,  and as Ruth i s  unimpressed both 
th is  and the dock episode, he makes ea even longer eijeech, o f  even more 
g ra tu ito u s  v io len ce , before making h is  own use o f the g lass  o f  water
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fo r a  fu r th e r  a tta c k i

LLilînSfj I  had a  good siind to  give her a  workover tlier® and thoa^ 
h u t as I  wao fe e lin g  ju b ila n t w ith the eaow«-olearlag I  
ju s t  gave bar a  shor1>-arm jah  to  the h e lly  and jiuaped on 
a  hu3 outside* #

Til© sharpness o f the descrip tio n  and the physical d e ta i l  o f tM  snow 
shows he %?eally does have a  command of language^ and puts him in  a  
p o s itio n  to  make d ire c t  demands, The calm, formal language o f h is  
f in a l  attem pt on Ruth i s  fu r th e s t from violence on the su rface , bu t 
n ea res t in  esBaaee, and a t  l a s t  i t  works, Ruth advances, and her 
words, as  always in  tW  play , are completely d ire c t  w ith no hidden 
Cleaning, hut working on a  so ph istica ted  lev e l to  which Lenny cannot 
e a s i ly  respond, Kax, en te rin g  d ire c tly  as a r e s u l t  o f Lenny’s  shout, 
and t  e re fo re  of h is  lack  of con tro l over E>1di, a ttack s  Lenny, but la  
ccxapletely crushed Lenin’s e f fo r t le s s ,  pseudo-intim ate commnd o f 
language, end h is  ca re fu l choice of the one sub jec t which w il l  reduce 
Kax to  wordless rag©•

But in  the scene i s  tîie morning Kax i s  again the funny o ld  
mas — as  am bivalent p o rtray a l to  remind the audience to  tà^m nothing 
a t  face va lue :

KAXi I  don’ t  want to  b ring  my tea  i s  here* I  want to  d rink  my
te a  in  th e re , **

Ha i s  s t i l l  i s  c o n tro l, a t  le a s t  of Sam, r.s i s  shown v ^ n  Sam’s small 
v erbal a t ta c k  f a i l s  to  provoke h o s t i l i ty :

SAKi How could he speak i f  he was dead?
KAX: Before he d ied , Sam, ju o t before , ***

The c r i s i s  as Teddy and Ruth confront the head o f the house in to  which 
they have jjeaetrated  i s  portrayed as elsewhere in  P in te r  in  slow ly- 
paced language, w ith much s ilen c e , end a  gradual movement from shock 
to  anger, Kax’s violence o f languages-

KAX# We’ve iiad a  smelly scrubber l a  my house a l l  n ig h t. We’ve
bad a  s tin k in g  pox-ridaen s lu t  in  my house a l l  n i # t ,

i s  only incongruous u n t i l  Ruth’s r e a l  charac ter l a t e r  emerges, 
and even a t  the time i t  i s  s traesed  that the ownership of the house and 
Teddy’s en try  in to  i t  unknown, a t  n ig h t, i s  what i s  a t  stale©, Tha
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eoen© explodes in to  v io lence , B ignificaatly , as Jcey la p l ic i t ly  reb e ls  
ag a in st Kax’s dominance by dismiEsing him;

JCLTi You’re  an old man# (To Teddy) He’s an old man# *

At the Bom  moment Lenny en te rs  -  the double th re a t provokes Kax to  
h i t  o u t, reg a rd less  c f  hia own weakness and whoever might ge t in  the 
way# At the  end o f the scene the physical reunion i s  only im plied, no t 
seen, so leav ing  the v io le n t action  without a  counterbalej'>ce fo r  the 
audience, but a t  the same time i t  pushes the elem ental c o n f lic t  fo r  
the moment below the su rface , in  preparation fo r  the q u ie t and ominous 
dom esticity  of the oiening scenes of Act II#

The irony  of the tone o f Kax’s long reminiscence speech a t  
the beginning o f Act I I  i s  shown by the dichotomy bet^men h is  
d e sc rip tio n  of the fam ily and ^ a t  w© have seen as the re a lity *

MAX* Every s in g le  b i t  o f t. a moral code they l iv e  by -  was 
taught to  thorn by th e ir  mother#

The audience i s  almost lu lle d  in to  tiie fe e lin g  tlia t ’’everything has 
come r ig h t" ,  a f t e r  Max’s acceptance c f  Teddy and Euth, by the in tim et© 
d esc rip tio n  of the p a s t,  tîi© evocation of n o rm a l!t»,  and the references 
to  the "pouffe", baths and clotheSW The s p e ll  i s  broken by Ruth’s 
question , and Kax inzmediately t e l l s  the s to ry  again , but h is  speech i s  
completely opposite in  fa c t  and tone*

MX; A c rip p led  fam ily, tîircs© bastard  sons, a  s lu tb itc h  o f a  
w ife -  don’ t  ta lk  to  me about the pain of c h ild b ir th  —
I ’ve su .fe ic d  the pain, I ’ve s t i l l  got the pangs -  when 
I  give a  l i t t l e  cough ny back co llapses -  and here I ’ve 
go t a  lazy  id le  bugger of a  b ro ther who won’ t  even ge t 
to  work on time#

Fin t e r  has progressed from the ra th e r  one-sided view of such charac ters  
as Goldberg to  the p o rtray a l, in  Max, c f a charac ter wlio includes , 
two d ia m e tric a lly  opposed a t t i tu d e s ;  they are dram atised by the varying 
us© of language, æid symbolise the c o n f lic t  between the conventional 
fam ily s i tu a t io n  end the underlying animal in s t in c ts  fo r  power and 

survival#
The r is in g  tension  in  the conversation of Kax, Teddy and 

Ruth and Joey i s  ind icated  by various methods# The pauses and broken 

pace o f Ruth’s statem ent —
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RIJTîit I  was d if fe re n t . . .  when I  met Teddy . . . .  f i r s t .  *

— are the  f i r s t  s ig n  th a t  there  i s  something unknown in  ^©r, a  fe e lin g  
re in fo rced  by Teddy’s d ism issal c f  i t*  As Lenny works up to  a  d ire c t  
a ttack  on Teddy’s own ground, th e ir  c igars go out and are not r e l i t ;  
concen tration  on the c o n f lic t  supervenes. Lenny’s a tta c k  on Teddy’s 
in te l le c tu a l  a b i l i ty  i s  in  very assured language*

LSRÎY* W ell, I  must ask you something. Do you d e te c t a  c e r ta in  
lo g ic a l incoherence in  the c e n tra l a ffirm atio n  of 
C h ris tian  theism? **

I t  i s  the stubbornness of h is  continuing with the su b jec t in  the face 
of Toddy’s d ism issa l which co n s titu te s  txia aggression . Joey’s joke, 
which breaks the exclusiveness o f Teddy’s and Lenny’s c i r c l in g ,  allows 
Ruth to  e n te r  the conversation with her longest speech o f the play so 
f a r ,  which i s  no t only s p e c if ic , as always, but much more personal 
than before*

RUTH* Don’t  be too su re , though. You’ve fo rg o tten  soE^thing.
Look a t  me. I  . . .  move my le g . That’s a l l  i t  i s .  But 
I  wear . . .  underwear . . .  which moves w ith me . . .  i t  . . .  
cap tures your a tte n tio n . ***

She manages to  half-concea l the d ire c t  proposal of her words ly  an
even more than u sually  h e s ita n t de livery ; a t  the  same time she slows
the a c tio n , thus focussing the a tte n tio n  of the audience and the 
ac to rs  on h e r f i r s t  overt move in  com%)any. The importance of the speech 
i s  shown as Teddy immediately stands, and the emotional a r id i ty  o f her 
l i f e  in  America i s  sub tly  indicated  by the isiagery o f the desert*

EUTII* I t ’s a l l  rock; And sand. I t  s tre tch e s  . . .  so f a r  . . .
Everywhere you look. And th e re ’s lo ts  of in se c ts  th e re , f

The fam ily leaves the eta._e to  allow Teddy to  attem pt to  win back 
Ruth, and he immediately suggests re tu rn . The language a t  the  
beginning i s  calm and commonplace*

T3DDY; I  th ink  we’l l  go back. Mnnn?
(Pause)
S h a ll we go home? f f  

I t  d o g en jra tes , under Ruth’s re s is ta n c e , in to  a  h y s te r ic a l ou tbu rst —
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TIIDDYî I t ’a I I 4C a  u rina l*  A f i l th y  urina l*  *

«. and the re p e t i t io n  of the wo:rds ’dirty* and ’o loaa’ po in ts  fo r  both 
the audience and ohnractors tlio moral breakdown which i s  unfo ld ing , 
Ruth’s most complote a tta c k , wiiore she adapts Lenny’s e a r l i e r  phrase, 
i s  lo s t  on Toddy, but demonstrates to  the audience how her a lleg ian ce

HiiTil* But i f  I ’d been a nurse in  tho I ta l ia n  campaign I  would 
have baen thcro before*

bhen Lenny e n te rs , Eutli’s  eyes are shut in  eubmiseion, and 
t!ia movcEiQnt, as  in  th e i r  previous conversation, from so c ia l to  in tim ate 
lancuago, i s  much more rap id  and assured* The rev e la tio n  o f Ruth’s 
past to  the audience i s  made in  very sim ple, d e sc rip tiv e  and evocative 
language, in  c o n tra s t with the phony r^Bmlniscencos o f Max* The 
c o n tra s t i s  used by P in te r  to  maîce the statem ents seem tru e ,  and the 
p h ^ ^ ica lity  c f  Rutli i s  s tre ssed  *

RÏÏTIÎÎ ISiis place *** th is  house was very b ig  the tre e s  
, ,*  there  was a  lak e , you ses *•• we used to  change and 
walk down, towards the lake ##* we wont down a  path **# 
on stones .## # ie re  wei'C ##.# on th is  path **

ending w ith nosta lg ia*

EüTï{* Tîie house was very l l ^ t *

But wiion Joey comes in  an'l ro fo rs  to  Ruth as a  ’ t a r t ’ , the audience i s  
sixocked, s t i l l  unw illing  to  accept the word, although i t  i s  in c reasin g ly  
being shown to  be t ru e .  The heavy irony of Kax’s e ieech . In  the context 
of events on the stage end a t  Teddy’s expense, tîxrowa some l ig h t  on 
how f a r  any o f h is  statem ents can be taken as tru e ;

KAX; ... .L o o k , next time you come over, don’t  fo rg e t to  l e t
us know beforehand whetlier you’re  married o r n o t.  f

Vhile Max i s  sr)eaking, the ac tion  of Ruth yitK Lenny and Joey follow s 
the u sual P in te r  p a tte rn ; the clim actic  scene, which c>ianges every
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re la tio n sh ip  and tij© course of the p lay , la  presented in  ac tio n  ra th e r  
than words, as i t  i s  u ltim ate ly  beyond the power o f words to  express*

I
But the r e s u l t  o f the ac tion  i s  shown in  words : the s h i f t  o f power to
Euth i s  t o t a l ,  as eh© i s  now in  contro l and orders the r e s t  c f  the
fam ily about, having accepted the rS le  which Je ss ie  vacated by death ;

RUTH; I ’d l ik e  something to  e a t .  I ’d l ik e  a  d rin k . Bid you 
g e t any drink? *

From h er p o s itio n  o f pewor, Euth now a ttack s  Teddy, as Lenny d id  e a r l i e r ,  
in  h is  one advantage l e f t  over the family -  h is  work;

EUTH; Hs*v© your family road your c r i t i c a l  works? **

Teddy’s speech i s  on© of r e t r e a ts  fcoa h is  dilemma w ith the fam ily , in
attem pting to  a s s e r t  t4iat ho i s  superior to  mundane q u estio n s , such as  
Ruth’s a f fe c tio n s ;

TEDDY; «*•* see how c e r ta in  people can view ### th ings . .  how
c e r ta in  people can maint«,in *.# In te lle c tu a l  equilibrium *

and His r e a l  em otionality  i© shown as he repeats  th© phr*ase, " in te l le c tu a l  
equilibrium " as  a  l i ta n y  to  hold on to  the d isso lv ing  world*

A fte r  the blackout, new positions w ithin  the fam ily h ierarchy  
having been e s ta b lish e d , Sam appeals to  Teddy as an equal, which puts 
him on the  same le v e l:  he has lo s t  a l l  power over the r e s t  o f the
fam ily . Tïx© long and t r i v i a l  conversation about tlie cheese r o l l  leads 
Lenny to  r e -a s s e r t  h is  au th o rity  and su p e rio rity  as Teddy t r i e s  to  
f ig h t back, a t  le a s t  in  some way, by demonstrating h is  contimued 
lnd^:^ndence. Lenny’s au th o rity  i s  one of words ra th e r  than physical 
s tren g th , and l i e s  both in  h is  knowledge of America, Teddy’s province, 
and in  the f e l i c i t y  of h is  l in g u is t ic  s k i l l ;

LESE3Y; . . .  I  mean with the sun and a l l  th a t ,  the open spaces, 
on the old campus, in  your p o s itio n , le c tu r in g  *«* 
down by the pool, the Greyhound buses and a l l  t l ia t ,  tons 
o f load w ater, a l l  the comfort of those Bermuda sh o rts  
and a l l  tlia t .  . . .  ’hhhi'

Lenny and Joey’s d esc rip tio n  of th e ir  n igh t out emphasises th e i r  
B uperiority  over Teddy in  a  much more d ire c t  way, while the l ig h t  touch 
of humour a t  the end only serves to  make Max’s b ru ta l language of
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a  shock;

JOHTf; •«» How and again «••* you can be happy ••• without 
going any hog*

1‘iAX; m e re ’s the where? S t i l l  in  had? She’l l  make us a l l  
animals* *

This d ire c ts  tiaa audience’s a tten tion  forcib ly  to  the word "animals” , 
which has turned out to  he true — a s , indeed, have a l l  Max’s etatssionts 
and in tu it io n  about Euth* The family’s conversation about he r, in  
tho d ire c t language of economic planning, i s  iro n ica lly  broken by Vloxt

KAX* *•♦* There Bxe the human considerations* Don’t  fo rget 
them* **

E© immediately proceeds to forget them* The f in a l solution to  the 
problem, discussed, even by Teddy, in  d irec t and b ru ta l language, i s  
followed by the euphemisms which lead up to the proposal* Teddy has 
again become one of t?i© family u n it a t t ils  po in t, with the same aims:

TEDDY; Euth ** the family have invited you to  stay , fo r  a
l i t t l e  while longer. As a •*• as a kind c f g^jiést* I f  
you lik e  the idea I  don’t  mind.

The gentleness of the introduction to  p ro stitu tio n , as Hax and Teddy 
work towards the proposal, i s  shoiæ to be unnecessary ty  the rap id ity  
with which Euth accepts i t ,  and agrees about the d e ta ils  of the 
business* Again, her position within the family allows her to  get her 
way with Lenny as f a r  as the cap ita l and the f l a t  are concerned, and 
Lenny i s  now ac ting  as head of the family* Ruth’s parody of business 
language shows th is :

RUTH; A ll aspects of the agreeiBsnt and conditions of
e-'î^ployinent would have to be c la r if ie d  to  our mutual 
sa tis fa c tio n  before we fina lised  the contract* ****

Sam’s In te rp o la tio n , again bearing out the more aggi-essivs descrip tion 
by Max of h ia p as t, i s  ignored, although the ptiyaical fac ts  of death 
and l i f e  are described in  relaxed terms — a  p a ra lle l to the cold 
business language applied to prostitution* The incident i s  completely 
glossed over in  the rid iculously  po lite  social language used when the 
family t r ie s  to  get r id  of TeJdy;
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KÂX; Thanks, son* Listen* 1 want to  t o l l  you something* I t ’s
been wonderful to  so® you* *

This passage o f bankrupt language intmoduoes ths l a s t  scene, and shows 
how only ac tio n s  now liavo any meaning; Max’s l a s t  attem pt to  a s s e r t  
h ia  a u th o rity  w ith in  the fam ily Is  a  f a i lu r e ,  dram atised by h is  
h e s ita n t  words, h is  s ile n c e s , and h ia  physical collapse* The tab leau
a t  tlx© end rev ea ls  tho new s itu a tio n  by th© a c to rs ’ p o s itio n s  on
s tag e , and tho heirarchy  of the power s tru c tu re  w ithin  the fam ily i s  
re in fo rced  by the degree of Ruth’s a tte n tio n  to  each member* The play 
has f in a l ly  moved beyond language to  a  more j^ y s io a l and animal s ta te*  

The more o v ertly  th e a tr ic a l  elements of the langua^je o f the 
m iddle-period plays are  not u t i l is e d  in  "The Homecoming", so th a t  th© 
naturalism  o f dialogue and p lo t in  the f i r s t  Act and o f ch arac te r 
tliroughout, persuade the audience to  accept the events o f the play a t  
face value* The basis  of the play in  the sh if t in g  power s tru g g les  
w ith in  the fam ily i s  dramatised above a l l  by each ch a ra c te r’s use o f 
words, although the s h if ts  o f tW  p lo t are  conveyed by mimeJLC action* 
I t  i s  th i s  dichotomy of approach which P in te r l a t e r  avoids by the 
verbal concen tra tion  — a t  the  expense of ac tio n  -  o f the la te  plays*

The stage s e t  o f "Landscape" (1968) s t i l l  contains a  c e r ta in  
amount o f rea lism  to  t i e  down the audience’s expectations to  something 
s p e c if ic ,  bu t the  ac tio n  tîwoughout i s  one of d ire c t  communication 
between au thor and audience, with the ac to rs  re ta in in g  ju s t  en o u ^  
r e a l i ty  as  ch arac te rs  to  d if fe re n tia te  them and provide a  framework 
fo r the reminiscence* The p as t, which i s  im portant in  a l l  tlie o th er 
p lays, i s  now everything*

Beth begins and ends the play , and Is  the anchor o f the 
dialogue as  h e r speeches are  much more connected throughout than 
those o f Buff* She concentrates on one su b jec t, and one sh o rt period 
of tim e, although the tim e-scala jumps back and fo rth  to  preserve the 
novelty and freshness of the evocation fo r  the audience* The movement 
of tense o f the f i r s t  speech, from conditional — " I  would l ik e  to  
stand" to  p as t -  " I ’ve done i t " ,  fu tu re  -  " I ’l l  stand on the beach", 
and then back to  past -  "But I t  was ho t, in  the dunes" -  a c ts  l ik e  the 
narrowing o f a  telescope fie ld*  The a tte n tio n  of Beth and the audience 
i s  focussed on a  p a r tic u la r  and execifio  movement in  tim e, a f t e r
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showing i t s  context with re la tio n  to past, present and future* Once 
the inciden t le  fixed in  time, the rep e titio n  of key words end 
phrases -  "people", "men", "dune", and above a l l  the conjunction of 
"I" and "would" -  e s tab lish  the tone of the subject in  a  s ta t ic  form, 
more lik e  a  p icture  tlian an action reinombered * Thê-̂ c e rta in ty  of 
phrases such as —

BSTH; I  ea beautiful* ♦

-  i s  balanced and undermined by the constant use the conditional* 
This dichotomy, which increases the uncertainty of the audience as to  
ti'is tru th  of the memory, la  continued tlirougiiout the play in  Beth’s 
speeoWs, whereas Duff’s always have a  more concrete semblance of 
rea lity *  The sentence and phrase structure  frcea both characters i s  
s im ila r, with the a lte rna tion  of long, connected speeches of 
descrip tion  and sh o rt, separated pîirases* This a lte rn a tio n  i s  fixed 
by the rhythm and fee ling  of # e  dzama as a whole, ra tlie r than, as in  
P in te r’s e a r l ie r  work, emerging from the individual characterisation* 
The connection between the two characters on stage is  one of tone, 
ra th e r than sub ject; in  other words, i t  i s  th e a tr ic a l ra th e r tîmn 
n a tu ra lis tic#

Duff’s f i r s t  speech establishes the play’s use cf co n tra st, 
which i s  a  re f le c tio n  cf the male/female difference la  damp and cold 
opposed to  sun and heat, action opposed to p assiv ity , and reason 
opposed to  emotion# Eis words are always in  the p ast, but in  a  much 
more recen t and concrete past;

DOFF; I  had to  sh e lte r under a tree  fo r twenty minutes
yesterday ♦

Subtle connections between seemingly opposed subjects are made in  the 
vocabulary, as Duff’s bread i s  followed by Beth’s grains of sand, and 
Duff’s speculation about the "man and woman under tM  trees"  i s  
re flec ted  in  Bath’s re tra i* to  the?watching woman of her f i r s t  speech. 
The f i r s t  "movement",(which can be thow ^t of as a  free  verse "stanza") 
ends a t  the f i r s t  silence , witii an increase in  lin g u is tic  co n tra s t, 
and a  g rea te r sejuaratlon of the two;
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BETE* ••• I f  they touched the back of my neck, or my hand, i t
was done so lightly#  Without exception* With one
©xceptio»*

BÏÏÎT* Kind you, there was a lo t  of s h i t  a l l  over the place, a l l
along the paths #*.» *

Tlxe sudden crud ity  of Duff’s language shocks the audience, but a lso  
makes Beth’s preoccupations seem s l i ^ t l y  anaemic* The section  ends 
in  the dramatic present*

. BETH* I  dress d iffe ren tly , but I  am beautiful* **

re tu rn  to  the present of the play leads Duff to  address
Beth d ire c tly , and th is  d iverts Beth’s a tten tio n  from the beach incidsn t
to tlie flower-arranging* Duff’s puzzled reference to the people in  the 
park introduces ju s t  enou^ of the uncertain in to  h is  speech to  re tu rn  
Beth to  her main in te re s t ,  althou^; she s t i l l  re f le c ts  Duff’s park 
people in  her man on the breakwater, and her doubt o f h is  re a l existence. 
Tlie sudden worldliness of —

BETH* I  wasn’t  a foo l, on tiiut occasion*

— again re tu rns tlie audience to a more immediate dramatic r e a l i ty  a t  
the end of the section* The hesitan t tone of tlie neatt section , between 
silen ces , leads again to  the double subject of public ea ting  and 
drinking in  the ho tel and the pub* in  th is  case i t  i s  Beth who opens 
the theme, and Duff who follows*

BETH* I  knew there must be a  hotel near, where we could &:et
some tea*
(silence)
Anyway *«• luck was on my side fo r a  change* By the time 
I  got out of the park the pubs were open*

Duff’s crud ity  about the man in  the pub with the beer now drowns out 
Beth completely, with the re su lt tha t she i s  allowed a  short section  
to  h e rse lf  which equates the sea, in  a l^Tioal fashion, with her lover*

BETH* The waves wore very l ig h t , delicate* They touched the 
back of m%y neck* f

I t  i s  Duff who explains to tlie audience about iiie ir  more mundane 
conditions of l i f e  s
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DÜTF* To liv e  in  Kr Sykes’ house in  p e a c e .., ,#  *

a s  the tense  o f h is  verbs re tu rn s  to  the p resent and sp e c if ic  re ferences 
about everyday l i f e  — tlie garden, the people frcm the v i l la g e ,  Tlie 
tone continues in  Beth’s speech, where tlie in c id en t o f h e r very f i r s t  
speech i s  re —described , but in  a  much more connected and lo g ic a l way,
Tlie f in a l ly  complete memory makes h e r, fo r  a change, much more c e r ta in  
tiian Duff:

DUFF : I  t r ie d  to  l i s t e n ,  to  find  out what t^ey  were laughing
about, but I  couldn’ t  work i t  o u t, **

Hia memory o f Beth young i s  as h e s ita n t as her normal speech:

DOFF I I  was th inking #,* when you were young • • •  you d idn’t
l a u ^  much

The in c reas in g ly  connected end lo g ica l languag;© of memory from both 
ch arac te rs  r e s u l ts  in  Beth’s reference to  drawing being followed by 
another re v e la tio n  to  the audience from Duff about h is  u n fa ith fu ln e ss ,
in  which the  whole in c id en t of the re tu rn  i s  c a re fu lly  described . This
i s  matched immediately by the ’in te rn a lis in g ’ o f Be'fâi —

BETH: A ll those d a rtin g  red and black f le c k s , under my e y e lid  f

— to  malie a  balance between the in te rn a l and ex te rn a l w orld.
The su rp rise  a t  the  end o f Duff’s speech —

DUFF: Hind you, he was a  gloomy bugger, f f

— r e c a l ls  "The E<xaec«Kaing" in  I t s  technique of lu l l in g  the audience, 
and then shocking i t  to  provide a  change o f tone and humour. His 
d i r e c t ,  bu t id ie to ric a l, s e r ie s  o f questions —

DUFF: Do you l ik e  me to  ta lk  to  you? f f f

— continues the technique of "A S l i ^ t  Ache"* The d e ta i ls  o f the 
prelude to  the beach scone, from Beth, balance the fu r th e r  d esc rip tio n  
from Duff o f the he rc tu rrcd  from the north : both a re  d escrib ing  
ac tio n  in  a  consecutive way, using few pauses and moving towards a  
d e f in ite  point* Tiie inciden t leads Duff to  the house i t s e l f ,  and the 

p resen t:
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lüFFt I  th ink  th e re ’s  moths, I  moved th© c u r ta in  and they 
flew  out# *

This prompts Beth to  look d ispassionate ly  a t  h e r s e lf ;  the l a s t  l i n e ,  
towards which the g rea te r  s p e c if ic i ty  o f ©pch ch a ra c te r’s  speech has 
been lead in g , i s  a  complete shocks

DÜîTs w ith no-one to  nag the s h i t  out o f me# **

This in troduces another lev e l of r e a l i ty  to  counter th a t  o f Beth#
Where Duff sees tlie outside world in  terms o f o b jec ts , Beth sees i t  in
terms o f people, and her descrip tion  c f  üie h o te l bar shows her t o ta l
self-involvem ent *

BSTH: A ll the people were squeaking in  the h o te l bar# The 
g i r l s  had long hair# They were smiling* ***

Ç
At the same time i t  r e je c ts  in  i t s  change o f ton© the dram atic shock 
of Duff’s sta tem ent.

The next long sec tio n  shows the ly r ic a l  p a tte rn  o f co n tra s tin g  
masculine word-ending from Duff with feminine ones from Beth;

DUFF: ##. hike them up onto th© racks#
BETH: S t i l l  m isty , but th in n er, th inning ###,#

Her© the c o n tra s ts  era e x tre m # As Duff’s language becomes technical» 
and complex, Beth’s opens out in to  a  vagua outside world; here the
o p ro sitio n s  o f active/passi^m  and in te llec t/em o tio n  a re  a t  th e i r
strongest#  Tho long silence  a t  th© end of th is  sec tio n  in troduces th® 
concluding p a r t  o f the play, vhich shows the most v io le n t c o n tra s ts  o f 
e ll*  Th® longer speeches and very sh o rt, s tacca to  phrases r e f le c t  
the o th e r c o n tra s ts  as the tons becomes much more personal and concrete 
l a  both characters#  Beth’s Ivpersonal speech on drawing moves quickly 
towards h e r  c e n tra l  preoccupation —

BETH I So th a t  I  never lo s t  track# Or heart*  f

and h er slow, re f le c t iv e  and uncertain  language i s  con trasted  w ith 
th© v io le n tly  a c tiv e  speech of Duff:

DUFF: What the bloody h e l l  are you doing banging th a t  bloody
gong? t t

At the end th© p o s itio n s  ere  reversed, and tli© rap id  and a c tiv e  speech
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of Duff la  concealing h is  uncerta in ty  -

DUFF* I  thou£dit you would come in to  %ny arms and k is s  me, even *# *

— by th e  no ise  he makes, and the s ile n c e , followed by the slow c e r ta in t
ie s  o f B eth, shows how empty i t  is#  However, both ch a rac te rs  are  
a ffirm ing  th e i r  own p e rso n a litie s  a t  the end in  th e i r  use of words, and 
the f in a l  c e r ta in ty  and affirm ation  of Beth does no t include Duff; 
they a re  separated  as  a t  the beginning of the plays

pSKî; Oh my tru e  love I  said* **

Although P in te r  has deserted  h is  n a tu r a l is t ic  conversation 
s tru c tu re  by the time he wrote "Landscape", he re ta in s  enough o f the 
natu ialiom  o f vocabulary, jiirasing  and tone to  coun teract the non- 
dram atic nature  o f the p lay’s ly r ic a l  s tru c tu re*  Without tlie couwrasts 
o f tone and a t t i tu d e  between Beth and Duff, end the co llo q u ia l 
rendering  o f  th e i r  separate types of speech, "Landscape" would lo se  
i t s  relevence to  stage p resen tation  by becaaing a  ly r ic a l  poem m rra t^ d  
to  the audience* The su b tle  comieotiona o f the e a r l i e r  sub tex t are
here exposed d i r e c t ly  to  the audience; th is  co n tra s ts  w ith the  r a r i t y ,
in  tlie e a r l i e r  p lay s, of r e a l  b reak th ro u ^  in to  communioatioh* Tlie 
whole course o f P in te r ’s plays shows le s s  and le s s  communication of 
ideas o r  fe e lin g s  between cliaracters on the s tag e , bu t th is  i s  balanced 
by an in c reasin g ly  d ire c t  re la tio n sh ip  between ac to rs  and audience in  
the l a t e r  work#

♦ P 29
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The su b tle  humour Incapsulatod in  P inter* s dialogue can be 
con trasted  to  tho • saturation*  technique of Orton and Simpson: where 
one in v ite s  c iv i l is e d  amusement, the others* use o f words verges on an 
a tta ck  on the  audience#

"E n te rta in in g  Kr Sloane", ly  Joe Orton, f i r s t  produced in  
1964, has many a f f in i t i e s  with o ther drama o f the e a r ly  1960*3 l a  i t s  
use of the c o n tra s t between the r e a l i s t i c  ’fou rth  wall* type o f  s e t  
w ith i t s  n a tu r a l is t ic  p lo t- l in e ,  and the curious end h i ^ l y  Ind iv idual 
language in  which the play i s  w ritten* A ll Orton’s p lay s, up to  the 
posthumous **i>ihat the B u tler Saw", use a  personal s t i l t e d  language which 
seems to  have more in  common with the w ritten  than the spoken word: 
the characters*  conversations are in  the s o r t  o f terms in  idiich they 
m i ^ t  be repo rted  by a  Sunday newspaper* In  th is  way Orton’s use o f 
words in  the th e a tre  i s  the opposite o f th a t  o f  Saunders o r  Stoppard# 
Tiiey u t i l i s e  an a b s tra c t s e t  w ith n a tu ra l is t ic  dialogue — the  c o n tra s t 
i s  s t i l l  th e re , bu t turned upside down# N evertheless, th e re  a re  
s im i la r i t ie s  in  s ty le  between Orton and o ther playw rights; the comic 
technique o f  bathos, used to  g rea t e f fe c t  by Saunders, i s  again  found 
here in  the f a rc ic a l  co n tra s t between v io len t r e a l i ty  and the dead 
c lic h e s  of the newspapers:

ED: A ttacking a  defenceless old man|
SI^AIŒ: Ke had h is  stick#
ED: He wasn’ t  s trong en o u ^  to  use i t#
SL0A23I: I  blame th a t on tlie p ills*  Who prescribed them?
ED: His doctor#
SLOAI»̂ ; Reputable, i s  he?
ED: He’s on the reg is te r#  What more do you want?
SLOAUE: You’l l  find  medical evidence agrees w ith my theory# *

In  a  teclinique fu r th e r  developed in  "What the  B u tle r Saw*», and re c a l l in g  
the h y s te r ic a l  nonsense witn wnlcb Eosenoraats and G uildenstom  g re e t 
th e i r  ro le s  in  tlie "Hamlet** ex trac ts  from Stoppard’s p lay , Sloane 
answers any c r itic ism  with a se rie s  o f f a n ta s tic  l i e s :

ED: Who went w ith you?
- SLOAHEi Nobody#
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E3)i Are you being e n tire ly  honest? 
(Pause)

SLOANE: Three mates come with E»e#

ÎÎD: What’s th is  doing in  the back of my motor?
(S ilence)

SLOAÎS: ( la u ^ s )  (&i $*# you jogg&d my msmdry ,#* yes **# Doolan’s
m arried #,*# aw.’ we took h is  wife along# **

Orton succeeds in  making W th l i f e  and death seem r id ic u lo u s , no t by 
d ire c t  irony  bu t by p u ttin g  the words and a tt i tu d e s  o f h ia  ch a rac te rs  
firm ly  in  a  con tex t vdiicli exposes them; in  a  s im ila r  way the re lig io u s  
elements o f "Loot" a re  as cyn ically  deployed as  tlie theme o f money#
There i s  a  c e r ta in  s im ila r i ty  here with the Iro n ic  mode o f #= #  Simpson, 
p a r t ic u la r ly  in  tlie Old B aile /y  scenes o f "One Way Pendulum"# But these 
s im i la r i t ie s  are  only in  terms of small po in ts o f technique, and Orton’s  
main achievement •  th a t  o f c rea tin g  a  new of demotic speech, non- 
n a tu r a l is t ic  bu t immediately fam ilia r  — i s  unparalleled#  The atmosphere 
of r e a l  physica l v io len ce , the bathos o f the worldly preoccupation of 
the ch a rac te rs  even in  death , and the po in ting  o f t i e  in c id en t by the 
s tu p id ity  which surrounds i t ,  show a  power of black eom ày unique in  
modem drainai

WILSOIÎs He’s sh o t lae#
(He crashes to the f lo o r  on h is  knees)
Ky w il l  i s  in  my overcoat pocket# Ky address in  ey 
pocket diary# Remember w ill  you?

JOYCE: ( to  Kike) What’ve you done?
WILSON: He took i t  serious# How clmrming#

(He coughs, blood spu rts  from h is  mouth)
He’s a  b i t  of & n u tte r  i f  you ask me# Am I  dying? I  
th in k  ##»# Oh#####
(lie f a l l s  forward# S ilence)

JOYCE: He’s fainted#
KIKE: ( lay in g  the gun aside) He’s dead. »

Here tiie comic s tu p id ity  of Joyce’s question im ied la te ly  a f t e r  Wilson’s 
obvious and v io le n t death i s  matched in  incongruity  by the casual 
conanoats o f Wilson as he dies* "charming" ##*## "a  b i t  o f  a  n u t te r " #
I t  i s  the inadequacy inherent in  the language -  the d istance  between 
the Ingrained  so c ia l r e s t r a in t  in  words and savagery in  a c tio n , which

Act I I  P 59
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gives Orton’s humour i t s  b i te :

liFüîîYi I ’m going to  giv© you a  good h id in g , Erpingham* I ’m
going to  smash your iaoe in  fo r  the g ra t if ic a t io n  o f 
those in  the family way everywhere*

ERPINGKAi!: I  s h a ll  confiscate  your luggage* ' What i s  your h h a le t 
number?
(Kenny b u tts  Erpingham in  the stomach* Erpin^^iaa 
crumples up in  agony* Jesey Kascm se izes  Eem^ by 
the arm)#

KÂSON* You can’t  do tliat# Kr Jh?plng^3aa i s  a  gentleman# ♦

I t  i s  only by using  h ia  unemotional de—humanised language th a t  Orton 
i s  ab le  to  e x p lo it  h is  extremely v io len t sub jec ts  on a  n a tu r a l is t ic  
s tag e , and db ill preserve h is  himour# Ee persuades h is  audience to  
accept tlie com pletely s e lf is h  and savage charac ters  in  h is  plays by 
understatem ent in  tlie words used, and througii the context he provides 
adding new meaning to  a  s e r ie s  of c lich es  which in  any o th e r eirc^jaa- 
stances would be n e ith e r  meaningful nor funny#

Simpson’s comic w ritin g  has l a  cciascn w ith th a t  c f  Orton 
tiie m ainly r e a l i s t i c  s e t ,  consecutive p lo t end, above a l l ,  the use o f 
aa in d iv id u a l language in  which a l l  h is  plays a re  w ritten# Simpson’s 
technique i s  to  use the p h r^ in g  and tone o f n a tu r a l is t ic  d ia logue, 
but %5al:e the  vocabulary w ild ly  Incongruous — a  use fa m ilia r  from the 
rad io  cocfôdy show of tlie 1950’s# extreme asx^eta o f th is  form are  
found when Simpson i s  s a t i r i s in g  aa in s t i tu t i lm  as w ell as a  manner o f 
speech, aa l a  the le g a l language o f "One V§y Pendulim" (1959)*

PROS. COUMi You see , Mr Groomkirby, th is  s ta ta m n t  seems to  be
based upon a  whole chain of these — to  say tlie le a s t  
o f i t  — extraord inary  coincidences# %ii@ question  
you put to  Gantry# You say i t  was your f i r s t#  
But in  tlie course o f an in terview  o f th is  kind you 
m i^ t  w ell have put twenty or t  i r t y  questions to  
her# This one, which happened -  so we a re  asked to  
believe -  to  have been the f i r s t ,  could equally  w ell 
i t  seems to  me have been the eeventh o r tlie th ird  
or the tw3nty-nin*Ui? ■**

The c a re fu lly  w e ire d  epeech-rhytlims and repeated s tosk  phrases o f the 
lawyer’s  p ro fession  co n tra s t to gTeat ocxaio e f f e c t  w ith the insane 
but lo g ic a lly  connected subject-m atter# Tlie re lig io u s  serv ice  in  "A 
Resounding T inkle” (1953) uses one more s a t i r i c  form o f c o n tra s t,  in
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vliich th# a rb i tr a ry  natura o f tb s  tra d it io n a l  su b jec t o f tho se rv ice  
i s  underlined  by a  r e a l ly  a rb itra ry  choice o f words*

TTATllXi Let ua give pra ise  for woodlico and fo r  building# 
s ix ty -n in e  f e e t  tlire# inohee high:

RESPONr-'E: For Adam Smith’s  V/oaltJi o f Nations publiehed in  
Seventeen Seventy-Six# »

The rhythm ical aspec ts  o f the re p e titio n  o f ih m sm  a re  found a# f a r  
back aa the "I.T .K .A .’’ eonedy jrogrsiXioa during the War, tho "c .itch - 
phraae" beccming a  continued po in t o f rofem nce to  tiA  the ac tio n  
to g e th e r. This process which can be seen in  tiie e a r ly  "A Resounding 
Tinkle"'$-

LROt What have you done w ith my gumboota?
KIDDIE: What do you want gmboots fo r ,  to  go down the road a

few doors with an elepyiaiitf Wiiere a re  your o th e r shoes? 
BROi These are my o ther shoea I ’ve got on* **

-  chows the  pliraaea repeated with v a r ia tio n s , th rau ^ i to  tho end o f 
the ; la y ,  o enging even fu rth e r  In  the "dream-Gequence" o f the rad io 
b roadcast:

KIDDIE’e VQICB: Wiiat do you want gumboota fo r  to  go down the 
road a  few doors w ith a  dinosaur?

The e x p lo ita tio n  c f  the comic p o s s ib i l i t ie s  of the ambiguity c f  the 
English lamgmigo i s  found in  almost a l l  modem drama, frœa P in te r , 
th ro n g  Orton to  Saunders; hu t i t  i s  found a t  i t s  most developed in  
Simracn# however, the fimdamentally g en tle , comfortable type o f comedy 
found l a  the work o f th is  p la y w ri^ t was fyperscded in  the 1960’s ,  w ith  
the movcmnt towards g rea te r  realism  of su b jec t, by the type o f  black 
comedy which makes a  r e a l  examination of the tra g ic  tbemea a t  which we 
are  made to

Tlire® playwrights -  Saunders, Stoppard and Nichole -  rep resen t 
tlm  GOphisticmted and in te lle c tu a l  comedy which haa taken over freaa ihe  
Simrsor* type o f "nos-sequitur" humour to  co n tra s t w ith Orton’s  black 
comedy o f  a c tio n . Each seams to  be stru g g lin g  with the same two 
opposing Im pulses, represented by the tra d it io n a l  n a tu r ji l ls t  s itu a tio n  

, "E nter a Free Kan" and "Nolghbours" on one side  and the b r i l l i a n t
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e x p lo ita tio n  o f th e a t r ic a l  teelmique and c lich e  of "Rosenoranta end 
Gul Ideas te rn  a re  Dead" o r "Next Tima 1*11 Sing to  You" on tlie other* 
N ichols’ p lay , "A Day in  the Death o f Joe Egg**, includes both impulses 
s a t i s f a c to r i ly  merged in  one p lay , a  happy outcoiae r e s u l t in g  from 
the s im p lic ity  and f a iu ll ia r i ty  o f  h is  subject*

The woris: o f Sounders, represen ted  in  tlie period by 
"B arnstable" ( i9 6 0 ), "Next Time 1*11 Sing to  You" (1962), "N ei^bours" 
( 1964) and "A Econt o f Flowers" ( I 964) ,  ex h ib its  a  th e a t r ic a l i ly  and 
re je c t io n  o f natu ra lism  which malies i t  unique, even among modem 
English drama* "Next Tima 1*11 Sing to  You" i s  h is  most ccmplex p lay , 
and a lso  the  on© which most c le a r ly  shows how he p re -f ig u re s , as e a r ly  
as  1962,  the type o f "advance" drama which was only commonly ex p lo ited  
in  the la te  60*s by such p lay w ri^ its  as Stoppard and Nichols* Hie 
a f f i n i t i e s ,  as  E lizabetli Haddon says in  the in tro d u c tio n  to  the Hereford 
e d it io n  o f  tlie p lay , are  more to  the medieval mystery play than to  any 
more re c en t âxaim* At a  time when the major playw rights were producing 
plays w ith the ertpliasis s t i l l  on naturalism  in  language, time and s e t t in g ,  
such as  "Lather" (1961), "The C ollection" (1962) and "Cliips With Every
t h i n g  ( 1962) ,  th i s  p lay  d isca rd s  the n a tu ra lism /rea lism  debate by d i r e c t  
eoEifaunication to  the audience from a  bare s ta g e . The author can make 
h is  p o in ts  d i r e c t ly  In  the "so t-p ieces"  o f philosophy and d e sc rip tio n  
w ith  the  type o f re se rv a tio n s  about t l ie a tr ic a l  ch a rac te r fa m ilia r  from 
F iro n d e llo i he caoi a lso  put h is  ideas in  context by the non-aligned 
modes o f epeech of h is  c iia rac te rs , who o ften  devalue the conventional 
meanings o f these passages by mockery o r over-logiceil argument*

Saunders* language i s  subordinated completely to  the 
th e a t r ic a l  experience o f the moment, as can be seen in  the very  f i r s t  
speech, which begins witli s tage business followed by a  dry philosoph
ic a l  t r e a t i s e  to  prepare the audience fo r  the m o ra lis tic  tons o f th© 

play#

KSFFl There i s  a  p retence, and there  i s  a  pretence behind
pretence* Througii the ages o f the groping o f man**# ♦

Til© wordiness o f the speech i s  mocked by the jokes —

liEFF; A man w ith a  wooden le g  was walking down the road on 
h is  hands ••••*  **

— and the  th e a t r ic a l  process i t s e l f  i s  commented on#

* Act I  P 1
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KSITi J u s t  warming them up* Good audience tonight*

DUST I Do you re a l is e  we have ra th e r  a  l o t  to  g e t t l tro u ^ ?  *

Such devices co n s tan tly  remind th© audience o f th© physica l r e a l i ty  o f
th e i r  presence in  the  th e a tre ,  and o f the a c to rs  as ac to rs*  Saunders 
i s  tak ing  the a l ie n a tio n  technique to  i t s  l im its ;  on one hand he looks 
towards P iran d e llo  in  d iscu ssin g  the r e a l i ty  o f repeated  ro le -p lay in g :

K2FF# You «ay th a t  every night*
DUST: And you say th a t  every night* **

On the o th e r hand he repeated ly  destroys the c a re fu lly  b u ilt-u p
evocation sequenoee, and the sympathies o f the audience, w ith a  
completeness found in  no o th er p layw rii^t} he withdraws from h ia  
o liaracters ra t lie r  than , as P iran d e llo  does, coming c lo se r  to  them*
E is  concen tra tion  on props — th© c ig a r e t te ,  the  l i l o  bed and, above 
a l l ,  the beard -  i s  matched by h is  drawing the  audience’s a t te n tio n  
to  the very words th a t  he i s  using* By making them aware o f h is  
technique, he can sim ultaneously u t i l i s e  and devalue them, thus c a l l in g  
in to  question  the r e a l i ty  o f experience i t s e l f *

The opening p a r ts  o f Act I  are  in  f a c t  a  su b tle  ex tension  o f 
the " th e a tre  o f c ru e lty ” technique; they a tta c k  the audience by the  
annoyance o f  in a c tio n , c ir c u la r  d ialogue, re p e t i t io n  and silence*  Tlie 
d iscu ssio n  o f the s ile n ce  beforeImnd no t only serves to  make the audience 
uncomfortable enou^i to  concentrate on i t ,  bu t a lso  to  reach the  bed
rock o f  the th e a t r ic a l  experience to  form a  b a s is  on which to  b u ild  — 
to  match the reduction  of the ph ilosoph ical problem o f l i f e  to  a few 
moments in  one l i f e ,  th a t  o f  the herm it:

DUST: Why do you th ink  th ey ’re  made to  l a u ^ ?  To show how
funny th e  world is ?  Nonsense, even they know tlie world 
i s n ’t  funny, i t  i s n ’t  even tra g ic *  No, we make them 
l a u ^  to  enable tliem to  s h i f t  th e i r  bott(%na on th e i r  
s e a ts  w ithout th e i r  knowing i t*  *** .

Tho " c r ic k e t” game rep resen ts  the u ltim ate  in  th e a tre  about th e a tre , 
and witli i t s  f a s t  pace and hmour, in troduces the next jhaoe — the 
e n try  o f Eudge, the author* The a tta c k s  o f Saunders on r e a l i ty ,  and 
o f h is  ch a rac te rs  on each o th e r, immediately become more se rio u s ;

♦  Act I  V 2
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BUST I • • • •  You are  the engineer o f th is  lopsided  once-^ igh tly
l i t t l e  dreamworld* I t ’s your b ra ins t r e y ’re  gawping at#  *

The exoIi^Jiges about the l i l o  and the o s ten s ib ly  sleep in g  ac to rs  serve 
both to  u n s e tt le  and to  e n te r ta in  the audience, to  put them in to  the 
cy n ica l c a s t  o f mind o f Kef f  o r  B ust, in  p repara tion  fo r  the herm it’a 
entry* The exposito ry  tone o f the  f i r s t  mention of the herm it i s  
co n tin u a lly  broken by parodies o f le g a l language and in co n seq u en tla lity :

HllSllTi I f  I  may quota frcm fhakespeara -
MEFFi L e t’s keep i t  o rig in a l#  **

This continues u n t i l  the f i r s t  sustained  speech on the su b jec t (which 
la  then  divided by L izzie  and K eff) :

BUST; **# Was bom  on the seventh o f June, 1857, in  the v il la g e
o f  Great C anfield in  the County o f Essex* ***

The s ty le  o f the language v a rie s  from the alm ost s c ie n t i f i c  d e sc rip tio n  
o f  the herm it’s hu t to  the humorous unfolding c f  the  Fanny B ell 
connection, keeping the audience both in te re s te d  in  and detached from 
the  sub jec t*  The quotations from otîier v illa g e  people a re  as  a lie n a ted
aa po ssib le  to  persuade us th a t  no answer i s  to  be found in  fa c ts  o f 
th i s  type;

KEFPt •*« He kept bees, grew h is  few p lan ts  and — th is  bloody
c o l la r ’s k i l l in g  me#

The c e n tra l  passage , o f  Act I  -  the ©vocation c f  the death o f the 
herm it — i s  contained in  a long, sustained  speech, unbroken u n t i l  the 
end by cy n ica l ooiment and using  ly r ic a l  language and n a tu r a l is t ic  
l i f t i n g ,  thus s e t t in g  up a momentary "play w ith in  a p lay";

RÏÏIX3E; *** In  the gliiamsr o f c a n d le l i ^ t  w ith in  the f r o s t -
covered, dust-covered cobweb-covered window, the  Hermit 
l i e s  * • «

The movement, in  language, from tiie fa c tu a l sc en e -se ttin g  o f the hut 
to  the emotion o f  tho death scene i s  one towards g re a te r  involvement 
and sympathy, bu t th i s  i s  b ru ta lly  destroyed a t  th e  end by L iz z ie ’s 
innocent in te r je c t io n  and the re p e t i t iv e  backbiting  o f Bust end Keff*

As a coun teraction  to  tiie s e n s ib i l i ty  o f th i s  speech launders 
continues to  a tta c k  the audience u n t i l  the in te rv a l .  F i r s t  he a tta c k s
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th e i r  ffiotivoQ*

BUST; ### Of co u rse , th ey  want to  be a b le  to  sa y , th a t ’ s how i t  
i s #  ( i t  b ein g  L ife )#  I  don’ t  know wîmt th e y ’ve been on 
about but i t ’ s  a l l  so  true# Then home th ey  go and drink  
th e ir  bedtime cocoa f u l l  o f  hope fo r  Kan’ s  tomorrow» ♦

Tlion ho r id ic u le s  t h e ir  p reten sio n s to  n o rm ality , in  the person o f  the  

herm it;

îîEîSîîTî I ’m ju s t  a  stra igh tforw ard  a c to r  -  
BUST; Tlie man’s  an id io t#

K e ff’ 8 lo n g  speech a tta ck s  th e very  purpose o f  e x is te n c e  and t h is  

f lip p a n c y  i s  balanced by the d ir e c t  ser io u sn ess  o f  Budge on the earn 
su b je c t;

EUBGBi #•«•  I  am a  mind locked  in  tw elve hundred grammes o f  
b ra in  locked  in  a  quarter o f  an in ch  o f  s k u l l  and the  
on ly  key to  t h is  p rison  i s  d ea th . ***

F in a l ly ,  Saunders d estro y s  the au d ien ce’s  f a i t h  in  tho language in  

which th ey  communicate by a tta c k in g  h is  own;

KEFF; What I  say  i s ,  i f  you don’ t  know how to  handle non-
seq u itu rs  # .#  th ey  grab ’em by the head , th e  t a i l  whips 
round and kHere’s  tlm r e s u l t  — p a r a ly s is  o f  the  
b r a in , **»*

Even the th e a tr ic a l  co n tex t in  which the p lay  tak es p lace  i s  d estroyed ;

EEDGE; Drop the curta in#
BUST; There i s  no c u r ta in , f

At the end he works up the audience to  a  s ta t e  o f  acu te  and u n s a t is f ie d  

e x p e c ta tio n  fo r  the second A ct by means o f  h e s ita t io n  and non

ex p la n a tio n ;

KEFF; L et me h e lp . Ee w as, erm , , , $
DUST; In  a  manner o f  sp e a ^ n g  . . . #  , ,
LIZZIE; You mean s o r t  o f  f f

The beginn ing o f  A ct I I  d i f f e r s  from A ct I  in  technique but

se r v e s  th e  same purpose; the audience i s  reassured  and s e t t l e d  back

in to  th e atmosphere o f  the p lay  by the jo k e s , and a ls o  reminded o f  th e  

c l i n i c a l  nature o f  the th e a tr ic a l  exp erien ce by the lig h t /d a r k
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conversation# Whera Brecht in s is te d  on exposed llg lit-so tiro es ,
Saunders in s i s ta  on the ch a rac te rs  d iscu ssin g  and a l te r in g  the q u a lity  
o f tho s tage  lig h tin g #  The pace la  a t  f i r s t  slow l ik e  tlia t o f  tho 
r o l l in g  juggernaut mentioned in  Act I ,  bu t b u ild s  up g radually  to  a  
clim ax before descending, as  always in  the p lay , in to  bathos# L izzie 
i s  given a  long , ram bling and Inconsequential speech to  exp la in  h er 
ro le  aa the simple d e f la to r  o f the o th e rs ’ pom posities; in  th is  the 
c / lc h e s ,  euphemisms and h a lf—re fe rre d  non-segu ltu rg  produce another 
sm all a rea  o f na tu ra lism  in  the p lay ; th is  Tivn.ls- il 'ic ' bes t  work of-th e  
aaqt& r-of-th i e - feonre-, r ia to r ;

LIZZIE* ##* ’Course, i f  you’re  s t i l l  a t  school i t ’s p ’raps
d if f e r e n t ;  you’ve go t your homework to  consider# But 
take a  g i r l  going round w ith a  chap, both working, and 
i f  they’re  fond o f each o th e r ##*## I  don’ t  mean l ik e  
the occasional t i f f  ### a f t e r  a l l ,  people q u a rre l a l l  
the tim e, i t ’s human n a tu re , I  mean i f  you’re  w ith a  
chap and he says so and so #### *

The p h ilo sox^ ica l speech which follow s from Rudge a lso  matches the one 
in  Act I ,  but i s  now, in  the l ig h t  o f the experience o f the p lay , much 
more se rio u s ly  presented*

EUIlGBs ### And i f  you dodatch a  glimpse o f i t ,  you may pretend
n o t to  n o tice  o r you may tu rn  suddenly away end romp v i th  
your ch ild re n  on the g ra ss , lau^^ing fo r  no reason# The 
name o f th is  q u a lity  i s  g rie f#  **

A lth o u ^  i t  i s  surrounded by th e a tr ic a l  d ev a lu a tio n s, and pointed up 
by the s tu p id i ty  o f the  h tzm lt, i t  a lso  in troduces the f i r s t  transform 
a tio n  o f the play — from a c to r  to  ch arac te r -  in  the simple prop o f 
the h erm it’s growing beard#

Budge’s  evocation o f the scene a t  the conception o f the 
herm it balances the  death  scone o f Act I ,  but i s  in  a  postui’e o f g re a te r  
a tta c k  on the audience, u sing  th e . conventional p ic tu re  o f the 
n i^ itin g a le *

EUÏX3S» And a n ig h tin g a le  in  a  beech tre e  re fo ld s  one wing,
s ta re s  m indlessly in to  space and w aits m indlessly  fo r  
the tin y  impulse whicli w il l  cause I t  to  open i t s  beak 
and em it, m indlessly and w ithout p ride  o r jo y , the 
c h a ra c te r is t ic  sequence o f h igh-p itched  sounds known 
as  the song o f the n i^ itin g a le #  ***
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Here tiia I n s is te n t  r e p e t i t io n  o f w&rds fo rces the audience to  r e a l is e  
th a t  an ex m ination o f the n a tu ra l springs o f a c tio n  (as in  the 
background o f screech owl In  Act I  and n l# tin g ? \'.e  in  Act I I  ) i s  o f  no 
iiolp*_ In  the same way the complex and convoluted pastiche  o f Budge’s 
speech on m arriage a t  beginning o f the Act leaves no room fo r  
Diaiioeuvre* The p h y s ic a lity  o f the d esc rip tio n  i s  the most h a rd -h it t in g  
in  tlie p lay , and begins the process o f continuous a tta c k  ly  the play
w right th ro n g  the ch arac te rs  on the herm it — and, by ex tension , on 
humanity -  which leads to  h is  second ’death’ * Keff and Dust a tta c k  the 
th e a t r ic a l  conventions and the p re tensions of Budge and the h e rs iit, 
while Budge’s answer i s  a  whimsy which r e c a l ls  Enid Blyton more than 
C ap ab ility  Brown*

BODGE* **« A winding f a i ry  foo tpa th  th ro u ^  a  l i t t l e  imn-<mde 
wood where no-one would ever g e t lo s t*  *

The herm i"R egenerates in to  pseudo-B iblical language ?

HSîHKITj His mouth i s  f u l l  o f d e c e it and frau d , under h is  tongue 
i s  m ischief and v an ity  — **

-  while the language o f Dust and Keff becomes more dynamic and fo rce fu l 
as they take control*

DUST; I t ' s  a l l  been sa id  and i t ’l l  a l l  be sa id  again ; tru e  
o r f a l s e .  A com forting thought .** ***

The end o f  th is  movement i s  Budge’s f in a l  d ism issa l, goaded by the 
in c reas in g ly  h y s te r ic a l  hermit*

BUDGE* No one sees i t ,  no one gives a  damn and th e re ’ s no 
reason why anyone should* . I t s  name i s  g r ie f  and i t  
s ig n if ie s  — noth ing . ****

This remains as the l a s t  v i t a l  statem ent o f the play*
The cynics end the drama, with a  re tu rn  to  the joking 

"p lay -ac tin g "  o f the beginning of Act I ,  and the humour becomes both 
grotesque and v ic io u s ; nevertheless i t  seems more r e a l  than the 
Hermit’s d e lu sio n s , and puts the audience in  a  c l e f t  s t i c k  of 
id e n t i f ic a t io n ;

DUST* 1936. F u lly  au thenticated*  I t  was t r ia d  on two hundred
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p ig s .
KEFF I Ky God, I ’d fo rg o tte i;. But can a  p ig  b® sa id  to  have the 

a b i l i ty  to  clnrug I ta  shoulders? *

The coda o f  the f in a l  explanations rounds o f f  the p lay , by c r y s ta l l i s in g  
the a t t i tu d e s  o f each c h a ra c te r . With maccustomed seriousness Dust 
examines the philosophy of l i f e  in  su ita b le  language, and i s  crushed 
ty  Keff* . K ofi’s joke defines more se rio u s ly  the tragicom ic combination 
o f  l i f e  than do any o f h is  o th e r speeches, and Rudg© ends on an 
examination o f r e a l i ty  i t s e l f .  L izz ie ’s f in a l  s ta tem en t, in  fa m ilia r  
Saunders s ty le ,  manages to  devalue the whole process of discussion*

LIZZIE* One th in g  about us — a t  le a s t  w@’x*e no t dead »#. **

Saunders’ answer to  the problem o f na tu ra lism  In  the th e a tre  
ia  to  d isca rd  the usual forms to  concentrate on a  s e r ie s  o f  v ig n e tte s  
w ith in  an aliénai ted  framework* Eis co n stan tly  changing s tru c tu re  allows 
h is  language in  th is  p lay , as  in  "A Scent o f Flowers” ,  to  rang© from 
the most co llo q u ia l and jok ing  intim acy to  ly r ic a l  d e sc rip tio n  and 
In te l le c tu a l  philosophy, pastiche  and word games, w ithout destroy ing  
h is  p lay ’s s in g le  purpose and movement# I t  i s  th is  v a r ie ty  o f  l in g u is 
t i c  types which enables him to  examine such wide and complex que =^tions 
o f i^ ilosophy  w ithout lo s in g  the a t te n tio n  and enjoyment o f  h is  audience#

Stoppard’s play belongs to  the end c f  the  period in  both su b jec t 
and s ty le  o f language# E is use o f words on the stage i s  s im ila r  to  
th a t  o f Saunders in  the a lie n a tio n  techniques o f conscious anachroj ism 
and c o n tra s tin g  types o f language# l a  "The Real In sp ecto r Hound" (1968), 
tlie p astich e  o f a  bad melodramatic t h r i l l e r ,  combined viidx a  s a t i r e  on 
the London c r i t i c s ,  i s  w ritte n  in  an exaggerated v ersio n  o f dram atic 
and newspaper langua -e , and rep resen ts  en extrema in  the tendency o f 
the drama o f the  period to  be about i t s e l f *  The e a r l i e r  "Rosencrants 
and G uildenatem  a?© Dead” (l96?) i s  aa exam ination o f tiie concepts o f  
ch a ra c te r  and r^Le-playing, and uses th ree  le v e ls  o f  language# kliere 
Saunders, in  "Next Tim© I ’l l  Sing to  You" c o n tra s ts  modem idiom atic 
conversation  w ith the heightened and sometimes ly r ic a l  language o f h ia  
" s e t-p ie c e s " , Süoppardl, by the device o f b u ild in g  h is  play around 
Shakespeare’s own words, has more le v e ls  a t  h is  d isposal*  f i r s t
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i s  th e  a n a c h r o n ia t ic a lly  modem e^cach o f  R osencrants tmd G uildenatem  

in  th e ir  " o ff-d u ty ” moments, the second the r h e to r ic a l  and o v e r t ly  

dram atic language o f  the s e t -p ie c e s  o f  d e sc r ip tio n  (a s  o f  the ran who 

bought th e m osaage), and the th ir d  Shakespeare’ s  words from "Hamlet", 

which are c le v e r ly  used to  support Stoppard’s  v iew  o f  the characters#  

Further co/?ip} io a t ln g  th e p ic tu re  by the d ev ice  o f  the p layers and th ese  

v a r ied  l e v e l s  o f  coîæaunlc a tio n  Stoppard i s  a l t e r n a te ly  fa m il ia r is in g  

and a l ie n a t in g  the audience w ith  the m atter o f  "Hamlet" on which tlia  

p lay  i s  b u i l t .
The indeterm inacy o f  the s e t -  " in  a p lace  w ithout much 

v i s i b l e  charadter" -  i s  fa m ilia r  fr<m Saunders aa a  d e v ic e  fo r  opening  

out th e r e fe r e n c e s  o f  the p lay  from a narrow con cen tra tio n  in  space 

or t im e . The in tim acy o f  the opening scen es a ls o  r e c a l l s  Saunders in  

the technique o f  comedy by boredom, as the im p ossib le  s e r ie s  o f  throws 

o f  the c o in  c o n tin u e s . The dead m th e ia a tic a l language a le r t s  the  

audience to  the la ck  o f  p r e c is io n  and relevan ce o f  the words in  which 

mankind ccnmronicates*

GUIIESNGTEHIlj The s c i e n t i f i c  approach to  the exam ination o f
pl'ienomena *

Constant r e fe ren ces  to  the dram atic s itu a t io n  ensure the degree o f  

a lie n a t io n  n ecessary  fo r  a d isp a ss io n a te  w eighing-up o f  the (^laraoters 

and th e ir  meaningi

GUIIDENSTEHN* There i s  aa a r t  to  the b u ild in g  up o f  suspense# **

Tne f i r s t  scene c f  evoc<ition, the summons, ia  put in  a  cu rious s t i l t e d  

pîiraaeology*

ROSSIvCTîANTSi That’s  i t  -  p a le  sky before dawn, a  man stan d in g  on 
th e  saddle to  bang on the sh u tte r s  — sh outs — 
k h at’s  a l l  the row about? I C lear o f f i  -  But then  
he c a l le d  our names

T his c o n tr a s ts  w ith  tiie ram bling Inoonsqquentlal language which  

precedes i t ,  and b rin gs a breath o f  another r e a l i t y  in to  the s itu a t io n #  

The d e sc r ip t io n  i s  repeated tw ic e , f i r s t  in  a  rush o f  words i l lu s t r a t in g  

th e  speed o f  tra v e l*
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R0SHICHMT2j #*# l ig h ts  In  the s ta b le  yard* saddle np and o f f  
headlong and h o tfo o t across the land guides 
ou tstrip p ed  In  brealmeok p u rsu it o f our duty* *

©ien, in  more re f le c t iv e  terms î

GTJILÎ)3ITSTIiIRIÎi *#* our mines shouted in  a  c e r ta in  dawn a  message, 
a  euranona **

These v a r ia tio n s  o f expreosion, as w ell as u n d erlin in g  the  importance 
o f the suimons, e s ta b lis h  the le v e ls  o f  r e a l i ty  o f the p lay  and 
d i f f e r e n t ia te  the two main c h a ra c te rs , d esp ite  the confusion which 
they  theme©Ives f^el*

The technique o f confusing the audience about th e i r  presence 
in  the th e a tre  and about the actors*  r e a l i ty  as c h a ra c te rs , which i s  
GO o f te n  employed by Saunders, occurs h e re , w ith even more com plex itiés. 
In  the scenes w ith the p layerss

GUILDSîSTIîIRÎI j Aren*t you going to  » come on?
PLAYiaai I  am on .
CXJÎLbSîiSTEHTil But i f  you are  on, you can*t come on | Csn you? 
PUYSEi I  s t a r t  on*

This senses to  Introduce the f i r s t  e x tra c t from the o r ig in a l 
Shakespeare# The words i **W@lcoma dear Eoseacranta and Gui Ideas te rn " ,  
a re  a l te re d  by the stage ac tio n  to  f i t  l a  w ith Stoppard*s th e s is  o f 
Id e n tity  confusion, and the paired  opposites -*

CL&UBIBS: Thanks, Eosencrantz, and g en tle  G uildenstem *
G3BTHin)E: Thanlcs Guild e a s te rn , end g en tle  Hosencrantz*

— are  u t i l i s e d  to  g re a t comic e f fe c t  l a  the same way* The words are  
here subordinate in  meaning tq^tîi9® & c^ion lî^y^î'^ lh |°oSfina5® ïines^f ̂  
"Hamlet** which Stoppard dec lines to  change a  s y lla b le ,  determine the 
course o f  the play* One of the  recu rrin g  rhymed coup le ts  which 
punctuate the otherw ise n a tu r a l is t ic  dialogue occurs a f t e r  the "Hamlet” 
e x tra c tI  these serve to  give form and d ire c tio n  to  Hho ram bling 
ph ilo soph ica l d iscu ssio n si

HOSlTICRAIîTSi (iln siïguished cry ) Consistency i s  a l l  I  aeki 
CHIIiDliaiSTülFdîI (low, wry rh e to r ic )  Give ua th is  day our d a ily  mask, f

Towards the end o f the Act the question  game, w ith the comic emphasis
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on the words them sslvea, r e c a l ls  %und3r©* " c r ic k e t” game In  "Hext 
Time I ' l l  Sing to  You” *

. Are you com t in g  th a t?
GSILDENSTOSZ: What?
EGS.lEHCRAryi’Zi Are you counting th a t?
GÎJILDEïïSTSHEj Foul% îîo r e p e t i t io n s .  T hree-love. F i r s t  gism t o . .
KOSEîiGlhlîPrZi I 'm  no t going to  p lay  i f  y o u 're  going to  be l ik e  

that#
GUILDEHSTOIIZ; Whose serve?
m sm C iW t!Z i ■ ' Huh?  ̂ =
GHILBSlISTOm: Foul I Ko g ru n ts . Love-one. *

At f i r s t  c a su a l, tiie game bu ilds up to  a  climax o f aggression about 
id e ïr t l ty , and r e c a l ls  s im ila r  games which become se rio u s  in  P in te r 's  
"The B irthday Party” .  The Act ends w ith  another confiden t use of 
S iiakespearc's words to  continue tiie id e n ti ty  questions i t  i s  done so 
w ell t t is t  i t  becomes d i f f i c u l t  to  imagine any o th e r reason  fo r  
ïîam lô t'a  choice o f words.

Act I I  beg ins, a f t e r  the Shakespeare e x tr a c t ,  w ith  an ^
■ ' f  ■

a n a ly s is  o f the sqeuch in  terms which r e f e r  i ro n ic a lly  to  c r i t i c a l  
methodsI

EOSSHCRART’Zi Six rh e to r ic a l  and two r e p e t i t io n ,  leav ing  n ineteen  
o f  which we answered f i f t e e n .  And what d id  we 
g e t in  re tu rn ?  Ke'a depressed$ ^

©le d isouscion  about e<xapass d ire c tio n s  uses them as a  syrcbol fo r  the 
problems o f id e n t i ty ,  a t  the  Siuao time amusing the audience w ith 
nonsensical a c tio n . The anger o f the p layers a t  being l e f t  a c tin g  to  
no one continues the a tta c k  on tlm audience as  Eosencrantz shouts 
" P ire i” This t i e s  the f a c t  o f the th e a tre , s tre s se d  by Sausiders and 
N ichols, to  the Id e n tity  problems c e n tra l  to  th is  play* Stoppard malces 
a  d if f e re n t  uco o f Shakespearean e x tra c ts  in  Act I I ,  which lias much 
more o f tlie o r ig in a l "Hamlet” in  i t  than Act I ,  by showing the a c to r  
in  a  mime r e la te d  by the p lay e rs . In  th is  way he in troduces tW a tr ic a l  
irony  by showing Rosencranfcz and G uildenstem  warned o f th e i r  own 
deaths bu t n o t understending the w arnings. Tlie mechanics o f drama are  
s tre s se d  by the sim ulated deaths 'shown' by the p la y e rs , and the 
c o n tra s t betwseu the S lisabetlm n language end tlis modern idiom used by 
Eosencrantz and G uildenstem  keeps a  constan t in te r e s t  in  the unfolding
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o f the a c tio n . In  th is  way Stoppard e re c ts  a  bridge between the 
modem world and th a t  o f Shakespeare* Rosencrantz and G uildenstem , 
by th e i r  everyday speech and a c tio n s , are  made to  stand  fo r  us in  the 
world o f  "Hamlet” .

Act I I I  begins w ith Stoppard s a t i r i s in g  the "scen e-se ttin g "  
o f n a tu r a l is t  drama w ith  tlie long l i s t  o f n a u tic a l int^tructiona ( l ik e  
Arden in  "The Eero Rises Hp"), the language a l ie n a tin g  and amusing the 
audience bu t s t i l l  f u l f i l l i n g  i t s  purpose o f  d e sc rip tio n . There i s  no 
more o f Shakespeare to  t i e  down the ac tio n  u n t i l  the very end, except 
fo r  the l e t t e r s ,  which a c t  as reminders of the o r ig in a l  a c tio n  o f the 
p lay  "Hamlet". The absence of the quotations used in  Acts I  and I I  
allow s S toppard 's language to  beccane more detached and re f le c t iv e  than 
b efo re , undriven by ev en ts . G u ild en stem 's  long ej^eech d esc rib in g  the 
voyage r e c a l ls  the language of the summons o f Act I ,  as does h is  l a t e r  
d e sc rip tio n  o f th e i r  fu tu re  a r r iv a l  in  England and of the voyage 
i t s e l f *

GUILBii^STERKs The p e rfe c t and abso lu te  s ilen c e  o f the wet lazy  
s la p  of w ater ag a in s t w ater and the r o l l in g  creak 
o f tim ber. *

This i s  a  moment o f r e a l  physical evocation to  co un teract the in creas
in g ly  unconnected and vague nature  o f the ph ilo soph ica l d iscu ss io n .
Tkie end o f the o r ig in a l "Hamlet" i s  mimed, alm ost"in  passing” ,  in  
o rder to  f in is h  i t  o f f .  The l a s t  speeches round o f f  the play while 
leav ing  the questions open. This "coda" r e c a l ls  Saunders '  formal 
speeches a t  th e  end o f "Next Time I ' l l  Sing to  You" in  leav in g  a  question  
r a th e r  than an answer fo r  the audience to  con sid e r. As S to p rard 'a  
su b jec t i s  id e n ti ty  ra th e r  than communication, th e re  a re  l a  th is  play 
none o f the cross-purposes found in  the conversation o f much modern 
drama* the  u n c e r ta in tie s  vdiich make up the p lo t a re  those o f a c tio n  
and c h a ra c te r , while the words theu^selves, whether they a re  Shalcespeare's 
o r S to p p ard 's , are  c le a r ,  d ire c t  and unambiguous. He uses h is  
d if f e re n t  modes o f expression to  lin k  the p resen t experience o f the 
audience, by gradual s ta g e s , w ith tlia t o f the o r ig in a l play* the jokes, 
games and mimes are bu t means to  th is  one end.

♦ Act I I I  P 54
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Nichols* use o f language in  "A Boy in  the Death o f Joe 
( 1967) has much in  cosmon w ith tl ia t  o f Saunders and Stoppard. The sub
j e c t ,  however. I s  much more in tim ate  and personal than th a t  o f 
Stoppard. The jokes and spoof a c tin g , which pen e tra te  the n a tu r a l is t ic  
s e t t in g ,  dialogue and s i tu a t io n ,  a re  much more s tro n g ly  t ie d  down to  
the s p e c if ic ,  and u su a lly  function  as th e rap eu tic  r e l i e f  r a th e r  than 
a t ta c k . Where Stoppard*a p astiches o f obso lete  forms and ph ilosoph ical 
mannerism have l i t t l e  connection w ith h is  audience except in  tiie 
c e n tra l  id e n t i ty  problem, Nichols uses h is  vary ing  l in g u is t ic  modes 
to  draw the audience in to  the s itu a t io n  as much as possib le*  As 
Ronald Bryden sa id  in  the "Observer” review o f the play* "The bridge 
between i t s  form and conten t i s  a  simple bu t b r i l l i a n t  s tro k e  o f 
th e a tre ."  ♦ The s e r ie s  o f e e t-p ia c e s , d ire c te d  towards the r e a l  
audience, rep ea t and exaggerate the  portrayed behaviour o f  tlie fam ily . 
Tliis b rings the  s ty le  n earer to  a  form o f natu ra lism  than th a t  o f 
Saunders, whose ac to rs  consciously s e t  up "p la y le ts"  fo r  the audience 
a t  the time of performance. The monologues in  "Joe Egg" which serve 
as a  convenient dram atic shorthand fo r  ch a rac te r-b u ild in g  and explan
a tio n  o f  m otives, are  s im ila r  to  the long speeches in  "Next Time 1*11 
Sing to  You" in  in te n t ,  but much le s s  a lie n a te d  by s ty l i s t i c  t r ic k s  o r 
jokes* L iz z ie 's  speech in  the second h a lf  o f the Saunders play i s  
the  n e a re s t approach to  th is  technique o f Nichols*

GRACE* Ko, w ell I  w ouldn't have dropped in ,  n o t in  the  o rd inary  
way, sp e c ia lly  when they had company, only on Tuesday 
Mrs Parry and I  make a  h ab it o f meeting fo r  the p ic tu re s  
i f  th e r e 's  anything n ic e . V e il, a f t e r  you've been round 
w ith a  d u s te r , th e r e 's  nothing siuch l e f t  to  f i l l  in  the 
afternoons . . . . .  **

His technique o f language — h is  use o f a  number o f d if f e re n t  modes to  
change the pace and tone and keep the au iience both en te rta in ed  and 
concen tra ting  on a  d i f f i c u l t  su b je c t, y e t a l l  in  a  free-flow ing  id lm -  
a t io  modem speech -  i s  very s im ila r  to  th a t  o f  Saunders. But i t  i s  
the o v e ra ll tone and hum anistic treatm ent o f h is  su b je c t, th o u ^  i t  i s  
s im ila r  in  many ways, which make the p lay  o f a  com pletely d if f e re n t

♦ Ju ly  1967
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type*
Two m iddle-period plays by Osborne i l l u s t r a t e  h is  tendency 

towards a  more d ir e c t  re la tio n sh ip  with the audience in  the s ty le  of 
the " i l lu s io n is t s ” , above, and Arden, below -  though h is  e a r l i e r  and 
l a t e r  l in g u is t ic  natu ra lism  has many a f f in i t i e s  w ith the work of the 
o th er N a tu ra lis t ic  p la y w r i^ ts  of the ea rly  s ix tie s*

''Luther" ( I 96I)  rep resen ts  h is  e a rly  period of n a tu r a l is t ic  
dialogue w ith  some elements o f " d ire c t  communication w ith the audience 
which may be compared w ith the h is to r ie a l  work of Arden* "Inadm issib le 
Evidence" ( I 964) rep resen ts  the l a t e r  work in  i t s  emphasis on lack  of 
communication, and i t s  co llo q u ia l modernity o f tone i s  s im ila r  to  th a t  
of a l l  Osborne's major work* "Luther" can be co n trasted  w ith A rden's 
"Sergeant Musgrave's Dance" in  i t s  much sm aller concern w ith the 
language i t s e l f ,  although in  each case i t  i s  an idea  (spoken o r w ritte n )  
p ro jec ted  in to  a h is to r ic a l  s i tu a t io n , which provides the action* The 
h i s to r ic a l  s e tt in g  o f "Luther" i s  re a lis e d  by the f re e  tra n s la tio n s  of 
the a c tu a l speeches of the tim e, combined w ith the stage—s e ts  them selves, 
which are  w ed  to  d istance  and encapsulate the speeches, which are  in  
modem idiom . This technique i s  in  s trong  c o n tra s t to  th a t ,  fo r  example, 
o f A rden's "Armstrong's Last G oodni^t" or "Left-Handed L ib erty " . In  
"Luther" the pastiche  versions of the speech of the time are o f g rea t 
importance in  keeping the aud ience 's  sense of p a r tic ip a tio n  a l iv e .

The physica l tab leau  of the kneeling  M artin and the m jhks a t  
the beginning o f Scene I  c rea tes  the e f fe c t  o f a  closed so c ie ty , w ith
drawn from the w orld, and th is  i s  supported by the use o f the 
t r a d i t io n a l  language o f in v estitu re*

PRIOR* He whom i t  was your w il l  to  d ress in  the garb o f the 
Order, oh Lord, in v est him a lso  w ith e te rn a l  l i f e *  ♦

But the language, as in  a l l  the ea r ly  re lig io u s  scenes, i s  s u f f ic ie n t ly  
modernised to  communicate what i s  tak in g  place d ir e c t ly  and simply to  
the audience* The c o n tra s t in  Scene I  between the w orldly l i f e  (rep
resen ted  by Hans and Lucas) and the s p i r i tu a l ,  a c o n tra s t and c o n f lic t  
e s s e n tia l  to  the course of the p lay , i s  made i n i t i a l l y  by the 
n a tu r a l is t ic  dialogue i t s e l f .  The slang  and h e s ita t io n  o f the fam ily 
scene, which make i t  'a v a i la b le ',  i s  con trasted  to  the cold r i t u a l  of

* Act I  So I  P 13
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the in v e s titu re s

HANS I . . .  You've been s i t t i n g  in  th is  a rse -ach in g  congregation
a l l  th is  tim e, you've been watching, h av e n 't  you?

EAîîSs Ko, y o u 're  damn r ig h t  W won't# Of s ta tu re *  To the 
Archbishop o r the Duke, o r -  

LUCAS* Yes#
HAKS* Anj'one* #

mie read in g , which paraphrases and modernises the commandments, 
p resen ts  tli© monks* l i f e  to  the audience w ith  g ro a t s im p lic ity  and 
sympathy, but i t s  gradual r e t r e a t  from d ire c tn e ss  in to  th eo lo g ica l 
ob scu rity  foreshadows the f i r s t  break in  the s p i r i tu a l  harmony o f the 
nex t se c tio n  o f the scene* Beginning w ith -

HEADER* Kot to  s te a l  
Kot to  covet
Kot to  bear f a ls e  w itness # ,.*#  **

— i t  soon becomes —

To keep your mouth from e v i l  and depraved talk*
Kot to  love much speaking*

— and ends on a  note o f hlgh-church ceremony:

,*# spreading around you by the p ie ty  o f  your deport
ment the  sweet odour o f Christ*

The f i r s t  se% eration o f M artin from the l i f e  o f the o th e rs  i s  In  
terms o f the w ild , dram atic , emotional language o f h is  confession , 
which shows how t r i v i a l  and s to l id  a re  the o th er monks*

MARTIN* I  was f ig h tin g  a  bear in  a  garden w ithout flow ers,
lead ing  in to  a  desert*  His claws kep t making my arms 
bleed as I  t r ie d  to  o ^ n  a  ga te  which would take me 
ou t •••«  I  was a  naked woman r id in g  on a  g o a t, and the 
goat began to  d rink  my blood, and I  thought I  should 
f a in t  w ith the pain and I  woke in  my c e l l ,  a l l  soaking 
in  the d e v i l 's  bath* f

Tlie s u r r e a l i s t  imagery of the dream i s  l a t e r  echoed in  Scene I I ,  where 
Lutlier becomes p a r t o f  the dream-world# The climax o f the scene w ith 
M artin 's  f i t ,  which r e s u l ts  fr<m the Irre c o n c ila b le  c o n f l ic t  w ith in

* Act I  So I P 15-16
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him, i s  alm ost w ithout words, the v io le n t and sudden a c tio n  being a  
mime s im ila r  to  those of P in te r  a t  h is  c lim ac tic  moments (see Cliapter 
5 ) |  hero language i s  in su ff ic ie n t*  The con tinu ing  O ffice serves as 
the  s p i r i tu a l  background which solves problems such as  th is  by 
Ignoring  them.

Scene II  opens w ith a s ta g e -s e tt in g  and dri am-sequenoe both 
extrem ely v io le n t in  expression* Both M artin 's  api>earanee — "haggard 
and stream ing w ith sweat" — and h is  language support the in te n s i ty  of 
h is  own physica l humanity in  c o n tra s t to  the e a r l i e r  calm ceremony o f 
the Honks, The c o n f lic t  i s  continued in  the scene w ith  Brother 
Weinand, as  the Creed i s  counterpoised ag a in s t M artin 's  doubt, and 
n e ith e r  can win:

BHO* WSINAJin): A fte r  me. " I  believe in  God the F ather Almighty, 
maker o f Heaven and Earth

MARTIN: I 'm  a trough, I t e l l  you, and h e 's  sw illin g  about
in  me. A ll the time* ♦

The p ^ y s ic a lity  of the metaphors gives the l i e  to  the s p i r i tu a l  
g e n e ra lisa tio n s , aa l a t e r  in  the  sermons. The s im p lic ity  o f tW  l a s t  
statem ent in  the scene, which i s  made d ire c t  to  the th e a tre  audience, 
emphasises i t  in  c o n tra s t to  the previous so u l-search in g , end places 
i t  aa c e n tra l  to  the p lo t :

MSTINi And so , tlie p ra is in g  ended -  and tli© blasphemy began, **

The n a tu r a l is t ic  Scene 5t which c o n tra s ts  aisain w ith the 
surrounding symbolism, shows Hans' I n a b i l i ty  to  understand M artin 
b u ild in g  up n a tu ra lly  to  the blasphemy which dram atises üie c o n f l ic t  
and d ivorces him f in a l ly  from M artin 's  vocation :

MKS* I ' l l  t e l l  you*
Bread thou a r t  and wine tliou a r t  
And always s h a ll  remain so , ****

The d ire c tio n  o f Hans' a tta c k  i s  a lso  re la te d  d i r e c t ly  to  the p lo t o f 
the p lay  as a  whole * Hans i s  rep resen tin g  the German people in  
unconsciously a tta c k in g  the l i t e r a l  in te rp re ta t io n  o f the Mass, and 
thus he foreshadows M artin 's  r e v o l t .  The emphasis of the p lay  on 
words and forma o f speech i s  found here In  M artin 's  reference  to  the
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words of the Kass — "They stru ck  a t  my l i f e " .  The moment a t  which 
àhe Reformation was bom  i s  made one of l in g u is t ic  analysis*

Act I I  Scene I  re lax es  and e n te r ta in s  the addience a f t e r  the 
in te n s i ty  o f Act I  w ith a th e a tr ic a l  spec tac le  which uses the fo rc e fu l, 
c o llo q u ia l language of the p ro fessional o ra to r , T e tz e l, The 
p rev a ilin g  physical imagery I s  a lso  found here In  the rhythmic 
r e p e t i t io n s  which u n d erlie  the speech:

TETZEL: However, however — ju s t  in  case — ju s t  in  case , mind,
th ere  i s  one b lin d , maimed midget among you today who
c a n 't  hear, I  w il l  open h is  ea rs  and wash them out 
w ith sacred soap fo r  him. *

The f o r t h r i ^ t ,  public language of hypocrisy and commerce i s  immediat
e ly  co n trasted  w ith the q u ie t, in tim ate atmosphere o f Scene I I ,  the 
humanity o f which i s  upheld sAso by the humorous s to ry  o f T e tz e l 's  
fa te  a t  the hands of the nobleman. But the calmness of the scene i s  
in te rru p te d  more and more by the sc a ta lo g ic a l metaphors which occur 
in  M artin 's  arguments. These are  d ire c t ly  physica l r a th e r  than 
re lig io u s  o r jiiilo so p h ica l:

ÎÎAETINs Only l a s t  week I  was le c tu r in g  on G alatians Three,
verse th re e , and I  a lleg o riz ed  going to  the lav a to ry .

A hog w affling  in  i t s  own crap i s  con ten ted .

I f  I  break wind in  W ittenberg, they might smell i t  
in  Rome, **

Scene 5 , which i s  again th e a tr ic a l  to  c o n tra s t in  s in c e r i ty  w ith Scene 
I ,  continues th is  type o f metaphor, while making i t s  po in ts  w ith much 
the same kind o f rh e to r ic a l  methods as T e tg e l, *** in  the r e le n t le s s  
l i s t  o f r e l ic s  and the a r t i f i c i a l  balance of sentences to  gain  e ffec t*

LUTHER; I f  we are going to  be d eserted , l e t ' s  follow  the 
deserted  C h r is t ,  »**♦

The long Scene 4 contains the c e n tra l p resen ta tio n  o f the

♦ Act I I  So I  P 47
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p lo t  and til® reasons fo r  L u th e r 's  revo lt*  The argument i s  conducted 
in  I n te l le c tu a l  terms which again c o n tra s t w ith the p h y s io a lity  o f 
Scene 5» and the lm%K>rtance o f the movement o f arguiacv^t i s  shown by 
i t s  n a tu r a l is t ic  bu t com pletely modernised d ia logue , d istanced  from 
the  audience n e ith e r  by archaism , dyphemism n c r an ob trusive  set*  .
The p a te rn a l ap iroach o f  C ajetan -  "Oh my dqar, dear son" -  d isallow s 
M artin the kind o f f i r e  he shows w ith  T e tz s l, and in s te a d  he must 
rep ly  in  formal terms which discount the C a rd in a l's  appeal# The 
emotion o f the language mounts to  a  climax o f e im p lio ity , a l l  arguuaeat 
having f a i le d :

CAJKTAN* I  beg o f  you, my son# I  beg o f you# R etract#
(Pause)

KASTIîît Moat holy  f a t lie r ,  I  cannot# ♦

Caj e t a n '8 prophecy a t  the end o f the scene forcsocs the th ird  Act and 
Eivdem h is to ry , in  a  way which brings the  a c t  o f  saying " I  speak L a tin  
and am a C h ristian "  rlcJht out of the h i s to r ic a l  con tex t o f the p lay : 
the worda themselves are  again  c e n tra l  to  tlie p lot#  Scene 5 b r ie f ly  
shows the rap id  and immediate rep ly  to  L u th e r 's  r e b e ll io n j I t  
rep re sen ts  the power of the Church by the l i s t  o f  i t a  su b je c ts : 
"M aximilian, and a l l  the o th e r p rinces of Germany, to g e th e r w ith a l l  
communities, u n iv e r s i t ie s ,  p o te n ta te s , e c c le s ia s t ic  end sec u la r  ••••"«  
M artin 's  own rep ly  follow s in  Scene 6 in  terms o f open c o n f l ic t  which

I
ar^ the s tro n g e s t in  the  p lay :

MARTIN: ### Signed beneath the s e a l o f the fisherm an 's  Sing
by on# c e r ta in  midlen cock c a lle d  Leo, an over-indulged 
ja k e s ' a tten d an t to  Satan h im self, a g l i t t e r in g  worm 
in  excrement • • • • •  **

Meanwhile the hw ianlty and se lf-d o u b t o f JIai'tin a ie  kept in  e ig h t by 
h ie  p riv a te  prayer a t  the end o f Act I I ,  which i a l l s  on God in  terms 
much more in tim ate  than those c f  Act I .  In  o ther worda, Luther has 
a lready  p a r t ly  achieved h is  purpose, ou tlined  in  Act I ,  o f speaking 
d i r e c t ly  to  God*

% e D iet scene a t  the beginning o f Act I I I  continues the 
o p r^ s itio n  o f public  and p riv a te  w ith the th e a tr ic a l  spec tac le  o f  
co lou r, robes and trumphets which i s  followed by a  q u ie t ,  conversational 
tons in  M a r t in 's  and S ck 's  speeches* Osborne a b s tra c ts  the c e n tra l
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poin ta  o f the con fron ta tion  a t  Worms in  alMiple terms which place the 
issu es  squarely  before the audience, who are involved in  the scene ty  
the device of the rostrum  which p ro jec ts  in to  the auditorium . * The 
ar.ogance which Luther shows throughout the socond h a lf  o f the p lay , 
and a c ^ in s t which he u n su o iessfu lly  f ig h ts  in  the monastic scenes, i s  
demonstrated by h is  comparison o f hir/«self w ith C h r is t ,  and h is  
acceptance, in  th is  sc ;n e , of the ro le  o f reform er o f the whole of 
Christendom. The Eck/Luther con fron ta tion  i s  p o r tr ^ e d  as one o f 
p o l i t ic s  a g a in s t conscience ; Eck, fo r  example, pleads the n e c e s s itie s  
of the time*

ECK I What would the Jews and the Turks and Saracens say i f  they 
heard us debating? whether what we have always believed  i s  
tru e  o r not? **

Both speakers use language whose f a m ilia r i ty  to  the audience and lack  
o f  archaism brings the issu es  r ig h t  in to  the  present*

The Knight who has Introduced the scenes as a  type o f 
n a r ra to r  now en te rs  the ac tio n  and rep resen ts  the aud ien ce 's  own 
response to  the events which he d esc rib es . A new element embodying 
the language o f the "common man" e n te rs  the play as  the K n i^ t  argues 
w ith L u th e r 's  ceremonial words in  Scene 2 , and L u th e r 's  own "sermon" 
on Abraham gains a  new l in g u is t ic  d ig n ity  from the confrontation* The 
ndme a t  the  end expresses events in  a  simple form which i s  unencumbered 
by languages the jd a y 's  p lo t r e a l ly  ends hez?e, leav ing  the la ^ t  scene 
as  a  q u ie t winding-down from the v io lence end emotion. The language 
i s  l ik e  th a t  o f the ea r ly  scenes w ith Hans, when M artin , a t  the very  
end, speaks to  tiie ch ild  as to  the fu ture*  "Luther" shows Osborne 
using  the long, a tta c k in g  speeches c f  h is  e a r ly  plays in  a  h is to r ic a l  
con tex t which allow s them to  be scan to  have a  r e s u l t ,  and which a lso  
can co n ta in , as a  counterw eight, h is  ru îtu ra lis t ic  modem d ialogue.

"Inadm issib le Evidence" belongs in  l in g u is t ic  terms with tlie 
plays o f 1968 in  i t s  modem s e tt in g  and une o f tm  jargon and manner- 
is a s  ap p ro p ria te  to  the charaoters* c a re e rs , "Time Present" r e l i e s  on 
i t s  th e a t r ic a l  background to  give r e a l i ty  to  the long rev e la to ry  
Siieeches (altliougti th is  dims the boundary between tru th  and falsehood) |

# 5ee stage d ire c tio n s  to  Act I I I  Scene I
** Act I I I  So I  F 85
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"The H otel in  Amsterdaia" uses i t s  ho liday  atmosphere and the casual 
non-hierarchy o f the film  world in  t re  earn© way* * In  c o n tra s t 
"Inadm issible Evidence" tack le s  the question  o f  degrees o f naturalism  
by leaking i t  com pletely u n clear how csuch o f the dialogue i s  tak ing  
p lace in  M aitland 's  own mind* The whole play i s  concerned w ith bare ly  
understood s ig n a ls  from one person to  ano ther, and Act 2 s tre a se s  th is  
w ith  parodies o f le g a l languagei

CL'':RK: Object# Intending  to  v i t i a t e  and co rru p t the morals o f
the  lie g e  su b jec ts  o f our lady the Queen «»•

This i s  lipoken by both Judge and C lerk l a  firm , assured tones which 
c o n tra s t w ith the h e s i ta n t ,  re p e ti t io u s  and personal words o f Maitland* 
A gainst the Kafkaeaque m ajesty o f the ill-u n d e rs to o d  le g a l process 
M aitland can only s e t  h ia  "Modernist" creed:

BILL: •••«  more schools and u n iv e rs i t ie s  and u n i ^ r s i t i e s  and
schoo ls, the  theme o f change, r e a l i s t i c  dec is ions based 
on a  h igh ly  developed and p ro fessio n a l study o f so c ie ty  
by people who r e a l ly  know th e i r  su b jec t #### ***

His b e l ie f s  here a re  made to  seem Inadequate and rid icu lo u s  in  the 
face o f the p ersonal, in d iv id u a l fa c te  of c r i s i s  of Id en tity *  An 
exchange in  the e a r ly  p a r t  o f th i s  sec tio n  could be seen as a  xnetaplior 
fo r  Osborne's abandonment o f the  public issu e s  o f h is  e a r ly  work in  
favour o f  a  concen tration  on the problems o f p e rso n a lity  and 
re la tio n sh ip s  in  "p riv a tiv e"  terms;

B in ,: Facing up ra a l is t ic ^ î l ly ,  the issu es  th a t  a re  im portant,
r e a l ly  c e n tra l ,  so c ia l change, b a s ic , burning issues*

JUDGE: I  tliink th a t  i s  evident*
BILL: I  wish I  could see more c learly *  f

The " issu es  o f so c ia l change" are abandoned in  favour o f the metaphor 
o f s i ^ t  to  imply consciousness, a lso  cormonly foimd in  P in te r 's  work, 
where in d iv id u a l re la tio n s '- ip s  a ie  paramount* The dream s e t t in g  
allow s the  explanations of B i l l 's  l i f e  to  be put in  simple docu&^sntary 
terms -  the s to ry  i s  to ld  to  the audience, the ch a rac te r  i s  analysed, 
and the fe a rs  expressed before the ac tio n  o f  the play proper begins*

The o ff ic e  scone which follow s serves as  a  format fo r  B i l l 's  
a tta c k s  on S h irley  and Jones which a t  once destroy  most o f the

* A holiday  i s  a  fa m ilia r  s e tt in g  fo r  rev ea lin g  the tru e  s e l f :
tlie film  casualness allows intim acy between a l l  the c h a ra c te rs*

** Act I  P 9
*** Act I  P 10

See Part I I I  Chapter 7
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audience’s sympathy w ith the c h a ra c te r , only to  r e tr ie v e  th a t  sympathy 
l a t e r  d esp ite  h is  character»  S h irley ’s re ac tio n  to  B i l l  seems only 
reasonab le , and h is  view o f Jones I s  com pletely u n c a lle d -fo r , e sp e c ia lly  
in  the con tex t o f Hudson’s ev iden t consaoa sensei

BILL: He’a a  te n t  peg* Made in  England* To be knocked in to
the ground* *

The re fe ren ces  to  modern l i f e  — the Jbablts of o rd inary  people, the 
in fluence o f the computer, the newspaper and p o l i t ic s  -  a re  p ile d  up 
by B i l l  in  every speech to  Hudson, with l i t t l e  attem pt to  c re a te  an 
atmosphere o f  naturalism  in  the running of the o ffice*  Osborn© *s 
fe e lin g s  a ie  expressed d ire c t ly  to  the audience in  a  way unusual in  
h ia  p la y s5 the a t ta c k , on p ra c tic a lly  every th ing , continues r e le n tle s s 
ly  — a  drum-bcat o f eustained  misanthropy* Each com plaint about 
modem l i f e  i s  pointed up by a i^ersonal reference j

BILL; She m arried some corpu len t financier*
EUBSüHl Who?
BILL: Betty* I ’m always seeing  h is  name on b u ild in g  s i t e s ,

spends h is  time p u llin g  down Regency squares -  you 
know — and p u ttin g  up s la b s  o f  concrete tecbnelog ica l 
nougat* **

The vaguely-portrayed nature  o f tW  o th er ch arac te rs  allow s B i l l  to  
make h is  s e r ie s  of a ttack s  in  more d ire c tio n s  and a  sh o rte r  time than 
i s  found in  any o th er Osborne play* TliC word "o b jec t” , w ith i t s  
p h a llic  im plica tion  in  the ea rly  scene, re tu rn s  hers as  shorthand fo r  
the  purpose o f l i f e ,  and although never fu l ly  re a l is e d  as such, recu rs  
th r o u ^  the  p lay as a  reminder o f B i l l ’s  doubts about h is  own ex is ten ce :

BILL: But what s o r t  of o b jec t la  tlia t?  I s  i t  an enjoyim nt, a
du ty , an o b lig a tio n , a  n e ce ss ity  •*•«•?

Tiie l in g u is t ic  muddles o f h is  speeches r e f l e c t  h is  lacx  of moral sense 
o r psychological consistency*

The f i r s t  teleplione conversation , w ith  Anna, s t a r t s  the 
process o f lo ss  o f id e n ti ty  and pur pose ; the "mesnage ' from the 
ou tside  voidd”/device i s  common in  Osborne, and la  deecribed In Bart 3* 
The M aitland end o f each convers'itjon i s  arranged so th a t  th ere  i s  very 
l i t t l e  doubt about the  o th er h a lf  o f the d ia logue, while i t s  personal

* Act I  P 2?
^  Act I  P 30
*** Act I  P 35
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relevance to  K aitlan d ’s own fe e lin g  of r e a l i ty  la  enhanced by the 
one-aided na tu re  o f the audience’s perception# * The h ierarchy  of 
comnrunication, a t  i t s  most tenuous on the telephone, i s  m anifested In  
the in te r -o f f ic e  dictaphone, which sejiaratea the ch a rac te rs  the 
audience se e s , and ends in  the dream sequences which take place 
e n t i re ly  in  ("taitland’s mind — conrmnication only w ith the se lf*  The 
second conversation , sandwiched between S h irle y ’s leav in g  and Mrs 
Gaamsey, the f i r s t  c l i e n t ,  matches the "Anna" one in  lu c id i ty ,  estab 
l is h in g  t e  two r iv a l  woman in  o rder to  develop th e i r  ch a rac te rs  la te r#  
I t  soon becomes c le a r  th a t  Krs Camsey’s d e sc rip tio n  o f h e r  husband i s  
in  f a c t  o f  B i l l ,  end from th is  p o in t onwards the na tu ra lism  of each 
conversation  i s  suspect fo r  the audience, and i t s  a t te n t io n  i s  drawn
to  B i l l ’s lo ss  o f control#  The non-coraclttal ending to  Act I  leaves
the p lo t  and B i l l ’s motives in  a limbo which foreshadows the ending:

BILL: T e ll h e r: to  ex rec t urn when she sees me. **

The business w ith the telepiione connection a t  the beginning
of Act I I  i s  the c le a re s t  dram atisation  of tlie d i f f i c u l ty  o f oorimunic- 
a tlo n  found in  a  modem drama preoccupied witli th i s  t  *eme# The 
c o n tra s t o f Liz and Anna i s  more marked as conversation# follow  one 
another in  the cold l ig h t  o f dawn* The dialogue w ith Ll% i s  both more 
warmly personal end more lu c id , while Anna’s c a l l  tap e rs  o f f  in to  a  
lo ss  o f d ire c tio n  while B i l l  a tta c k s  h er and various o th e r ta rg e ts  in  
passing :

BILL: — Oh, something about your gold lame h a ir s ty le  *«* and,
oh y es , your d ress : what did she c a l l  i t :  c h in tg and
sequin co llage **#*

I ’ l l  buy you an a i r  cushion fo r  the next Aldermaston. f

As the id e n t i t ie s  o f the c l ie n ts  become confused and they merge in to  
one ano ther, the language malies a  c o n tra s t between the le g a l i t i e s  o f 
the  various p e ti t io n s  and concrete references to  the surface  api^arance 
o f modem l i f e  -  the fu rn itu re , books, d rinks and shops -  which are  a l l

* The process i s  made e x p l ic i t  in  P in te r ’s "The C o llec tio n " , where
'both  p a r t ic ip a n ts  in  the conversation are  heard#

** Act I  P 57
Act I I  P 64 
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tlm t f îa itlan d  can hold on to  in  t^ïe absence o f personal id e n tity *  The 
balance o f the TonJ:a p e t i t io n  and M aitland 's  rem iniscences puts h ie  
personal experience in to  co n tex t, while drawing a t te n t io n  to  the 
inliuman nature  o f the l e g a l i t ie s  involved; th is  may be a  p lea  fo r  
understanding o f M aitland h im self, who i s  involved in  the  conduct o f 
h is  profession* Maples, an o ld er version  o f Jones and played by the 
same a c to r  to  enforce comparison, rep resen ts  ano ther a sp ec t o f the 
world which M aitland hates* language o f the 's ta te m e n t' I s  admir
ab ly  su ite d  to  Osborne's purpose, being expanded to  include more 
personal r e f le c t io n  than i s  usual in  le g a l m a tte rs , b u t avoiding the 
com plications o f the e a r l i e r  's ta tem en ts '*

Til© one-sided conversation w ith Jane i s  the longest in  the 
p lay , the very  f a s t  d e liv e ry  and sim ple, in tim ate  language being a  
more s tud ied  v ersio n  o f the Jones' a ttacks*  Tlie fades a t  each end of 
the speccli make i t  u n certa in  whether M aitland i s  a c tu a lly  ta lk in g  to  
Jane; the  su b jec t moves from a  general d iscussion  o f h is  parenthood 
and m arriage to  Jane h e rs e lf  aa rep re sen ta tiv e  o f the youth M aitland 
has l o s t :

BILL: #*# Oh, I  read about you, I  see you in  the s tre e ts *  I
h ea r what you say , the sounds you make *•* *

The emphatic r e p e t i t io n  o f key words — "kindness", "loving" — shows 
the importance Osborne puts on h is  evaluation  o f a  way o f l i f e ,  and 
forms what l i t t l e  climax can be found in  the play* The whole o f the 
a c tio n  can be seen as lead ing  up to  th is  speech* F in a lly  B i l l  h im self 
i s  a ttack ed  by Li* in  person in  terms of an in te l le c tu a l  a r is to c ra c y  
which i s  another fa c e t o f  l i f e  tlia t he has been shown to  envy:

LIZ: Y ou're a  d ishonest l i t t l e  creep* **

Anna's l a s t  two phone c a l ls  complete the process to  im m obility | a  
c e r ta in  p o s itiv e  tone from Liz i s  unable to  reverse  the trend towards 
personal destruc tion*  The mention of Jane and the two "Goodbye's" in  
the l a s t  fo u r l in e s  wind down the ac tio n  to  a  stop  by c lo sin g  o f f  a l l  
tlie loopholes: M aitland i s  now trapped in sid e  h im self in  s ile n c e , non- 
coramunioation and immobilityf he i s  in  a  s ta te  fa m ilia r  in  P in te r 's

♦ Act I I  P 104
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ch a ra c te rs , whose lo ss  o f id e n t i ty  i s  o ften  as to ta l*  *

Bond's la te  work has a  more In te re s t in g  relevance to  the 
period in  general than h is  e a r ly  naturalism * I t  shows, in  c o n tra s t to  
A rden's work, how a lie n a tio n  can be e n t i re ly  non-poetic* Bond's s ty le  
changes during the period from the complete na tu ralism  o f "The Pope's 
Wedding" (1962) and "Saved" (196$), to  the more conscious th e a tr ic 
a l i t y  o f  "Harrow Road to  tlie Deep North" (1968). Tl*̂ e e a r ly  plays 
u t i l i s e  one o f the  most completely n a tu r a l is t ic  l in g u is t ic  forms to  be 
found in  modem drama; tliey achieve tlie same degree o f audience 
pecognition  o f a u th e n tic ity  in  the r u r a l  s e t t in g  as  P in te r 's  e a r ly  
plays do in  an urban one* But a t  the end o f the p erio d . Bond seems to  
have been draw n,like so many modem d ram a tis ts , towards aa  Indeterm in
a te  h is to r ic a l  period in  which h is  language can achieve a  d i r e c t  
communication w ith the audience in  n o n -n a tu ra lis tic  terms* The 
"su b tex tu a l"  meaning of the laco n ic , understated  language o f the f i r s t  
two plays i s  revealed  in  "Harrow Road to  the Deep N orth", in  order to  
concentrate  the  aud ience 's  a t te n tio n  on the events and p e rso n a lit ie s  
o f  the p lay  in  a  way ^ i c h  i s  widely hmrnn ra th e r  tlian narrowly m gional*  
In  o rder to  show h is  tlie s is  o f the behaviour o f mankind in  more 
general terms than was possib le  in  the r e s t r ic te d  words o f "The Pope's 
Wedding" and "Saved" Bond can mix tlie sevent;ienth, n in e teen th  and 
tw en tie th  c en tu rie s  in  the play to  males h is  ph ilo soph ica l p o in ts , ♦* 
while ty in g  the  whole a c tio n  to g e th er w ith a  modem, id iom atic  speech 
which has no complex le v e ls  of in te rp re ta tio n *

The bare stage of the s e t  la  matched by Basho's bare and 
d i r e c t  In tro d u c tio n  o f him self to  tlie audience a t  the beginning o f %i@ 
play :

BASKO: My name i s  Basho* I  am, as you know, the g rea t
seventeenth-century  Japanese poet ««•• ***

Tlie th e a t r ic a l  s tru c tu re  la  exposed as  ha gives the s e tt in g  fo r  the 
audience:

BASHO: T h irty  years since I  was here* ****

* For example, S tanley ("The B irthday P a rty " ), Bisson (" Tlie Tea
P arty") ©to.

** " I t  i s  a lso  f a r  enough removed In  tiffia end place no t to  bo ther
us about whetlier i t  Is  r e a l i s t i c  o r  not*"
( j  R Taylor, "The Second Wave" P 88)

*** In tro d u c tio n  P ^
i ^ t  I  So I  P 9



This puts tho l i s t e n e r  in  a  detached mood, a lie n a te d  from d ire c t  
Id e n tif ic a t io n  w ith  the actors*  The apparen tly  complete s im p lic ity  
o f the language a t  the o u tse t i s  l a t e r  shown to  be p a r t  o f a  ccsaplex 
dram atic irony* The questions about God, as w ell as  a  woid game, are 
l a t e r  found to  have r e a l  answers, and to  take p a r t  in  the p lo t ,  and 
Basho's growing impatience serves to  in troduce the  audience to  the 
complete 'a t t a c k ' o f  the p risoners and guards scene* By p u ttin g  b is  
n a tu r a l is t i c  conversations in  the context o f a  n o rw ia tu ra lls tic  s e t ,  
Bond can use the simple ep ic  th ea tre  props o f songs, r e p e t i t io n ,  
p lacards and slogans to  make h is  pain ts*  But the d i r e c t  a tta c k  on the 
s e n s ib i l i t i e s  o f  the audience i s  balanced by the  wry tenderness o f the 
nex t sconeI

BASHO: My old hu t was by tlie place where they tlirew people in
the  riv e r*  Their frien d s  end r e la t iv e s  used to  come and 
stand  q u ie tly  on the bank, w ith Shogo expressions on 
t i ie i r  faces* But when i t  was ovor they ran  round looking 
fo r  somewhere q u ie t to  c ry , and they always ended up 
behind my h u t,  c ry ing  on my vegetab les and tre ad in g  on 
them* ♦

Til© le v e ls  o f in te rp re ta t io n  open out frm i the s im p lic ity  o f the words 
and a c tio n s , as each h a i]^  no t only sarves to  r e s t  the audience from 
til© fu rio u s  pace o f the p lay , and in troduces a  su b tle ty  o f  fe e lin g  
fo re ig n  to  most o f tiie c h a ra c te rs , but t i e s  the p la y 's  a c tio n , however 
lo o se ly , to  ti e a c tu a l h is to r ic a l  background by coiamenting on i t :

BASHO: Two so ld ie rs  came
%ie head o f tiie c i ty  wants ma 
They waited
While I  wrote th is  poem* *©

I t  now begins to  emerge what an a sa e t the bar© stag© and 
non-fixod time and place s e tt in g  can be to  Bond in  allow ing him the 
constan t c o n tra s ts  o f s im p lic ity  and complexity o f in te n tio n , ac tio n  
and s t i l l n e s s ,  v io lence and peace* Tiie u n d er-s ta ted  language o f Basho 
a t  h is  probable fa te  i s  matched by the ch ild ish n ess  o f the young 
p r ie s t s ,  and the scene revolves round simple p o in ts  l ik e  the  hopscotch 
game and the p o t, and co n tra s ts  the colours o f sa ffro n  robes and red 
wine* But in  case the audience should be too lu lle d  by tdie scene, the 
phrase " I t ' s  stuck" la  repeated by the Chief Police In sp ecto r in  a

* P art I  Sc 2 P 13
**  Part I  So 2 P 14
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Eiuch more serio u s co n tex t, and i t  i s  the language o f Shogo ra th e r  than 
the bare minimum o f props provided fo r  the scene which makes the 
c o n tra s t  between the l i f e  o f r e lig io n  and the l i f e  o f power* A c e r ta in  
regard  fo r  t i e  dynamic Shogo i s  increased  when he saves Kiro by a 
tjrp io a lly  lo g ic a l so lu tio n i

SHOGO; (R )in ts  to  tlie corpse) Bury th a t l  (The s o ld ie r  takes 
tiie corps© out* , To Basho) I  d id n 't  b rin g  you hero to  
k i l l  you* (C alls)*  Prime Minis t e r  % *

Our response i s  immediately counteracted , however, by h is  d isp o sa l of 
tho peasant* As in  "Saved", I t  i s  the v io le n t ac tio n s  o f tho o iiiiract- 
©rs which decide the course of the p lay , and which show up the words 
as  fundam entally secondary, whereas in  much drama o f the  time i t  i s  
wiiat th e  ch arac te rs  say which governs the action*

Scenes 5 and 6 make i t  obvious, in  the  anachronisms, th a t  
na tu ra lism  i s  unim portanti the  a t t i tu d e  o f the audience to  the Western 
f ig u re s  i s  d irec ted  by Basho;

BASHO; H e's a  barbarian  -  a  bragging, m indless savage* **

#  *  * . *  •  * . .  •  *

His m is tre ss , bu t he c a l l s  h e r h is  s i s t e r  out o f  courtesy*

Kie one-dim ensionality  o f the Western f ig u re s , r e - in f  creed ty  th e i r  
e lab o ra te  costumes and a t t i tu d e s ,  continues th ro u ^ o u t tho ac tio n ; 
a l th o u ^  a  c e r ta in  amount o f sympathy is , extended to  Georgina in  the 
scene w ith the c h ild re n , i t  i s  again withdrawn a t  tlie end* Tli© 
r e p e t i t io n  o f the  word game about God i s  another h in t  th a t  th e  r e l ig io n
on which Kiro and Basho base th e i r  l iv e s  has n o t Biuoh more to  be sa id
fo r  i t  tliaa tlie C h r is tia n ity  which i s  r id ic u le d  in  Georgina* The 
s im i la r i t ie s  are  s tre ssed  in  the f i r s t  scene o f F a rt I I ,  wliere a f t e r  
the humour o f G eorgina's s^ieech has brought the audience com fortably 
back in to  the p lay , tlie s tu p id ity  of the p r ie s ts  i s  shown to  be as  
g rea t as G eorgina 's;

ARGIi Can I  b less  people?
BASHO; Yes.
ARGIi And t e l l  tliem th e 'r e  bom  e v il?
BASHO; Yes* f

* F a rt I  So 4 P 24
** P a rt I  Sc 5 P 31

P a rt I  So 5 P 52
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Tlie scene leads up to  the wholesale condemnation o f C h r is tia n ity  a s  
explained by Georgina — a speech which can only become p a r t o f the 
play because o f the la t te r* s  r e la t iv e ly  lax  s tru c tu re .

Scene 2 humanises Shogo in  order to  make h is  death  more 
shocking a t  tlie end, whereas a  one-diiaenslonal ty ra n t would n o t maîte 
th i s  e f f e c t ,  Tlie language — h e s i ta n t ,  slow and vague — i s  in  complete 
c o n tra s t to  the r e s t  o f the p lay , bu t Shogo*s rereeinbrance o f  h is  youth 
and groping towards ah undcrrstanding o f e th ic s  a re  soon broken by the 
b lack  humour o f the "clumsy tribesmen" se c tio n  and K iro 's  a tta c k  on 
him; .

KIRO; An arrow only f a l l s  together once. *

Shogo i s  l a s t  seen a liv e  as the m erciless ty ra n t o f the next scene. 
G eorgina's madness, a f t e r  the death o f the c h ild re n , i s  shown fim »ly 
in  the scraps o f hymns d is to r te d  in  her speech,-

GSOHGIKAt He gave them enow in  w in ter ,## and l ip s  th a t  we 
s i i ^ t  t e l l  a l l  idlings b r i ^ t  and dead 
a l l  dead#.## **

as  Basho's prophecy o f the haunting comes t ru e .  The l a s t  scene, 
u t i l i s i n g  the microphone as a de-huiaanisiag agen t, rep resen ts  a  climac
t i c  s e r ie s  o f  shocks fo r  the audience to  usher in  the new l i f e  a t  tW  
end. Tlie poignant c o n tra s t between the o f f i c i a l  language o f  tiie unseen 
Basho, who has f in a l ly  succumbed to  the power s tru c tu re ,  and K iro 's  
read ing  of the d e lic a te  v erses  of another Basho i s  continued in  the 
Insane and rid icu lo u s  words o f Georgina, co n trasted  to  tlia s i l e n t  
ac tio n  o f K iro , betrayed by Shogo*a death and Basho's defection* The 
device o f  rep resen tin g  the execution by the no ise  o f the crowd i s  a  
th e a t r ic a l  m asterpiece which does not dim inish the shock o f the exposure 
o f the m utila ted  body* K iro 's  su ic id e  and the eommon-sense d isp o sa l 
o f Georgina are  put in  the p as t by the entrance o f the man a t  the end, 
h is  naked, wet body a w itness tl ia t  l i f e  i s  continuous, d esp ite  the 
general e f f e c t  o f the play* The ending, as Kiro d ies  and the man d r ie s  
h im se lf, takes place in  th a t  p a r t  o f l i f e  beyohd language which i s  
ex p lo ited  in  so much modem drama, and îîo in ts the s im p lic it ie s  o f tlie 
l i f e /d e a th  c o n tra s t ,  ,Bond has achieved a  successfu l combination o f

* P art 2 So 2 P 46
**  P art 2 So 3 P 52
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the  n a tu r a l is t i c  prose o f  h is  ea rly  plays and a  d i r e c t  exposure to  
the audience o f h is  t l ie a tr ic a l  methods and meanings — the n earo st 
modem English d iw a  has apr-roached to  tiie th e o rie s  c f  Bmcht*

I t  i s  o M rac to rls  t io  o f the playw rights o f  the "New Wave" 
tlm t each o f tWm produces in  a r e la t iv e ly  sh o rt time a la rg e  number 
o f d i f f e r e n t  types o f drama — of © xierlm ents, o ften  su ccess fu l , In  
many d if f e r e n t  d ire c t io n s .  Of the major plcywrigiita o f  Vm  p e riod , 
Arden i s  tlie one who has produced the most d iv erse  work in  terms o f 
su b jec t-m a tte r , technique end language# Aa d e ta ile d  a n a ly s is  o f  e ch
of h ia  plays i s  obviated by lèok o f space I  propose to  ta k e , ea
examples, th ree  major plays which span the period in  question# ‘Bmse 
ere  "Live Lika r ig s "  (1953), a  p lay in  h is  e a r ly  se m i-n a tu ra lis tic  
s ty le ;  "Tlie Workhouse Doaîiô/" (1963) w ritte n  in  a more developed 
combination of natu ra lism  and elem inta drawn from pantomime, tlie m usic- 
h a l l  and t ra d i t io n a l  melcdraem; and "The Hero R ises Up” (i9 6 0 ), which 
shows A rden's v i r tu a l  abandoniuent o f  the tecîiniquos o f  t r a d i t io n a l  
th e a tre  In  favour o f  aa  ^nalgam o f Brechtiata a l ie n a tio n  and a  type o f 
cnisloal comedy# l a  each c sc i t  i s  the vocabulary , pîirasing and
tim ing chosen to  form the poetic  and pros® element a o f  the plays which
demonstrate tho changing ch arac te r o f  A rden's use o f language#

The c lisrac to rs  o f "Live Like Pigs" show a  more co n s is ten t 
and c a re fu lly  worked h ierarchy  of d ia le c t  and metaphor than t  o f 
the e a r l i e r  "Waters o f Babylon"! the northern  s e t t in g  and wide range 
o f so c ia l bp-ckgrounds and ©lasses allow s A rien to  use su b tle  gradations 
o f " c iv i l is a t io n "  ♦ sîio^m by tho c im rac ta rs , w ith a  much wider gap 
between the two main opposed fam ilies#  This c o n f l ic t  i s  pointed and 
underlined  by the very langimge in  which each c lia rsc te r  spealis, end 
n o t only i s  e-cli ]^rson*s le v e l o f genera lly  accepted " c iv i l is a t io n "  
shown by th is  method, bu t tl io ir  fe e lin g s  in  a  c r i s i s  ai's dram atised by 
heightened language.

The songa which in troduce each scene —

* This include® so c ia l s ta tu s  and degree c f  c u ltu re ; i t  i s
c h a ra c te r is i d by the d if f e r in g  d e-rees o f remoteness which each 
ch a rac te r  can be sa id  to  show from the savago o r ig in s  o f 
mankind* This r e s u l ts  in  the eaaa w it'i which c h a rac te rs  c lose 
to  these o rig in s  c^m re tu rn , fo r  the ch arac te rs  most remote 
from " c lv i l le a t ic n " ,  to  the non- o r  u n -so c ia l behaviour 
ex h ib ited  in  the play#



0 England was a  fre e  country 
So fre e  beyond a  doubt • • • • •  ♦

— c o n s titu te  A rden's f i r s t  us© o f the ou tsi'©  n a r ra to r  tecluiiqu®# In  
"Tlie Waters o f Babylon” , songs were sung by most c îiarao ters  during the 
a c tio n , bu t her© they a c t  as a  chorus s im ila r  to  the Greek model — as  
a  comment on the a c tio n  to  ccaas* They a ie  familico? to  the audience 
because they are  sung to  well-known t r a d i t io n a l  tu n es, and y e t new in  
th e i r  use o f ly r ic s  in  the modem idicaa. P roperly produced, they 
should make en immediate Impact on tiie au d ience 's  complacency:

Tlie f i r s t  stanza  of a l l  should cu t very v io le n tly  in to  tiie 
hushed hua-and-shuffl© th a t  normally comes between the 
lowering o f the h o u s o - l i^ ta  and the  r i s e  o f the curta in#  
(Arden — in tro d u c tio n  to  tiie play)

Arden has no t used th is  p a r t ic u la r  technique aga in , p a r t ly  because no 
l a t e r  p la y 's  su b jec t could be so a p tly  couasentod on by tlie fo lk-song  
m a te r ia l, and p a r tly  because although frequent changes o f scene remain 
in  h is  l a t e r  work, the amount o f naturalism  in  s e t t in g ,  and tiie refo re  
tlie need fo r  "punctuation" between scenes, i s  l a t e r  g re a tly  reduced#

The sane, normal, everyday language o f the O f f ic ia l 's  
speech opens the p lay :

OFFICIAL: Oh, come on, M issus, I 'v e  no t got a l l  Blimey,
you'd tliink  I  was showing you round a  condemned c e l l  
o r  susmiat* **

Eq provides an immediate f ig u re  w ith  whom the audience can id e n tify ,  
p a r t ic u la r ly  when he i s  s e t  a ^ i n s t  the i r r a t io n a l  v io lence o f S a ilo r  
and Col:

GOL: Jump your bloody fo o t to  t* o th e r s id e  o ' tlm t door, ***

In  the  f i r s t  scene in c reasin g ly  v io le n t and reg io n a l d ia le c t  in troduces 
the audience to  the le v e ls  o f  c iv i l i s a t io n  o f tlia p a r t ic ip a n ts ,  ranging 
f ro a  R o s ie 's  sco ld ing  —

ROSIE: Shut your noise wlien y o u 're  told# f

— to  the v io le n t v u lg a r ity  of Col, S a ilo r ,  and Rachel:

RACHEL: Row'd you l ik e  a  r e a l  screaming son to  raven your
paunch fo r  you, boy? f f

* So I  P 105
** So I  P 105
'Mf# So I p 109
f  Sc I  P 106
f t  Sc I  P 109



TIlua w© gradually  move ©way from tho ordered world o f the o f f i c i a l  to  
the anarch ic  sing ing  S a ilo r  a t  the end#

Scene 2 t i e s  the in troducto ry  song in  w ith S a i lo r 's  mermaid 
iicagery, and the conversation i s  calm in  the morning lig fe t, as the 
a l te rn a tio n  o f day and n l ^ t  i s  re f le c te d  l a  the langtuigo and psyche 
o f  people form erly "close to  nature"* The q u ie t ,  slow pace o f the 
scene ccanpared to  Scene 1 b rings out the imagery and "myth-making" o f 
the h ie ra rc h ic a l  f ig u re  o f  S a ilo rs

EOSSs He cam© in to  Hull from Archangel on the ice* *

Throughout the p lay , complex m etaphorical language ©merges a t  momenta 
o f  q u ie t ,  while v io lence o r i t s  th re a t  quickens the pace w ith sh o r t ,  
s ta c c a to  sentences In  sim ple vocabulary, shorn o f e s se n tia ls*  Krs 
Jackson here f u l f i l s  the same fo ie  aa the O ff ic ia l in  Scene 1; h e r 
meandering f r ie M lin e s s  i s  sym pathetic, b u t ca ric a tu re d  ju s t  enough to  
make the  aud ien ce 's  d isapproval o f E aohel's  a t t i tu d e  waver* The 
ambivalence o f id e n tif ic a t io n  i s  a lready  becoming e s ta b lish e d :

KRS JACICSON: I s n ’t  i t  lovely  h e re , though? *•• But my husband,
he reckons t i i a t 's  a  good th in g . He says —

EACIISLt Oh go to  h e l l ,  you and your f iz z in g  husband.

Tlie r e s u l t ,  a s  Arden hopes, i s  th a t  the audience cannot sympathise 
e n t i r e ly  w ith e i th e r  side* In  Scene 5 the simple peasant Imagery o f 
the c h ild re n 's  song —

COL: F ille d  h is  pockets w ith c a ts  and barley* ***

— and the mention o f c lo th es  pegs again  l u l l s  the audience in to  s e c u r ity < 
Here, they th in k , i s  the  t r a d i t io n a l  gypsey m a te r ia l: even the song 
"C igareets and Vhisky" rep resen ts  a  com fortable in s t i tu t io n a l is e d  
anarchy* Tlie se n s itiv e  treatm ent o f the h e s ita n t  co u rtsh ip  o f  Col and 
Doreen, w ith the a l te rn a t in g  aggression and k in d lin ess  o f the 
ado lescen t Col, a lso  reassu res  the audiences* C o l's  d e sc rip tiv e  
humour i s  n o tab le :

COL: A house a  house a  b i t  o f garden* Tlien you've got the
concrete bloody road and two blue coppers tliumping up 
and down i t*  f

♦ So 2 ?  I l l
** Sc 2 F 115
*** So 3 P 115
t  So 3 P 117
H ~ " o 3 r  119



This and h is  w ild  unsolfoonscious dance c rea te s  a  eyrapatlietic p ic tu re • 
Tlie two f a s l l i e a  In term ing le; Rachel h e rse lf  parodies th e  l&nguag#^ 
and behaviour of tiie Sawneys a s  seen by the  Jaclcsons (and probably by 
the  aud ience)%

EAC/HSLi R e 's  voyaging to  Arcliangel on the  wave-tops o f my 
money, ifd s tsr •♦*• *

Cfoss the t a l l  t a r t ' s  palm with s i lv e r  ##»##

Jackson 's  p roposition  to  Rachel g ives the l i e  to  t w  asam iptiona o f 
h ia  household#

In  Seen© 4 BlaclÆOuth's c a ls ,  everyday language as he plays 
the father with S a lly  i s  suddenly broken in to  by S ailor#

SAILOR# I s  th a t dixrty dog-fox Romany hero ####*

This conceals what the audience l a t e r  dl&covoie — th a t  i t  i s  the 
Elacksscuth t r i o  who a re  v io le n tly  impinging on the  Sawneys# A ll the 
v io len ce , both in  a c t  and word, i s  .on the s ide  o f the Sawneys in  th is  
scene, m:d. th e i r  co lo u rfu l ar4  m etapiiorlcal language i s  co n trasted  w i^  
the  simple statoinenta o f Blackmoutli# Tim Sawneys throughout a re  d i r e c t  
in  th e i r  state^^ent of f« e lin g s  o f aggression , *** whore both Jacksons 
and B lackaouth 'e t r i o  hide th e i r  purposes under cahm words and 
p revarication#  Even when, in  Scene 6 , Elaclcmouth i s  tiirowa ou t by 
S a i le r ,  h is  psychosis i s  shown by undere ta  tenan t r a th e r  tlsan words — 
as in  a l l  Arden, those who steak  out th e i r  f e e l ln t^  am  le s s  dangerous 
tloan those who conceal them#

BTÀCIHMOUTE# I ' l l  t e l l  the boys along the road , I ' l l  t e l l  'em#
Ss ss# Good f r ie n d s , good friends#  I ' l l  t e l l  the 
bloody boys —

Blaoîoaouth i s  much more p o li te  to  the a u th o r ity  f ig u re  o f tlie Doctor 
tlîsuî tlie Sawneys, because he la  b e t te r  a t  concealing h is  fee lings#

Scenes 7 &hd 8 show Jackson 's c iv i l i s a t io n  crack ing  in

* So 5 P 119
## So 4 P 123
*** TÎ10 combination o f metaphor and d ir e c t  expression  o f fe e lin g  i s

no t a co n tra d ic tio n , aa i t  i s  a  delusion  tlm t such people could 
express th e i r  s tro n g  fee lin g s  in  anyWilng otI%r than  a  
t r a d i t io n a l  m etaphorical language, however d ire c t  the expression 
o f  emotion#
So 6 ?  137
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co n tac t w ith the Sawneys !

JACKSON# And you. You mind to  your own a f f a i r s .  Keep your
old  nose o u t, aye. #

I t  i s  s ig n if ic a n t th a t  D affodil m istakes him fo r  Blackmouths l in g u is t ic  
and so c ia l b a r r ie r s  break down when ho t a c i t l y  accep ts tho mores o f
the Sawneys and the Blackmouth group. Scene 9 shows the b a r r ie r s
d isso lv in g ; even more, w ith the Col-Doreen and the  Jackson-Rachel 
connections, the v iolence o f Jackson 's language and ac tio n s  shows the 
removal o f d is t in c t io n s ,  in  p reparation  fo r  the v io lence o f the next 
scenes#

JACKSON# C a t 's  l o s t ,  c a t 's  l o s t  -  a l l  you can say . I  to ld  you
before what you could do w ith th a t  c a t .  **

The p lay moves towards n i ^ t ,  and hence towards the p r im itiv e . The 
k n ife  f i ^ t  in  Scene 10 uses quick-paced language, very  simple words 
and g re a t econcHnyi th ere  i s  no time fo r  imagery h e re , o r co lo u rfu l 
language. The aud ience 's  r e l i e f  a t  Blackmouth'a e x i t  on the po in t o f 
r e a l  v io lence i s  broken by S a l ly 's  curious use o f words, which reduces? 
the  sense o f climax from th is  po in t to  the f in a l  denouement t

SALLY# Ky d ad 's  gone a l l  runny, en t he, mam? Eh w ith h is  kn ife
and a l l ?  ^

With g re a t de licacy  Arden manages to  use the u ltim a te  economy o f 
d ic tio n  in  h is  d esc rip tio n  to  the audience o f C o l's  n ig h t outs

COL# Why, you 'd  never be l ik e  -  t h i s ,  dancing-and-wana the 
one way, kn ives-in -the-eyes the n ex t, crying'-and- 
Geared the th ird  . . . . .

T here 's  some windows have g lass  in ,  and th e re ' s o thers  
as d o n 't .  ****

The Intimgioy o f the house a t  n i # t  In  Scene 12 c o n tra s ts  
w ith  the  previous and subsequent scenes by using  slow-paced r e f le c t iv e  
language and complex metaphor:

SAILOR# I 'v e  seen the lands o f g lo ry , and the gold and the  
f ish e s  and the b e a s t s . . . . . . .

EACIISL: To an old rav ing  # io s t w ith a  wasp in  h is  k ee l and a
h a lf  of a  s p l i t  mast, voyaging God knows where, f

♦ Scene 8 P 140
** Scene 9 F 145
*** Scene 10 P 149
4HHMI Scene 10 P 147
f  Scene 12 P 156



Tho eongs can t® Introduced q u ite  convincingly, growing ou t o f  tho 
a c tio n  in  a  n a tu r a l is t ic  way. Scene 13 immediately o ffe rs  a  c o n tra s t 
when, aa a  r e s u l t  of Jackson 's v io len ce , f e a r  and anger, another 
wedge i s  d riven  in to  h is  fa m ily 's  precarious o rd e r. Everything i s  
upside down in  p rep ara tio n  fo r  the f in a l  scGnesi

JACKSON: Why d id n 't  you l e t  th a t  la d  lay  you, w hile he was about 
i t ,  end malte a  proper job o f i t , , , * , ?  ♦

The v io le n t Imagery c f  the song in  Scene 15 -

Their f in g e r 's  n a i ls  ©!■© red ho t coals  
And th e i r  n o s t r i l s  f la r in g  white **

— Introduces the f in a l  se c tio n , winding up the aud ien ce 's  ex p ec ta tio n , 
Mrs Jackson becomes wordless w ith rage — the u ltim a te  s te p  in  A rden's 
h ie ra rch y  o f language from the r ic h  and varied  metaphor o f the opening 
scenes to  the in a r tic u la c y  of Blackmouth, Jackson mai Rachel, In  f a c t  
Rachel, the le a s t  " c iv i l is e d ” o f the Sawneys, can use language to  
scare the a tta c k in g  women, bu t even in  her mouth I t  breaks in to  in a r t 
ic u la te  n o ises :

RACHEL: You hide in  your hutches in  your good warm s traw and
you th ink  you got th irty -tw o  te e th  in  your heads; bu t 
we ca rry  f i f t y  th re e , ohoho — rho — and th e r e 's  blood 
fo r  each one o f 'em between the le g  gnd the neck, when 
we come blooding, ohoho — rho — who wants us now? ***

This rep resen ts  the breakdown o f  communication in  violence* But a ^ i n  
Arden destroys our hope th a t  Rachel has %mn by using  S a i lo r 's  san ity  
and grasp o f the s i tu a t io n  (I’such as B utterthw aite  in  "The Workhouse 
Donkey” destroys tîie e f f e c t  o f h is  own rh e to r ic ,  a t  the end, by f l a t  
conaaon sen se):

SAILOR: Each time you t e l l  'em louder • • •  the lo u d est time you
t e l l  'em, they d o n 't  run a t  a l l*

The d e s tru c tio n  o f a l l  so c ia l v a lu es , r e f le c te d  in  the sh o rt ,  sim ple, 
economical phrasing of the sen tences, n a tu ra lly  in troduces tiie magic 
s p e l l ,  and the context and S a i lo r 's  b e l ie f  in  i t  give i t  d ig n ity . At 
the end, as S a ilo r  f in a l ly  lo ses  h is  "g lo ry " , he becomes one w ith 
Croaker and the c h ild  S a lly : the magic ciiant ends the  p lay  as  soiuething

* Sc 13 F 163
So 15 P 172

*** Sc 16 P 173
**»* So 16 P 173
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old  and f in ish e d , i t s  potency gone, m irroring  the f a te  o f the c h a ra c te rs , 
tlie fam ily and the house#

SALLYi Mary and Jesus and tlie Twelve T a ll Riders

SALLY^j Ï Nobody els© nobody e lse  n ick  nack noo* ♦

A rden 's work can be r o u ^ ly  divided in to  th ree  l in g u is t ic  ty p es, no t 
always corresponding with chronology, un like  th a t  o f  many o th e r modem 
playw righ ts, whose developjémônt in  terms o f language can o fte n  be 
tra ced  by gradual s tep s  through the period . Although the movement from 
"The Waters o f Babylon” to  "The Hero Eisea Up" i s  b a s ic a lly  one o f 
decreasing  naturalism  in  s tag in g , technique and language, "The Woridiousa 
Donkey” belongs in  teclmlque alongside "The Waters o f Babylon” , whose 
ch a rac te rs  i t  e liares, and a  s im ila r  n o n - re a l is t ic  m ixture o f p rose, 
verse and song i s  re so rted  to  by a l l  characters*  Gone i s  the n ecess ity  
fo r  the  n a tu r a l is t ic  in tro d u c tio n  o f a song in to  the dialogue found in  
plays l ik e  "Live Like F ig 3” , "The Happy Haven” ,  "Sergeant Musgrave's 
Dance” and "Armstrong's Last Goodnight” .  L a ter p lay s , w ritte n  w ith 
Mar^^œetta D'Arcy, look back to  V ic to rian  melodrama and pantomime in  
a  to t a l  " th e a t r ic a l i ty ” and non-naturalism  o f language.

"The Workhouse Donkey” shows Bloisax, the 'n a r r a to r ' ,  
addressing  the audience d ire c t ly  — a  th e a tre  technique which has 
a lread y  been analysed in  Section 1* Tlie bTank v e rse , w ith i t s  concealed 
rhyme-schome, enhances the chorus technique o f the opening, end prepares 
the audience fo r  a  p lay which i s ,  a t  le a s t  in  p a r ts ,  consciously p o e tic . 
Act I ,  Scone I  immediately e s ta b lish e s  a  h ierachy o f  sympathy s im ila r  
to  th a t  o f "Live Like Figs” , and equally  sup%x)rted by the l in g u is t ic  
methods used. Thus w ith in  the n a tu r a l is t ic  prose o f the ceremony, we 
a re  shown the su b tle  grading o f Arden's sjaapathy (and l a t e r ,  the 
au d ien ce 's)  from Peng, th ro u ^  Boocock and the Mason, to  B utterthw edte, 
by means o f the depth and colouring  o f the  lo c a l d ia le c t  used by each 
character#  ,

FENG# The crim inal today i s  coddled and cosseted  by the
fa n ta s t ic  jargon o f mountebank p sy ch ia try , •• **

BUTTKETiMITS# You know, i f  any one o ' you had come up to  me a
few years ago, and to ld  me th a t  th is  afternoon  I 'd  
f in d  me89I f  a l l  s e t  to  trow el the m ortar fo r  a  new

♦ So 17 p 189
Act I  So 1 P 18



houae fo r  t*coppers, why, I*d ha* se n t him o f f  to  
t*loonoy~bin w ith a  good boot up h is  rump# *

This f i r s t  scon© s e ts  the  now fa m ilia r  Arden convention th a t  heightened 
language rep resen ts  sym pathetic and open c h a ra c te rs , while the •Queen’s 
E nglish’ , p a r t ic u la r ly  in  the form o f long and o f f i c i a l  words, 
s ig n if ie s  deviousness and hypocrisy* But again  the audience i s  co n stan tly  
a lien a te d  from each cliarao ter by h is  a c tio n s , and Arden fo rces complex, 
r a th e r  than sim ple, l ik in g  fo r  h is  peoples the easy intim acy o f 
Blomax’s speech a t  the end o f the scene i s  l a t e r  b e lie d  as we f in d  out 
h is  s e l f - in te r e s t  and opportunism*

Scene 2 makes the f i r s t  im portant p lo t p o in ts , u sing  sh o rt 
s tacca to  sentences ( fa m ilia r  from "Live Like P igs") and the h e s ita tio n s  
and un fin ished  sentences o f unfolding conspiracy*

2nd LADY* Of course, the people do enjoy h is  speeches* You do 
have to  la u é ^ .a t them#

1 s t LADY; L au ^  a t  naughty children#
F#J*i He rehearses i t ,  o f  course*

The Feng-Sweetean p lo t i s  in  blank verse  to  show i t s  im portance, and 
i s  a lso  in  keeping with the  type of r ig id  stance th a t  Feng i s  tak ing ;

FSÎ1G; I  can assure  you w ithout vainglory
Fy te s t in g  w il l  be thorough* ***

Although there  i s  a  s h if t in g  h ierarchy  o f s^/mpathy, (as I  have ment
ioned above) the degree o f d ia le c t  speech o f eech ch arac te r  i s  no t 
p a r a l le l  to  the prose-poetry  d iv is io n ; in  th is  as in  a l l  Arden’s l a t e r  
plays he g ives verse o r pros© to  a  ch a rac te r  consonant w ith the 
importance o f  what i s  s a id , no t who says i t !  Tlie r e s u l t  i s  th a t  the 
p ro sa ic  Feng can, on occasion, speak as much verse as B u tterthw aite  o r 
Blomax* D elineations o f ch arac te r r e s t  on o th er tlian prose-poetry  
d iv isio n s*  (Kiis i s  one o f the main s im i la r i t ie s  between the language 
o f Arden and th a t  o f the E lizabethan plays which a re  the n ea re s t to  
M s work in  the h is to ry  o f English drama; h is  clowns do no t always sp’eak 
p rose , nor do h is  heroes, even g en era lly , speak verse#

An in te re s t in g  balance between e a r ly  and la te  vers© technique 
can be found in  Scene J ,  where there  i s  a  sem l-n a tu ra lis tio  con tex t to  
Blomax’s  s a t i r i c a l  song, and B u tte rth w aite’s tongue-in-cheek re p ly ;

* Act I  Sc 1 F 19
** Act I  Sc 2 P 24
*** Act I  So 2 P 27



30TTSETHWAIT2;

BLOKAX#BWTTZBTHLAITB*
BLCMAX#

VJ® iieed to  have a  tun®. And some words to  i t  and 
a l l .  Dr W ellington, o b lig e .
(s in g s) When Bonaparte assumed h is  crown • • • •
*.# Hey, \diat about the r e s t  o f i t ?
You’l l  have to  do i t  fo r  y o u rse lf . I ’m tem porarily  

*prevented.

R e a lis t ic a l ly ,  Butterthwait® w ith h is  cron ies in  p r iv a te  speaks more 
normal E nglish , no t having to  put on h is  "b lun t N ortherner" a c t ,  bu t 
th i s  pose i s  s t i l l  p a r t ly  true* He i s  in fe c ted  w ith the l in g u is t ic  
problem o f a l l  p o l i t ic ia n s  — he breaks in to  a  s e r ie s  o f  c lic h e s ;

BBTTERTIMAITS; The p u rsu its  o f your f a i r  lady companion ••••* •*  
ro a rin g  Tories . . . . . . .  in s id io u s  p a r tis a n  .*** **

These, however, cannot conceal h is  r e a l  character*  Arden makes g rea t 
e f f o r t s  to  make Butterthwait® (unlike Sweetman or Blcmiax, fo r  example) 
n a tu r a l is t ic a l ly  be lievab le  and human, w ith in  the n o n -n a tu ra lis tic  
framework o f the language. The o th er s ide  o f th is  dichotomy i s  shown 
in  Scene 4 t where Arden’s d isapproval o f the Sweetaan fa c tio n  does no t 
prevent him from allow ing Sweetmaa a  t r a d i t io n a l  "young lovers"  speech, 
b u t, as always, he puts i t  in  firm  contex t w ith Blomax’s song;

BLOiAXi (s in g s) I  m arried my wife because I  had to
Diddle d i  doo; Di doo doo-doo* ***

Not only does Arden i^ o d y  the in f la te d  language o f a l l  h is  ch arac te rs  
a t  some time but he even parodies h ie ovm te n ta tiv e  a ttem pt, e a r l i e r ,  
to  account fo r  Bloaax breaking in to  song. The inappropriatenoss o f 
vers® to  a  po lice  s ta t io n  i s  both accepted and pointed ou t;

BLOÎ-ÎAX;

VIPER#

• •• Tills song he used to  s in g
That he cared fo r  nobody, no, no t he, 
And nobody cared fo r  him.

Do you have to  do th a t  in  here?

BLOfiAX; And where and how the money goes 
I s  f r u i t l e s s  to  In q u ire ,
For bas® and f r u i t l e s s  ever must be 
The f r u i t s  o f man’s desire*

VIPER; Don’t  s t a r t  on the th ird  stanza*

Scene 6 shows Arden’s use o f d if f e r in g  types o f language to
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c rea te  v io le n t c o n tra s t,  to  confuse the audience’s sympathy# At tîie 
beginning o f the scene Bloiaax makes a  d ire c t  and perso». 1  appeal to  the 
audience in  in tim ate  end romantic languagei

BLOI'Mi The days tW y have been in  the green o f my garden
When between us was n e ith e r  a  ’beg your pmlon* ^
Nor a  ’s to p i t ’ , nor ’give over’ * bu t ’here I  am, h e re ’ * . .

In  c o n tra s t  tJie verse a t  the end shows very simple words expressing  
a  very  complex conception, and the middle-aged docto r and n ig h t-c lu b  
h ostess  dancing end sing ing  a  parody o f a  nuraery-rhyme i s  a  grotesque 
sp ec tac le I

BLOIiAX; I  look to  tlie l e f t
And I  look to  the r i ( ^ t  
I ’m a  d i r ty  o ld  d e v il 
Alone in  the notions
Of p o l i t ic s  and progress 
And high-minded soaring  
With a  l i t t l e  b i t  to  drink 
And a  s l ic e  o f good hope *.** **

Arden’s sense o f balance and l in g u is t ic  compromise demands Boocoek’s 
verse speech in  Scene 7» where the sh o rt simple l in e s  and ^^ocabulary 
r e c a l l  Blmiax’s  song and dance t

BLOJtAXi We lead  the whole Vest Riding
In  our public  schemes o f housing.
And fo r  the drainage o f the town,
In  p re -s tresso d  concrete firm  and s trong  
That no t an H-bomb can ding down.
The Borou#! Engineer’s contrived  
A revo lu tionary  o u tfa l l  t 
And add to  th a t  we’ve b u i l t  
A splendid  new Town Hall*

Here the  humour i s  gen tle  ra th e r  tiian b i t in g ly  i ro n ic ,  as w ith Blomax, 
and the c o n tra s t i s ,  in  Arden’s term s, between black and w hite , o r  
experience and innocence*

The scenes lead ing  up to  and a t  the Copocabana Club a re  i a  
p rose , continuing  the Arden t r a d i t io n  th a t  conspiracy and p lan s, love 
and cîiorus n a rra tio n  should be in  v e rse , but the a c tu a l working out o f  
the  p lo t  in  pros© -  ju s t  as  in  "The Happy Haven", r e f le c t iv e  end 
s e lf - re v e a lin g  speeclies are  in  v e rse , bu t ac tio n  in  p rose . Thus not
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u n t i l  the Copocabana in c id en t has c losed , in  Act 2 Scene 1 , does 
verse re -a p ie a r  in  Sweetman’s monologue, where he speaks in  the 
t r a d i t io n a l  s ty le  o f the melodramatic v i l l a i n ,  a lb e i t  w ith f la sh e s  o f 
Arden’s human in s ig h t;

I  am a p rin c e , I  am a baron, s i r s !

I  am too ex p e rt. And in  th e i r  good time
I  t^nm to  the e le c to ra te  and they tu rn
In  g  good tim e, to  met and tu rn  fo r  ©verl Tea . . .  f

As o f te n , the verse sec tio n  does no t advance the  p lo t ,  bu t rev ea ls  the 
c h a ra c te r ; Arden’s monologues and so lilo q u ie s  have the fu n ctio n  o f 
d e sc rip tiv e  v ig n e tte s , except i a  the cases o f chorus n a r ra tio n . Tims 
Scene 5 gives Feng a  long and complex fre e  verse speech o f exp lanation  
and d e sc rip tio n , a f t e r  the press conference has e s ta b lish e d  f a c t s .
TiiS parody o f b ib l ic a l  language —

• F2STG; . . . .  and I  say to  th is  man ’go’ and he goeth , and to  
another ’com ’ and he cometh **

— i s  in  keeping w ith Feng’s in f le x ib le  moral s tan c e , while the 
d e sc rip tio n  o f po lice  h is to ry  i s  sym pathetically  w r itte n . As the langu
age o f  d ire c t  speech and f a s t  pace shows, Feng, i f  something o f a  
m onster, ia  a t  le a s t,  a. co n s is ten t one;

FENG; Vo are no t a rsed . I  f e a r  we s h a l l  be soon#
I  hope wa must be . There a re  too many dead.
But then how can we say  we only serve 
C iv ilia n  purposes? The pay i s  low 
So nobody w ill  jo in .  Then ra is e  the  pay 
And bad r e c ru i ts  w il l  jo in  fo r  money only?
I  have no hope, and th ere fo re  walk alone;
Only alone can I  know I  am r ig h t .  ***

The Peng/W ellesley scene i s  an attem pt to  endow Feng w ith more human 
q u a l i t ie s ,  and i t s  slow, r e f le c t iv e  phrasing  i s  co n trasted  w ith the 
fast-p aced  d i r e c t  speech o f Scene 5, where more com plexities of the 
p lo t  a re  worked o u t. In  f a c t  so p rosa ic  i s  the language th a t  G lo ria ’s 
metaphor has to  be explained;

GLORIA; But i t  i s  very unwise to  f a l l  as leep  too soon In  so 
dangerous an orchard. Keep hold on the f ru it-b a sk e t 
— watch out fo r  what drops*

* Act I I  So I  P 74
** Act I I  So 5 P 77 -  8
*** Act I I  rc  3 P 78



\-]C]

VIPER; What drops? Where?
GLORIA; B u tte rth w alte♦ He’s r ip e  enough. *

The sh o rt verse i s  r e a l i s t i c a l l y  put in  con tex t as euphemism:

GLORIA; We want an answer from you before you go to  bed#
BLOtîAX; Bed?
GLORIA; Aye, bed , , ,

And the  shape o f your answer 
W ill doubtless decide ■
Whether th a t bed
W ill be narrow or wide! — hubby! **

Scene 6 uses a new technique, th a t  o f verse conversation , 
where the co u n c illo rs  d iscuss B u tte rth w aite ’s demands fo r  money;

BOOCOCK; I  can’t  imagine Charlie
Running r e a l ly  sh o rt o ’ money#
He hasn’t  sa id  a word to  me.

HOPEFAST; I  th ink  th e re ’s summit funny.
LEFTWICH; He’s lo s t  i t  on the horses . . . .  ***

They then take th e i r  re fu s a l  up as a  s o r t  o f r e f r a in  in  s trong  rhythm. 
This type o f verse i s  Arden’s answer to  the problem o f describ in g  
B utterthw alte  ’ B demands #nd th e i r  r e s u l t  w ithout becoming boring , and 
i s  one o f a v a r ie ty  o f techniques to  vary repo rted  speech. The f a s t  
pace o f the re g u la r  bea t leads the audience on to  the c o u n c illo rs ’ 
l a t e r  parody o f council business in  the quorum, while a lso  p o in ting  to  
th e i r  inhumanity when i t  i s  con trasted  to  the s e lf —re v e la tio n  of 
B u tterthw alte  l a t e r  in  the scene. The anarchic language o f h is  song -

BTJTÎSRTHWAITE; I  thanked my benefactors thus
Hee-haw hee—haw haw ****

— comments on h is  ac tio n s  while s ing ing  and s te a lin g  the money, and 
f lin g in g  i t  about the s ta g e . Again, even a t  a  moment o f c r i s i s ,  Arden 
makes the audience lau^ji by making fun of h is  own technique;

BLOMX; But how are  we going to  cover a l l  th i s  up?
BÜTTERTHWAriE; Bo you mean to  t e l l  me you haven’ t  been l is te n in g  

to  a  word I  was singing? I  have ju s t  given you 
my e n tire  and lamentable autobiography a n d ,a ll  
you can say i s  ’How do we cover i t  up’ ! f

Act 3 Scene 2 shows B u tte rth w alte , discovered f a l l in g  back 
on a c a r ic a tu re  of h im self in  desperation ;
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BUfTEIlTiiWAÏTBî. %  s o lid  c la ss  defence end a c tio n  o f the mass
e lo m  can we hew out and Ifja© w ith timbered s tren g th  
a g a lle ry  o f s e lf - re s p e c t  beneath the fa u lte d  rock 
above the subsidence o f w ater *#.# *

Here ho i s  shown in  a bad l ig h t  ag a in s t the m a tte r-o f-fa c t Feng# But 
sympathy i s  re tr ie v e d  by the ac tio n  o f tlie c o u n c illo rs  in  g e ttin g  r id  
o f him in  the nex t scene, where the humour o f the tremendous pace 
allow s the audience a breatî'iin£j-space a f t e r  the exposures o f Scene 2i

HOPEFAST; C ouncillor K ickleton deputy sec i'e ta ry , cîiang© about 
p laces •••«  C ouncillor Hardnutt i ’t ’c îia ir  # ,,#*

HAÎÎBÎTOTTi Minutes o f previous meeting ###,#
ALIif E tce te ra  © testera  *,##**
SAEDNHIT; Motion before ###* e tc e te ra  e tc e te ra  #*,* Who’s 

to  rep lace  him?
Mrs BOOCOCK; I  move th a t  C ouncillor H artw ri# it be deputed to  do 

80*
HASBNirrTi Seconded* Passed $*##. Parks Pleygrounds and Public 

Baths comoiittee*
HICKUSTOHs C ouncillor K ickleton i ’t* c h a ir  ««•••»•

This in te r lu d e  allow s Arden to  work up, th r o u ^  the scene o f  re v e la tio n s  
a t  what i s  now the A rt G alle ry , to  a  climax which shows B utterthw alte  
©leaking in  prose* Tiiere i s  a  r e tu rn , a t  the end, to  complete rea lism ; 
the language i s  e n t i re ly  n a tu r a l is t ic ,  in  c o n tra s t w ith  the s t i l l  
bombastic ac tio n s  o f Butteridiwaite w ith the chain , c lo th  and flow ers;

BUTTiilRTHwAITE: 1*11 t e l l  you who they were; they drank and
s le p t  and skived and never punched a  bloody clock 
wlien clocks was fo r  the asking* We piped to  them
and they d id  no t dance, we sang them our songs
and they sp a t in to  t* gu tte r*  ***

His b ib l ic a l  language, in  p a r tic u la r  the  metaphor o f the James I
v e rs io n , i s  both a parody and to  a  c e r ta in  e x te n t, a  re v e la tio n  o f h is
la rg e r - th a n - l if e  c h a rac te r;

BHTTERTIRJAITE: *## Eotherliaa a lso  i s  the s tren g th  o f my head,
Osset i s  my lawgiver • ••« •  #***

But i t  i s  Butterthwalte h iu se lf  who in je c ts  the cold l ig h t  o f r  a l l ty  
in to  the fervour a t  the end; ’ .. ,

LITTLE B3iOIÎSTRATOE; Hey ey , we’re  going, we’re  going fo r th
to g e th e r. -

BÜTTBIÎTHV.AITS; No* Oh no. Oh no you axen’ t .  Tlie only
place you’re  going i s  in to  t*b lack  maria* f
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B u ttertlïw altô ’s  s tro n g  verse, in  h is  p a rtin g  song g ives tî-iô l i e  to  the 
comfox'table ty in g  up o f loose ends o f the l a s t  scene, w ith the r e s u l t  
th a t  the f in a l  choi*us, in  a l l  i t s  uncompromising n a tu re , i s  p a r t ly  
destroyed in  in te n t  before i t  s t a r t s  s Arden does n o t wish th is  to  1:̂  
the  l a s t  word;

ALL; And i f  f o r  the WOHKÎIOUES DONKEY 
We should l e t  one te a r  down f a l l  
Don’t  th ink  by th a t h e’s coming back 
The o ld  sod’s  gone fo r  good and a l l !  *

The swear word o f the l a s t  l in e  i s ,  in  f a c t ,  Arden’s f in a l  conment to  
the audience* Arden has used the a l te rn a tio n  of song, blank v e rse , 
rhyming verse  and prose to  make h is  a lleg ian ces  c le a r  end a t  the same 
time d isallow  any easy audience id e n tif ic a t io n ;  to  th is  e x te n t,  tli® 
very v a r ie ty  o f the language used in  a  teclmique o f a lie n a tio n  i s  in  
keeping w ith  the  dogmatic motive o f the play*

"The Hero Rises Up", Arden’s  l a s t  p lay  in  the period , 
approaches h is to ry  in  an e n t i r e ly  d if f e re n t  way from, fo r  example, 
"Anastrong’s Last G oodni^t"* His co llab o ra tio n  w ith M argaret ta  D’Arcy 
seems to  have produced a  stag© technique, and a  language, which avoids 
many o f the problems o f h is  e a r l i e r  mixture o f verse and p rose, in  a 
complete break with th e a tr ic a l  naturalism * Following "The Business o f 
Good Government", "Arii Longa, V ita  Brevis" and "Ihe Royal Pardon", the 
p lay  i s  the complete expression  o f ’coîîseious’ th e a tr e .  These plays 
used elem ents of pantomime and m ystery-play ted in ique vdiich g radually  
bacaiise the  most im portant p a r t  o f  the dramas, and "Tlie Eero Rises Up" 
shows the au th o rs’ fa sc in a tio n  w ith the panoply o f t r a d i t io n a l  
’popular’ th e a tre ,  inco rpora ting  elem ents o f tlie m usic-4iall, even down 
to  the f a n ta s t ic a l  pastiche o f the  o r ig in a l p la y b i l l ;

For the  Play -  
THE HSRO RISES UP 

A Helo-draœa by John Arden and Margaret t a  B’Aroy
Concerns

Tiie L ife and Death o f Vice-Admiral Lord Viscount 
ÎELSOÎÎ* An Ind iv idual o f many f a l l in g s ,  but one 

, who never paused to  Think Twice * . * # * * * . , * * .  **

Arden found some d i f f ic u l ty  in  the a ss im ila tio n  o f the p o e tic  and musical
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elements in  "Sergeant Kusgx'ave’s Dance", and "Sold ier, So ld ier" , which 
tend to  fraginentiee the flow of the p lo t because of t.:\#- g rea t a  
d if fe re n tia tio n  of s ty le  as well as an uneasy balance betw en naturalism  
and populailsm, realism  and velodrama. Tim problem i s  resolved here 
by a  d e fin ite  re je c tio n  of realism# The same a lte rn a tio n  and con trast 
o f prose explanation and p lo t, and verse and song descrip tion  end 
fee lin g , aa i s  found in  "Live Like Pigs" and "The Workhouse Donlcey" i s  
found here; but the forpjal ’m usic-hall’ s tru c tu re  of ’tu rn s’ replaces 
tîïô many scenes of the e a r l ie r  drama, converting much o f the  speech 
in to  declamation# The audience knows what to  expect in  terms of 
extravagant language end pastiche sensationalism  from the prologue 
i t s e l f  which i s  w ritten  in  the parody of the academic language of 
h is to r ia n s , to  make a con trast with the colour and l i f e  o f Arden’s own 
sto ry  of Nelson# Such l i te ra ry  jokes are widespread in  a  modéra drama 
plagued with pedagogic c ritic ism , and may be found in  the work of 
Stoppard, Simpson, Saunders, Bond and Eicîiols# The end of the prologue 
s tr ik e s  a  note which i s  to  reour throughout the p lay , sexual a llu sio n  
being Arden’s most popular method of debunking the pompous, and 
humanising h isto ry !

ACADSÎÎC EErRi'iSS'.TATIVEj This a c t ,  which we have reason to  believe, 
they did not perform infrequently , was n a tu ra lly  the 
nearest approach, one to  tlie o ther, which they were able 
to  make during th e ir  l iv e s  upon th is  earth# So think 
about i t  — *

At tlie beginning of Act I  the a lte rn a tio n  o f song and o ff
hand explanation both brings the audience in to  the ac tio n , and 
e stab lish es the two warring elements of the play’s language -  the 
popular h is to ry  —

KELSON; I  broke the ru les  of warfare 
And the nation did forgive 
But there was no forgiveness when 
I  broke the ru les of love **

— and the author’s version of the re a l events;

NELSON;  ̂And in  the end of course the French rea lised  th a t
without tlie ir  King they were nowhere; so tiiey had to  
construct one* ’***
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The Caracciolo a f f a i r  i s  a  se rio u s  p lo t p o in t, in  Arden’s term s, 
concerning Nelson’s h is to ry ,  and the scene i s  s e t  in  r e la t iv e ly  
n a tu r a l is t ic  language, although Arden i s  fre e  to  make the King a  
complete c a r ic a tu re i

KBîGt Not never never never w il l  I  conseaoend again  l a  
Naples to  d isp lay  my resp lendent ooimtenance* *

Tiie ’conscious’ na tu re  o f the language in  terms o f pastich e  and s e lf 
parody makes f in e  comic e f f e c ts ,  as when the s a i lo r s  sud ien ly  h u rs t 
in to  a  r id lcu lo u a  amount o f seamen-lil'ie language;

SAI LING-MASTER % Ay® aye s i r ,  a l l  hands to  make s a i l  —
courses and your to p s a i ls ,  l iv e ly  now, you id le
buggers, heave them h a ll ia rd s  sm artly , heave 
wlien you hear the c a l l ,  % see you bloody t a i l in g  
on a t  t!ie ta i l - e n d  l ik e  a  whit©-4ianded parson’s 
c le rk , g e t to  i t  and heave .#*»# e tc*  e t c ,  **

and the  general Arden technique tlia t tlie sim pler tli® words the more
complex the irony i s  home out in  the eongi

SAILOESi Ve s e t  him out on the quarter-deck
Sing ho fo r  l ib e r ty
And W jasus be looks l ik e  a  t e r r ib le  wreck 
But he knew ^ ia t  he was free#

An Immediate eo n ti'a s t w ith the ’rough-and-tumble’ la n g u a ^  i s  found
in  C araccio lo’s speech, as h is  approaching death concen tra tes the
a t te n t io n  o f the audience on verse o f complex c la s s ic a l  reference  and 
extrem ely v io le n t and shocking imagery, which even seems too s tro n g  
fo r  i t s  con tex tI

GABACCIOLOi Naples i s  mj*' c i ty  and I  d id
Believe i t  the  lo v e l ie s t  on e a r th ;
As i t  were a  goddess s tre tc re d  out on a  bed

Not co ra l pink end w hite; but ro tte n  bones 
And half-chewed limbs and d ripp ing  eyas and e a rs  
E la ills , b ladders, c h ild re n ’s fo o t,  and I  heard 
Groans and bubbling c r ie s  ***’’

As the scenes o f murder and p o l i t i c a l  in tr ig u e  are unfolded, the songs 
and comtients beoome in creasin g ly  s ta c c a to , v io le n t and hard .-hittingg

« Act I  P 26
Act I  P 50

*** Act I  P 51
**** A ct I  P 34



AL3J2ÎÎ Yet he does no t lünow and sht® does no t knew 
Vliy tli© p a l l t io e  o f Naples d is tu rb  them so ;
Yet sure i f  they d id , they would th ink  i t  wror*g 
Tîiat to  g e t thera to  bed a  man must hang,

’ (Another nm  f i r e s )
SUIISiilT; Now tiien i t ’ l l  be time they uniiitoh him from the noose 

and put weiç^its upon h is  f e e t  and drop him in to  the 
w ater,

The re a lism , aa opposed to  n a tu ra lism , o f the language, in c reases  r i^ ^ t  
up to  the ’underw ater’ scene, and Nelson’s  speech on death  rep resen ts  
the u ltim a te  in  th is  d ire c tio n ;

IEL3CN; I  would f a l l  f l a t  .
On the planl: of the deck 
Spew up th ick  s ick  
Down my fo u l s h i r t  
R oll i a  my own d i r t
Groan moan and g ibber , . , . .
For h e lp le ss  te r ro r  — **

Nelson’s humanity i s  demonstrated as a f o i l  to  h is  c ru e lty  and the 
formal speeches in  which he u su a lly  expresses i t#  At the end o f th is  
A ct, the  sea  imagery o f Smaia’a speech i s  f i r s t  d isp lay ed , and i s  to  be 
continued through the  p lay ;

EGA; And he grappled and boarded h e r ,
swarming the huge s ide  o f  h er m a jss tic a l bulk as  a rden t 
and valorous as  %d:en a t  the B a ttle  o f  S t .  Vincent he 
had led  h is  marines in  triumph .##

Immediately, a t  the beginning o f Act 2 , the au thors re tu rn  
to  the public  h is to ry  as  a  con tex t to  Kelson’s p riv a te  l i f e ,  and 
K isbet s ings a  p o l i t ic a l ly  committed song which c ^ > a  the a c tio n  in  
tliQ same way as the chorus o f "Live Like Pigs" ;

KISBSTi For had they a l l  known who he was —
Being ragged d i r ty  B r it ish  ekin-end-bone -  
I t  i s  ju s t  possib le  they would have c ried  
For a  bold Caracoiolo o f t l ie i r  own#

The second Act uses an in creasin g ly  fragiaentary m ixture o f v e rse , 
pros© and song to  dram atise the in creasin g  drunkenness and frenzy  o f 
the p a rty  g u es ts , lead ing  up to  the book-btiming* The combination of 
a  n o n -n a tu ra lis tlo  th e a t r ic a l  co n tex t, and scenes o f in to x ic a tio n  
allow s Arden to  v«rody Emma’s ’a ttitu d e s*  in  lic e n tio u s  rhyming doggerel;

* Act I  P 39
** Act I  P 42
*** Ac t  I  P 46
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EâJTILTONf The S p i r i t  o f Peace aware o f the Threat o f S trife #
32’1MAî (s in g s) But h i s t ,  bark , wh©2?e a l l  has been serene

I  hear the rumbling thunder and the  l i ^ t n i n g  
f la s h  doth gleam.

MHS CJjDOGANt(slr'ge) She sadly  l e f t  h e r co ttage home
I t  i s  sa id  w ith a  gentleman’s habe in  h er womb# 

ALIEN ; (s in g s) Them gentlemen how they s tr ip p ed  h er down *
How they tossed and humped her airourid and round.

S t i l l  Arden i s  ab le  to  introduce the realism  o f Nelson’s and h is  w ife’s 
excliangei

KELSON* You have no d ig n ity . Lady Kelson.
LADY KELSON* Then you w il l  have to  give up
PRINCE* Dammit, th is  i a  personal, i t ’s  confoundedly p r iv a te , 

dammit **

Introducing  the Seaman’s w ife’s fo lk-song in  Lowland S co ts, 
simple domestic d e ta i ls  about luggage, and the p o l i t ic s  lead ing  up to  
the Danish war, are  no problems in  tlie v aried  l in g u is t ic  con tex ts o f 
the Act and the curious rendering  o f the B a ttle  o f Copesihagan i s  
e n t i r e ly  in  keeping*

PARKER* He’l l  never g e t out o f i t .  Good God, th ea^ ’s h is  top
mast gone. Gracious heaven he’ s on f i r e .

KELSON* No I ’m n o t.
PARKER* Well i t  looks l ik e  i t  from h e re .

The s im p lic ity  o f K isb e t’s f in a l  statem ent stands out a l l  the more, 
b ring ing  r e a l i ty  in to  the dialogue*

KÎSBST* Yet even as a  r e s u l t  o f  th is  kind of shambles we do 
occasionally  f in d  ourselves a t  peace . . . .  ****

The f i r s t  scenes of Act 3 , lead ing  up to  T ra fa lg a r, show 
Arden able to  make even the t r a d i t io n a l  p o p u la r-h is to r ic a l view o f 
Kelson both c red ib le  and sympathetic*

HARDY* I  have seen B r itish  Jack Tars p u ttin g  th e i r  l iv e s  in  
hazard , w illin g ly , w ithout fe a r  o f the Frenchmen and 
w ithout f e a r  o f the c a t-o -n in e - ta i ls  f

The audience i s  here lu l le d  by the domestic d é ta i ls  o f the household 
and baby*

HRS CADOvGAK* -  where the nurse i s  in  re c e ip t o f  a  re g u la r  weekly 
stipend  plus a  p e rfe c tly  ruinous bonus on account o f 
the secrecy . . .  f f

♦ Act I I  P 57
** Act I I  P 60 -  61
*** Act I I  P 74
**** Act I I  P 76
t  Act I I I  P 80
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The caricatured  ’re la t iv e s ’ are easy b a it ,  t u t  Kelson’s and Etoroa’s 
song introduces tiie no te, never fa r  away, of serious p o l i t ic a l  cornent;

KSLSOKi (sings) Is  to  bring back to  a l l  Frenchmen -
mtAi (sings) I s  to  bring back to  a l l  Englishmen —

. am  Aim
îvSLSOKi (sing) Both bloody death end fe a r  ♦

In  fa c t ,  i t  i s  probably only In a play of such varied technique end use 
of language th a t such seriousness in  comic term s, and comedy in  serious 
terms, could be introduced without r isk in g  the audience’s puzzlement 
o r d is b e lie f • Even Hamilton’s song of fantasy has a  serious motive in
s tre ss in g  the r e a l i ty ,  in  co n trast, o f the re la tio n sh ip  of Sœma and
Kelson*

Male and female there they l i e
Some time a apart sonie times entwined
They do not i tc h  or s tin k  of sweat
Their l ip s  and lo in s are  sweet and clean . ♦*

The scene "For the Heroine -  Nothing" i l lu s t r a te s  the f le x ib i l i ty  of 
Arden’s lan^ruaeet the dialogue i s  r e a l is t i c  as Kelson receives h is  
s a ilin g  orders*

KKIiSOK* There i s  a  ch ild  to  be looked a f te r .  How can I  bring 
you with me? Hardy — back to  London. T ell tbem I  
am ready* Be quick be quick be quick -  the whole world 
i s  holding i t s  breath —

This moves na tu ra lly  in to  the formal songs of p a rtir^  —

ITTA* As a  b lind  man knows h is  friends or h is  foes . . .  ***»

-  to  the complete r e a l i ty  of v is io n , of her s ta tu s  as i t  re a lly  i s ,  a t
the end*

'BWAt I ’m jtfât l e f t  stup id . F a t, greedy, stupid* and the 
d ir ty  bastard Frenchmen they’ve gone and taken a l l  
th a t was meant fo r me. f

/  * ■ ^

K isbet’s speecli before T rafalgar i s  a personal view, but
also  a h is to r ic a l  one* th is  con trasts with tîie inhuman prologue a t
the beginning of the play* Kelson’s long speech to the sa ilo rs  and
tlia human touch o f s e ttin g  out the flags se ts  the r i^ h t  amount of
realism  in  place to  prepare the audience*

* Act I I I P 66
## Act I I I P 87
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KELSON* England confides th a t  every man w il l  do h is  duty*
KISBlSTi But they couldn’t  hand up ’confidea’ w ithout u s in g  too

many f la g s ,  so -  
HARDY; So wli&t about ’expects’ » I  suggest to  you ’expects’ ,

my Lord .»»* *

Kelson’ s siidden d i r e c t  address to  the audience -

KELSON; You a re  a l l  to  bear w itness ##.* **

— focusses th e i r  a t te n tio n  on the d esc rip tio n  o f the p repara tion  fo r  
the b a ttle *  Here, fo r  the f i r s t  tim e, the d e sc rip tio n  i s  a  r e a l i s t i c  
evocation , which increases i t s  impact*

KIS3ET* $*,# the  Bosun and b is  gang s e t  to  work to  secure the
rig g in g  and bang up n e ts  to  p ro te c t the decks from
s p lin te r s  * ,* , The Surgeon and h is  m ates, in  the low est
le v e l o f the sh ip , prepare t l ie i r  m ake-sh ift o pera ting
th e a tre  • • • • •

But a t  the end K isbet breaks the tension  —

KISBST* I  th ink  he would have asked arq^on® to  k is s  him — except 
b is  own wife *.#* ♦«hi#

»* and r e c a l l s  the audience to  the context* The clergyman’ s speech, f u l l  
o f moralism and f ig u re s , balances the prologue In  ’o f f ic ia le s e ’ and 
p î^ o t ic s l ly  ends the p lay  w ith a  reminder o f the ex istence  o f the 
thankfu l society*

CLCRGYlIAHs #** Let us draw a d is c re e t  v e i l ,  where i t  i s  no t
possib le  e n t i re ly  to  condone* and l e t  us above a l l  
no t give h er any money* f

The f in a l  se t-p iece  i s  in  the nature o f  an epilogi’<?f where the a r t i f i o -  
i a l i ^  o f the popular view o f Kelson and h is  fam ily and fr ie n d s  i s  
s a tir is e d *

EMMA. AÎ̂ B (sing ing) Ko more h a tred , no jea lousy  nor f e a r ,
LADY KELSON* Kelson’s Paradise i s  here *•**• f f

Tlie drama i s  f i t t i n g ly  ended both on a note o f ’popular’ p a s tic h e , and 
one o f s l ig h t  u n certa in ty  a t  the entrance o f Allens the language o f 
the  sea c lo ses  the plays

# Act I I I  P 96
** Act I I I  P 97
*** Act I I I  P 97
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ALLEN I Hands to  the h a l l ia rd s  J Walt fo r  the w histle*  Handsom
e ly  now -  reïïiemher* we’ve got la d ie s  aboard. Haull ♦

The language o f John Arden’s plays r e f l e c t s ,  over the period , 
h is  r e je c t io n  o f t ra d it io n a l  n a tu ra lism . Aa In creasin g  elements o f 
the o ld e r popular drama e n te r  h is  work, p a r t ic u la r ly  th a t  in  co llab o r
a t io n , so h is  alms in  l in g u is t ic  d if f e re n t ia t io n  change. But th ere  
ai-e elements which a l l  h is  work has l a  eoESBon. The f i r s t  i s  th a t  of 
r e je c t io n  o f the r ig id  d iv is io n  between prose and v e rse , o r 
n a tu r a l is t  end heightened language which has obtained s ince the end of 
the E lizabethan age in  the English popular th e a tre  on which t r a d i t io n  
— in  c o n tra s t to  tlm t o f work by w rite rs  such as  T S E l io t  and 
Clir i s  tocher Fry — Arden draws* The second i s  the s p e c i f ic i ty  o f the 
language of the p lays which s e ts  them in  a  time and place defined  by 
vocabulary, d ia le c t  and phrasing . T h ird ly , h is  coaimunioation w ith the 
audience i s  to  s6  overwhelming degree a  d ir e c t  r a th e r  than an in d ire c t  
one* In  o th er words, i t  i s  funl-winentally the very  simple po in t th a t  
Arden’s  ch arac te rs  tend to  say what they mean, d i r e c t  com m nlcation 
fin d in g  unnecessary the  com plexities o f an ’under-language’ o f gesture  
end movement which must define meanings* The fo u rth  t r a i t  i s  a lso  
q u ite  simple bu t fundamental; h is  movement towards clim ax, primary o r 
secondary, i s  e s s e n tia l ly  reg u la r and o f a  f a s t  pace, unbroken by the 
gaps, pauses and o rch estra ted  s ile n c e s  of the more e r r a t i c  and ly r ic a l  
modem drama. Arden’s technique grows out o f  h is  su b jec t-m a tte r , end 
i s  d i r e c t  and c a th o lic  because he has sonBthing sp e c if ic  to  say .

The b es t o f  m d em  drama in  my period succeeds in  fash ion ing , 
from the everyday speech o f the time in  conjunction w ith vary ing  
degrees o f dram atic "heightening", a  f le x ib le  language, which can 
communicate on various le v e ls  to  the audience. Where the natu ra lism  
o f e a r ly  Bond and P in te r  produces a  shock o f reco g n itio n , which opens 
the  minds o f the audience to  the new concepts d isp layed , the comfort
a b le , fa m ilia r  idiom o f those p la y w r i^ ts  who e x p lo it  a lie n a tio n  -  
N ichols, Saunders, Stoppard — in sin u a tes  th e i r  philosophy and m ora lity  
alm ost subconsciously. While In  the case o f Weaker, Osborne and 
Delaney the words themselves and th e i r  rhythms are  su b o rd im te  to  the 
su b je c t, in  most o f the plays under d iscussion  the purpose and the

♦ Act I I I  P 102



language are  one* the  a e s th e tic  ap p rec ia tio n  o f Arden’s poetry  and 
song i s  as im portant aa the e th ic a l  ap p rec ia tio n  o f h is  purpose* The 
use o f words, in  g en era l, c r y s ta l l i s e s  towards the end o f the period 
in to  a new mode o f expression  represen ted  hy d ram atis ts  as widely 
d if f e r in g  as Bond, P in te r  and Arden; i t  ignores tlie merely reg io n a l 
and lim ited  language o f a  ©i^ecific time and place to  convey meanings 
in  a  d ir e c t  and expressive mode o f language which draws on a l l  
dram atic experience bu t i s  id e n tic a l to  none*
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l a  o rder to  show su o cssafu lly  the range o f in fluences on 
modem drama of th a t  of the p a s t,  and trace  the o rig in s  o f the su b je c t-  
m atter and a t t i tu d e  to  the dram atic a r t  o f the playw ri,jiits in  terms 
of e a r l io r  work, some system of c la s s i f ic a t io n  must be worked out to  
include most p revious, aa w ell as most modem, types o f dram atic 
con ten t and in ten tion*

A ll a r t  Is  concerned with the re p re se n ta tio n , in  a c tu a l o r 
symbolic term s, of the conditions o f the world, inc lud ing  those of the 
in te r io r  o f the mind, and Inhem nt l a  the t r a d i t io n a l  d iv is io n  of drama 
in to  comedy and tragedy i s  the basic  d iv is io n  o f a r t  fo r  p leasure o r 
c r t  fo r  in s tru c t io n , o f m orality  and en terta inm en t. % ls  in  tu rn  pre
sup roses an a t t i tu d e  towards the problems o f the w orld, o r e v i l  in  the 
macrocosm and microcosm end the p o s s ib i l i ty  c f  the redemption o f 
Cisnkind o r o f ind iv iduals*  R eligion I s  Im portant both in  i t s  presence 
and i t s  absence; i t  la  u su a lly  p resen t e i th e r  as an answer to  
problems o r as a  cause o f them* I t  may be paramount e i th e r  in  i t s  
importance to  the dram atic su b je c t, or In  the e f f e c t  o f a  personal o r 
c o lle c tiv e  lo ss  o f f a i th  on the dram atic subject*  Thus there  i s  a  
fundaiaeutal d iv is io n  Iotween those d s a a t i s t s  who consider th a t  the 
problems o f e v i l  az® no t su ita b le  to  the stage — the ’e n te r ta in e rs ’ — 
and tho$@ who do examine these su b jec ts  in  th e i r  plays* This l a t t e r  
group can be fu r th e r  divided* f i r s t ,  the d ram atis ts  who believe  in  
the p o s s ib i l i ty  of improvement, tlie capacity  of the audience to  under
stand  the causes of th®.world’s i l l s ,  and the d iscussion  o f methods 
by which they might be assuaged; second, those who |?res0n t  the problems 
from a standpoin t of fa ta lism  or n ih ilism , o ffe r in g  no so lu tio n s  in  
r e a l  term s; th i rd ,  those who no t only  r e je c t  m eliorism but a lso  deny 
our capac ity  u ltim a te ly  to  understand anything*

The ’e n te r ta in e rs ’ — o r , as  I  s h a ll  designate them the 
’ p riva tive*  ♦ group — w rite  plays concerned so le ly  witli personal I 
re la tio n sh ip s  in  v'^cuo* plays o f th is  kind extend fm m  R esto ra tion

*  In  the d ic tio n a ry  d efin itio n *  ’Harked by the lo ss  o f removal o r 
absence o f some q u a lity  or a t t r ib u te ’ , i*e« in  th is  case , o f tlie 
m oral, ph ilosopiiical o r re lig io u s  meaning of drama* I t  a lso  im plies 
fo r  me a  focussing  on p riv a te  ra th e r  than public l i f e *



Comedy, through those o f Oscar Wilde arid Noel Coward to  uncojrsrdtted 
oomcdloa o f modem playw rights (such as  S F Simpson) w ith  a popular 
undom urrent o f  d e tec tiv e  t h r i l l e r s  and fa rces  in  the V est EW# Almost 
a l l  m usicals f a l l  in to  t i l a  category , in  th e i r  d isreg ard  o f the s o c ia l 
background a p a r t  from unooimectod d e ta i l s ,  exd tW lr  emphasis on the 
’redemption’ in h eren t in  the successfu l outcome c f  purely  personal 
re latlonsM jjS  which one miéht c a l l  the  ’marriage* s itu a tio n }  no tab le  
exceptions are  B recht’s "Tliraepenny Opera" and the I lttlew o o d  "Oh What 
a Lovely War",

The second group, which I  s h a ll  designate  tlie ’f a t a l i s t s ’ ,  
p lace the ro la tio n sM p s on which the play i s  based in  a  p o l i t i c a l ,  
s o c ia l o r  h is to r ic a l  co n tex t, bu t a s s e r t  in  d i f f e r e n t  ways tlm t tim 
tra g ic  events o f the world are  i a  the l a s t  aumlysla out o f  ejui’s co n tro l 
and th a t  undorstanding and acoeptance o f cond itions a re  the only  
rea c tio n s  proper to  th e i r  dx-amatio p re se n ta tio n . C la s s ic a l Greek drama 
begins the  s e r ie s ,  and the th@E# — tlm t o f c l a r i ty  of v is io n  combined 
w ith  pessim isa about man’s  u ltim ate  progress — recu rs  t i l l  the  p resen t 
day# Th& a n ti-h e ro  ’revenge’ plays o f the E lizabeti-an e ra  make th is  
k ind  o f pM losopliical assumption, and o f the many more recen t cxxejples 
fynge end Budkin o n  be c ited#  Bor can E lio t be excluded, a s  h is  
’ so lu tio n s ’ , p o s itin g  a  re lig io u s  redo^nption which ie  unoxpoundable In  
drm m tio  terms and th e re fo re  oazmot be ©aid to  e x is t  on the  o tage, 
make him an uneasy meraber o f both th is  and the nex t group# Acceptance 
r a th e r  than question ing  i s  a lso  tlie hall-ssark  o f ’b lack’ coimdy, a s  
typiftied  by the work o f Crton#

The th i rd  group o f playw rights a s s e r ts  n o t only th a t  men a re  
u ltim a te ly  pcwerless to  combat e v i l  o r  ignorance, bu t f e a t  i t  i s  l a  
the nature o f man’s cond ition  th .it he cannot understand M s own 
problems# Tliia i s  a  S jgecifically  tw antietlt-oentury  %dwnomenon, a l th o u ^  
the  a t t i tu d e  can be discerned in  n in c teen th -cea tu ry  naturalism } I t  i s  
s t i l l  in  s tre n g th , a f te r  having i t s  g re a te s t  p ro tag o n is ts  in  P ira n d e llc , 
Ionesco and B eckett, and i s  now represen ted  p rim arily  by the work o f  
Bin t e r ,  w ith W hiting, Osbome, Stoppard and Saunders in  euppoirting 
ro le s .

The fo u rth  dram atic type i s  a lso  g^JLnly & tw ea tie th-'oentury 
inven tion , aa i t s  origin® arc  in  tlio type o f immediate th e a tre  th a t
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was r a re ly  w ritte n  down* Thla i s  a  fundam entally Pelagian ♦ ty p e , 
which a s s e r ts  th a t  no t only a re  conditions understandable, but th a t  
a l l  causes o f human tragedy can be defeated* l a  f a c t  t l ia t  the tragedy 
o f p a s t and p resen t ia  I t s e l f  re v e rs ib le  given the conditions o f 
p o l i t i c a l  and s o c ia l l i f e  wMch ara advocated, o r im plied , in  the p lay , 
ThQ major p la y w r i^ ts  a re  O’Casey and B recht, and in  modem drama. 
Weaker and Arden, Personal re la tio n sh ip s  a re  u su a lly  subordinated to  
so c ia l o r p o l i t i c a l  ex p o sitio n , and whereas a lie n a tio n  i s  n o t by any 
means e s s e n t ia l ,  the posing o f questions to  the  audience always appeals 
u ltim a te ly  to  the mind ra th e r  than the em otions, in  c o n tra s t to  the 
v a s t  m ajo rity  o f o th e r drama* The su b jec t o f th i s  k ind  o f drama i s  
c o n f l ic t  — and by i t s  c a re fu l balancing  o f opposites may be termed 
’d ia le c t ic ’ *

TÎ10 ’p r iv a tiv e ’ drama i s  one which has e x is te d  since  the 
sep ara tio n  o f the entertainm ent and in s tru c tio n a l asp ec ts  o f  plays 
which occurred during the Renaissance* Greek drama combined re lig io u s  
worship and personal m o ra lity , philosophy and en te rta in m en t, as  d id  
mediaeval English drama, th o u ^  on a C Jiristian  ra th e r  than ^agan basis* 
E lizabethan  comedies were moving fu r th e r  fpcaa any d iscernab le  
connection w ith r e a l  l i f e ,  except in  the ’manners’ po rtray ed , and the 
re a c tio n  to  Puritanism  a t  the R esto ra tion  produced the  drama o f the  
seventeenth  century  w ith  a c la s s ic a l ly  booed tragedy to t a l l y  separated  
in  fo ra  and con ten t from a cchbIo t r a d i t io n  based on c a r ic a tu re  and tiie 
m arriage denouement* This type o f drama was, and i s ,  paramount in  
England in  the con tex t o f ’ noufconmi tte d  ’ th e a tre  «• a d iv is io n  hard ly  
apparent on the co n tin en t, a l th o u ^  e x is t in g  i a  America, I t  i s  
ty p if ie d  by the eraj^iaais o f Oscar Wilde on manners, s o c ia l language, 
w it and so c ia l conventions* there  i s  no s tra n d  in  h is  s tag e  comedies 
p a r a l le l  to  the examination o f so c ia l e v i ls  in  "The P ic tu re  o f Dorian 
Gray" o r  "The B allad of Reading Gaol", Thus th o u ^  i t  cannot be 
a s se r te d  tlia t Wilde has no Imowledge o f the problems o f m ora lity  and 
s o c ia l  co n d itio n s , he c le a r ly  does no t consider these  themes su ita b le

I  am using  the term here in  c o n tra s t to  the  ’lianieheism’ o f the 
f a t a l i s t  grou?]* The word ’Pelagian’ includes the concept o f b e l ie f  
in  the  progress o f mankind ae w ell as  in  tlie rewards o f v ir tu e s  
o r s o c ia l  hum anitarian a c tio n s , ’Bie terms are  tixose o f s tru g g les  
w itiiin  the e a r ly  C h ris tian  church*
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f o r  a  drama based on casual ©ntortaimaant* Shaw’s most popular p lays 
o ften  tend to  show the  sas:© convention® as those o f Wilde in  th e i r  , 
b a s is  on the nuances o f s o c ia l oonw ntlons and c la s s  s tru c tu re  o f  the 
time and th e i r  use o f language to  promote comedy ra th e r  than  to  explore 
the  p o s s ib i l i t ie s  of communication* The emphasis on w it ,  and words 
them selves, makes the so c ia l comment very much secondary, except in , th® 
lesser-known work such as  "Heartbreak House"* : Indeed "Pygmalion", h is  
most famous p lay , i s  alm ost e n t i re ly  about la rg  lage, the o s te n s ib le  
exam ination o f c la s s  and morals being alm ost crushed beneath tlie weight 
o f  verbiage* ♦  D espite Shaw’s S o c ia l is t  view s, the  expression  of 
h is  ideas in  h is  plays i s  o ften  s t i f l e d  o r  made e n t i r e ly  secondary to  
the momentary en tertainm ent o f h is  audience* The a r t i f i c i a l i t y  of the 
proceeding looks back to  R esto ra tion  comedy ra th e r  than  forward to  tiie 
•committed’ drama o f the l a t e r  tw en tie th  century*

Noel Coward ty p if ie s  e a r ly  tw en tie th  cen tu ry  drama in  
England, end bears a l l  tlis hallm arks o f a  •p r iv a tiv e ’ d ia m a tls ti  -the 
m arriage denouerm^nt i s  c e n tra l to  h is  work, as  i s  a  major e a jiia s is  on 
p a r tic u la rs  o f so c ia l h a b it and language* Having worked as  an a c to r  
Coward i s  to t a l ly  absorbed by the th e a tr e ,  and h is  themes r a re ly  d i f f e r  
from the s o r t  o f  th e a tr ic a l  narcissism  which o h a rac tise s  "P resen t 
Laughter" o r "Hay Fever"* A c o n tra s t can be drawn w ith  the treatm ent 
o f  the  world o f tlie tliea tre  in  Pirandello* Coward, ag a in , considers 
the fu n c tio n  o f drama to  be en tertainm ent in  the exam ination o f  c rea ted  
c h a rac te rs  in  ja riva te . They have so l i t t l e  r e la t io n s h ip  w ith  the  r e a l  
o u tsid e  world o f h is  o r any o th er time as to  preclude azy s ig n ifican ce  
i a  a  w ider context* Recent ’p riva tive*  draaa includes the  work o f 
K P Simpson although i t  i s  modified by the in fluence o f  the  mass media* 
While themes such as lunacy, ju s t ic e ,  re l ig io n  and v io lence are  
touclied upon, the purpose o f the plays as  w ith the jzrevioua ’p r iv a tiv e ’ 
p la y w r i^ ts  i s  to  en te rta in *  % e in fluence o f the  plays ends a s  the 
c u r ta in  f a l l s  r a th e r  than continuing  in  tlie mind o f the audience as in  
60 much o f modem drama* I  do no t imply, however, th a t  th i s  type o f  
drama has no v a lu e , e sp e c ia lly  in  the  th e a tre  which has in  the l a s t  
t h i r t y  years moved fu r th e r  and fu rü ie r  away from any appeal to  tio st of 
i t s  p o te n tia l  audience* I t  can survive side  by s id e  w ith  serio u s

*  This Impression I s  re in fo rced  by the p ro l ix i ty  o f many o f h is  s tage 
d ire c tio n s  and the length  of the prefaces*
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drama fo r  a® long as  a  th e a tre  audience can be found fo r  emisement fo r  
i t s  own sake* Aa long as the conditions o f l i f e  make i t  necessary , 
e s c a p is t  drama w il l  th r iv e ,  as  ve can see in  tiie continuous success o f 
the West End fa rc e  and the d e tec tiv e  th r i l l e r *

The beginnings o f drama in  Greece were o f  tlie ’f a t a l i s t i c ’ 
type and rep re sen t a  sphere o f a c tio n  in  which in d iv id u a l e f f o r t  cannoji 
change the course o f pre-ordained events* th is  dram atic philosophy 
recu rs  throughout the h is to ry  o f drama. The re a c tio n  from the  optimism 
o f the  ï^naiesanca p o st-feu d a l th e a tre  appears where the an ti-h e ro  
f i r s t  emerges as  a  man a lready  damned in  thought end action* Ea must 
n ev erth e less  work out a  t ra g ic  d es tin y  where innocence s u f f e r s ,  v ir tu e  
i s  r a re ly  rewarded — even in ta n g ib ly  -  and the hope o f  Heaven has alm ost 
d isappeared , w ithout any p o s s ib i l i ty  o f changing the  course o f fa te*
I t  ia  g en era lly  agreed th a t  tîie f i r s t  s t i r r in g s  o f moveimnts which were 
to  culm inate in  modem drama took place in  the l a s t  two decades o f the 
n in e teen th  century* The major p la y w r i^ ts  a re  n o rtliem  European — 
Chefchov, Ibsen and S trindberg  — and a l l  have an am bivalent a t t i tu d e  
tw a rd s  the  use o f naturalism * While Chekhov used i t  th ro u ^ io u t h is  
l i f e ,  Ibsen espoused i t  a f t e r  h is  e a r ly  symbolism, only to  r e je c t  many 
o f i t s  m a n ife s ta t io n s  in  h is  ’visionary* p lay s , and S trindberg  moved 
s te a d ily  away from i t ;  th is  i s  c le a r ly  shown by the d iffe ren ce  
between fïHi&Q J u lie "  and "The Ghost Sonata"* However, i t  was the 
na tu ra lism  o f  these playw rights coupled w ith  th e i r  rea lism  o f  su b jec t 
which caused a  sensa tion  a t  the tiE» in  th e i r  treatm ent o f s u b s ta n tia l ly  
new su b jec ts  on the stages o f n ine teen th -cen tu ry  Europe# In  s p ite  of 
th e i r  ra d ic a l  d iffe ren ces  in  s tru c tu re  and s ty le ,  t h e i r  su b jec t-m atte r 
shows p a ra l le l  preoccupations* Ibsen’s treatm ent o f co rrup tion  and 
h e re d ity , Chelchov’s  co llap sin g  so c ie ty  and S trindberg ’s  nuclear fam ilie s  
and s lia tte red  maniacs are  sho\m as symptoms o f a  m alaise o f humanity 
ra th e r  than o f a  p a r t ic u la r  society* Cheldiov’s  cash iered  a r is to c r a ts  

. a re  used him as metaphors fo r  a  whole human cond ition  ra tlio r  than 
a p a r t ic u la r  s o c ia l phenomenon, and Ibsen’s fam ilie s  to r tu re  eacli o th er 
in  an only vaguely portrayed so c ia l co n tex t. Thus the pessimism and 
Wagnerian darkness i^ ic h  i s  the p a r t ic u la r  H ell o f ’p o s t-p ic te s ta n t ’ *

# I  mean by th is  coinage to  describe the period o f f a i lu r e  o r co llapse  
s p e c if ic a l ly  o f p ro testan tism  in  ind iv ifb ials and s o c ie tie s  which 
e a r l i e r  accepted i t  (compare l a t e r  my paurallel use o f ’p o s t-  
c a th o lic ’ )*



northern  European in d iv id u a ls  and s o c ie tie s ,  la  used by a l l  these 
playw rights to  extend in to  a world condition* While the a c tio n  on 
the stage  i s  always ’p r ifa tiv a *  in  the sense th a t  d e f in ite  in d iv id u a ls  
w ith c a re fu lly  au th en tica ted  h is to r ie s  a re  shown in  c o n f l ic t ,  the 
philosophy o f the uineteenthi-century n a tu r a l is t  group la  irredem iahly  
d e te rm in is t. I t  ia  the natu re  of the cherry  orchard th a t  i t  w i l l ,  
l ik e  the Russian a r is to c ra c y  o f the tim e, be b r o u ^ t  to  poverty and 
then chopped downs Cliakhov’s ch arac te rs  are trapped more in  the f a c t  
o f being human than in  th e i r  own so c ia l environment, and according to  
him can do nothing to  change th e i r  own circumstances# S trin d b erg ’s 
couples a re  offered  no a lte rn a tiv e  to  th e i r  self-d .eâtra c tio n s  Indeed, 
h is  confusion o f n ine teen th -cen tu ry  C h ris tian  m arriage w ith  sexual 
re la tio n sh ip s  i a  general i s  never reso lved ; the r e s u l t  i s  th a t  no 
a l te rn a t iv e  can be o ffered  by a man who has no t examined the degree to  
which h is  su b jec ts  are  t ie d  down by th e i r  environment end context# 
Ib sen ’s  emphasis on the tw in in fluences on the Ind iv id iia l o f  h e red ity  
and environment leaves l i t t l e  room fo r  f re e  w i l l ,  and again  the 
r e s t r i c t iv e  so c ie ty  of n ine teen tli-csn tu ry  Norway was Id e n tif ie d  w ith 
the general so c ia l condition# S im ilar ’po st-p ro te s ta n t ’ fa ta lism  may 
be found in  the work of more minor northern  European playw rights o f 
the time I the plays o f Gerliart Hauptmann (o th e r than  "The Weavers", 
whidi w il l  be d iscussed elsewhere) a re  ’p r iv a tiv e ’ in  th e i r  concentra
t io n  on in d iv id u a l c o n f lic ts  withlrawn from s o c ia l background, and 
f a t a l i s t  in  th e i r  s to ic a l  acceptée©  of death and the im p o ss ib ility  o f 
human improvement except tiirougli re lig io n *  Ee i l l u s t r a t e s  the 
ambivalence of the  c o n f l ic t  between P ro testan tism  and fa ta lism , A 
f a i th  which fo rces examination of the in d iv id u a l conscience a t  every 
moment o f choice in  l i f e ,  and encourages in d iv id u a l re lig io u s  thought, 
when once lo s t  produces i t s  opposite ; a fa ta lism  which denies the 
value o f thougjit o r  progress* When Hauptmann and o th er p la y w r i^ ts  
o f the same type are  no t upheld by f a i th  (as in ,  fo r  example, "Annele") 
then they d o n n e ra  te  in to  e i th e r  fa ta lism  o r n ih ilism . The process
s t i l l  occurs in  modem drama, bu t the circum stances and psychology o f

\

lo ss  o f f a i th  are, b e t te r  understood nowadays, emd tM s r e s u l ts  in  a 
more balanced p resen tation*  '

In  tw en tie th -cen tu ry  drama the two im portant examples of 
’f a t a l i s t ’ drama before the modem period are  both f a r  removed from 
the German and Scandinavian base o f the la te  n in e teen th  century# The
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plays of Synge and C •N eill, although as widely d if f e re n t  in  c u ltu ra l  
reference  as can be imagined, show a view of the world fo re ig n  to  most 
o th er tw en tie th -cen tu ry  dram atists*  Synge’s view o f the sm all, closed 
I r i s h  so c ie ty  in  "R iders to  the Sea" o r "The Well of the S a in ts" , 
p resen ts  in d iv id u a ls  and a  so c ie ty  in  which change i s  im possible: the
s to ic  acceptance o f death by Maurya, and of the tragedy of l i f e  by the 
two tramps, i s  l i t t l e  softened by the background Ch^stian C atholic 
reference*  In  f a c t  "D eirdre o f  the Sorrows" i s  s e t  before C h ris tian  
Ire la n d , and the o ther plays in  some ways beyohd i t s  s tr e tc h  both 
p liy sica lly  and mentally* ♦ Synge’s e n t i re ly  ’p riva tive*  view of 
in d iv id u a ls , the in fluence of so c ie ty  rem aining u n fe l t  in  the is o la t io n  
o f h is  c h a rac te rs , i s  fundamentally d if fe re n t from th a t  of h is  fe llo w - 
countryman O’Casey, ** as i s  Synge’s f a t a l i s t  view of the d es tin y  
o f h is  characters*  O’N e i l l ’s sem i-autobiographical l a t e r  plays 
m irro r some o f the general problems of American so c ie ty  o f the tim e, 
bu t however much c r i t i c s  have t r ie d  to  in te rp re t  the fam ily of "A Long 
Day’s Journey In to  Night" as symbols o f the i l l s  o f  cap ita lism , the 
f a c t  remains th a t  the group i s  in ten se ly  in d iv id u a lised  and d e f in ite ly  
f ix ed  in  time and p lace . This most ’p r iv a tiv e ’ of p lay w ri^ its  has 
a lso  the most f a t a l i s t i c  view of the in e v i ta b i l i ty  of d es tru c tio n  of 
these p a r t ic u la r  people, while making l i t t l e  attem pt to  extend the 
philosophy in to  g e n e ra l i t ie s .  Here a  c o n tra s t can be made w ith the 
e s s e n t ia l ly  co n stru c tiv e  tragedy of Odets o r K i l le r ,  where in d iv id u a ls  
have more reference to  a  wider so c ie ty  than the f ie rc e ly  in d iv id u a l and 
in ten se ly  f e l t  p riv a te  charac ters  of O’N e il l .  This type of drama — 
in  philosophy f a t a l i s t  and p ess im ist, and in  c h a ra c te r is a tio n  e s s e n tia l ly  
p riv a tiv e  and in d iv id u a lis t ic  -  continues to  the p resen t day in  the 
work o f Eudkin and the comddies o f Orton* Orton’s comic method must 
be c a re fu lly  d if fe re n tia te d  from th a t  of Simpson: Simpson ignores the
problems o f the world in  which h is  plays take place except in  the most 
oblique re fe ren ces , while Orton jo y fu lly  accepts the anarchic r e a l i ty  
o f h is  dram atic context*

Professor Raymond Williams has d ivided tragedy in  the tw en tie th  
century  in to  two p a r ts :  *** the ’ tragedy of i l lu s io n ’ and the ’tragedy

*  The geographical s e t t in g  (the Aran Is lan d s) i s  f a r  from the c u ltu ra l  
and re lig io u s  cen tres  of Ire lan d , and the p rim itive  l i f e  portrayed 
allow s Catholicism  l i t t l e  relevance*

** See my d iscussion  of O’Casey below.
*** L ectures, Cainbridge, 1974
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o f o o n f lio t’ ê In  the f i r s t  category the con ten tion  o f the playw right 
la  th a t  a l l  human e f f o r t  towards betterm ent o r understanding i s  an 
i l lu s io n ,  whereas the second dea ls  w ith the fundamental c o n f l ic t  
between clam see, p o l ic ie s ,  philosophies and ind iv iduals#  Both types 
o f drama a re  in  essence new, and no t to  be found j n  to to  before the 
1800*81 a l th o u ^  previous drama contains c o n f l ic t ,  i t  i s  no t the only 
b as is  on which the p lay  i s  b u ilt#  However, the gradual acceptance 
throughout the second h a lf  o f the n ine teen th  century  o f Darwin’s 
d e s tru c tio n  of the fundas® ntailst re lig io u s  b as is  o f V ic to rian  |M 1 -  
osophy and a r t  coupled w ith the twin blows to  t r a d i t io n a l  p o l i t i c a l  
thought end personal m ora lity  o f Marx and Freud, produced a  clim ate in  
which u n ce rta in ty  was p erso n ified  and made m anifest in  the drama o f 
I l lu s io n  — a  re c u rr in g  a r t i s t i c  type ra th a r  tîian a  sp e c if ic  movement#
I t  p a ra lle le d  the music based on new to n a l i t ie s  o f Schonbsrg, Bartok 
and S trav insky , and the break-up o f re p re se n ta tio n a l a r t#  Fundamentally 
d if f e r e n t  from a l l  previous drama in  co n ten t, the p lays o f P iran d e llo , 
Ionesco, E lio t  and Beckett explore the c o lle c tiv e  se lf-d o u b t o f 
Western so c ie ty : they rep resen t people trapped in  an i l lu s o ry  s itu a tio n #  
Indeed, they go fu r t l ie r ,  in  overtu rn ing  tlie i n i t i a l  p ro p o sitio n  o f 
na tu ra lism  tlia t  men can know them selves, and in  a s s e r t in g  t l ia t  the 
n atu re  of l i f e  i a  such th a t  people n o ceaearily  e n te r  in to  illu s io n #

This awareness th a t  consciousness ia  not adequate to  exp la in  
o r o rder tha world found i t s  f i r s t  r a a l  expression in  tlis work o f 
P irandello#  In  "Cosi e ,  se v i  p are" , as in  a l l  h is  most ty p ic a l work, 
he uses the conventional, even melodramatic in tr ig u e  s i tu a t io n  o f 
previous drama on a  t r a d i t io n a l  ’fo u rth  w a ll’ s tage as a  bass l in e  o f 
tra d itio n a lism  to  counterpoin t the s ta r t l in g  melody. Tlie fam ily 
s i tu a t io n ,  the l im its  o f  a  dark p as t and the gradual unfo ld ing  o f what 
appears a t  the time to  be the t ru th  could bo l i f t e d  wholesale from 
Ibsen o r  S trindberg , but the conventional hero , the f ig u re  w ith whom 
the audience id e n t i f ie s ,  d iscovers only th a t  r e a l i ty  i s  in d is tin g u ish 
ab le  from fantasy# The world as seen , in  co n trad ic to ry  term s, by the 
d if f e re n t  members o f the fam ily , i s  the only r e a l i ty ,  end th is  cannot 
be changed by documents any more than Davies’ .r e a l  ch a rac te r  in  P in te r ’s 
"The Caretaker" has any connection w ith h is  hypothetical ’papers’ a t  
Sidoup# Her© i s  found the f i r s t  expression o f a  th e a t r ic a l  c lich e  which 
i s  s t i l l  im portant in  i t s  in fluence on modem drama: th a t  the rSl©

which the c liarao ter ia  p lay ing  on the stag© i s  the only definab le



roaXity# The theme i s  developed in  "Six C haracters in  Search o f an 
A uthor", where tha le v e ls  o f th e a tr ic a l  r e a l i ty  -  the au thor on s tag e , 
tha au th o r in  h im self, the a c to rs  both in  r e a l i ty  and as c rea tio n s  o f 
the author*» mind, the ’genuine* p lo t  and i t s  d is to r t io n  by ’a c tin g ’ -  
are  p a ra lle le d  by the two plays of Saundersi "Next Tisse I ’l l  Sing to  
You", and "A Scent o f Flowers"* Here a lso  i s  found the a s s e r t io n , 
continued in  the work o f Ionesco and P la te r ,  th a t  the d iffe ren ce  
between people makes communication by language im possib le, a l th o u ^  
o th e r modes a re  sometimes successful* When a Nichols o r  Saunders '
ch a ra c te r  s tep s  a t  w il l  in  and out o f h la  r o le ,  he i s  only a s s e r t in g
the th e s is  o f  PiraTidello in  the tw enties* th a t  to  e x is t  people must 
p lay  ro le s ,  and t l ia t  re la tio n sh ip s  must be f a ls e  in  a world and a
drama where the boundaries between r e a l i ty  and i l lu s io n  co lla p se , and
the  only c e r ta in ty  ia  one’s in te rn a l  experience* In  th i s  way the 
v a c i l la t io n  in  "Henry IV" between r e a l  and fa ls e  k in g , r e a l  end fa ls a  
r o le ,  w ith i t s  e x p lo ita tio n  o f the problem o f id e n t i ty ,  i s  continued 
by Arden in  "The Business o f Good Government" and "The Royal Pardon", 
where the problem i s  ex-mined in  terms o f th e a t r ic a l  props end th e i r  
le v e ls  of re a l i ty *

The work o f Ionesco takes P iran d e llo ’s p ropositions fu rth e r#
The process o f i l lu s io n  boccmies tlio R epresentation c f  a world in  which 
th ere  i s  no re a li ty *  in  which I t  i s  absurd to  question  the dram atic 
convention th a t  t ru th  ia  no t only non-ccxnmunicable bu t fundam entally 
unreal#  Here a lso  ©merges one o f the constan t themes o f tw entiefe— 
century  drama in  a background o f World Wars and general v io lence ; In  
"The Bald-Headed Prlma-donna",  fo r  example, the only unmlstalzable f a c t  
of the p lo t  m ong the p la titu d e s  and games i s  tl ia t  o f  sudden and 
v io le n t death# A constan t theme in  tlie e a r ly  work o f P in te r ,  and 
Orton, and an im portant undertone to  much of Osborne’s work, death i s  
the  one r e a l i ty  which emerges triumpliant from the drama o f il lu s io n #
I t s  prevalence in  E l io t ’s  p lays shows how l i t t l e  h is  re lig io u s  conversion 
was ab le  to  e x tra c t  him from the préoccupations o f t l i is  dram atic type*
The in e v ita b le  blood s a c r if ic e  o f Thomas Backet, the  brooding murder 
o f  tha "Sweeney" fragments and th e . in te n se ly  v io le n t death  to  which 
C elia  i s  consciously  sen t have l i t t l e  re la tio n s h ip  w ith the Anglo- 
C atholic  metaphysics of tlie "Four Q uartets"* The p o s s ib i l i ty  o f 
redemption and the a f t e r - l i f e  have no e f fe c t  on a  dram atic world in  

which the p rev a ilin g  u n re a lity  can only be d is tu rb ed  momentarily by the 
f a c t  o f v io le n t  death , which c rea te s  an epliemeral in te rru p tio n  in  the
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confidenoô o f E ll e t  *3 cbarao tors In  t i ie l r  chosen ro les*  Vliil®. a s s e r t
in g  tlm t "a  de liisioa  i s  something we must re tu rn  from” # E lio t  o ffe rs  
l i t t l e  evidence th a t  the re tu rn  i s  extended to  more tïian a  sm all e l i t e * 
o r th a t  i t  i s  ever permanent* Tiie work o f Albee# exp lo ring  muoh the 
same ground in  •’Who*s A fraid  of V irg in ia  Woolf?” and ”Tiny A lice” ,  
comes to  much the same conclusion*

The work o f Beckett ia  the culm ination of the draiaa of 
illu s io n *  here incomprehensible r e a l i ty  produces no t only deadlock bu t 
p ara ly sis*  The a n lv e rs a ll ty  o f reference in  h is  p la y s , unplaced in  
space o r tim e, i s  the r e s u l t  o f the s tr ip p in g  o f d e lusion  from l i f e ,  
which according to  Beckett*s dram atic convention leaves only su ffe r in g . 
Wile re  the * stalem ates* o f both Chekhov and P in te r  a re  very  d e f in ite ly  
in d iv id u a lised  in  place and tim e, whose o f B eckett a s s e r t  a  general 
t r u th  which d isregarda the sp e c if ic  Irish /F ren ch  •p ost-ca tho lic**
Western tw en tie th -cen tu ry  c u ltu ra l  b as is  of h is  work* Where the drama 
of fa ta lism  grew out of a  re je c t io n  o f the ro le  o f tlie personal 
conscience in  decision-m aking, the drama o f i l lu s io n  in  P iran d e llo , 
Ionesco and B eckett grew out o f tlie re je c t io n  o f ,  o r  lack  o f , r e a l i ty  
in  a  c o lle c tiv e  and I n s t i tu t io n a l  fa ith *  tlie lo ss  o f  th i s  b as is  fo r  
l i f e  produces ab su rd ity  or n i h i l i s t i c  p a ra ly s is  in  the drama* The 
uneasy re la tio n sh ip  between E l io t ’s  fundamental pessimism and h is  new 
f a i th  has much the same e ffe c t*  Opinions a re  d iv ided  as  to  the r e a l  
in fluence  o f Beckett on modem English d raaa , bu t the  sym bolist and 
e x p re ss io n is t s tag in g  and tâie Pozzc and Lucky re la tio n s h ip  o f "Godot” ,  
combined w ith the in ten se ly  r e a l i s t i c  and co llo q u ia l l in g u is t ic  and 
dram atic re la tio n sh ip  of B idi and Gogo, rep resen ts  a  dram atic form which 
re-appears  tlirougjiout recen t English drama, as  in  P in te r ’s  ”Th@ B lrtlw  
day Party” , W hiting’s "S a ii.t’a Bay" and Osborne’s "Inadm issible Evidence” . 
B eckett’s constan t use of tîie imagery o f r e p e t i t io n  and the endless 
movements lack ing  «significance and plirasas and even ts co n stan tly  
repeated  ia  continued by many modern draE iatista to  emphasise the l im it
a tio n s  o f communication, both between a c to rs  and audience and between 
tlie c iia rac ters  them selves, which the au thors b e liev e fis^ c rea ted  by
the conditions o f l i f e *  A potent drm m tlc form fo s te re d  by the uncert
a in ty  o f modem Western c iv i l i s a t io n ,  the drama o f i l lu s io n  shows no 
signs of lo sin g  i i s  fo rce  in  dram atising the sense o f powerlesenass 
w ith which so many modem dram atis ts  face ihe problems o f personal



Id e n t i ty ,  the level.*? o f dram atic i l lu s io n  and the fundamental questions 
o f th e i r  p o a t-C h ris tian  and o ften  post-hum anist ph ilo soph ies• But the 
lo ss  o f the dimension of human -warmth, represen ted  in  B eckett’s work 
by the Bidi-Gogc re la tio n s h ip , has led  him on to  a p a ra ly s is  in  which 
dram atic dimensions are  s tr ip p ed  one by one from successive p lay s , 
leav in g  some th in g  which i s  b are ly  drama a t  a l l*  This process can a lso  
be followed in  the work o f such d iverse  p la y w r i^ ts  as  P in te r ,
Saunders and Bond; the  in c lu sio n  o f tM a hufmne dimension ia  what 
redeems much modem drama from the t o t a l  pessimism o f the developed 
tragedy o f illu s io n *

P rofessor Williams* second d iv is io n  o f tw en tie th -cen tu ry  
drama -  the drama o f c o n f l ic t  -  d ea ls  w ith s p a t ia l ly  and h is to r ic a l ly  
placed a c tio n  which ia  on such a  la rg e  sca le  th a t  re p re sen ta tiv e  
ch a rac te rs  cannot be used to  stand fo r  groups o r movements. The nec
e s s i ty  fo r  the d i s t i l l a t i o n  o f the fe e lin g s  and e s s e n t ia l  q u a lity  o f 
a  group re su lte d  in  the concept of the ’ type’ -  a  ch a rac te r  who 
ty p if ie s  the group while no t a c tu a lly  e x is t in g  in  a r e a l  sense him self* 
He i s  ch a rac te rised  as a  d i s t i l l a t i o n  o f the q u a lity  o f the group, 
lo s in g  thus in  in d iv id u a lity , bu t gain ing  in  s p e c i f ic i ty  o f re fe ren ce . 
The drama o f c o n f lic t  moves fu r th e r  away from the claustrophobic fam ily 
s itu a tio n s  o f the e a r l i e r  plays* In  f a c t  personal re la tio n sh ip s  are  
o ften  secondary to  outside ev en ts , and where the ’p r iv a tiv e ’ form i s  
used o f fam ilie s  and in tim ate  re la tio n sh ip s  i t  i s  only to  comnsent on 
the  e x te r io r  a c tio n , where in  o th er drama the la rg e  environment i s  
used io  heighten and comment on the personal re la tio n sh ip s*  Although 
in d iv id u a l c o n f l ic t  was the b as is  o f  m uch ,earlier drama, i t  was ra re ly  
widened in to  th a t  o f groups u n t i l  the p o l i t i c a l  conditions of the 
e g a l i ta r ia n  philosophy and a n t i - c le r i c a l ,  r a t io n a l  movements which 
produced the French Revolution allowed th is  d iv is io n  o f hunanity to  
be w idely recognised*. Buchner, though no t w idely known u n t i l  a  century 
a f t e r  h is  death , shows the f i r s t  movement away from rom antic, ind iv id 
u a l i s t  drama* In  "Danton’s Death” ,  he makes an attem pt to  p o rtray  the 
presence o f the revo lu tionary  crowd in  a l l  i t s  o)ianges o f mood and 
po licy  in  the ch arac te r of Danton, bu t the obaraotor-*type ia  not 
autonomous and i t s  ac tio n s  not decisive* •‘Wojrzeck" shows one o f the 
ma,1er c h a ra c te r is t ic s  o f th is  type o f dramas the naming o f ch arac te rs  
by type o r rank -  "cap tiv e" , "doctor” , — thus d is tan c in g  them from 
romantic individualism * they are th e i r  p ro fessions o r c lasses*
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At the entl o f the n ineteen th  cen tu ry , Hauptisann’a "The 
V eaw rs" sakes an attem pt to  put a  c laas  on the e t a # .  He e the drama 
o f c o n f l ic t  ie  more developed, as the a c tio n  o f the play takes p lace 
between groups — the weavers, the employers, the so ld ie rs  — ra th e r  
tlsan in d iv id u a ls . The uneasy balance between th is  and the ind iv idual
ism o f ,  fo r  example, the weaver’s home scene in  the second a c t ,
In d ica tes  the novelty  of the form on the s tag e ; such semi-docunBntary 
drama was to  become more and more ep isod ic  e sp e c ia lly  in  the tw en tie th  
cen tu ry♦ Other s tran d s o f the drama o f c o n f l ic t  p en e tra te  in to  such 
’p r iv a tiv e ’ work as th a t  of S trindberg , w ith h is  a b s tr a c t  ch arac te rs  
d ram atising  a  ty p ic a l r a th e r  than personal consciousness, and a re  much 
used by the e x p re ss io n is t drmmatists o f  the f i r s t  decade of the 
tw en tie th  cen tu ry . The plays nowa-^ays are  l i t t l e  known p rec ise ly  
because o f the very d e f in ite  re feren ces to  sp e c if ic  tim es, p laces and 
p o l i t i c a l  problems on •'4ilch expressionism  i s  based* i t  i s  the f a te  o f 
such d ram  to  be s h o r t- liv e d . The method was continued in  the work o f 
T o lle r , a s  in  "Hoppla" (192?) • T3ie ac tio n  i s  s e t  a t  p re c ise ly  the time 
of w ritin g , w ith a  prologue in  1919# and uses an e x - p è l l t lc a l  p riso n er 
on the ou tside  o f so c ie ty  to  ex p lo re ’the  s t r a n # ,  h o s t i le  world o f the 
Germany of the time w ith a  view to  p o l i t i c a l  understanding . Here, in  
c o n tra s t to  the  ’ i l l u s i o n i s t ’ and ’p r iv a tiv e ’ drama, the  ex p lo ra tio n  
i s  n e ith e r  lim ited  to  the s e l f ,  nor does i t  s t a r t  o r  end w ith  i l lu s io n .  
The events o f the  p lay  a re  t o ta l ly  r e a l  and con temporary, and the 
rbcpressioniets’ break w ith the stage as a room brings the ’r e a l  world* 
in to  the th e a tre  in  news r e e l s ,  film  p ro jec tio n s  and b roadcasting . Tliere 
i s  a  con tinual Implied presence o f events com pletely ou tside  the 
c h a ra c te rs ; th i s  been developed in  modem tii% $ by Gsbome in  the 
e a r ly  plays and Wesker in  h is  t r i lo g y .  To re p re se n t the in v is ib le  ix>wer- 
s tru o tu re  expressionism  needs the ’ type’ and the symbol: the a b s tra c t
and sim p lify ing  natu re  o f the dram atic form i t s e l f  expresses c o n f lic t  
in  tarms o f d ia le c t ic s  — in  po larized  opposites — and comes to  f u l l  
development in  B recht. Odets in  America showed the in fluence of 
Gexsaan expressionism  in  h is  evocation o f American w orking-class l i f e .
Eie b e s t p lay , "W aiting fo r  L efty", dram atises the c o n f l ic t  betwoon  

the ta x i-d r iv e r s ,  th e i r  employers and the union bosses in  a  way which 
uses groups as  ch arac te rs  and a  rh e to r ic a l  and exposito ry  s ty le  n earer 
to  Breoîit and much o f modem d la lé c t ic  dimia tliau anything e lse  o f i t s  
tim e. K i l le r ,  however, while examining the e f f e c t  on h is  dram atis
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T?ersonae o f fe a tu re s  of tw entie tb -cen tury  American c ap ita lism , p resen ts  
the su b jec t in  the form of in d iv id u als  -  o r r a th e r  of man versus a  
general environmentt the outcome ia  much more ’p r iv a tiv e ’ and f a t a l 
i s t i c  than d ia le c t ic ,  d esp ite  hl.s sub ject-m atter*

E a r l ie r  tw en tie th -cen tu ry  attem pts a t  a  drama o f c o n f lic t  
must a lso  be mentionedi Lawrence’s attem pts to  put a  la rg e  group in  
a c tio n , in  "Tiie Daughter-In-Law” and "Touch and Go” f a i le d  la rg e ly  
because of h is  emphasis on individualism  and the lack  o f the imperson
a l i t y  necessary fo r  such vi’itiug*  V.hen O’Casey in  "The S ilv e r  Tassie* 
broke w ith the ’ p riva tive*  naturalism  which ch a ra c te r is e s  h is  e a r ly  
plays he moved a w ^  from a  cen tre  o f in te r e s t  in  p a r t ic u la r  fam ilies*  
Although th ere  i s  a  sense o f I r i s h  oppression in  th e  re  pro sen ta tIv e  
natu re  o f the type o f charac te rs  he chooses in  h is  e a r ly  p lay s , the 
a c tu a l agents do not appear on the s tage  in  e i th e r  symbolic o r a c tu a l 
form: the c o n f l ic t  i s  th e re fo re  p e rip h era l to  the action* But the
c e n tra l  a c ts  o f "The S ilv e r  Tassie" show the c o n f l ic t  o f the F i r s t  
World War in  an e x p re ss io n is t form which r e c a l ls  T o lle r ,  The n ecessity  
fo r  the h i# i ly  in d iv id u a lis t  O’Casey to  r e s o r t  to  s im p lif ic a tio n  and 
use o f the ’type* po rtray ing  the war shows how new dram atic su b jec ts  
changed the form o f the drama in  general* His l a t e r  work moved in to  
indiv idualism  and symbolism, a l th o u ^  elements o f d ia le c t ic  drama can 
be found in  "Red Roses fo r  w ith i t s  sharp ly  opposed types o f 
ra d ic a l  churchman and p o l i t i c a l  f ig u re s , whose c o n f l ic t  expresses th a t  
o f whole groups* But the extrava^Lnce o f the  c à r ic a tu re s  in ,  fo r  
example, "Purple Bust" encourages the audience to  ignore the wider 
statem ents about the B r it ish  and the I r i s h  and to  concentrate  ind tead  
on the co lo u rfu l ind iv iduals  on the stage * German expressionism  
appears as a  strong  in fluença on English dimia in  Auden and Isberwood’s 
"The Ascent o f F*6*" in  the t h i r t i e s ,  bu t between the wars i t  i s  only 
in  the mature work o f Brecht th a t  an a t t i tu d e  to  d ia le c t ic s  s im ila r  to  
th a t  o f  modem drama can be found*

B recht’s  r e je c tio n  o f A r is to le lia n  tragedy has had a  profound 
e f fe c t  on modem drama in  both s tag in g  and form* The p roposition  th a t  
tragedy should evoke p ity  and te r ro r  led  Brecht to  devise the ’epic* 
form o f th ea tre  which, by d is tan c in g  the a c tio n  from the sp e c ta to r , 
produces th o u ^ t  ra th e r  than  emotion and precludes id e n tif ic a tio n *
Plays o f  th is  kind have been w ritte n  by modem d ram atis ts  as d iverse  

as Arden and Orton* Tlioy rep resen t opiosing fo rces and id ea s , but



leave the audience to  choose between them. The ep iso d ic  fe a tu re s  o f 
the e a r ly  Gorman ex p re ss io n is t a r t  ere  made po licy  by B rechti in  
r e je c t in g  the unfo ld ing  o f a m ti i r a l i s t io  p lo t he a s s e r ts  th a t  each 
scene must e x is t  fo r  i t s e l f  so tlm t the s im eta to r can r e ta in  tm  
cap ac ity  to  act*  Tim concept o f an ac tiv e  r a th e r  than passive audience 
la  c e n tra l  to  modem drama; Saunders, Stoppard and K ichols, fo r  exfisiple, 
demand one, and a lso  shew a s im ila r  lack  o f developed p lo t*  But the 
key to  B rech t’s break w ith t r a d i t io n  i s  h is  opposition  to  the in e v ita 
b i l i t y  o f tragedy — h is  in s is te n c e  t}mt th e re  was always the p o s s ib i l i ty  
o f a d if f e re n t  outcome to  events * This e s s e n tia l ly  M arxist optimism 
h as , in  f a c t ,  l i t t l e  place in  modem English drama, th o u ^  Masker’s 
"T heir Very Own and Golden C ity" looks towards i t ,  l ik e  Arden’s "The 
Vorkhouse Donkey"* B recht’s r e je c tio n  of the re s ig n a tio n  to  in e v ita b le  
su ffe r in g  which defines the tra g ic  view o f l i f e  and druîia a lso  f in d s  
an echo in  tiie hop© expressed a t  tiie end o f Arden’s "Sergeant Itusgrava’a 
Dance"* The f a i lu r e  o f the audience to  understand the complete 
id e n t i f ic a t io n  of the okmractera o f "The Threepenny Oj^ra" w ith  the 
bourgeois o f h is  tim e, w as^ fa ra lle l to  % e a tre  Workshop’s  "Oh What a 
Lovely War", which was seen by many #s nothing bu t a  nruBical, and was 
f in a l ly  emaecula-Wd in to  a t r a d i t io n a l  ’ tragedy’ in  the film * Actors 
— o r d ire c to rs  — have a lso  reversed  B recht’s in te n tio n  w ith  "Mother 
Courage® I the in s is ten ce  o f a c tre sse s  on p laying  Mother Courage as  a 
noble fig u re  destroys the whole purpose of tiis work; such d i f f i c u l t i e s  
a re  s t i l l  met w ith by modem dram atis ts  d ea lin g  w ith  rom antid, t ra g ic  
and n a tu r a l is t  In te riw e ta tio n s  o f th e i r  ’d i a l e c t i c ’ work* S im ilar 
problems arose w ith tiie in te rp re ta tio n  o f "G alileo": the conventional
her^& :, l ib e r a l  view o f a  recan ta tio n  necessary  fu r  t r u th  to  survive 
swamped the r e a l  conclusion of the play* The r e s u l t  o f tW  re ca n ta tio n , 
according to  B recht, was tiia t scià^c© became the  p rerogative  o f the 
e l i t e  * and i t s  separa tion  from tlie people led  to  many o f the problems 
o f the tw en tie th  century* The ’complex see ing ’ necessary  to  understand 
tfia wozk of Arden has been helped by the groundwork la id  by performances 
o f Brecht in  England, but the constan t id e n t i f ic a t io n  o f audiences w ith  
one p a r t ic u la r  ch a rac te r s t i l l  -  as w ith productions o f Brecht — destroys 
much o f the power o f h is  work* ’D ialectic*  drama, which o r ig in a te s  the 
p o l i t i c a l  thought o f the n ine teen th  and tw entieth  c e n tu r ie s , i s  s t i l l ,  
in  the con tex t o f modem dirama, f ig h tin g  fo r  reco g n itio n  from audiences 
end c r i t i c s  steeped in  in d iv id u a lis t  and t r a d i t io n a l  te im a tie  forms and 
sub jects*
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A type o f  c r i t ic is m  which was re c e n tly  c u rren t in  sc h o la s tic  
c i r c le s  in s is te d ,  when examining any fozm of l i t e r a t u r e ,  on emphasis
in g  tîie struetux'Q o f the piece above a l l  els©# Where the " p ra c tic a l  
c r itic ism "  approach to  l i t e r a tu r e ,  p a r t ic u la r ly  in  the f ie ld s  of 
pee t r y  and draaca, concentrated on the words and th e i r  e f f e c t ,  under
playing any motive o f w ritin g  o ther than a e s th e t ic s ,  so the 
" s t r u c tu r a l is t"  scho lar w il l  exajsine the bu ild -up  to  a  clim ax, in  con
ju n c tio n  with the p a tte rn  o f symbolism w ith in  the work, and assume 
th a t  an aroused, ex c ited  o r h o r r if ie d  audience re a c tin g  to  a  c a re fu lly  
o rch estra ted  em otional appeal i s  the u ltim a te  end o f l i te ra tu r e #  I t  
i s  tru e  th a t  the A r is to te lia n  c a th a r s is ,  i a  i t s  w idest &©nse o f an 
em otional re a c tio n  to  wLiich the I n te l le c tu a l  prooos es  a re  su b sid ia ry , 
has been tlie m ainstay of the playw right’s in te n tio n  in  both coufôdy end 
tragedy , and i s  s t i l l  the purpose -  i f  such a  ward may be used — of iauch 
contemporary dr-ama# I f  fo r  the jrarposes o f th is  ex.:mination the motives 
o f p r o f i t  and m ate ria l success and farm are  ignored , most d ram atists  
a re  eonceimed w ith inducing em otional re a c tio n s  — o fte n  vague ones — 
in  th e i r  audience * These range from the various proponents o f what can 
only be c a lled  n ih ilism , such as  Orton and Rudkin, tiu?ough those a r t i s t s  
who hope to  change th e i r  audience’s a t t i tu d e s  to  th e i r  fellowM&en ty  
an inc.r^ease in  s e n s ib i l i ty ,  such as Hiohola and Delaney, to  by f a r  the 
la rg e s t  group, who i n s t i l  a  com forting sens© of tW  inadequacy of a r t ,  
reason o r understanding to  ex p la in  e i th e r  the world or the people in  
i t  by the simple method o f po rtray ing  absurd, i l lo g ic a l  o r  unexplained 
s itu a tio n s  on the stage# The only possib le  re a c tio n  to  such work — as ; 
produced, fo r  example, by Saunders o r P in te r  — ia  an ab d ica tio n  o f the 
r e s p o n s ib i l i t ie s  of understanding o f events and the s tru g g le  to  change 
them, bu t th i s  i s  concealed by the esked-fo r reco g n itio n  tî ia t  th i s  i s  
"what l i f e  i s  r e a l ly  l ik e " ,

This study o f drama ho,3 examined the  way i a  which modem 
d ram atis ts  use the f a c t  o f the l iv e  t l ie a tre , as opposed to  o th er foxcea  
o f a r t ,  in  th e i r  e x p lo ita tio n  o f the d i r e c t  r e la t io n s h ip  w ith the 
audience# I t  has s tud ied  the language used in  the p lay s , and the 
fcniltifarious ways in  which English can convey c h a rac te r  and ideas# But 
i t  would no t be ccmplete w ithout some d iscussion  of the purpose of



these in t r i c a te  Kechanisias, beyond, as  I  have s a id ,  the values o f the 
market place# A v a tch , however b e a u tifu l and w ell co n stru c ted , i s  
only o f  any use i f  i t  t e l l s  the tim e, which may seem a s im p lis tic  
analogy, u n t i l  i t  i s  seen th a t  so much drama, to  continue the metaphor, 
i s  concerned with the g ild in g  on the hands o r the chasing on the case , 
and a t  the very most w il l  t e l l  you the month, the year o r the j ^ s e s  
o f the moon# In  am e ra  of the a ll-p e rv ad in g  media — f ilm s , newspapers, 
rad io  and above a l l ,  te le v is io n  — the th e a tre ,  to  compete, must tu rn  
to  a  sim pler and moxe u n iv e isa lly  acceptable purpose — and one re fe rre d  
to  contemporary problems# % e d ire c tn ess  of the l iv e  s ta g e , however 
much audience p a r tic ip a tio n  timers may be, i s  unproductive i f  the 
audience so involved i s  as lim ited  in  c la s s  and background, even in  
geography, as i t  la  a t  the time o f w ritin g , and, above a l l ,  i f  th is  
d ir e c t  communication conveys notiiing but a  vague end und irected  bene
vo lence, cynicism o r h o # lessn ess#  I f  the l iv e  th e a tre  has any place 
in  the contemporary l i f e  o f the community, i t  must be in  i t s  capacity  
fo r  " te l l in g  the tim e", o r  u t i l i s i n g  those q u a l i t ie s  o f  personal con tac t 
which make i t  unique, to  inform , to  teach , to  ’educate the emotions’ #

The f a i lu r e  o f Wesker’s "Centre 42" p ro je c t ,  designed to  
express s im ila r  view s, was in  i t s  emphasis on a e s th e tic s  over content# 
D espite the p a tro n is in g  natu re  and bad q u a lity  o f much o f ti e media 
(rep ea ted ly  s ta te d  in  Wesker’s own p lays) i t  i s  nev erth e less  tru e  th a t  
in  t l ie i r  v a s t scope, as f a r  as both ta le n t  and audience i s  concerned, 
most of the purely  a e s th e tic  and em otional needs o f the people are  
s a tis f ie d #  The t r a d i t io n a l  c a th a r tic  ro le  o f th e a tre  has been usurped 
by the intim acy o f the te le v is io n  w ith in  every house# ♦ I f  Centre 42

* To expand -  any degree o f realism  o f background and s tag in g  to  c rea te  
a suspension o f d is b e l ie f  must now be a  pale  re f le c t io n  of the f le x 
i b i l i t y  o f the film  camera in  such work. So, in  o rder no t to  in v ite  
u n f la t te i in g  comparisons re s u l t in g  in  complete d is b e l ie f ,  the ûéoor 
must be b a re , im pression ist o r s u r r e a l i s t  ( s im ila r  c h a n # s  ioave 
occurred in  f in e  a r t  s ince the inven tion  o f the camera)# Thus the 
only a e s th e tic s  operating  w il l  be o f reco g n itio n , of f a m il ia r i ty  o f 
ch a rac te r  and s itu a t io n  presented to  the audience, and in  a wide 
sense, of ca th a rs is#  Tlie very process o f t ra v e l l in g  to  the  th e a tte  
and experiencing  i t  a s  a  s o c i a l  place o f en tertainm ent mal.es i t  
compete badly w ith te le v is io n  on the grounds o f f a m il ia r i ty  a lone, 
which can be b o lste red  by devices such as d a ily  o r weekly consecutuve 
ep isodes, and p a r tic u la r ly  by the domestic fam ily s i tu a t io n  in  which 
viewing occurs. Tlieae conditions m i l i ta te ,  in  the th e a tre ,  ag a in s t 
the Ind iv idual ©motions o f sympathy, a f fe c tio n  and id e n tif ic a t io n  
which can e a s i ly  be fo s te red  in  an atmosphere o f in tiü a cy  and commun
ic a tio n  to  a sm all group, while encouraging the a ro u sa l o f  generalised  
group-einotions such as h a tred , re lig io u s  fervour o r a  wish fo r  action#



had concentrated on thoee aspects  o f drama which are  no t a lread y  
ca te red  f o r ,  a t  l e a s t  adequately , by the o th e r c^edia, the p ro je c t m l ^ t  
have been a  resounding success* R ea lis ing  tlie d iv is io n  between tlm 
tra d e  unions approached, and the t r a d i t io n a l  bade o f  drama in  London 
so c ie ty , Centra 42 t r ie d  to  close the gap by spreading  c u ltu re  to  
the  worker, fo r  which i t  received  no tlianks# I f ,  in s te a d , i t  had 
o ffe red  program ss o f p lay s , d ialogues and le c tu re s  which aroused and , 
enlivened the s tru g g le  o f  the unions a # i n s t  th e i r  c la s s  enemy, ra th e r  
tlian fo lk  songs and fam ily s itu a t io n  p lay s, success would have been 
Imiaediate, end even f a i lu r e  an incitem ent to  a  fu r th e r  e f fo r t#  *

Since the v i r tu a l  co llapse o f the reg io n a l movement o f  the 
l a te  1950*8 and e a r ly  1$60*s, Wesker has shown l i t t l e  in  common in  
aims o r s ty le  w ith the o th er playwbtg’t t s ,  and i t  i s  no t proper to  
condemn the work o f o thers on the same grounds# Tliere i s  a  p lace , 
th o u ^  i t  i s  one which I  personally  believe  to  be only secondary, fo r  
d ram atis ts  who attem pt to  spread -  i f  only by very l i t t l e  — a  g re a te r  
re sp e c t o f man fo r  man and a  g re a te r  sympathy fo r  mankind as  a  whole#
But l i t t l e  can be sa id  in  moral terms fo r  a  d im a  which leaves i t s  
audience w ith no p o s itiv e  recou rse , however much the t h r i l l  o f 
reco g n itio n  o r the play on the emotions might convince tlie audience 
tlia t i t  was, In  some indefinab le  way, b e t te r  fo r  the experience# Drama, 
in  f a c t  any work o f a r t ,  must f in a l ly  be judged no t in  terms o f i t s  
ben&m.que, but in  terms o f i t s  purpose* J u s t as  no mere w ritte n  dialogue 
can bfccome a  p lay w ithout being ixresented to  an a c tu a l audience, bo i t  
i s  in  the re ac tio n  o f th a t  audience, as fo reseen  and d ire c te d  by the 
au tlio r, tloat the worth of the play i s  to  be found#

W ithin cy period , Simpson*s plays are  those in  which simple 
process o f entertainm ent i s  o f the most importance# The o s ten s ib le  
su b jec ts  o r p lo ts  o f h is  plays a re ,  as  i s  to  be expected w ith purely  
comic work, c osen to  a ffo rd  the maximum use o f verba l and s itu a t io n a l  
comedy* But ti e a f f i n i t i e s  c f  h is  drama w ith o th er work o f t!is period 
may be found in  h is  themes and secondary purposes as  w ell as h is  use o f 
language# As can l a t e r  be seen in  the work o f Orton, what i s  o ften  
v ic io u s  o r oon troversal s a t i i ’O goes hand in  hand witi'i the "knockabout"

♦ As Wesker h im self sa id  in  S narling  Heads" le c tu re )
"As a r t i s t s  you consider our work as  the p lay th ings and indulgences 
o f the id le  r ic h ,  o f tiia t c la ss  o f people ag a in s t whom you have been 
fight t in g  a l l  your l iv e s ."



v erbal and v isu a l comedy, and the r e p e t i t io n  o f a tta c k s  on c e r ta in  
su b jec ts  fo rces the reco g n itio n  th a t  Simpson has a  se rio u s  purpose 
beyond amusing h is  audience, and th a t  h is  a t ta c k  on the forms o f the 
English language extends to  an a tta c k  on society*

The most obvious o f the ta rg e ts  ia  the f a ls e  p ie ty  o f contemp
orary  s ta te  re l ig io n  as purveyed by the media* In  both "A Resounding 
Tinkle" and "The Hole" the form and rhythms o f devotional language are  
a l l ie d  to  nonsense; in  "The Hole" the whole process o f the development 
o f r e lig io u s  philosophy ia  c a re fu lly  lampooned to  achieve the utmost 
devaluation* In  the former play the re lig io u s  s a t i r e  ia  d istanced  by 
having i t  on the ra d io , a  common Simpson technique, and a p a r t from the 
ra th e r  o u t-o f-p lace  v iciousness o f soine o f the reference  -

PRAYER: **## upon to r tu r e ,  upon In te rro g a tio n , upon death  — fo r
th e i r  e f fe c ts  e n l i ^ t e n  us* ♦

it i s  q u ite  a  gen tle  irony  s im ila r  to  the animal jokes and "books fo r  
food" s u b s ti tu tio n  o f  the play* But in  the l a t t e r  p lay , "The Hole", 
the process i s  much more se rio u s . Prom the beginning o f the p lay , the 
Visionary*© long speeches seem to  foreshadow the se lf-co n sc io u s  o ra to ry  
o f Saunders and Stoppard:

VISIOKARY: **, whose quote, o r  r a th e r  misquote many-coloured
g la ss  w ill  God w illin g , in  a l l  p ro b a b ility  s ta in  the 
white radiance of e te z n ity  unquote, to  the e v e r la s tin g  
g lory  o f God. **

Whereas the references to  sp o rt are n e u tra l ,  o r in  o th er words, the
su b jec t ia  used to  comic e f f e c t  but no t a tta ck e d , the s e r ie s  o f v is io n s
of "The Hole" seem much too co-ord inated  an a tta c k  to  match the l l ^ t -
w e i^ t  o f the r e s t  of tlie play* The s a t i r e  on the Credo —

SOMA: I  b e liev e .

S r a o ,  !  ^  aauarlua ***

— much more d ire c t  than anything befo re , i s  followed by a dem onstration 
the growth of the hatred  o f the o u ts id e r  -  the V isionary -  and b u ild s  
up in to  the h y s te r ic a l  language o f a lynch mob* Death end pain  are  
c e leb ra ted , end a f t e r  a pause r a c ia l  h a tred  and war are  invoked in  terms 
which a re  much too near r e a l i ty  to  preserve the s tru c tu re  o f a play

♦ p 25
** P f 2
*** P 52



based on l ig h t  and u su a lly  gen tle  verba l irony* I t  i s  because o f th is
change o f tone th a t  the Workman’s explanatory  words —

yCRKî’AÏ** Cables Î Junction  box I E le c tr ic i ty  t *

— d estro y  the mood o f the play by th e i r  d irec tness*  The su b jec t cont
inues to  be pursued se rio u s ly  in  Sowa and Cerebro’s ph ilo soph ica l 
d iscussion  which again breaks out o f  the frasae o f the p lay  by p resen ting  
arguments too se rio u s  fo r  the background m ateria l*  The s a t i r i c  
" e le c t r ic i ty ” sermon a t  the end, a lth o u ^ i seeming to  re tu rn  to  the 
ce re b ra l humour o f the beginning o f the p lay , i s  in  f a c t  a  c a re fu lly  
w ritte n  a tta c k  on the "modern" churchisan* Simpson’s obvious pre
occupation w ith the forms end i l lo g ic a l i ty  of r e l ig io n ,  while beld  
w ith in  bounds in  "A Resounding T ink le", unl^j'ances the s tru c tu re  o f I
"The Hole” to  an ex ten t w ith which the audience ia  unable to  cope* 

However, "One Way Pendulum" succeeds as humorous drama by 
using  d if f e re n t  techniques* The ch arac te rs  and s e t  are  very  c a re fu lly  
and n a tu r a l is t ic a l ly  b u i l t  upj the audience i s  provided w ith both 
Sam ea and S tanley w ith whom to  Id e n tify , because n e ith e r  i s  involved 
in  the mental and physical chaos on the stage* As w ith  the o th e r plays 
the words I used are  the basic  comic medium, as  the l i te r a ln e s s  o f tlie 
long "jaws o f  death” and "loose end” episodes shows* The sounds o f f ,  
which are  e s s e n tia l  to  the p lay , a re  drawn from the technique o f  the 
rad io  show, l ik e  th o se , fo r  example, in  James Saunders’ "Barnstable"*
The le g a l  jokes o f Act I I  which correspond w ith the re lig io u s  jokes in  
the o th e r plays a re  handled so as to  f i t  in  w ith the tone* I t  i s  the 
language of the le g a l p rofession  which i s  a ttack ed , and no t the 
p ro fession  i t s e l f *  Simpson’s plays f u l f i l  t l ie l r  ro le  as  en tertainm ent 
in  the s a t i r i c  t r a d i t io n  c f  the  rad io  and te le v is io n  shows o f the 
1950’s and e a r ly  1960’s* But when sub jec ts^as c ru e lty  and war are  
brought up in  "The Hole", the s a t i r i c  tone which was adequate to  deal 
w ith the e a s i ly  lampooned forms of modem re l ig io n  i s  not s u f f ic ie n t  
to  prevent the s tru c tu re  and tone o f the p lay  from being destroyed 
by I t s  theme* I t  i s  a  problem which most o f the playw rigiits have 
faced , from Saunders’ ph ilosophical pre»occupatio n s  to  Orton’s h atred  
o f so c ie ty  and N ichols’ concentration  on a  problem o f l i f e  seemingly 
u n f i t  fo r  comic presentation*  A ll have found humour e s s e n t ia l  to  the 

p resen ta tio n  o f such themes, but i t  i s  only Orton who, l ik e  Simpson,

P 47
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has dared to  make h is  a tta c k s  w ith in  a  t r a d i t io n a l ly  n a tu r a l is t ic  stag© 
s e t  and a  lo g ic a lly  constructed , i f  zany, p lo t- lin e *

From the opening scenes of Orton’s f i r s t  p lay , "E n te rta in in g  
Mr Sloaae” ( I 964) ,  i t  i s  c le a r  th a t  h is  comic Impulse i s  much deeper 
and more w ide-ranging than th a t  of Simpson* Although the dspersonalised  
language la  used (&a I  have examined in  F a rt I I )  to  h ig h lig h t the lack  
o f s e n s ib i l i ty  o f the  ch arac ters  and the v a s t g u lf  between what i s  aa id  
and what i s  done on the s tag e , i t  i s  l a  the ch a rac te rs  th a t  the comedy 
l ie s*  Viher© Simpson’s ch arac te rs  ai's o rd inary  recognisab le  people whose 
preoccupations and conuoms have been transposed l in g u is t ic a l ly  from 
on© su b jec t to  ano ther, Orton’s plays take the audience in to  a  world 
where the people themselves a re  only va#@ ly fa m ilia r ,  as they are  
merely much exaggerated c a r ic a tu re s  o f  the so c ie ty  in  which he h im self 
moved* I t  ia  paradoxical th a t  the humour, which seems to ta l  In  i t s  
a tta c k  on humanity — i t s  a f fe c ta tio n s  and s tu p id i t ie s  — draws, in  f a c t ,  
on a  very  lim ited  and, in  the l a s t  a n a ly s is ,  in s ig n if ic a n t sec tio n  o f 
the population  a t  a  p a r t ic u la r  period  c f  time* * Hot only ia  Eath 
absurd ly  p redato ry , Eddie homosexual and Sloane psychopathic, but the 
house i s  alone in  the middle o f a  rubbish  dump, and the only connections 
w ith ou tside  so c ie ty  are  so vaguely in d ica ted  as  to  be p ra c t ic a l ly  non
ex is ten t*  Eddie’s job  i s  never explained o r given a  fe e lin g  o f r e a l i ty ,  
and Sloane’a t r ip s  in  the ca r  seem lik e  v i s i t s  to  ano ther world* By 
enclosing  h is  charac tera  i a  th is  microcosm, Orton lessen s  the s a t i r i c  
impact o f h is  play* The purpose, ap a rt from en te rta in m en t, o f tha work 
ia  to  destroy  e v i l  by lau g h te r, bu t tha d istan ce  between Orton’s world 
and th a t  of h is  audience can only males the so lu tio n  a t  the end one 
which they w ill  equate only with the h igh ly  in d iv id u a l circum stances 
o f the p lay . He succeeds In  making us l a u ^  -  bu t a t  "them", no t a t  
ourselves*

"Loot" i s  the f i r s t  play in  vdiich Orton opens h is  a tta c k  on 
t3ri© C atholic  re l ig io n  -  o r  a t  le a s t  on i t s  outward foimis — which runs 
th ro u ^ i almost a l l  h is  work. But whereas Simpson goes s t r a i ^ t  to  i t s  
ph ilosop iiical b as is  in  "The Hole", "Loot" ia  no t so serio u s in  i t s  
a tta c k  as the l a t e r  plays* Eero C atholicism , and the c o n tra s tin g

"** the degree o f human b e lie v a b ll i ty  accorded the ch arac te rs  in  
"The Ruffian on the S ta ir"  and "lik itertain ing Mr Sloane" i s  im portant 
to  the proper function ing  of Orton’s droraa."
(John R ussell Taylor, "'The Second Wave" P I 31)
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P ro testan tism  o f the dead woman, a re  used fo r  comio e f f e c t  by the 
withdrawal o f a l l  fe e lin g  from the outward fom s* * The a tta c k  on 
re lig io u s  "double-th ink" here i s  eecondary to  th a t  on the methods o f 
the p o lice  -  w ith in  whom the v io lence o f the p lay , le s s  than th a t  o f 
Sloane but more unexpected, i s  concen trated , TJie s e t t in g  o f "Loot", 
alm ost as  divorced from the recognisable world as  th a t  o f  "Sloane", 
allow s Orton’s htmour f u l l  r e in  and the s tage business i s  used to  
much g re a te r  e f f e c t ,  bu t dhe p lay  i s  a  s te p  in  the developcie^at to  \ 
"What the B u tle r  Saw" in  I t s  re je c tio n  o f the complex ©îoaractezÆestions 
o f the e a r l i e r  p lays in  favour o f the rap id  a c tio n  o f the farce*
Orton’s  ino i'casing  use o f c a r ic a tu re , although i t  i s  no t followed in  
"'Mie R uffian on the S ta ir"  and "The Good and F a ith fu l Servant", 
destroys any hum anistic purpose he %ight have aimed a t*

In  "TM Ruffian on the S ta ir"  most o f  Orton’s dram atic tech
nique can be found encapsulated in  one sh o rt play* The mainly 
r e a l i s t i c  dialogue of " îîn te rta in in g  Mr Sloane" i s  s a c r if ic e d  fo r  what 
he considers e s s e n t ia l  messages to  the audience; the f i r s t  few lin e s  
e s ta b lis h  tha underworld connections o f the ch a rac te rs  by th e i r  
re fe ren ces  to  the meeting l a  the t o i l e t ,  tha m assa#  machines, the 
man on the  ru n , Joyce’s former occupation, and the f i r s t  mention o f 
Frank’s death* The suppressed o r repo rted  v io lence of "Loot" e ru p ts  
here on to  the s ta g e , a f t e r  the "noises o ff"  in  Scene 5 , where the 
eb o u tirg  i s  in  f u l l  view o f trie audience; th is  c o n tra s ts ,  f o r  example, 
w ith  the a tta c k  in  "E n te rta in in g  Mr Sloane" which i s  concealed by the 
s e t te e .  The d irec tn ess  of tW  stage te  clinique and ac tio n  i s  balanced 
ty  tlie slow c a re fu lly  o rcfjestra ted  unfold ing  to  the audience o f 
W ilson’s fe e lin g s  and m otives, and tha strange four-cornered  x© lationshlp 
which la  s e t  up between the th ree  ch a rac te rs  and the dead Frank, The 
p lay  succeeds in  being tra g ic  d esp ite  such b a th e tic  techniques as the 
g o ld fish  ep isode, p a r t ly  by using  ch arac te rs  who ax© fa m ilia r  l a  th e i r  
re ac tio n s  and fe e lin g s , bu t a lso  in  the sympathy with which we can view 
W ilson, His long speeches o f se lf-ex p lan a tio n  a re  s im ila r  to  those

"Nor ia  i t s  lead ing  id e a , the a tta c k  on re lig io u s  hypocrisy , th o u ^  
much has been made o f i t s  s ig n ifican ce  by some c r i t i c s ,  r e a l ly  
e f fe c t iv e ly  put over, p re c ise ly  because Orton’s co n trac tin g  out 
o f human drama more o r  le s s  fo rb id s  us to  apply what he i s  saying 
in  tlie r e a l  world ou tside  the confines o f the s ta g e ,"
(John E u sse ll T aylor, "Tlie Second Wave" F 135)
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of Os'bomo’s h ero es, m'd, titer© I s  ©v^n an u y ich arac te ris tie  d ire c t  
a tta c k  on the B rltla h  leg ion  ce leb ra tions*  Able to  Id e n tify  w ith h is  
f e e lin g s , i f  no t h is  ao tio u a , tlie uudienee can fceocme Involved in  the 
play to  a  rruch g re a te r  ex ten t than ia  p ossib le  in  Orton’s o th e r work, 
but be d isca rd s  t h i s  imw and sympathetic aud ience-acto r re la tio n sh ip  
A sofatal to  the  t y #  o f v ic io u s ly  e a t i r lo  tlirowaway humour o f h is  
l a t e r  work*

"Th© Ehr%)i:ïg3ï2ua Gamp" shows Orton moving fu r th e r  along the  
road o f u n re a li ty  to  chock and amuse h is  audience# TW s e t t in g ,  a  
h ard ly  b e liev ab le  holiday  caa:p, i s  as  cu t o f f  from the world as the 
room in  "Funeral Ceases" and tîie asylum in  "What tlie B u tle r Saw", and 
Orton parades befoi© tlie audience a  s e r ie s  o f  grotesques led  ty  the 
n e o - fa s c is t  Erplngham and the comio Irlehman Riley* There i s  no 
clmnce here  c f  l îe n t lf lc a t ic m  with any c h a rac te r  — the young couples 
a re  made both v io le n t and rid icu lo u s  as soon as they appear in  Goene 2i

ESi-HYt #** In  the end I  bashed them both about the ear*
EILF^Is ### And although they got our love forbidden and made 

l i f e  no t worth l iv in g , I ’m pregnant now and they ’ve 
been good parents# *

R iley ’s  fa ll\u©  and Erpin(^,%m’8 death  arc made as mMympatlmtlo as 
possib '.e by th e i r  own s tu p id ity  and stubborm oes# Kenny’s v io lence 
has a s  l i t t l e  reason a s  tlm t in  "Sloane" o r "Loot” b a t d i f f e r s  in  a lso  
lack ing  r a t io n a l  exp lanation : whereas tlie e a r l i e r  p lays asked th e  
audianee to  b e lieve  in  a  com pletely s e lf ie h  Sloane o r a  to t a l ly  un- 
p r in o ip lsd  polieoisen, "TW Erpingham Camp" a^precents c©aningless 
v io lence in  the l ig h t  of huuour# Orton’s  preoccujiatioa w ith tl:«e 
fu n era l trapp ings o f death  in  "Loot” i s  a lso  found in  tlie apocalyp tic  
f in a l  scons c f  the p lay , and h is  lack  o f purpose can be shown by the 
cmptinees c f  th i s  scon®, except as t l i s a t r ic a l  speotaole# l a  c o n tra s t ,  
auslnsiss w ith  the c o f f in ,  and tim M&gs, in  Saunders’ "A Scent c f  
Flona=fi‘’ i s  mi e s s e n t ia l  counterpoin t to  tlie a c tio n  flashbaclcs: a  tru e  
per^nto m ori# There i s  a  c e r ta in  fe e lin g  o f d ls e a t is fa c t io a  about the 
p l o ^ f  the play : i t  begins a s  a moral ta le  o f  rev o lu tio n , bu t w ith 
Erpinc^um’s death the campers’ re v o lt  inex p licab ly  co llapoos, as  do 
the p r in c ip a l p ro tag o n is ts , back in to  acceptance o f tho "law and order", 
o f trie camp# Those ax© the many h ila r io u s  epigram s, such a s :
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PADRE» I t ’s l i f e  th a t  d efea ts  tb© C h ris tian  Chtarçh» She’s 
always been w e ll-0q \iip # d  to  dea l w ith  Death* *

Yet the extresis v io lence which punctuates the p lay  prevents i t  fr<m 
being a  Bucceosful fa rc e , and in  terms of the p lo t ,  the p lay  gives 
tha im pression o f being a  moral ta le  w ithout a  moral*

Tha te le v is io n  p lay  "Tha Good and FalthT xl Servant" i s  
cu rio u sly  un like  an y t/in g  e ls e  Orton has w ritte n  except in  the 
in co n seq u en tia lity  o f i t s  language* Orton i s  here no t so :?rich a tta c k 
in g  any s p e c if ic  t a r # t  as  the s tru c tu re  o f l i f e  based on the work 
e th ic*  The d e sc rip tio n  of Buchanan’s re tirem en t c.an only be taken as 
a  ju s t i f i c a t io n  fo r  the tohaviour and a t t i tu d e  o f Orton’s young heroes, 
from Sloane to  Hay o f th is  plays i f  w@ accept Orton’s  contentions 
about so c ie ty , work and the death In l i f e  o f o ld  age, such complete 
se lf-so ek in g  i s  the only lo g ic a l reaction*  But Orton’s  case i s  spo iled  
by over-emphasis * The black and white p resen ta tio n  c f  the  ro la tio n sh ip  
between Buchanan ard  the firm  — the g i f t s ,  the pereanel o f f ic e r ,  h is  
workmates -  b u ild  up a  p ic tu re  o f complete u selessness which cannot be 
ap p lied  to  the audience’s own w ork-exj^rience, however c o n s is te n tly  
bad th is  might be* S im ila rly , the d e sc rip tio n  o f old age i s  too 
exagi© rated in  i t s  coldness and n ih ilism  to  be c re d ib le , u n lik e , fo r  
ex.m ple, the w ell-rounded, i f  in  some ways equally  p e ss im is tic , view 
o f the su b jec t in  Arden’s "The Happy Haven"* Orton’s more se rio u s  
treat-T^ent prompts him to  make a  break w ith  stage rea lism , bu t th i s  i s  
an Iso la te d  attem pt and seems to  b e ^ u t-o f-p la c e  attem pt to  keep up w ithA
the dram atic times* Scene 18 contains both Buchanan’s death and an 
immediate reed ing  o f the advertisem ent in  the newspaper, before Edith  
speaks to  the audiences th is  scene breaks the c o n tin u ity  o f the p lay , 
which fades away l a  one more sh o rt scene w ith  no s a tis fa c to ry  
conclusion; In  the same way a» the uuncessary s tag in ess  a t  the end o f 
"Erpin^xam Cairp" conceals the lack  o f a  r e a l  ending*

The l a s t  p lay  before " l^ a t  the B u tle r Saw", "Funeral Games", 
shows Orton’s development towards the pure farce* The a o r a l i s t io  b a s is  
o f  the p lo ts  o f "Sloane" and "The Erpin^am  Camp" i s  gone, the 
purposefu lly  fa n ta e tlo  p lo t being constructed  to  allow as many epigraia- 
m atic statem ents as possib le  in  oonjunction w ith  an a tta c k  on a  
re l ig io u s  o rder so ludicrous th a t  the impact found in  the e a r l i e r  plays

* So I I  P 85 -  6



i s  lo s t#  Orton’s  con stru c tio n  o f "The 35rotherhood" fo r  tha purpose o f 
knocking i t  down dem onstrates a  r e t r e a t ,  i a  s e t t in g  and c lm rac tc rs , 
from h is  former approaches to re a li ty #  I t  must be adm itted t l ia t  the 
p lay  i s  an admirable veh ic le  f o r  some o f Orton’s most succ in c t epigrams 
on C h r is tia n ity :

CâüLFISKDs Love thy n e i^ b o u r
PRINGLE: Tlie man who sa id  th a t  was c ru c if ie d  by his#  ♦

MCCGRĈ ADALSt I t  was my in te n tio n  to  rep re sen t -  l a  a  symbolic 
fasliioa  — the C h ris tian  Church.

TSGSAi A b ird  o f prey carry in g  an o liv e  brjuich# You’ve
put tlie m atter in  a  n u tsh e ll#  **

PRINGLE: You’d be w ell advised no t to  t ry  your t r ic k s  h e re .
We’re  Children o f L ijb t#  Not crim inals* Tangle 
w ith  tiiô Prince o f Peace end you’l l  f in d  a  kn ife  
your back# ***■

B it t i l ls  does no t malæ up fo r  the vacuum l e f t  by the p lay ’s w ith irawal 
from re a l i ty *  Tlie contrived  ending when tlm outsid;^ world does appear 
i s  as unsuccessful a denouer^ont aa t i ia t  o f tli© previous p lay s .

As "What the  B u tle r Saw*' was r>ot performed u n t i l  1969, ( a l -  
tliough i t  was w ritte n  w itiiin  the p e rio d ), i t  i s  s u f f ic ie n t  to  s ta te  
tlm t i t  rep resen ts  the culm ination c f  Orton’s  development aimy from 
the rea lism  o f h is  e a r ly  p lay s . Tlie s e t t in g  i s  as  divorced frcm 
r e a l i ty  as  p o ss ib le , and the a tta c k s  on modem p sy ch ia tr ic  p rac tic e  
a re  only ino ic 'en tal to  the constan t fi© n«tic action#  I t  i s  based on 
a s e r ie s  o f l i e s  from Dr I rc n tic e  which take over r e a l i ty ,  much as  
Simpson’s  lo g ic a l p re tex t governs the second a c t  in  "One Way I^ndulum"; 
the s tru c tu re  o f the play i s  drawn togetlier by the in e v ita b le  
moveaont towards the v io le n t and ormi’chio climax# The f a c i l i t i e s  o f 
the s tag e  are  f u l ly  uaed to  complement the words fo r  the f i r s t  tim e, 
and i t  i s  iro n ic  th a t  Orton’s triumph in  humorous w ritin g  should be 
accompanied by a  lo ss  of tîiose elenients o f  idealism which give the 
e a r l i e r  plaj© a  purpose beyond pure entortainsriCnt.

I© tar N ichols’ one play ih  tlie period -  "A Bay in  the Death
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o f  Joa Egg" (1967) shows a  d if fe re n t  as roo t o f tha draiaatio comedy o f 
the 1960*8# klier© Simpson’s s a t i r i c  a tta c k s  ax© secondary to  h is  
verba l humour, and Orton’s  ta rg e ts  are  o ften  chosen to  gjçsovida m atter 
f o r  k ia  epigram s, Nichols* su b jec t i s  much more p riv a te  end personal — 
indeed more serio u s l a  I t s  f a m il ia r i ty  to  tlie audience# A p lea  fo r  
tm darstanding a s  %%11 as  & type of autobiograj^iioal documentary, the 
p lay  uses humour to  so ften  ra th e r  tliaa increase  tlie impact o f the 
events and fe e lin g s  depicted# # The b as is  i s  fundam entally hum anistic 
in  i t s  wish to  male© tragody b earab le , and th is  i s  an opposite impulse 
to  tlia t o f Orton who con trives to  make t r a # d y  rid icu lous#  Tha 
s l i ^ t l y  unbalanced form at o f the p lay  allow s the f i r s t  Act to  inform 
the audionce in  a  s e r ie s  o f ecmic so t-p ie c ss  i a  p rep ara tio n  fo r  th© 
more © vsatful and r e a l i s t i c  second Act# !Kie constan t ciianges o f ton© 
from fa rce  to  in ten se  se rio u sn ess , accomplished (as I  Mve examined i a  
F a rts  I  arid I I )  by ü ie  changing stage-audience re la tio n s î'd p  and tlie 
v a ried  l in g u is t ic  modes, are  a lso  found between tlw  two Acts in  the  
c o n tra s t betwesn th© p r iv a te , in tim ate  fam ily atmospher© of Act I  and 
tha ir ru p tio n  o f the ou tside  world in  Act II#  Freddie a id  Pam embody 
tha audience’s reac tio n s  to  Act I ,  and the withdrawal o f the  p lay  from 
i t s  in ten se  sc ru tin y  of the fam ily g radually  b rings in  a  con tex t o f 
r e a l i ty  in  tîie form of tlie d e sc rip tio n  of the  c a r  and h o sp ita l*
Inasmuch as N ichols’ purpose i s  to  increase  understanding and s e n s ib il
i t y ,  he succeeds w ith h is  humorous approach where a  more serio u s 
examination m i# it a l ie n a te  the audience# 'Biq intim acy o f  h is  su b jec t 
coupled with the d ire c tn e ss  o f approach i s  more e f fe c tiv e  i a  involv ing  
the audience tliaa^^most plays of th© period# The c h a ra c te rs , ind iv idual
ised  enough to  r e ta in  a  fe e lin g  o f azeallty , and y e t re p re se n ta tiv e  
©nou|ÿi to  include most of any possib le  audience i a  a t  le a s t  on© 
personal id e n t i f ic a t io n ,  er© revealed  in  the a l to rn a t ic a  o f so lilo q u ie s  
and dialogue as  reoognisably  fa m ilia r  w ith d i r e c t  re ference  to  tl%© 
audience i t s e l f #  Th© open ending i s  a  device fa m ilia r  from much modem 
drama; h e re , however, i t  r e ta in s  i t s  freshness by the s ta te  o f 
suspense i a  which tlie audience i s  l e f t .  This type o f iu te a e i t^ ,  
e s s e n tia l  to  the proper examination o f such a  su b je c t, i s  counteracted 
by tî3ô im personality  o f tli© humour i a  a  way whlcii suggests th a t  N ichols’

*  "(Joo) i s  a  f a c t  i t  i s  d i f f i c u l t  i f  not im possible to  face  head-on#" 
( j  H Thylor "The Second Wa\^" P 24)
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form le  an e s s e n tia l  b a s is  on which to  b u ild  h is  tîie s is  o f  understanding .
Humour i s  no longer the most im partant element in  the work 

o f Delaney; liera tha extended fam ily i s  the S ub jec t, and tha working 
ou t o f  re la tio n sh ip s  tha p lo t*  Tliis s im ila r i ty  to  #©  otherw ise 
c o n tra s tin g  s ty le  of Klchola ia  a lso  found, b road ly , in  Delaney’s 
purpose, which a m  be defined as an attem pt to  inœr^aee s e n s ib i l i ty  
po rtray in g  c h a rac te r  and ev en ts . A oonsqquenoe of th is  concen tra tion  
on the minuta p o rtray a l of " fee lin g "  i s  tlia t female ch a rac te rs  a re  
much more im portant in  the work of N ichols and Delaney than in  most 
o th er work o f the  period* T!i© plays which base th e i r  su b jec t on p h i l -  
oscpl'iy o r p o l i t ic s  ra tiie r  than the fam ily have few and s m l l  j ^ t s  fo r  
women; th is  r e f l e c t s  the p rejud ices of the playwri^jits as  to  the 
E^isrea o f ac tio n  o f the sexes, ra tlic r  tlian any in t r in s ic  quality*

Delaney, in  "A Taste o f Honey", uses a  combination o f n a tu r
a l i s t i c  dialogue and p lo t vritli the m usical on trance a and e x i t s ,  and a 
few casu a lly  in troduced sn ippets o f irifoxtiatlon d ire c te d  to  tha 
audience (analysed in  Ifert I I ) to  produce both intim acy and ty p ic a l i ty  
in  much tlie saiaa way a s  N ichols. J o ’s movement from irmocance to  
experience, the r e a l  su b jec t o f  the p lay , i s  accomplished by a  s e r ie s  
o f  dram atic iro n ie s  in  which the re v e la tio n s  of her an cestry  to  h e rse lf  
and h e r ac tions to  h er mother a re  sometimes known and eom etises unlcnown 
by the audience: tlie suspense in v ite s  c lose  a t te n t io n  in  the  sanm way
as Joe % g’g delayed entrance* Tlie t ru th  about J o ’s fa th e r  i s  s u r-  
prcsi'-cd u n t i l  the end o f Act I ,  and s im ila r ly  the  t ru th  about the baby 
ia  only revealed , to  Helen, a t  the end* Helen’s e x i t  here leaves the 
p lay , end Jo , in  abeyance in  the same way as th a t  o f  B rian ’s in  "Joe 
Egg” , and w ith the same re su lt*  Tha audience i s  forced  to  r e a l is e  th a t  
i t  i s  Jo *3 now-found m aturity  wliicli i s  Sjnportaat, n o t the outcome o f 
s p e c if ic  ev en ts , ju s t  aa tbiô new ^ ira se  of. B ri and S iie ila ’s  re la tio n sh ip  
i s  h in ted  a t  in  "Joe Egg". *

The s im p lic ity  o f the stage a c tio n , each v ig n e tte  of dialogue 
showing members o f the fam ily and frien d s  in  re la tio n s liip  to  Jo in  a

*  TJie s tru c tu re  of "A Taste o f  Honey" i s  more su b tly  d ire c ted  tlian 
th a t  o f  "Joe Egg” : the movement towfords climax foresliadowed by the
su b sid ia ry  clim axes, continues t l iro u ^ o u t tiie p lay , to  be d ire c te d  
towards the ac tu a l b i r th  of the baby and the development o f Jo txiat 
th i s  im plies * Thus the  audienfie’s a t te n tio n  i s  co n stan tly  d ire c ted  
beyond the  confines o f the play i t s e l f *
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two—to-ons o r one—to-one r a t io  allows the audience to  concentrate  on 
the nuances of s e n s ib i l i ty  o f the characters*  ♦ "The Lion i a  Love” , 
w ith i t a  g re a te r  enpîiaaia on r~alisra and nationalism, lo ses  the detach— 
Lient and general a p p lic a tio n  o f "A Taste o f Honey" while no t achieving 
any tiling  more in  the  intim acy o f ^m rtrapal of i t s  clmractei-s* Delaney 
maize8 the att-eurpt to  provldn a  w ider spectrum of ch arac te r-ty p ea  to  
f i l l  th i s  gap, bu t only succeeds in  lo s in g  g r ip  on th e i r  in d iv id u a lity *  
Fundamentally i t  ia  in  the lack  of any recognisable piirixsse o f imls 
play th a t  i t  f a i l s  to  coaa up to  the standard of "A Tz:ate o f Honey"i 
wb/p© the l a t t e r  does involve I t s  audience in  an increase  o f understand
in g  fo r  i t s  .charac ters , "Tîis Lion in  Love" seems only to  e x is t  to  
ju s t i f y  i t s  l a s t  lin e s

hITs Ah ***• i t ’s  a  bugger o f a  l i f e ,  by Jesus* **

Thsie are  o th er r e la t iv e ly  minor playw rights whose 
philosopèîy, a s  opposed to  th e i r  drarsa, i s  as p e ss im istic  as th a t  of 
Orton and Delaney: Eudlrin and Bond* Hudlcin's "Afore Night Come" (1962) 
shares  w ith th© fo u r Bond plays c f  the period  a  sense o f inescapable 
doom, o f the  physica l p resen ta tio n  on the s'bage o f death and i t s  
clrcum atancos, and aa f a r  as the f i r s t  two Bond plays are  concerned, 
a  degree o f realism  in  s tag in g  end natu ra lism  o f dialo,gae imusual fo r  
the  drama o f the 1960’s* At a  t ic ^  when tlie major playw rights were 
cTpz'r^'rentlng w ith su rrealism  and heightened t l i e a t r ic a l i ty  (Ardens 
"Tne Workhouse Dcmliey", P in te rs  "The C ollection" and "The Lover", 
Osbornes "Lutlier") th© imimot o f tlie events o f "Tho Pojio’ s Wedding", 
"Saved", and "Afore ÎIi£^t Come" i s  achieved (as I  have suggested in  
P a rt I I )  by a  long sec tio n  of the play devoted to  e s ta b lish in g  a  fe e lin g  
o f r e a l i ty  and f a m il ia r i ty  fo r  the audience* But the motives behind 
the v io le n t ac tio n  a re  to ta l ly  d if f e re n t  in  Rudltia and Bond* Rudîrin’s 
r i t u a l  murders rep resen t a  re tu rn  to  tii© v io lence o f  p rim itiv e  man, 
whereas Bond’s two murders have no ra t io n a l  exp lanation : in  f a c t ,  the
drama tu rns on tîie complete meaninglessness o f tlie acts*

* "Hôn© of tlie ch a rac te rs  looks outim??d a t  l i f e  beyond the  closed 
c i r c le  o f the stage world; they  a l l  l iv e  fo r  and in  each o th e r , 
and f t e i l l y  the r e s t ,  ev ïn  Helen, soom to  e x i s t  only aa In c id en ta ls  
in  J o ’s w orld, en te rin g  momentarily in to  h e r dream o f l i f e  end
v&2iish in g  when they Ixtva no fu rtlie r  wsefulness fo r  i t*  "
( j  R Taylor "Acger and A fter" P 135)

^  Act I I I  P 104



"Afore Come” ax;? rcacbos th© violence which is. tha centre
o f i ta  action  in  a d ifferen t way from any ether play c f  Uie period#
Th® impulsa ia  opposite to  tîm t o f l ir r to r  o r Bond, when© p iv s ic a l 
v io lence i s  eq^^ally im portant bu t i s  presented as suddenly a r is in g  
from unknown causes, and d if f e re n t  again  from Orton, whose v io lence i s ,  
i a  h ia  torm e, a  lo g ic a l re a c tio n  to  tlie world cu tliiied  in  "The Good and 
2faitliful Servant"# Itudiiia prepares h ia  audience w ith h in ts ,  which 
becQue incre&aizigly in te l l ig ib le  tliroughout the p lay , dlrooOod tov/arla 
the murder a t  the end: tlie causes and laolzground psychological Build
up to  tlie a c t  a re  exposed in  every d e ta i l  to  the audience# we are  
made to  f e e l  th a t  the cycle i s  in e v itab le  under tliese p a r t ic u la r  c l f -  
cumatanco'S, and t l i s i r ,p a r t ic u la r i ty  i s  s t r e s :e d ,  wlicreas the o th er 
p laj/vrighta o ften  contend th a t  i t  i s  In  tW  very nat-ora of mankind to  
braak sp o rad ica lly  in to  reaso n less  violence# The f a m il ia r i ty  o f 
Rudicin’s  su b je c t, e trssoed  by the contemporary re fe ren ces  (as ou tlined  
in  P a rt l l )  and by the  voaltli o f circums t s n t i a l  d e ta i l  abzmt t 'is  
working environsient, i s  used to  involve the audience i i i t i i a t e ly  in  the 
a c tio n . IW  tra g ic  tccrmjque fa m ilia r  from the a n c ie n ts , c f  in d ic a tin g  
v io lence by no ises o ff  aaid tlion rev ea lin g  tm ' r e s u l t  to  the audience 
to  increase  suspense, i s  used su b tly  as a  d m sa tio  irony  which b y ^ lts  
an tic lim ax  makes the f in a l  a c t  o f  the p lay more shocking# Thus 
Mrs T rsv is ’ f a l l ,  rsp resan ted  by a  complex s é r ia s  c f  sounds o ffs tag e  
and followed by her en trance on a l l  fo u rs , allow s tha  audience to  tiiink  
fo r  a  moment t'nat th i s  i s  the promised tragedy* The black hirscur of 
th s  entrance then shotjs th is  to  be a  fa ls e  alarm , thus in c i^az in g  
awaioness and a n tic ip a tio n  fo r  the r e a l  tragedy , which confonds 
expecta tion  by being performed on s ta g e , in  f u l l  view# technique 
c f  Bond i s  © iudlrr in  "Narrow Head to  the Deep N orth", where a  "sound 
p ic tu re ” of the execution e f  Sliogo i s  presented before the iii4>act of' 
the exposure c f  h is  :body, bu t Eudicin’s sub iety  in  drawing on the  ^ 
t r a d i t io n a l  methods c f 'tra g e d y  i s  lo s t*  Despite Budkin’s f a c i l i t y  i a  
o ro liee tra tin g  suspense, however, i t  i s  d i f f i c u l t  to  say what h is  
audience has learned  a t  the end except f o r  a v?.gue d is t ru e t  c f  r u r a l  
humanity# The p resen ta tio n  o f Rcoh® as tiis destined  v ic tim  has much 
in  cor?mon w ith the f a t a l ! e s , fo r  exzunple, c f  "Oedipus Hex", fo r  no ' 
remedy otlior than withdrawal and Ignorance o f events i s  even h in ted  at# 

Bond claim s in  the in tro d u c tio n  to  "Saved” (1965) t l ia t  the 
play i s  " irre sp o n s ib ly  op tim istic"*  This view i s  advanced on the



evidence th a t  te n  ia  uncorru jtod  hy the events and ch arac te rs  o f  the 
play# The same nlg^it be sa id  of the o th er heroes o f h ia  p lays: A rthur, 
in  "E arly  Kom lng", i s  aa hum anitarian as  th e  r e s t  o f the c a s t la  
savage I Scopey in  "Tlie Pope’s Wedding” dem onstrates a  g re a te r  sympaldiy 
than  the o th e r c h a ra c te r? , and Kiro in  "Narrow Road to  the Deep North" 
ia  portrayed as  f a i th f u l  and u n se lf ish  thoia^i stupid# But the type o f  
unccHapliGated "goodness" shown by Bond’s  heroes in  a co rru p t and vloiOBS 
environment i s  u se le ss ;  i t  helps n e ith e r  the c îia rac ters  tliemselves nor 
anyone e l s e .  No change i s  broUt3"it about in  the depicted  so c ie ty  by 
th e i r  a c tio n s  o r example; indeed, the ch arac te rs  w ith s e n s ib i l i ty  
abd ica te  a l l  re s ix jn s ib ill ty  fo r  themselves o r th e i r  world# "The Pope’s 
Wedding" shows Scopey a t tr a c te d  by and in  the end w ishing to  become the 
h erm it, to  witlidraw from any moaningful con tac t w ith humanity in to  
tlie se lf-co n tem p la tin g  limbo o f the h u t,  away from tdie commitment to  
tha world represen ted  by the àltezm ated outdoor scenes. This type o f 
a lte rn a te d  in te r io r  and e x te r io r  scene operates tlirouxjiout Bond’s work 
l ik e  a  n a tu ra l c y c lic a l  p rogression  o f day and n ig h t o r  o f  tlie 
seasons I both "Saved" and "Tlie Pope’s  Wedding" end w ith the  I n te r io r  
scene l a  a s o r t  o f dram atic agoraphobia# This withdrawal i s  matched by 
a r e t r e a t  from language as  communication: in  "The Pope’s 'Wedding",
"Saved", and "Narrow Road to  the Deep N orth", the hero i s  reduced to  
s ile n c e  — from the co n stru c tiv e  mime o f Lea to  the " l i f e  in  death" o f 
Scopey# K iro’a su ic id e  a t  tlie end of "Narrow Eond to  the Deep North" 
rep re sen ts  an extreme form of th is  ab d ica tion  of re s p o n s ib il i ty  and tlie 
n i h i l i s t  message to  tlie audience i s  ecarcoly  dim inished by tha  symbolic 
re p re sen ta tio n  o f the continuance o f l i f e  in  the form o f  tlie naked man# 
"The Pope’s Wedding" and "Saved" use r e a l i s t i c  language and very  simple 
scenery to  b u ild  up an expression o f complete natu ra lism  w ith in  which 
tlie p ressu res o f l i f e  on Scopey and the d rea r u se lessn ess  o f the l iv e s  
o f the youths in  "Saved" a ie  shown as tlie badzground to  the k ill in g s#
But the  a c tio n  i s  generalised  towards a  ph ilosophical statem ent about 
humanity ra th o r  tlmn t ie d  down to  a  s p e c if ic  t l i e ,  place and circum stance 
l ik e  the murder in  "Afore Night Come"# The purpose i s  more obvious in  
tlie o th e r  two p lay s , where tlie o s ten s ib ly  h is to r ic a l  s e tt in g s  a re  
destroyed as na tu ra lism  by the d e lib e ra te  anaclironisms, and the 
audience i s  asked to  conclude th a t  th i s  i s  the n a tu ra l behaviour of 
humanity a t  a l l  tim es and in  a l l  circumstances# Bond shows him self
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a  m aster of both n a tu r a l is t  and n o n re a lis t  drama, in  the complex way 
in  which the a l te rn a t in g  scenes r e f le c t  the opposing fo rces operating  
on h is  heroes, and in  h is  capacity  to  reproduce ex ac tly  the debased 
d ia le c t  which makes h is  ch a rac te rs  so fam iliar#  But the fo rces which 
he ranges ag a in s t the  v io le n t senselessness o f h is  depicted  world are 
rep resen ted  as too weak to  a f fe c t  in  even the s l ig h te s t  way the world 
about them, and so un resourcefu l, in te l le c tu a l ly ,  s p i r i tu a l ly  and 
p r a c t ic a l ly ,  as to  be w orth less , in  r e a l  term s, fo r  h is  heroes them
selves# ♦ By s la n tin g  the evidence in  th is  way. Bond can put a r t i s t i c  
pressure on h is  audience to  accept the pessimism about l i f e  which 
pervades h is  work#

An examination o f Osborne’s p lo ts ,  w ith p a r t ic u la r  reference 
to  the endings, shows h is  s im ila r i ty  to  Bond and Rudkin in  fa ta lism  and 
pessimism about humanity, while "Inadm issible Evidence" has more in  
common w ith the " i l lu s io n is t"  work o f Stoppard and Saunders# His plays 
cover the whole period under study and are  more v aried  in  su b je c t-  
m atte r and purpose than those which have so f a r  been examined# I t  i s  
s im p lis t ic  to  s ta te  th a t  h is  plays are  about re la t io n s h ip s , bu t i t  i s  
in  th is  f a c t  — th a t  the progress of the members o f fam ily and 
p ro fessio n a l re la tio n sh ip s  c o n s titu te s  the p lo t -  th a t  Osborne’s work 
can be placed in  the main stream  of English drama# The ph ilo so p h ica l, 
p o l i t i c a l  and moral aspects o f h is  work grow out o f the progress of 
h is  dep icted  re la tio n s h ip s , and he has more in  common in  th is  aspect 
w ith Delaney and Nichols than o th e r major p la y w r i^ ts  such as P in te r  
and Arden# The second im portant aspect which Osborne has in  common 
w ith the playw rights p reviously  examined -  Orton, Bond, Delaney and 
Rudkin -  i s ,  in  wide term s, the s ta te  o f mind in  which he leaves h is  
audience t Whereas the understanding of human l i f e  i t s e l f  i s  not in  
the u n c h a ra c te r is tic  "Inadm issib le Evidence", h is  re la tio n sh ip s  are  
portrayed  ra th e r  than examined, and worked out in  p e ss im is tic , indeed

"### bu t Bond suggests th a t  i t  contains a t  le a s t  the seeds o f hope# 
Len maybe i s  "saved", o r a t  le a s t  he has no t lo s t  h im self, and 
perhaps he can do something to  save the o th e rs ."
( j  R Taylor "The Second Wave" P 82)
I  th ink  he obviously both i s n ’ t  and cannot, d e sp ite  Bond’s own 
analysis#



f a t a l i s t i c  terms# The deaths which are  alm ost always c e n tra l to  h is  
p lo ts  a re  shown as unm itigated tragedy w ithout even the dubious 
b e n e f it  o f an increase  in  understanding, and most o f  h is  ch arac ters  
f a l l  e i th e r  p ro fe ss io n a lly  o r in  th e i r  personal re la tio n sh ip s#  Running 
r ig h t  th r o u ^  h is  work i s  an underlying philosophy which a s s e r ts  th a t  
n o t only a re  genuine re la tio n sh ip s  v i r tu a l ly  im possible in  so c ie ty , 
but th a t  the nature  o f humanity i s  predisposed towards the expression 
o f u se le ss  tragedy in  i t s  every endeavour# Facing the world which he 
p o rtray s , h is  cbai*acters can only r e t r e a t  a t  the end in to  various 
n a r c is s i s t ic  re je c tio n s  o f the r e a l  world and humanity in  a l l  i t s  
a sp e c ts , sometimes q u a lif ie d  by a  t i r e d  and cy n ica l acceptance of 
the trag ed ies  in  which tliey have taken  part*

"Epitaph fo r  George Dillon** was w ritte n  before the alm ost 
in s ta n t ly  successfu l "Look Back in  Anger", and shows the b i r th  o f most 
o f the purposes o f Osborne’s l a t e r  drama* The estab lishm ent o f the 
contemporary s e t t in g  which i s  used to  focus the id e n tif ic a t io n  and 
sense o f f a m il ia r i ty  o f the audience i s  accomplished w ith  speed and 
economy: J o s ie ’s scene includes the music and d ress  which f ix  i t  a t
one p a r t ic u la r  h is to r ic a l  tim e, and makes c le a r  the type o f fam ily in to  
which D illon  l a t e r  erupts#  Tlie e n try  of the remainder o f the fam ily 
i s  spaced out in  o rder to  allow  tiijie fo r  ch arac te r  d e lin e a tio n , and 
D illon  appears in  an environment which the audience a lready  fe e ls  i t  
knows# Tlie breaking of the tone o f d om estic ity , however, which seems 
from D illo n ’s ch a rac te r  in e v ita b le , does no t occur u n t i l  h is  remark a t  
the end o f Act I  -

DILLON I You s tu p id  looking b as ta rd  *

— which n e a tly  diam atisea the surpressed  c o n flic t#  Act I I  Introduces 
two constan t Osborne usages: the telephone, which rep resen ts  in  a l l
h is  p lays the world beyond the domestic in te r io r ,  and a lco h o l, which 
he uses to  lay  bare the purposes end in h ib itio n s  of h is  characters#
The long D illon  speeclies a tta c k in g  the conditions o f  l i f e  in  general 
flow out of th is  re la x a tio n , as does the episode w ith Josia  a t  the end 
o f tha Act which matches — as a  su b sid ia ry  climax -  tha remark above# 
Act I I I  s l ig h t ly  unbalances the play with the amount o f ac tio n  compared 
to  the o th e r two A cts, in troducing  tha m otif of physica l i l ln e s s  which 
o ften  complements the mental imbalance o f Osborne’s heroes, and 
rep resen tin g  D illo n ’s s e ll -o u t  to  the fo rces  o f finance and the

♦ Act I  P 55



dom esticity  of Josie# There i s  no climax a t  the end to  match the 
e a r l i e r  c lim ac tic  ev en ts: indeed th is  i s  tru e  o f alm ost a l l  Osborne’s
work, and the way in  which the p lay  fades out matches the mood which 
i s  created# But i t  i s  d i f f i c u l t  to  accept th a t  B illo n ’s i^ rso n a l 
tragedy i s  mot m ostly o f  h is  own making: even i f  h is  se lf-d ram atis in g  
a e s th e tic  s t r ic tu r e s  on h is  work in  Act I I  are taken  se rio u s ly , the 
Jo s ia  connection which fo rces h is  acceptance o f  Barney’s o f fe r  cannot 
be anything bu t h is  own fau lt*  Osborne arguss from tha p a r t ic u la r  of 
the contemporary s e t t in g  to  the general o f the a r t i s t i c  conscience, 
b u t p resen ts  a  hero so w ilfu l as to  f o r f e i t  the sympathy o f h is  
audience*

Many o f the same techniques, although in  a  more concentrated 
form, have much the same r e s u l t  in  "Look Back in  Anger" (195&)* Even 
more than in  "E plta iii fo r  George B illo n " , the events o f the p lay a re  
the changing re la tio n s h ip s , a p a r t from the m iscarriage i t s e l f  which 
i s  used to  re in fo rce  the em otional clim ate o f changes In  ex ac tly  the 
same way as  i s  B illo n ’s tubercu losis*  Tlie death o f H u ^ ’s mother, 
occurring  immediately a f t e r  Jimmy’s long d e sc rip tio n  of h is  f a th e r ’s 
dea th , i s  in troduced fo r  the same reason — i t  i s  only the e f f e c t  on tlie 
hero which i s  o f  any I n te re s t  to  Osborne* ♦ The extreme v io lence o f 
the language p re fig u res  th a t  o f  "Luther" and a c ts  as a  s u b s ti tu te  fo r  
the physica l a c tio n  which in  the main i s  lack ing  in  the play* ^ e  
im pression i s  given th a t  something d e f in ite  i s  haprening, bu t in  f a c t  
the  p lo t  i s  e n t i r e ly  c y c lic a l when the r e la t iv e ly  unim portant few 
events o f the ou tside  world are  d isregarded . The h a tred  o f  women ex
pressed in  the p lay  i s  as ccaaplete aa th a t  in  the much l a t e r  "A P a tr io t  
f o r  Ke" :

JUUTt She’d drop your guts l ik e  h a ir  c l ip s  and f lu f f  a l l  over 
the floor*  You’ve go t to  be fundam entally in se n s itiv e  
to  bo as noisy  and clumsy as a l l  that*

No, th e re ’s nothing l e f t  fo r  i t ,  me boy, bu t to  l e t  
y o u rse lf  be butchered the women* ***

* "He tends to  sympathise w ith h is  hero in  h is  w ritin g  to  such an
ex ten t th a t  the o th e r ch arac te rs  a re  made to  c a p itu la te  to  him
alm ost w ithout a  s tru g g le  end the scope o f genuine dram atic 
c o n f l ic t  i s  thereby reduced,"
( j  E Taylor "Anger and A fter" P45)* This a lso  a p p lie s  to  "Luther"*

** Act I  P 24
*** A cfr J11 -S' c, J ■ P 3 S



This fe a tu re  i s  ap ra ren t a lso  in  "Epitaph fo r  George D illon" » * The 
r e t r e a t  which i s  to  he found in  every Osborne p lay  a t  the end i s  to t a l  
here : the physica l r e a l i ty  o f the m iscarriage prompts a  complete
withdrawal from l i f e  o r Indeed r e a l i s t i c  re la tio n sh ip s*  ** The 
a t t i tu d e s  which liava bean exposed have th ro u ^ o u t contained no h in t  
o f movement towards r e a l  change, and the f in a l  im pression, as  in  
"Epitaph fo r  George D illo n " , i s  one o f t o t a l  pessimism about the inner 
and o u te r  world#

Osborne’s nex t p lay , "The E n te r ta in e r" , i l l u s t r a t e s  purposes 
which a re  x*emarkably s im ila r  d esp ite  the g re a te r  fo rm ality  and 
ordered n atu re  o f the draroatic format* The a l te rn a t in g  pub lic  and 
domestic scenes, u sing  the same technique used l a t e r  by Bond td  include 
in  tlie conclusions both macro- and microcosm, conceal the same 
s tru c tu re  as  in  the l a s t  two plays* The e a r ly  scenes e s ta b lis h  the 
fa c ts  on which tlie drama r e s t s  and i t s  p lace in  time and space; tlie se 
a re  follow ed by a  s e r ie s  o f a tta c k s  by Archie which r e c a l l  Jimmy’s and 
D illo n ’s speeches, a l t l io u ^  A rchie’s lack  o f energy makes h is  a ttack s  
co llap se  sooner under th e i r  own w e i^ t*  The re v e la to ry  d rink ing  scene 
o f  Act I I  matches th a t  in  "Epitaph fo r  George D illo n " , and Kick’s death 
a t  the  end o f Act I I  and B i l l y i n  Act I I I  occupy the same p o s itio n  as 
the c lim ac tic  events o f the previous two p lay s, before tlie a c tio n , as 
u su a l, fades ou t w ithout a  f in a l  c u r ta in  climax* The m usic-hall 
background i s  secondai^ to  the  in te rp la y  o f re la tio n s h ip s , Ju s t as the 
deatlia are  given le s s  Importance than tlie emotions o f su rv iv ing  
ch arac te rs  on the stage# The r e t r e a t  a t  the  end i s  away from the 
world in  two d ire c tio n s :  towards death and towards Canada, the r e a l i ty
o f which i s  so vague as  to  c o n s titu te  th a t  withdrawal from the
r e s p o n s ib i l i t ie s  o f tlie p resen t which i s  fa m ilia r  from th e  r e s t  o f the
plays*

The s e t t in g  o f "Luther" (1961) seems to  be as pub lic  as  the 
nex t major p lay , "Inadm issible Evidence" (l9&4) i s  p r iv a te , while both 
rep re sen t fo r  Cebome experizjjenta in  dram atic technique* Here the

Bath, the only re  l l y  sym pathetic female c lia rac te r, i s  r e a l ly  a
man — she a c ts ,  th inks and speaks l ik e  a  man* 

e* "Paced a t  l a s t  w ith a  r e a l ly  e f fe c tiv e  example o f h is  own handiwork, 
Jimmy q u a ils ,  and a t  the l a s t  he and A lison a re  u n ited  again  in  
th e i r  id y l l i c  dream world o f bears and s q u ir r e ls ,  co n ten t, perhaps, 
never to  make i t  as  human beings in  the r e a l  world around them*"
( j  P Taylor "Anger and A fter"  P 45)#



u m rea lis tio  etagin^j and s l le n a t lo a  teohnlqima o f tho Knight as n a rra to r  
and tl*@ c e n tra l  s u r r e a l i s t i c  scenes conceal ( l ik e  the m usio& all 
scenes In  "The E n te rta in e r" )  a  purpose l i t t l e  d if f e r e n t  from the otlm r 
plays In  s p ite  o f  the h is to r ic a l  ex istence  o f  Luthor* The coîûplex 
©vents o f the beginning o f tW  E ofom ation a re  telescoped in to  a  few 
scenes o f  leng thy  Breechesi ♦ aga in , v io le n t speech a c ts  as  a 
s u b s ti tu te  fo r  a c tio n  in  e x c itin g  tli© audience# A lth o u ^  fam ily 
re la tio n sh ip s  seem lo ss  Im portant tiian form erly , the in tro d u c to ry  
scenes w ith Hans and tW  q u ie t dom esticity  o f the f in a l  scene, bradcet 
the  public  p a r t  of the p lay ; the sermon and speech a t  the D iet a re
de liv ered  in to  a  vacuum ju s t  as a re  Jimmy*s and B illon*a fulmlfmtiona*

\
The p lay  could in  f a c t  be seen a s  an o b je c t- le sso n  in  what might 
r e s u l t  i f  people r e a l ly  d id  take note o f euoh ch am ctera  aa Jur;æry#
The r e s u l t  o f  the concen tra tion  on speech ify ing  and the domestic elements 
l a  th a t  ; lu t î ie r ’a achievementa seem lessened in  worth in  tenns o f  the 
worlds The f in a l  scene, an a n ti-c lim a c tic  end to  such a  rh e to r ic a l  
p lay , does no t succeed l a  balancing the denunciation o f the knight in  
fcene I I  w ith aa  a ffirm a tio n  o f l i f e  i a  the form o f  the  c h ild ; ** bu t 
i t  i s  CO overwhelmed ky tW  tone o f the r e s t  o f  the p lay  th a t  i t  seems 
to  make a  s im ila r  r e t r e a t  — o r ab d ica tio n  — to  th*at in  the o th er work* 
Coïioentratioa on Uie p riv a te  a sp ec ts  o f Iu th e r* s  l i f e  succeeds in  
devaluing h is  e f f e c t  on the world; tliere  i s  a  m anifest fatalism *

FABTD'% A Cion*8 w il l  i s  l ik e  a  horse s tand ing  between two
r id e r s  *## And n o t only  t im t, the horse c a n 't  choose 
i t s  r id e r#  ***

This destroys the element o f cîioioe, and rep resen ts  tlis f in a l  word o f  
the  p lay  more than tlie "calm a f t e r  the s to re"  o f  the  l a s t  edene#

"Inadm issible Evidence" breaks with natu ra lism  in  a  d if f e re n t  
way from the use o f music of "The Entertainexr" and "The World o f  Paul 
Slicliey"^ by repre^iea&lng its entire a c tio n  i a  the form o f & dream*
This allov/s M aitland 's  jo^ iey  towards is o la t io n  to  be followed l a  
alm ost as «ucciîvfc a  way as t h a t  o f  Bisson in  P in te r 's  "% e Tea P arty " .

* " . . .  the lasues involved a re  ©curried over l a  unseemly h a s te ."
(J  a  Taylor "Anger and A fte r” P 15)

^  *##, Luther, h im self the in s t ig a to r  o f a  period o f u n res t and
u n se ttle d  v a lu es , looks back to  an e a r l i e r ,  happier d ay .”
( j  H Taylor "Anger and A fter" P 5^) This i s  misguided —
Luther la  looking forward to  the Second Coming (th e  c h ild  i s  a  
symbol fo r  C lir ie t) , which was fo^aeen  in  the e a r l i e r  conver@ atloD8 
about the end o f  the world#
Act I I I  So 3 P 93



P in te r 's  uae o f  the camera view point, and the s ig h t and blindness 
iîiîagea which a l te rn a te  in  h is  p lay , f in d  a  p a r a l le l  in  Osborne's 
a l te rn a t in g  n a ta r a l i s t io  and co u rt-fan tasy  sequences. Tlie confusion 
o f p e rso n a li t ie s  in  the minor c îia rac ters  allow s the complete supreiaacy 
of M aitland h im self over the r e s t  o f the p lay ; th is  technique i s  
fa m ilia r  from "Look Back in  Anger" end "Luther" bu t Osborne avoids i t  
in  "Tima Present" and "H otel in  Amsterdam". ^  leav ing  i t  unclear how 
much o f the ev en ts , even in  the n a tu r a l is t ic  sequences, are  only occur
r in g  w ith in  M aitlan d 's  mind, Osborne can make Jones, Hudson and tlie 
v arious female ch a rac te rs  much more t^Tpioal and le s s  in d iv id u a l than 
i s  possib le  in  o th e r p lay s . Jones, and in  a  d if f e r e n t  way Jane, can 
rep re sen t a l l  th a t  M aitland, as  Osborne, d is l ik e s  and fe a rs  about the 
youth o f h is  tim e, w ith in  the con tex t o f the p lay . The s tru c tu re  i s  
very  cu rio u s ; the a c tio n  o f  the f i r s t  sdenee recedes in to  in a c tio n , 
and the  complex dialogue sec tio n s  a re  reduced a t  the  end in to  a  so liloquy  
w ith the te lephone, which here f u l f i l s  i t s  r ^ e , a s  in  "Epitaph fo r  
George B illon" and "The Hotel in  Amsterdam", as a  rep re se n ta tiv e  o f the 
world o u tside  — in  th is  case M aitlan d 's  own mind. But the u n certa in ty  
about the ex istence  o f the world w ith which he i s  coamiianicating, d esp ite  
the san c tio n  fo r  fan tasy  given by the dream co n tex t, b rings t l i is  p lay 
n earer to  the " i l lu s io n is t"  work o f the la te  1960's — th a t  o f Saunders, 
Stoppard and P in te r  -  than in  ai%r o f the  r e s t  o f Osborne'â  work.

Tiie p lay  d i f f e r s  from h is  o th e r major drama in  rep resen tin g  
the vary  process o f  work on the stage* From "Look Back i a  Anger" to  
"The H otel in  Amsterdam", except fo r  the excursions in to  the E n te rta in 
ment world mentioned above, the a c tio n  o f the plays takes place in  the 
spare time o f the ch a rac te rs  — the Sundays, evenings and weekends. 
A lth o u ^  J te a y 's  occupation has some importance in  "Look Back in  Anger” , 
i t  i s  n o t c e n tra l to  tlie p lo t ,  and th is  i s  a lso  tru e  o f  Eedl in  "A 
P a tr io t  fo r  Me" (1965), and tîie ch a rac te rs  o f the  two plays o f 1968.
But M aitland 's  world i s  h is  work, and the le g a l jargon which surrounds 
i t  l a  an e s s e n tia l  p a r t  o f  h is  dream* h is  fam ily has le s s  Influence 
on him tlian h is  co lleag u es, socreta r ie s  and c l i e n t s .  The p lay  veers 
in  one d ire c tio n  towards tlie I l lu s io n i s t s ,  but in  ano ther — by i t s  
emphasis on p ro fessio n a l re la tio n sh ip s  and the use of "types" — 
approaches, d esp ite  the hero-cen tred  a c tio n , the " d ia le c t ic a l"  drama 
o f Wesker and Arden. U ltim ate ly , th o u ^ ,  the problem examined i s  one
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o f personal Id e n tity  in  a  f r a ^ e n te d  in n er and o u te r  w orld, * and 
th is  su b je c t f in d s  ano ther expression  in  the next play*

The many sh o rt scenes which b u ild  up the h is to ry  o f  Redl in  
"A P a tr io t  fo r  I4e" allow  frequen t changes o f mood and s e t t in g  to  
rep re sen t a  long period o f tim e, and form a  s o r t  o f  th e a t r ic a l  sh o rt
hand to  develop R ed l's  seemingly inexorable path towards discovery 
end su ic id e  a f t e r  h is  f i i 's t  f a t a l  acknowledgement o f  h is  sexual nature* 
Oeboma uses th is  p lay  as  a veh ic le  fo r  tlie expression  o f h is  h ab itu a l 
h a tred  o f women, (a lready  examined in  "Look Back in  Anger" and 
"Epitaph fo r  George B illo n ") w ith  a s e r ie s  o f  scenes, such as  Act I  
Scene I I I ,  which equate vam n  w ith sex and men w ith  love* This very  
m ale-orien ted  p lay  shares th is  a t t i tu d e  to  woman — th a t  they a re  
e i th e r  I n f e r io r ,  o r  so d if f e r e n t  a  species  as to  be incomprehensible 
by men — v itîi  "Inadm issible Evidence", which i s ,  however, balanced 'by 
the v a r ie ty  o f ro le s  fo r  women in  the plays o f 1968*

The s tru c tu re  o f "A P a tr io t  fo r  He" i s  unusual fo r  Osbornei 
the opening scene o f S iczy n sk i's  d ea th , and tiie corresponding su ic id e  
o f Redl a t  the end o f the p lay , enclose a  s e r ie s  o f dialogue scenes 
which have th e i r  cen tre  a t  the b a l l .  Act I I  Scene I# S iczy n sk l's  
death  i s  made in to  a  sm all-sca le  th e a t r ic a l  to u r  _de fo rc e * w ith the 
em ptiness o f the gymnasium co n trasted  to  the warmth o f  Hedl and 
S iczynski, and complemented by K upfery 's and S te in b au er 's  co ldness, a  
q u ie t ,  contem plative scene which quickly  b u ild s  up to  a  climax a t  tlie 
duel* But R ed l's  death  i s  in d ica ted  by an o ffs tag e  sh o t, and i s  both 
dim inished and d istanced  by tl'ie device o f the l a s t  scene, which places 
the e n t i r e  p lay firm ly  in  i t s  h is to r ic a l  context* The l iv e l in e s s  and 
a c t iv i ty  o f Act I  becomes the o s te n ta tio u s  th e a t r ic a l i ty  o f  Act I I ,  
w hile Act I I I  fades in to  im personality  in  c o n tra s t w ith the ©motion o f 
tiie f i r s t  p a r t  o f the play# This ra th e r  uncomfortable s tru c tu re  
serves to  produce the a lie n a tio n  necessary fo r  the  h is to r ic a l  persp ec t
ive  o f the p lay , as the s e t t in g  and dialogue are  almost e n t i re ly  
n a tu ra l is t ic #  Keeping the audience conscious o f th e i r  presence in  the 
th e a tre  by th is  means, Osborne achieves something o f the same balance 
o f id e n t i f ic a t io n  and a lie n a tio n  which in  "The E n te rta in er"  and "Luther"

♦ J  R Taylor c a l l s  i t  "h ie  g radual, inexorable r e a l is a t io n  th a t  the 
world and he a re  p o rtin g  company#"
( j  R Taylor "Anger and A fter" P 56) .



he reached by a l te rn a t in g  n a tu r a l is t i c  and n o n -n a tu ra lis tic  scenes*
But in  the end i t  i s  d i f f i c u l t  to  know q u ite  what im pression the 
audience i s  supposed to  take away from the th ea tre*  The p lea  fo r  
understanding fo r  those who do not f i t  in  w ith the accepted conventions 
o f so c ie ty  would seem more s incere  i f  the c e n tra l  ch a rac te rs  of the 
plays o f 1968 d id  no t spend most of th e i r  time a tta ck in g  -  seemingly 
with Osborne's voice -  any way o f l i f e  d if f e re n t  from th e i r  own.

"Time P resen t” re tu rn s  to  the fam ily  s e t t in g  o f the e a r l i e r  
p lay s . In  f a c t ,  In  i t s  th e a tr ic a l  s e t t in g ,  and p a r t ic u la r ly  the use 
of the u n ce rta in ty  between th e a tr ic a l  mannerisms and c o u n te rfe it 
em otions, and th e i r  coun terparts  in  r e a l i ty ,  i t  can be seen as a  re 
w ritin g  of "Epitaph fo r  George B illo n " , a l l  the ch a rac te rs  having 
become r ic h e r ,  o ld er and more su ccessfu l. While the theme of death 
and the d iscussions o f physical d isease  re p re se n t a  con tinuation  of 
the deaths o ffs tag e  which occur throughout Osborne, the constan t 
d rink ing , laced  now w ith references to  drugs, expands to  two Acts -  
the u sua l c e n tra l "exposure" scenes. The casu a lly  re fe r re d  and under
s ta te d  f a c t  o f  the ab o rtio n  o f Act I I  r e c a l ls  A liso n 's  m iscarriage in  
"Look Back in  Anger" % the technique of g radually  h in tin g  to  the 
audience o f a  coming tragedy and then se rio u s ly  underplaying the moment 
o f re v e la tio n  I s  a  fa m ilia r  Osborne method o f a lie n a tio n  as d iscussed 
above, * S im ila rly , Orme's death i s  understood ra th e r  than c e n tra lly  
s ta te d  a t  the end o f Act I ,  again  using  the fa m ilia r  teclinique of the 
telephone to  provide the In tru s io n  of the r e a l  ou tside  world in to  the 
domestic c i r c le  on the s tag e . The p lay no t only looks back to  the 
techniques and themes of the e a r ly  work, bu t a lso  re c re a te s  Jimmy and 
B illo n  as Pamela, whose d ia tr ib e s  o f h a tred  have as l i t t l e  p ea lised  
source &om which to  be launched* ** Any achievement in  the p o rtray a l 
o f a t t i tu d e s  to  death which m i^ t  have been made in  the play i s  submerged

in  the verbose and se lf-co n sc io u s  th e a t r ic a l i ty  o f the charac te rs  which

* see my d iscussion  o f "A P a tr io t  fo r  Me", above.
"But th is  time they (Pamela's d ia tr ib e s )  seem a  l i t t l e  h a lf-h ea rted  
and perfuncto ry , as though they are th ere  to  meet audiences' 
expecta tions ra th e r  than driven  by some r e a l  fo rce  o f fe e lin g  in  
Osborne liim self
( j  R Taylor "Anger and A fter" P 65) .



Osborn© has created* *
The second p lay  o f 1968, "The Hotel in  Amsterdam", has a  

much sim pler s tru c tu re  than  any o f the o th e r Osborne plays o f the 
i 960*8# I t  has c le a r  resemblances to  "Time Present" in  the co n stan tly  
invoked bu t absent K.L. who rep laces  Orme as the fa th e r- f ig u re  o f the 
"fam ily" o f p ro fess io n a ls !  bu t h e re , in  the underplayed c lim ac tic  
announcement o f the death a t  the end by the in tru s iv e  telephone, the 
p lay  ia  aa much one o f conversation and s t a t i c ,  c y c lic a l  re la tio n sh ip s  
a s  "Look Back in  Anger"* The film  ra th e r  than  th ea tre  background o f 
the ch a rac te rs  removes roost o f  the element o f  th e a t r ic a l  narc issism  o f 
"Time iT esen t" , bu t leaves in  i t s  p lace a  curious vacuum in  the 
development o f the a c tio n  and re la tio n sh ip s*  The p a ra s i t ic  n atu re  o f 
the re la tio n s h ip  o f the o th e r ch a rac te rs  w ith  K*I* roake^the fu lf ilm en t 
o f  the promise o f  a  type o f commune ex istence  in  the fa m ilia r  Osborne 
" re tr e a t"  ending an u n lik e ly  proposition* The toning-down o f  the 
c e n tra l chsaracter, L aurie , in  comparison w ith h is  co u n terp arts  in  the 
o th e r  plays -  the a ttem p t, in  f a c t ,  to  people the s tage w ith a  group 
o f equals — a lso  seems to  r e s u l t  i a  confusion ra th e r  than an in te rp la y  
o f  personality*  The b as ic  Osborne play—type o f d rin k -lu b ric a ted  s e l f -  
re v e la to ry  dialogue needs a  rh e to r ic a l  and d e f in i te ly  c e n tra l  ch a rac te r  
to  hold  i t  together* The e n try  o f G il l ia n ,  a f t e r  the various thumbnail 
ch a ra c te r  sketches o f h e r , seems unnecessary and obfuscates the  news 
o f E .L . 's  su ic id e  a t  the end^which thus has le s s  impact than  i s  consonant 
w ith  h is  importance to  tfie group* ^  The r e a l i s t i c  s e tt in g s  and 
n a tu r a l is t ic  .dialogue o f the two plays of 1966 a re  no t complemented by 
the a lie n a tio n  devices o f the o ilie r p lay s , and th is  r e s u l t s  in  a  
s i tu a t io n  in  which the audience can n e ith e r  Id e n tify  f u l ly  w ith any 
ch a ra c te r  nor re la x  in  the enjoyment o f t h e a t r i c !  sp ec tac le  — o f whihh 
th e re  i s  very  l i t t l e *  The more t r a d i t io n a l  fo u rth -w a ll drama to  which 
Osborne, a t  the end o f  the p erio d , r e tu rn s ,  needs in te l l ig e n t  dialogue 
end th i s  i s  no t provided by the u ndersta ted  news which always e a te rs

* "Nowadays almost everyone i s  ta in te d  w ith show business" says
Osborne (quoted by J  H Brown "Theatre Language" P I 36) to  ju s t i f y  
h is  use o f such characters*  But th is  i s  no t true* th o u ^  most o f 
us a re  show business consucsers, Osborn© i s  speaking fo r  the 
r e s t r i c te d  world o f those who purvey i t*

** "** when in  the end I t  tra n sp ire s  th a t  in  th e i r  absence K.L* **#* 
has k i l le d  h im se lf, they are  a l l  shattered*"
( J  E Taylor "Anger and A fter" P 66)* But they are  no t -  they 
h ard ly  reac t*  I t  i s  a  beginning (o f a  k in d ), n o t an end*



from tii© outsido world.

P in te r  i s  the f i r s t  and most im portant o f the tr-odam 
" i l lu s io n is t s ” (see Chapter 7 ) t althougii an equal s tran d  o f pessimism 
about the c iv i l is e d  and moral nature c f  mcmlcind pervades h is  work u n t i l  
1968. Among the work of modem English d ram a tis ts , h ia  stands out as 
tl)9 most "unavailab le" -  the emphasis i s  on "showing^, no t ecmminlng o r 
working o u t, to  the audience. This i s  Im p lic it in  h is  s ta tem ent5

I'm  no t an a u th o r ita tiv e  o r r e l ia b le  commentator on the dram atic 
Bcew , the s o c ia l scene, any scene# *

In  th is  be d i f f e r s  ra d ic a lly  from the o t 1e r  major p layw righ ts. W esker's 
purpose i s  l^asically  p o litic o -id e o lo g ic a l^  A rden's i s  " d ia le c tic "  ( in  
o thor words the p resen ta tio n  o f c o n f l ic t  Wtween groups) and Osborne's 
i s  the exam ination o f the surface appearance o f c u r ta in  types of 
re la t io n s  dp  and ch arac te r in  a  s p e c if ic  s o c ia l  co n tex t. But l i n t e r 's  
work only portrays* there  i s  no examination and h ia  drama i s  u ltim 
a te ly  com pletely e x i s te n t ia l .  ** His purpooa i s  of a  d ire c t  emotional 
e f f e c t  on the audience*

P in te r 's  'message* I s  the atmosphere i t s  If*  the growing fe a r  
£jTid doubt, the sud en , savage violence aa an o u tle t  fo r  the 
f e a r ,  the uselesaaesa of the v io len ce .

Tills ̂ achieved by the baLince o f words and s ile n c e s  (see P a rt I I ) 
and a  sep ara tio n  from the audience (see ï^ r t  l ) .  The api.eal i s  to  the 
unconscious or subconscious fe  lin g s  of tiie audience, and th ere fo re  
a  d iscu ssio n  c f  P in te r 's  purpose in  moral o r ph ilo soph ica l terms i s  
n o t re le v a n t as with the otlior playivriglits# As h is  e f fe c t  use o f 
the ti o u tre , much of h ia  tectmique has n e cessa rily  been d /scussed  in  
P a rts  I  and I I ,  and tli© aisount o f c r i t ic is m  *̂ hh* w ritte n  on h is  draza 
i s  so g re a t ,  in  om parison  to  tiie o th e rs , th a t  th e re  i s  l i t t l e  l e f t  to  
be sa id  about h is  com paratively sm all output o f  work.

The ac tio n  o f h ia  p la /s  ©robodies the d ram atisation  of

♦ "Between the Lines" Sunday Time a March 1962.
** "d ie  plays show privax© worlds* se lf-c o n ta in ed , obscure,

'r a tn e r  s e x u a l ',  in s t in c t iv e ,  I r r a t io n a l ,  f r iv o lo u s , potha.pi — 
got moving a l l  the time u n t i l  they have worked tiiemselves o u t, 
u n t i l  the subterfuge i s  expended o r tlie in te rp la y  s e t t le d ."  
(John R ussell Brown "T e a tre  Language" f  102)

*** W Baker and S E Tabachnick "Harold P in te r"  P 29 
See B ibliography



Indlvidus.1 paycholcgy* The s p e c ta to r 's  view, reduced to  th a t  o f a  
crowd a t  tJie 200 by the ' r e t r e a t '  ra tu re  o f the p lay s. I s  Involved l a  
the a c tio n  by  the f a m il ia r i ty  o f  the a % ta ra lis tlc  language and s e t t in g ,  
and j© t ho I s  not allowed to  develop an o b jec tiv a  view%'oiat, as the 
boundary between t ru th  and falashocd on the p a r t o f both au thor end 
a c to rs  la  never defined  s u f f ic ie n t ly  to  allow  any ré a c tio n  but degrees 
o f su b jec tiv ity *  In  the sa w  way a s  Ardoa allow s equal w aài^t to  h is  
opi;Osed groups in  the e a r ly  work, so P in te r  allow s equal weight to  h is  
cî-iaraotors* view o f r e a l i ty ,  both i a  eases o f c o n f l ic t  among them- 
se lv e s ’,  and o f c o n f l ic t  w ith in  each* Tliere i s  no "o u ts id e r" , no 
n a r ra to r  f ig u re  tc  c o n s titu te  the norm ag a in s t which the ac tio n  i s  
played out and the c lia rac ters  dem onstrated, though the audience f u l f i l s  
th i s  ro le  by i t s  ou tside view of the drama* The very  ex istence  o f tlw 
audience, and i t s  a b i l i ty  to  see the dr*una o b je c tiv e ly , shows how 
lim ited  i s  the philosophy c f  the p layst tW  im plied statem ent th a t  
the nightmare oomos to  everyone, th a t  a l l  humanity i s  a 3TOi'U#)obic, 
n eu ro tic  and in  a  constan t s ta te  o f subconscious o r com oious unreason
in g  f e a r  i s  destroyed by the very  presence o f the audience, which 
c o n s is ts  o f in d lv id u ala  who know th a t  th e i r  l iv e s  are  no t o f th is  kind* 

The r e s t r i c te d  s e tt in g s  of the plays a lso  rev ea l tlie lim ited  
nature  o f P in te r 's  vision* the narrow concen tra tion  on Berth London 
Jews and crim inals o f  various shades destroys the un ivarB ality  o f  the 
message. Whore P in te r  seems to  be say ing , as in  "llie Hoioecoming", 
th a t  people a re  b a s ic a lly  l ik e  anim ais, and in  a l l  h is  p lays t^iat 
women are  both com pletely physical and com pletely u n p rin c ip led , these 
s ta tem en ts , i f  tru e  a t  a l l ,  a re  only tru e  o f th is  very  r e s t r ic te d  
se c to r  o f  the population* By h is  use in  most of h is  work of extreme 
natursilism , in  f a c t  by the very c r e d ib i l i ty  o f h is  c h a ra c te rs , F in te r 's  
world shows i t s e l f  to  be as  divorced from the day-to-day l i f e  c f  tW  
population as tlia t o f  Orton#

The danger o f r in te riam  i s  th a t  i t  t r i e s  to  tu rn  the image o f 
th ree  men in  a  rcoa In to  a  world-view which denies tlia v a l id i ty  
o f language and lo g ic , along w ith the no tion  o f c o n tin u ity  o f 
personality*  #

Kis © a ra o te rs ,  d e sp ite  th e i r  seeming v a r ie ty ,  are  r e s t r ic te d  to  a  few 
types i a  something o f the same way as Arden consciously  and t l ie a tr ic a l ly

* Ronald Brydea "The Unfinished Hero” P 90
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I©présenta huisenity# Because c f  the way H n te r 's  drama i s  grounded 
firm ly  in  h is  parecaa l experience, includ ing  the s e t t in g  o f h is  up
b ring ing  and I'Jls r a c ia l  and gsograï^aical background, he chooses only 
those venues, and c h a ra c te rs , which w il l  i l l u s t r a t e  h is  th e s is ,  and 
thus destroys any wider in te rp re ta tio n #  " The behaviour o f people " a t  
the  extreme edge o f liv in g "  i s  no t o f any general relevance to  
so c ie ty  a t  th is  time^ even I f  i t  could be shown th a t  h is  an a ly s is  was, 
in  g en era l, relevantw

Anotlior p a ra l le l  w ith Crton, as  f a r  e s  choice o f ch arac te rs  
goes, can be eeon in  the f a c t  th a t  none o f them do any recognisab le  
work# I f  we d isreg a rd  th is  a sp e c t, the plan's do n o t "express the 
la rg e s t  and most general issu es  o f human ex istence" ♦ bu t the
most sp e c ia l o f  sp ec ia l c a se s , ** Uhen th e i r  occupation i s  not 
a c tu a lly  c rim in a l, tiien i t  ia  p o rtrsy cd , in  p assing , as boring and 
u se le ss  i a  tW  saiæïiaîy as Bucijanan's in  O rton 's "The Good and 
F a itiif iil Servant"# In  "Tim Gaxctiikor” nothing concrete i s  over achieved, 
in  "A Bight Out" the work i t s e l f  (insurance) I s  iiard ly  mentioned, in  V/x̂ s. 
C ollection" the rag  trad e  i s  p ra c t ic a l ly  ignored , the ch^iracters o f 
"A S lig h t Ache" and "Landscape" are  r e t i r e d ,  "Thie lover"  r e fe r s  merely 
to  unSijeelfied 'b u s in e s s ',  a n i when "The Tea Pqrty":^ w hile tlie most 
e x p l ic i t ,  exposes an a c tu a l product, s a n ita ry  ware, i t  seems only to  
liave the purpose o f r a is in g  a  laugh# The w ilfu l ignoring  by P in te r  o f 
the major p a r t  o f most peop les ' l iv e s  can only produce an unbalanced 
drama, and ignoring  the trade  or p ro fessio n  o f h is  ch a rac te rs  divorces 
the drama from any b as is  in  r e a l i ty *  C onfrontations o f in d iv id u als  
in  so c ie ty , which i s  h ia  su b je c t, are  i a  luy view always based on 
p ro feas io h a l, s ta tu s  o r working h ierarch y  term s, w ith the animal and 
physica l m an ifesta tions coming v s3:y mvch second# P in te r  avoids the 
o rd inary  fa c ta  of l i f e ,  and even takes p ride in  doing so#

* J  R Brown "Theatre Language" F 105* E ss lin  takes a  s im ila r  view# 
"♦*♦ determined to  tack le  h is  ch arac ters  a t  the very  ro o t o f  th e i r  
ex is te n c e , he was led  to  a  seeming n eg lec t o f the le s s  e s s e n tia l  
aspects  o f th e i r  l i f e  and p e rso n a lity ."
("The î^opled Wound" F 34)

** " I t  takes more than a  g a lle ry  o f sp e c ia l P in te r  oases -  numeless, 
homeless, lobotomised and lo s t  -  to  make e  so c ie ty ."
(Honald Bryden "The U nfinished Hero" P 89).
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A ch a rac te r  on the slag© who can p resen t no convincing ar.gir-ient 
o r inform ation as to  h is  p as t experiences, h is  p3*e3en t behaviour, 
o r  h ia  a s p ira t io n s ,  nor give a  comprehensive arm lysls o f h is  
motive-3 , i s  as  lo g l t la a te  end as  worthy c f  a t te n t io n  as o:3e  who, 
a larm ingly , can do a l l  these things*” *

But th is  statem ent i s  unnooessozy aad d is to r tin g *  in  r e a l  L ife tlae 
Xi2jo& and p ro fession  o f  people i s  alm ost a lw y s  mado p o rfe e tly  c le a r  
a t  f i r s t  nee ting* Ve a l l  h^tve R ational Inijuran.ee znmbers. H ealth 
ca rd s , b i r th  c e r t i f ic a te s  end so on, an» th ere  i s  l i t t l e  p o in t in  
Ignoring tîie ex istence o f id e n ti ty  w ith in  the con tex t o f modem society* 
The th e a t r ic a l ,  a c tin g  background o f P in te r  seoma to  have led  him to  
confuse l i f e  and the s tag e  i a  te rn s  o f tîie ph;^^ioal m tJiro  o f h is  
drar?ia* ** Actors do cone on and o f f  the stage  from a  •lim bo' o f 
no2>-llf© in  the w ings, but thl.a cannot be extended to  the r e a l i ty  o f 
l i f e  i t s e l f #  Rhero Os borna confuses 'showbiz.' -  p lay ing  p a r ts
consciously  -  w ith l i f e ,  P in te r  confuses the m etaphorical rd la tio a sh ip  
o f l i f e  and stage area  w ith a  r e a l  c o rre la tio n  between then*

W ithin theme r e s t r i c t io n s ,  P in te r 's  pui^pone, o f shewing 
p?:imitlvism e ru p tin g  in to  'c iv i l i s e d ' so c ie ty  •• h is  'menBoe'  -  s t i l l  
leaves much to  be desired* Kudkin shows the easi© fordes in  a  s im ila r ly  
r e s t r ic te d  environment ( in  tim e, place and o lro tn s tance) to  mrJ:e I t  
c lo a r  th a t  h is  su b jec t i s  no t humanity in  g en era l* Put P in te r 's  
re ferences to  tlie s p e c if ic  na/bire o f h is  subject-m at t a r ,  as in  the 
example o f h is  Jewish chei'acte i i s a t io h ,  a re  always by clmnca in  the 
dialogua and are not made e x p l ic i t  e n o u ^ . Tlie fo rces  which a re  un
leashed  by h is  confron ta tions are  shown to  be both In e v ita b le , and — 
to  a g re a te r  degree than i s  u su a lly  th o u ^ t  p ossib le  — understandable, 
i f  no t by the c lia rac ters  them selves, then a t  le a s t  by the o u ts id e r (th e  
aud ience), P in te r  admits no prospect o f changing o n ese lf c r
one 's  re la tio n sh ip s#  h is  on ly  so lu tio n  -  end h is  s i i s l la r i ty  w ith

* P in te r  -  programme note to  Ro^ral Court production o f "The Room" 
and "The Dimib Waiter"*

** " P in te r 's  ch a rac te rs  Inavs always liad an animal in s t in c t  fo n
t e r r i to r y ,  sp a c ia l possession* The s tren g th  o f h is  s tage  c r a f t  
i s  th a t th e i r  obscure w arfare, however v e rb a lised , i s  over the 
s tag e  i t s e l f #  fo r  i>oss©ssion o f the ac tu a l a rea  on which they 
b a ttle *  To liave the  l a s t  ward cc/lncldes w ith dominating the  stage# 
the a c to r  who ends up -stag ing  the r e s t  lias e s ta b lish ed  h is  barn
yard dominion over them, liîcô & eoisic on a  d u n g h ill,"
( l  Ely den "Tiae Unfiniahed Hero" P $2 — 3)

*** P in te r  world i s  a  s ta g e , w ith notliing in  the wings,®
(op c l t  P 87)

**#* See in d iv id u a l plays below*



Arden Is  a t  I ta  strongest hero -  I s  la  c o n flic t , whether physical o r 
ve rba l. His cljaracterroan win or lo se , but savage c o n flic t i s  h is  
only so lu tio n . The ch arac te rs ' actions always have th e i r  own lo g ic , 
although i t  may not immediately be apparent In  th e i r  conduct# They 
are governed by anxiety , the power-struggle or so c ia l confrontation, 
but operate on a s t r i c t  in te rn a l log ic  which i s  no le s s  v a lid  fo r 
being in e x p lic i t .  There are  none of the i l lo g ic a l  events o r characters 
which are the cen tra l statement about the world of the 'a b s u rd is ts ',  
exemplified by Beckett, Ionesco and Pirandello* In  c o n tra s t, P in ter 
has h is  Bidi and Gogo, but notlJLng comparable to  Pozzo and Lucky, even 
in  the ea rly  work. Limited fundamentally, tlierefore, to  fa ta lism  end 
pessialem about the nature of man end re la tio n sh ip s , aa exemplified by 
h is  trea^nent of the female characters In  h is  work, P in ter has much in  
common, philosophically , with Eudkin, Bond and Orton, A co n trast can 
be drawn with the work of a  su p e rfic ia lly  sim ilar European playwright, 
Slavomir Krojek, "Tango", which portrays a  sim ila r erup tion , in to  a 
family s itu a tio n , of prim itive fo rces . I s  given a  much wider reference 
tlian any of P in te r 's  work by the presence of a lle g o ric a l under-currents 
of the p o l i t ic a l  and n a tio n a lis t  movemnts of the tw entieth century.
The play uses the same n a tu ra lis t ic  dialogue and s e tt in g , suid tlie 
'menace', found in  P in te r, to  ends well beyond those of the English 
d ram atis t 's  examination of an individual and very re s tr ic te d  mode of 
psychology. An examination of ce rta in  coimon themes and preoccupations 
w ill show how re s tr ic te d  i s  P in te r 's  world, and how l i t t l e  relevance 
h is  conclusions can therefore have ou tsiJe  i t .

The early  work I l lu s tr a te s  tlie influence of Beckett in  the 
le s s  e x p lic i t ,  and more unexplained, actions onstage, a teclinique 
which he abandons In  the la te r  work. The beating of the Eegro in  "Tlie 
Room" has only a tenuously n a tu ra lis t ic  explanation, as does the 
character h im self. The absurd in stru c tio n s in  "The Dumb Waiter" add 
both comedy and menace to the play, but P in ter i s  not concerned with 
ra tio n a l explanation. The laatoh-seller in  the stage version of "A 
S lig h t Ache", where he was made in to  a re a l  cîiaracter a f te r  having had 
an uncertain  existence in  the f i r s t  (radio) version , ac ts  as a symbol 
and springboard fo r tlie otlier cliaracters ra th e r  than requ iring  
n a tu ra lis t ic  explanation. But th e re a f te r , the events of the stage , 
however b iz a rre , are re la ted  firm ly to  a  r e a l is t i c  and lo g ica l background.



"Tlie Room", unplayed u n t i l  I960 bu t w ritten  f i r s t  o f  the 
p laysf l l l u s t r a t e a  many o f P in te r 's  t r a i t s  in  undeveloped form# The 
opening, w ith  the m inutiae o f the d in n e r- ta b le , occurs in  varying 
forms in  much of the e a r ly  woik. I t s  p lac in g  a t  die beginning o f tlie 
evening can be seen in  the con tex t o f P in te r 's  us® o f the day and n i# i t  
sequence — here a t  i t s  S im plest, w ith the a c t iv i t i e s  from dusk to  
n ig h t o f one day# E ls constan t preoccupation w ith  s ig h t and b lin d n ess , 
a complex symbol f o r  understanding, impotence and personal powar *  i s  
re in fo rced  by the th e a t r ic a l i ty  o f the stage blackouts and use o f 
l ig h tin g  in  the e a r ly  work, r e f le c t in g  the changes in  consciousness 
which occur In  human beings w ith the progress o f the sun# The calm, 
slow, alm ost somnambulistic opening o f the p lay  a t  dusk rep resen ts  the 
space a f t e r  tie day, w hile tîœ progress o f the p lay  i s  towards the n i£ ^ t ,  
the unconscious Id , and the c lo s in g  to g e th er o f the w alls o f conscious
ness which comes w ith the p re p ira tio n  fo r  sleep* R e s tr ic tin g  the p lay 
to  a  s in g le  evening, as "A S lig jit Ache” i s  r e s t r i c te d  to  one day, a lso  
s tre s se s  the sexxirateness o f  the a c tio n  fr(Hn tlie general movement o f 
l i f e s  the opening becomes a  b i r th  -  o f a l l  the ch a rac te rs  — and o f 
the s i tu a t io n  i t s e l f #  The audience i s  encouraged to  ignore p ast aiid 
fu tu re  and concentrate on a  s in g le  c lim ac tic  event which i s  un re la ted  
to  the usual human contex t of memory o r planning* Tlie th i rd  element 
o f the scene which continues tlirou(jiout P in te r 's  work i s  the emphasis 
on food and drink* The m eals, snacks and a lco h o lic  and o th e r d rinks 
which punctuated the plays are  used to  dram atise nuances o f fe e lin g  
among the c liaracters to  an e x te n t no t found elsewhere in  modern drama, 
as the very slow pace of the plays allow s such minute ac tio n s  to  be 
observed by the audience* The possession and o ffe r in g  of food i s  a lso  
re la te d  to  tlie acute t e r r i t o r i a l  consciousness o f F in te r 'a  ch a ra c te rs , 
and i s  used by them in  tlie same way as o th e r possessions. Including  
the  houses and rooms them selves, to  emphasise an advantage in  the 
constan t jockeying fo r  position*

Thus in  "The Room" the  weak and s tro n g  te a  corresponds to  the 
c h a ra c te rs , end Rose uses h e r cooking to  s t r e s s  h e r  concern fo r  B e rt, 
bu t the more su b tle  use o f food as a  th re a t  i s  no t found u n t i l  tlie 
l a t e r  work* R ose's lack  o f knowledge about the basement i s  made

* See Ely and Tabachnlck "Harold P in ter"#



e x p l ic i t  here#

ROSE# • • •  I  d id n 't  see who moved in  then* I  mean tlie f i r s t  time 
i t  wae taken*
(Pause)
Anyway, I  th ink  they 've  gone now* *

Such basic  doubts a re  l a t e r  only expressed by avoidance o f the su b je c t, 
o r o f  any answer to  a  question* P in te r 's  l ig h t  touch i a  the absurd 
has no t f u l ly  developed, as  when Mr Kidd r e p l ie s  d i r e c t ly  to  Eoce'a 
question#

ROSE# How many f lo o rs  you go t i a  th i s  houae?
HR KIBBi W ell, to  t e l l  you the t r u th ,  I  d o n 't  count them now*

This can produce a  l a u ^  from the audience, but has no sense o f n a tu r
alism# i t  i s  overstated* The au th en tic  P in te r  touch i s  found a  few 
phrases l a t e r ,  as  Mr Kidd to ta l ly  Ignores the questions about h is  
s i s t e r  and the lo ca tio n  o f h is  bedroom* B ose's f in a l  statem ent —

BOSS# I  d o n 't  b e liev e  ha had a  s i s t e r ,  ev e r . ***

«• i s  more e a s ily  r e la te d  to  na tu ra lism  (she was presumably h is  m is tre ss )  
than  P in te r  probably intended* His jokes w ith the audience a re  a lso  
more obvious h e re , and could even be sa id  to  c o n s ti tu te  a  te n ta tiv e  
•advance' which i s  l a t e r  avoided#

EDSE# C la rissa?  What a  p re t ty  name*
MRS SAEBSi Yes, i t  i s  n ic e , i s n ' t  i t ?  My fa th e r  and mother gave

i t  to  me, ****

The r e la t io n  of power w itliin  the group tc  pliysical p o s itio n , the 
sulm isslon of the a c t  o f  s i t t i n g  down in  a n o th e r 's  t e r r i to r y  — a lso  
occurs here bu t w ith much le s s  reason than in  the l a t e r  wczic# Mr Sands 
i s  too shadowy a  f ig u re  to  engage in  any recognisable  pov/er struggle*  
Late in  the  p lay  the f i r s t  overt menace to  the t e r r i to r y  Rose i s  
defending comes frcaa Sands, in  tlie number o f the room tc  l e t ,  ra p id ly  
p reparing  the way f o r  the Hegro him self* The t o t a l  c o n tra s t which he 
makes w ith the o th er ch a ra c te rs , although c o n s titu tin g  more o f  a  
d i r e c t  shock to  the audience, d isallow s P in te r 's  gradual b u ild in g  o f 
menace through# fa m ilia r  words and a c tio n s , as  was done w ith the Sands* 
The confusion between natu ra lism  and symbolism continues to  the l a s t

*  p 8 '
** p 14
*** p 16
**** P 18



words#

ROSE# C an 't see*' I  c a n 't  see* I  c a n 't  se e , #

These lend them selves, as d id  those cE Kr K idd 's s i s t e r ,  to  a  ra t io n a l  
in te rp re ta t io n  (she i s  covering h er eyes, in  o rder no t to  see what I s  
happening, and persuading h e r s e lf  tl ia t  i t  i s  no t doing so) which 
d i lu te s  t l i s i r  symbolic force* ."The Room." r e s t s  on i t s  c a th a r t ic  shock 
t a c t ic s ;  in  in troducing  the audience to  in se c u r ity  i t  excludes i^ny  
o f the uses o f n a tu ra l is a  which give l i n t e r 's  technique a  more general 
app lica tion*

"The B irthday Party" (1958) makes e x p l ic i t  the s e t t in g  o f 
tlie a c tio n  as a unique and s in g u la r  experience by beginning a t  the 
b i r th  of the day and passing  th r o u ^  the jjeriod o f the eava^ery o f 
n i# i t  to  a morning which both c lo ses the a c tio n  and im plies some con
tin u in g  fu ture*  Whereas the p a s t i s  as  shadowy as ev e r, the fu tu re  o f 
each ch arac te r  i s  made e x p l ic i t  in  n a tu r a l is t ic  terms by Act I I I ,  The 
bu ild -up  o f the words and ac tio n s  to  the s i l e n t ,  dark climax o f Act I I  
has been traced  in  P a rt I I  o f t l i is  study* Act I  c o n tra s ts  a c e r ta in  
degree o f norm ality  w ith the su rrea lism  o f Act I I ,  which opens with 
McCann’s te a r in g  o f the  paper as a p rep ara tio n  fo r  the v erb a l and 
physica l v io lence o f the fo llow ing scenes* Act I I I  re tu rn s  to  the 
mode o f Act I ,  while re ta in in g  a t  i t s  cen tre  tlie f ig u re  o f S tan ley , 
which has lo s t  a l l  humanity and become a pure symbol o f the fo rces 
which destroyed him* Here the " s i t t i n g  and standing^* theme ** I s  made 
an organic p a r t  o f the s tru g g le  fo r  m astery between the  major c h a rac te rs , 
r e la t in g  to  the word games in  I t s  use o f the ru le s  %diich S tanley 
breaks#

STAHLEt# R i# it*  Now you've both had a r e s t  you can g e t out* '
KCCAÎRÎI ( r is in g )  T h a t's  a  d i r ty  t r i c k  1

The gaiios them selves, w ith  words and bodies (th e  b lin d  man's b u ff) make 
tlie power s tru g g le  muoh more e x p l ic i t  than in  any o tlier H n te r  p lay , 
and Introduce elements which seem d e f in ite ly  out o f place#

GOLDBERG# Do you recognise an  e x te rn a l fo rc e , responsib le  fo r  
you, su ffe rin g  fo r  you? ****

♦ P 52
** " I  f in d  cQTself stuck  w ith these ch arac te rs  who a re  e i th e r  s i t t i n g

o r , s tand ing , end they 've  e i th e r  got to  walk out o f  the door, o r
come in  t l i ro u ^  a  door and t h a t 's  about a l l  they can do,"
(P in te r  "P aris  Review" Vol 3$ (1966))*

’MW Act I I  P 47
***# Act I I  P 50



Evoa In  a  n o n -m tu ra l ls t io  con tex t t î i ls  ceemiS unreal* ♦ As in  "The 
Room® and "The Dumb W alter” the o v e rtly  symbolic o r a l le g o r ic a l  elements 
j a r  in  the p rev a ilin g  n a tu r a l is t ic  se ttin g *  The f re e  form allows 
P in te r  to  Introduce jo k es, in  passing , wlilch have l i t t l e  relevance to  
the play and tend to  destroy  the emotional tone*

GOLDBERG I No so c ie ty  would touch you* Not even a  b u ild in g  
so c ie ty , **

That Webber's punishment i s  fo r  p o l i t i c a l  tra n sg ress io n  I s  made c le a r  
a t  the end o f  the verbal attack*

MCCANN* You betrayed our land*
COLDBI^i You b e tray  our breed#

D espite the m y stif ica tio n  o f many c r i t i c s ,  t l i is  cannot go much fu r th e r  
towards the e x p l ic i t  in  accusing Webber o f b e tray in g  the cause o f 
I re la n d , and h is  own o rig in s  as a  Jew* The s t r e s s  Is^ from th is  po in t 
on, on the working out o f the in e v ita b le  doom, r a t l is r  than  aa  explan
a tio n  o f the sp rings o f the a c tio n , which has a lread y  been f u lf i l le d #  
P in te r 's  lack  o f in te r e s t  in  the su b jec t o f Lulu, only used to  show 
G oldberg's triumph over S tan ley , i s  shown by the c lic h e s  employed in  
h e r l a s t  scene w ith Goldberg* s im ila r  ta c t ic s  a re  employed by Orton, 
bu t in  h is  case to  form h is  own p r iv a te  language -  P in te r  i s  ju s t  
being slapdash*

LULU* ,.# *  A passing  fancy *#,# You quenched your ugly
t h i r s t  ,** You took a l l  those l i b e r t i e s  only to  
s a t i s fy  your a p p e tite  **** ****

The ce le b ra tio n  o f o ld  age, a t  the end o f Act I I I ,  c o n tra s ts  i t s
physical r e a l i ty  w ith the  non-continuation o f Webber's l i f e ,  which i s
shown to  be ever* Lies end the  play to  dram atise the im p o ssib lity  o f 
understanding from any o f the c h a rac te rs , and to  spread the  shock over
an in i^ ln i te  period o f time* The p lay  i s  the p resen ta tion , o f the
fu lf ilm en t of generalised  anxiety* Goldberg and McCann and the 
bofirding-house i t s e l f ,  a re  d ram atisations o f S ta n le y 's  own fe a rs  and 
preoccupations, which ta in  l i f e  and destroy  him as a  psychosis destroys 
s a n ity .  But the uneasy balance between the  naturalism  o f  the  house 
and the r i t u a l i s t i o  behaviour o f the two m n  i s  never f u l ly  resolved*

* E ss lin  suggests (‘îFsopled Wound” P 81) th a t  HcCarm and Goldberg
are  S ta n le y 's  thoughts; hones th ere  would bo no incongruity*
But the d ir e c t  s tage experience i s  s t i l l  uncomfortable*
Act I I  P 51

*** Act I I  P 52
Act I I I  P 80



the re la tio n sh ip  between inner fe a rs  and e x te rn a l r e a l i ty  i s  not 
ex p lo ited  in  a  way to  make i t  c le a re r ,  bu t to  confuse the is s u e s .

A much s l ig h te r  plece^"The Dumb Waiter** ( I 96O), i l l u s t r a t e s  
P in te r 's  c o n f lic tin g  impulses on one hand towards the ’’documentary" 
realism  of h is  te le v is io n  p lay s , and h is  use o f the symbolic f ig u res  
and events o f the " th e a tre  of the absurd". The dialogue i s  w ritte n  
in  r e p e t i t iv e  groups o f words which produce a  more comic e f f e c t  on 
the audience than in  the o ther p lay s, and r e c a l l s  Simpson's comic 
technique derived from the 1950's rad io  show. The two ch arac te rs  are  
presented  as stooge and comedian in  the m usic-hall tra d itio n *  TOae 
mime a t  Aie beginning w ith the shoes and f la tte n e d  boxes has no r e la t io n  
to  the r e s t  of the play except in  re lax in g  and preparing  the audience 
fo r  en terta inm ent, as w ell as having much a f f in i ty  w ith the long 
business about the boots in  B ec k e tt's  "W aiting fo r  Godot". The import
ance o f the food and the accompanying u te n s i ls  i s  s tre s se d  r ig h t  
th r o u ^  the p iece , but does no t have the complex re la tio n s h ip  w ith 
possession and te r r i to r y  which i s  found elsew here, serv ing  only to  
give the in ac tiv e  man something to  ta lk  about. The progress o f day 
and n ig h t i s  a lso  used in  a  more d ire c t  way, d ram atising  the sep ara tio n  
o f the ch arac te rs  from the world o f th e i r  jo b , which involves a r r iv in g  
and leav ing  a t  n ig h t and in ca rc e ra tio n  below ground. As Orton used 
"The Good and F a ith fu l Servant" to  excuse the behaviour o f h is  heroes, 
so the p ro fession  o f Ben and Gus here j u s t i f i e s  the importance P in te r  
always places on the room versus the world, and the door as a  means 
o f e n try  o f a  th r e a t .  The A r is to te lia n  n e r in e te ia  begins w ith the en try  
o f the envelojpe w ith i t s  enigm atic and u se le ss  co n ten ts , but a c tio n  i s  
only prompted by P in te r 's  most e x p l ic i t  communication from the "outside" 
— the dumb w aite r i t s e l f  and i t s  a tten d an t speaking-tube. Like 
Osborne's c lim ac tic  telephone c a l l s ,  i t  changes conditions r a d ic a lly , 
and not only provides humour bu t a b s tra c ts  the food, on which the men's 
conversations (and th e re fo re , in  th is  co n tex t, l iv e s )  are  based. The 
c o n f l ic t  between Gus and Ben, dram atised in  p e ttifo g g in g  l in g u is t ic  
nuances a t  f i r s t  and reaching the u ltim ate  -  death -  a t  the end, i s  
fo rg o tten  in  the face o f the la rg e r  th re a t*  The r e p e t i t iv e  rhythm of 
the in s tru c tio n s  r e c a l ls  "The B irthday Party" in  i t s  commonplace 
statem ent o f an uncommon a c t ,  but i s  much more in  keeping here w ith . 
the general n o n -n a tu ra lis tic  tone o f the conversation* The climax i s .



fo r  once, a  noioy one:

GUS I ¥S*V S GOT NOTHING LBïTÎ HOTHIÎïGl DO YOU UlŒBSTAia? *

The e f f e c t  i s  on ly , aa in  B irthday Party®, the  prelude to  the  
r e a l  olinjax o f s ile n c e , foreshadowed by the r i t u a l  in s tru c tio n s :

Bobody says a  word • • • •  **

The play lo ca te s  the genera lised  anx ie ty  o f the e a r ly  work firm ly  in  
8%eclfio s e tt in g s  and c h a ra c te rs , and thus gives p o in t to  the P in te r  
t r ic k s  o f dialogue and s ilen ce  which make i t  up.

"A S lig h t Aclie®, produced in  1961 bu t f i r s t  presented on 
rad io  in  1959, belongs in  s ty le  w ith the e a r ly  p lay s , the  H atch se lle r 
f ig u re  tak in g  the place o f tlie dumb w aite r as a n o n -n a tu ra lis tie  
re ference  around which the p lay  revolves* Here the p a ra l le l  o f b i r th  
and dawn from "The B irthday Party® i s  made more e x p l ic i t  by the  s e t t in g  
on Midsummer Day: the  t r a n s fe r  o f  power w ith in  the p lay  ia  a c r i s i s -  
p o in t which d iv ides a ra d ic a l ly  d if f é ra n t  p as t and fu ture#  The progress 
o f  the p lay tends towards the p rim itiv e  and away from c iv i l i s a t io n  in to  
n ig h t and I t s  subconscious d r iv e s , and i s  co n s tan tly  re fe r re d  to  in  
terms o f morning, afternoon  and evening. Tlie invasion  o f the wasp, 
the  unizradlctable s tran g e r which fo resees  the K a to h se lla r, uses the 
energy which might have d e a l t  w ith  the r e a l  th r e a t .  This occurs 
immediately a f t e r  the p h ilo lo g ica l confusion about names, and c o n s ti t 
u te s  a s te p  in  the crescendo o f a tta c k s  from o u ts id e , which are  
ra p id ly  b u i l t  up to  allow  fo r  tlia long decline  o f Edward* P in te r ,  in  
h ia  f i r s t  p lay to  a  mass audience, i s  exposing h is  technique more 
fo rc e fu lly  than before* The re la tio n s îiip  o f death w ith  Edward's eyes, 
the " s l ig h t  ache" which fo rsees  the pseudo-death a t  th e  end, i s  
expressed e a r ly  in  the p lay :

FLOÎA: What a  h o rr ib le  death*
EDWARD: On the  contrary#

(pause)
Flora* Have you got soD#tjiing in  your eyes? ****

Tlie t e r r i t o r i a l  consciousness o f tli® ch arac te rs  i s  again  o v e rtly  s ta te d

* P 68** ? 66
*** Described by E ss lin  ("The Peopled Wound® P 91) ass "The co

ex istence  o f extreme realism  and the symbolism o f the  dream.® 
**** P 12
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aa 1b the l la to h s e lle r 's  d e n ia l o f Edward's fo rays from the gardens

EBVARD: ( to  h im self) I t  used to  give me g re a t p leasu re , euch
p leasu re , to  s t r o l l  along through the long g ra ss , out 
th r o u ^  the wc uk gate  #,** ♦

T'ois passage comes immediately before h is  r e t r e a t  in to  'bhe wornb-ll^e 
scu lle ry*  Hsro h© ean crouch in  the dark In  a  r e t r e a t  to  infancy*
Owing to  tJi0 food, tlic s c u lle ry  i s  a  fav o u rite  room fo r  ch ild re n ,
Even the mime r e c a l l s  the word "skull® , o r d ea th , con tinuing  the 
emphasis on names apx^arent in  the f i r s t  l in e s  of the play#

The development o f  the r e s t  o f the p lay  i s  one o f  language 
a lo n e , aM  i s  d iscussed  in  P a rt II*  Tie n e t t le s  in s id e  Edward's gate  
gain  ground g radually  on h ia  c iv i l i s e d  enclave in  the form o f the 
F ia tohse lle r, and im portant elements o f P in te r 's  constan t tliemes a re  
in troduced in  a  sh o rt space of time to  make Edward's co llap se  in e v i t 
able* The use o f reversed  dram atic irony  i s  l ik e  th a t  o f "The HcHaecoming:  ̂
where Max's a t t i tu d e  to  Ruth a t  f i r s t  seems u n in te l l ig ib le  i here 
Edward knows wiiat i s  liappening to  F lo ra  bofor© the audience d æ s ,  and 
the vio lence o f  h is  a t ta c k  i s  only ju s t i f i e d  la te r*

EDWARD: 111? You ly in g  s lu t*  Get back to  your t r o u ^ .

But tlie p lay i s  too sh o rt to  allow  any reason to  be given fo r  h is  
a t t i tu d e  w ith in  the dram atic co n tex t, and the r e s u l t  i s  tlia t P in te r  
BoeiBs to  be ta r r in g  a l l  women w ith the same brash  — they a re  condemned 
as  a  m atter o f course , and the exp lanation  ia  secondary* Edward shows 
n o s ta lg ia  fo r  h is  l i f e  in  the morning:

EDIZAED: *.* my aim vaa p e rfe c t, I  could pour w ater down the
spoon-hole*

This i s  another simply p r e s ^ te d  asp ec t which has more complex m anifest
a tio n s  ©Isewliere, in  the  reminiscence's o f Goldberg f  and o f Max* f f  
Til© unnecessary und erlin in g  o f the t ra n s fe r  %dior@ F lo ra  gives the tra y  
to  Edward la  the most g la r in g  exsmpl© of P in te r 's  coarsening o f h is  
dram atic tex ture*  "A S l i ^ t  Ache®, th o u ^  a  sm all-sca le  l in g u is t ic  
m asterp iece, f a i l s  to  convince as a  d ram atisa tion  o f a  nigiitm; r e ,  owing 
to  the overemphasis end the absence o f any n a tu r a l is t ic  r e a l i ty  in  the

* P 15 -  16
** p 53
*** p  55
f  "The B irthday Party"
f f  "The Eomecomlng"



cîiaractera*
The obsessiv® d e ta i l  o f the stage  s e t  o f "The Caretaker"

( i 960) co n trib u tes  to  the combination o f fe e lin g  w ith  which the audience 
approaches tlie play* The c a re fu l p resen ta tio n  o f everyday o b jec ts  
through the  concen tra tion  on in s ig n if ic a n t appli^fanoes and p ieces o f 
equipment, takes the  p lace o f the food theme in  the o th e r  p lay s , in  
serv ing  aa symbols fo r  the development o f the  re la tio n sh ip s*  The s tta c k  
on Davies by Kick w ith  the E lec tro lu x  i s  the most o v e rt p resen ta tio n  o f 
the "nausea" w ith the o b jec ts  o f modem l i f e  vdiich P in te r  shows and here 
I s  ak in  to  the nausea which he has sa id  he o fte n  fe e ls  fo r  words* ♦
Tlie a c tio n  i s  both game and ^ i r e a t ,  a  combination fa m ilia r  from "The 
B irthday I ^ t y " ,  and K ick 's  com plexity o f  motive c o n tra s ts  w ith  DavieoS 
rô b re a t to  b as ics  w ith h is  knife* S im ila rly  the long c h ild ish  game 
w ith  D avies' bag In  Act I I  r e la te s  the je s s in g  o f  the sense o f  D avies' 
id e n t i ty  to  and f ro  between Kick end Aston, each c h a ra c te r 's  sub jec tiv e  
view o f him being considered in  tu rn  in  the p lay , bu t a t  the  end le v ie s  
re tu rn s  again  to  b asic s  — i t  i s n ' t  h is  bag* He has no o b jec tiv e  
id en tity *  The p lay  u t i l i z e s  the tlieme o f the "o u ts id e r"  to  show the 
developing, bu t in  the end unchanged, re la tio n sh ip s  between the th ree  
cliaracters*  Each in  tu rn  i s  made to  seem the enigm atic s tra n g e r  to  the 
audience and to  one o th e r  -  Kick in  Act I ,  Aston i a  Act I I  w ith  h is  
mental unbalance, end D avies, in e v ita b ly , in  Act I I I .  The v o lu b i l i ty  
o f  the ch arac te rs  looks forward to  "The Dwarfs" o f  the same year in  
s ty le  o f p re sen ta tio n , a l th o u ^  the  games which Kick plays w ith  Davies 
r e c a l l  Goldberg and HcCarm in  the s u r r e a l is t ic ' b u ild in g  up o f comic and 
menacing a b su rd ity :

KICK: Here you are* F urn itu re  and f i t t i n g s .  I ' l l  take fo u r 
hundred o r  the n ea re s t o f f e r ,

K ick 's  sx^ooliea a re  a l l  p a t In  con tex t by h is  f i r s t  a c tio n  i a  the p lay  
( a f te r  h is  b r ie f  appearance a t  c u r ta in  r i s e )  -  the v ic io u s  a tta c k  on 
Davies*

The audience i s  involved, as  in  the  plays o f Stoppard and 
Saunders, by the device of con tinual f ru s t ra t io n  as  no a c tio n  on the 
stage i s  ever reso lved ; t l i is  i s  a  technique opposite to  th a t  o f  Osbome, 
Wesker o r  Arden, who f u l f i l  t h e i r  aud ience 's  expecta tions in  terms o f .

* "W riting fo r  the Theatre" P 81
Act I I  P 55



both draiEa and the p lo t*  N either technique can be proved to  be " l ik e  
l i f e " ,  o r n a tu r a l i s t i c ,  bu t botli can 'w ork ' on the s tag s  by tlie various 
methods o f invo lv ing  the audience* This i s  done em otionally , by shock 
ta c t i c s ,  in  P in te r ,  and ra t io n a lly  by sympathy and id e n t i f ic a t io n ,  in  
Ardent both a re  combined in  Osborne* l a  terms o f purpose the p lay can 
be seen as  a  frame f o r  A ston 's  speech a t  th e  end o f  Act I I ,  which i s  
com pletely divorced from the a c tio n  by the s tag in g  technique i

(l?y the c lo se  o f  the speech only ASTON can be seen c lea rly *
DAVIES and a l l  the  o tn e r o b jec ts  a re  in  shadow) *

The form o f the speech in  i t s  s e lf - re v e la t io n  a n tic ip a te s  the use o f  
language in  "Landscape" in  1968* Tiia speech i s  so powerful in  i t s  
indictm ent o f the methods used on Aston th a t  the remainder o f the p lay 
r e t r e a t s  in to  in s ig n if ic a n c e , D avies' s ta tu s  in  the house and h is  f a te  
seeming I rre le v a n t beside the r e a l i ty  generated by A ston 's  memory* The 
fo rce  o f the  rem iniscence i s  supported by the lack  o f the Usual l i a t s r  
m ystery in  the p lay ; the  p a s t ,  p resen t occupation and fu tu re  o f the 
ch arac te rs  i s  never in  doubt* ** There i s  l i t t l e  attem pt to  conceal 
the i*eal answer to  A ston 's  question ;

ASTON; You Welsh?
(Pause)

DAVIES I W ell, I  been around, you know • • • •  ***’

D avies' name and h is  constan t use o f the in te r je c t io n  'man' f irm ly  p lace 
h is  o rig ins*  Both the  s e t  and the a c tio n  o f the p lay  serve b a s ic a lly  
to  dram atise a  s ta te  o f mind* A ston 's E*C*T* trea tm en t, P in te r  i s  
egying, produces a v o rld  seen l ik e  th i s ;  Bevies and even Kick are  u l t 
im ately  only Important in  r e la t io n  to  Aston as a t te n t io n  i s  focussed on 
h is  suffering*

The pleys o f I960 show d if f e r e n t  asp ects  of the coarsening o f 
the  tev tu re  o f P in te r 's  work by overemphasis and s im p lif ic a tio n  — f i r s t  
seen In  "A S lig h t Ache" -  while i l l u s t r a t i n g  h is  abandonment of. the 
symbolic, s u r r e a l i s t ic  end a b su rd is t elem ents o f  the e a r ly  work in  
favour o f  a  more t r a d i t io n a l  appeal to  the audience* The menace.

* Act I I  V 54
** See in tro d u c tio n  to  P in te r  in  th is  ch ap te r; K ick 's  tra d e , A ston 's

in c a p a b ility  end the continuance o f D avies' tramp tîirougii l i f e  .
a re  unequivocal, bu t P in te r  shows l i t t l e  in te r e s t  in  tliem.
Act I  P 25

**** "Once the cod© i s  deciphered, we a re  l e f t  w ith  a  c liche*"
(Kennedy "S ix  D ra iia tis ts"  P 173)



being explained , lodsea eooe fo rc e , aa J  E Teylor p o in ts  outs

Til® iceaaod i s  e f fe c tiv e  alm ost in  inverse  p roportion  to  i t a  degree 
o f p a r t ic u la r iz a t io n , tlia ex ten t to  which i t  involves overt 
physica l v io lence o r d i r e c t  tlireata#  *

"A lUgiit Out® (braodcast I960) uses ch arac te rs  in  a  way which maizes 
tîieia l i t t l e  mox© tlian stock  fig u re s  in  the working-out c f  the p lo t*  
W ritten  fo r  ra d io , tlie p lay  depends to  a  g re a te r  e x ten t than usual on 
c e r ta in  stock  words, ra t lia r  than  on the  d e lic a te  v a r ia t ic r s  o f  speech 
between c lia ra c te rs , Tlie word "Grandma” in  Scene I ,  and the  emphasised 
and meaningless "good®, " f a s t” , "c lev e r” in  Scene I I  r e c a l l  Simpson in  
th e i r  fulfillm ent o f  tlia aud ience 's  expecta tion  — we expect tliea to  
re c u r , and they doi there  i s  noth ing  unexijected huro , Tlie mother i s  
a l l  P in te r 's  m aternal c lia rac ters  ro lle d  in to  one b a l l  c f  s tu p id ity  and 
u n se lf ish n e ss , and in  tlm sar^e way eacli o f the c lia rac te rs  ty p if ie s  what 
he o r she rep resen ts  to  aa  e x ten t wliich would d estroy  the f in e  tone of 
o liax ac te risa tio a  employed elsewhere by  P in te r .  But oa i t s  own comic 
le v e l the p lay works w e ll . Each climax — the a s s a u lt  a t  the p a r ^  and 
S idney 's a tta c k  -

SIDNEY: You're a  m other's  boy. **

— and the two tlireatened a tta c k s  w ith  the clock — punctuates tlie drama 
w ith  a  fo rce  which c a r r ie s  i t  along t l i r o u ^  the  c o f f e e - s ta l l  scene 
(Scene I I )  — rem iniscent o f  the "Revue Sketches” — and the  in tru s io n  o f
the  dominance m otif from the o th e r pjaya in  Act I I I  Sc 2 , T h o u ^  the
play ia  no t r e s t r l c t a d  to  P in te r 's  u sual c laustrophobic  i n t e r io r ,  i t  
i s  made c le a r  th a t  the "room” i s  th a t  o f A lb e r t 's  own mind, through the 
malapropism o f the o ld  man:

OLD ¥MU C<xapressed. I  t i io u ^ t  he tras looking compressed, d id n 't  
you, î ^ d  — ***

A lbert i s  compressed, o r  r e s t r i c te d ,  by h is  own em otional l im ita tio n , 
and a t  the  o th e r end, in  the l a s t  scene, p h y sica lly  so :

(His body f re e z e s . E ia gaze comes down. His leg s  slow ly come 
to g e tiie r. He looks in8?ont o f him .)

The p lay ia  f re e  to  u t i l i s e  a  v a r ie ty  of in te r io r s  and e x te r io r s ,  w ith

* J  R Taylor "Anger and A fter” P 526
** Act I I  So 1 P 70

Act I  Sc 2 P 49 
Act I I I  Sc 5 P 86
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a  wide outlook no t found elsewîiere l a  P in te r 's  work. With no attem pt 
to  p o rtray  the development o f the a c tio n  and ch arac t4 r o f the major 
p lay s , "A N i ^ t  Out” shows him using  h is  teclm iques to  comic e f f e c t  
w hile su b tly  inc lud ing  c lu es  to  a  deeper meaning# At the end the s tr e s s  
on tlie m eaninglessness of the words r e c a l ls  E D Laing 'a  "Knots” , ♦ and 
i s  a  s im ila r  expression  o f the  c y c lic a l and irre so lv a b le  n a tu re  o f good 
and e v i l  as  seen tlirou^icm t P in te r  t

HOTHNEj I t ' s  no t as i f  y o u 're  a  bad boy . . .  y o u 're  a  good boy
1 know you a re  .* .*  I t ' s  no t a s  i f  y o u 're  r e a l ly  bad,
A lb e rt, y o u 're  no t . . . .  y o u 're  n o t bad, y o u 're  good .$ ^

A te le v is io n  p lay  T l ^ t  School” (i960) shows the developments 
in  ”A K i ^ t  Out” to  an even g re a te r  e x te n t. The only mystery in  the 
p lay , to  i^^ ra lle l the aud ience 's  u n ce rta in ty  about A lb e r t 's  v io le n t a c t  
in  the former p lay , i s  tlie " tra d i t io n a l"  dram atic or^ about S a l ly 's  
c h a rac te r  and a c t iv i t ie s *  The ch arac te rs  are  used to  make jokes un
r e la te d  to  tlie p lay :

A2IÎIS: I  b e t you never had a  t a r t  in  p riso n , W ally.
WALTER: No, I  c o u ld n 't  lay  my hands on one#

The fu ll-b lo o d ed  t e r r i t o r i a l  s tru g g le s  o f the o th e r  p lays a re  here much 
reduced: a l l  th a t  remains i s  W a lte r 's  inconvenience, h is  annoyance a t  
the " P r i l l s  •*••# a l l  over the place” and the m atter o f  money. The 
land lo rd  i s  another version  o f Kr Kidd, but w ithout h is  humanity* The 
business w ith the a u n ts ' eavesdropping has a  purely  comic in te n tio n :

KILLY: Vlmt a re  they ta lk in g  about?
ARKIE: I  c a n 't  make i t  o u t.

There i s  no suggestion  here o f the unlmown to  give i t  depth . They do 
no t c a re , so tlia audience does no t e i th e r ,  and W alte r 's  and S a l ly 's  l i e s  
a re  tra n sp aren t to  the audience, and to  each otlier* W alte r 's  o rders to  
S a lly  are  lu d ic ro u sly  out o f p lace in  th is  con tex t and the p la y 's  o u t-  
ccxas, S a l ly 's  departure^ i s  expected and th e re fo re  of no dram atic in te re s t .  
The piece f a l l s  to  work s a t ie f a c to r i ly  even on the s l ig h t  le v e l o f 
"A Kigjit O u t",,

"The Dwarfs", f i r s t  produced on rad io  in  I960, d isca rd s  the

♦ See Appendix 
**Act I I I  So 5 P 8? 
**» p 84 

p 104



parapherna lia  o f a c tio n  of the  o th e r two plays to  ooncentrate on words 
-  p a r t ic u la r ly  as they express the mind o f  Len* Unlike tlie e a r ly  work, 
which dram atises the process o f consciousness, the psychological b a s is  
fo r  th i s  p lay  i s  only s ta te d , r a th e r  than examined, aa a  r e s u l t  o f i t s  
developcient from an unpublished novel, and the c o n tra s t between the

anA -
vaguely portrayed scenes and c lia rac ters  o f th i s  p lay  the ta u t  c e r t 
a in t ie s  o f the s im ila r  "Landscape” shows P in te r 's  develppsent o f 
experience. Here the  more "dram atic" elem ents, in s te a d  of making the 
d ram  work, in ta :^ p t  the ly r ic a l  language. The l in g u is t ic  jo k es , o ften  
l i t t l e  more than puns, a re  no t in te g ra te d  in to  the movement o f  the p lay 
as tiiey a re  in ,  f o r  example, "The Dumb W aiter",  because the p lay  r e a l ly  
has no movement:

IfiH: Well^ i f  I'm  h is  gentlem an'a gentleman, I  should have
been looking a f t e r  the p lace fo r  him. "

The re v e rsa ls  o f  a t t i tu d e  l a t e r  ex p lo ited  in  "The Eomecomlng" (see 
P a rt I I )  do no t add to  the c liax ac ts rlsa tio n  h e re , bu t serve fo r  humour 
and no more:

LEN: I 'v e  got the  most shocking b la s te d  cold  I 'v e  ever had in
a l l  my l i f e ,  (He blows h ia  nose) S t i l l ,  i t ' s  n o t much 
o f a  nuisance, r e a l ly .  **

Tna elements c f  the p lay  which demonstmate Len 's echisoj^irenia — h is  
s e lf - re v e la to ry  speeches which v eer w ild ly  from the general to  the 
personal and a c tio n  to  s t i l l n e s s  'HH#- a re  obscured ra th e r  than c la r 
i f i e d  by tlie s e m i-n a tu ra lis tio  Inconeequentality  of the surrounding 
d ia logue . The evocation o f L ea 's  room which i s  h is  s lo i l l ,  dead cen tre  
in  a  B eck e tt-lik e  lim bo, r e c a l ls  the "compressed" A lb ert o f  "A Night 
Out" I

LEN: . . .  There i s  my hundred w att bulb l ik e  a  dagger. This room
moves. This room i s  moving. I t  has moved. I t  has 
read ied  . . . .  a  dead halk# This i s  my f ix tu re  . . .  ****

I t  beoŒoes the u ltim ate  expression  of the agoraphobia o f a l l  P in te r 's  
characters*  P aradox ically , vdiile rev ea lin g  the b a s is  o f tlie psychology 
o f h is  ch a rac te rs  in  th is  way, P in te r  shows them to  be u ltim a te ly  only

# p 93 -  a lso  th e  " I t ' s  got a  s ip  a t  th e  h i]^ "  dialogue* The
emphasis i s  on repeated  phrases. .

#* p  94
For example, "He cah e a t  l ik e  a  bullock **" and "There i s  my
ta b le  .* *"
P 96
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concerned w ith word-play;

LSSi The t r a in  moves, g ran ted , hu t w h at's  a  t r a in  got to  do 
w ith I t ?  ♦

The r a t io n a l i ty  o f Pete —

PSTSi Every time you walk out o f th is  door you go 0 tr& i# it over 
a  c l i f f .  **

•  I s  put in  perspective  by the dream l a  the  tube tu n n e l, which leaaediat- 
e ly  fo llow s, s tre s s in g  the r e l a t iv i t y  o f the experience o f a l l  the 
c h a ra c te rs . Losing the c o n tra s t o f  n ig h t and day by the ep isod ic  
nature o f the scenes, P in te r  a lso  lo ses  the coherence o f the e a r ly  p lay s , 
w ithout rep lac in g  i t  w ith a  psychological o r  n a rra tiv e  coherence, Tlie 
food ©ffi}^ta-is which recu rs  th r o u ^  the p lay , the constan t snacks which 
never become m eals, lo se s  i t s  e a r l i e r  s ig n ifican ce  by over-use . The 
equation , by Len, o f Pete and Mark w ith g u ll  end sp id e r re sp e c tiv e ly , 
both v io le n t and unpred ic tab le  f le s h -e a te r s ,  makes e x p l ic i t  by ex tension  
the  animal behaviour o f P in te r 's  o th e r c h a ra c te rs . But in  f a c t  i t  adds 
noth ing  to  "The Dwarfs"; the  two ch arac te rs  have n o t enou{^ r e a l i ty  
w ith in  the play to  show whether Len 's a t t i tu d e  can be supported.
The m eaninglessness o f Len'e question  —

LEN; Do you b e lieve  in  God?

— where avoidance i s  M ark's only possib le  answer. In troduces Len's l a s t  
long speech befora h is  ambiguous h o sp ita l s ta y ,  f  The climax o f the 
p lay  in  L ea 's  l a s t  speech i s  obscured by the  co n fro n ta tio n  o f Fete and 
Mark; th e i r  q u a rre l, unsupported by any e a r l i e r  development o f th e i r  
c lia ra c te rs . I s  I rre le v a n t to  the p lay . Those elements o f "The Dwarfs" 
which look forward to  the plays o f 1968 are  obscured by an attem pt a t  
orthodox th e a t r ic a l i ty  in  a ly r ic a l  theme.

In  the e a r ly  1960's two te le v is io n  plays continue the  coarsen
in g  of e f f e c t  and s ty lo ,  in  the I960 rad io  work, bu t o f  the two "Tlie 
C ollection" (A ssociated R ediffusion T elev ision  1961, staged 1962)

*  B 99
*» P 101
*** "Pete and Mark a re  f a i r l y  shadowy f ig u re s ; they  a re  seen frcan

Len 's p o in t o f  view ." (E ss lin  "The Peopled Wound" P 122)
p 111

f  la  Pate ly ing? Probably he has been in  a  c e n ta l h o sp ita l (see 
the l a s t  Si^eech o f the p lay ).



i s  a  much s l ig h te r  piece which u t i l i z e s  the t r a d it io n a l  c lo th in g  and 
c h a ra c te r-a c tin g  p ro fession  of the ac to rs  to  show P in te r 's  answer, or 
one o f h is  answers, to  the problem c f  a  successfu l re la tio n s h ip  in  the 
world o f games he portrays* His v isu a l joke w ith the audience, aa the 
milkman a t  f i r s t  seems to  be the lo v e r, i s  in  keeping w ith the  l ig h t  
to n e . The s im ila r i ty  to  Osborne's "Inadm issible Evidence" i s  only on 
the su rfacef here th ere  i s  no confusion about r e a l  id e n t i ty  as th ere  
ia  in  B i l l  M aitland 's  mind, Richard and Sarah are  p lay ing  games w ith 
each o th er and tlie audience.

The two te le v is io n  plays of the l a t e r  I960*a complete P ia terS s 
excursion in to  mass-audience appeal, broken by the major p lay  "The 
Eomecomlng", "Ihe Tea Party" (BBC I 965) uses the camera, (as I  have 
discussed i a  P a rt I )  in  a  much more ra d ic a l  way than the e a r l i e r  p lay s , 
rev e rs in g  the s ig h t and sound c r i t e r i a  o f B isso n 's  view point to  dram atise 
h is  r e t r e a t  in to  h is  own s k u l l ,  ♦ Elements o f the p lay stand  out from 
the casual c h a ra c te r isa tio n  which P in te r  employs, Wendy's leg -c ro ss in g , 
i n  her f i r s t  In terv iew , makes more e x p l ic i t  the sexual na tu re  o f the 
scenes in  P in te r 's  o tlier p lays where such an a c tio n  i s  ordered and 
looks forward to  R uth 's drawing o f a t te n t io n  to  i t  in  "The Homecoming", 
The a n x ie tie s  and c o n f lic ts  o f the c lia rac ters  a re  more fa m ilia r  and 
av a ilab le  than in  the o th e r works

BISSON s Have you ev sr been happier? With azqr o th e r man? *♦

Such remarks emphasise the r e le n t le s s  and unexplained darkness which 
envelopes Sisson h im se lf. The Twins, as  ad o lescen ts , ar-e a  very ra re  
ch aracter-typo  in  P in te r ,  but can be seen to  t a lk  and a c t  ex ac tly  l ik e  
a d u lts .  I t  may be s ig n if ic a n t th a t  P in te r  i s  unable to  %rrite convinc
in g ly  about any ch arac te r  under the age o f  tw enty-five {Jam  in  "The 
Basement" i s  l i t t l e  more than a symbol fo r  young womanhood ***), a 
r e s t r i c t io n  which adds to  those a lread y  d iscussed  in  the in tro d u c tio n  
to  th is  s e c tio n . As he has lo s t  her® the t ig h t  s tru c tu re  o f the o th er 
work, P in te r  i s  unable to  hold th is  play to g e th er i a  any form o f 
development* many c f  th e  scenes seem to  be completely a r b i t r a r y .  An

* " In  te le v is io n  plays like 'T he  Tea P a rty ' we a re  more obviously 
ê ^ ^ ^ ^ ê u L to  a  s in g le  d is to r t in g  p o in t o f view ,"
(Katliarine Worth "Revolutions in  Modern English Drama" P94) 
p 16

*** "Jane serves -  l ik e  S te l la  in  "The C ollection^ -  as both c a ta ly s t  
end o b jec t of the men's needs, a  co lo u rless  ro le  in  the  "Me Tarzan 
— You Jane" ^ s i t i o n  to  which men re le g a te  women, according to  
P in te r ,"  (Baker and Tabachnlck "Harold P in te r '' P 51)
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©acaiaplô 1@ B isson 's  paran ts  in  the scene in  B isso n 's  house, who only 
seem to  he in troduced her© fo r  a  ty p ic a l b i t  o f Pinter©sque, Jew ish, 
inconsequentia l d ia logue:

FATHER; Oh, your m otlier's had a  few p a in s. You know, ju s t  a  few*
MOTHER; Only a  few, Jolm. I  h av en 't had many p a in s .
FATHER; I  only sa id  you'd had a  few. Not many. *

The progress to  nothinghesa of the l a s t  scene lo ses  fo rce  by the lack  
o f d ire c tio n  o f the r e s t  o f the drama* Bisson and h is  fam ily a re  no t 
rounded o r r e a l i s t i c  enouc^i to  bold r e a l  audience in t e r e s t .

The ac tio n  and language o f nomecoming" (1965) have been 
ex ten siv e ly  d iscussed  in  P a rts  I  and II*  The p lay  i s  P in te r 's  c le a re s t  > 
d e c la ra tio n  th a t  the s tru g g le  fo r  power i s  conducted on a  phj^sical o r 
simple conversational le v e l ,  a  theory  which I  f e e l  i s  lim ite d  by h is  
choice o f s e tt in g s  and e lie ra c te rs , as I  have Already sa id  in  tlie 
in tro d u c to ry  note to  P in te r  in  th is  section* Ruth i s  the penultim ate 
s te p  on the way to  the complete an im al!ty  o f Jane in  P in te r 's  procession 
o f p ra c t ic a l ly  m indless women* I t  i s  n o t the lack  o f everyday i n t e l l 
igence which c lia rac te rise s  Ruth, any more than in  the ease o f Sarah of 
"The Lover" o r  S te l la  o f "The C o llec tio n " , bu t a  re lia n c e  on those 
aspects  of humanity, tlie d i r e c t ly  p h y s ica l, which devalue the whole 
h ie ra rc h ic a l p a tte rn  which the m n  have s e t  up . The use o f food and 
d rink  comes to  i t s  fu n ctio n  th ere  i a  the p re c ise ly  used symbols, and 
a c tu a l i t i e s ,  o f the g la ss  o f w ater end the cheese ro l l#  The few and 
spare ac tio n s  onstage, o f Ruth, Sam, and o f the tab leau  a t  the end, a re  
in te g ra te d  w ith the l in g u is t ic  dsvelopment to  a  p o in t which makes 
"The Homecoming" P in te r 's  b e s t p lay  (he h im self sa id  he was most s a t i s 
f ie d  w ith i t )  # His condemnation o f the n u clear fam ily , however, which 
to  a  c e r ta in  ex ten t has been h is  constan t t  ©me th r o u ^  tlie period , 
f a l l s  to  po in t to  anything to  take i t s  place except m indless an im ality  
coupled w ith complete mercenary am oral!ty . The achievement o f  the p lay 
i s  in  i t s  expression  o f the dilemma o f a l l  P in te r 's  ch a rac te rs  in  the  
most p rec ise  and dram atic terras.

"The Basement" (BBC 196?) belongs w ith the e a r l i e r  te le v is io n  
drama in  i t s  us© o f the camera to  make e x p l ic i t  the c o n f l ic ts  and 
re la tio n sh ip s  o f  the c h a ra c te rs , a  process which in  h is  e a r l i e r  plays 
was concealed in  the language i t s e l f *  The a l te rn a t in g  w ordless and
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vordy 6c©a©s o f the play correspond to  the frequen t c h a n ts  o f decor in  
rep re sen tin g  the two le v e ls  o f  co n flic t*  th a t  o f  the c iv i l i s e d  dialogue# 
and th a t  o f  p rim itiv e  physica l a ttack*  The bew ildering succession of 
w in ter and summer scenes and o f in te r io r  and e x te r io r  breaks up the 
su b tle  progress o f the ro<m in to  S to t t*8 hands and Jane in to  law*8* the 
movement i s  made d e f in i te # bu t i t s  f in e r  p a tte rn s  a re  drowned by the 
«strobe" e f f e c t ,  the f l ic k e r  o f constan t change* *  The climax o f tiie 
p lay  in  the scenes o f the  marble-throwing and the  b o t t le  f lg ^ t  i s  
s u f f ic ie n t ly  d if f e re n t  in  tons from the r e s t  of the  p lay  to  seem out o f 
place* As s^Tibolio scenes they a re  too s p e c if ic a l ly  n a tu r a l is t ic  (w ith 
til© d e ta i ls  o f the g o ld fish  and Jane*s domestic a c tio n s)  to  work, and 
as natu ra lism  they f a i l  by the i l l o g i c a l i ty  of th e i r  con tex t in  the 
play* ** The re v e rsa l a t  the end i s  a s  a rb i tr a ry  as idmt in  "A S l i ^ t  
Ache"* i t  c lo ses  o f f  #ie sequence n e a tly  bu t has no b a s is  in  symbol o r  
naturalism *

tik e  Homecoming", "Landscape** ( l% 8 ) has been d iscussed  
in  P a rt I I ,  and th e re fo re  needs l i t t l e  an a ly s is  here* The im plied 
re la tio n s h ip  end the movement towards climax are  e n t i r e ly  v e rb a l, and 
the îf â tu ra l is t ie  s e t  only serves as a  p ic tu re -frasw  fo r  the evocation 
o f  the past* By the exclusion  o f the usual dram atic e f fe c ts  o f  movement, 
dialogue and p lo t the audience i s  encouraged to  id e n tify  f u l ly  w ith the 
c h a ra c te rs , end the c a th a rs is  o f the counterpo in t a t  the end, between 
male a s se r tio n  (Yang) and female jo y fu l acceptance (Yin) i s  e n t i r e ly  o f 
the emotions* The p lay  rep resen ts  the fu r th e s t  l im i t  o f " r e tr e a t"  drama 
(see P a rt I )  in  i t s  abandonment o f any attem pt to  make the audience 
th in k , o r  a lie n a te  i t  from tW  expression  o f ©motion on the stage* The 
f a m il ia r i ty  o f the expression  appeals d ir e c t ly  to  the sympathy o f the 
audience in  a  way more rem iniscent o f ly r ic  poetry  than o f the stage* 

P lnter*8 work I l lu s t r a t e s  th a t  impulse in  modem drama which 
i s  opposite to  the tra d it io n  o f Brecht* T hrou#out h is  p lay s, he 
concentrates a t te n t io n  on the development o f in d iv id u a l re la tio n sh ip s  
in  s itu a tio n s  v i r tu a l ly  divorced from the world around them* The u ltim a te  
end o f th is  process i s  the p o in t, in  many o f the p la y s , in  which the

♦ Bond's use o f such a l te rn a t in g  scenes, in  c o n tra s t ,  t i e s  the a c tio n  
o f h is  plays to g e th er by a  con tinual re tu rn  to  one them© as a  
b a se -lin e  fo r  tlie action*
A cliarao ter as unresponsive as  Law i s  a t  th e  beginning could no t 
a c t  th i s  way*
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droKia becomes repx*©3©ntatioa of the evants w ithin the mind of ttie main 
charac ter. Although the early  work hra a f f in i t i e s  with tlia t of Stoppcird 
and Saunders in  i t s  th es is  th a t the world i s  u lt ia  i te ly  Incomprehensible $ 
the la te r  work irogreases more end more towards a  pessim istic  view o f  
mankind, whei'e impulses towards good are as weak and in sig n ifica n t w ithin 
the drama as they are in  the work c f  Bond and Budkin* "Landscaxe" 
demonstrateèr an e n tire ly  new and positive  element but i t  i s  iro n ic  th a t 
th is  i s  only achieved by the a&sndonment o f those elements of a.? tu ra li3 -  
t io  thea tre  which are P in te r 's  g rea tes t s tren g th . *

I t  a lso  contrad icts the basis of the early  work;
"The more acute the experience the le ss  a r t ic u la te  I t s  expression." 
(P in ter -  brochure given to  audience a t  production of "The Hoorn" 

and "The Dumb Walter" 8 %irch 1960) *
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The tliree p lays w ritte n  by Stoppard In  tlie period ;
"Rosencrants and G ulldenstem  are Bead" (19&7)# "E nter a  Free Kan"
( 1968) and "The Real In sp ec to r Eoimd" ( 1968) d i f f e r  from eaCh o th e r as 
much in  ph ilosoph ical b a s is  as in  s ty le . A ll show a  degree o f the same 
type o f fa ta lism  as has been found in  the work o f the l a s t  fo u r 
p layw ri# its#  The end o f "Bosencrants and G uildenstem  a re  Dead" i s  
th e i r  acceptance o f d ea th , tlie hero o f "E nter a  Free Kan" and h is  fam ily 
to ta l ly  accept the course o f events and expect no o th e r , and the c r i t i c s  
o f "The Heal In sp ecto r Hound" are  c a u ^ t  up , ag a in s t th e i r  w i l l ,  in  the 
d ram a., But viitere "Hosencraata and G uildenatem  are  Dead" d iscusses 
many se rio u s  questions w ith in  a  broadly comic frasie, "E nter a  Free Kan" 
p resen ts  an e n t i r e ly  n a tu r a l is t ic  frmsa where the comedy and se rio u s  
purpose a re  inheren t ra th e r  than e x p l ic i t ,  and "The Heal In sp ecto r Hound" 
i s  pure fa rc e , although in  a  conventional s e t t in g .

Tiie a l ie n a tio n  experienced by üîe audience in  "Hosencrantz
and G uildenatem  are  Dead" as a  r e s u l t  o f tlm use o f the Shakespeare
contex t and the bare s ta g e , i f  o f f s e t  by the warmth and intim acy o f the
c o llo q u ia l dialogue and, as d iscussed  in  F a r t I ,  the "advance" towards
the auditorium# Stoppard uses the whole o f Act I  to  s e t  up the limbo
o f tim e, place and a c tio n  a  l in g u is t ic  humour s im ila r  to  th a t  o f
Simpson, a l l i e d  to  w ide-ranging bu t unconnected d iscussions o f lo g ic ,
science and philosophy, i a  order to  c o n tra s t i t  w ith  the im pression o f
r e a l i ty  a t  the end o f the scene. H am let's g ree tin g  o f Bonsencranta and
C uildenstem  ju s t  before the c u r ta in  con tains the fr ie n d sh ip  and warmth
which have been lack ing  in  the depicted  o u te r w orld. Tliia allows the
audience to  f e a l  th a t  a  degree o f c e r ta in ty  I s  breaking thro%#i the
miasma o f doubt which Imas been expressed about every conceivable su b jec t.
Act I I  does n o t con tain  the promised a c t iv i ty ,  bu t disSappoints the
audience in  a  way which i s  used by both Stoppard and Saunders. I  have
already  excmlned, in  P a rt I I ,  bow bathos in  the language o f the play
i s  used to  devalue the rh e to r ic  and l i i^ i  sentim ent expressed; , a  s im ila r
technique keeps the audience co n stan tly  expecting and co n s tan tly
disappointed in  th is  p lay  in  order to  convey the moral and p^iilosophlcal 
d iscom fort which i s  S toppard 's th e s is .  T)ie fa ls e  death  of the lead ing

P lay er, and the ac tu a l death  o f the P layers which fo resees  those o f



Rosencrantz end Gulldensterm , dem onstrates th is  constan t p laying on 
the expectations o f the audience, the  f in a l  withdrawal a t  the end o f t/i© 
p lay , In  the middle o f a  sen tence, being the u ltim a te  expression  o f th is  
technique* Tïm re s ig n a tio n  with which tlie ch a rac te rs  approach the fa c ts  
o f th e i r  l i f e  and death  la  no t counteracted by the l iv e l in e s s  of the 

Player" episodes o r ec lip sed  by the e x tra c ts  from"Haol@t" i t s e l f ,  but 
remains the basic e f f e c t  o f  tîie play* Choosing ch arac te rs  whose liv e s  
EU"d dcatna a re  a lready  encapsulated, in  "Hamlet" I t a a l f  allow s fto p rard  
to  make h is  ph ilosophical po in t o f apathy in  the face o f the events of 
the world w ithout being accused o f extending the a t t i tu d e  to  humanity 
in  g en era l, bu t th is  viewpoint devalues the play as  a  moral doctunont*
Tlie play works on sev era l le v e ls  — as coc^dy, as a  s a t i r e  on tW  fors^s 
o f the tn c fitre , and aa cwf^ient on c r i t i c a l  arproacM a to  Sahkesreara*
But e i th e r  the d lscusalona of id e n ti ty  a re  Introduced only fo r  comic 
jjurpcsss, cn which grounds they f a i l ,  o r S toppard 's p o in ts  a re  s in c e re ly  
meant, in  which case h is  " illu s icn ism " although ^lavlng much in  ccfozuon 
w ith other/iw cntleth-century drac^ , only confirma tha audience la  I t s  
in d iffe ren ce  to  events and s tim u la tes  a  ro s  ./onse o f cyn ical laugVitor in  
place of understanding*

**^ter a  Free IKan" shows Stoppard breaking completely w ith the 
free  s ty le  o f the e a r l i e r  play and w ritin g  a  t r a d i t io n a l  " fo u rth  w all" 
d ra m , using  a  r e a l i s t i c  rè s e t  and c h a ra c te rs , and n a tu r a l is t ic  dialogue* 
I t  may be a consequence o f the unstructu red  n atu re  o f "Hosencraata and 
Cuiddenstem  are  Bead" th a t  S top/ard  chooses the r e s t r i c te d  form here: 
Saunders »i?Akoa a  s im ila r  excursion in to  t ra d it io n a l  dram atic form In 
"Heiglibouj.-s", as a c o n tra s t in  w ritin g  tQQtmiqm to  h is  o th e r work* Tli© 
play a lso  looks b .ck to  e a r l i e r  d ram  in  p o rtray in g  a  fam ily ra th e r  than 
tli© s e r ie s  of p ro fessional re la tio n sh ip s  which a re  found in  h is  o th e r 
p lays, and the d o te - t ic i ty  o f the scene la  matched by a  new gentleness 
in  the husïiour, which echoes Sim peon in  Ua© use c f  repeated  dialogue*
This r e p e ti t io n  i s  a lso  found in  the c y c lic a l luiture of the plot# But 
there  i s  novürtiicless a d e f in ite  change botwoon the  beginning and end o f 
the p lay , as the c ir c le  i s  not q u ite  completed* Rosenoraut* and 
G uildeiistsm  go to  th e i r  d ea th s , but th e i r  and our understanding i s  no t 
increased* ■ These dlfibx*enc©s, hoi'fevor, conce&l tdio b asic  i^hilosopfoy 
which the play sh.ircs w ith H top .ard 'a  o th e r work. Although the underst
anding o f the world, and problem of personal id e n t i ty ,  a re  no t a t



stake as they are  in  the e a r l i e r  p lay , the sense -that both the major 
and minor trag ed ies  of l i f e  must be endured but cannot be changed, 
indeed can only be borne by opting out of any movement towards improve
ment, i s  the same. The acceptance of disappointm ent by a l l  the 
c h a ra c te rs , i s  the keynote of the p lay , and the only p o s itiv e  f a c t ,  
th a t  the  fam ily endures, does l i t t l e  to  counteract the p re v a ilin g  
pessimism about the achievements and a sp ira tio n s  of humanity.

"The Real In specto r Hound", aPwell-cons tru e  ted  fa rce  which, 
however, i s  lim ited  in  i t s  appeal owing to  i t s  b as is  in  s a t i r e  o r a 
very r e s t r ic te d  world -  th a t  of the London drama c r i t i c s  — uses many of 
the techniques o f the f i r s t  play fo r  merely comic e f f e c t .  The confusinn 
betvfeen s tag e , c r i t i c s  and audience and l a t e r  about the death of the 
ch a rac te rs , l ig h t ly  e x p lo its  the th e a tr ic a l  t ra d it io n s  in  a way which 
u t i l i s e s  the f a c i l i t i e s  of the l iv e  stag© to  the f u l l .  The success of 
th is  play shows th a t  tie audience has been educated in  th e a tr ic a l  
"advance" s u f f ic ie n t ly  to  accept i t s  conventions and th is  opens the way 
fo r  such a  to u r de force o f th e a t r ic a l i ty  as Saunders* "The Borage 
Pigeon A ffair*  ( l? 6 9 ).

Although w ritte n  e a r l i e r  in  the 1960's than S toppard 's p lays, 
the work of James Saunders follow s a  very  s im ila r  p a tte rn . His f i r s t  
p lay , "Barnstable" {i960), i s  a pure fa rce  which corresponds to  
S toppard 's "The Real Inspecto r Hound", "Neighbours" ( I 964) i s  h is  
excursion in to  r e a l i s t i c  drama, and the two major p lay s, "Next Time I ' l l  
Sing to  You" ( 1962) and "A Scent of Flowers" ( I 964) have much in  common 
in  technique and purpose with "Rosencrantz and G uildenstem  are  Bead". 
The dram atic teclinique of u t i l i s i n g  the l iv e  th e a tre  to  the f u l l  by 
co n stan tly  drawing the audience 's a t te n tio n  to  i t  i s  the b as is  o f "Next 
Time I ' l l  Sing to  You", as i t  i s  o f both S toppard 's major p lay s . But 
Saunders' form, with i t s  th e a tr ic a l  conventions and comic d ialogue, only 
serves to  enclose an expression o f philosophy which i s  as o v ertly  
p ess im istic  as anything understood in ,  fo r  example, Bond o r Osborne.
The ch arac te r of L izz ie , which both debunks and transcends the 
piriilosophical gropings of the o th er ch a rac te rs , Is  used to  in je c t  
some degree of hope fo r  the continued ex istence of hum anity 's p o s itiv e  
a t t r ib u te s  in to  the p lay , bu t cannot e c lip se  the extreme force of the 
expressions o f despair which are so prominent: ,

RÜBGEî A zoo, a zoo w ith a l l  the cage doors l e f t  open by an id io t



keeper, where the animals roam a t  w i l l ,  devouring on© 
ano ther, leav ing  ex o tic  fjad unlovely messes on the n ea t 
concrete fo o tp a th s . *

Here s i t s  a  p arce l of f le sh  on a  frame o f bones . . . .  I t s
name la  g r ie f  and i t  s ig n if ie s  -  nothing* **

DUSTi His l i f e  was a  joke; but h is  corpse has served i t a  tu rn .
#**

The e n t i re  complex etructujre o f the p lay , dedicated to  the overturn ing  
of the aud ience 's  expecta tions and p re jud ices by such means as the 
re v e rsa l of the H erm it's l i f e  — the d esc rip tio n  o f h is  death  preceding 
th a t  c f  h is  l i f e  — and ending w ith h is  conception, i s  d ire c te d  towards 
jo l t in g  the l i s te n e r  in to  a personal examination o f the most iirofound 
questions o f phllosopliy — those o f personal id e n t i ty  and the reason fo r  
l iv in g . The ep isod ic  and a n ti-c lim a c tic  s tru c tu re  sucdeeds in  a lie n 
a tin g  the audience s u f f ic ie n t ly  to  s u b s ti tu te  th o u ^ t  fo r  emotion, in
tlie same way as i s  achieved by the l in g u is t ic  teciiniques described  in
P a rt I I , while the long speeches d ire c te d  to  the audience, as  in  N ichols' 
"A Day in  the Death o f Joe Ig g ", produce enough fa m ilia r  hunanity to  o ff
s e t  tlie m o ra lis tic  tone of the work.

Tiie experience o f w ritin g  "Next Time I ' l l  S ing to  You" seems 
to  have pi’ompted Saunders to  mak© tlie su b jac tH aatte r o f tiie next p lay ,
”A Scent o f Flowers**, much le s s  g en era lised . Perlippa fe e lin g  th a t  the 
issu es  of the former play were too la rg e  to  be d iscussed  adequately on 
the s ta g e , he concentrates on the v a r ie ty  c f  in fluences on tlie su ic ide  
o f a  c h a rac te r  who la  as p a rtlo u la r ia e d  as N eff, Dust, Sudge and l iz z ie  
axe g en era lised  in to  ty p es. He r e ta in s ,  in  o rder to  malce h is  po in ts 
succinctly and c le a r ly ,  the n o n - re a l is t ic  dialogue sec tio n s  a re  tre a te d  
in  much the  same way as  tliose in  a  f ilm , as the aud ience 's  viewpoint i s  
s h if te d  from one time and place to  ano ther. The sense o f tlio in ev itab 
i l i t y  o f the tragedy i s  b u i l t  up inexorably by a chain  of circum stances 
which increao© in  ©motional impact u n t i l  the death c f  2o© a t  the  end 
of Act I I ;  th is  c o n s titu te s  the c le a r  climax wliich i s  lack ing  in  the 
e a r l i e r  play# The play works on sev era l lev e ls  o f in te rp re ta t io n , from

* Act IX P 56
Act I I  P 62

***  Act I I  P 66



the a c tu a l mending of a  b icycle  ty re  onstage th r o u ^  the fam ily episodes 
which are  dram atised, to  the opposed p a irs  of Zoe and her lover and 
Zoe and the p r ie s t  which are  monologues with unseen p a rtn e rs , and 
f in a l ly  to  the litjd u rg ica l and impersonal backgmund of the Î4ass i t s e l f .  
By th is  means the audience i s  drawn in  to  the a c tio n , and in to  id e n t i f ic 
a tio n , much more than in  the e a r l i e r  p lay , and the calm fade-ou t a f  
Act I I I ,  w ith S id 's  ph ilosophical ram blings, f u l f i l s  the same o b jec t as 
tlie jokes in  Nichols* "A Bay in  the Death o f Joe Egg"; i t  makes the 
experience both r e a l  and bearab le . In  both o f these plays th ere  i s  no 
question , as there  i s  in  Stoppard, o f lack  of understending of the events 
and people of the world, a l th o u ^  id e n ti ty  -  "being oneself"  — i s  a 
common problem to  both the Hermit and Zoe, the "v ictim s" of the p lay s.
But where the common humanity which abides a l l  d is a s te r s  i s  l i ^ t l y  and 
concisely  rendered in  "A Scent of Flowers" by the workmen in  Act I I I ,  
L izz ie , lAo i s  the corresponding f ig u re  in  the e a r l i e r  p lay , i s  no t a 
s trong  enough c h a rac te r  to  balance the philosophy of the p lay  as a  
whole,

"Neighbours", a  one-act examination of the im p o ss ib ility  of 
r e a l  communication between d if fe re n t races as a r e s u l t  o f cen tu rie s  of 
p re ju d ice , ha4i l i t t l e  in  common w ith  the o ther p lay s . The s e t t in g  and 
dialogue are  e n t i re ly  n a tu r a l i s t i c ,  and the problem i s  immediate and 
contemporary, in  c o n tra s t to  the wide h is to r ic a l  re ference o f h is  e a r l i e r  
work. The play makes i t s  impact and i t s  p lea  fo r  understanding w ith a 
g re a te r  economy than i s  usual w ith  Saunders, bu t i t  i s  u n ce rta in  what 
i t  achieves; the woman's answer to  the problem i s  so in d iv id u a l as to  
preclude a general in te rp re ta t io n , and th is  reduces the drama to  a 
circum stance more sp e c if ic  than th a t  of the o th er work. U ltim ately  
Saunders i s  saying th a t  th e re  i s  r e a l ly  nothing tl ia t  can be done about 
the problem of r a c ia l  tension ; the l ib e r a l  i s  as u se le ss  as the b igo t 
in  the content o f g, group whose life -ex p e rien ce  leads them to  r e je c t  
every approach as suspect,

' Saunders' plays have been described  as exp loring  d if fe re n t  
aspects  of the breakdown of communication, * but on the co n tra ry , i t  
i s  always c le a r  to  the audience and the ch arac ters  themselves what i s  
being sa id  and done. The se lf-ex p ress io n  of Meff, D ust, Zoe and the

* Back cover of James Saunders "Four Plays" (Penguin),



l îQ ,^  leaves no tîüng  vagua o r unexplained aa f a r  as  th e i r  charac ters  
and motives ara  concerned, w ith in  the ac tio n  as w ell as  towards tli.a 
audience# The problems examined a re  those of aspects  o f human nature 
i t s e l f ,  o f  the coning to g e th e r, in  so c ie ty , of types o f humanity so 
d if f e re n t  th a t  there  i s  no cDmson ground o f simpathy o r agreement to  
complément the abrasive f in a l i ty  of the ideas and emotions com unicated#

John A rden's work, which Is  g re a tly  v aried  (as has been shovm 
in  P a rts  I  and I I )  in  use o f the stage and o f words, a lso  covers a 
wider v a r ie ty  o f su b je c ts , s t r u c t  w a s  and theujes than th a t  o f any o ther 
playw right o f the period# Up to  1968 h is  purpose i s  d if f e re n t  in  
alm ost every p lay , but can be broadly c lassed  as p o l i t i c a l  r a th e r  tlia.n 
concemad w ith in d iv id u a l tragedy# But the e x p l ic i t  message o f such 
plays as "Sergeant Kusgrave'a Dance" ♦ and "The Horo Rises Up" i s  not 
so c h a ra o te r ia tio  aa the mode, occurring  in  these bu t to  a  g re a te r  
ex ten t in  the o th er p lays, of a  p resen ta tio n  of in d iv id u a l re p re se n ta t
ives o f c la s se s  and o th er groups defined to  vary ing  e x te n ts , in  c o n f l ic t ,  
in  which no overt s ta te  ment o f support i s  made# "The Waters of Babylon" 
and "The Vorldiousa Donliey" ax'© examples o f th is  mode, opposing 
d if f e r in g  p e rso n a lity  "types" who a lso  rep resen t d if f e r e n t  ways of lif©  
and th o u ^ t  which are  as unresolved as they  a re  in  s im ila r  work by 
Saunders# ** "Live Like l ig s "  and "Armstrong's Last Goodnight" are  
a lso  examples from the major work# Ocnurring a t  in te rv a ls  tliroxigh the 
period a re  ex erc ises  in  the purely  comic, ouch as "Wlien i s  a Door not 
a  Door" and "F rid a y 's  H iding", while combinations o f pantomime and 
melodrama, which con ta in  s .r io u s  purpose, booone more prominent w ith 
the c o lla c o ra tio n  w ith K argare tta  D'Arcy, f re e  "Tlie Business of Good 
Government" to  "The Royal I^irdon"# But these a re  only vague o o rre la tio n a  
o f d ire c tio n s  in  h is  work, as i t  i s  h is  sp e c if ic  in te n tio n  to  produce 
drama which i s  beyond c la s s i f ic a t ic n  ond unavailab le ' to  ordinary

♦ D espite J  S Brown's con ten tion  tlia t "Arden did no t wish to  argue, 
bu t to  o f fe r  a  fab le  ##,#### and l e t  the audience draw i t s  own 
conclusions#"
("Theatre Language*! PI94) - f
I f  th i s  i s  t ru e ,  tliea i t  i s  only tru e  of the e a r ly  work#

** "Next Tima I ' l l  Sing to  You",
"The Borage Pigeon A ffair"#



c r i t i c a l  methods# *
A rden's e a r l i e s t  p lay s, ( a f te r  "The Lif© of Nan" which i s  no t 

su ita b le  fo r  discuGeion here) "S o ld ier S o ld ie r" , no t produced on te le 
v is io n  U i.til i 960 but w ritte n  in  1957# ond "The Waters of Babylon"
(1957)# show the beginning o f two major s tran d s in  h is  work, and share 
asj-octs which immediately separate  him from tiia o th er plavwrighta of 
the period* \vhile the empliaais o f a l l  the o th e r clraria being w ritte n  
in  the "New Wave" a t  the time was on n a tu r a l is t i c  s e t t in g ,  p lo t  and 
d ia lo g u e ,,th a t  o f Arden i s  on an e n te r ta in in g  th e a t r ic â l  spec tac le  
above a l l ,  which includes to p ic a l and moral re ference  w ith in  i t s  
s tru c tu re#  Wliere a  se rio u s  su b jec t i s  r a is e d , as w ith F rank 's  h is to ry  
o r  P a rk e r 's  an ti-w ar p o l i t i c s ,  both s id es  of the question  are  presented 
w ithout p ercep tib le  prejudice# ,

Tliere i s  no iddkjlogical b as is  apparent in  "Tlie Waters of 
Babylon" comparable to  th a t  of the Wesker T rilogy w ritte n  In  the same 
years,**  Trie emotive nat;^re o f the su b jec ts  touched upon, frcsn 
rac ia lism  and p ro s ti tu tio n  to  Nazism and p o l i t i c a l  v io len ce , la  kept 
under co n tro l by the "conscious" aa tiu e  of the oud iecoe 's  experience 
of the play# The a l te rn a t in g  ve ise  and prose and the c le a r  "advs^nee" 
in to  the auditorium , A rden's a lie n a tio n  tecsiniques moving away from the 
conventions of n a tu ra lism , *** male a  r .- a p p ra is a l  o f those questions 
necessary  in  the l lg ii t  o f  thouMit ra th e r  than emotion# However, the 
degree to  which the ac tio n  o f the play r id e s  on these a s ;a c ts  of the 
p lo t i s  much le s s  tlian in  the l a t e r  work# Tlie mystery about F rank 's 
p a s t,  C assidy 's I*H*A# connections and Leap's repx’esen tin g  o f th© 
e n tire  panoply o f "Law and Crd^-x", fo r  example, are  more extensions of 
th e i r  in d iv id u a l p ^ rso n a litte s  t  an they ai"© R epresentatives of tlie se

* A uthor's  preface to  "Squire Jonathan •«•##"
" I  sp e c ia lly  d es ire  th is  d ed ication  

To wana the h ea rts  of those whoae cold devotion 
In  s e t t in g  down the fa c ts  and p i l in g  archives 
W ithin an a ir-co n d itio n o d  In s titu t©
■proûuces, fo r  theoGelves, a  Doctorate#
And fo r  tho poet^-death — w hils he s t i l l  liv es# "

** "Ardon p© m its h im self, in  M s treatm ent c f  the ch arac te rs  and
s itu a tio n s  in  h is  p lays, to  be la s s  influenced by moral preconcep
tio n s  than any o th er w r ite r  in  the B r it ish  th e a tre  today#" 
fJ  R Taylor "Anger and A fter" P 84)
(This i s  only tru e  of the e a r ly  work)#

*** "Basic to  Arden's draaa i s  something strik in tg ly  ak in  to  B rech t's  
ce leb ra ted  A -effoct#"
I ( J  E Taylor "Anger and A fter" P



forces* The re la tionaU ips which in  the l a t e r  work grow out o f c la s s  and 
p o l i t i c a l  s t iu c tu r e s ,  here dominate them, re s u l t in g  in  a much more 
t r a d i t io n a l  type o f drama, ru led  by "c /m rao ter" . The d isca rd in g  of 
naturalism  allow s A rden's c h a ra c te rs , w ith h is  opposite purpose to  tim t 
o f P in te r ,  ♦ to  say ex ac tly  what they mean to  each o th er and tlie 
audience* Although there  i s  o ften  d issim u la tio n  between ch a ra c te rs , i t  
i s  always conscious, and there  i s  no h in t  of the a s se r tio n  th a t  under
stand ing  o f events i s  u ltlm  te ly  u n av a ilab le , the c e n tra l  te n e t of the 
"d ram atis ts  of illu s io n "*

K rsnk 's extrem ely aabigious re la tio n sh ip  w ith m ora lity  i s  
simply and iiomedlately expressed to  the audience* he can be lik ed  in  
s p ite  o f h is  obvious f a u l t s ,  lay ing  a  foundation f o r  l a t e r  understanding 
c f  M s involvement w ith the concen tra tion  eainp* The to p ic a l s a t i r e  
which i s  l a t e r  the b a s is  o f more d ir e c t ly  a l le g o r ic a l  plays has i t s  
appcaranda h e re , in  tlie re ference to  the Press*

CASSIDY* Or some praisew orthy b e tro th a l announced combining
Saxon Spectacle w ith warm Levantine money and money with
tru e  love -  and how n ice  i f  we could keep a l l  the 
teenagers o f f  the s tre e ts# "  **

Considered as tlie lowest common denominator, the p ress i s  the common 
ta rg e t  o f a  drama seoking to  Involve i t s  audience, as  in  Osborne's 
"Look Back in  Anger" and much o f O rton 's  work* The v i s i t  o f the R ussians, 
the P o lish  p a tr io ts  and the I#E.A* are  a lso  used to  immediate e f f e c t  and 
to  advance the mechanics o f the p lo t ,  bu t are  no t in te g ra te d  in  the 
procréas o f the p lay  w ith any conviction# The p lo t takes the form o f a
puzzle which i s  solved a t  the end, and which the audience can take 
p leasu re  in  u n rav e llin g  l ik e  a  "whodunit". S im ila rly  the scraps of 
P o lish  convei’s a tio n , u n tra n s la te d , add colour and m y stif ic a tio n  ra th e r  
than advancing the p lot# Deep and complex c h a ra c te r is a tio n s  axw not 
AMen'a concern here* the in n er and o u te r world are  one as a c tio n  end 
coîiœrunioation rep lace  the concen tra tion  on in ac tio n  and non#com, u n ica tlo n  
o f much of the o ther drama o f the tiim # The play ranges aa w idely in  
place and type o f scene as  does "CMokea Soup With Barley" in  tim e, w ith 
much the sajoe re su lt*  the world and the domestic scene are  inex trlcab l;^  
lin k e d , though th ere  i s  no domestic Intim acy l ik e  tim t which

* C la r i ty , no t m ystification#
** Act I  P 20 -  9*



concentrates a t te n tio n  on the nuclear fam ily of P in te r ,  Osborne, o r 
e a r ly  Wesker* The fam ily I t s e l f  has given way to  a  s e r ie s  o f c o n f lic tin g  
in d iv id u a ls , who l a t e r  become more and more types who rep resen t c la s s  
end r a c ia l  d iv is io n s , to  form the m atter o f the p lay .

Act I I  shows the incom patible p e rs o n a li t ie s ,  and to  a  c e r ta in  
ex ten t th e i r  in s t i tu t io n s  end id eo lo g ies , ranged a g a in s t each o th er and 
f in a l ly  developing in to  a  con fron ta tion  o f # iy s ic a l violence* The scene 
could be en a lleg o ry  fo r  the development o f A rden's work frcxa p o rtray a l 
o f opposites to  a c tiv e  partisansh ip*  He seems to  have wanted every tiling  
in  tlie play# the s é r ia s  o f coincidences involved in  the C assid ies and 
the lo t te r y ,  Con's t r a d i t io n a l ly  I r i s h  p o e tics  and tdie love scene a t  
tiia end between CaligulA and Batlisheba are  crowded in to  one A ct, keeping 
the a c tio n  f a s t  in  p rep ara tio n  fo r  the denouement* bu t allow ing l i t t l e  
time fo r  development o f any one theme* Tlie th ird  Act p resen ts  a  s e r ie s  
of re v e la tio n s , o f which the most im portant i s  of K. an k 's  p a s t,  and 
the t r a d i t io n a l  t ra g ic  ending o f h is  unnecessary death  i s  d istanced  from 
i t s  personel impact by the round-song a t  the end* Tlie im pression i s  one 
o f well-made and a c tiv e  drama which r a is e s  m^ny p o in ts , bu t leaves tho 
audience w ith no id eo lo g ica l b a s is  on which to  judge the  ch arac te rs  of 
the p lay , and th e re fo re  no moral purpose to  rep lace  th a t  eathaxiAis which 
i s  removed by the a lie n a tio n  technique,

"S o ld ie r S o ld ie r" , a  much s l ig h te r  p iece , shows the process 
taken fu r th e r  to  produce a  play depending on en terta in :^cn t value above 
anything e ls e .  The language v a r ia t io n  Wiich colours the a c tio n  i s  s t i l l  
tlie r e ,  and the casual refo rences to  the world ou tside  the play fxom 
Parker#

lARFKRi Jackbooted m ilita rism  * • * • • *

You see the l in e ,  eh? Connived a t  by Government — 
lik e  -  excesses o f m ili ta ry  power* **

These a re  l a t e r  ex%xanded in  "Sergeant K usgrave's Dance" ; the  "magic 
b e lt"  sequence, which i s  re c a lle d  in  the s p e l l  o f "Live Like P igs" , 
prevents the p lo t from lo sin g  in d iv id u a lity *  The "types" represen ted  
by tlie s o ld ie r  h im self, the lan d lo rd , Joe P arker, Hary and the r e s t  a re

* P 45
** P 48



m?ida more ro jxos© ntati\^  o f the genexally acoepted average of th e i r  
p rofessions o r pl'ice in  l i f e  because o f the w ider audience o f tlie te le 
v is io n , but foreshadow the l a t e r  cîiaract s r- ty p e  a in ,  fo r  exemple,
"The \/orl:hous0 Donl;ey"*

"Live Like Figs" (l958) c o n tra s ts  w ith "The Waters of 
Babylon" in  i t a  use o f a  much sim pler p lo t end concen tra tion  on c liaracters 
who can be seen aa a  group as well as in d iv id u a lly . The le v e l o f c o n f lic t  
i s  a  much more understandable, av a ilab le  and human one, and the in tcie- 
ro la tio n s  o f tho four groups — the o f f i c i a l s ,  the Sawneys, the Blaclaiiouth 
group and tho Jacksons — allow Arden to  concentrate  the aud ience 's  
a t te n tio n  on a  sp e c if ic  so c ia l problem, as  w ell as to  round out the 
ch arac te rs  in to  much more human Indiv iduals*  But no t only does Arden 
n e ith e r  support nor condemn the way o f l i f e  o f  any o f h is  groups, he 
a lso  makes the p roposal, by h is  p lo t- s tru o tu re ,  th a t  co-operation  and 
understanding between such d if f e r in g  groups i s  impossible* The progress 
towards v io len ce , as in  the "Speaker's Comer" scene in  "Tlie Waters of 
Babylon", I s  in ev itab le*  That Arden i s  no t try in g  to  make a  sp e c if ic  
p o in t allows him to  view music in  a  way th a t  Weeknr n ev :r  can: the rseoid.
"Cigar(^ts and Whisky" r e la te s  to  the Sawneys d i r e c t ly  althougii i t  i s  tli© 
product of the  Jackson 's  " c iv il is a tio n " #  W esker's c u l tu ra l  preoccupations 
would ceim -ate th is  from the "au then tic"  fo llc -cu ltu re  expressed by the 
o th e r songs, while Arden can take what he needs frcm modem su b -cu ltu res  
in  order to  b u ild  up h is  p ic tu re*  Scene 4 , which contains the Blackmquth 
/Sawney power s tru g g le , shows Arden's d iffe ren ces  from P in te r :  
"5ha.,HoEQOoming" po rtrays s im ila r  p rim itiv e  c o n f l ic t ,  bu t a t  no po in t 
i s  th i s  d ire c t ly  s ta te d  by the ch a rac te rs  a f  the play#

A rden's choice o f s e t t in g  a c ts  in  concert with, h is  impatience 
w ith "documentary" natu ra lism  of dialogue* His development from "The 
Waters o f Babylon" i s  shown by h is  use of i^ iysleal v ib lence in  the 
two p lays: the kn ife  f ig h t  of Scene 10 in  "Live Like Pigs" h o ld ^ h e
audience much more tîxan the sliooting a t  the end o f the e a r l i e r  play 
owing to  h is  c a re fu l b u ild in g  up of the c o n f l ic t  o f c lia rac ter and in te n t
ion  between the Blackmouth group and the Satiraeys* The winding up to  the 
climax a t  the end i s  maie much more r e a l i s t i c  by the id e n t i f ic a t io n  wMch 
the audience i s  encouraged, by tlie rep re sen ta tio n  of tlie e rrin g s  of 
th e i r  a c tio n , to  fo o l w ith the charao tors Involved, , The Bionyeiao scene 
w ith the washing o f fe rs  a  momentary r e l i e f  from the savage undercurrent



o f BlaoLmouth's bowla and the v io len ce , and r e t r e a t  from c iv i l i s a t io n  
rep resen ted  ly  the m g lo  in  Act I II#  These elements lead  inexorably  to  
the climax aw S a ilo r  lireaka h ia  leg  an l tiie "fam ily" d iS j^ rses#  The 
t ra d i t io n a l  play fon'i, which follow s "TIao Waters o f Babylon" in  movement 
to  a  s in g le  climax o f violence followed by a  coda which h in ts  a t  contin
u a tio n , a lso  con tains h is  usual lack  o f p o s itiv e  d ire c tio n  to  the 
audience# Although a l l  siOes a re  presented w ith some sympathy, no 
possib le so lu tio n  o th e r tiian the v io lence la  in  any way indicated*

"Sergeant Musgrave'a Dance", f i r s t  pcrforxied in  1959t ksia more 
in  oamon w ith "The Waters of Babylon" and "Live Like 11-gs" than 
i s  a  Door no t a  Door", which, thou^^ produced e a r l i e r ,  w il l  be discussed 
below* Tl'ie p lay  i s  s u b ti t le d  "An ï ïn -h is to r ic a l Parable" which prepares 
tlw audience fo r  a  s h i f t  away from the non-aligned e a r ly  work to  the 
d ram atisa tion  o f a  s r e c if io  moral: in  th is  case , th a t  o f pacifism# The
progress towards violence and i t s  climax in  the f i r s t  two plays has 
a lready  tal:en place in  "Sergeant K usgrave's Dance", and tlie play examines 
a  s e r ie s  of a t t i tu d e s  and so lu tio n s  to  the problem which a re  represented  
by the types in to  vliich the so ld ie rs  and townsfcD: a re  divided# The 
obviously negative a t t i tu d e s  of a  n ih ilism  rem in iscen t of Saunders

SFAHKYj Or an o ld  red ra g  s tn stch ed  over fou r p a ir  o ' bom s
— w e ll, w hat's  the odds? *

«" and the se lf-se ck in g  cynicism of tho B rgee are  re je c te d  e a r ly , and 
tho search  fo r  answers concentrated on the c o n f l ic t  between Kusgrave's 
ideas o f revenge k i l l in g ,  the d ir e c t  v io lence o f H urst,and A t te r c l i f f e 's  
complete pacifism# That Hurst i s  tlie f i r s t  to  be k i l le d  by the fo rces 
o f law and o rd e r, sad h is  re sp o n s ib ili ty  fo r  Sparley's dea th , shows 
A rden's a t t i tu d e ' to  th is  type of viClano® a t  th e  time (modified in  the 
l a t e r  p la y s) , and Kusgrave's manic donee and re lig io u s  nui’ierology arc 
shown to  be unie l a  ted  to  the r ^ a l  needs c f  the s itu a tio n *  Only 
A t te r c l i f f e ,  euppoi'tcd by the rS lea  o f the women, wins through h is  own 
a n t i th e s is ,  the acc id en ta l k i l l in g  o f Sparky, to  dominate the l a s t  scene 
w ith  q u ie t acceptance and hopo*

The moans by vmich Ai'àen roaches h is  conclusion exxmnd themes, 
s ta r te d  i a  "S old lor S o ld ie r" , and r e la te  to  o th er drama o f the time*
Act 1 Scene 2 alm ost rep ea ts  the c e n tra l  scenes of "S o ld ier S o ld ier"  w ith

* Act I  Sc 1 P 11



i t s  p o rtray a l of the opposition  ‘between the s o ld ie r s ,  the town and i t s  
p o l i t i c s ,  and the g i r l ,  although there  i s  gazeater ecoqc hare .'fo r 
f i l l i n g  out the motives of a l l  the c h a ra c te rs , and the much more 
n a tu r a l is t ic  forGiat and dialogue allow more d ire c t  id e n t i f ic a t io n  and 
a v a i la b i l i ty  of emotion* where the Torosy Souffliam theme i s  a  simple 
method to  impose the S o ld ie r on the household i a  the e a r l i e r  p lay , the 
l i e  involved in  tlio B illy  Hicks Uierne i s  enlarged to  include the whole 
purpose of the play* Tlie "advance" of Aider*'s co n tro l o f the emotions 
o f tW  climax i s  uplield by the aud ience 's  i(^oranoe o f the sk e le ton  
in  the box* Having es ta b lish ed  a  f re e ly  open re la t io n s h ip  between stage 
and audience by b is  use o f language, Ardon con inform tlie audience c f  
p as t ©vunta w ithout breai*ing the mood, as i a  Act I  Scene 5 where H urst 
r e la te s  t l ie i r  h is to ry , and can b u ild  up excitem ent in  Act I I I  w ithout 
lo s in g  the element o f a lie n a tio n  necessary  to  keep the parable in  mind# 
Tlie q u ie t coda of the l a s t  two plays i s  her© extended In to  the l a s t  
scene, which d esp ite  i t s  immediate tra g ic  imipact con tains the hope 
expressed by A tte r c l lf f e  th a t  th e i r  ac tio n s  were no t in  v a in , r e f le c t in g  
Krs H itchcock 's l a s t  words;

KR3 HITOhCCCK: On© day t h e y 'l l  be f u l l ,  though, and the D ragoons'll
bs gone, and tlien t h e y 'l l  remember* *

Til© play portrays the various wrong roads to  a  so lu tio n  to  the problem 
©yiiiboliaed by the k i l l in g  o f the f iv e  recounted in  the p lace , bu t
differ©  from the o tiier plan's o f  the 1950*3 i a  p resen tin g , i f  only 
te n ta t iv e ly ,  a  possib le  so lu tio n  which ia  no t devalued by the events of 
the drama. Although the so lu tio n  i t s e l f  changes l a t e r ,  th i s  form at i s  
t 'i a t  found in  the plays o f the la te  i 960'a  which complete A rden's work 
in  tlio period .

Between " ie rg e an t K usgrave's Dance” and the nex t major p lay , 
"Tlie Worldiouse DonI.ey", (1963), Ardon wrote fou r p lays which are  l ig h te r  
i a  ton© and purpo t© tiian the e a r l i e r  work* «Wîiea i s  a  Door not a  Door”
( 1958) eorrcsjxjnds in  i t s  humour and n a tu x a lls t io  " s l ic e  o f l i f e "  p lo t 
w ith P in te r 's  "Revue SketcW s” o f the n^xt year -  as  a  r e l i e f  from tlia 
more se rio u s  woxk* % t  Fish" ( I 96I)  u t i l i s e s  many of th© ch arac te rs  
o f  "The Hater© o f Babylon" while concen tra ting  I t s  p lo t on the progress

* Act I I I  Co 2 F 102



of one c o n tra c t. These two plays are based, un like any o ther by Arden, 
squarely  on the process of work i t s e l f ,  and have a f f in i t i e s  in  th is  
re sp ec t w ith Osborne's "Inadm issible Evidence" and Wesker"s "The 
K itchen". "The Eappy Haven" makes a  general po in t about human l i f e  
w ith much in c id e n ta l humour, while the commissioned "Tlie Business of 
Good Government" looks forward to  "Left-Handed L iberty" and "The Hero 
Rises Up" in  humanising and c re a tin g  understanding and sympathy fo r  a  
h is to r ic a l  ch a rac te r who i s  u su a lly  portrayed as beyond such id e n t i f ic 
a tio n .

Tlie work on the door i t s e l f  in  *Wien i s  a Door not a  Door" 
forms the cen tre  of the ac tio n  and the aud ience 's  in te r e s t ,  as a  reminder 
of r e a l  and concrete o b je c ts , and th e re fo re  v a lu es , in  the f re n e tic  and 
ephemeral world of the o f f ic e .  A rden's impulse i s  s im ila r  in  th is  to  
th a t  of Wesker in  "I'm  Talking About Jerusalem" and "The Four Seasons", 
where the p ra c tic a l  dem onstration of physical a c ts  on the stage a c ts  as 
a  co u n te rw e i^ t to  the verbiage surrounding i t .  The workmen, though 
ty p if ie d  in to  conventional d iv is io n s  l ik e  o ld er and younger, experienced 
and innocent and so on, rep resen t a calm "cen tre  of g rav ity" and d is 
regard fo r  p e tt in e s s , as in  th e i r  smoking w ithout rancour, but in  
defiance of in s tru c tio n s  and re g u la tio n s . Their treatm ent of a l l  the 
ch arac ters  as equal gives the l i e  to  the b r i t t l e  h ierarchy  of the o f f ic e , 
making a t a c i t  comment on the whole way of l i f e  in to  which they tempor
a r i ly  in tru d e . Workmen of t îiis  r a th e r  non -ind iv idualised  type are used 
by many modem dram atis ts  to  rep resen t those q u a li t ie s  of con tinuation  
of o rd inary  human ex istence which they f e e l  need to  be emphasised in  
the l ig h t  of the surrounding philosophy o r t ra g ic  a c tio n . The men a t  
the beginning of "I'm  Talking About Jerusalem ", the grave-diggers in  
Saunders' "A Scent of Flowers" and the masons in  A rden's own "The Work
house Donlcey" are  id e n tif ie d  w ith a sa n ity  and commonsense which i s  
lack ing  in ,  fo r  exatnpie, the " i l lu s io n is t"  work of P in te r .  "Wlien i s  a  
Door no t a Door" ends, however, on a  note of unresolvable d iffe ren ce  of 
ideas And in d iv id u a ls  which r e s u l ts  in  c o n f lic t  -  in  th is  case of the 
s tr ik e  — a conclusion fa m ilia r  from "Tlie Waters of Babylon" and "Live 
L i e  P ig s" .

"Wet F ish" ch arts  the progi'ess to  chaos of a sm all a rc h ite c tim l 
co n trac t which i s  balanced by the m e tjric  r is e  of Krahk, from "The Waters 
o f Babylon". R uth 's personal problems of p ro fessio n al in cap acity  and
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involvement w ith Krsnic ar© s e t  ag a in s t a lig h tly -.]re sen te d  background 
of complex p o l i t i c a l  and s o c ia l maxiosuvering wliich can include the 
serious su b jec ts  of red ev e lo rren t and le g a l re sp o n s ib ili ty  w ithout 
t l ie ir  talcing over wh.it i s  b a s ic a lly  a play about the ind iv idual#  Tr.ese 
th eaes , which ra d ia te  from the Garnish o ff ic e s  in  th is  play to  preserve 
the t ig h t  s tru c tu re  necessary fo r  te le v is io n  production, occur in  much 
g re a te r  d e ta i l  in  Arden's major work, "Tb© Workhouse Donkey"# "Wet Fish" 
i s  unusual in  th a t  although! R uth 's work and re la tio n sh ip s  f a l l ,  F rank 's  
r i s e  to  power i s  unbroken: tlie usual ending o f i r ré c o n c il ia b le s  la
found h a re , but the  overt c o n f lic t  i s  lack in g . The clm racters seem 
conten t to  ignore one an o th e r 's  business o p era tio n s, showing a to lerance  
which i s  unimown in  the o th er work#

"The Happy Haven", the f i r s t  co lla b o ra tiv e  work, tack les  a  more 
se rio u s  su b je c t, and u t i l i s e s  methods of s tag in g  and dialogue which d iv
orce i t  com pletely from the eo m l-n a tu ra lis tio  te le v is io n  p lay s . Tho 
su b jec t of old age i t s e l f ,  complicated by the combination of tru th  and 
falsehood with which th e  crutracters regard  th e i r  own l iv e s ,  and dramat
ised  by tlie " tru th "  game, i s  a much more emotive su b jec t t  xan i s  
usu l l y  tack led  by Arden# Hence, as  o th e r d ram atis ts  such as  N ichols 
and Saunders have discovered i a  "Joe Egg" and "A Scent o f Flowers", i t  
i s  necessary  to  a lie n a te  the audience much more than w ith a  p lay based 
on, fo r  example, a h is ta r ic -a l event# Tîiis tecliniqu© attem pts to  rep lace  
tli© autom atic s im plify ing  emotions aroused by such a su b jec t w ith 
r a t io n a l  consideration# Tlie use o f masks, the s la p s tic k  humour of the 
d o c to r 's  exiseximents and th© dog episodes and the sharp  d iv is io n  between 
n a tu iu l i s t ic  and yx>etio d ialogue, a l l  serve to  fu r th e r  the end of 
promoting an atmosphere of unemotional analysis#  A ll the ch arac te rs  are 
s u f f ic ie n t ly  de-humanised to  be as rep re sen ta tiv e  as i s  necessary fo r  
the parable form o f the play# ♦ The d o c to r, w ith h is  Saturday rugby 
and p a tro n is in g  a t t i tu d e  towards the p a tie n ts ,  i s  the most rounded 
p e rso n a lity , but i s  more " ty p ica l"  than i s  consonant with any r e a l  degree 
o f n a tu ra lism . Th© Elinor ch a rac te rs  o f the a s s is ta n ts  and th© v is i to r s  
are  in te n tio n a lly  car-dboard f ig u res  who rep resen t th e i r  function  6n the 
s tage l ik e  p lacard s, while the old people themselves are  differre/t&Wr^d

* J  R Taylor c a l ls  i t  "th© confusion o f ch arac te rs  w ith concepts"
("Anger end A fter" 196). Bat i t  i s  leg itim a te  in  th is  form.
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in to  tho types of av a ric io u s , s e l f i s h ,  s tup id  o r devious hu an lty#  Ths 
d ire c t  a.j'drass to  tho aulionco a t  tho end —

ALL OLD FSCPLEj Co home, and reaee'bers your l iv e s ,  to o , w ill 
have th e i r  te-riiîlnatiôn# *

— is  more tiie moral than i s  the Faustian  red ac tio n  o f the am bitious 
Copxertliwaite to  babyhood* The view c f  old age rep resen ted  by the p lay , 
n e ith e r  glossed over nor desp a irin g , shows the one-sided and lim ited  
nature of such a  play as O rton 's "Dm Good and F a ith fu l Servant"* What 
Orton lo ses  s i  h it  o f ,  and Arden has made c le a r ,  i s  th a t  old age i s  no 
separate  p a tte rn  of e x is ten c e , but includes a l l  tim asp ec ts  o f person
a l i t y  which are  found in  younger humanity* Crape i s  tm o ld e r but 
m entally unchanged version  of the conscious "pantomime v i l la in "  type 
represen ted  by Harry Ginger in  "The Waters of Babylon" and Blomax in  
"The Workhouse Donliey", and in  the same way the o th e r ch a rac te rs  have 
not lo s t  s u f f ic ie n t  in d iv id u a lisa tio n  in  tho p lay to  be id e n tif ie d  by 
the audience w ith th e i r  own l iv e s .  Die trlwAphant c ll-iax  i s ,  h w ev er, 
unusiml In Arden's work, and m i# it show the hand o f K D'Arcy, aa i t  i s  
l a t e r  a lso  found in  the o th e r co llab o ra tiv e  work.

"Dio Business of Good Government" uses s im ila r  teclm iques to  
those o f "Die Happy Haven" in  o rder to  p resen t an emotive su b jec t with 
new elements wliich cu t th io u ^ i old p a tte rn s  of thinking* The in te r e s t  
o f the play looks forward to  "L eft Handed L iberty" in  being centred  on 
a  u r iv o rsa lly  re v ile d  h is to r ic a l  f ig u ie ,  Herod, and at-em pts to  f u l f i l  
the alm ost im possible ta sk  of exp la in ing , in  r a t io n a l  term s, tho 
behaviour of the h is to r ic a l  k in g . I t  i s  becoming apparent by the e a r ly  
1560*3 th a t  Arden's avowed c7iompionship of the Dionysiao elamonta of 
the th e a tre  * ia  a t  odds with the impulse to  counter the immediate 
emotional impact o f  a  presented h is to r ic a l  event with a  r a t io n a l  examin
a tio n  o f p o l i t ic a l  motives* Here the Shep^ierds, the m iracle in  the 
com  f ie ld ,  ani the Holy Family i t s e l f ,  a  e subordinate i a  In te re s t  to  
the complex ro le s  of Herod and the H ostess. In  each case the t ra d it io n a l
a t t i tu d e  to  the ch a rac te r i s  overturned to  make Herod sj'm pathetic and

• aJk
the Hostess undomtandable* The e n t i re  play i s  o rien ted  towairds

* Avt I I I  p 272
**'* " I t  (tho  th e a tre )  w il l  never be c a th o lic  i f  we do no t g ran t p ride • 

of place to  tlie o ld  es e n t ia l  a t t r ib u te s  o f Dionysus."
(A uthor's Preface "The Workhouse Donkey" PS^l )



m odernity, w ith the many references to  the p o l i t ic a l  s i tu a t io n  between 
Rome and P ersia  (West and E a s t) , and tlso border farm re la te d  immedintely 
to  the modem atoosT^hore # Arden i s  ab le  to  make the play follow  h is  
usual p a tte rn  of c o n f l ic t  loading to  violence by v i r tu a l ly  endintj the 
ploy w ith the Kasoacxe# The c o n f l ic t  s i tu a t io n  here i s  between the old 
and new s p ir i tu a l  o rd e r, bu t i t  i s  aa i r ré c o n c il ia b le  as the c la s s  
s tru g g les  o f the o ther p lay s, and ends in  the eyrribolic rep re sen ta tio n  
of a  v io lence g re a te r  than in  the o ther work# As b e fo re , tho eriotion 
c f  the Mas.'?acre i s  immediately d istanced  and a l ie n t te d  from the audience 
by the A ngel's quoting of the prophecy# Die p o s itiv e  ending (the 
m iracle) i s  d ic ta te d  by the su b je c t, but i t  a lso  r e c a llp  "D e  Hapry 
Raven", showing II S 'A rcy 's  influence*

The l a s t  play in  the period which uses ch a rac te rs  from "Die 
Waters of Babylon" i s  "Tho Workhouse Donkey" (19&3)# I t  rep resen ts  
A rden's mature work, con tain ing  many themes and purposes which ere  exper
im ental w ith in  the e a r l i e r  drmma* Where o tlier playw riciits o f #10 e a r ly  
I960'a concentrate on the s i tu a t io n  o f the fam ily in  a room or house 
Iso la te d  from the  community, A rden's p lay  ranges over a wide r a r ie s  of 
venues and actions*  The re la tio n sh ip s  a re  mainly public  and p ro fessional 
— as i s  tho course o f the p lo t ,  a t  le a s t  to  tîie ex ten t th a t  the p riv a te  
pootics between Young Sweetman and W ellesley are  in c id e n ta l to  tlie 
course o f the play# Arden makes a elinrp d iv is io n  between tlie opposing 
p o l i t i c a l  groups, and th is  i s  re f le c te d  a lso  in  c la s s  and c h a ra c te r , in  
order 1tc place Feng and Blomax u n easily  in  the middle# Feng's attem pt 
to  be im p artia l and Bloiaax's attem pt to  avoid tsiklng s id e s , are  both vI 
#iown to  be defeated  by the porsonal com plications rep resen ted  by 
W ellesley, in  conoort w ith the unchangeably divided nature  of the town's 
c la s s  system* The more eympatl'etio 'nunan rendering  o f t r e  l e f t  wing 
group malies c le a r  th a t  Arden has come o f f  the fence of im isa r tia lity , 
which he bestrode i a  "The Waters o f Babylon" and "Live Lilce Pigs"# **
His p o rtray a l o f tho forced clioice o f Peng and Blomax, who rep resen t 
re sp ec tiv e ly  moral in f le x ib i l i ty  and "ICranliisn" conscious se lf-se e k in g ,

* P in te r ,  Crton, Bond etc#
«■# J  R Taylor considers th a t  "the sympa thy (o r lack  c f  i t )  i s  vo-y 

evenly divided among t  e groups#"
("Anger and A fter" P 101). But t  ia  i s  demonstrably no t so , as 
f a r  as emotional sympathy i s  concerned.



la  k l»  maaoaga to  tho audleno® th a t m u tu a li ty  o r Im llffcrenoo a a# 
iiaposai'blo I th a t  the a ta  to of the country o f which th® Yorkshire towrs 
la  a  eysbol mima c j^ s itr îe n t o f  aoüo kind im perative* B attort:iWôito*a 
pe,iSonal doim fall i a ,  hoaev^-r, mor@ on® of i a  Id lo sy n o ra tic  eaar.-c ter 
than of ldoolo£y* A rden's oomiiunta übout Nolaon in  the in tro d u c tio n  to  
t i e  la  to r  "Tho Horo Hiseo Up" * which e s ta b lis h  a  d iv is io n  o f eh arao to r- 
tyjjGs, canid be app lied  a lso  to  B u t-e rtim a ite , and i t  i a  r e a l ly  only 1%̂ 
cîaance th a t  he i s  a lso  a  Libo.ir p o l i t ic ia n ,

Dtc co£ploxit:OR o f th© p l a j 's  p lo t  conceal a  tàw ic movement 
ex ac tly  the 6a:a aa t i .s t  o f the e a r ly  work, Die two p & lltlo a l groupe 
a te  a leo  o .pos.d  in  so imny otac-r waye tlian th o ir  jH ,ilitlcc th a t  tae re  
C;î.n be no cuwpi\#Wo* Die p lo t moves to  tlia v io le n t doaonstra tion  a t  
tho end, wla.cro the  unemployed gland in  f o r  tho labour s id e  who have 
buO':;::̂ © s l ig h t ly  too rospociciblc, aa In ev itab ly  aa " l iv e  111.e Idgs" ends 
in  liiyale»! violence# Dae i^ipriscmwuent o f BattsrtViv/ait e , Biomax'e 
cjarrlapa and wnat i t  e n ta i ls  in  enpvort fo r  the r ig h t  wing, the 
I @lies@y-Cweot mn a llia n c e  and Fer^g's ro txca .t, a re  a l l  in c id e n ta l to  
the f a c t ,  d rm .â tlsed  by the v io len ce , ta&t tbo c o n f l ic t  co n tin u es, and 
no end can be eov.n* Die ambiguous ending allow s the fo rces o f  law and 
o rdor, aa in  " le r^ eo n t Kua^r-ave'a DoijC-o", to  triu n p h , while the l a s t  
song seoLa to  wind up the episode fo r  cvo r, but ilte doptli o f the d iv is io n  
i a  the t  wn I s  such th a t  thore can bo no p-riaonont so lu tio n :

BdTTh’iTdv'AïfE; Vhon a l l  i s  washed aivl a l l  i s  scoured 
And a l l  i s  gamlohod b r i ^ i t  a s  p a in t,
Vao w ill come V ita h is  s ix  coKtmnions 
And a a tin!-; to  mal e you fa in t?

"ArsiStrong's l a s t  Goodnight" (1964) and "L eft Hondod L iberty" 
( 1965) both examine h is to r ic a l  f ig u re s  in  the l ig h t  of modem experience, 
Die ÎQ rm v  p lay , w ritte n  by A:..'oen as a  comment on the events in  tlie 
Congo, *** uses more e la œ n ts  c f  m ta ra li© 3  than the l a t t e r ,  and has

# "Tii® play ia  about a  %an who was #«# c o ra itte d  to  a c a re e r  goveme-.
by the old Koma 'r e c  t i l l  w a r ' p rinc ip les#  He h in u e lf  was of 
usysaiietxlcal 'our"/ilirie.Ir* ieirpsrmc-nt to  an unusually  paasianate  • 
degree ### Ke was done ;>^u-..ylyt wasted h is  ex trao rd in ary  energy, 
coura,,®, and 3m vanity upon waving men k i l le d  ,## ”
("An As/y^mietrlGal A uthors' I re face 196/)

** Act I I I  Go 4 P 130
**» ' " la  w ritin g  th is  play I  l^rve boun somewhat influenced  by Conor

Cruise 0*O rion 's book "To ka'lan^ta and Back" • • •  a l l  I  have done U 
to  suggest h /j'o an I th ere  a  basic  s im ila r i ty  c f  m oral, r a t m r  t'nan 
p u l i t io a l  ecoïkKüic o r r a c ia l  .rrobloro#"
(Goneml Notes l-otunsn



more in  coïæoîi with "Gerguant Muagrave' a Dance" Uv-ni the la te  plays in  
i t s  général moral about tia© methods o f diplomacy end the power complex 
Irjiherent in  e v a n g e lis tic  re lig io n *  The feuding S cots, the b o rd erers , 
the crowns of Scotland and England and t'le  various eommlssioners and 
s e c re ta r ie s  who make u;> the p ro tag o n ists  in  the c o n f l ic t  context of the 1 
ac tio n  are  so varied  in  motive and backg>:ound as  to  prevent A rden's 
u sual c le a r  d iv is io n  between tv/o opposvd fac tio n s  in  the play# But i t  
i l l u s t r a t e s  tlia tendency to  d iv ide  ch arac te rs  in to  types who aland fo r  
much more than themselves : aa Arden says in  the in tro d u c tio n  to  the
1965 e d itio n  o f the p lay ; "Each o f th© ch arac te rs  should be immediately 
recognisable aa a member o f h is  resp ec tiv e  so c ia l c la s s"

The ac tio n  o f the p lay  r e la te s  iismediately to  modem p o l i t i c a l  
p ra c tic e : the s e c re ta r ie s  and c le rk s  make po licy  d ec is io n s , leav ing
th e i r  m asters as fIguireheads, in  a way corresponding to  tlie rS lea  c f  
m in iste rs  and p riv a te  s e c re ta r ie s  in  modern govermmnt# The a lie n a tio n  
neosssaiy  to  keep the aud ience 's  mind on the wider issu es  in  the face 
o f the th e n tI le a l  a c tio n  o f Wsmx^iray's dea th , the re ls tio n o h ip  of 
Armstrong and the lad y , and the hanging a t  the  end, i s  achieved not 
only by the d is tan c in g  e f fe c t  o f the verse ♦ (as described  in  P a rt I I )  
but by the device of beginning the play w ith the d e lib e ra tio n s  o f the 
cosr ls s io n e rs  and the p o l i t i c a l  bacicgj'ound, and ending i t  w ith a r i t u a l  
scene r e la t in g  tho legend o f the tre e  a t  C -rlanrigg*

The ch arac te rs  of tlie play a lso  r e c a l l  the o th e r work, Liiidsay's 
black suit.,. i s  omaiaented by various ceremonial vestm ents| h is
na tu re  i s  exxxaased in  h is  c lo th es  being drawn a t te n t io n  to  in  h is  speech 
in  Act I  Scene 2 1

LINDSAY $ Die rags and robes th a t  we do wear 
Expreca the function  of our l i f e  
But tlie bavjdy body th a t  we do bear 
Beneath them c a r r ie s  nociit 
But sliame and greed and s t r i f e  «*»• **

D iis  has tlie same function  as ü ia t  o f the A ixel in  "Th© Business c f  Good 
Government" and i-c la tes to  the d iscussion  o f mayoral robes a t  tlie 
beginning of "Die Workhouse Donkey", The ind iv iduals  rep resen ted  by 
tho unornamentsd c lo thes bccorne rep re sen ta tiv es  of' th e i r  c la s s ,  s ta tu s

* In  th is  asp ec t i t  ia  s im ila r  to  "Die Hero Rises Up"#
** Act I  So 2 P 26
t  P 10
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o r r e l ig io n , expressing  th e i r  place i a  the s lrasa tlc  s itu a t io n  c f  
c o n flic t#  Die «romantic" ac tio n  o f tli© p lay -  i t s  co lour in  cos times 
end language, verse  and p rose , end p lacing  i a  the period of h is to ry  in  
which the borderers are  corsrionly popularised — prevents Arden from re 
la t in g  in  any genuinely s p e c if ic  way to  tiie present# The s ty le  o f the 
play and i t a  choice of famous ah arae te rs  aialies i t  u n su itab le  fo r  moral 
a lleg o ry  in  something o f the same way as does Bond's choice o f charac t
e rs  in  "E arly  Hom ing", The neXt play shows, in  i t s  r e je c t io n  o f 
natu ra lism  and u n h ia to ric a l language and s e t t in g s ,  how Arden solved the 
problem#

"L eft Handed Liberty" looks forward to  the l a s t  plays o f tlie 
period i a  s ty le  of d i r e c t  and documentary p resen ta tio n s  o f argursonts and 
p lo t ,  bu t i s  mu oil more eerioua i a  tone and conclusion, b e f i t t in g  i t s  
nature as  a  p lay commissioned by the C ity o f  London# A rden's usual 
humour works in  very  mucii the same way as Azdak's judgement on a  
s im ila r  to p ic  in  B rech t's  "The Caucasian Chalk C irc le " ,  and w ith a  
s im ila r  purpoae in  view: to  balance tlio p o l i t ic s  w ith warm'fâi and intimacy#
As has been suggested In  my an a ly s is  o f "Annatrong's Last Goodnight" 
above, a  h is to r ic a l  drama o f th is  type vihich rep resen ts  la rg e  events In  
p o l i t ic s  and w arfare i s  unsu ited  to  A rden's d iv is io n  in to  c o n f lic tin g  
halves# But p a ra l le ls  can be draim w ith "Die Workhouse Donkey"# l&e 
King and the Barons, t r a d i t io n a l ly  oproaed fac tio n s  o f feudal po%#r  ̂a re  
p a ra l le l  to  the opposing p o l i t i c a l  p a r t ie s  in  the e a r l i e r  p lay , and 
involve in  th e i r  s tru g g le  an id e a l i s t i c  fig u re  who i s  ev en tua lly  forced 
to  submit to  one s i - e ;  th is  i s  Stejihen Langton the archbishop, who 
corresï>onds to  Feng# Die whole a c tio n  i s  governed by Randolph, tine Papal 
Legate, whoso oppo tunima and lack  of d iscorA lbla p a r tis a n  p rin c ip le  
r e c a l l  the whole s e r ie s  of Arden se m i-v illa in s , from Krank to  Blomax and 
Lindsay#

The p la y 's  progreas towards i t s  l a s t  scenes, which both discufss 
the C harter and portray  Jolin 's death in  the fa m ilia r  em o tio n a l/ra tio n a l 
balance, i s  one stop  away from the te n ta tiv e  naturalism  o f the scene 
w ith Eleanor and those c f  Runnynade, towards the more d ire c t  p resen ta tio n  
o f the f a c ts  to  th e  audience which ends tho play and corresiionds with 
Fandulph's genera lised  orening# Beginning the a c tio n  w ith S lean o r 's  
death  puts the events o f the Cli.-:rtsr in  th e i r  h is to r ic a l  co n tex t, while 
not lo s in g  s ic h t  o f the fa m ilia r  h m an ity  o f tlie p ro ta g o n is ts , Die
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co llo q u ia l modern lan,,.iia;,o o f the p riv a te  scenes preserves th is  element 
in  c o n tra s t to  tiia t of tha ceremonial publio oocaalona, wheie s u f f ic ie n t  
medieval vocabulary ia  used to  keep the audience appraised  o f the 
h is to r ic a l  context w ithout b.coming u n in te l l ig ib le • The sp e c ta to r  can 
thus accept the noceso&ry n o n -n a tu ra lis tic  statem ents o f  inform ation 
w ithout th e i r  becoming intim slve# The "advance” a t  Act I I I  Scene 7 
which breaks in to  the sém i-naturalisia o f Act I I I  examines the C harter 
in  the l i ^ i t  o f the experience c f  the p lay , achieving  a  c e r ta in  p o s itiv e  
fe e lin g  in  c o n tra s t to  the d e s tru c tio n  o f the C h a rte r 's  p r in c ip le s  in  
th© e a r l i a r  scenes# Die departure from Arden’s u su a lly  p ess im istic  
ending ia  c a lled  fo r  — aa in  "The Business o f Good Government” -  by the 
natu re  o f the commission# Die business w ith KcKechnie’s an a ly s is  o f  th© 
C harter allow s the audience to  see past the confusion o f Jolin 's death 
i a  the middle o f tlie l ib e ra tio n  o f N orfolk, to  whatever la s t in g  e f fe c t  
the agr eement, so soon repudiated  by barons and Ckmrch, could b© sàM  
to  Imvo# Arden uses the breakdown o f a l l  stag© conventions, even p u ttin g  
up the house l ig h t s ,  to  draw a tte n tio n  to  the human r e a l i ty  behind th© 
lec^al document end h is to ry  (as Lindsay d id  to  h is  own humémity in  Act 1 
Scene 2 o f  "Armstrong's Last Goodnigiit”}w ith Jo h n 's  long speech to  th© 
Lady ÙQ T escii

JOifU — the lady i s  p e rip h e ra l, bcth to  tli© p lay  and to  the 
document* Yet n ev erth e less  she e x is ts  *,#* *

Di© examination of p iiysical r e a l i ty  can b© compared to  th a t  o f Saunders 
in  "Next Tim© I ' l l  Sing to  You", bu t her© the ph ilosoph ical emphasis i s  
on the uniqueness of tha mind, in  contrm st to  Sauniers '  morbid r e f l e c t 
ions# Seen© 8 confounds tlia aud lenea 's  expecta tions in  tha l i^ i i t  o f 
Scon© 7 by re tu rn in g  to  a  n a tu r a l is t ic  mod©, f i l l i n g  the s t a ^  w ith tha 
army breeking camp# Instead  o f ending — as w ith "Armstrong's l a s t
G oo d n i^ t” — on a  note which withdraws fxcm tli© a c tio n , here tli© l a s t  
scene re tu rn s  tlie audience to  i t ,  as i f  dram atising idi© d u a li ty ,  rep res
ented in  Scene 7# between law aiad humanity* Di© M arshal's SToeeh about 
tli© con tinuation  of the Cher t e r  rep resen ts  tlie s a w  s o r t  o f Iimd-won 
optimism as I s  found a t  th© end o f "Sergeant Kuegravo's Dano©" ; th© 
p resen ta tio n  o f h is to ry  and the p ra c tic a l  d e fea t o f the C harter allow s

* Act I I I  Sc 7 r  84
** X s im ila r  davie© in  "Die Hero Rises Up" increases the impact o f 

T ra fa lg ar by a  sudden re tu rn  to  naturalism #



i t s  te n ta tiv e  redemption here to  f u l f i l  the purpose of the p lay .
In  the in te rv a l  before the l a s t  major play o f the period "The 

Hero Rises Up" ( I 968) are  found two plays w ritte n  in  co llab o ra tio n  with 
H d'A rcy; ""F rid ay 's  Hiding" ( I 966) and "The Royal Pardon" ( I 966) ,  and 
a  vaguely autob iographical fragment of Arden only* %  True H isto ry  of 
Squire Jonathan and h is  U nfortunate Treasure" (1968). "F rid ay 's  
H iding", v /ritten  as Arden says in  the in tro d u c tio n , * in  response to  a 
request fo r  a  mime, explores some of h is  bas ic  preoccupations w ith the 
conditions o f labour and the r ig id  class-system  in  the context o f 
farce# P rim arily  w ritte n  fo r  the entertainm ent o f a c to rs  and audience, 
the play neverthe less  contains nuances of deeper m ubjects. The farm erîs 
in te l l ig e n t  p lay ing  on the s o c ia l h a b its  of mankind -  as he puts h is  
h ired  men under an o b lig a tio n  by l i f t i n g  th e i r  c ig a re tte s  and uses 
the conventions of h is  th resho ld  to h is  o\m advantage — make both him 
and h is  men more than conventional ca rica tu res#  The iro n ic  song a t  the 
end which seemingly reso lves d iffe ren ces  in  f a c t  conceals a s im ila r  
con tinuation  of irrevocab le  c o n f l ic t ,  d ic ta te d  by the s tru c tu re  of 
A rden's microcosm o f so c ie ty , to  th a t  o f the major plays#

- "Die Royal Pardon", a l th o u ^  a  fu ll- le n g th  p lay  and w ritte n  
fo r  ch ild re n , i s  s im ila r  in  th a t  i t  can a lso  p lease and in te r e s t  ad u lts  
in  i t s  d is c re e t  references to  the  f a c t  o f war and i t s  p o l i t i c a l

UuL. fcLt.
background, '^'y^sly reference to  the  A rts Council grants

FREI'ICH OFFICrHs A las, Monseigneur, the Eaccbequer i s  a  l i t t l e  b i t  
depleted  by reason o f the war — i t  i s  no t 
p o ssib le , I  f e a r ,  to  expend more money th is  season 
on the a r t s .  ***

Closer to  pantomime than e a r l i e r  work, i t  p lays a d ro i tly  on 
the th e a tr ic a l  conventions of the 'r e a l i ty *  o f props, in  the 'cardboard ' 
crowns sequences and the s ta tu s  of Luke and the scenery , while e x is tin g  
both 6n the le v e l  of knockabout fa rce  and a c e r ta in  documentary realism # 
The d esc rip tio n s  of the Flanders wars by Luke are  by th e i r  v ia ie n t  
rea lism  unsu ited  to  th is  type o f p lay :

LUKE* I 'v e  ju s t  been read ing  a  d if fe re n t  book -  in  F landers — 
broken bones and ro tte n  lim bs, puddles of blood, a  
chopped-off sk u ll in  a  black d itch  with a  r a t  th a t  played

* A uthor's N otes, Methuen 196?> f
** e#g# Luke's speech in  Act I  to  the kings "S tarv ing  though we were 

and t i r e d  and i l l  •#•#"
*** Act I I  P 105



2 7 - f

poap-bo tlirough e i th e r  eye-soclcet ,  .»*# *

Th© p resen ta tio n  o f the Constable a iao  seems out o f  p la c e , r e c a l l in g  
O rton 'a "Loot” p a r t ic u la r ly  in  the  g ra tu ito u s ly  v io le n t a r r e s t  o f  Lulce, 
althougii the chaxfioter l a t e r  b coraea the t r a d i t io n a l  figm?@ o f fun  in  
h ia  thw arted a u th o r ity . Die t r a d i t io n a l  hero a© and v il lA o u a  speeches, 
however, r e c a l l  "Die Waters o f Babylon" bu t a re  much more su ite d  to  
the lig ^ ite r p re sen ta tio n  given h ere ; the .typifying o f  the  French court 
and English and irench  ac to rs  i s  on an ap iiropriate  le v e l o f humour h e re , 
where i t  was uneasy in  the c h a ra c te r is a tio n  o f t r e  e a r ly  work* "Squire 
Joaatlian" i s  a  so lilo q u y  to  the audience only no tab le  fo r  the ©aeferesie 
c o n tra s ts  o f  i t a  c h a ra c te r is a tio n . Die room in  tlie tower r e c a l ls  the 
psychologically  and of en p liy sically  enclosed spaces o f much o th e r modem 
dxaioa, tiic e rup tion  o f the white woman in to  i t  and h e r baaislimant in to  
the  f r ig h ten in g  ou te  id  e world represen ted  b,/ tho dark man sym bolising 
& personal agoraphobia in  a  way unusual in  Arden's woik#

The l a s t  p lay o f tlie p&triod, "’The Hero R ises ITp” (1963) b rings 
to^Tst'ior tho n o n -n a tu ra lis tio  "pantomime" elements o f the le s s e r  plays 
and the "documenta y” corasenting on h is to ry  fa m ilio r  from "Armstrong's 
Last G oodnl^t" and "L eft Handed L ib erty " . Die elements aro synthesised  
in to  a p o li t ic o -s o c ia l  parable o f viar, the s t a t e ,  and th e i r  e f fe c t  on 
the In d iv id u al, the s o c ia l  movements o f tha time being d i r e c t ly  re la te d  
to  modem c o n f l ic ts .  Die in tro d u c tio n  to tha p lay  and i t s  s tru c tu re  
o f concen tra tion  on those events which con be re a lis e d  th e a t r ic a l ly  — 
tlie Carucciolo a f f a i r ,  tiie book-burriing and T ia fa lg a r i t s e l f  — show 
A rden's new a t t i tu d e  to  h is  draa^a in  tlia t c ru c ia l  a rea  c f  i t s  d ire c t  
e f fe c t  on tn© audience;

We wanted to  produce i t  o u rse lves, so tlia t i t  would p resen t tlie 
audience with an exix-rienoe akin to  t l ia t  of running up in  a  
crowded i^et s t r e e t  on a  Saturday n ig h t ag a in s t a  druniien red-nosed 
man w ith a  hump on h is  back dancing in  a  puddle, h is  arms round 
a  p a ir  o f b ri^ iit-eyed  laugliing g i r l s ,  h is  moutli f u l l  o f in 
ex p licab le  loud noises* ***

This can bo re la te d  to  tlie "Happiening" syndrome of the la ta  I960'a ,  
where aenscry experience fo r  i t s  own sake was a  comraon dram atic purpose

♦ Act I  p 19»(a lso  l a t e r  in  the same scene, end a t  the French
court in  Act I I ) .

** See note on "Die Workhouse Boalvcy" fMethuen 1969)
An Affirm® tirlco i A uthor's Pie fa ce , (Methuen 1969), ^6



in  “both tha Weat Eni and the in  london* I t  cm  to  con trasted
with Arden’s e a r ly  atatom ent which Im plies h is  In te n t in  the in tro 
duction  to  "Sergeant Ifua^ave’s lance" p *  and the reixs^esentation of 
events in  "The Waters of Babylon" and "Live Like w ithout comment*
E is more recen t d i r e c t ly  propo^.andiot motives (e.g* "The Barman" (1S‘70)) 
a rc  ou tside  the scope of th is  discussion# ** hu t a  r in t  of tiie l a t e r  
d ire c tio n  c m  be found in  Arden’s choice of the major events of Acts I  
and I I :  the Coracoiolo a f f a i r  and the book-burning*

Bia Baplas excursion, o f r e la t iv e ly  ejoall importance in  
Eolson’s c a re e r , i s  chosen to  show the ro le  o f tlis B r it is h  s ta te  and 
kelson iilraself as i t s  deluded cliampion i a  the w orst p ossib le  lig h t#  Hia 
grotesque p o rtray a l o f the King and Queen, end k e lso n ’s " fa n ta s t ic  danco" 
a  -e co n trasted  w ith tlio v ic ious murder of the Bepublican® and C-oracciola’s 
d ig n ity  a t  h is  hanging* The whole event i s  portrayed to  lead  up to  the
th e a t r ic a l  sp ec tac le  o f "You Can’ t  Argue w ith a  Dead Kan" (Act l )  w ith
i t s  simple slogans s e t  ag a in s t EelÀoa’s question :

VOICE C? B AD CARACCICLG: P ro tec t the poor people o f Eaplss# Give
h e a r t to  the poor people «** ***■

k e lso n ’s ve3:*se in  Act I I  plays a  s im ila r  ro le  w ith i t s  iro n ic  jux ta
p o s itio n  of kelson  and Eewgate’a governor:

EÎCBET: I t  i s  ju s t  possib le  they would have c ried
For a  bold Caracoio lo  o f th e i r  own#

Tlie Copenhagen ep isode , ehovm to  be an unprovolied a tta c k  on n e u tra ls  
and th e re fo re  devaluing both S ta te  and k e lson , i s  overshadowed by the 
book—burning p a rty  which expresses the au th o rs’ fe e lin g s  about the 
p o l i t i c a l  bficklash a f te r  tha French Revolution while a lso  making a  fii%  
th e a t r ic a l  scene of drunken a r is to c r a ts  dancing around the  f ire *  Tiie 
e a r ly  p a r t  of Act I I I  a lso  d raw  the a tte n tio n  of the audience to  the 
events o f the tim e, w ith the R e la tiv es’ d esc rip tio n s  o f the s o c ia l

* " I  would sug e s t  t ïia t an unw illingness to  dw ell upon unpleasant
s itu a tio n s  tziat do no t immediately concern us ia  a  general human 
t r a i t ,  and r^^co^mltion of i t  need imply n e ith e r  cynicism nor des%:air*" 
( in tro d u c tio n , Methuen, I960), P 7

4W(r Although they obviously co n trad ic t tha e a r ly  motive a * "But to  go 
to f th e r  and s t a r t  deciding fo r  h is  audience I  th in k  i s  r a th e r  
presumptuous*" (Arden "Who’s fo r  a Revolution?" Tulana Drama Review 

Vol IX Eo 2 (1966) P 46 ).
’HH# Act I  P 39
**## Act I I  P 48
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u n re s t Di England, before co ncen trâ tii3g  on the pl'jysioal r e a l i ty  o f 
b a t t le  e t  sea* As we have eeen in  the e a r l i e r  p lay s , th i s  rea lism  must 
be disfcm eed, and the2?eforo i s  followed by the Clorcyman’s sæ ech  rep res
en tin g  tha  o f f i c i a l  a t t i tu d e ,  and a  se t-p ie c e  coda which p astiches the 
t r a d i t io n a l  h ero ic  fin a le #  ch a rac te r  o f  A llen  provides t i e  
tm aosim ilable g r i t  In  tlio smooth cu rren t of tlm end, r e fe r r in g  the 
audience t i l l  the laiat moment to  the ord inary  soamen and tî'io people of 
Europe, the victlBss of th%'war, whom he represents#  The p lay ’s 
cor.ple;tlty and v a r ie ty  o f p resen ta tio n  allow the autïaors’ oosznenta on 
tine events o f  the  tirze , in  p o l i t ic a l  term s, to  be a ss im ila ted  w ithout 
lo s in g  the momentum o f the ploy in  i t s  purely  h i s to r ic a l  context# But 
the c o n f l ic t  on which i t  i s  bcised Is  more one o f irre c o n c ila b le  
Indlviducil ways of l i f e ,  w ith in  the dom estic, fam ily  preoccupation of 
xzmci^vf tî:u? scenes, than o f the  f ig h t  between libey^^torlan and au tho r
i t a r i a n  s o c ia l p o l i t ic s  which formed the h is to r ic a l  reason fo r  tlie 
action# T!ia r e s u l t  i s  th a t  the  play la  based more on immediate emotion
a l  response t  lan Arden’s more ui3u a l in v ita t io n  to  considered judgement#

Arden’s work, azid to  a  c e r ta in  ex tan t th a t  o f h is  co llab o ra tio n  
w ith M d ’Arcy, i s  la rg e ly  " d ia le c tic "  in  i t s  use of ty p e -d ia ra o ts rs  mid 
p o rtray a l of tire c o n f l ic t  between so c ia l c la s s ,  n a tio n s  orA wa^m of 
l i f e #  But un like  Wesker, the o th e r plnywri^^it o f the period who con
c en trâ te s  on theae su b je c ts , Arden’s work ra i 'c ly , except in  "Sergeant 
Kusgrave’s Dacca", o ffe rs  any d e f in it iv e  so lu tio n  to  the c o n f lic ts  v h ld i 
he portrays# TIjo in e v itab le  movement tow-arcls v iolonce i a  h is  p lo ts  la  
a  r e s u l t  o f p e rso n a lity  as w ell ca id eo lo g ica l d iffe ren ces  in  h is  
c h a ra c te rs , and h is  broad a s se r tio n  i s  th a t  humanity’s  d iv is io n s  ai^e 
such th a t  even the  "so lu tio n "  o f v io lence provides only a  temporary 
re s p i te  in  the unending struggla#

Wesker’s plays are  c h a ra c te r is t ic  of the e a r ly  p a r t o f  the  
period under d iscussion  not only , as analysed in  P a rts  I  and I I ,  in  h is  
use of the Gtace and language, bu t in  h is  s tro n g ly  so c io -p p litio aZ  
purpose# Tae major d ire c tio n  in  Euro^'can, American and English draiija 
in  the tw entie th  conturj’*, as explained above, * has been towards

* Sec the d e f in it io n  of " i l lu s io n is t"  drama. Chapter Seven*
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In te re s t in g  the audience by copjfusing i t  about the assumed r e a l i t i e s  
of l i f e ,  death and conisiunioition: VJesker’s e n t ire  drama, however, i s
d ire c te d  towards the end c f  making h is  purpose tra n sp a re n tly  è le a r  to  
h is  audience# There i s  r a re ly  any disagreem ent, a f t e r  the experience 
o f seeing  one of h is  p lay s, about which p o l i t i c a l  and moral po in ts he 
has r a is e d , and d iscussion  contres on h is  su b jec t f i r s t  and technique 
socorid# la  h is  wish to  u @ drama as a means to  a s p e c if ic  and w ell— 
<Jcrine<l end, Weaker ĉ on be compared w ith Arden, p a r t ic u la r ly  in  the 
l a t t e r ’a l a t e r  work* But while Arden’s plays become, tlirough the 
p eriod , in c reasin g ly  one-sided end declm aatcry, Weaker’s l a t e r  work 
m0j:ea the attem pt to  po rtray  with scxze sympathy both s id es  of h is  
arguiijent# This c o n tra s t o f development i s  not aiatched by the p la y w r l^ ts  ’ 
draniatlo o r a n iz a tio n j both develop away from natu ra lism  during  the 
1960*3 and both abandon, along witii s tag e -rea lism , tiis contained form 
o f th e i r  e a r l i e r  work, fo r  a  f r e e r ,  more "documentary" s ty le#

The T rilogy  contains those o f Wesker’s plays which re ly  most 
heav ily  on natu ra lism  and i t  a lso  contains the s tro n g es t and most obvious 
mes'ago^# "Chicken Soup with Barley" ( I 96O) presen ts the Kahn fam ily as

Ü*.
no t only rep re se n ta tiv e  o f p o l i t i c a l ly  o rien ted  in te l le c tu a ls  o f the 
tiiiiQ, but of the progress o f the e n t ire  le ft-w in g  movement thi*ougii 
twenty years* ♦ Tlie largo  tim e-scale  of the play i s  more ju s t i f i e d  than 
th a t  o f "Their Very Own and Golden C ity" ( 1966) by i t s  constan t referi^al 
to  r e a l  h is to r ic a l  events w ith which the audience i s  fa m ilia r ,  and by 
the balance o f i t s  p a rts  from the hop© o f the 1930’s to  the d e fea t of 
the 1930’s in  a  lo g ic a l eiid e a s ily  followed sequence# Inform ation ia  
conveyed to  the audience by simple means which are  prevented by th e ir  
b e liev ab le  n a tu r a l is t ic  backgromd from becoming pure doclam ations: the
play Bwintis 2'apidly  in to  i t s  ac tio n  w ithout the com plication o r 
obfuscation  of i t s  issu es  which might bo t'lO r e s u l t  o f an a r t i f i c i a l l y  
"balaicod" viewpoint# Wesker makes i t  c le a r  frcia the s t a r t  which side 
he ia  on, and concentratea on e n l is t in g  tho audience’s sympathy and 
understanding in  h is  cause* This i s  achieved by the f a s t  a c tio n  and 
dialogue of /cene 3̂  which by i t s  constan t p e rso n a lisa tio n  of the h is to r 
ic  events b r in ^  them newly a liv e  before h is  audience# An o rch es tra tio n

* "Hi8 fam ilie s  Oi-e s t i l l  in ten se ly  fam ily-centred  but they l iv e  i a  a 
p o l i t ic a l  dimension too*"

(K Vorth "Revolutions in  moJern English Dram" P 30)$
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of the Gound of the liand, shouts and c a l ls  to  anas from the s t r e e t ,  and 
the l i s t  o f names o f tiie dead ia  tiie Spanish War l ik e  a ceremonial r o l l -  
c a l l ,  h e lp  to  b u ild  up an ataoaphere o f excitem ent and p a r tic ip a tio n  in  
events which Weaker needs to  e n l i s t  h is  audience. Tae onward movement 
o f the a c tio n  helps to  ca rry  and make Immediately meaningful the 
d iscussion  c f  war and pacifism ;

DAv'S: When you f ig h t  men who are  b lind  i t ’s always u n fa ir  *#* *

A s im ila r  c o n tra s t shocks the audience aa Scene 2 shows the  blood
s ta in ed  r e s u l ts  o f the ac tio n  a t  the climax of Scene I# The marching 
and shouting i s  suddenly cu t down to  s iz e ,  and to  r e a l i ty ,  as physical 
violence* ISie q u ie te r  second scene allow s a re tu rn  to  the fam ily  i t s e l f  
in  Haxiiy’s f a i lu r e ,  which i s  shown to  be such by the previous d esc rip tio n s  
c f  th e  b a t t le  in  the s tre e ts*  The song which the whole c a s t  on the 
s tage sing  i s  shown by the es^piiasis on human warmth ra th e r  than s tru g g le  
to  be a  climax more meaningful than tlia t a t  the end o f Scene I ;

SARAH; People l ik e  th a t  can’ t  teach  love and brotheiHiood*

Having Informed th a  audience o f the fam ily i t s e l f ,  end estab 
lish ed  a  m od o f sympathy fo r  i t s  hopes, Wesker can i a  Act I I  Seen© 1 
move in to  a  wider sphere of p o l i t ic a l  discussion* But as before he 
prevents the issu es  from becoming u n re la ted  to  humanity and undramatio 
by d iv id in g  the fam ily on the l in e s  o f ag ra rian  versus urban socialism * 
®iua the d iscussion  o f motives which becomes so passionate  i s  re la te d  
to  both til© macrocosm and the microcosm, and the e n t ire  su b jec t i s  put 
in  f i m  perspective  by the shock o f H arry’s stroke  a t  the end* The 
domestic note continues through the examination of H arry’s f a i lu re s  in  
Scene 2 , while s t i l l  In d ica tin g  the wider issu es  o f the time in  Ronnie’s 
reference  to  P a le s tin e . Harry’s f a i lu re  to  f in d  wcrk i s  re la te d  again 
to  the general conditions in  tha conversation about the c lo th in g  fa c to ry  
double-dealing , while h is  o u tbu rst o f c h ild ish  s e n i l i ty  i s  superbly 
r e a l i s t i c  in  i t s  e f f e c t  on Ronnie and i t s  in d ic a tio n  o f î îa r iy ’s  own 
help lessness*

Act I I I  Scene 1 rep resen ts  the low est po in t fo r  tha oh£.ract©£*s»

*  Act I  So 1 P 23
** Act I  So 2 P 29



H arry’s d e te r io ra tio n  i s  matched by the change i a  the Kahn’s f r ie n d s •
®ie only note o f a ffirm a tio n  i s  Sarah’s " p o l i t ic s  i s  liv in g "  which i s  
drowned by the m aterialism  o f Monty end Bessie and the d e ta ile d  
d e sc rip tio n  of Harry’s pnysical d ec lin e . But Scene 2 manages to  climb 
back to  a  kind of hope, an achievement which i s  the  gx-eater because of 
t!ie way the play f-icaa f a c t s .  Despite the fo rces ranged ag a in s t a l l  
th a t  Sarah rep resen ts  o f warm humanity end hope fo r  the fu tu re  -  .from 
Ronnie’s  new-found fe a r  o f o ld  age to  Harry’s death and the  events in  
Hungary — the play ends on a  Mrd-won note o f optimism w ith the hope 
th a t  Boimie, rep resen tin g  tiie next genera tion , w il l  accep t h er 
huE^ism;

SABAH} Ronnie, i f  you don’ t  care you’l l  die* (He tu rn s  slowly 
to  face h e r ) •*

"Roots" (1959) whioii f i l l s  ia  another aspect o f the purpose
o f the T rilogy , p o rtrays a  fam ily  as âàr divorced from the Kalins as
possible* S ie iso la te d  ru ra l  s e t t in g  o f tha play shows Wesker making 
h is  own d ec la ra tio n s  in  "Chicken Soup w ith Barley" as d i f f i c u l t  as 
possib le  to  f u l f i l l  although C is s ie 's  workers a re  d i f f i c u l t  enfm<jh to  
m ob ilise , the a g r ic u ltu ra l  labourers o f Soifolfe rep resen t the u ltim ate  
in  iisao v eab ility , and Wesker’s conclusion tlia t nothing con be changed
except by personal co n ta c t, i s  baund to  be borne o u t. Taking th is
extreme case , however, seems to  lessen  tlie impact o f  the e a r l i e r  p lay  • 
by eoeming to  make the hopes end wishes o f such people as the Kahns 
rid icu lous*  In  my opinion "Roots" ia  the moot popular o f the plays 
because i t  j u s t i f i e s  the view th a t  euch p o l i t i c a l  energy as the Kahns 
e x iiib it i s  u se le ss  in  the w ider co n tex t, and th e re fo re  th ere  i s  no need 
to  t r y  to  change ajiyt’ilng i i t  a c ts  as an excuse fo r  apathy . But Wesker 
h im self would po in t to  tlio more concealed bu t eq u a lly  e x p l ic i t  r e f e r 
ences to  tiie w ider s tru g g le . B oatie’s d ism issa l o f the  ro le  o f the 
T e r r i to r ia ls  in  Act I I I ,  and the constan t c u l tu ra l  re ference  to  
popular and c la s s ic a l  music a ie  c e r ta in ly  av a ila b le  to  the audience, 
bu t do no t achieve tho same personal re ference  as do s im ila r  tliemea in  

the f i r s t  play* Ronnie a c ts  as the v i t a l  c a ta ly s t  which seems to  a f fe c t  
the  whole c a s t  o f the play but in  f a c t  only chcjiges B eatie h e r s e lf ,  a  
metaphor f o r  the e f fe c t  o f the in te l le c tu a l  on the worker; bu t as h is

* Act I II  So 2 P 76
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e f fe c t  i s  60 sm all th i s  m il i ta te s  a g a in s t Wesker’s  whole th e s is  of 
coBKiuni cation# I t  i s  an iro n ic  comment on tho success o f natui'allsm  
aa a  form fo r  conveying a  moral th a t  i t  i s  i a  th is  p lay , where tlie 
environment o f the fam ily depicted  ia  so firm ly  re a lis e d  by t r a d i t io n a l  
methods# th a t  Wesker’s p o li t ic a l#  as opposed to  cu ltu ra l#  th e s is  seems 
to  bo most attenuated#

I t  i s  convenient to  examine tho th ird  play o f the Trilogy# 
" I ’m Talking about Jerusalem" ( l 960)# before the e a r l i e r  "The K itchen", 
as i t  rounds o f f  the c o n tra s ts  of the f i r s t  two plays by showing urban 
and ru ra l  c h a ra c te rs , c iv i l i s a t io n  and h ab its  coming in to  r e a l  con tac t 
i n  the  form o f Dave and Ada’s r e t r e a t  to  the sec i-an arch lo  l i f e  of tlie 
craftsm an in  Norfolk* But the attem pt to  enclose the experience o f the 
f i r s t  two plays w ith in  the l a s t  r e s u l ts  in  a  c e r ta in  scrappiness of 
p lo t and uneven construction# Hi© time In te rv a ls  between scenes a re  
no t as reg u la r  aa in  the f i r s t  play# In  each cao© the a c tu a l scene, 
as  when the  remoi^l-mea ty p ify  a  "m m -in-the—s tre e t"  re a c tio n  to  the 
Sismaondses, o r when Dowhurst and Dobson d is ru p t in  d if f e r e n t  ways, i s  
a success in  natu ra lism  o f dialogue and ch a rac te r; bu t thejbontral 
ch a rac te rs  are  never made strong  o r Indeed human enough to  connect the 
d isp a ra te  elements# The Besker techniques fa m ilia r  from "Chicken Soup 
with Barley" are  su ccessfu l in  themselves -  fo r  example when Act I  ends 
on t!ae hopeful note o f the song, and tlie p o l i t ic a l  debate o f Act I I  i s  
presented simply as a  c la sh  o f p e rso n a lity  to  give i t  humanity -  bu t 
they f a i l  to  supply the  ssase o f climax needed to  hold such a chao tic  
p lay togetiier# S im ilarly  the comic "aunts" scene a t  tlie beginning o f 
Act I I I  and Ronnie’s v io le n t physical a c t iv i ty  throughout are  f in e  
v ig n e tte s  in  them selves, but do no t r e la te  to  the progress of Dave and 
Ada# Some p a rts  o f scenes, however, as In  the  l a t e r  p lay s, stand out 
aa m asterjdeces of naturalism  end au th en tic  huiraniam* Dave’s etu%)id 
l i e s  and complex id eo lo g ica l collars®  about tlie l in o  s te a lin g , and 
DeiiAiurat’s re tra in e d  sense o f h u r t r in g  t ru e ;  ♦ the same i s  tru e  of 
the dialogue b u i l t  around the apvearanc© c f  the c h a ir  i t s e l f ,  as the 
news o f Sfiramy’s d ese rtio n , Selby’s r e t ra c t io n  and H arry’s i l ln e s s  dash 
on© by on© the hopes embodied i a  the chair# Hi© only v ir tu e  celeb ra ted

* ÎÎ0 ia  a  rounded ch arac te r  in  m iniature # J  H Taylor sees him only 
aa a  ’ type’ ; "a  r a th e r  improbable equire-fi^ iure o f the old school#" 
( J  R Taylor "Anger and A fter" P 162)
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a t  tîi9 end la  th a t  o f endurance, which i s  to  the c r e d i t  o f Wesker’s
honesty , but no t o f h is  id eo lo g ica l purpose*

"The Kitchen" shows Weaker f i l l i n g  the gap l e f t  by the  faîfdljr
focus o f the T rilogy , w ith a drama based on re la tio n sh ip s  in  a  working
environment between widely d if f e r in g  ind iv iduals*  Hi© Trilogy portrays
mainly the exare-tim e a c t iv i ty  o f i t s  fam ilie s  (even when the c h a ir
I t s e l f  i s  produced Talking about Jerusalem ", bu t noth ing  more I s
done to  i t ,  in  c o n tra s t with the r e a l  carpen try  in  Arden’s " ‘f.’hea i s  a
Door no t a  Door" * ) |  "Tho k itch en " , however, goes s t r a ig h t  to  the
h e a r t of the experience of i t s  workers* I t s  pace i s  governed e n t i r e ly
by ihe  rîiytlim o f the m eal-serving which c rea te s  the pace o f the tru e
clinaxea o f a c tio n , and iaa>:es the f in a l  apotheosis of s ile n c e  and
s t i l ln e s s  a  th e a tr ic a l  to u r  do fo rce * The b r i t t l e  In te rp la y  o f emotions
and n a tio n a l p ride  a llo t/s  l i t t l e  room fo r  Wesker’s usua l c a re fu lly
underlined p o l i t i c a l  speeches, w ith the r e s u l t  tlia t he has to  Introduce
the "dream" sequence in  the in terlude*  This f a l l s  to  be an adequate
n a tu r a l is t ic  opener fo r  Paul’s statem ent about s o l id a r i ty  in  tJie working
c la s s ,  as the atmosphere o f p o l i t i c a l  and so o ia l d iscussion  i s  not
created  hece, in  c o n tra s t to  the f i r s t  play o f the Trilogy* The events
o f the p lay , a p a r t from tha mime of tlie work i t s e l f ,  a re  alm ost e n t i re ly
governed by personal id io syncrasy , w ithout the wider reference o f the
e a r l i e r  plays* P e te r ’s f ig h t  w ith the C yprio ts, h is  feeding  o f the
traiups, and the s e r ie s  of c lim ac tic  a c ts  a t  the end (from the ^ss-p ipe
c u ttin g  to  the sequence o f ev n ta  — n o ise s -o ff , re p o rt and the exposure
o f the r e s u l t  -  which i s  f a m il ir r  from the expression  of v io lence of
o ther d ram atis ts  **) grow out o f the conditions in  tiie k itchen  which
are  p a r tic u la r is e d  ra th e r  than ro fe n e d  to  a  w ider p o l i t i c a l  context*
I t  becomes necessary  to  make llarango’a f in a l  Bfooch aa o v e rtly  iro n ic
statem ent on the q u a li ty  o f l i f e ,  a  statem ent which lo ses  some fo rce
bec^iuse o f the lack  o f a  rounded p resen ta tio n  of the ch arac ter wuo makes
i t*  But the play i s  d ram atica lly  su ccessfu l mainly because o f i t s

L&S'k, oF
powerful rhythm, sh o rt tim e-sca le , crowded ac tio n  and o v ert p o l i t i c a l

* "That underworked a re a , work, has become the g rea t stamping-ground 
o f present-day  r e a l is ts *  A ll kinds o f working ro u tin es  have been 
explored fo r  dram atic in te re s t* "
(K Worth "Revolutions in  Modem English Drarr-a" P 24)*

^  Orton, Bond and a lso  Wesker h im self in  "Chicken Soup witli Bzirley"*



declam ation, although Id eo lo g ic a lly  tha ©oral i s  too vague to  ©ai;e any 
more impact than to  encoucage a  genera lised  husjanitariaaism *

Hie l a s t  th ree  plays of the jjeriod d i f f e r  in te n se ly  in  
d.cum tic fo ra ,  s ty le  and su b je c t, bu t each rep resen ts  a  s te p  away from 
tho naturalism  o f the e a r ly  work. "Chips w ith Everything" (1962) draws 
on another asp ec t of W ester’s experience by mailing the FcA.F. co n scrip t 
camp a  symbol which rev ea ls  the c laso  s truggle In  microcosm* Where in  
"Hie Kitchen" only the un rea l f ig u re  o f Karango rep resen ts  tli© "o th er 
s id e " , and the whole opposing system i s  to ta l ly  fragmented among the 
c liarao ters them selves, here tlie choice of a  h ie ra rc h ic a l s tru c tu re  fo r  
tho drama’s su b jec t allow s a  veiry c le a r  d iv is io n  between the rep resen t
a tiv e s  o f opposing c lasses*  * But tho ch a rac te r  o f Pi.p on whom tlia 
whole p lay  tu rns ia  badly chosen to  make Wesker’s points* In  c o n tra s t 
to  th a t  of S a i le r ,  whose martyrdom i s  expressed p o e tic a lly  in  the f e e t— 
washing scene bu t whose handicap seems r e a l  and immediate l a  tlia context 
of the camp, l i p  i s  too divorced from the o th er c o n sc rip ts , end too 
contemptuous o f th e i r  way of l i f e ,  to  gain  much sympathy from the 
audience. E is f i r s t  long sxeceh in  Act I  Scone 2 wîiich describes the 
cafe in  the East End, destroys any p o s s ib i l i ty  of id e n tif ic a t io n  from 
the audience by i t s  h o rro r no t a t  the conditions o f w orking-class l i f e  
bu t a t  th e i r  in s e n s i t iv i ty  as people t tiie a tta c k  seems on tîio wrong 
grounds. S im ila rly , tho fam ily  h is to ry , i a  Scene 5 , la  no t only 
n a tu r a l is t ic a l ly  u n lik e ly  to  g e t a  h earing , but ir re le v a n t  to  the issu es  
witlî which Weaker io  concerned* P ip ’s change to  an o f f ic e r  a t  the end 
eeems to  be expected in  t^ie l ig l i t  o f h is  ch a rac te r-ty p e , and the 
e lab o ra te  a l te rn a tio n  . f  th re a ts  and f l a t  Wry which Wesker shows the 
otiier o f f ic e rs  using  on him seems unnecessary. Hie " leadersh ip" whldi 
he shows a t  the end o f Act I I  in  the "singing" and "coke" scenes i s  
u se less  in  ro a l term s, but re in fo rces  the audience’s lack c f  su rp rise  
a t  h is  f in a l  acceptance o f h is  ro le  by h is  arrogance and obvious 
enjoyment o f autho ity *  Hie p lay ’s uneasy re la tio n sh ip  with naturalism  
makes such symbolic scenes as P ip’s change of c lo th es  and Sixiler’s

"We are  n o t,  presumably, meant to  accept them p rim arily  as human 
be in  8 e x is tin g  in  th e i r  own r ig h t ,  but r a th e r  as q u a s i-a l le g o r ic a l-  
type figui© s o f t l ie i r  respeoti'W  c la sh es ,"
( j  R Taylor "Anger and A fter" P 164)



d ese rtio n  ou t o f con tex t w ith the o’ialogru© and a c tio n  while no t allow ing 
the extrem ely u n lik e ly  choice o f "The Cutty Wren" as a  re b e l song, a t  
the cen tre  o f the p lay , to  be judged by any o th e r than n a tu r a l is t ic  
c r i te r ia #  *

R ea lis in g  t  i s  d i f f ic u l ty  sooms to  have prompted Wesker to  
r e je c t  natu ra lism  o f s e t t in g ,  and, m ostly, o f  d ia logue , in  "The Pour 
Seasons" (196$)# The play i s  dedicated to  the Cuban rev o lu tio n  but 
has no connection w ith th is  o r any o ther h is to r ic a l  o r  p o l i t i c a l  even t, 
as Wesker concentrates on a  com pletely iso la te d  re la tio n sh ip  in  a 
higfaly a r t i f i c i a l  and withdrawn s itu a tio n #  The p lay , by and la rg e , 
has been a  f a i lu r e , fo r  many reasons; no t tliC le a s t  of these i s  th a t  
the cl'ieractex’s themselves and th o ir  s i tu a t io n ,  as in  "Chips with Every
th in g " , a re  too div.-rced from ord inary  experience in  being u p p er-c lass , 
in te l l e c tu a l ,  experienced end w e ll-o ff , to  allow  id e n tif ic a t io n  or 
even much in ter© at from the audience# Hie d e sc rip tio n  o f th e i r  achieve
ments and ta le n ts  in  the  "Spring" se c tio n , thougfi alm ost e n t i re ly  
fa n ta sy , i s  too excessive to  be accep tab le , and p laces them beyond the 
context o f o rd inary  hum"?nity in to  the ra re f ie d  realm o f the  in te l le c tu a l ,  
where -  considering  tha eed ica tio n  anl Wesker’s avowed In te n t — most of 
h is  audience cannot follow  them* Hie r e s u l t  i s  th a t  in  tlie "Siusaer" 
episode when the ch arac te rs  a c t  l ik e  ch ild ren  p lay ing , the sequence i s  
much more uncomfortable than those o f "Hneir Very Own and Golden City" 
o r  " I ’m Talking about Jerusalem"# Tlie Apfel S t r u d e l  ep isode, which 
attem pts to  put something concrete in to  the p lay  to  make the Interohan^jes 
s.em more r e a l ,  i s  too Iso la te d  and divorced from the r e s t  c f  the drama 
to  have the e f fe c t  which i s  hoped; physica l r  alism  breaks the back o f - 
th is  very  ra re f ie d  and symbolic p lay , though i t  does no t do so in  "Chips 

Everjrthing" o r " I ’m Talking about Jerusalem"# Hie fine-dra\m  
development o f the re la tio n s h ip  Is  un fo rtaria te ly  made alm ost unavailab le 
to  the audience by the backgrounds o f the c lm rac te rs , whoa© preoccupat
ions w ith the house and th e i r  l iv e s  end work are  presented in  such 
reduced terms as to moke them both u r re a l  and unsympathetic*

"T heir Very Own end Golden C ity" ( I 966) re tu rn s  to  the  p o l i t i c a l

* "(The Cutty Wren episode) leaves any coaceivablo r e a l i ty  so f a r
behind tfeat i t  can be accep ta i only as a w ish -fu lfilm en t fantasy*"
(J  B Taylor "Anger and A fter"  P I 63) ,



and c u ltu ra l  subj o ts  o f the Trlloi^y, b a t r e ta in s  some of the non- 
n a tu r a l is t ic  ©lecieats o f  the o th e r plays* The play la  making a iruch more 
general po in t about the enviromaent t ia n  the e a r ly  work, but the concen
t r a t io n  on tlie idea  o f the c i t i e s ,  w ith a l l  i t s  symbolic aspects  o f a 
new way o f l i f e  in  p o l i t ic a l  and c u ltu ra l  term s, and on the hero h in s e lf ,  
tu rns the progress o f the p lay in to  more o f  a  personal tragedy of 
dashed hojjes tham a general statem ent on the "utopian chiimera"; i t  i s  
a  r e s u l t  of th is  chimera th a t  the concept of the c i t i e s  w ith i t s  
u ltim a te  degeneration , does not involve the audience çis i t  should* Where 
in  " I ’m Talking about Jerusalem" a  s im ila r  r e t r e a t  from tlie c la s s  s tru g g le  
in  the c i t i e s  i s  s tro n g ly  debated w ith in  the p lay , here the arguments

a,
ag a in s t the concept are  only heard from the Indust r i a i s t s ,  government 
and tho unsym pathetically  portrayed Ti'ade Union O f f ic ia ls # The main 
c lia rac tsrs  seem to  have accepted th a t  the c o n f l ic t  has a lread y  been 
s e t t l e d ,  which i s  debatable# As occurred in  "Chips With Everything" and 
"Tho Four Seasons**, the hero i s  badly chosen to  id e n tify  the hopes of 
til© audience# E is ’'soaring" bu ild ings r e c a l l  P ip ’s s im ila r  a t t i tu d e  in  
th e i r  arrogance and d isregard  o f people themselves and to  some ex ten t 
a lso  r e c a l l  B ea tr ic e ’s ^unfolding" in  "fum aer", which a l ié n a les Adam*
The fuidam entally  unsympathetic nature  o f Cob. am m il i ta te s  ag a in s t the 
em otional support from the audience which Weaker seeks# That he does 
s tro n g ly  soek i t  i s  shewn by h is  b a s ic a lly  cn e -s ile d  view o f the c o n flic t*  
His p resen ta tio n  o f the combined fo rces of union and management ag a in s t 
Cobliam, when tlie su rface  realism  i s  d iscarded , i s  as c le a r ly  prejudiced 
OS th a t  o f Barango in  "The Kitchen"# The Trade Union end Labour Party  
conferences are  shown in  extrem ely r e a l i s t i c  terms but the people them
se lv e s , o f whom they are  the i-e^ resen ta tives,  a re  never presented on the 
s tag e ; thor© i s  an a b s tr a c t ,  r a th e r  tiiaa a  concrete and hum anistic, 
idea  o f whoever the c i ty  i s  designed f o r * Hie s e r ie s  o f v ig n e tte s  (as 
d iscussed  ia  P a rt I I )  axe succès f u i  in  tiiemselves as drama, bu t f a i l  to  
connect in  a  concerted movement towards tlio id eo lo g ica l end which i s  the 
beisia of the drama, and degenerate in stead  in to  a  personal and jrival©  
tragedy# * The tragedy i s  Vesker’s own, and th a t  o f Centre 42, and

* "# * * #the play i s  n o t f in a l ly  one o f defeat"
( j  E Taylor "Anger and A fter" P 169)* Yes i t  is#



th is  contliïuas the au tob iogxajh ical o rig in s  o f the  e a r ly  work# As he 
t'ays in  "Feara o f Fragmentation" (1963)}

The iro n ic  tragedy was t!oat the susp ic ion  o r in d iffe ren ce  of the 
Labour movement encouraged us to  adopt tiie one p o licy  which 
would even fu r trier a lie n a te  them from us -  namely th a t o f acquir
ing  funds from p riv a te  in d u stry  and wealtiiy ind iv iduals#  »

Wesker*S'work, although achieving in c reasin g  ran;,.e and v e r s a t i l i t y  
throu£di the period in  s e t t in g  and ch a ra c te r , never again  achieves the 
synèijasis of the p r iv a te  and public  whioli he reaches in  "Chicken Soup 
w ith B arley"#

TÏI& 1960*3 demonstrated a  p o la r is a tio n  o f the ph ilosoph ical 
and p o l i t i c a l  aims of the d ra iaa tista  under discussion* Hie £^enoral 
r e t r e a t  from o w r t  p o l i t i c a l  comment in  the 1960*8 produced a Wesker 
whose in sp ira tio n  d ried  up by the end of the period , and an Cibom© 
e x tra c tin g  support from h i a audience fo r  h is  enemies o f the  1950*0# 
P in ter*a work, always a - p o l i t i e a l  in  In te n t ,  r e t i ’ea ted  fu r th e r  from 
connection w ith  comnion humanity# Conversely, the work o f Bond and 
Arden shows a  c r y s ta l l i s in g  o f p o l i t i c a l  b as is  In to  a committed l e f t -  
wing p o s itio n  through tli© period# They sharp ly  c o n tra s t witîi tlie r e s t  
o f the d razm tista  o f the ^ r i o d ,  though in  ve iy  d i s t in c t  ways, Arden 
In  h is  songs and poetry , and Bond in  the unoomrrèm ising nature  o f h is  
view o f r e a l i ty ;  they move, in  f a c t ,  in  a  rev erse  d ire c tio n  from the 
general flow* The plays o f N ichols, Saunders and Stoppard wore alwagns 
a - p o l i t i c a l ,  the philosoxliy "p riv a tiv e ” , and th is  type o f drama i s  eeon 
a t  the  time of w ritin g  (1975) to  be -  perhaps only tem porarily  -  t  a t  
o f the most successfu l metroTJOlltan drama# The o(mlo voice o f Simpson 
was drowned by the advance in  te le v is io n  comedy, superseding the verbal 
" rad io  s ty le " ,  and Orton’s id io sy n o ra tio  work i s  fo rev er fin ished# The 
Regional movement of th e  e a r ly  1960’s ,  rep resen ted  in  th is  g ti-uy by 
Hudkin and Delaney, and based uncompromisingly on a  t r a d it io n a l  n a tu ra l
ism o f language combined w ith  a  n ea rly  sp e c if ic  s e t t in g ,  has shown 
l i t t l e  s ig n  of rem aining a  v a lid  a l te rn a tiv e  to  m etropolitan  drmm# î ^ t  
o f  the reason fo r  t h i s ,  d isreg ard in g  the widespread retrenchment owing 
to  lack  o f funds, was tlia general movement away from notm’ali^©^ and

rea lism  already  d escribed , which tended to  reduce such q u a l i t ie s  as



- ;s ’é

reg io n a l s p e c i f ic i ty  in  th is  sense in  favour o f a  g eneral moral o r 
p o l i t i c a l  purpose*

The general movemont of the period i s  away from naturalism  
end rea lism ; bu t d if f e re n t  d ire c tio n s  a re  taken according to  the 
tempérament o f tha w rite rs*  Hie "advance" out in to  the audience 
ty p if ie d  by tlie work of Saunders, Nichols and Arden has been s e t  bock 
by the extravagances o f the "happenings” and "tlio tlie a tre  o f c ru e lty ” 
in  tlie la te  1960*8, and has y e t to  red iscover i t s  E rech tiaa  ro o ts , 
except possib ly  in  tlie case of Bond* The poetic  and sym bolist d ire c tio n , 
however, was found to  be unaselm llable by such playw rights as  Wesker, 
whoso work demonstrably su ffe red  the fu r th e r  i t  moved from tli© 
n atu ra lism  o f "Roots” * Some w rite rs  never l o f t  the 1950*ss Osborne, 
a f t e r  f l i r t i n g  w it Brocht i a  "Luther^ re tu rn s  in  tlie la te  196C’s firm ly  
to  h is  e a r ly  t r a d i t io n a l  technique, and P in te r ’s B rcchtian  in te rlu d e  in  
1967 — 1969 only o v erla id  h is  b a s ic a lly  n a tu ra l!a t ic  drama*

The d if f e r in g  usages examined i a  P a rts  I  and I I  of th is  study 
a re  based u ltim a te ly  on the purposes explored i a  P a rt I I I .  Koral end 
ph ilosopliical motives aro In  the end p o l i t i c a l ,  and tre se  motives inform 
the method* Those play-T ights who are  c e r ta in  o f t l ie i r  s tan ce , whatever 
i t  i s ,  in  p o l i t i c a l  term s, a re  u su a lly  c e r ta in  in  form and technique, ♦ 
Hie drama which i s  being w ritte n  w ith in  tlie p resen t s tru c tu re  of so c ie ty  
has been discovered by i t s  w rite rs  to  be committed o ften  despit© theia- 
eè lv es , and tlie type o f n e u tra l i ty  shovm by Aiden in  the plays o f #ie 
e a r ly  I960’© and la te  1930’s  has become Im possible, as i s  demonstrated 
by h is  l a t e r  work* A lth o u ^  such a  d e f in ite  opinion concerning the 
problems o f modem so c ie ty  does no t guarantee dram atic success, only a  
purely  commercial o r ephemeral achievement c-m follow  from an attem pt 
to  avoid the fundamental questions of tha so c ie ty  w ith in  which the 
plaj*-© are  w ritten*

* Wesker’s  unfo rtunate  experiences w ith Centre 42 and the Txade Unions 
l a  gviaeral d ilu te d  h is  zea l in  the 1960’e with a  r e s u l t in g  d ilu t io n  
o f c e r ta in ty  o f teclmique*
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APPENDIX

My mother loves me.
I  f e e l  good.

I  f e e l  good because she loves me.

I  am good because I  f e e l  good 
I  f e e l  good because I  am good 
My mother loves me because I  am good.

My mother does no t love me.
I  f e e l  bad.

I  f e e l  bad because she does no t love me.
I  am bad because I  f e e l  bad.

I  f e e l  bad because I  am bad.
I  am bad because she does no t love me 
She does no t love me because I  am bad.

* Dr R D Laing "Knots" P 9 (Penguin Books)


