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Chapter I

Out of Apathy

"You swine! You swinel" a middle-..ged man shouted at an

actor as he rose from his seat in a Londcn theatre and shook
1
his fist at the stage. The play which so enraged him was

Jolm Oabornets Look Back in Anger, and tho charactor who Hro-
voked his wrath was Jimumy Porter, an angry young man whose
vitriolic harangues against contemgorary society embodied the
dissent of nis generation., |

That emotional outburst in the Royal Court Theatre in the

late s,.ring of 1956 was both signiflicant and symbolic. In the

istory of the ingllsh Theuatre Look Back in Anger mar<ed a de-
clsive momont. After decadesg of tameness and remotencags,
largely devoted to drawing-room comedles and revivals of the
classics, the theatre was dragged out of agathy end into corn-

troversy. Look Back in Anger had one outstanding merit which

rendered its defects almost negligible: it was "about 1ife as

lLeslio paul, "The Angry Young Men Revisited," Kenyon
Roviow, XAVII (19065), 34,



) &
wo 1lvo 1t Lodny."a Itg viow of lifo wan young and lefllst--
8xplicitly connected with the generation that has grown to
maturity in postwar Britain. licre imoortant, it was shocking.
Osborne's hero attacxed with scorn, violence, vulgarity, and
occaslonally, real eloquence, all the traditional values and
symbols of a moribund empire: the Royal PFamily, the bBC, the
"posh" Sunday papers, the Anglican church, women, u,, er-clacs
snobblshnoss, stiff uppor 1lips, and mlddle~clags respectabll-
ity. He spoke in contem.orary idiom, directly to and for his
own dissident, unsatisfiled generation, and he was speasing for
millions., The new generation was rebelling agalnst the old.

In the history of fngland as well as in the hisfory of the
English stage, 1956 was a momentous year. It was the year of
Suez, the year that saw the offective destruction of the nyth
of tho British ompire. And it was the yoar of the hungurian
Revolution, wnichit crushed liberal illusions about Soviliet Russia.
In 1956 tne old idols were crumbling fast, and defeuse of tra-
dition was fast becoming not only impossible but liudicrous.

The bankruptecy of the older generation was ag:parent; 1t was
time for the new to s.eak out,

That they sapoke out In rngor wan largely a roactlon to
the asathy and asmugness that characterlzed jostwar ingland,

The burst of excitement and enthusissm which foliowed the

2George Devine, as quotcd by Irving wardle, '"Revolt
against the West #nd," Horizon, V (March, 1963), 27.
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Labour victory in 1945 evaporated in the period of economic
austerlty and imporianl docline that followed. The groant hopos
for a now and bottoer soclely subsldod luto concentration on
material goals. To rebulld a war-damaged economy, ensure a
switch from wartime to peacetime nroduction in industry, and
to secure housing and employment for thousands of ex-scervicemen
were the pressing concerns of the babour government. hational-
ization of industry and national hezlth insurance did not bring
about the radlcal chungos in voclal structurd wiilch thelr pro-
sonents had envisioned. As bngland entered the 1950's nutlonal
asathy had become a recognized phenomenon. It was evident 1n
almost all aspects of life: 1in the decline of the economic
growth rate, decreacing attendance at trade union neetings and
church services, lack of interest in political events, and
frivolity in the arts. The England of this decade has often
baoen called a "stugnant socloty," and tho judgmment scems vallid.

Tha oostwar porlod was, however, one which brought in-
creased prosperity to the vopulation ol mngland. Although un-
able to compete efficiently in world markets, Engiish industry
thrived on Marshall Plan aid and domestic demand for material
goods. As wages rose, the iiddle class scttled down to enjoy
suburban v'illas and minl-cars. The working class san£ back
in easy chairs bought on the "never-n:ver" and watched the
tolly. Dosplte dirftlcultles wlth the lncome bnx man, the
usper classes remained arbiters of taste and fashion. The

Conservative victory in 1951 and the pomg of the coronation



n
in 1953 gave an Edwardian aura to a society on wnilch the sun
was setting fast.

Underneath this acathetic aospearance were forces that
were soon to culminate in far-rcachlng soclal changes. The
gonoration which cume to muturity in the 1950's war a product
of the free and easy society of the war years, when class
barriers had fallen before a common effort to achieve “victory
at all costs." The artificial social stratification that sre-
valled after the war was a source of lrritation to young men
who found that, despite the electlon of a soclaiist government,
working-class orlgins woere still a handicap. Graduates of the
"red brick" provincial universities, sporting reglonal accents,
éwarmed into London and found that an Oxbridge degree, a BiC
accent, and "connections" were still the sgsets needed for .ro-
fessional advancement. They were Irustrated and increacingly
angered by the refusal of the Jowers-that-be to reccgnize the
claims of youth.

In 1950 accuwmiluatod rosontmontys bepnn Lo bural fortl.
The forms were varied: juvenile delinquency, race riots, a
msss demonstration in Trafalgar Square to protest the Tory
governmentt's action at Suez, new boogs and plays written from
a working—class viewpolint and definitely nostile to the sgtatus
Juo. As the decade passed, symoptons of revolt became wore
apparent. rolitical avathy gave way to involvement; leftigt

intellectuals founded the Now Left Review in 1959, and young

hWstoriang began Lo study coatomporary and worging-class
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history. "Ban the Bomb" demonstrations were frequent. Tnen,
in 1962, the Profumo scandal rocked Establishment prestige to
its foundations and countributed to a Labour victory in 1964.
The lngland of 1967 faces grave moral and ecnomic prob-
lems. But it is no longer clinging to the outworn conce_tions
of a vanished era. When &kngland began withdrawing its forces
"Bast of Suez," an era in modern history came to its smybolic
end. When the Labour government began to uress for entry into
the European Common Market, LEngland entered uson a course
comiesurato wlfh tts diminished position in world affairs.
Today the Image of kngland hns claanged. The amazing svc-
cess of the guartet from Livergool and the "big beet" 1t poyu-
larized, yocuthful vigor in the arts, and the rise of Carnacy
street as a fasnion center have tended to produce a nevw ty.e
of society, one with an accent on youth., The typical English-
man is no longer a conservatively dressed gentleman who weers
a bowler hat and c¢arries a nently furled umbrella. The new
symbol of atald DBritannia is a young girld In o mini-asklirt.
What ha,pened in the British theatre bhetween 1945 and 1966
is a repetition of what ha.pened in the country as a whole.
A theatre which has been described as & ";tuffed flunky" and

, I
called "hermetically sesled off from 1life" is now the best in

3Penelope Giitliatt, "A Decade thut Destroyed 'A stuffed
IMlunkey, t"_uifo, LX (May 20, 1960), %8.

*Arthur Millor as quoted by denncth Tynan, Curtalns
(New York, 1961), ». 162,
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the world, The London thestre in the early (ifties was coum-
pletely divorced from rezlity. It subsisted on revivals of
the classics, foreign imocris, drawing-rowum comedles, varrc k-
room farcas, and detective plays, none of wrnich had sny special
relevance to life as it was lived in mngland in the second half
of the twentieth century. It was an aciors! theatre par ex-
cellence, and it was cconomleally proesocrous, o conditlion
maintained by couagclous catering to the tastes of an upper
middle-class audience. The new plays were by cstablished
dramatists like Terence Rattigan andé Woel Coward, com.ctent
craftsmen who provided audiences with a gocd evening's enter-
tainment and sent thom out of the thestre without a thought in
thaeir heads. “The revivals, both in urtistic and oroduction
quallty, werc excellent. 1In 1954L-56 the follovilng plays were

oroduced on West mnd stages: Otwayls venice rreserved, lbsen's

Hedda Gabler, Pinerc's Hls House in Order, Congrevets The Way

of the korld, Sheridan's The Rivals, and several piays by Shaw

and Shakespeare. It is sdmittedly an acdwirable thing to revive
the classics, but a theatre that doeg litilo c¢lse can be termed
"live" ounly in the techinlcal sense of tho word. Gnglish drama
critic Kenneth Tynan, writling in the london Ubgerver in 195l,
said, "The bare fact is, that, apart frowm revivuals and imosorts,

tkere is nothing in the London theatre that one dares discuss

-
. . . . . . . )
with an intelligent man for more than five minutes.” The

‘

.
‘”Pyxnxu, Curtndnss, . Ubh,



title of his article was "West ind Apathy."

Tynan was not alone in lamenting the sad state of the
linplish theatro, and by 1956 at least two proups wore attompting
to do something to remedy the sltutation. In 1953 Joan Little-
Wwood had set up her Theatre Workshop in the Bast And of kondon
in an effort to reach a woriing-class sudience. Her success
was limited, both by an inability to find new plays and by the
refusal of her chosen audience to attend her tneatre. Until

1956, when she nroduced vrendan Behan's The ywuare Fellow, lMigs

thtLéwood gonoerally confined herself to revivals, scoring a
notabie critical success wWwith Jonsonts Voloone.

The real breakthrough in the creation of a vital bngiish
theatre came with the organization of the English Stage Com-
cany, a group originally rformed tc promote verse drama. The
brainchild of Lord Illarewood, J. £. Blacksell, and the poet
Ronald Duncan, the iuglish Stage Company secured financial
baclking {rom Yorkchire businecsman Neviilo Biond, and, with
a rather vaguc ldea of what It actuully wanted to do, hired
George Devine as 1ts artistic director. Devine end Tony
Richordson had been tryving for three yesurs to form a stage
company and once they had financigl support, they lost no time
in getting to work, Devine's idea was tc estublish a writers!
theatre and concontrate on _roducing new plays. After secur-

ing a thirty-four year's leasc on tho 0ld Royal Court Thewtre

6Nardle, "Revolt," p. 26.



&

_in Sloane Square, Devine set out to find his new plays. An
advertisement in the trade journal The Stage brought diszappoint-
Ing results, so he approached novellsts Nigel Dennig and Angus
wilson and persuaded them to turn dramatist. Deuanls dramatized
his novel Cards of Identity, and Wilson wrote The Mulberry

7

Bush especially for the Engiish Stage Company. In April,
24sn y

1956, the Royal Court opened with a repertolre of six plays.
Only one play was by a new author, but that one play was Jchn

Osborne's Look Back in Anger.

Today drama critics speak of May 8, 1956, in roughly the
same way historlians speak of 1789. Phrases like "the revolution
in the English theatre" are commonplace, and, like most sween -
ing generaiizations, need nodification. The first performance

of Look Back in Anger did not bring about an immediate end to

orevailing fashions on the London stage. It did not abolish
apathy; it only dented it. But all ruvolutlons, even in tacte,
begin somewhero, and in robtroacccel, look Bock in Anger stormod
the pateg of the lstablishment bastille with an lmpact that
still reverberates.

The first reviews of Ospornets play were almost all favor-
able; only the London Times was delinitely hostile, and in the
Sunday Observer Kenneth Tynan greeted it with enthusiastic

oraise:

TJohn Russell Taylor, Anger and After (Paltimore, 1963%),
p. 33.



I agree that Look UVack in Anger 1s lizely to remain
a minority taste. What matters, however, 1is the

size of the minority. I estimate it at roughly
6,733,000, which is the numbcr of peoole in this
country between the ages of twenty and thirty . . . .
I doubt il I could love anyone wno did not wish to
see Look Back in Anger. It is the be:t young .lay

of its decade.®

The usually ascerbic lr. Tynan was a young man, not long out
of Oxford in 1956, and he understood imnediately the real im-
portance of Unborne's play: 1L "prosouls post-war youll gg

9
it realiy is."

Despite the reviewers' pralse, look Back in ..nger was not
an immediate oopular success. uWot until an extract was shown
on television did attendance become heavy, but what hapjened
after that is a legend. It has made John Usborne oné ol the
richest playwrights In the wvorld; it hag been revived, trans-
latod, producod, and published in every importoant woestern nn-
tion, and it has been made into a motion Licture. The onlay
oropelled the angry young man to stage center, shook the cob-
webs from a decsdent theatre, and inaugurated what that steid
journal, the Times Litersry 3upclement, called "the best decads

i0
for bLritish drama since thoe Restoration.”

Proprogs was slow al first. The Hoyal Court could end its

first season with a oroflt only by rcviving Wycnerley's naugphty

8Tynan, Curtszins, p»p. 131-132.
91bid., p. 131.

O"Enter the Second ‘Wave," Times Literary Supplencnt
(July 29, 19653, p. 633,
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The Countiry #ife, an action that represented a compromise of

artistic principles. The important thing, however, is the use
to which the wsng.ish Stage Company put the profits it made from
that and subaoquoent revivals. 1In the yours alter 1956 1t in-
troduced to London audiences most of the new, young olaywrights
whose works would have gone unproduced by the dominant West
End theatre hierarchy. From 1956 to 1963 the Royal Court pre-
sented plays by thirty-eight dramatists uniknown to the London
stage; Among the thirty-eight were: John Arden, csdward bond,
Ann Jellicoe, Doris Lessing, Alun Owen, N. F. Simdson, Shelagh
Delaney, larold Pinter, and, of cours., John U:;buz'ne.ll

The excitement generated by the Royal Court, Joan Little-
wood's Theatre Workshop, and the group of young dramatists they
promoted spread throughout England. Lvents on the stage were
varalleled by develo;ments in television end films. Many of
the new British dramatists, inciuding Osborne, wecsker, Pinter,
and‘Arden, have written for television. Young actors and
directors with new ldoas and technlguon anpponred, nud directoras
like Petor Brook, Tony dichardson, wulndsay Andergson, and John
Dexter were as important in giving impetus to artistic devcl=-
ooment as the pluywrights.

The fifty-year decline in the physical condition of the

theatre was halted; new olayhouses were built in London and

llT{\leI’, Angor and Alter, pn. 3e/-3c8.
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the Lrovinces. Provincilal repertory glouns sordiig Rp, g 500¢
ol Laem have achioved oebistlic and rocguction otondsrds ol
suchi ¢xecllence thal Laey draw London crillcecs Lo Lol upern-
le
ing oerformances. They take risks witn unknown dramatlcts
and present controversial -outemporary plays.

The financial picture for the wnglish thenstre 1z rela-
tively bright. #oth local and national authorities have steppec
up rinancial aid to the arts. The loag-hoped tor natlensl
Theatre came into belng In L9063, and wnder tne dircetion off

Petor nall, tue Royal Shuakcespoare Compraly 1o cncouraglag cri-

perimentation and presenting gvent garde modern plays, clong
with new oroductions of Shaizespearc.,

rost of the young pritish dramatists wio have come for-
ward since 1956 belong to the realistic tradition in the
drama. with tioe exceptions of Larold riater and L. . Simpson,
who bolony to tho Thealre ot the Abswed, they deol rlmnarily
with Lho conerete world., 1 they use parable, alicgory, fon-
tasy, non-realistic stage devices, or .oetic language, they do
so in order to reveal the social fabric of twentietn century
life., Re)>resenting virious strands of the trend towards re-
alistic appralsal of coutenmporary lifc are the fowr ,l.ywrignts
under discussion in this oaper: John Ugoporne, brendun belan,

Aruoid wasker, ond John Arden,

lZJePemy Rundall, "lresh 8ap for the Wwithcred Trec,"
Tulane Drama Review, XI (Winter, 1y66), 137.




1z

Osborue, who had made the greatest 1mpact upon tne Lub-
Lic of any of the new kngiish dramatists, has made tn.t lmpact
by revealing in his plays many of the lscues that perplex
fnglishmen at mld-century. DBehan, an Irlshman, shares with
his bnglish colienpgues a distrust of the orevalent morcs of
contemporary society, but he exvresses in hic p.lays a joyous
affirmation of the value of 1life which is mlssing from their
work, Wesker, reflecting both his ovn origing and the changing
character of snglish soclety, em, husizes various facets of
working-class life. Arden has turned to ballad litcraturse
in an effort to sct the 1lifc of today in a litcrary and nic-
torical traditlion. ALl four have received critical ucclalm,
and all 1llustrate the imsact of Lrecsent-day british life

uson the drama.
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Chapter II

John Osborne, Spokesman for a Generation

John Ugborno Lz now a world-famous Cigure, but when Look

back in Anger was {irst acceoted for ,roduction in 1956, he

was an out-of-work actor living on unemployment benefits and

gifts of money from his bsrmaid mother., DLorn in 1929 in Ful-

ham in southwest London, Osborne was educ:ted at state schools

and Belmont College, a boarding school. His formel educaticn

endod at sixteen when ho was expelled from Belmont for hitting
1

a master, Hls subsoquent work hlstory included a Job as a

writer for the trade journal The Gas world and a long succeg-

sion of acting jobs in »rovincilal re.ertory. Iie has been mar-
ried three times, twice to actresses; his current wife is a
drama critic for the London Observer.

Csborne nossesses a remariable talcent for self'-publiciz-
ing. Since 1956 he has waged a one-man war ugainst what he

considors the atu.ldity of tho wmaglish ress. Ho han raroly

lRobart hancock, "Anger," Spectator, CiXVI1l (Aapril 15,
1957), u38.



1Y
neglected an op,ortunity to lambast his country or hls critics,
and he has heaped scorn on such respected nationzl institutions
as the monarchy, football, and religion, An undoubtedly ego-
lstical young man, Osborne is handsome in personal appearance,
a dandy in dress, and a leftlst in politics. He calls himself

a soclalist, but his definition of a soclalist as "a man who

o
[

doesn't believe in raising his hat'" im.lies that his socislism
is an attltude Loward 1lfe, not o politlical hillosophy. In

the mid-fifties he was obsessed by class consclousness and em-
vhatic about proclaimlng his own woriiing-class origins., All

his personal prejudices and his vehement dislike of contemporary

ingland were embedied in hls first produced play, Look EBack 1in

Anger.

Look Back in Anger ls a battlocry as well as a play, and
1t is difrficult to extruct it from its Listoricual context and
discuss it as drama. But it must be salid at once that its
great imonact on audiences, ”phe biggest shock to the system of
British theatre since Shaw,“j arose from its corntent, not its
forrt, Osborne has crlled Look Back 1n Anger "a formal, rather

]

old-fashioned play,'" and slructurally, thet 1s whot It lg--a

well-mada, rcallstic play written for the  licturc I'rime stago.

LKenneth Pynan, "The Mcn of Anger," Lolidsy, A£LI1
(May’ 1958)) 1790

3Taylor, snper and Aafter, p. 37.

hJohn Gsborne,v"That Awful Museun, "' Twentieth Ceuntury,
CLXIX (robruary, 1901}, Zli.
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It 1a In threc acts, with a climnctic soeccch by the hero at
tiio ond of the Lirst Lwo scets aud o rece:nclllation belwcon bLhe
hero and heroine at the e¢nd of the third. As & study of an un-
hapory marriage, wnicin is what the play basicalliy is, it 1s far

less revolutionary than A Doll's licuse. The »lot 1s simple:

the hero and hils wife guarrel, separate, snd In the end are
recounciled,

Rhat shocued British audierncoes in 1956 was the character
of Look Back In Anjprer's working class hero, Jimmy roricr,
Jimmy was opinionated, aypressive, articulate, and univa sity-
educated, a fer cry from the stereotyped servarts and batme:
who had so long reosresented the .oruing class on the kngiish
stage. He was poor, sold cundy to earn his living, and lived
in an attic, but Look Back in Anger is not proletarian drama,
For two and one-half hours Jimmy slings mud ot magiish soclety;
he hates 1L because hoe cannol Llud a wlche or u wny Loward
meaningful existence, but tnere¢ is not even a nint that he
would be any different in & reccnstructed society. He displays
a paradoxical nostalgla fcr the Edwardian era, a period which
he certainly would have found as irrituting as his own. He
was a conpletely realized and e:xciting civ.racter who echioed so
faithifully what =o many young men (and women) were saying that
youtliful audlences lgnored the playts Louwlts el cmbraced 1Lg
hero as a new lLveryman.,

Jimmy's relations with socclety are inextricably mingled

with his attitude toward his wife, Alison. Criticlism of one
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leads to criticism of the other. In the opening minutes of the

play dJimmy uses sarcastlic asscsamoent of the contents of tho

I

sunday papers ag a gprlapgboard to attacks on the "Husildiunimoug”

nature of his up.er-class wife and her family. Jimuy cennot
come to any sort of terms witn soclety, and he cumiot commmuni-

4]

cate with his wife except in a game called "squirrels and besrs."

Only by retreating into a primitive world can he and Ailison

achieve even physical communion. The retrest from l1life resolves
nothing. A phone call from Alison's irlilend, lielens, nesr the
ond of Act 1, dlanolves tholr momoentary inbtlmacy snd proveunt s
Alisont's telling Jimmy of her pregnancy. Jimmy is violently
jealous of anything that robs him of Alison'’s undivided atten-
tion. The act ends with a vituperstive lireade in wnid Jimmy
characterizes his wife as a "python" who is trying to destroy
him.

The first scene of Act I1 1s largely a repetiticn of Act
L axcopt that Holena has jolned the nenzpe in the atuvic. The
attacks against Alison and society continue. Jimmy shouts,

" and

"I've no public school scruples against hit;ing girls,
calls Alison "white, messy and disgusting.” In scene two
Colonel Redfern, Alison's fzther, who hss becn sumicned by
helena, arrives to talke Allson away. Col. Redfern 1c the only

reully sympathetle churacter in the pluy, and Usborne demon-

strates the limitations of tho "angry young mun" 1label by

5Osborne, Look Back in inger (lew York, 1963), pr. 6u, 56.
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showing amazing insight into the charactur of a dis.laced
bdwardian:

Porhaps Jdimiy 1s right. Porhaps i oawm a--whet weg 1Y
An old plant lef't over from the adwardian wWildcernesa.
And I cun't understand why the sun isn't shining uny
more. . . . 1t was darch, 191y, when 1 iteft pngiand

e o« o and I didn't see much of my own country until
we ceme back in '47. Oh, I «new tuligs hud changed

e « o « But it seemed very unreal to me, out tncre.
The znglané I remeabered was the cne 1 left in 191y,
and I was ha,py to go on remembering it that way.
besides, 1 had the Maharajan's army to comnand--

that was my world, and I loved it, z11 of it. . . .
when 1 thinig of it now, 1t scems like a drcsam. . . .
1 think tho last day the mmn shonoe was when that
dlrty litlle traln stonmed out ol that crowded, suf-
foenting 1ndian statlion, aud the batianlion band sluy-
ing for all it was worth, é knew in my heart 1t wazs
all over then. zverything.

In Act III, which takes place severnal months leter, Helena
has become Jimuy's mistress. But when Alison, who has lost her
baby, returns, iielena exits gracefully, and a final, pJainful
reconciliation occcurs. Alison mzkes & melodramatic soeech
during which sne says, "Don't you secd  1'm in the mud at lastl
It grovelidngl  1tm crnwlingl”/ 1t 1 ¢ mpleto ensitulostion,
and Jimmy is momentarily awed. HNotuing, however, is rcsolved.
The "poor sguirrels" and "poor bears" embrsce, still unable to
cope with iire,

The most outstanding law in Look back in Anger, and in
Osborne's subsequent plsays, is his inability to write saytulag

except monologues. Hls charactoers maite noceches; the dialogue

,

oIbid., pp. 83-8.
Tpia., 0. 113.
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is often witty and laden with sarcasm, but there is no real
giverand-take, no organic response, between thec churacters,
Jimmy talks a2t everyvody; he is on a .eructual socapbox. Allson
is a coanventlonal character, a loang-suifering vife wio loves
her husband despite his sadistic treatment of nor. itetena 1s
vassive; she simply does whnt ia expected of her in cvery slitu-
ation, too enervated to muke any efrort to agsert nersoulf.
Cliff, Jimmy's friend, who was onstiage most of the time, secnms
superfluous. He exolainsg Jimwy to Alison, Helena, and the
audience. Jimny needs no ezxplanation. Tre .lot is cccasionally
creaky. It is difficult to believe tint so modern a young mean
as Jimay Porter would not have been aware that his wife was

regnant. The sccnes in whileh CLICL and Holena urge ilcson

s

to toll Jimmy about her condition would hove bLecen aopropriste

in a Victorian melodrama; tnhey sre out of pace with the strong

contemoorary flavor of Lock DBack in Anger. Tue "whimsey" of
the final reconciliation sc:ne has been ncted by every critic

"'and "bears" gamne repro-

wino saw the play. Yet the "squirrcls'
sentaed the only logical einding. The feceling that lite is too
difricult, too deatructivo to be met "in the lipght of common
day"™ Ls contral to tho characltoerlization of botl Jlmmy snd Ali-
son. The game may have looged ridiculous on the stsge, but it
has the ring of truth.

Look Back in Anger is a one-men show zll the way. What

makes it the most imvortant olay of ity decade is the chracter

of that ono man, tho most excltlng Lo uopcor on an wnyligh
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sbago In at loast forty yoars., Ue guld things too long lelt
unsaid and expressed attitudes too long unexposed, He syoks
at full volume for a generation demanding to bs neurd, and he
captured public attention [or his dissentient contemporaries,

In Osborne's sccond play, The wntertainer (1957), he mede

an attempt to escape realistic stage conveantica by uslng kngiisn
music hall techniquos as a Brechtlan "endistuncing" framcwori,
Thoe thirteen "mumbors'" of the play altern.tely show the domestic
and professional life of Archie Rice, the entertainer of the
title. At home Archie is a snallow, unfeeling fallure whose
consvant infidelity has mude his wife an alcoholic., He is un-
able to communicate effectively with his children or feel more
tnan momentary grief when his son NMic« is killed in taoe Suez
invasion. His wost calious actlion ig Lo porsuade Lls [ather
Bllly, a proat vovformor Jdurlnyg the halycon days ol Lhe muslc
hall, to return to the stage to rescue him frowm financial dig-
aster. Billy dies, and after his funeral Archie's brother
offers to settle his debt with Inland Revenue ivarchie and

his family will go to Canada and try to make a new start. Re-
fusal means jail for income tax evasion, uarchie chooses jall;
failure is so lngralned in bim thnat he will not mnke any ef'tort

to succaod.

On stage Archie 13 z fourth-rate comedian who mixes lewd
and not very funny jokes with a song and dance routine. lie
verforma in a nude review, against a backdrop of naked women

attached to a gauze curtaln,
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The expressionistic music hall scenes s:zrve a double pur-
vose: they are both a commentary on tne domestlic action and
an attempt at asllegory. The dying music hall is Osborne's
symbol for Inmgland in 19L6. Archle's asonga, "khy Should 1
Care" and "tumber Une's the Unly One for le" comient on hils
personal decay and that of his country. In one number the
Union Jack and the song "Land of Hope and Glory," whicn Arcnile
sings as the spotlight siiines on a gauze nude vearing Britan-
nia's helmet, are used to 'urther thie allegory. On the printed
page the symbollsm seems labored, and only once does Usborne
achilove u raeal syuthosly boetween Lhe faflling perfomer nud his
faltoring country. I'or one moment, whon Archle says, "Don't

clap too hard--it's a very old building," the identification

is complete.,

1

: b

ack in Anger, The

U

But such nmoments are rare. wike Look

tntertainer is a ons~man show, Osborne's inability to ccnstruct

shared scenes 1is again obvioua. There is no rcal interacticn
hotwoon tho characlbora, wind Lhio domostlce sconon uro Lodioun
when Arciie is absent. Jean, Archic's daughter, is ¢ color-
less leftist dragged in to represent young zngland. Billy
Rice is the only sympathetic character in the pnlay, but, un-
fortunstely, he is a hymn-singing bore wno talks too much about

the good old days. Phoebe, Archie's wife, is a bewildered

8Osborne, The Motertalnor (How Yoric, 1958), p. Y9.




1
drunk who cannot. understand why iife has not 1ivced up to her
exsectations.

In performance the abrupt transitions between rceallstic
and expressionistic scenes achileved, to some siatent, the en-~
distancing effect Osborne desired. The shar. contrasts pre-
vanted any roal structwral unity, bul on siage thls flaw wng
lossed over by a virtuouso porformance by Sir Laurence ulivier
in the title roie. 1t is, however, dilfricult to believe that
even a great actor could have disguised the snuzliowness of the
allegory. Osborne's fumbling use of wsrechtian technique 1is
relatively unimportant. what matters is his 1lnability to pre-
sent social conflict or achieve any analytical an,ronch to his
subject. No offective contrast to the described dccadence ia

avar vresented. Osborne simply lashoes out emotlonally; therec

i1s no thought behind his condemnation of sccilety. The Enter-
taiper is an interesting social commentary on a s,ecii'ic situ-
ation, but it is too limited in outlcook to have any long-term
significance.

Evbltaph for George Dilion, although not performed until

1958, waa wrlillLen by Osborne and Anthony Croigliton beforos 1946,
- Its hero is a neurotlc actor-o.laywright, who sponges off a
suburban family until he compromises his artistic integrity
by selling out to comumercialism and achleving financial succecs.
Osborne's heroes are all faillures; George 1s no exceution.

The l81liot family with whom Goorge livos roprogsont sub-

urban vulgarity at Ita worgt. Thelr furniture, thelr conversation



and even their food are caricatures of middle-class life.

Mrs. BElliot characterizes herself in a sentence when she tells
her husband, "I don't mind you swearing at the back door, but
the front door--well--," Her daughter Josie is a .rying,
sex~-crazy adolescent, and Norah, the other Elliot daughter,

18 a colorless spinster. NMr. Elliot 1s a nonentity, Into
this stimulatlng atmosohero comes Georpe Dillon, whom Mra.
Eiliot has met at work. Impressed with Georpge's status as an
artist, she offers him a place to live and the use of the sav-
ings of her dead son. George remnains, scduces Josie, contracts
TB, goes off to be cured, returns, rewrites his plzy, and re-

names it Telephone Tart. Whon the play ends, George is a

"success."
On the asurfuco Goorypo ia liko Usbornn'y oLthor heroes,

angry, dissatisfied, and filled with self-pity. However, in

Koitash he is given, in lMrs., Zlliot's sister nuth, an adversary

capable of standing upo to him. In the Act II scene between
Ruth and George real dramatic conflict occurs. George's
statemonta are challenged; wo guins lncight into himselfl and
begins to' question tho authenticity of hic talent:

What is worse 1is having Lhoe sume symplows ag talent,

the pain, the ugly swellings, the lot--out never
sn.wing whether or not the dlagnosis 1is correct.+V

9Osbor'ne and Anthony Creighton, Epitarh for George Dillon
in Penguin Plays (Baltimore, 1964), p. 25,

rpia.. . 5o
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Beeause nelthoer QOaborno nor Creijshton has comroented on
Lholr mothod of collaboratlion, L1t lg lwmooantblo Lo kuow how
much Creighton contributed to this scene. Liowever, 1in view
of Usborne's oLredeliction for monologues, it would a_.pear that
muca of the effectiveness of the Ruth-George duclogue is due
to his working wlth Creightori.

The dramatic interaction in mpitash maizes it one of the
best constructed of Osbormnel!s plays. George's ultimste decicion
to pursue "succosa" arises diroctly oul of hiln solf-roevenlling
conversation with Ruth, thus giving the jlay a properly moti-
vated ccnclusion,

The kiorld of Paul Slickey (L959), &n ewpressionistic

musical, was Osborne'!'s one real flop. Intended az & satire
against conventional drawing-room comcdy, it 1s a ragbag of
attacks on practically coverything--the nres:s, the Torles, the
arlstocracy, rock n' roll muasic, and soex, woich Osborne thinks
has de.enerated into mere lust. The slay has many wlitiy lines
and a couple of good satirical scenes. In scene tiree Lady
lwortlalze of licrtlake Hail wanders about her drawing room ar-
ranging flowers, like innumersble heroines of innumersble
drawing-room comedies. Her husband is dying, and her daughter
commonta on hoer bravery: "1 remembor how she vwoas when they

give away lndla. pul shota been even more wondorful thlg

time."ll

IOsborne, The World of raul Slicsey (New Yor.u, 1959), »n. 21.
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A few good scenes are not enough to save Paul oilckey.

Osborne goes off on so many tangents that the play winds up
n hodgepodpo of bits and ; leces. The conciusion, in which the
major charactors change sex, lus confusing and ridiculous. And
the songs are not very singable:

It's a consideration we'd do well to bear in mind

We cgn sefely say in a not unpompous way

blind

Them with words! 1€

Richard Findlater, an admirer of OUstorne, scid that the sclors

in Pawl Slickey had real difriculty in singing the gongs,

oartly bocause of a poor score, but also bocauge Osborne can-
15

not write "singable and scunnable iyrics."

Osborne reacted to the plays disastrous reviews by writ-
ing an introduction to its published version:

No one has ever dedicated a string cuartet to a
donkey although bociks have been dedicited to critics
I dedicute this play to the liars and self-decoeivers;
to those who daily deal out treachery; to those who
handle thelr orofessions asg instruments of debusge-
ment; to those who, for a salury cheque and lesa,
aucconsfully bolray my ¢ untry; »nd those who willd
do 1t for no induccment ab all. In thils bleals Llime
wuen such nien have never had 1t so good, this enter-
tainment is dedicated to thelr boredom, thelr in-
comprehension, their dlstaste . . . .

This stunning piece of invective 1s wcrth more tihnan the whole

of Paul Slic:ey.

121h34d., p. 9.

ljulchurd Findlator, "The Cnuo of vr. Glicrey,” Twentloth

Contury, CLXV1l (January, 1960), 30.

11 . .
4Osborne, Paul Slickey, ». 5.
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The jacket blurb to the Signet editicn of Luther. (1961)
says that london critics greeted it as OUsborne's finest
achlievement. Jacket blurbs are notoriously inaccurate; this
one, sadly, 1s correct.d Luther was both a criticel and po.u-
lar success in hondon.lb But degspite the pralse it rccelived,
it is a meaningless charade. And its hero 1s a constlj,ated
neurotic straight out of a psychiatrist's casebook,

According to rumor, Osborne wrote Luther in a few weeks
after seeing Brecht's Galileo and resding krik BErigsont's

, 16
loung Man Luther and Nerman Brown's Life agsinst Death.

Meaningful historical drama requires a sound knowledge of the
political, economic, and cultural background of the pecriod.
Osborne tackled the subjuct ol tho Roformullon with, u shallow
understanding of Freudian psychiology; his Luther 1s a ,yeevish
monk wnose revolt aguinst the Romsn Catnolic Church was brought
about by an ill-functioning digestive sysiem.

Brecht's Galileo is a tragic figure, a scientist who bar-
tered his integrity for personal comfort and a chance to con-
tinue hils work in secret. The confliclt betwsen.Galileots iﬁner

desires and the power of the Ingquisitlion Is clonrly precontod,

lESeveral London critics have strong reservations about
Luther. Both Taylor, Anger and After, pp. 53-55, and lartin
Esslin, "Brecht and the Lng:ish Tneatre,” Tulane Drama Review,
XI (winter, 1966), 69, find essentially the same faults in the
play as 1 have done.

16Susan Sontag, "Going to the Therter," Fartisan lteview,
XNXI (196lL), 90.
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and the self-knouwledge which pives Galileco his tragic statwre
urloes directly out of tho cunflict betwoen individual and
soclnl forces.,

It is perhsos unfair to cecmpare a competent dramatist
with a master, 2 bad olay with 2 great play, but a man must be
Judged by nis intenticns as well as his achlevements. As an
attempt at nistorical drama in Brecht'!s manner Luther 1s a com-
plete failure. Desuitbtc tho scenes deplcting Luther witia Cajetan,
the ,apal enlssary, at the Dlot of Worms, thore ls no real
goclal conflict in the .lay. An Luther's inner conflict, the
great questicn of his relationship with God, is, in the play,
merely a Freudisn conflict with his earthly father., The real
Luther was ihtent, first and above a2ll, on savigg his immortal
soul; Osbornel's Luther 1s intent on evacuation. ! ‘The 2nal
imagery, which pervades Luther's conversation in the play, has
n certaln baslys In medlioval folklore whore tho devil and exe-
crement werc closely associated, That Lutner himself used pop-
ular terminology in his references to the devil 1s certaln,

but Osbornet'szs over-ugse of 1t tends to reduce spiritual crisis

to the level of a barnyard squabble,

1T 0sbornets view of Luther is essentially that of Erilk H.
iri<son, Young Man Luther: A Study in Psychoanalysls and His-~
tory (How York, 1962). I had rend Brlison beloro roadlng Os-
bornoty olay and was lmmedlately gtruck by the slwmlliarity of
thelr views. Osborns 1s Indebted to kriison for the "f£it in the
cholr" scene, the idea that Luther felt the Gosgels to be his
mother, and the father-son conflict as the basis for Luther's
rcbellion sgalnst the church. Both Lirikson and Norman Brown,
Life against beath (New York, 1959) emshasize the anal elements
in Lutherts writings.
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Historical accuracy is not required of a dramatist; be-
lievable characterization is. The overwhelming fault of Luther
is that its protagonist could not have done whut Usborno says
he did. o lucks the emotlonal and Intlelloctunl depth neccassory
to crente anything. He could not possibly have atlucked, battled,
and conquerdd the powerful edifice of the medieval Catholic
Church.

Structurally, Luther is a series of scenes, each intro-
duced by a knight who acts as narrator. The dialogue is a
series of rhetorical monologues, and the oniy really theatri-
cally exclting acono in thoe play 1s Tetzel's g-lesg orntion--
Madison Avenue selling indulgences., The jsoasant revolt, an
event important In the development of both Luther and the Re-
formation is described at sceccond hand by the knight, and the
motivation for Luther's action is aever imaide clear. Osborne
was unable to provideﬁLuLher with an op.onent of stature or to
dramatize effective.y his conflicl with the Catholiic hierarchy.

In 1962 "Tuo iloyal Court produced Usborne's Lwo wsllpght

one-acters collectively titled Plays for wngland. The firat of

these, The Blood of the Bamburgs, is a heavy-handed attempt to

ugse the Princess lMargaret-intony - Armstrong-Jones marrlage as a
vehicle for satire. An essentially implausible situation (the
substitution of a look-allke photographer for a roysl prince in
a royal marriage) 1s burdened with adolescent dialogue snd un-

belicvable churactors.

The accond of the plays, Under Plain Cover, ls more
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Intoresting, but srlmoat as bad as Tho Blood of tho amburgs,

Under Plain Cover deplcts a "modern'" marrilige betwcen a brother

and sister who act out sado-masochistlic fantasies in their
suburban villa. OUsborne uses one of their parlor games to

attack obliquely the critics of Look Back in Anger. The couple

discuss a pair of knickers in the same language which the
Times used to dismiss Osborne's first play:

the final gesture ia tot;lly inudeguaste, irrecie-

vant, and with a bagle fallure to be coherent . . . .

1t secems to me theso knickers are speaking out of

a private ovsessional world--~10

The fantasy scenes are a falirly humorous comtient on modern
marriage fetishes, but Osborne's obsession witn the press
caused him to drag in a reoorter who disrupts the idyll and
exploits the situation in order to sell newspapers. The two
situations never fuse, and the final sceone, in which the re-
porter bangs at tho door of the lIncestuous household and yells,
"You can't escape the world," 1s meaningless. The characters
have done it.

The ineptitude of Osborne's technique in Luther and Plays
for England led some of his critics to believe that notiing of
significance could be expected of him.lg Then, in 1964,

laOsborno, Under Plaln Cover in Plays for England (New
York, 1963), p. 117. lor the source of thls pussuge I um
indebted to Halliam Bdwards, wno wrote a lctter to the Times
Literary Sunslement (May 31, 1962), 389, criticizing thelr
fsilure to notice 1it.

19George wellwarth, The Theater of Protest and Paradox
(New York, 1964), ». 233.
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he came forward with Inadmissible Evidence, and once again

he managed to do what he had done in Look Back in Anger--to

speak out so forcefully for his generation that hisg disabili-
ties seemed unimportant. Bill Maitland, the middle-aged pro-

tagonist of Inadmissible LEvidence, 1s another Jimmy Porter.

Older, less suro of himsell, and a man who dilsintegrates before
the eyes of the audience, he is nevertheless a representative
figure. In a’ moving article, Ronald Bryden, a man of Osborne's
age, wrote of the play's impact on him: -

He is still the voice of my gensration. . . .

There we were again on the stage, our inmost selves:
older, unhappiler, self-accusing, but recognized,
spoken for. . « « Maitlandt's 1s a national dread:

he 1s tho ‘goneration in powor in Birtaln, he 15 his
own bogsz, and hls sense of fallure is mixed up

with Britainfts inability to cope with the world. . . .
In thils time, in this place, Osborne has gathered
our BEnglish terrors in Maitland's image and purged
them pitiably and terribly. He has not wriaLen
everybodj's tragedy. He has written ours.®

Osborne caught the essence of his real talent when he
described himself as "one who speaks cut of the real despairs,
frustrationa, and sufferings of the age we are living in now,
at this moment."21 Biil Maitland 1is every man who approaches
forty with the realizatlon that his life 1s empty and meaning-
less and that his youthful dreams have come to nothing. He 1s

frightened by the mad technology of the hydrogen bomb era. He

~20Rohald Bryden, "Everyosborne," New Statesman, LXVIII
(Sseptember 18, 1964), L10.

21John Osborne as quoted by Frederick Lumley, New Trends
in Twentieth Century Drama (New York, 1967), p. 22z.
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is appalled by the mediocrity og”his contemporaries, "flatu-
lent, purblind mating weasels."¢d And, most of all, he is
appalled and frightened by himself., Ovcrwhelmed with guilt
and wracked by despair and self-pity, he lives on alcohol and
pep pllls in an effort to hold himsolfl togothor. He cunnot do

it; the play is a drama of disintegration.

Inadmissible Evidence opens with a dream sequence, a trial

in which Maltland faces the accusation that his life 1s an
obscenity. He cannot defend himself; he reali?es that he has
"depended almost entirely on others! efforts,“dB that he has
failed to achieve even the simple desires for love and friend-
ship. He is confused, and, finally, lost: "I am not eqpal to
any of it, I can't forget it. And I can't begin again.”a

Logically, the statements in the protitogue should come at
the end of the play, but Osborne gains in theatrical excltement
by presenting trem first. IMaitland!'s real adversary is himself:
by showing first the hell he thinkshhis life to be, the steps
Lo bell, tho rout of play, gnin In dramatic intennity.

“After the openlng sceno, Inadmis:sible bvidence i1s a gseries

of confrontations with other characters which reveal Maitland
to himself. In his relations with his managing clefk, who

actuélly keeps the business going, lawyer Maitland 1s seen as

‘2203borne, Inadmissible Evidence (New York, 19p5), p. 2.

231pid., p. 19.
2“Ibidc ’ p- 200
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an incompetent shyster. With his secretaries he becomes an
aging lecher, with his wife and children, a rejected husband
and father. A series of interviews with clients shows Maitland
losing contact completely; he withdraws so totally into his
personal world that he and the clients, ostensibly discussing
logal cases, really talk about entiroly diftfercnt thlngas. At
the end of tho Llay, deserted and alone, he sits at hils desk,
confused and overcome by the unsolvable difficulties of human
eXistence.

Maitland 1s a monologist, but in this instance nis creator
has made a virtue out of his greatest fault. Maitland has lost
the abllity to communicate; he 1s isolated from human contact,
This is his tragedy, his total incapaclty to come to grips with
life in the form of another human being. Tho monologue 13 his
natural form of expression.

In this play Osborne has modified his vitriolic condem-
nation of society: instead of being specific, it is general--
an attack on the mechanistic civiiization of the twentieth
century that has deified technological chenge and denied hu-
manity. He has integrated his criticism with the character
of his protagonist. Maitland is gullty; he takes tho blume
for his failure, but he is also the product of a dehumanized
sociéty. Osborne has always wanted to characterize his age.

Bill Maitland does it when he s:ys, "I seem to have lost my
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drift," He is dveryman, lost in an incomprehensible world,
drifting towards disagstor.

inadudssible Bvidence 1is Ouborne's mua jor accompllshmont,

Rejecting imitation of Brecht, he has found a worksble f{orm
of exjressionism,., Osborne has said that he srefers to write
for a conven?ional stage and make his "breakthrough" by use

of language.d6 Here he does it; the quality of Maltland's
rhetoric conveys his gradual dissolution. his language be-
comes progressiﬁely out of step with whut 1s happening arcund
him, progressively unrcal. And by generslizing his sociul
criticism, Osborne has managed te write a play with real mean-

ing for his contemporaries without being parocnial.

In A Patriot for Me (1965) Osborne once apain zttewmsted

historical drama in the Brechtian manner. Although a better

olay than Luther, A Patriot for Me reveals Osbornet's inability

to draw meaningful parallels betwoen past and pr .sent., 3Set in
the Austro-lungarian empire in the yearn precedlng world war 1,
the play is based upon the factual casc of Alfred Redl, a
homosexual Austrian army officer, who was blackmailed into
spying fof Tgarlist Russia. OUsborne'’s picture of & declining
empire was' obviously meant to recali the British Empire's

drift to ruin. Neither his protagonist (a "patriot" who

22Ibid., p. 17.

\Céosborne, "Phat Awful kuseum," p. zll,
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betrays his country to save his own skin) nor his command of

history is strong enough to support the allegorical framqwork.
The historical background is so sketchy that Martin Esslin was
uncharitably moved to describe A Patriot for Me as "a Viennese

27

operetta minus the music,."

' As a'play about the problem of homosexuality in contem-
porary England, A Patriot for Me has real merit. Redl is a
sympéthetic character for about half its length, and Osborne
has handled a.difficult subject with perceptiveness and deli-
cacy. Redl first appears as a young licutenant in the Galician
inrahtry;:by merit he evontually riges to hold a high poasition
in the counter-espionage department of the Austrian General

Staff.

. Written in twenty-nine scenes, A Patriot for Me. falls

roughly into three parts: in the first Redl is brought grad-
uall& to a realization of his homosexuzl nature; in the second
his frailéy is discovered by the Russians, and he is forced to
betray his country; in the third his careless pursuilt of pleasure
draws his weakness to the attention of Austrian authorities,

and ﬁe commits suicide. The portrait that emerges is that of

é senéitiﬁe, ambitious young man, who 1s struggling with a

dark’ and unperceived side of nis nature. The final scene of

Act i, in which Redl's homosexuality becomes overt, 1s profoundly

‘27Easiin, "Brocht and the English Thoatro," p. 69.
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shocking--not because the audience has not becn properly pre-
pared for 1t, but because 1t represents the tragic fall of a
good man. The opening scene of Act II is one of the most
brilliant Osborne has written. Set in a Vienna ballroom in
1902, it glitters with elegant costumes and Mozart's music.
Only gradually does the audience realize that 911 tho guoants
are male, that it is witnessing a “drag ball.“d8 The image
of decadenée'presented by the ball sets the tone lor what
follows."‘

Unfortunately, what follows does not live up to the promise
of the first’portion of the play. Redl's moral disintegration
is superbly motivated, but the parallel between his decay and
that of the Austro-Hungarian Empire is not believable. Al-
though homoééiuality, which Osborne prosents as prevalent among
the Austrian'agmy hierarchy, is only a symbol for decadencs,
it is not a powerful enough symbol to explain the disintegration
of Austria-Huhgary. The Hapsburg Empire, like the British,
fell vietim td the powerful forces of nationalism, Individual
and/or gréup treason were quite immaterial; no mattef ﬁow moral
or conscientious the Austrian burcsucracy had been it was in-
cnpnble Of withﬁtanding the surgo of nationalism thut beset 1t

on all sides. To write meaningful historical drama without

'28035°rn3'3 stage direcctions are extremely detailed; he
emphasizes that the fact that the ball is a homosexual gather-
ing must be gradually revealed to the audlence. According to
Ronald Bryden, "Ogborne at tho Ball,' Now Statosman, LAV
(July 9, 1965), 58, Osborne's intention was realized in the

Royal Court performance.
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an understanding of so fundamental a force is impossible.

Ahd Redl himself becomes legs credible as the play winds
to its melodramatic conclusion. His sursult of pleasure com-
pletely dominates his 1life. One young man succeeds another in
his affections untll one 1s loft with no feolling exzcopt boredom.

It secms probable that Osborne's handling of the theme of

hemosexuality in A Patriot for e owes gsomething to the Profumo

scandal, a contemporary event in which sexual degradation did
neatly symbolize the intellsctual and moral banxruptcy of the
English ruling class. His ball scene, which masterfully cap-
tures the taste of a decadent, pleasure-sce<ing aristocracy,
has £he sense of provocative immediacy that distinguishes all
his best work. 1t 1s, however, uﬁfortunate that Osborne felt
compelled to enclose his psychological study of homosexuality
in aﬁ epic framework. To see a man in his soclety it 1s neces--
sary to have a knowledge of the historical and chltural char-
acter of that soclety. The only society which Osborne seems
capable of understanding ls that of the mid-twentleth century.
When he talks about the present he speaks wilth authority and
perceptiveness, When he talks about the past, he is shallow
and misleading.

The structure of A Patriot for MHe apparently owes a great

deal to Osborne's work in films. The multiplicity of cross-
cutting scenes, although their srrangement sometimes seens
random, yields a panoramic effect. The device 1s generally

affoctive, and its use onables Osborno to reveal Hedl's
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disintegration gradually over a puriod of years. 'The olay 1ag
padded, however, and short on incident. Several of the scenes
between Redl and his homosexual co.panicns could easily have
been omivted. WNot oniy are they marxedly distastefulli, in
contrast to the sensitive mamner in whicn Redl's ezrly selfl-
discovery was made, but they add notuing to an understanding
of his charactur.

Usborno has gubduod his normal cloquenco in A Paitriot for

le, but his dialogue rcveals more interaction, more real com-
munication between charactcrs than in zny of nié previous plays.
Redl's interviews witn the Countess Sophia Delyanoff and the
Russian Spymaster Colonel Oblensky bure his lnnermost nature.

To the Ccuntess he reveals the perverted passion that torments

him:

I love Stefan. . . . So: tonight's your weddlng
night. 1 tell you this: you'li never now tiwut
body like I u«now 1t. The iines beneath his eyes,
. « « And the scar behind his ear, and the halr in
his nostrils, which has the most, wiiat colour they
“are in what light? The mole on where? ., . . .

I know the slace here, between the eyes, the dark
patches like slate--like blue when he's tired, really
tired, the place for a blow or a .iss or a bulict.
1ou'1l never know like I lknow, you cuntt . . .
you'tve never looked at him, you necver will, 29"

To Oblensky ho displays both the remnants of scnsitivity and
the vulgurity uand solfishnesys of his corroded nuture. 1n the

conversation with Oblensky the interaction of the dialogue

29Osborne, A Patriot for Me (London, 1966), p. 101.
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is varticularly tight.
In 1963 Kenneth Tynan, [iterary ianager of the Hational

Theatrae, aglked Onbornoe to adant Lopoe do Vopa's La i'innzn

Satisfecha. The result, A Bond lonourcd, was presented =t the

National Theatre in June, 1966, The immediate reaction of
London drama critics was to find the play "inexplicable" and
"uncalatable." The reviewers in the Sunday pupers, who had a
few days to ponder its significance, were more favorable,

Alan Brien of the Sunday Tolepraph found A bond lionourecd a

"sarious, ambitious and valuauvle play," but he admitted thot

ne had scen it twice and that it first a.peared "a jumpy se-
. 31

guence of ill-digested themes."

Osborne says thet he undertock tne adaptation because of

his interest in the Christian framework oftne play and "the

ootentially fascinating dialectic with the yrincipal chzracter.'

What emerged is a study in the nature of violence that owes no
amall debt to tho Brook-darowitsz "Thostre of Cruolty" oxperi-
ments. Antonin Artaud, whose dramatic writings provided the
basis for the "Theatre of Cruelty," aimed at a totality of
theatrical experience which would re-invoke pre-logical men-
tality and reveal the "blind appetite for life" underlying hu-

man experience. Influenced by the metaphysical tendencies of

3OIbid., pp. 112-1106.

31Magnus Twrnstile, "Puny Criticas?" How octutousmun, Laskl
(Juno 17, 1960), bT7H-876.

32Osborne, "author's Note," A fond Honoured (London,

1966), p. 9.

3

e
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the kastern thecatre, Artaud wanted the theatre to Yconfront

the existential horror tenind all social and gsycnologlcal
S

33
facades.,” A Bond lionoured, with its emvhasis on physica

n outward essentials

[

cruelty, blood, and violence, conforms
to the rituzlized horror that has come to characterize "Theatre
ol Cruelty" oroductions.

Osborno's hero, Loonido, who ranos hlg mobthoer and gincel
and blinds his frather, is oorirayed ac a nsn driven to dely ..
God., His internal conflict is between his reaconavle delight
in the law of God and that other law, "in my members, warring

S

against the law of my mind and bringing me into cuptivity."
The bond he makes with God ig¢ nis final promise to accept eter-
nal junishment in return for hisearthly defiance. wWhy Leonilco
1a s0 driven to deflunce and so f£illod with hatred is never
really apparent. The only clue lies in his line "I can't

35
forgive what I can't remake."

A Bond Icnoured is cowmposed of eight scenes, and tne action

in all of them is entircly arbltrary. .fter Leonido's sister-
mistress marries, he ducls with her hucsbond and tielr father.
He is then c¢eoptured by a party of FMHoors, gocs to Tunis ac the

master of the wing who cuplured hlm, snd luy cvonbually dragped

off to honor his bond. Leonldo is siialy cruel in the normal

33Charies Marowitz, "notes on the The:tre of Cruelty,"
Tuiane Drama Review, XI (winter, 1966), i7z.

pe

Moghorne, A Bond iwnowred, p. bZ.

32 1pid., p. 16.
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sense of the word, "a camp thug from an age of falth," as
36

D. A, N, Jones described uwim with exact accuracy. iis self-
conflict may be pre-itogicsl in origin; it is certainly illogical,

Osbornets fling with the "Theatre of Cruelty" is on in-
terosting oxporim nt, which deuonslrates his unwlllingnoess to
be bound by any ono dramatic co.venticn. But it has ne reuld
imoortance.

The most amazing things about John Osborne are his fecun-
dity and his cver-broadening scope. He lis roduced ten plays

in ten years, and even unsuccesgsful venturcs lilze Luther and

A Bond Honoured demonstrate the diversity of his talent. Al-
though he has constantly exierimoented with new gubjects and

forms, bis work remains intengely ovcersonal, The monoclogue 1g
still his natural form of expression, but one of the most in-

teresting aspects of A Patriot for lMe was his newly-won coility

to write meaningful dialogue. With the sos:zible exce.tion of

Inadmissible fvidence, he has not been able to contain iis el-

oaquence within a cohorent, loglically develosed frameworlk.
Yot he is tho most cxciting playwright in the bnglish-

svonxing theatre. llls groatest slrength iy his conten.orn-

neity. He has imprisoned in his nlays, éven the bad ones, the

tension of nodern life. He has moved away from social rcalism

and disgarded the acutely class-conscilous attitude embodied

36D. A. N. Jones, "ot Thing," New otatesman, wnA4LI
(June 17, 1966), 9062,
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in Jimmy Porter in Look Back in Anger. He has faced the

great issues that have pcrplexed his contemporaries. He has
exprossed Ulhelr angor, their nostalgls for the securc world
of Wdward V1I, thoelr frustrations and sonse of lossz over
Engiand's diminished position in the world, As znglish cociety
changed, he was quick toc resoond to the change: the concern
for violence, homosexuality, and moral detericretion, wnich
supplanted the early attacks on apathy in his »luys, reflects
the changed problens of bngland in the sixtles,

In 1956 Osborno rosc to prominoence becausce ho gruasped
the fabric of 1ife in an i&ngland where therc were "no good,
brave causes left." Eleven years later he 1s still the

spokesman for his generation.



Chayter 111

Brondan Bohan and Joan Littlowood's The:atre Workshop

Although the main impetus in the creation of the new
British drama arose at the Royal Court, severzl interesting
olaywrights came out of Joan Littlewocod'!'s Theatre xorkshop.
Because of Miss Littlewoodt!s insigternice u.on the ccllaborative
naturce of dramatlc productions, playwripghts like brendan Behan
and Shelagh Dolaney cannot be considercd without an understanding
ol her method. UBolloving that a "flxed" production is Ydead,"
Miss Littlewood not only encouraged but demanded laprovisation
fromn actors, and she herself excrted great influence upon the
texts of the slays she produced. 1t 1s diffidcult, therefore,
to determine precisely the actual concributions of' the Tneatre
workshop dramatists--Brendan Belian, Shelagh Deluney, and the
"Gocknoy improvisera,” Frank Normsn, Steohen Lewls, and
Henry Chapmnn.

Miss Littlewood!s aim has beun to encourage the growth of
oopular theatre. Her soliticnl basis is profcundly lefti-wing,

her anttacks on Lhe lsnglish thentrlcal hicrarchy have enpghasized
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its "bourgeois" character. After spending the war years touring
English rural and industrial districts with the Theatre Union

in order to "bring the Theatre back to the people," she formed
the Theatre WorkshOp in 1945. The group spent eight years tour-
ing Europe before settling down at the old Theatre Royal in
Stratford-atto~Bowe in London's Bast End. In 1955 Mioas Littlo=-
wood's production of Volpone drew critical accalim at the Paris
International Theatre Festival, Her success in Paris was re-
warded by a financial grant from the Arts Council,.and from
l956-lQéi the Theatre Workshop performed yeoman service in in-
troducing new dramatists to the English public and staging re-
vivals of plays Joan Littlewood considered meaningful to modern

auvdionces (e, g., Hichard IL, An usnemy ol the Peopls, prother

Courage). Many of her productions were successfully transferred
to the West End; their casts accompanied them, and the cohesion
of the cémpany was disrupted., Miss Littlewood, disgusted by
what she felt to be artistic corruption, left EZngland in.l961.

She returned in 1963 to direct Oh, What a Lovely kar, a satirical

musical about World war I, which was a success in both London
and Now York. She left tho Workshop again in 1964, worked with
multi-racial theatrical groups in Tunisia, and returned to
Stratford in the spring of 1967.

Miss Littlewood!s dramatic mentor is Bertolt Brecht, and,

like him, she feels that the ultimate purpose of art is the

reform of society. Because of her interest in creating popular

thoeatro ahd hor dosire to appeal to worklng~-class audlences
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she is opposed to intellectualizcd and esoteric dramatic themes.
Frankly contemptuous of art for art's sake, .she gays, "If the
theatre is to fulfill its social pufpose it is contemporary
and vital meterial which must make up the dramaturgy, and its
themes must be important to the audience."l Her production
methods were designed to implement the contemporary flavor of
the plays presented at Stratford and to achieve the endistancing
effection Brecht deemed necessary if drama was to move its
audiences to action. She has relied heavily on English music
hallidevices, probably because the music hall stage was the
only one with which working-class audiences were familier and
because it enabled her to use a native art form to achieve the
desired alienation effects. Her productions utilized song,
danc;, and direct address to tho audlonce. Audlence 1lnterrup-
tions were never ignored, and the morning's headlines were
worked into the evening's performance whenever possible.2

-Miss Littlewood's technigue has frequently been compared

to that of the commedia dell!' arte, and in some instances the

finished productions were largely the result of communal effort.

Erank Norman, who had never been in a theatre when he wrote

the rough draft of Finpgs Ain't Wot They Used T!'Be (1959), had

intehded it to be a straight play. When 1t opened at the

1 " People," The New British
Joan Littlewood, '"Plays for the People, ritis
Drama, Henry Popkin, ed. (New York, 196l), p. 558.
'2Howard Goorney, "Littlewood in Rehearsal," Tulane Drama
Review, XI (Winter, 1966), 102-103.
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Theatre Royal, Fings was a musical comedy with lyrics by
Lionel Bart. 1In the preface to the »ublished edition of fings
Norman described the method by which "his" play achicved final
form:

We then went to work with the Theatre worxshop

conmpany of actors, wno improvised on the char-

acter that each was playing, and also, 1 must

admit on the plot as well until we arrived at

the script which is contained in these pages.3
Such a method was probably necessary with a playwright like
Norman, who was entirely ignorant of dramatic technigue. How-
ever, professional writers like Wolf Mankowitz, whose novel
Make Me An Offor was stagod as a musical at Stratford in 1954,
exercised greater control over the final script.

The extent of the author's contribution is not of great

' none of

importance in considering the "Cocxkney improvisers,'
whom achieved individual success, either critical or popular,
apart from their Workshoo efforts. [IFings, generally considered

the boest of them, presented an entertaining picture of Soho

low lire, lenry Chaoments You woun't Alwuys Be on Lop (LyL7Y),
concerned with workers in the building trades, and Stephen

Lewis! Sparrers Can't Sing (1960), a plotless account of famlly

life in the working-class district of Stepney, Were apparently
successful in drawing proletarian audiences into the Theatre

Royal., All the Cockney improvisers concentrated on describing

1

3Frank Norman, "Author's pPreface," Finga Adn't wot The
Used T1Be (New York, 1960), p. 6. 30y



working class or low life, and all used {lavorful, slangy
speech. HNone possessed any outstanding ability, and their
slight importance lies in the novelty of their subject matier
and the freshness of the aoproach utilized in the presentation
of tholr dramatic offortg.

Shelagh Deolaneoy, whose flrst play, A Tastc of loney (L958),

was written when she was eighteen, poscescsed considerably more
native ability than the improvisers, but she, too, has written
nothing since her connection with the Theatre workshop ended.
John Rugsell Taylor, who was allowed to inspect the authorts

original draft of A Taste of livney, said 1t was not "radlcally"

difterent from the published Loxt. He 'vund that the dialopue
had been "pruned and tightened," but tliat wmost of play's best
lines were the author's. The main chsracter, the young girl,
Jo, underwent no transformation in lriss Littlewood's hands,
and the only drastic change involved the character of Peter,
lover of Jot's mother, who, according to Taylor, was originally
a "seventéen-year-old's dream figure of cocmopsolitan sophls-

tication." That Miss Littlewood improved A Tagte of lioney

seems definite, but her imoprovements avparently concerned

form, not substance.

A Taste of Huney, set in Salford in Lancashire, is pri-

mariiy concerned with a young girl's gradual entry into the

uTaylor, Anger and After, pp. 115-116.
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adult world. The girl, Jo, has an éffair vilth a colorecd sailor,
and during her subsequent pregnancy, she shares her flat with
Geof, a homoscxual. 7The roforencea Lo homosexuality ore dell-
cately handled, and the friendship betweon Jo and. Geof 1s botih
touching and convincing. dJo's mother, described as a “semi-
whore," is affronted by the unconventiunality of their relation-
ship. She sends Geof away and zbandons her new lcver in order
to remain with Jo. The story 1s slight and of no special sig-
nificance, but Miss Delaney's ocrtrayals of Jo and her nother
are well done, and she succossfully castures the drub essence
of 1ife in a Mldlands industrial town,

Miss Delaney'!s second play, The Lion in Love (1960), was

rejected by Joan Littlewood, although she 1s «<nown to huve red
a hand in re-writing the original script. It was .roduced by
wolf lankowitz at the Beigrade Theutre in Coventry 1ln September,

1960, and at the Royal Court in December of the sume year,

Although gonerally consldered luforlor to 4 Tuste of Honey, Yne

Lion in Love i1s n wore amblilious and more muturc work, whlch

contains many non-realistlc elements. The title is drawn from
a fable by Aesop, and upon the reulistic stery of an unhippy
marriage Miss Delaney has superimoposed snatches of song, dance,
and poetry--none of them reminiscent of the rmusic hall stege.
Both the fairy tule which ends Act II and the ballad-like verse

wihilch concludes the play 1llustrate a decisive ctep awny from

a realistic approach to druma. The pluy has long, dull siretches

and several unrezlized characters, but it 1s still a Jromising



effort by a twenty-year-old playwright.

One of the guestions most frequently asked by British
drama critics i1s "whut happencd to Shelagh eleney?" DSince
1960 she has written notuing but a slight, im ressionistic

autobiography, Sweetly Sings the Donkey (1963). After moiting

two inlerosting contributions to repilonal cdrama, she hus faded
from sight.

Only one of the Thestre wWorkshop sartists nas achicved
literary success outside its confines. breunden Behan (1923~

1960) wrote only two slays, The juare Fellow (1956) and The

Hostage (1958). But The gyuare Fellow is widely held to be

a near-magsteryslece, and Behan's autoblogra,hy, Borstal Boy
(1958), is a contemporary clogsslc.

Behan begnn his 1iteroary carecr by writing for the lrish
Press; he served a short stint as drama critic for Radlo mirceann
and published poetry in Gaelic Lefore turning Lo drama. Both

his glays were originalily written in Gaellc. The guare lellow

was first produced by 4lan Simpson at the rixke Theatre in Dub-

lin, and The liostage was first staged in Goellic as An G{ill

in Dublin in 1957.

When 'The JQuare Fellow oponed in London in hoey, 19506, ita
author was immediavely, and inevitably, compared to Sean O'Casey.
Their Irish nationality, working-clasc backgrounds, and skeotical
attitudeg towards sentimental patriotism _.rovided obvious soints
of comparison, Behan was throuphly familiar with G!'Cacey's

pluys, and although he belonged to. ihe post-revolutlonary
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peneration, hils abbtitude townrds 1100 wes oon od by ozpuerilichcon
similar to those which molded G'Cusoey.

Behan's father uss in silmainham srison in Dublin when
his son vias born in 1923, and the year 1916 became as vivid
to the boy as if he had stood at the G. P. 0. with Pearse and
Connelly., Behan grew up in a dorth Dubliin slum ana joined the
I. R. A. wnen he was thirteen. 1In 1939 he was sent to Liver-
pool with a bag of oxplosives and instructlons to "right for
Ireland" by sabotaglng ships in the h:rbor. Arrested before
he could detonate a single bomb, Le was tried and sentenced
to three years in the hollesley bay Borstal, a boys! reforma-
tory. When he returned tc Dublin, he continued nhis I. . A,
activities and was sentenced to fourteen jyesrs in Mountjoy
jail by a British military tribunal. lie scrved almoct six
years of this sentence, from which he cuerged cabtlirely un-
chastened.

Benan's years of imprisonment left him with an irrevercnt
sttitude toward authority in «11 forms, cnd his 1. R. A. exper=-
’iencés led him to view lanuticel natlionalism with sxeptical

irony. However, a strong suclal couscience undorlay his sar-

donic view of conventionsl society. An odmlrer ol Jim iLurkin,

the Irish libor leader who led the 1913 Dublin Trunsport otrike,

Dolnil was ng cononacionste Ltownrd tho bubiin soor ao e wuo
A A [ XN . ®. o B

contemntuous tow.rd the dirlsh gchl'lHuOIlL. A.Lbuough 21 :JI'&ct‘,ig_
)y 13l N

ine Roman Catholic, he wWas strongly antl-clericel and held tre
O [é

church respcnsible for the reactionary attitudes toworc
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coensorship, amusements, and sex prevaelent In wmodern lroland.
Outwardly Benan was & clown, Lis crawling personal life
was legendary before his death, and one of his friends once
said, "wsrendan would drop his trousers in church for a laugh."
His two plays and Borstul Boy contein wildly funny moments, and
he lavished humorous moclkery ugon everytuiing he touched., bBut
a allght gceratch uwoon the vonoor of huumor reveals the truaglce
tone beneath 1it. Like his mentor and master, Seun 0'Crsey,
Behan wrote tragicomedy. His method differs from C'Casey's:

in The quare Fellow tragicomic elements are not so much juxta-

cosed as layered. The underside of an hilarious incident Ire-
gquently turns out to reveal serious cormment on humen frazlties
and anachronistic social structure. Behan cvokes "tnoughtful

laughter."

The atmosolicre that pervades The . uare Feliow, cct 1n a
orison in the twenty-four-hour period precedlug an execution,

is strikingly similar to that of Borstul Boy. Charecters and

incidents were drawn from Behan's personal exverience; the
syeech hatterns are based upon srison slang und, in the lrish
characters, Dublin idlom. wehan sang aw.y much of hls time in

orison, and The guare Fellow o.enn with o cong:

A hungry feeliing came o'er mc stealling 7
And the mice were squeallng in my prison cell,

' 4nd that old triangle

5‘Brendan Behan, Brenden Behan's lsland (hew Yorx, 196Z),
P 189,



Went jingle jangle, &
Along the banks of the royal Crnal.

gvents in tne play move along with the routine of .riscn
Life; aftor breaklfnat and cell-cleaning, tho wrrivel of o ro-
prieved murdoror, Sllver 'fop, In Lhe wedn coell block loads Lo
conversation about the man to be "topped" 1n tihe morning. ‘Ihe
central evemnt in the olay, the hanging, has a triple effect
upon the ovrisoners: it .rovides a breack in the monotony of
their existence and excites them; it creates controversy about
capital punishment; and 1t leads to an affirmation ot the value
of life. Only Silver Top, who attempts to hang himself in his
coall, fonra 1ifo lmprisonmont moro than doatis,

There is a large cast of chuaracters, most of them oniy
sketched, but still memorable: the "old lag" Dunlavin, who
versuades a guard to give his "arthritic" legs an alcohol rub
so that he can swig "meths" from the bottle wnile the guard
rubs; the young oprisoner from Kerry, wWio sgesaks Gaelic
through tho soyhole with his Kerry-brod pusrd; tho bowler-hntted
hangman, a o ubllean In ofil’-hours; the puard Hegon, opposed to
cavital punishment, who alw.ays draws devthwstch duty over con-
demned men. The wuare Fellow (osrison slang for condemned mun)

never apjpears, but nis offstage orescnce dominetes the ;lay,.

No attempt is made to scutimentalize him. ke murdered his

brother and utilized his snills as a oy butclier to disumenber

Opglian, Tho Quire Kollow (dow York, 1964), p. L.
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the body. Yet Behan's skill manages to make this disgusting
criminal a life symbol; even the convicts are appsailed by his
crime, but when he dies, he dies not as a murderer, but simsly
as & man. ind what occurs is not execution, but ritual murder,
Punctuated by bits of wild hwaor, gongs, and puns, the

action of The guare Fellow rises to its climax. wullc the

hangman scientifically calculates the ,.roper '"drop" ior the
condemned man, his assistant sings hymns., The tension smong
the orisoners mounts; throughout the night they "converse' by
tavping on water pipes. And as the time renslining before tne
exXxecution nerrows to minutceg, one of the counviects beoging an
fmaginary account of tho wuare rellow's "dush" from condenned
cell to scafrold:

Welre ready for the start, and in good time, and

who do I see lined up for the of1 but the high Sheriff
of this sncient city of ours, famous in song and

story as the place wnere the oig ate the wnitewash
brushes and--welre off, in this order: the Gover.uor,
the Chief, twoscrews Regan and Crimmln, the guarec
fellow between them, two more screws and three runncers
from across the Channel, getting well In front, now
the Canon. llets malklng a blg offort lor Lho Jnst

tvo furlongs. tovg ol thu whilto addingg bug o hils
head, just a short distance to go. lHe's in. llu

feet to the cnalk line. he'll bec pinioned, hisg fect
together. The bag will be pulled dowg over his.face.
The screws come ofIl the trap and7steauy nim, nim-
self goes to the lever and . . .

when the clock strikes the hour, a "ferocious howling"

arises from the orisoners; they rattle and pang the cell doors,

Then the noise stoos; it is quiet. But the moment of respect

7_1_@_:1__(3_,, pp. 82-83.
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is brief. The scene snifts to tne Lrison yard where four
convicts squabble over the dead man's letters as they osrepare
to bury him. Defending a "businessiige" attitude, they vocxet
the letters and nlen to sell them to the oopular uress. The
>lay ends as it begun, with the singing of an unsecen .rizoncr
in a basemont punishment coll.

Structurally, the refraln "That old triungle/Went jlngle
jangle/Along the banks of the Royal Canal' ties the pluy to-
gether. 1t iutroduces the first two acts anud ends the third.
It is sung at various times throughout sll three acts, and in
convsersations among the convicts the audience learns taut the
unseen orisoner is singing for the .uure rellow, 4t his request.
Thus the song functions ng o romindor of the play's centenl
event-~-the execution. There is no conventional plot deﬁelop-
ment, but nevertheless the action rises in a cresendo to the
final jangling climax. Graduslly references to all other events
are crbwded out by the impending death of the Juure rFeliow,.
sven the raucous humor is tinged by the galiows; as tne pris-
oners lay‘bets on whether a last-minute reprieve wili come
through, their lovity masks n real concern for the fate of the
unseen sufferer.

The @uare Feliow is one of the best plays of its genera-

tion., Despite its realistic setting, its contemporary flavor,

and its slangy speech, the play acliieves an effect of timeless-

ness. Its theme 1is the age-o0ld cconflict between Lif'e and death
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forcos, and over it inugys the gshadow of Cuchuleln, the legendary
irish hero, who roared with laughter when he saw a crow slip
in the blood that voured from his death wound. Lige Cuchulain,
Benan's convicts gras)y at comedy in the face of death. The
"jingle jangle of that old triangle" reprcsents tne victory of
the life force.

~whatever may be sald of Joan Littlewocud's effect on play-

scriots, 1t seems certaln that The yuare lellow was lurgely

resistant to her methods. The paraliels between the play and

Borgtal Boy are too close to leave muciy doubt thoat Behan was the
6]
dominant force in its construction, Tre pslsy is almost un-

touched by music hall devices, and the use of song Lo reinforce
and implement the theatrical situation was nztural for behan,

a noted pub-singer whose non-dramatic woriks are filicd with
snatéhes of song. If Behan's tragicomic technique 1lun fue wuare
Felilow was orofoundly influénced by anycne, he pald the debt
nimself Qhen he sang O!'Casey's ballad "Red Roses for Me'" as

his curtain sreech at the Dublin _:roduction of his slay.

No such straightforward stuatement can be made about behan's

other play, The Hostapge. Behan's brother, Dominic, an admittedly

srejudiced obscrver, calied The Hostajge "Joan Littelwood's

A

bAny final authoritative ststement on Behan's plays must,
of course, be based upon coumparison of the original Gaelic
vergions, his translations, and the final texts. Ny judgment
of The @uare Feilow is necessarlly lmprescionistic, but after

a close reading of Borstul Boy, I am counvinced of 1ts validity.
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version of Brendan's #nglish translation" and maintuined that
9
what she staged was "only the shadow of & magnificent play."

However, Brendan himself, who sald he wrote the play "in about
twelve days," vreferred the Littlewcod version to cither the
original production or the later one at tue Abbey Tneustre:

1 saw the rehoarsals of this v.orgion and whiille 1
admire the vroducer, Franxk bermody + « o hils idea
of a olay is not my idea of a play. . . . le's of
the school of Abbey Theatre naturalism of whnich 1I'm
not a ouoil. Joan Littlewood, I found, sulted my
reguirements exactly. She has the sume views on
the theatre that I have, which is tnat the music
hall is the thing to aim at to amuse people and :
any time they get bored, divert tiem with a song.lU

The Hostage has been published in two versions; the 1962 ver-

sion, although not radically different from the 1950 vercion,

is superior. bLiko most Thoatro workshop authors, bBelian wag
usually oresent ot rehearsals. Therefore, some of tne éuggested
cnanges may aavé been his, but many of them are probably ine
result of improvisation.

The Hostage is set in a disreputable Dublin boarding

house, and its action centers around a young wsnglishn scldier,
taken as a hostage by the I. R. A. in a valn attempt to ore-
vent the execution of an elghteen-yenr-old I. k. A, tcerroriat
by the Britisnh autnorities in Belfast. lodels for the play's

central incident and 1ts setting were tiken from life, zlthough,

9Dominic Behan, My Brother orendan (New York, 19065),
op. luz, 157.

lOBrendan Behan, Brendsn Behan's 1sland, p. 17.
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as -Behan said, he "fiddled around a lot with them." The
boarding house-cum-brothel was suggested by simllsr establish-
mant run by a Mrs., Roberts in Parnell Street In Dublin., An
ardeit ropublican, Mra. Roberts took In snyone preteadlng to
be an I. R. A, mun on the run, a«nd her Louse eventually became
a hostelry for thieves and orostitutec. The young I. R. A.
terrorist was suggested by Tom williams, who was henged in
Belfast jail in 194c, ond the counterscinted incident of the
British Tcmmy, seized and held in & brothel, actually occurred
in Belfast, although he was neither taken zs & hostage nor shot,

in The liostapge these gsugiosted Incidents Lrovide the bLacis

for a nlay whose theme 1s the anachronistic character of f{unat-
ical nationalism. The play opens withi the Dead lMarcl: clsyed on

1z
baguipes by "dMonsewer,' an Anglo-Irishmsn, who so detests the

=nglish that he refuses to be allow nimeelfl Lo be adcrezsed as
"Mr." A veteran of the 1916 Rebellion, "Monsewer!" lives in a
world of illusion und belicves that the motley group of homo-
sexuals, thloves, plmpy, and whores, who Live in bho bonrdioag
nouse, are all revolutionary heroes. .in elfective cuntrasst to

him is Pat, an autcentic hero of the Luster KRebellion, who suys

The I. R. A. is out of date--. . . . and so 1is the
R. A. F., the Swigs Guards, the Foreign Legion, the

llIbl .y p' 13'

lZMy references throughout are to the 1962 version of tke
olay. The 1954 version opens with an lrish jig ond disloguc by
tha two homoseoxuals. The later version, whileli focuses stioen-
tion on the moin incidount lumwediateoely, 1o superior.



Red Army-- . o . . 'Who Unilted Stotea Mrines, tho

'reo WSL:AM: l\l‘mi3 the Coldsoblroam Guards, Lo Scoblo

Guards . . . .
In the H-bomb era the I. R. A. 1s both obsolete snd abtesurd,
Throughout the .lay Pat's commonsense sttitude renders farci-
cal the vain posturings of "Monsewer" znd the strait-laced
I. R. A. officer, wno talks of "nerolism" and runs away as socn
as the shoeoting starts. [Further contrast is provided by the
tender love affair betwecn tho doomed Tomuwy and Tercoa, a
convent-bred glrl, who works ags a muld 1o the brothel.,

Although basically an anti-war :lay, the main action of
The liostage is frequently obscured by extraneous cheracters
and incidents. Characters like the two houmose.uzls, Ric HRita
and Princess Grace, and the social werker, NMiss Gilchrist, who
attempts to comfort the Tommy by reading aloud about gﬁeen
Elizabeth, merely revresent an attempt Lo pull topical inter-
estbs into the play. Bul amony Lhe nuslice hell Jokes snd set
sieces of visual humor is much authnentic Behun. ‘“Honsewer,"
Pat, his mistiress iieg, the two ycung .eople, and I. rn. A, of-
ficer are rounded chneracters. Qhe view of naetiocnclism wiich
Behan sets forth and the sarticular nunner in wnich he conirasts
the illusions of the nationalislts with realistic, hwnane wt-

titudes are an ccho of O'Casey's simlilar wmethod in The Plough

and the Stars. Like The guare Fellow, The hLiostupe 1o bullt

13

Behan, The Hosteage in The lew British Orama, pp. 1ig-

L15.
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oul of contragting attltudes towsrd 1ife and death., But tne
play wanders from its themo, and wll too frogucntly Lho trupgl-
comlc tone degenerates into vaudeville,

In a discussion cf Theatre Workshiop technique licward

Goorney described rehearssls of The hostapge:

Behan gave us a great cunk of materi"l from which
we hed to knock out an evening's entertairment.
Behan came to rehearsuls, rbballnb us with anccaotec
and background. with these in mind, we imurovised
units of the script, cutting, adding, chenglrig.

At the end of the day, an agreed gegment of tne

text was’ hammered out. We allowed for Imsrcovisa-
tion in actual performance; interrustions were

never igaored . . . 4

The play was the workshop's most successiul effort, and
many of those who saw 1t in scrformance have cosmwented on the

commedia dell' arte nature of the production. But since The

Hostage had been oerformed in Dublin, Benan nust hsve given

Miss Littiewocd more than "a great hunk of materisl." The
sub-plots and some of thi minor churacters aoparecntly were

b

added at her suggestion. g Undoubtedly tney added topilcal
interest to the ,lay, whose subject might not have had great
appeal for an mngiish working-class sudience. Buu they dis-
astrously distract attertion I'rom Betian's seriocus purpose.

wven in the final minutcecs of the play, wnen a raid on the vrothel

esults in the insdvortent «illing of the Tommy, a situation

WUgouara Goorney, "Littlewood in Renearsal," ». 103.

15Taylor, Anger and ifter, p. 1G9,
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which should have underscored the traglc irony of Anglo-Irish
nationalism remalins inchoate and incoherent. The song which
ends the play, "Oh death, where is thy sting-a-ling-ling/Or
gravo thy victory" is obviously intended as irony. Eut gince
the "dead" soidier risec to sing 1t, wirt bogen as en Indict-
ment of fanaticul nuitionalism ends a mudcle. Ferhaps Bevan in-
tended to say that youth and love will ultimutely triwaph,
Aside from being sheer sentimentality, such a view is rendered
meaninglegs by the action of the play. behen, who freqguently
castigated the hold of the uasst upon modern Ireland, sgoradicually

demonstrataed in The liostape how the pacst strangled any chance

for a rsallstic attitude toward the present. Untll the final
moments of tre play the origin of the "sting" of death 1is clear.
Then suddenly. the theatrical reversal shatters the aood, and
the play ends in confusion.

Perhaps the absurdity of the conclusion was intentionally
designed to emphasize the ridiculous niture of a ridiculous
world, ‘the author rofused Lo commont on Llds intent.  whon
someone as<ed, "what wac the message of your pluy, . benany"
he replied, "Message? Messagey What the hell do you think 1
am, & bloody postmani"

Behan died in 196i, and by the early sixties he was urac-

tically finished as a writer. his lust book rcrendan Beran's

lbDominic hohan, My brobtner brendun, p. 1b9.
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New York is inferior to nis crevious work. Almost ewtirely
without self-c¢iscipline, he spent his last ycars in an alco-
hollic haze, spinning out briliiant conversst.on in Lubs on
both sides of the Atlintiec. According Lo hlg brother sad at
least a score of other witnesses, Behan taliked nearly as well
as Uscar Wwilde., Iew who listened to him neglected to wish
that the wit and feeling tossed out in conversation had been
applied to litersture. but they were not, snd the only suth-
entic genius among the new pritish dromatists made only minor
contributions to the drama.

Behan's wnijgue gift was hig nabllity Lo crcate uumor out
of the texture of despair, Lixec 0O'Casey, he came up from hell
laughing. The =tmosghere of defeat which pervades contenorary
drama is balanced in his olays by an wiconqguerable delight in
the stuff of 1ife., He wrote two plays about ceath and zn auto-
bicgra hy about his life in usngiicsh prisons; the finel eflect
is oné of victory. |

Yet vohan died «l forty-one. DBencally bne drlols blorney
znd indomitable numor of the [ub-crawler lay councealed a sen-
gitive man who could not face life¢ without alcohol. The ircnist

in bim would have appreciated the [inal ironys: Benan, WwWio

could recite by heart the .reface to John bull's Other Island
succumbed to w:.at Shaw ccnsidered the tyoical Irish weaknegs--

the inability to face reality without the help of whiskey,
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Chapter 1V

Arrniold.wWesker: Commitment in the Yhnesatre

Born in 1932 in the mast znd of wonaon of immigrant Jew-
ish parents, Arnold wesker has been politlczlly committea since
adolaerconcoe. his mothor fa n moenber of Lho Communs 3t Party,
and for a short while Wwes«er belonged to tne Young Co:mununist
League. Like many other left-wing intellectuals, ne remcunced
his zllegiance to communism after the Russlan invasion of hun-
gary in 1956, but he has romained sctive in leftist politicel
movements. he served a short jdll sentence in cornnection with
his work Cor the Committoe ror liuclesr Digrrmament, ond ol
involvement with Centre 4o, an orgsnization formed to Lromote
nass culture, brought hilm into relationsuip witn the trade
union movement. 4 soclal rebel, dissatist'icd with the medio-
cre cultural standards of oresent-day wuglend, he nas declarcd

ais desire to cnange the worlid: Mwhat one wants 1s bloody

lsimon Pruscsler, "His Very Uwn and Golden City: A4n inter-
view with Arnold wesicer," Tulane Drama Roview, AL (winver,
1200), 1ve-10h,
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“
rovolution; absurd, but oune wants ItV
Wesker fLeft sciaocl at sixteen, and af'ter nolding a suc-
cession of jobs =zs furniture maker's avprentice, boc«setler's
assistant, and road and farm laborer, ne qualliied as a sustry
cook and soent four years in kitchens in bngland and France,
A youtiful interest in the theatre was reinforced during his
vears in the R. a. F., where he wns associsted with s drams
group.  lie studlied for nino months at the London Gehiool of
rilm Tecnnique and would p.robably huve gone on to work. in tne
film industry had it not ceen for the announcement of tne

Observer's play competition and the .roduction of LOOi puck

in Anger, wnich convinced wesker that "thnings could pe done
in the theatre.” The Ovserver would rnot cuusider nis first

olay, The Kitchen, because it wes not ull length, but nis

second, Chicliten Soup with Barley, wac sroduced st the Belprade

Tnestre in Coventry in July, 1958,

After achieving a critical and popular success with Chnip

with Sverything in 1961, wesier temporurily lef't the tneatre

to devote his time to Centre Lz. 1In 1965 he rcturned to the

stage with The Four Secasons, wulch received dlsaslrous roviews.

In 1966 Le folliowed it withh Their Very Owu and Coiden Clty,

a vlay that cdrew on hils experiences with tue trsde uuion

“irncld wesker, "Art 1s dot wsnough,'" fwentieth Centuxry,
CLALA (February, 1961), 19y.

SPrussler, "An lnterview with Arnold wescer,” p. 194.




movement.,

wesker's connection with Centre 1z has played an ilmpor-
tant role in his life, and an understanding of the motivation
that linpelled him into the venture lg necegsary to comprehcend
the "messago" of his pluys. By L1960 he was upsetl because hlg
plays were not reaching the wor«<ing-class audience for which
he intended them. Feeling that the mass of Englishmen were
living in & "culturaliy third-rate society,"% he set out to
remedy the situation. 1In a speech at Oxford entitled "Oh,
Mother Is It worth Itv" he attacked the labor movement for
neglecting the role of the urtlast In soclety. He had the s.eech
orinted, sent it to trade union leaders, and then wrote a Lom-
phlet in which he urged the Trades Union Council to attempt to
imorove the cultural status of its members. In 1961 & resolu-
tion vaguely-afrirming the value of the srts was passed at the
TUC Congress, but no money was allccated to implement 1t,
wWesker, however, was unstoppable by then; ne gained morsl sup-
port Crom leadlng Clgures In bolh Lrade union and srtistic
circles, a financial grant {rom Gulbenkian, the oll millionalre,
and set up shop. By 196L Centre L4z had staged six art festivals
in the .rovinces, bringing folk musiec, liamlet, wmodern jazz,

Bernard Kops's Wsliting for Solly Gold, stravinsgy's Suldierg!?

Tale, and exnhibits of saintings to people who had rarely seen

MWGsker, "Vision! Vision! kr. woodcock!" New Statesman,
L (July 30, 1900), L53.
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live drama.

All of Wesker's plays (except The rour 3easons) reflect

his strong polltical feclings and his concern for tne ignor-

ance and apathy of the working classcoc. In 1961 he wrote,

"art is beginning to hzve no meaning lor me--it is not enough.”

his message to the masses and nls pcersonal philosophy are
simple: "You've got to care, youlve got to cure or you'll
I

die,"

Weskert's first play, The Kitchen (1959), drew on his ex-

periences as a pastry cook to pregsent a recstuurant xitchen aaz
8 wmicrocosm of industrial soclety. 4 two-act play, 1t has
eighteen characters. Altnough the dialogue 1s naturallstic,

it 1is not really possible to call The Kitchen a noaturalistic

6

olay. rentomime 1s imoortant; all the cooxs mime their actions,

for which Wwesker has given detailed directions. During the
rush hour the work tempo 1s speeded up; the cooks mime faster,
the waitresses rush from .itchen to dlnlng room, all in a ,re-
cisely planned pattern, wulch gives a bullet-ilite ef'l'ccl to

the staging. Tike Litchen 1s incipilent exprescsionism,

5Dennis Thompson, "Eritish Lxperiment in Art for tle
tasses," New Republic, CLL (novembcr 21, 1964), 7. Tne
resolution containing Wesker's proposal was forty-seccnd on
the TUC agenda--tuus the nsme.

6

Wesker, "Art Is Kot wnough," ». 193.

~

Mesker, Chicken Soup with Bariey in The wecker frilopry
(Baltimore, 1904), p. (b,
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suoerinposed on n:turalism.

Almost plotless, The Kitchen is concerned with tne dehu-

manizing effect of work performed only for pay. As the work
pace inecrcases, tho cooks, who wore [ricndly when the day be-
gan, begin to guarrel. Kevin, the new fried fish couk, is uu-
set by the changes in the other men: "well, soeak a little
human 1ike, will yer, plcase?" In tne quiet interlude be-
tween lunch and dinner, Dimitri, the kitchen porter, tells
Kevin, "This stinking kitchen is like the world--~ . . . . It's
10
too fast to know what happens.” All the conversations be-
tween the coolks are well done; wogker hna a good ear for zneech
patterns, and he gels across his moral (that the tensions in a
rushing industrial society prevent human sympathy) without
oreaching. He is less successful with Peter, the boiled tish

cook, who is the olay's most lmportant chsracter. After three

81t 1g difficult to »vlace The Kitchen preclsely in the
scheme of weakor's development., te wrote an early versicn of
the vlay, which wana publlahied In tho Penpulu nerios, Now wpllon

Mramatists. This serles cannnol be zold dn Lho united Statos,
so 1 have used the 1962 version. According to the Tiues
Literary Supolement (January 5, 196z), p. 1h4, this version

fers, although not substantially, frowm the NoD version.

Taylor, Anger znd After, p. 1y attacks the realistic
level of The Kitchen. bernard Kops, The world Is a Wedding
(New York, L963), an autoblograghy, discus:ses uls 1ife as a
vaiter in west bknd restaurants and gives a sicture similar to
wWesker's,

9Hesker, The Kitconen in Penguln Plays, ». lZc.

O1p14., p. 123.
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vyenra in the roeataurant, Petor cracks under Lressure and goes
berserk., He runs into the dining room, threatens the cuctomers
by brandishing a~ knife, and then hacks ouven a gas lead, causing
the humming noise of the ovens, constant until now, to stop.

Wesker's message is clear at this pjoint, but ianstead of
leaving the audience to cdraw its own conciusions aboul Peter's
‘breakdown, he drsgs forth several charascters to explain it and
the restaurant owner to say that he gives the men worik, food,

and wrges. his line "What is there morev" 1s repcated by an

accusing staff as the curtain falls. The Kitchen 1s an efilcc-
tive theatrical comment on the tensions of modern i1ife. It
‘would have been better had wesker not felt the sermon necessary.

liesxer's next three plays, Chic«en 3Soup with barley (1%50),

Roots (19%9), and I'm Taliing about Jerusalem (1960), form a

trilogy, an ambitious undertaking for s playwrlght under trnirty,
The ccmplete trilogy was presentpd in reoertory st thne Hoyal
Court Theatre in 1960 and was widely .raised by London drama
critics., Wesker has sald that the turee plays are "turee as-
oects of Socialism, played out trrough the lives of a Jewish
family'., The first olay handles the communlst zspect, the

second the personal, and the third a wiliilam Morris brand of
sociullsm.”ll hls comment 1s only purtl.lly corrcct; the

second play, Roots, is not an integrul part of the trilcgy

11Richard Findleter, "plays snd rolitics," Twentieth
Century, CLLVI1 (1960), 273. The quotaticn is from the
programme nanded out at the Reyal Court's serfirmonce of the
trilogy.
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and 13 only lucidentnlly, 1f at all, concorned with sociadliam
as a politic=l philosoplhy. wdone of the menbers of hlg Jewlish
family actually ap.ears in it. Ac an entity, wesker's trilogy
does not quite hang together. There 1s no real prog;ession
from one play to the next. The first olay carries its char-

"side dish," and the

acters to 19%6; the second is a scrt of
‘third extends from 1946 to 1959, picking up two churucters
who Left In the second act of the {irst play. 'Tne third part
or the trilogy ties up loosc ends und comments on evente in
the first two parts, but it resolves none of the pcérsonal or
political conflicts wesker has chosen to exulore., Desoite
the trilogy's indefinite conclusion, its cential message--
that the success of soclalism 1s dependent upon the fwrian re-
sources of those who practice it--is clear,.

Chicion Soup with Burley, the fircst play 1n the trilogy,

is usually considercd the best. Obviousliy reflecting wesser's
own mast mnd Jewish background, it has a sense of autnenticity
end a feeling of human warmth laciking in the other plays.

Chicken Soup is concerned with the Kann family and vihelr in-

volvement with soclalism and each other in the years {rom

1936 to 1956. 1t opens with Mosley's tuscist march in October,
1936, and vividly captures the political foervor caaroctertlstic
ol the ldleft wing in the thlrtlies. woccer' s ear for lunguape
effectively distinguishes hils charucters and enubles them to
set forth what are actually haékneyed politicul slogans with

versonal couviction. He manages, too, to svold excesczive
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propagandizing by judicious exnloitation of the nhumorous as-
osects of the situation.

Wesker's major chsracters are introduced and typed at
once. Most important is Sarch, the Lahn family matriarch, who
faces Mosley's fascists with a rolling pin in her hand, but
who really belicves that soclalism 1s love. Ler musband, harry,
is & weak-willed, indolent muan who sne«us of'f’ to uis wother'a

wnile the others fight plackshirts. Ada, tneir idealistic

daughter, and her beau, Dave, the "sad .scifist,"

who goes off
to fight for re ublican Spain, compiete the mein cast.
Wesker's theme is the chenges which cccur in tnese ardent
socialiists as the years, the war, the mcdern wellare siute
changed them and their viewpoints. Act 11 is sct in 1946-
1947.  Ruinile, the nahn's son, wno was a chilld in 1936,.13 an
adolescent now and an enthuslastic socislist. His youthful

idealism is contrasted with the disiliusionment of Dave and Ada,

i 1

who have lost faith in the "splendid and hercic worzing clasc,'
and the weariness of nls Aunt Cissle, whio has cevetced ¢ titetime
to grotecting trade union mewburs from their cwn cowardice.

In the closing, climactic ascone of Chic«en Soup Ronnile,

too has lost his i1laiuslons. But nothlng, not even Hungsry,
cculd divert Sarah; she teils her son:

All right! So I'm still a cummunist! Snhoot me
then! . . . o 1've always been one--since the time
when all the werld was a comunist. . . . sow people
have forgotien. 1 sometimes think tuney're not worth
fighting for . . . . You give them a few shillings
in the bank and they can buy a television so they
think it's ail over . . . they don't nave to think



any more? . . . o tou want me to move to liendon

and Lorget wno 1 am? 1f the electriclian who comes

to mend my fuse blows it instead, so I stiould stop

having elcctricity? 1 snould cul off{ my Llignt?

Socinlism is my light, can you undergtnnd that?+c

The olay 1s enisodlc In structure sfter the rirst sact;
too many characters and events are crammed into it. ronnile
is at times too adolescent to be bearable., Tue general thene,
however, is clear =zt all times, and most of the cnaracilérs are
carefully drawn. Tne human relationships between Sarah, ner
husband, and her Iriends are couvincing. Saran 1s the bond
thet holds together her framily aad the plny, but tnls ls not
a swructural def'ect. 1L 1s a form deliberately adopted to
illustrate both tne nature of Jewish family i1ife and wes<er's
phillosophy. It 1s Sarah who voices wesker's beliilel thnut
"joutlve got to care or you'll die," and the moving nature of
the play derives from hig identification with her.

spathy, togetner witn ignorance, 1s the tneme of wesxer's
secound play, Roots. Set in the Norfolk countryside, iicots
contara aboul bentle DBryanl, o young farm glrl who hng cune
home ©vo visit her family alter living for threc years with
donnie Kahn. Basically, the olay 1s a cuntrast between the
attitudes toward life of Ronnie (tnrough beatie's guotations
of nis cwoinions) and the bryants, who are half dead, sctisfied

to languish in tneir small, dull world, and oblivious of their

1

“Wesikor, Uhlcien soup, pp. 73-75.
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stuwrldity. wesker illustratces bhis conlract by showlng bBeatlelg
growlng lmpatience wlth hor fumily's llmltations and uor cun-
stant quoting of Ronnie to them in un eflort to wilden tneir
narrow outlook. She 1s unsuccessful; her s»seeches to her
mother are met with incomorenension, her father is concerned
only with money and »pigs (his job), and her attempts to arouse
class loyalty fall flat. In the climax of the »nlay, Ronuie,
who was supposced to come to vislt Bestle, falls to appear and
sends a letter terminating their relationshin. beutle gets no
comfort from her family, and in the one intense moment in the
2lay, she beging to think for herself. dSelfore this sce has
simply parroted Ronnie; now ghe is tuliing. She sees the
idiocy in Ronnie's 1idea that country peoole .ive in "mystic
communion with nature." She says that the '"masses'" are too
stupid to think tor themselves: "we want the tnird-rate--

L3
we got itl! We got 1til”

The main trouble with Roots, as dJohn Taylor has sointed
out, is that it "has every indication of being a one-act play
. « « blown up to three acts by the exigencies of the modern
theatre."lu Few things are more difficult for a dramatist than
to construét an interesting play about a bunch of bore;, which

is certsinly what tne vryants are. Ttoerc i1s no action 1n Hoots

l3Wesker, Rouvts in The aegsker Iriiogy, pp. 147, 1ad.
l”Taylor, Anger and After, ». 137.
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until the third act; the first two demonstrate, with incident
piled upon incident, the limitations of the bryants and what
Jobn Mander has called their "linguistic impoverisbment.“lb
Wesiker's use of Norfolk dialect is effective and well done, but
it grows stale early in the play. He needed only half an hour,
or less, to chnracterize the Brysnts; he tock two hours. The
nlay, however, was remarkably successful on the stage. Jozn
Plowright, who olayed Beatle, was apparently able to exploit
the humorous aspects of ignorance and sustain the audieicels
interest for what seems in reading an interminable length of
time.

Roots has another major problem--Ronnie. wuoted &g
nausean, ho comoy Lhwough ag a contuged, gowmowhnt gudlatle
oseudo-intellectual who spouts cliches st every opporcuhity.

As an intellectual mentor, he 1s not convincing. wven so,
Roots, cut to one-third its present length, would be a gocd
play. Wesker has done a good job of showing now ignorance
and apathy limit human exverilence; he has just texen too long
to do 1it.

The third play in tho trilogy, I'm Talxing abuut Jerusalemn,

is considered by all critics the wezkest. The first act merely

repeacts information glven in Chicken Soup, znd the next two

are largely unbellevable. Ada and Dave, the srdeut communists

leohn Mander as quoted by“Jacqueiine satham, “"Koots:
A Reassssgsment," Modern Drama, V1LI (19€5), 193,
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of Chicken Soup, have lost faith in politicual action and have

gone to Norfolk to set up a personal exoeriment in soclallism.
Davae is goling to build furniture and find happiness o 1s william
pMorris in creantlve labor. lle falls, and as the pluy cends, ho
is pacaing to return to London. He has resallzed that his claim
to being a orophet, a seexer after "Jerusalem," is without
foundation, '"Face lt--as an essential member of society 1

16
don't really csunt . . . . I'm defeated," he tells Ronnie,
who has been berating him for giving up the great ex.eriment,
The wlay, and the trillogy, end on a note of fallurc., The 1n-
toresting aspect of tLhat falluwe L1y Lty ocersonnl noture: 1t
is Dave, not socialism, who has failed. Wesker does not blame
society for refusing to accept Dave and his dreams, e snows,
esceclally in a scene in wnlch Dave steals linoleum from hiis
employer, that Dave 1s not capable of sustalning his ideals
in the face of hostile reality.

Jaorusalem 1s most aslgnificant 1In the clues it givesz about
wWwosker's future development, T'wo gconcs in the plsy sare com-
nletely non-realistic, The first is a symbolic reconciiistion
scene between Ada and Dave in which he crowns her with gn olive
branch and wraps a red towel around her shoulders--the enact-
ment of a private myth., In the second scene Dave, Adé, &nd

their child re-enact, in a highly pcersonal manner, the myth of

(CH : : L
Wesker, 1'm Tollddng about derusslom In The wesker

ITriiosy, p. 2Llb.
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the creation. Neilther of these scenec is particulerly eflfec-
tive, and neither has any integral counection with the play,
but tne distinet turn from noturalism sticwed that wesiter wac
growing impstient with conventlonal form and cttewmptling to
utilize the visual aspects cof theatricel art.

This ahift away from noturslism is olrikiugly cvident 1n
. - .

Chlps wilb Bverythdng (19061). Chipy 1n sn ollogory sboul the
class struggle in which an R. A. ¥, training bese 1s the worid,
the recruits are the worxking class, and the officers rejresent
the upper class. Its hero, Pip, a rcbeliious aristocrat,
attemnts to lead the recrults in revolt apainst tne officers
and the cluss gystem. with the exceptlon of Corsoral Hill,

a tyviecal top-sergeant type, none of the chhracters 1s re-
alistically drawn. The ofl'lcers are aulomitons whuse specch
parodies conventional military terminology. In their rcla-
tionships with the men they seem to be enccting a ritusl.
Singsley Amis caught the real quu:lity of the dlalcgue when

he descrited it has having ”t?o air of being hastily treans-
lated from a foreign tcngue.”-7 It is deliberately simole;
the characters all soeak in short sentences or phraces. wmsven
fipts lectures to Lls foirlow recrulls sevund like a Loalbook
for the young:

One day, the french «ings ané¢ princes found them-
‘selves bankrupt--the royalty and the clergy never

17Kingsley Amis, "Wol Talking sbout Jerusaslem,' spectator,
CCO1X (August 10, 196z), 190. amis did not intend the reumark
as o comolimont.



used to pay taxes . . . . So what did they do?

They called a mecting of all the rcoresentatives

of all the classes to see whut could be done-=-

there hadn't beeg such a mecting for over a

century . . . oA
Pantomimae igues Hrominently in Ching. Uno entirce scene Ias
wordless. ©Song 1s integrated into the plot structure wnen
Pip leads the men in singing a pcasant revolt song at the of-
ficers! Christmas party, a scene in which one class jolns ranks
to nmenace another. =mven the climax of the play is symbollc:
Pip, beaten by the '"system," slowly chinges Irom airman's to
officer's uniform, assumes the 1ldentity of an officer, andg
bogdng Lo wocak In Lhe curious, vutomnton-like langunpe of the
officer class.

w#esker has grasped in Chilps many facets of dramatic pre-
sentation that .revicusly eluded him. Tne play is extrenely

"theatrical"; there is no sense of real life being lived as

tnere was in Chicxken Soup or Roots. The singing, miming, and

the unrecalistic, formaliced lingulstics olace 1t detfinitely in
the exovessioniallce catopory.
wesker's techninue in Chips testifies for uis developing

talent as & dramatist, Chicken Soup, as every Americsn critic

has sointed out, 1s quite similar tco Clifirord Odets' Awaxe

and Sing. Chips, in both tone and style, rec:lis Brecnht.

Tneatrically, this is weswer's best olay, and an exiting

1d‘uvc::l»(ol‘, Chiong with Lveryvthing (Hew Yors, 1902), Lo,

LK)—_{\) .
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exoeriment in socialist non-realism.

It is unfortunate that wesker cnose¢ to apply his new-
found talents to an improbable situation. The characters in
an allopory must Lo bollevablo on a reallstle level.  awcsitcr’'s
orficers, since Lhey are arc¢ obviously abstractions, function
believably on both levels, and most of the time hls men also
carry off their dual roles as human belngs and class reorecen-
tatives. What is wrong with Chios 1s its herc--plus its cen-
tral situation. Pip's lectures on hiistory and his itlustriocus
family, his insults to his mites, and sbove all, nhigs snobbisch-
nosa,., would not have carnoed bldwm loadershls 1o sy ormy Lhot
ever existed. "They would have earned him a (rmuch deserved)
beating. The same improbability extends to hls conflict with
the olfficers, who end the rebellion simsly by telling him that
he joined the ranks because he found the competiticn flor .ower
too strong in his own class:

Among your own oeople there wero too wmany who werc

powortful, Lho compelition wag too wroat, but herco,

amons .Lt'):x‘:'fm' nmn-'-—-lnjl'j)_():unung'; tho yubs, « « . . you

could be wlng. AldG.*-

Pip collapses, dons nls officer's uniform, the class system 1s
srcserved, and "God Save the wueen" ends the play--undoubtedly
the first time in an English theatire that the playing of the
national anthem was intended as irony.

In his review of The Four Seasons (L1965) Ronald Eryden

O .
l'l_l_)j___‘(i. o e Oy



What on earth made wesker, a naturalicstic play-
wright whose assets are an ear for diazlects and
a detailed concern for the workings of society,
embark on this work ol anonymous, lushly high-

falutint, cascutially non-verbal kirschizeY

From minute dlssection of the class system wesqser turried to
abstract descrintion of a love arfair., There are only two

characters, Adam and Beatrice, in The Iour Seasons., The play

opens in mid-winter when they move into a cdecerted uousc,
Beatrice does not speak a work until the ccming of spring
thaws her tongue. In summer she Lakes Adam, her "golden esgle,
for her lover, and he, to dewmonscorate nils love, mases a batel
of apple strudel for her. In autumn they quarrel; their love
affair 1s over, It is a disaster, totally unrelieved vy any
merit whatsoever. And the dialogue is unbelievably bad:

Adam: liy skin breathes. There 1is blood flowing

tnrough my velns agaliln. My skin oreathes.

Beatrice: wothing sthould be held back, ever,

I believe that, O Adam 1 belleve that. Welre

mean, we're all sc mean, nothing should te held

back,

Adam:  ou'ro blushing. o
Beatrice: Don't look nt me,<ld

Some things should be held back; The four Seasons 1s one of
then.
After his venture into what may only be called soap ooera,

Wesker returned to his natural haoitat in Yaeir Very Own and

“ORonaid pryden, "Kitschen Sinx,
(September L7, 1965), 4OO.
o

" llew Stutesman, LAA

woskor, The tour Seasong (London, 1966), po. ce-23.

|
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Golden City (1966). aritten in thirty scenes and utilizing

a "flash-forward" technique, Golden City covers a time period

from 1926 to 1990, wesc<er drew on his exoeriences with trace
unionism to write the play, which centers around Aundrew Cobhiam,

a young architect who rises to orominence in the labor move-

ment.
There aro csctually two divorse silrceams ol actlion in the
ce
vlay: one, which Wesker cu«lls the "reality stream," detzils

Cobham's relastions with thke labor movement; =nd the other, &

dream sequence, reveals his vision of the futurc. Goiden City

osens in Durh=am Cathedral in 19z6. Taree young peonsle, descie
Sutherland, Cobham's future wife, ancd his Iriends, ctoney snd
raul, listen to young :.ndy degsceribe hins drooan of nouses thet
"gonr. " Thrue cathedral scencs are lantergsersed msong the
early realistic scenes, wnich depict Cobthemts grudual rise 1in
his .rofession and the labor novement. Intended to _rovide
contrast between Cobham's dream of trans{orming the world and
his actual Tailure to do so, the catnedral scenes arc po_ged
cown by adolescent dialogue which fails to cvoke tue funtacsy
ef'f'ect necesgary to mede the device workable., Also, Covlium's
acllons in the realistic wscenes stawp him ae o orcuamer, ond
therefore the caturedral suifts only ewohasize the ocovicus.

In the "reality-stream" of the ,iay, Cobham attem.ts to

“2ppusaler, "An intervie. with Arnold wesker," p. 200,
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persuade the YUC and the labowr Party Lo underwrite lhils cream
ol bulldding workor-ownoed and conbrolicd cibles. 'Pho buest
scenes in the »lay, based uson sound wnisterical and ractical
observation, show how Cobnam's eflcrts to bulid nis goiden
cities are frustrated by trade union lecders with different
Jsriorities, wuwmerous controversies in the labor wmoveuent are
touched upon: Owenite communities, the vlace ol trade unions
in the Labowr frarty, immediate vs. long-ierm zims, ond "soclal-~
l1sm In one countryv." wone of thoce is orescented cidacticnluyy,
ané¢ the most imosortant relationship in the osiay, thut bebtween
Cobham and Jake Latham, an agling trade union leasder, brings
together both two difrerent strcins ol toe Llubor movement and

2=
~r
1Cy,

:

two stirong individuals. Tne moat moving scene in Goiden
based upon the Bevin-bLansbury duel at the Lsbour rarty Confer-

ence Iin 1935, »its Latham's vicion of internsticnol soclialict
2
caclfism against Cobhim's realistle appralassl ol hazism,

After the w.r, Cobham, a reswec.ed arcnitect snd war horo,
continues.the struggle to bulild his cities. he realizes tuat
ils efrorts will be only onatcuworic and that complete revoiu-
tion is impossible:

Then let's vegin. In the way you build a cluy.

you build bthe hablts of a wany ol life in tust

city-~-thnt's n Lfact. OUix Golden Citles could iLay
tha foundations of a new way ol 1lil'e jor all

CBAitmough the pevin-wansbury duel wes busically a Lower
struggle for controi of the Labour rarty, 1lts major intelicc-
tual issue did center arcund forecign policy. Lansbury wis a
hacirist; devin belicved in "colrcctive socurity." Lansbury,
an old man csoousing o unpo . ular cause, lost,



society--thatts lie, but that's tue lie we're go-
ing to vervetuate, with our lingers crossed,<4

The final long "flash-forward" in the .lay runs {rom 1948
to L1990, and Jts actlon 1o conbinuous. One scene dinsolves
rapidly into anotner, as in a ilm. Cobhum, who nas become Sir
Andrew, manages Lo bulld one goiden city: "rstchwork: sits

and »ices of vatcnwork. Six cities, twelve cities, what difl-

el

ference. Oases in the desert, that the sun dries un." The
play ends as it began, in the cathedral wnere the thrce young
boys link azrms to maxke a 'Ychariot" for Jessie, wno is carried
oft laughing "Giddy up, stalllons. PForwnrd, you ragpgced-arscd
cw

brothers--rorward," Uld .ndrew delivers young Andy's llnes
in order to reinforce what Wessicr hopes 1s "sad irony." 3Sen-
Timental would have boeen a betier adjectilve.

After wWesxer's masterly use of irciy in Calps with zvery-

thing, it seemed thet he had lewrned tie value of understate-

ment. The conclusion to Golden City wmaes it cleasr tnot L

lias not dong ao. WO ties he Lesrued to nord Lo one Line of

development turoughout o olay. Golden ity is sucked 1als of

extraneous incidents and churacters. ''he women, dJésoie¢ and
Kate, a left-wing intellectual who 1s Cobham's most devoted
Tollower, are distractions, snd the Tory officials are cari-

catures. Golden City is 2 confused :lay, ovut .runed of

CQWGSKGP. Their Very Uwn and Golden City (London, 19667,
t5¢)
27 a

|
“21bid., p. 89.

“©1pid., ». 91.
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superfulities, it could have bcen excelicnt. Reflecting its
autiiorts passionate concern for the scarcii f'or a betier vorld,
the play denls with a subject almost untouched by other drama-
tists., Plays about trade unionism are rare, and ploywrights
with the ability to dramatize and nuwmanize nolitical and eco-
nomic history still niore rare.

it is improbable that Arnold wesker will ever be a drama-

, =

tist of the first rank. lile has nover writocn a structurally
coherent play: ne has not learncd to combine naturallsm and
exoresasionism in a workaule manner, and he canuot crcate a
situation th-t is believable on two levels. he is a realistic
playwright wiho wants to be a soet., DBut if ne rcalizes tnis
limitation and learns to control his .roiixity, he many become
a good, even an important, playwright.

wesxer has shown definite talent., lle h.s escused the
limitations of both neturalism and his Jewish backpround.
The characterag in his latoer plays may 1ot be as credivle o

tizcse in Chicken Soup, but they have a wider significance.

with the exception of that disastrous exocriment, The Four
Seagsons, he has shown an increasing abiiity in the use or
language--its msnipulution to show varying shades of recalism

and an ear for dialects that is excellent and brings to both

“{This is orobably the view of the mijority of sritlsh
drama critics, see Lumloy, Now trends in Twentieth Ceualury
Drama, 220. 278-279; Taylor, Anger and after, s. 151, for
similar judgmentse.
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his dialogue and nis characters a novel freshness, He nes
Jlaced the working class, urban and rural, on the stage as
interesting individuals, not tyses. iz idealism, his alfir-
mation of human dignity, and the morul force behind his slays
are coenstructive contributions in an age that is5 predominantly
materialistice, negative, and immoral,

Moral oasslon isg a gquallity difricult to control, and
oreaching is a difficult thing for wesker to avoid. Yet his
moral passion, along with his acute consciocusness of nis
working-class origins, 1s weg«er's grectest strength as a
aramatist, These qualities have enabled him to create chiar-
acters who s»jyeak with burning conviction about importunt is-
sues and to nortray on the stage liittle-known [acets of mocern
life. lie 1a a wman with a misgslon, who sces tho dramas .an ar
educational force. To attempt to raise the cultural standards
of a nation by forcing people into a realization that avathy
is syﬁonymous with deatn is an éstimablc aim, Surely one must

admire a man wno 1s devoting his 1life to such an effort.



Chapter V

John Arden, British Balliadeer

John Arden, unlike wost the current crop of young briticsh
dramatlsts, lg from mlddle-class stoclkt and university-educnted,

He was born in Barnsley, Yorikshire, in 1930 and educuted at

edbergh Scnool, ningt's College, Cambridye, and wdinburan
5 ’ 2 ) 5C e

W

College School of Art. Arden is a vrofessicnally treined arci-
itect, but to be a writer was always his long-term pgoal. hHe
wrote yslays while in school, finished his wrchitectural traln-

ing with a year In a London oftfice, and then wrote The watvers

of babylon and Live Liike rlgg, both of willceh woere porformed ot
the Royal Court. For a year (1959-1v60) Arden wus feliow in

~playwriting at Bristol University. ke now 1lives with his

w

actrcss wife and sons in nirbymcorside, Yorkshire, witn ki
wife he hss written two short plays intended for amateur per-

formance-~-The Business of Good Government (1960), a nztivity

slay, and Ars touga/Vita Brevia (196:).

Ardonty archiltectural tralning Ling undoe ndin oonseelnlly

conscious of stoging techniques. He wrote he hHappy haven
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for the arena stage at Bristol and feels tnat &1l his plays
are best suited for an open stage:

The proscenium arch is not a very haspy medium for

staging the sort of plays 1 want to write . . ., . I

suspect Lthat one of the reacsons why The Happy Hoven

did not. do go well in bondon as in vristoi 1s glmply

thnt the audionce was frouen off by the | roscenium

arch, and the Lurts of the .lay thnt were mewsnt to

come out at the audience ccmpletely fuiled to do so,.
Arden's plays are all extremely "theatrical," and it iz easy
to see why performance on a ooen stage would best sult tnem,
fortions are written directly at the audience; he uses a mix-
ture of prose and verse, Integrates biullad songs and dance in-
to the dramatic structure, and in one pitay, The Hapyy haven,
he used mucks. The pleture rame stape nocegourily limits

the "breakthrough" Arden can achieve with these devices, and

it

6]

use in the London productions of his pslays partially ex-
nlained his lack of success there. bone of .arcdea's :>laye has
been a commercial success in London. The Royal Court's 1959

production of Serjeant HMusgrave's Dance resulted in a®£ 5,820

loss ror the management. Thoe 1L96L revivel ot the Court did
bettor, but Arden's popular ucclaim i1s stiil dimited. He has,
nowever, & strong underground foliowing taroughout the country,
ané¢ his plays arc studied in schools anc dramatlc societlies.
The mwost original end objective of the new kEng.ish dramaticts,

he has constantly bafrled both critics and _.ublic.

lJohn Arden, "Bullding tho prlay,' Tho New britlsh Drama,
V. 9906,
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The production of Arden's first olay, The waters of

Babylon (1957), marked him at once as an original. Altuough
Babylon is more realistic than rden's other plays, 1t vas
strikingly difreront from the offeringe of his coutlemporsrics,
Both characters and situation are objectively created. The
olaywright has been "refined out of existence" in a osiay that
deals with slum housing, race relations, munlcipal corru.tion,
and Khruschev's visit to angland. Arden's people are indi-
viduals, not social symbols; they spesk for themselves in
vernacular proase, song, and free verace. Thelr creator never
tages sides or morallzaes. Thore 1ls goclal gatire 1o boabylon,
but no specific sccial criticism. Arden stands sguarely in
the great traditl on of knglish satire: out ol the interplay
between chesracter and incident wrises a clear view of human
foibles seen agalnst the soclal background that produced them.

Babylon began as a satire on Macmillen's Premium bond

=3 :
gcheme, and the actual »lot concerng the attempt of Sigis-
manfrod Reanklowlez (Keanlk), an lmdpranb rotlsh brothol
keeper, to rig a municipeal lottery in order to pay off a black-
malling compatriot. Aided by Charley putterthvaite, a one-tiume
"Naosoleon" of local government, Krank persuades Josesh Caligula,

it

"the chocolate dynamo of North bLondcn," to sponsor a savings

bank schieme. Their plan toc milk the deoosits is upset when

“lbid., p. S85.
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the honest councillor decides to hold a drawing for the .rize
in the lottery offered as an inducement to gain the bank cli-
ents. Krank's need for money grows increasingly acute when
Paul, a fellow Pole to whom he owes mcney, moves into his
lhouse, threatens to stay until he gets his 500, and starts
making bombs to blow up shrushchev. In order to get rid of
Paul and an investigating M. P., wno suspects him of comyliclty
in the bomb plot, Krank m-skes elaborate plans to hold the win-
ning lottery ticket. The dénouement occurs at the prize-
drawing, a scene which begins farcically as the eleborate slan
fizzles and ends in near tragedy when Paul mistugenly shoots
Arank,

Interwoven, although not very successfully, with the main
plot is a subplot which showe Krank in his other 1life. Ho 1isg
an arcnltect by day and a brothel keeper by night. His rela-
tionsihlp with the lady architect for whom he works reveals
little about Krank'sg character. The . P. who brings about
his downfall is first met in the office, but he 1s seen ageain
in a Hyde Park scene thut is central to the maln olot. As
diarold Clurman has pqinted out, Arden is not always able to
master his mnterlal.j The subplot 1s citrancoug, anc by fol-
towing it Ardsn lessened the impact of fronk's death. The arunk
wno cies 18 the Krank of the main plot, and the double life he

leads adds nothing to either his villainy or his dignity.

3Harold Clurmsn, "Notes from Afar: rart II," hatlon,
CCCL (August 30, 1lyobL), 106,



The measure of Arden's achievement as a creator of char-
acter lies in this double nature of nrank. He poses as a sur-
vivor of lbuchenwald. And he was at bucnenwald--but as a member
ol the German Army. le runs a lodglng house whlch doublos as
brothel and tenement for West Indian immigrants; he attempts
to cneat the soor out of tneilr savings. Yet throughout the
play he remains e symoathetlic fligure, a man of such complex
nature that no black and white moral criterion will classify
him. When he explains nis status in the German Army and then
turns on nls accuscrs to categorize their madness, he comes
close to declaring the traglc ldentlity hidden under uis enlig-
matic pergonality:

put L don't know what you are . . . .
with your pistols and your orations
ind your bombs in my orivate house
And your fury, and your national pride and honour,
Thnis 1s tae lLunacy,
This was the cause, the carrying through
Of all the insensate war
This 1s tiie rage and purposed madness of your lives,
That I, Krank, do not know. I will not know it,
Becnuze, 1f 1 xnow it, Ifrom thut tight day torwurd,
I am a man of time, pluace, socloty, and acclident:
which 1o what I must not be . . .
The world is running mad in every dlrectlon.
It is guicksilver, shattered here, nere, here, here,
All over the floor.

But I choose to foilow m
Only such fragments as I can easlly catch « . « &

lMost of tne other characters share, to a lesser degree,

Krank's complex nature. The colored councilman, wno easily

I‘Arwluxl, The Wators of Babylon In Throo Pluys (New York,
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could have been a sentimentalized figure, soeaks eloguently
in Hyde rark for the rights of his fellow Jamaicans, yet he
succumbs to the advances of one of Kra.k's prostitutes. The
two politiciang, Ginger and Loap, parody wolitical soeech-mnging
in hyde Park, but both hnve .norsonal identitlien., lven Chuarley
putterthwaite, who thcught up the saviugs bank scheme, 1s shown
as both a thief and & man who is trying desperately to regain
the dignity he possessed during his duys of councilmanlc glory.

Babylon is a flawed play, but. Arden's objcctivity and use
of language compensate for its flaws. Tnere are snatches of
real voetry in Babylon, and although Arden hes not succceded
in integrating his ,rose and ociry--hls verse plts sometlues
seem ilncongruous--he has shown reasl ability in both forms.

In his next play, Live iike rigs (1950), Arden made s

greater distinctlion between orose and verse. With only a rew
exceotions, his verses are all ballads and all sung. Written

in seventeen scenes, each preceded by a ballad sung "with tho

5
' Live

peculiar monoteny of the old fashioned sctreet-singers,'

Lige rigs 1s one of the most brechtiin of Arden's playva.

LllC 1gS play
Arden has admitted th=at ovrecht has iniluenced him, and

tne methods of the two playwrights are similor. Like Brecut,

Arden 1s a balladecr. Like him, he dellburately discourages

bArden, Live Like rigs in Yhree riays, o. LO4. ostage
directions.

Snlter Wagor, "Who's for a Hevoiutlon? An lntorvicw
witihv Jdohn arden,"” Tulanoe Dramo Roview, 41 (Winter, 1906), 46,
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audience empathy by making his plays outright tnestric«l ex-
seriences., Again, like brecht, Arden concentrstes on the di-
veraity in his social situations and attempts to pglve o multli-
facoted vicew of 1Lll'e. bubt Arden lus certalinly no sluviah
imitator. Both Arden nimself and lMartin =ssiin have pointed
ouﬁ that the two playwrights have followed simllar muwiels in
dramatic tradition: Biizabethan drama, Jansanese and Cnlnese
theatre, folik song, and the conventionalized play of the id-

7

dle Ages. Arden is not a communist, &nd he 1s act much in-
terested In class confllict oxcopt 1 ibo cffocﬁ upon ndividuagl
charascters. e 1s conversant with Gernsn literasture, sud he

has translatcd Geothe's Goetz von Berlichingen. vut hils .lays

testify to nis wide xznowledge of knglislhi llterature, and var-
ticularly, knglish folk ballads. They are filied with ballad
imagery, and some critics nave descrlibed their structure as
suggesting an expanded ballad in form.O There are zlso certain

oiements of the oHlcaresque 1n hls playsc. This 1s casecclially

true In Live Like rlia, whoro Lho conlrast bobwoon "low" and

seeningly respectsble characters, tne elements of violence and
farce, and the animal Imugery recall Smollett.

Arden has stated tnat he did not intend Live uike rigs to

be a Wsoéial document,' but "a study of difiering ways of rife

brought snarply iatce conflict and both Losing tneir own

7_11)1(3.; Bsalin, "Brecehl and the sopllsh Theatro," Lo 70
ST imes titerary Subplement (Januwary 7, 1965), p. LU.
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particular virtues under the stress of intolerance and mis-
gnderstanding.”g This is precisely what ne has written, The
Sawneys, nomadic descendants of the sixtecnth century sturdy
beguaars, bring thoeir chaotlce, amoral wny of life into a subur-
ban housing development. iorced by wcelfore officials to desert
the broken-down tramcar where they had lived, tney reasct by
"living like pigs" in the council house to wnich they were re-
moved. Thne contrast between them and their respectavle neigh-
bors, the Jacusons, is set forth at once when rirs. Jackson
comes to call, and her oolilte pgreeting is intcecrrupted by
Rachel Sawney's suying, "Oh, go to heil you, you znd your

10
fizzing husband." In successlve scenes the Sawneys and the

5

Jacksons meet, interact, and collide. NMr. Jackson sleeps with
Rachel Sawney and is bitterly disappointed by the experience.
1t 1s this personal dislliusionment thsat convinces Jackson
that the Sawneys must go, just as it is lirs. Jacuson's dis-
covery of his infidelity and the destruction of her laundry
that lmpel her to load a mob apalnat the sawnoys,  Lhe Jack-
scns are not strong enough to preserve tuelr own way of l1life
witaout resorting to violence. In the final scene ol the olay
the council mob assaults the Sawney household with rocks, and

only the arrival of the solice prevents massacre.

The Sawneys ought to be desnicable--thieving, amoral, one

FArden, "lntroductory wote," Llve Like rigs, . 1UL.
b . et b 4

10Ardon, i.ive Ldixo ripa, p. 113.
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a contessed murderer, one a prostitute-~but they are not,
Their pgroat vitallty, thelr eloment.l onjoyment of Lit'e, nnd
the courage with which they face the wmob naxke, them curlously
admirable, Out of social conflict on its lowest level Arden

created a climax wnich Henry Hewes called "magnificent thea-

11
trical poetry.” The song which introduces the final scene

illustrates the mood Arden has created:

Afesred and walting all the night

And never go to bed

Theyt've trampled on your shadow, Jack,
Thoy!'1ll trample on your head.

The morning comes, they all of them come,
sow fight them for your life:

They'll have you out and down and dead,
So fight fight fight for your life,l<

Live Like Pigs is at times pure farce, vut it is the xind

of farce lIonesco was speaking of when ne sald that byvrevealing

the comic, the absurd nature of man "one can acnieve & sort of
13

tragedy." Although Arden is not an absurdist, in this play

he has used the absurdity and ridiculvusness of human noture

to create a "sort of tragedy." And he has done it with a

vivid use of poetical language and a clarity of exsression

wnich the absurdists rarely attain. Lt 1s not, however, a per-

fect play. It is teco long, and once aguin, a subplot, tnis

time the relations of the Sawneys with two characters who

llHenry Hewes, "llere's MNud in Your Sty," Baturduy feview,
XLVII1 (June 20, 1906b), uyb5.
laArden, Live Like Pigs, p. L83.

13Bugene Ionesco, "The Bald sSoprano," playwrights on
riaywriting, Toby Cole, ed. (New Yor«, 1963), pp. 203-208i.




G0
invade thelr home, detracts from the main action. 1t is, per-
haps, too "earthy." The 3awneys are sometlmes too animal-like
to seem human, and although Arden remedies tnis defect in
characterization oy the ond of thoe play, it yilelds a cartoon-

like eftf'ect to some of the scenes,.

No such criticism can be levied against Serjeant lusgrave's
Dance (1959), which has been called "tne finest British play
Ly

since the war.," Set in an anglish coal-mining town eignty
years ago, Musgrave is a play about the nature of violence.

Into a strike-bound town come Serjeant "Black Jack" wmuzgrave
and three men, Sparwy, Huwst, and Atterclifl'e, posing ag re-
crulters. 1In reality, they have desertcd Victoria's army in

a colonial outpost and returned to Lngland with a Gatling gun

and the skeleton of a comrade in a gun crate, bent on coavincing

uﬁonald Bryden, "Armstrong'!s Last Goodnight," lew
Statesman, LAVLII (May 15, 196i4), T82.

Ardon, "Bullding tho Play," p. L8606, snid thant he pot the
idea rfor husgrave from an Amorlcenn film, 'Tho Hald., Althoupgh
the ilm suggested the sltuntion (the terrorlustlion of o town
by army deserters), Arden's interest in the subject wus set
ofr oy an incident in Cyorus in which soldiers wreazed ven-
geance on the natives for the kiiling of &« clivilian., five
people died in the Cyp.rus incident; flve natives were crot
in the colonial outpost in retaliation for the death of Bili.y
Hicks.

Arden, Ibid.,p. 597, has admitted that John whiting's
olay, Saint's Day, has had a strong inflliucnce on him. Saint's
Day is also a study in the nature of violence, and 1t suflers
from the same slructural defect in revealing motivation as

LUsSgrave.
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the townspeople of the folly of war. with plentiful supplies
of free beer they win the c.nfidence of the :iners. lusgrave's
air of authority and his religlious convictions persuade the
.town authorities that he is a '"safe" figure, and they olfer
their aid In his rocruiting venture. oOnly Annle, the boarmeid
at the inn where the soldiors stay, scnoscs the niduon nature
of riusgrave:

Trne wnorth Wind in a pair of milistones

#as8 your father and your mother.

They got you in a cold grinding. 15

God help us gll if they get you a brother.

The »lay is mainly slow, but vivid exposition until the
final sceno of Act Il. Arden ma<es clear the guppresscd vio-
lence lurxing in all the miners; whatoever lusgrave i1g planning,
this town, a "hot coal," is ready for it. Yhen, suddehly,
Musgrave's carefully presared plans (the audience does not xnow
what they are) go amiss. In a quarrel precipitated by Sparky's
decision to run away with Annie,‘Sparky is killed by Atter-
cliffe and Hurst. The pacifists have empioyed the violence
they are in revolt against. And the mayor, frightcned by
rock-throwing strikers, has asced for a company of drapoons to
help kKeep order in the toun.

In the climax of the ,lay, Serjeant lusgrave, nis men,
and all the townspeople are gatnercd in the market place,

Flags flying, drums beating, beer flowing, it is a colorful

15 , N A g .
5Arden, Serjeant Musgrave's Dance (liew Yorx, 196z), p. <6,




scene which slowly turns to horror as Musgrave mounts the
rostrum to begin his "recruiting" speech. As the Gatling gun
is turned on the populace, he reveals the skeleton of the
hometown boy, Billy licks, who was killed abroad, and the sit-
uation wnich had brought him to the town. Five natives hac
been xilled in retaliation for the death of Billy: by his own
poculiar logic lusgrove arrived at his declsion:

one wnn, and for him ive, Therecrtore for five of

tuem we multioply out, and we find it tive-and-

twenty. . . . S0, as Il understand Logic and Logic

to me 1s the mechanism of God--that means that 16

today therets twenty-five persons will have to be--
He speaks "as though to himself," and then turns to invite
walsh, leader of the mlners, to "Join along with my madness,
friend. I brought it back to lngland but 1I've brought the
cure too--to turn it on to them that sent 1t out of this
L7
country-- . . . "

The timely arrival of the dragoons prevents magsacre.
The miners, sympathetic to Musgrave's ourpose, succumb to thne
military show of force and join hands to dance around the ser-
jeant., As the play ends, lusgrave and Attercliffe are in pris-
on, and the lines Sparky sang in the ovening scene have beccne
a yroohecys

Court martiasl, court martial, they ‘held upon me 18
And the sentence they passed was the high gallows tree.

11054., . 91.

171pid., ». 92.

B1p14., p. 10.
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The insane logic of fanaticlsm bred violence out of violence.

This, more than Arden's other plays, is definitely an ex-
panded ballad in form. As in a ballaag, the central image,
the red-coated soldiers in the black coal town, blood znd
death, sets the tone for the .lay. The chill, the foreshadow
of doom is crecuted in the opening lines when Sparky says

Brrr, oh, n cold winter, snow, dark. wo wait too

long, that's the trouble. OUnce youlve started,

keep on travellling. Ho good sitting to wait in }

the middle of it. Only makes the cold night colder.t9
Arden's language, his impersonality, and the feeling that this
1s not part of l1life, but an essentially climactic moment in
a man's life all recall the old ballads. Key phrases and words
are repeated throughout the play: dance, blood-red roses,
scarlet, coal-black, drum, and war, There iz a simpllicity
and an inevitabllity about the action that 1s primsrily ballad-
iike,

for all its simplicity of structure, Musgrave 1s a higrly
complex play. It is not, as some critics have implied, a
sacifist tract. Arden's objectivity orevents his writing
message drama. MNusgrave is initialiy a sympathetlc figure,
but his .roposal to use vivlence to comvul violence vitiateg
nis pacifism and turns the audlence saguinst him 1ln norror.
Actually, this, lixke all Arden's plays, 1is about tue tragic

difficulty of upholding personal ideals in the face of nostile

lglbid., pe 9.
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reality. lusgrave is a pacifist and a fanatic; he 1s 2lso a
mysterious, enigmatic human being whose ldeals collapse when
he attempts to imgpose them on others.

It would be gratifying to gny thnat so rlch and profound
a play as Musgrave is great drama., 1t 1s not. 1t 1z very
slow-moving, and although this is perhaps intentional, the
thoroughness with which Arden investigates nls social situation
impedes the progression of dramatic action., And tne structure
is decidedly faulty. Arden nimself recognized tnis in 1966
when he said

Somehow I huve not managed to balance the busincgs

of giving the audlonce lnformation nso that they can

gnderstapd the olay with the busiuess‘of nitnhoégiug

information in order to ikeep tre tension going.
Two scenes in pzrticular wreck its structure. The third scene
in Act I, in ﬁhich the soldiers discuss their Lurpose in vis-
iting the town, is vague. Arden obviously meant to save the
revelation of the skeleton forkhis climax, but the fact that
the skeloton bolongs to a nantive of the town is Llmportant in
establisning the soldiers! motivation. By concealing tne oril-
gins of their motive in choosing this .articular tcown until so
late in the play he his made thelr decision seem haphszard.

The other unrealized scene in [Muspgrsve occurs in iact Il.
~nen Sparky dies, murdered by his meates, and the pacifists

themselves have turned to violence, it becomes obvious that

Wager, "An Interview with John Arden," . ye.
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the nature of their errand is going to cnange. but nere, in
this vital scene, Arden has chosen to interrupt the diaioguc
with a real rush of charscters wuo dash (literally) onstsge
to inquire, speculate, and cumwment on what is happening, Con-
tinuity is lost. Atlerclifie says to Musgrave, "But he was
xilled, you seae, uilled . . . don't you gee, tiuat wipos the

21
whole thing out." Belore pusgrave can aaswer, he is inter-
runted by a constc-ble asuing about a break-in. What happens
after this loses the sense of reality «#nd inevitablility that
vervaded the play before Sparky's death. The ciimax 1is &
great scene, but one is never certain wiy Musgrave beliaved gs

he did. Lowever, il Ser joeant rupprave's Lance mual [inelly

be judged a failure, it 1a fuilure on a scale spprouzcned by
few of Arden's contemporarics.

In The Happy Haven (1960) Arden returned to the tragicumic

form of farce he used in Live Lixe rigs. ‘Ihe "happy n.ven®

is an old people's home, and the plot of the play concerns

the attemot of the director of the home to use its inhabitants
as guinea oigs in a recjuvenatlion experliment. Arden tukes palns
to chavacterize tiie doctor und to delincoute Lis scientific aims.
The cld people are seen from his point of view, that of z young,
vigorous man, and he is secn from theirs--as an officious bore

wno Limits the few oleasurss rcmaining to tnem, Tne old zre

alArdon, "Bullding tho Pluy," p. oyo.
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subject to tneir own oersonal ilis and to folbles wnicli beset
all of us--greed, gluttony, oride, and trear ol the lnevitable
cnd, ach of thom is Individualiced, though 1n more formalized
terms than in Arden's other plays. They are "flat'" characters.

However, The Hanpy Haven was played in masks, =snd the simpli-

city of language and characterization wa: deliberztely adopured
to fit the form. The bresk between .rose and verse is wighly
formal; there are no passages of heightened prose. The dialogue
is either in the vernacular or ;1 metrical verse. Arden admits
thnat e hag been accused ol' Lulng a could writer, and the sci-A
ence fiction element 1n The lappy Haven maxes it a cold play.dL
Here it is not possible to feel emotional Ilnvolvement with the
characters,

The Hapoy Haven is notable for tne tigntness of its

structurec, There are no subplots, and the action rises fairly
steadily to the climax in which the old people inject the doc-
tor with hls own rojuvenation sorum, drecs nlm in ashort pants,
and wheel him otf't'stage. The scones whlch show the haven's in-
habitants struggling with the idea of becoming young again and
rejecting 1t are convincing and often cloquent. The ulgh.oint
of the play is Mrs. rhineus' speech in Act II. @Mrs. prhineus,
who 1s ninety, wants necither to die nor be reborn, znd her
great speech contains both personal pathos and universal truth

about old age:

““Arden, "Building the Play," p. 598,



98

I'm an old old lady

And I don't have louy; to live.

L am only strong enough to take

Not to give. wWo time left to glve.

I want to drink, I want to eat,

I want my shoes taken off my feet.

I want to talk but not to walk

Because if I walk, I have to know

where 1t 1s I want to go.

I want to sleep but not to dream

I want to play and win every game

To live with love but not to love

The world to move but me not move

1l want I want for evcr and over

The world to work, the world to be clever.
Leave me be, bul don't leave me alone.
That's what 1 want., 1'm a big round gtone
Sitting in the middle of a thunderstorm. =

In the play Arden has blended realism and expressionism so
effectively that even though the plot is actually imoossible,
cne never guestions the validity of the sction. Yet it is a
cold play, too cold. Arden is clearly saylng sometning about
old age and scientific bureaucracy, but what? Arden's ob-
Jectlivity, hla bollef thot an pudliencoe must mage up ils own
mind about dramatic issues, has prevented him from esteblish-
ing a theme that would give meaning to the action.

Arden wrote The Workhouse Donkey (1963) to celebrate what

he calls "the o0ld essentlal attributes of Dionysus: noise,

disorder, drunkenness, lasciviousness, nudlty, generocity,
zl

corruption, fertility, and ease." Set in a .rovinclal

Yorkshire town modelled on his blrthplace, Barnsley, The

23Arden, The BHappy Haven in Three Plays, pp. ¢50-c51.

“Y4rden, "Author's Preface," The Workhouse Donkey
(London, 1964), p. 9.
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Workhouse Donkey 1s cuncerned with a scandal in munlcelipal

politics. The plot, as Arden admits, 1s "labyriantnine," but
the central situatlon in the play revolves around alderman

and ex-mayor Charley Butterthwalthe's fall from power. DBuiter-
thwailte.(the Workhouse Donkey), pillar of the local Labour
Party, runs the munlcipality like a personsl fief. Both
laboritos and conservatives are scoundrels who use thelir of-
Llceclal posltions for porsonal advantage and put petiy political
expedlency above the common good. The arrival of the new

Chief Constable, the incorruptible Colonel Feng, sets off a
chain of events which leads to exposure of certain corrupt
sractices (inciuding Butterthwaite'!s theft of £500 from the
town hall). Butterthwaite i1s ruined, but Col. Feng falis with
him, lis determination to enforce tho luw witu strict 1lm-
partlality leads to als rcjection by both political purties.

te is forced %o resign, znd the municipal government continues
to pursue a policy of mild corru.tion agreeable to both sides.

The Workhouse Donkey 1is Brechtisn in structure. Dr.

Blomax, a lascivious physician of shady reputation, acts as
narrator. The action is frequently suspended entirely for
song and dance interludes, and the large cast of chnaricters
are all osortrayed in essentially public functlons. Unlike
Brecht, howev.r, Arden is entirely neutral in attitude. Iliis

laborites are more colorful than his cunservatives, but no

less corrupt.



1O

Arden sayy thnat he would have liked The workhouse Donkey

to have lasted for "say, six, seven or tnirteen hours . . ,
and for the audlence to come and go throughout the perfor-

<5
mance." Lacking a theatre designed to present such a form
of drama, he comyressed the material into a multiplicity of
scenes within a two-act form. The result 1s a play diffuse,
rambling, and r'inally incoherent. while Arden can occasionally
entlven nis worlk with comlic touches (most successiully iIn Live

Like Plgs), he is not vrimarily a comic writer, and The work-

house Donkey is not a very funny play. And Arden's command

of language, his greatest asset, 1s inferior here. The only
character who seems to have caught fire in his imagination is
Col, IPeng, the incorruptible independent, who is defeated by
the perverslty of human nature, which prefers comrdrtable
cage to honor, Charley Butterthwaite 1s a vivid figure, but
he 1s essentially a oathetic, not a coumic character. Roger
Gellert .roncunced the play "an infuriating and baffling
wboLe.”dé To say tnat power corrupts is hardly novel, and
arden lacks the comic touch that could have made his drama
of corrustion entertaining. Dionysus would not have been
olessed wlith this colobratlion of hlsg attributoes,

Arastrong's Lactb Goodnight (196l), Like oerjeant Musgrave!ls

“>Tpid., p. 8.

~

Coﬂoger Gellert, "rfudsey Is Mine," New Strtesman, LXV1
(July 19, 1963), 86,
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Dance, is an historical parable. Its theme, that of primitive
Indlvidualism in conflict wlth constituted authority, was

suggested to Arden by Conor Crulsc O'Brien's book, To fatanga

o
[

and Bacik. Long familiar with Sir David Lindsay's The 'k

Lstates and the Scottish baliad, "Johnie Armstrong," he decided
to transpose the Congo situation to sixteenth century Scot-
land. The plot of the play is based upon tihe ballad: John
Armstrong of Gilnocgie, a oowerful border lord, is upsetting
Scottish efforts to malkke poace with bngland by bhig [ourayeg across
hoe border. Priciked iInto a mecebting with xiin[g‘ Jomea V, Arm-
strong is captured and executed. There i1sg no historical evi-
dence which would link Lindsay wlth tnis incident, but Arden's
view of Lindsay's character, the fact that Lindsay frecuently
went on diplomatic missions for the Scottish crown, and thot

he expressed in The Tunree wtstates a sardonic view of Armstrong's

hanging led Arden to envision him as Lhe erfect foll for
&7

Arnistrong.

Armstrong's Last Goodnight, first Cerformed at tne Glasgow

Citizens' Theatre and subsequently in rejertory by the wational
Theatre, has been Arden's. most successful play. 1t 1is also nis
best. Entirely free of the structural ambigulties that plagued

Ser jeant Musgrave's Dance, it succeeds in both recrcating an

historical porlod and caplurlng tho cxclting casscence of’ Ltho

Arden, "General Notes," Armstrong's Last Goocdnlght
(London, 1965), pp. 7-C.
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confllict bLobwooun John Armstrong, bordoer froocbouvbtor, and Lir
David Lindsay, the suvave diplomat, who represents national
authority.

Armstrong is a savage, charming, entertaining, and im-
mensely alive, But he is an obstacle in the path of orogress.
his feuding with his neighbors creates internal dissension,
and his raids across the border are & central issue in the
anglish-Scottiisih poace nogotliatiuns, Lo deal with him ning
Jemes V sends the cunning Lindsay, whno obtains Armstrong's
signature to a treaty in which he oromises to keep the peace.
But Armstrong reacts to both the ill-accustomed i1dleness and
what he considers ill-advised pressure from above:

The man that strives to pit down Armstrang is the

man that means to bring in England . . . . They do

presume to bribe my honour with their pardons and

their titles: and then they do delay--dl'ye note--

in the fulfillment of their fearful bribes. And they

do justify thls delay by scandalous tulk of unproven

murder. They wad gain ane better sevice out of

Armstrang gif they were to cease to demand it as

ane service: and instead to reguest it . . . to

request it in humility as ane collaboréte act of

good Ifriendsnip and fraternal warmth.<
With his personal prestige at stake nhe leads the borderers
against dngland, snd Lindsay returns to trick Armstrong into
meeting the king. Dressed in his finest clothos, Armstrong
goes to his doom.

Arden has sald that the .roblem of the playwright is to

~

CbArden, Armstrong's Last Goodnight, p. 80.
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"find a fable that will of itself express his image of the

world and exoress it in a way that will maxke sense to the
cq
.7

audience," In Armstroag's Last Goodnight Arden has found

a fable powerful enough to swamp his colorless objectivity
with passion. In this conflict between urimitive individualism
and the necesslity for order In clvilized socioty Arwon has
ashlonad a coherent view of the world. lils symonthies arc
with Armstrong, but the conflict is not one-sided. Armstrong
is proud and arrogant; he once enticed a rival laird into am-
bush and watched his murder. Johnny Armstrong of Gillnockie,
struggling to maintain his anarchic existence, is arden's most
compleively realized character, Lindsay understands the reali-
ties of the world, which remain forover strange to Armstirong,
but after Armstrong's hanging he undorstands that there 1s a
moral issue unresolved by the royal victory:

Tne men 1s deid, there wlll be nae war With wngland:

this year. There wili be but small turbulence

upon the Border: this yesr. ind what we have done

1s no likely to be forgotten: this year, the neist

year, and mony yea5 after that. OSire, you are

King of Scotland.-

Arden's fusion of pootry and prose in Armstlrong's Lacst

Goodnight is masterful. His varlation ol siitecnth-contury
Scotiish dialect sounds so authentic that rrederick Lumley

was moved to comment that "it is difficult to remember that

dgArden, "Poetry and the Theatre," Times wuiterary
Suoolement (August 6, 1965), p. 705.

3OArdon, Armaotrong's laat Geoodnlght, p., 121,
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the play has been written by a young coniemporary dramatist."”

Arden has attemoted to "recreate a dead idiom of heroic o=
32

etry." That, of course, is the crux of the central ques-

tien concorndng the play. Ardon la writing n dend lunguapgo.

There 1is no doubt that he has managed a literary tour de force

of astonishing briliiance. But his language is not particu-
larly easy to understand, and the loveliness of his Lyrics is
smothered by unfamiliar words and phrases. In a work meant to
be read, the difficulty of Arden's language would not be of

great importance. Armstrongl's Last Goodnipght is a play sand

dapendont for ofloct upon immediate coumprehension of its dla-
logue, and it is not possible, in some instunces, to grasoy
Arden's meaning without consulting the glossary agyehded to
the oublished version of the play. Arden has stated that his
model in adapting sixteenth-century soeech was Arthur Miller's

33

The Crucible. He wanted to ureserve tne flavor of the age

by usling an approximate simulacrum off contam orary asosceech.

lils chiwoleco of NMiller's play as a model was unfortunate,
Seventeenth-century Puritan speech 1s readily understandable
to the modern ear; Scottish dialect is not. Arden once listed
the names of Synge and 0U'Casey among playwrights whose work he

finds especialily interesting. Although neither of ttiese men
£ . £

31FTederick pumley, Hew Yreunds in Ywenticih Century
Drama, p. <06,

32R0nald tiryden, "Great Walte wsoast," New Ltatersman,
VAN (ualy 1o, dwoh), 9.

33 '
“?irden, '"General Notes," Armstrong's Last Goudnight, p. 8.
1%
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wrote historical drama, both of thiem used coiloguial dialect
in a comprcehensible manner that still retained the idiomatic
pattern of tho original. And It Arden had boecen ablilc to exprceas
the flavor of Scotiish speech In a more easily understundasole
version, this play would have had wider signirficance,

In Left-Handed Liberty (1965), a play comulssioned by the

Corporation of the City of London to celebrate the 750th an-
niversary of Magna Carta, Arden has composed an historical
drama In the Urechtlan menncr. As necocgssitated by the circunm-
stancos under which 1t was written, Lluerty iQ an hilstorically
accurate (exceot in minor matters) account of tuc cvents pre-
ceding and following King John's signing of the Cherter., Arden
has chosen to emohasize the apparent f»ilure ol tne Charter
rather than the reasons that brought it into being, a decisiocn
that enabled him to give the play greater scope,

Liberty was played on an almost bare stapgoe; scene changes
wore lIndicated by projections on a scrcecen. The narrator, Pan-
dulph, the papal lcgate, 1s onstage all the tlme; he introcucecs
each scene and both comments on and participates 1n the action.
Arden made no attemot to reproduce medicval speech; he used
nis standard mixture of verse and prose (formel or coiioyuial,
depending on the class of the spealier). hils objectivity and
desire to see all sides of a question nsve ,.roduced a complex,
avaen charming, King John, Stlll the villaln of nilslory, he rus
a satiricael wit and a wry ap.reciation of hic sogition thot

nage him a more interestiag man than the original, Arden has
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foirlowed standard wistorical opinion in his characterizatlons
of Paudulpn, wWilliam Marshall, and Stephen Langton. nis Lang-
ton is remariable. Individualized and lively, he is &lso the
high-miinded ocatriot who defied the FPope to oreserve the Charter,

The last two acts of Liberty are concerned with John's
attempty to cilrcumvent the Charteor, bhe barous! doudbts about
lts efficacy, and, with a bow to the play's commissioners,
the efforts of bondon merchants to preserve the City!s liber-
ties. V. 8. prritchstt has saild that Liberty is "not about the

3l .
Charter, but about a break in men's mincs," and while this
is not precisely correct, Arden is intent on showing how the
Chuarter affects and changes the thinking of his characters.
by contering hils play arowd thoe fluctuatling counceptlons of
the nature ol lagna Carta, e mnahaged to convey its long-tern
significance without excursions into subscquent history.

It isg difficult to think of another contemoorary inglish
dramatist who could have pro&uced so fine a olay on a set sub-
ject. Instead of a documentary or a usrooaganda piece, Arden
wrote an excltling drama about the nature of liberty.that re-
croabtoen with understaondlng tho medicval mind and an hilstoriceal
oerlod., et Lt must be dmitied Lhmt the olay has serious
flaws. It 1s diftuse, and extraneous incidents and characters

interrust the frow of action, Wwhatever uls osurpose in devoting

juV. S. britchett, "Bad King," New oStatesman, LAIX
(June 25, 1965), lOzz.
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one entire and seversl partial scenes to the de Vescl marriage
situation, it is extremely distracting. The continued presence
of Lady de Vezci obscures Llot development, and what is worse,
ardon hng dragped hor into hils conclusion. when King John
comes forward to justity his existence, to talk about his
"frantic nistory suspended under circumstances of absolute

35
inconcliusion," he centers his remarks around Lady de Vesci.,
what could have been an eflective theatrical device becowes
merely peripheral comment,

Arden lg eagily the most versatile of the new wmnglish
dramatists. In hls varied cholce of subjoct matter and nils
ability to write flavorful contemporary prose and formal verse
nhe dlsplays greuter scope than his colleagues. His plays are
richly soetic in texture and intellectually distinguished.

In contrast to a poetic dramatist like Christoosher Fry, who
deals with situationsg almost irrelevant to the twentieth cen-
tury, Arden hac cunogen to use his poetic talent to exvlore the
noture of solltical reallity. He considers himself a "political
olywright':

I don't think that it's possible not to be a politi-

cal or soclological playwright. Living together in

society is a technical jprobiem about which every-

body snould ve concerned. Therefore any play whicg
deals with people in socliety 1s a political play.-ﬁ

35Arden, Left-lianded Liberty (New York, 1965), p. 83.
36

Wopor, "An lnterviow with John arden," p. 5.
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His plays are all concerned with what Rlchuerd Giilman Lormed
37

"incompatible entities." e is not a didactic dramatist;
ne 1is objective, and hls characters are never mere . rojections
of their creator. To him the humsn condition is a coumplex
riddle, and drama is an art which exclores tunst riddle. lie
srovides no answers, but he raises provocative questions about
man's relationshi, with his world.

Arden 1s discursive, and he is could, wxcept for Johnny
Armstrong his cnaracters lack true emotloncl depth. Ardent's
objectivity and nls beliefl that the views of the playwright
must not be imoosed on an audience lead him to become disen-
gaged to a point where he sometimes scems to be concerned with
only surface values.

As an individual John Arden holds glrong vicws on many
subjects. If he can learn Lo oxpress Lls own passilonate
feclings while still retaining his objectivity, and 1f{ he cen

learn to practice economy 1in ex_ osition, he will be a great

dlaywright,

j?Richard Gilman, "Arden's Unsteady Ground," lulsne urama
Review, Al (wWinter, 1966), 59,
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Chapter V1
To Be an znglishman

He is an engiishman.,

For he himself has sald it,

And it's greatly to his credit,
That he 1s an Englishman,

Wwe 3. Gilbert
e Me 8. rinafore

In 1900 tho dominant color on a world map was yink, and
whan sdward VIL ascondod the throne 1n 1901, the sun ncever get
on the British Empire. By 1956 Shakespeare's sceptered isle
was a second-rate power. The 4ndian subcontinent becawme an
independent nation 1in 1947; Burma. and Ceylon socn followed.

b>ossessions were restless, and the strain of up-

N
s

The African
holding world-wide commitments was too great for a nation
whoae economic resources had boeen exhausted by two mujor wars
within thirty years. During the hedght of the Sucz crisis a
popular bondon newspaper exsressed the deoth of national re-
sentment over sngland's diminished poslition in the world when
it exulted, "At last we are Great britain again." fThe acllown-
ness of that judgment was ajparent only a few days later, znd

thousands mangsed in Trafnlgar Square to Lrotest the futility
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(and the failure) of Antuony wsden's eflort to reassert sngland's

Jre-eminence,

When Archie Rice in John Usborne's play Tne zsntertuiner

1A

sings "Land of Hope and Glory," the effect is ironical. At
mid-century, in a world dominated by Soviet Russla and the

linitad Statos of Americeca, to Lo an knpglilshmon no lounpor con-

ferred natural superlority. 4&nd the ccufident satriotism of
the nineteenth century was as cxtinct as the pterodactyl.

England's declining position in world affalrs is inex-~
tricably linked with the osaradoxical noctalgia for the wod-
wardian era displayed by nany young wnglishmen today. but
ocerhaps the nostalgla is not really paredoxical. Diismayed by
thelr country's failure to cope wlth the Hroblems of the modern
world, they have looked backwards to a4 time wuen the taste of
defezt was not in every mouth. Kenneth Alsop, wno was thirty-
seven in 1956, cxpressed this nostalgla in his book about the
1950's, The Anpgry Decade:

It is difficult to prove this sort of statement,
but I personally have, and 1 believe ¢ great nany
men and women in my age grouon have, an intense
longing for tho socuribty and the lnnoccenco that
saems to have beon proesent in Britain bef'ore Llhe
191l war. 1t has becowme almoasl a tribal ancestral
memory. Whiie beling uware that 1 am glogsing 1t
all over into a sunny simplicity, for me that period
is a montage of strised blazers and Jarascls in
henley punts, tea on the lawn . . . and wrnest A.
Shepard wondon squares with autunn fires glinting
on the brass fenders in the drawing rovms. . « .

I am sure that the Victorians and =mdwardians had
an inner confidence that we shall never know,+

LKemnoth Alsop, Tho Anpry Decade (wondon, 1958), p. <6.
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The gonerstlon bLhat came to maturitly In the Liftics pog-
sesses an economic securlity hardly dreumed of by its ndwardian
~ccunterparts. Protected by nutional insurance schemes from
fears of financial destitution brought on by ill-health or
Jroionged unemployment, they are the beneficiaries of the mod-~
~erate socislism for which thelr embattled grandfathers fought.
Yot they are nelthor contonted nor grateful. 1ho maps of dlg-
sentients in present-day snglund are largely of worsing or
lower middle-class origins. Reciplents of the benefits of tne
194} Zducation Act, which .rovided free secondary education to
age fifteen (later raised to sixteen), they nave found it
equally difficult to identlfy with either the working-clasc:
culture from which they sorang or dominant bourgeois mores.
sssontially rootloss and 1lngecure, they gaze with sometning
that resenmbles envy at the ycerpetual garden party they bellew
to have peen sdwardian pngland.

And although the illusion of sunlit serenity is false,
the odwardians did possess a sccial stability unknown today.
The family was the dominant social unit, and tne Chrilstian
religion Hrovided a generally accepted morsl framework. Yie
class struclure was sbllil coheslve cenouph to pgive a min a scuse
of having a definte place 1n the community. And wmngland had
not knowm mgjor war for a century.

Looging back at the pre-1l9ly world, what strikes one is
the confidence uvilth wriich the ungiish faced the multiplicity

ol uroblems that besect Lhem. Awarc that thelr world was
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changing, most of thom belleved that it was ctumnging for the
botLor. Tho aristocracy wos in retroat, bub the mnlddlo and
working classes were rcgistering gains in econo.ic and .oliti-
cal power cvery year. Indgstrial violence and the armsments
race were eroding the coenfidence of that society. put secure
in their possession of a far-flung ewmuire and proud of their
position as the commerclal center of tne ﬁorld, the wnglish
entered the Great War on dugust ¢, 1914, with a lightrness of
honxrt they wore ncver Lo know agulin, |

The shift in outlook brought on Wérld war 1 cun be seen
in microcosm in the combatant ooets of the period. Rupert
brooke, who died in 1915, exoressed exuberant oatriotism in
his widely known poem "The Soldier." After Ypres, Passcuen-
daele, and the Somme, Brooke's romanticism was obsolete., ‘{I'rench
warfare oroduced voets like Siogfried Sassoon, wilfred Uwcern,
and pobert Gruavaes, Lor whom thu’horror ol war vitlisted what
Owen called "The old Lie: Dulce et decorum cst/fro patria
mori.“

After the western front, after sucnenwald, Auschwitz,
Lidice, and Hiroshima the world cf isdward VII dces secm in-
nocent and confident. Those who look back to view what i.
Scott itzgoerald once called "all my beautlful lovoly safe
world" do so with a knowledge of horror outside the wdwardian
exverience, Vliolence and cruelty are far Irom new in rccorded
history, bﬁt the scale on which violence and crueity were

oracticed in Nazi concentration csmps wng new to the western
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purepean, War is ancient, but the destructive potenticl of
tho hydrogoen bowmb Ly now.

The spread of comwunism, the decline in acceotance of
religious values, and the widespread accentance of rdreudian
psychology, which emphasizes the irrational nsture of man,
have combined to shatter the framework of values which sus-
tained the pre-war world.

Those who tax contemporary dramatisls with undue predilec-
tion for violence 1lgnore the extent to wihlch vioience is o

part of modern 1life. And to accuse them, as 3ir Ifor wsvans

<
does, of portraying the defeated, insecure elements in soci ety

is to ignore the natire of the world in wnica they live. Sep-~
aratced from thelr sdwardian countersarts by fifty years of
English history and the changes thut occurred during those
years, the new bng.ish dramatists reflect both the spirituzl
malalse of the wmoduern world and the lungecure position of' thelir
country. Perhaps balance of oHuyments def'lclts, austerity meas-
ures, and the failure to deal eflectively with the Rhodesian
crisis seem foreign to a consideration of contemporary wsnglish
drama. Yet if a dramatist 1s to mirror socliety, ne must reflect
in some way the tone of that soclety. The tone of Eéngland to-
day 1s not one of triumph. The long-horalded bencfits of tne

waollare stato himve beon off'sol by an Incroensing crime rate and by

~

“sir Ifor &vans, A Short History of the sngiish Drama
(Boston, 1965), . 207.
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violence in the streets. Racial problems, once the .rovince
of the Colonial 0Office, are now the concern of the locsal poiice,

Distrust of authority was a distinct reacticn of the

young nen who witnessed governmental and military incompetence
during World War 1. 1t ig also pronounced among the new znglish
dramatlists, who feol that tneir olders are falling to meot the
oressing osroblems of the present witn cecunstruciive action.
They are concerned with the status of the individuzl in a so-
ciety dominated by values instilled by sdvertlising and mass
media, Ffolitical reality rendered their cemonstrations agoinst
nuclear weapons ineffective, and they unve turned to inves-
tigating the nature of thoe violence that 1s so widespread in
the twentleth century. Tuey call thenselves "soclallats,"
but unlike their fathers, they have little ifaith in the worxking
clags, and they attack its apathy and mediocrity as bitterly
as they castigate bourgeois society. "Revolutionary" in the
sense that they would 1like to change the nature ol cociety,
tuey have been unable to rormulate a precise vision of an ideal
world, and thelr social criticlism 1as vague and somctimes seenms
curcoseless. To altack aoatihy or culturnl shoddlness ls ne-
cessarily difrerent from castigating the eviis of poverty or
lack of education, for which specific remedies can be proposed.
The olaywrights of the present have no difficulty in I'inding
objects to attack, but they lack the cconfident as;urance tnat

earlier dramatists like 3haw and Galswcrthy brought to their
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social criticism, They raise questions, but unlike tuneir pre-
decessors, they provide no answers to the guestluns tney raise.
Attracted to cunflicting elements of hercism-and security in
the past, they still demonstrate an overriding concern with
the problems of present-day upritain.,

Qsborne g used the coanbrast bobwoeen ost ond rescnt
as a unifying tneme in his plays. He has plainly exyressed
nostalgia for the vanished kdwardian world and openly attacxed
the mediocrity and apathy of the oresent. In Luther he turned
to the Reformation to find an obvious parallel with the sngry
young men of the oresent and thelr attacks on the prevalent

pgower structurc. In_A pPatriot for Me hoe ugsed Auglro-nungnrian

daecadence to aymbolize iritish. arnold weszer han cgncentrutod
on specifically working-class problems. In his trilogy he
contrasted the herolc efforts of the left-wing sociclists of
the thirties with the timidity and lack of vision that char-

acterizes the working class today. In Goiden City he returned

to the struggling years of the labor movement and tried to chow
that evan plecemeal attempts to reform soclety arce better than
apathetlic accuntunce,

Zven the objective John Arden has displilzyed a romantic

~attachment to the past. 1In Live Lige rigs he calls the Sawneys

(who are surely members of the lunpenproletsriat) "descendants

of the #lizabethan sturdy beggars." In Armstrong's Last Good-

night ne returned to the conflict between vrimitive individu-

alism and conventlonal authority that he had Lroatod in tho
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onrlier play. Although the thome of armstronpg's Lust Good-

night was suggested by the Congo crisis and Arden l1ls exploring
issues of importance to the modern world, the .,lay owes much
of its effectivenegs to judicious exploitation of the roman-
ticism that surrounds Scott's Border Country.

Although Behan, an lrishman, stands somewhat outside this
group, lLie gharea with his sngllsh colieagues a strong distrust
ol' authority and an lrreverent attitude towurd prevualent mores,
And he, too, looks backwards to contrast the heroic stance of
the rebels of 1916 with the timid conférmity of present-day
Irish politicians.

Like John Osborne, these playwrights write "out of the
real desvpairs, [rustrations, and sufiering ol the ape we are
living in now at this moment," and tunelr appralsuls of modem
lire reveal a compeolling concern for the problemos tnut face
Eng;ish and Irish soclety at mid-century. put thelr ccncem
is frequently couched in terwms that reflect a nostulgic regret
for a vanished world in which the problems seemcd less comolex

and their solutions more easily identif'inble.
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Conclusion

To make a definite judpgment on o draaabic movemont gtill
in srogross or on playwrights under forty, wiaose best work Lo
Jresunably before them, 1s 1lmgpossible, oput it is cert.inly
possible to paraphrase Adlal Stevenson and say that in the
last ten years tne wsnglish theatre hzs been "dragoed xicking
and screaming into the twentieth century." The representatives
of the new.order in the drama havec cuccecded in bringing fresh
subjects, oergpectivesn, and techniques into a decadent thostro,.
rorhnps tho movouent han lost gsome of JLs drive, bul the o=
battled spirit of the fifties could not last forever. and
exoerimentation continues. Artaud and precht hove contributed
to the attempt aimed at restoring "totallty" of itheatrical ex-
serience, and the influence of Brecht Las also been of impor-
tance in the shift away from rcalism, one of tie few cronds
itdentifiablo in the curvont wupiish drrwa.  1In 1901 the Times

Lliorary Supplenont discunsed tue reucllion againglt rculdlow:

But with one or two exceutions the history of the
whiole generstion whno have come forward in this
country since . . . 1956 has reflecied a slimilor
move away from a realistic eoproach Lo modern
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subjects, usuzlliy drawn from worging-cless life,
towards a more liberal view bothh of the matericl
a modern dramatist can jroperly cesl witn and of
the teihniques e can ouse 1n snsoing 1t for the
stage.

Osborne, +wesser, and Arden ilave 11 used bBrechtian en-
distancing techniques, and Wosker hac i lored . rivate wyth

in the manner of Becketi. Robecrt Boit's 4 Man for ALl Seasons

(1960) made superficial use of usrechti:n devices, aac¢ both

John whitiang's The wevils (1661) and reter Shafier's The Hoyol

Hunt of the Sun (1G64) use the narrative method and present

najor .roblems within an nistorical fromework.
A concern with visual ss,.ccts of theatre ic cspeclally

notableo in The Royal Hunt of the Sun where shofler uses mime

and music plus a spectacular settling that he counsiders wn in-
tegral opart of the play. The same efiect of totulity of the-
atre was aimed at and achleved in reter Brockls Lrcducticn

of reter weiss! liarat/Sade (1964). Wweiss, of course, is Ger-

man, but the roduction gathered together many ol the tronds
In the contemporary snglish theutre-~srechtiszn, didactlic, ab-
b
surdist, and Theantre of Cruelty.
Colloquial speech, dislect, and regional cccents ctill

hold their :laces in the drama, however. The dialogue in nd-

ward Bond!s 3aved (banned by the Lord Cuamberlain because of

1 . . . . . . " ;
"The Reaction against wealism," Times Literary Suposle-

ment (June 30, 1961), p. Luu.
Cpotor Brook, "Introduction," in retor acliss, varat/sode
(Wow Yovrk, 1vo0u), . 7.
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a harrowing scene in which a baoy 1s stoned to death) is pased
upon the speech of subliterate (and probably subiiuman) wondoners:

ram: Cl' man.

Lon: Whass e' want?

Pam: That cushlon's stlckln' In e buack.

Len: I thought yer reclkon yer was on yer Lod?
Pam: 1'w's late for work.

Len: 0. why?

Pam: aty?

Len: Yeh, 3

hone of the characters is able to manage a2 sentence of.more
than ten or twelve words, and none can express an abstraction,
put the extreme ooverty of such language 1g ofl'set by Lhe con-
trolled Cockney of Pinter, Lhe brilliant Invective ol usworne,
and the poetic ability of John Arden.

Several months ago Charles karowitz, zn Américen Wuo has
been working witn the sugilish thestre siuce 1956, summed up
what he felt to be the assets of that thestre. His list in-
cluded: the National Thestre and the iloyal sShakespesre Com-
pany; three major olaywrights (Osborne, rinter, ond Arden),
nlus a "host of loaser lights"; douncth Tynan's ability us a
drama critic; Jennie Lee, the newly-appointed minister of cul-
ture, and her regponsibility for an increase in the Arts Coun-
cil budget; and .rovincial drama.4

No new playwrlghts of the stature of Arden, rinter, or

Osborne has avpeared, bubl new dramatists llke #&enry Livings,

3hldwurd Bond, Saved (New York, Ly6u), p. L3.

‘Charles karowitz, "State of rluy," Lulune Urway eview,
Xl (winter, 1960), 203.
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Alun Owen, Frank Marcus, and David audkln have cowe forth to

add to the surge of creativity. Marcus's The £illing of Sister

George (1965) added a new, and serious, dimension to comedy,

and reter Shaffer, whose talents range from farce (plack

Comedy) to drawing-romm comedy (tive ringer wxercise) has
emerged as a contender for the first rank wlth thc suocrb hig-

torical drama, The Royal hunt of tho Sun, wihilch conbrasts the

Spanish and Incan empires at the time of rizarro's conqguest
of Peru, The second rank of the first wave, wcs«er, Ann
Jellicoe, Robert Bolt, and d. . Simpson nave all becn fairly
steady oroducers of new plays. A group of young playwrights
of such proven competence 1s an agset to any theatre, and tle
new knglish drama has produced directors and actors ol com-
varablae s taturo.

Tne last ten years have been among tne most excitling in
snglish theatriczl history. The next ten may not be as excit-
ing, but as the young men of the fifties reach the height of
their powers, tnere is every reason toc suopose that the present

level of achievement will be meintailned,
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