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" ‘ABSTRACT

The Notion of Distancing as Artistic Strategy
in Edward Bond's Political Dra?a

Sharon A. Schwartz

Edward Bond's drama embodies the search for a new dynamic ppli;icai

theatre which would combine emotional force and intellectual argﬁﬁgﬁi.

In terming his theatre "The Rational Theatre," he shares Brecht's revo-
lutionary principle that drama must galvanize the political conscience

and consciousness towards radical social change. 1In pract1§e, however,
’

 Bond employs extremely aggressive means in the attempt to disturb and

demonstrate some of the more déZBérate truths about our world. Violent

stage metaphors are 1iterally enacted; grotesque elements intensify the

-

horror. Thére is also the problem of avoiding the audience's over-

-~

. ‘identification with Bond's strong central charagters. Distancing

téchniques become a critical factor if the audience is to have psychic
spaée for analysis and judgement.

The opening chapter distinguishes between traditional aesthetic and
Brechtian theories of distance. Bond's major works will then be exam-
ined in the light of his ;aaptation and development of Brechtian distan-
cing. The plays will be grouped according to various styles: natural-
ism and popular théatre techniques (The Pope's Wedding and‘§aved); mixed

modes (Early Morning); tragi-comic inversitns (The Swing and The Sea);

historical epics in Brecht's sense (Bingo and The Fool); counter-text

distancing (Lear and Restoration); and a new notion of character (The

Woman and Summer). ‘ \ Y
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Over time Bond has developed a variety stancing techniques and

. with each new play these techniques fncreas number and become more

comp"l‘lc‘aTe] in their interaction. Varieds of comic distancing,
epic narrative, structural design, inuent mix of styles,
counter"-teit, and acting and director approaches are major,

distancing strategies. ~ .
This thesis mlfwdemonstrate the exten which Bond succeeds in

‘ﬁndinél the right \means to _ synthesize jective and objective
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for my mother, elizabeth charlotté,
and my children, nadine, julian, /and alexandra
o .

("The real definition of oneliness is to

1ive without social responsibility.”
"Where freedom is absent, politics is fate.")
Nadine ‘Gordimer
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Prelude

Edward Bond was the forerunner of a new wave of’ aggressive po11t1ca1
dramat'ists-a-Howard Brenton, Dav*ld Edgar, John McGrath, Steven Berkoff
(to name a¥ few)--who emerged 1n Britain.in the early seventies._ Theat-

: . A
rically weaned by Britain's Royal Court ensemble in the mid-sixties, .

Bgnd took part in a writer's group concémed with the "{dea of Dir:ect

ll1

Theatre - a theatre of action and images..i. Politically, the Court

philosophy embraced a broad left-wing humanist outlook with the embhas1s

upon social realism. Bond~now"regards ‘himself as. Britain's resident

Brechtian and sees his task to be the creation of \a«n@wwrxist theatre.
Like Brecht, Bnnd argues against a cathartl.ic. f1lusionist - theatre.
Theatre becnmes a re~volut16nary too\--Q‘r wgaponL-to shock and disturb
our quiescént consciousness, alert us to the dangers of a world he}}@.
¢bent towards destruction and néve“us recognize the urgent need for
radical social chgnge.l

However, from the outset, Bond's artistic temperament and perceptio

made him see the need to go beyond Brecht. Bond dbserved the audien?}

»

response to Brecht in Germany: “I've seen good German audiences in the
stalls chewing their chocolates in time with Brecht's ‘music - and they
were most certainly not seeing the ‘world in a ffbm."z If the
theatre is to be a potent force for chan/ge. “§t must revive the “H_fe.

ll3

guts and testicles"™ of the spectator, involving him on evei'y‘ level

of his being--emotional and intellectual. In sharp contrast to Brecht,

Bond admits the need for what he tems “aggro-effects":

—

I think it's necessary to disturb an audience emotionally, to
involve them emotionally...so I've had to find ways of making

\
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. that 'aggro-effect' more complete, which is in a. sense to sur-
. prise them....The shock is justified by the desperation of the
B A:ituation or as a way of forcigg the audience to sear-ch for
easons in th@ rest of the play. y .

For Bond, t'he art of theatre‘is;action:

to act means action, and it's an 1nst1nct1ve thing one acts
because there is a need for action. Theatre revives when
society is questioning itself.5. . ; -

Mhen. I write, the rhythm - the whole ‘concentration of the

N ,‘ writing_ - requires action. Finally, somebody has to get up
: and do something ‘ )

e

. ) .
Elsewhere he e1aborate’s: “L;nguaée on the stage has to bé physical....
RS
N&thing can be judged simply by what 1s said but on'ly by what is done,
by what happens."7 A
. ' Scenes of extreme violence occur fin all Bond's plays. Central
me taphors are transformed‘ into direct action' swiftly and unexpected]y.w'
J ] Graphic representations of child—murder and cannibalism earned Bond (
such scathing epithets as "sick sensationalist" and "master of gore,”
and the dubious’ notoriety of '1'enfant terrible' of British theatre in
.the ate sixties. The kineﬁc. and near-visceral’ impact of these effects
are at times so horrific and nauseating that Bond risks alienating his
audience from-recognizing his seridus intent. . ¥
In addition to certain physical excesses, Bond invites intense”
) emotional engagement and imaginative surrender t;hrough the use of poetic‘
visionary elements, grotesque mad 1m§ery,.touches of the Q;}eﬂ, bi-
‘'zarre and fantastical, and the ‘te'n—fng of powerful tales with vivid cen-
tral characters whose extreme psychic states drfive°them to madness,
suicidel. ‘or acts of sel f—mg,tuatton. ‘This« emphasis upon the {rrational

- has f‘efd critics to compare Bond's dragd with absurdist theatre or

A ‘ viii



Antonin Artaud's Theatre of Crue1fy.' AMternatively, 1t is-seen as the
expression of Bond's private anguish or ‘obsessfon with cruelty rather
\::han as the truthful ref'lection of a grotesque contemporary political
realism, or, the genera1 grim tone of his work is deemed too pessimis-
tic to be po11t1c311y effective.

The use of’%ffective distancing techniques becomes as crucia1 if
not more so, for Bond as it was for Brecht in order that the audience
be kept at one critical remove from the*e”hts on stage. The audience's
emotional and fnteﬂ]eé%ua1 energy must be directed towards the moral
and political argumen;s_which are proffered in order that it may care-
fully aﬁalyse these arguments. Thus it is that the antithetical con-
cepts of pﬁysice}ity and rationality; the one with an appeal to the
« emotions, the other to the intellect, constitute key elements in Edward
Bond' s political drama. |

“fdea11y, Bond would have the spectator assimi]ate the .1t1ca1
ﬁetaphors presented in visual terms. Unless new conventions are ueder—
stood by the audTEﬁce. however, effective communication is blocked. The
few;articles and studies to date attest to a polarization of critical
stances towards this centrel problem. Katherine Horeh comments that
’Bond's work up to The Sea: "provides the most rmassive demonstration
that a new theatre is forming round us, a theatre of act1n§ out rather
than analysis....“8 In sharp contrast, Malcolm Hay and Philip
Roberts's full study is essentially geared towards conveying to the
reader the kind of complete social ;:elys1s that Bond intends. ’

Interviews often show Bone on the defensive: bizarre elements are
explained as ‘"social realism"; symbolic readings misconstrue the

"strictly .analytical” design. With regerds'to the use of specific

ix
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shock techniquesticism is even more divergent. Christopher Innes
~terms Bond's .v1'c images “"almost unpreqedgnied in thefr visceral ‘.
effect;..'..E.rhﬁ"to produce a form of emotional overkill that makes
conse'ciuential th almost 1mpossib1e."‘9 Fihther"'than attempting to
analyse whether [succeeds or not in controlling the horror by his

avowed use of fand irony, Innes dismisses such ¢l aims;on political

grounds arguing 1in Bond, “objectivity is not impartiality but a

part‘léu'lar politbias, and a ‘'rational' theatre is a theatre of

political per‘suai10 Thus, Bond's socialism would seem to exclude

any such dramatul means as Brechtian “objectivity, distancing and’

rationality."1! Coult, on the other hand, devotes a chapter to
Bond‘'s stagecrafi singles outﬂlthe humour 1in Bond as .a principal
diffusing e_lememthe horror v;hereby he achieves a "Fi;vJe-t'Ing‘ ten-
sion" betwgen theial experience and‘t,heydesirue to elicit the spec-
'tato¢r's judgenientﬂ hile we are céught up 1n'the.dreadfﬁ'1 events on
stage, we are atsame time distanced and made critically aware of
the fat;'tors that brought these events into being. w12

This generalte of miscomprehension or. critical ambivalence
towards Bond's drc intent and political purpbse may well, finally,
have induced Bon write notes and lengthy accounts-in which he

expounds upon -genproblems facing our modern world and, in p_&rticu-

lar, Western sociand in which he pleads for'a ratiopal, sane ahd_

humane approach tan affairs, an approaeh- which he hopes his drama

embodies. In terhis theatre "The Rational Theatre," Bond intends
not only the lanense of a return to reason and sanfty in human
conduct, but equithe political sense of the working out of Jjust

social relationsrds a classless soci':ty. In the testing-out of

-
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-this reality, the dramatic - experience {itself becomes part¢ ‘of the

Ve

process--play and spectator alike’ participating in the causal analysis N
of contemporary social man. T | - - . : R

On the subject of violence, Bond writes:

9

I write about violence as naturally as Jane Austen wrote about
manners. 3101ence shapes
do not stop being vi

not want writers

t we have no future. People who do .
write about violence ‘want to stop them - .
and _our time. It would be immoral not to

J r :
In dramatic terms, however, the problem would appear:-to be compounded

. .
by Bond himself. He states, for example, that if a ‘te;st "doesn't make 2

your teeth grind and your mouth water," it's ineffective. . “I'm/ not an
e

he explains. "I write from passionate convic-

objective writer,

w14

tions.""" ‘But at the same time he gives evidence of the intellectual

- rigour behind his writing:

-

the way I write a script is an assurance to the audience about

the way they should approach the whole play. So that they

ought to feel that, for every part of the play, there is a

certain. purpose behind it, a certain control. That's very .
important. Especially if you write about sometimes unnerving
- or difficult things, then I feel it's very important the audi-
ence shouldn't feel this is just some sort of big:.emotional

wallow in horror, that there is a certain discipline or
. control behind 1t.15 /

[ Bond's search for the right subject matter and theatrical means

|- .
‘ /géﬂf amounts to a collision course between inner and outer experience, the
[~ ‘ '

‘I

-individual and society, extreme Ophys1ca1 action and scrutiny. The con-.
stant experimentatibn with varied distancing techniques as a check to
the Hocrror, an aid to the c'larify of th?‘arguneﬁt, a means of vsynthesis
t\o reconcile the extremes of the theatrical expériencg becomes a vital.
element in the enjoyment and understand'lng' of Bond's dramatic world.

’

A o .
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With regards to the conscious désign‘of&h’is.ph_ys, he states

——_, ’ .

© .l build a 1ot of my alienation into the play's structure. Two -
or more points of focus on the stage, manipulation of time to
serve the argument and not the "story, showing characters in
their various social roles and in various social situations
(and so achieéving’ 'who?er‘eess') rather than . developing a
character from its geist.... \

P * ‘e ' )

At ‘the same time Bond takes care to emphasize that "alienation isn't the

wl7

removal of an emotion, it is the adding of a commentary. By way

. of further -elaboration Bond has recently expressed this main concern:

than V-effect - if V-effect becomes rely e repoving of
emotional tension so that the obje or situation being
. inspected just, as it were, .floats loose. Sceptgcism is the
- S preamble to truth but it is not itself knowledge.l& ~

A

%( We need a sort of positive V;@.ffect. omething less abstract

Ay . . : ‘
- The next chapter will discuss certain‘ aesthetic theories of dista’nce,”and

their problematic aspects; together with Brechtian 'distancing as some-

~ thing distinct from the concept of aesthetic distance but essential to
effective political drama.. Subséquenﬁ chapters will discuss in deti.aﬂ

the way in which. in Bond's majos;o, ;;'lays, radical distancing techniques

‘ i contend with il]ﬁsiOnist elements. Chapter Two will 1look at early
'-‘,natut‘aHstic”w plays and popular theatre techniques. Chapter Three‘ witl

P focus on one play which 1;“ characterized by a disparate conjunction of
u poet¥/ v{_ﬁonav‘yﬁtheatré,'t_he’surrea‘ln and popular humour. ‘Chapter Four
will explore two p‘_liys that 'amqynt to inversions of tragi-comic cofven-
;tions. Q‘hapter‘ \?;'Vé will discuss Bond's use of historicization in a new.
approach M'to socialist epic theatre. ‘Chabter Six will show a distinctive

- usé‘i‘n Bond of defamiliariZing known literary legends and conventions to

3 open up a new perSp'ect'lve on the'modern condition. Chapter Seven will

- consider the possjbi'lities and -problems of a new-Marxist c‘harac.ter drama.

-
”~
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Chapter One: "

: -Theories of. Distance

Before examining Bond's plays, this chapter will consider varied
approaches. to the notion of distance. Daphna Ben Chatm's recent study,
Distance in ‘the Theatre: The Aesthetics of Audience Response, 1is. the

‘ first extended treatment of its topic. Chaim discusses various theories
-of aesthetic distance and attempts to encompass within one arc such
wide‘ly divergent dramatic and film theorists as Edward Bu'l'lough Jean- ‘
Paul Sartre, Bertolt" Brecht, “Antonin Artaud, Jerry Grotowski, Christian
Metz and André Bazin. Chaim defines distance "as "an awaréeness of
fiction:* Jts chief components comprise "tacit® knowing," "vofition."
'and_"per‘ception as unreal."! "It {is the simultaneous pevrception in
_ the imaginati-ve act of consciousness .of the real and the unreal which
) determines the Spectator's response to the drama. At once the mea'sure‘
of her a(stic appreciation and the source of her p'leasure, it is also
the guarantor of a certain “objectivity" towards the stage persons and
events. ' : ‘

Bullough i.nv "'Psychical Distance' as a Factor in Art and an Aes-
thetic P‘rinci.pile. terms this pSychic phenomenon a sudden change of
inward perspective.” In his analogy of the shipboard fog, he des-

cribes how one's experience is enlargéd in seeing the fog, as other than
its material substantiality. Sim'iiari’ly, the dramatic experience, if
it is to be seen as art, has to lift i‘rom the real. Bu'l“lough is pri-
rnar—iiy concerned ‘with the paradox that one relates strongly to the per-
‘sons and‘events in the drama and yet knows theyx are fictive. It is by

this sudden‘jolt in perception that the “actual men and things" seem



'unre’él'.zt Chaim 1nterpret; il!uTl_cugh to mean that no matter how
intense one's involvement may be, it is nonetheless a pseudo-vicarious
projection onto- the fictional characters.3 .This fictional space
fﬂter’s one's personal sentiments and exonerates the viewer from any
practical responses. p ’

Chaim argues that’ Sqrtre takes this ﬁremise one step further:
Aest;hetic distance allows fo{"_ maximum empathy since “the characterj‘s
feelings...are 11;era'|'ly ‘‘owned' by the spectator."4 For \both
Bullough and Sdrtre, theatre is fundamentally an imaginative exper1enr;:e.
It is through the subjective empafchic response (the fusing with the
‘hero) that one is led to a critical understanding of larger social and.
philosophical twj;sues. In order to sustain the illusion, one must exeri

the will to overcome the literalness of the actor. Any means which 1 n-

trude the “real” upon the “unreal" such as presentational devices, the

blurring of the real and unreal, the theatre of happen*lng's or direct
assault, documentary facts or even a heightened sense of the reality of
political events, effects a "crisis of the imaginary"“--a- character-
istic of “critical theatre" since the 50's.

In taking her cue from Bullough and Sartre, it would appear that
. Chaim is endorsing thé yardstick of {illusionist theatre. One knows one
is 'in the theatre, but, ‘to quote Chaim, there is equally the "willing-

ness to suspehd disbelief according to the rules, which {is part of

6

every theatrical convention."” It is not surprising that she sub-

stantiates the thesis that aesthetic disfance ‘i’s fundamental to {1l1lu-

' sion, the me,taphor‘lqlal "seeing as" or, the attending to a fiction "as

7

if it were reality,"’ with quotes from thé older conventional dram-

atic theorists, Johnson ("[Ihe dramzﬂ is credited...as a Just picture

A
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. of a real or‘lginﬂﬁ aé representing to the audi tor what he himself would /

feel.") and Coleridge ("It is the representation of it, not the Fegth,///

-
”)8 Chaim's,

that we require, the imitation, and not the thing itself.
thesis almost reduces to a tauto’logy. The .drama, to be art, has to
.have distance from taﬁgfb]e reality. Since one is supposedly at soﬁge
1evel always conscious of the \u'nr'ealness ‘of the theatrical experience,
one is never "deluded" in the theatre. If one is, it ceases to be art.-

.Chaim's dismissal of Grotowsk1'§ experiments have a certain valid-
ity. By his own avowg'l. Grotowski seeks to establish direct ihv?ﬂve-
ment with a kind of comnﬁnal experience akin-to psycho-drama. And yet
Artaud's theory, which intended a cathartic effect penetratTn§ the
depths of the psyche ajn the manner of ancient ritual, is interpreted as

9

‘exhibiting a “radical reduction of distance®” but still within the

spectacle of the stage. That is to say it conforms *to Bullough's cri-
terion of the "least amount of distance withouti its disap;‘}et\nrance.."w

But ﬁ; 1s‘ difficult to imagine two more widely different concepts of:
theatre than Bullough's and Artaud's. The common denominator would
seem to be the high deéree of psychological identification, which might

i

' be seen as proof of Sartre's view that empathy is the necessary conse-
qxnjenfce of aesthetic distance. ,

The difficulty with the notion df cathartic drama is that it re-
"stricts the aesthetic response to the imaginative experience without
sufficiently delineating the quality of the response. The basic premise
of fourth wall illusfonism, for example, is to present as complete an
111usion‘ of reality as possible, even to the extent of erasing moylten‘-'
tarily that part of the imagination which may still register the 'fact

of fictionalizing. fimﬂarﬂy. with realistic films, despite the
‘.



counter-arguments ‘which,Met‘z and Bezin give, the average film-goer {is
quite content to be drawn 1nto the spurious il1lusion of the present
through intense identification with the characters and events, and is
uncaring of, if not oblivious to, the 'built-in fictionality' "inherent
in the medium itseif."!!

Chaim's position is finally that of Roger Scruton's expressed in

Art and the Imagination: "as Scruton says, the intensity of our aes-

thetic emotion is not a function of 'its core of thought, but rather of

the degree of 1mg1nat1ve 1nvo'lvement' that is experienced'..‘,}le do

not judge the literal truth, of the events because our imaginative ex-.

perience is divorced from b@%ief.... @ur role 15] to participate in the

creation of a satisfying imaginative order."12

It is not surprising that Chaim's chapter on Brecht is disappoin;
ting and inadequate. Rather than see Brechtian distancing as a radica]
departure from traditional aesthetics, Chaim reduces Brechtian distan~-
cing to ‘a rather simplistic equation. Brechtian distancing is “a

wl3

heightened awareness of fiction. This in turn is intended to in-

duce an intellectual and critical state of mind. But the autonomous
devices thét Brecht recommends in themselves fail to effect such a res-
ponse. Brechtan distancing, therefore, fails Brecht's intent.

Chaim's "general theory"” of distancing leads her to subsume
Brechtian distancing under the overa'lfcc;ncept of aesthetic distance
thereby obscur1n§ its essential character. Brechtian distancing or
"estraﬁgeynt” is best appreciaﬁed on its own terms. The concept of
"distancé" as essential to the political effectiveness of a dramatic
experience originates with Brecht. Brechtian distancing, thereby, con-

founds and disassociates itse'lf from the tr$d1tiona1 jdea of aesthetic



M

distance as-something intrinsic to the creation and appreciation of any
: \

art object. The notion of distancing as an artistic strategy which

would free the spectator's familiar psychological..involvement in the

L3

dramatic process and ensure objective 'space for crijtical manoeuver
towards the argument. was the organiz‘lng principle behind Brecht's epic

theatre. Brecht was appaned by the spectacle of the theatre audience
of his day: ‘ ~

Looking about us, we see somewhat motionless figures in a
peculiar condition: they seem strenuously to be tensing all
their muscles, except where these are flabby and exhausted.
They scarcely communicate with each other; their relations are
those of a lot of sleepers....True, their eyes are open, but
they stare rather than see, just as they listen rather than
hear, They look at the stage as 4f in a trance; an expression /
which crﬂes from the Middle Ages, the days of witches and,

priests. ’ : | | | /

/

/
. Conventional drama was still iron-bound to the Aristotelian’car/lo/ns -

of a tightly;knit plot developing towards a climax, the expre;s/ion of
-individual human passions seducing the spectator to 1dent1f1c’ét‘lon ;g
empathy, and the ultimate reward of catharsis. The audience remained
cozily cushioned in its cocoon of darkness by the safety of the fourth
wall behind which actors could pretend the audience was not there and
play the illusion of 1ife--the {1llusion that the world of appearance
¢.:onf1r'med univer:saI unchanging truths about man and his existence. The
new, epic c_iram’a was to 1eeve the narrow confines of an intimate room
” -+~ - and {ts key4ﬁo1e access to the voyeur-specfator and open out onto a
yor'ld yhich" is in constant flux, ever evolving and urgenﬂy needful of
-g:hange:
Brecht had a healthy respect for the 1nte1]'lgence of actor/s\ and
" their audience. Playing for "'high emotional suggestibility” had

— \ .
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frightening overtones of mob psychology. To lull or confirm audience
expectations was to denigrate. A 'rational’ theatre, on the other 'hand,
regarded the gudienc‘e-a.s "capable of thinking and of reasoning, of mak-
ing judgements even in the theatre...as individuals of mental "and emo-

tional maturity. w15

With this new audience in mind, only the loose,
episodic structure of the epic, which presents events in the cooler,
more objective form of narrative, could encompass man and the complex
web of social and historical forces which illuminate his behaviour,
Underlying the radical shift from subjective, empathic response to the

objective comprehension of social phenomenon was the philosophy of

Adialectical materialism and its inherent concept of change.

g’

Brecht's disciple, Manfred Wekwerth, writes: A

o

world....T1€] is a method which searches for ways of destroy-
ing the habitual way of looking at a thing, in order to reveal
the conf:gadictions within it, so that its reality may be per-
ceived.!

The seemingly commonplace and self-evident in man's dealing with

e

man, once submitted to the distancing process, suddenly acqu1r:es a

strange, new and startling 1look, activating the critic 'ttitgd*e":\ ’
N .
Brecht describes the \ ew consciousness as follows: (™

¥

The dramatic theatre's sbectator says: Yes, I have felt like
that too - Just 1ike me - It's only natural - It'11 never
change - The sufferings of this man appal me, because they are
inescapable - That's great art; it all seems the most obvious
thing in the world - I weep when they weep, 1 laugh when they
laugh. . : .

“p

Thae‘ épic theatre's spectator says: I‘d- never have thought it -.°

That's not the way - That's extraordinary, hardly believeable
- It's got to stop - The sufferings of this man appal me,
because they are unnecessary - That's great art:, nothing
obviou?_’ in it - 1 “Jaugh when they weep, 1 weep wher they
Taugh. -

Defamﬂiarizaﬁon...sign1f1es a definite waypof looking at the’



There was a place For emotions, but emotion tempered with.“reasén. It
was precisely the involvement with the‘ zig-zag of the 'dialéctfc,’ the
perception of the remarkable in the ordinary, and the “weperience of
— contrary emotions, that constituted the process, of pleasurable learning.
Ultimately, a distanced dramaturgy would arouse new thoughts, feelings
and passions desirous and capable of transforming the f1e1d of human
relations 1 tse'l f.]8 " )
The -princ1pa'l ingredient of the distancing process was the “his-
toricization" of characters and incidents. | By means .of this longer
perspective, the spectator was less Tikely to identify _and would instead
perceive objectively the specifics of behaviour given the particular
histordical &ionditions and in turn, view the self as part of an evolving
h'ls‘tory. Mother Courage suffers the loss of her children; she is also
a monster who learned nothing from her experience. But the audience

might stil learn that one cannot negotiate a humane contract with the

war-machine. In The Good Person of Szechwan, the parab1e form, the

quasi-historical, exotic framework, and the grotesque mask of Shui Ta,

1 all serve to downplay empathy and stimulate our critical consideration

of Shen Te's plight as a remedial social evil and not an eternally
human problem. The play ends with an Epilogue in whjch the audience is
asked to find its own solution to the problem of thwarted gohqdness in a
corrupt, exploitative societ_y. Thus, the dramat‘lc'experience becomes a
matter of process, not' product.

His self-conscious theatricality serve'd to remipd the audience that
ft was watching a play. UBrec~ht. the phﬂosobher-teacher, was also a
'great showman and clown. Beyond meren‘stage gimmicks, Brecht's theatri-
calization of the epic mode \vli.lS deeply rooted in popular culture, there-

by manifesting a new relation between st:.age and audience. The smoking

2
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and drinking and yet concerned audience of the political cabaret; the

3

robust and rowdy but critical spectators watching the absurdist
stand-up comedian I(urt Valegtin; even the sports enthusiasts eagerly

5 ! :
following a' boxing match éeemefd preferable to the “emotionally

w19

punch-drunk spectator of the concert hall. A political theatre

A
for” the people must touch common ground again, infusing the performance
with. "HveHness, vigour, and fhe virtuosity of skilled pef'formers

exercising their craft. In v)riting of the cabaret, Lisa Appignanesi

alludes to Brecht:

~ Brecht's theory of Verfremdungseffekt or the alienation effect,

" grows as much out of the cabaret stage and setting as it does

N out of the boxing ring and the popular music hall. All these

forms break down the fictional distance between player and

spectator. The actors play directly to their audience, not

primarily to each other, and any feedback from the audience is

incorporated into a spectacle which includes them both.  1In

— the same- way Brecht's alienation effect demands .that both

audience "and player are distanced from their habitual roles so

that both can see around these....Their insistence on the fact

that they are merely playing a role...wakes the audience into
an awareness of its own role as an audience.20

This emphasis upon role-playing allows for the addition of a commentary,

. a resource, as Raymond Williams notes, not possible ‘%ﬁ‘thin the confines

21

" of strict naturalism. Devices such as the . chorus, diréct address,

narrator, raisonneur, asides could be used to political advantage, to

w22

get "truly outéidg the safe parameters of the play-world. TThus,

this dual seeh;g from an objective vantage point becomes a crucfal
e . ’

factor in the spectator's simultaneous understanding of the particular

and individual as well as the underlying social and po]‘ltical/gnuses of

behaviour.
Whether the Brechtian almost-bare stage, which further aided the

breakdown of 1illusion, grew out of othe "poor" cabaret. stage

g



(Appignanesi's v1ew)23 or whether it was the natﬁr‘r—aﬁrartistic exprés-
sion of his fundamental philosophy,. is difficult to determine. Brecht’s
entire stage vocabulary was Qeared to simplicity, economy, functionadl
" precision, and beauty. The choice and placement of minimal stage’ ob-
Ject~s designated a barticular social signification. The careful atten-
tion to groupings of char{tfters expressed a fundamental social valtt'ltudﬂf
or 'Gestus'. Of prime concern was the concrete 'showing' of reality in
order to de-mystify and de-romanticize charactgrs and events. °In ‘ex-
ploiting the concreteness of the medium itself, contact with materiality
1s renewed. This investment of the play-world with 'rea'l"lty' /,éﬂowsﬁ/
the action to be seen in complex ways as both concrete and metaphorical
theatrically. Many of Brecht's anti-illusionist devices have lost their
shock value--worn costumes; the gauze-like half-curtain;. bright white
lighting; exposed stage machine\r_y; scene changes in full view of the
audience; film projections and titles between scenes. Their usefulness
remains, however, for the director who deliberately’strives to achieve

a distanced effect or maintain a tension between involvement and a

holding back of emotional surrender, or between a clever didacticism

and entertainment.
The most important and, paradoxically, the most vulf&able distan-

cing technique remained the acting. Martin Esslin writes, "It {is in the

n24 Brecht

actor that the elements of reality and illusion meet....
sought to achieve the greatest objectivity of portrayal in order to at-.
tain his political purpose. His gestural method of acting‘ or 'gestic
MSiC'.zs as he called it, evolved in ;;art from the demonstrative
1anlguage of i:he cabare\t “singer. His bitter, s.ardonic songs which

counterpo‘lnied the action forced the actor. to play against the

8 .



gmotional flow of the music. For example, the procurer{mrderer
MacHeath sang a "nostalgic' duet with his prostitute-love concerning
the virtues of their cozy 1’ove~nesi:. the brothel, and the happiness
ensured them by the power of their economic ;status. As MacHed®h
becomes a 'muckraker", we the audience digest the §1m11ar1ty between
, bour'gea'i; values and the criminal world.

Py
It isnte'll known, however, that despite Brecht S repedted re-wr'lt-

P
u_-"/

1ﬁgs to de-fuse ,the emotional power inherent in the text of Mother

Courage, spectators continued to feel sympathy for the grief-stricken

" Mother, or’even admiration for her as a gutsy survivor in. awful circum-'

stances, rather than being jolted into co[t_sﬁl,ously accepting or reject-
-ing her actions within the particul argca'usal framework and translating
these insights into the contemporary political situation,

The question of emot'lona1 verisimﬂitude 1n the acting versus truth-
' fulness of the : play's pol1t1ca1 meaning 1s riddled with prob]ems
Brecht's aversion to excessive emoting. be it gushy sentimentality or
exalted histrionics, led him to the polar opposite of the actor/witness
&emonstrating a Street accider;t or giving evidence in a trial. But he
was vequa'l'ly attracted‘.to the Oriental ’sty'le of displaying or external-
izing emotions--an art form which seemed to have a built-in distancing

~ factor:

$

I_Chinese actors] express their awareness of being watched....

| heﬂ openly choose those positions which will best show them
off to the audience, just as {if they were’ acrobats....the
artist observes himself.... [he] portrays 1incidents of utmost
passion, but without his delivery becoming heated....he
rejects complete conversion. H#g 1imits 6himse1f from the start
to simply quoting the character played,?

The sense of keeping oneself apart does not necessarily mean a hardened,

©
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~cold performance, although it could, with the result of boring the

audfience. Egsentia]'ly, Brecht was argufng for greatér emotional

control, physical déxterity, ahd political understanding 1in the 16—‘

‘terpretation. His acting exercises, which consisted of re'latz{g the
dfalogue in the t:hird person and transposing it into a ﬁarrat‘l,' form,

constituted a valid training ground for the actor to-get out of his own

emotional skin and to think bayond himself. But a great deal of knock-,

about 1mpro;lisat10n"'ar§d 1n1t1_§1 emotional feeling for the role was just
as much part of rehea‘r§;1s. The end pfroduct. howevér, was to serve the
political Jrama’;vhere the "subtext {is social" (Kenneth Tynan's apt
phrase)2 rather than ps_ycho1ogica'l '

Brecht's® theories of a rationally-oriented dramaturgy imply and
demand a considerable degree of authorial control in the approach to
acting and directing. Roland Barthes succinctly rel ates the. concept gf

distancing to the director;s responsibility:

> v

to distance 1s to cut the circuit between the actor and his
own pathos, but it is also, and essentially, to re-establish a
new circuit between the.role and the argument; it is for the

actor to give meaning to the play, and no longer to himself in
» the play,... El)niestanci gl js the re'lationship of a form and a
_content,28
1 »

A certain Brechtian influence was felt in the revoluti on of British
'dramatu'r‘g_y in the_/late fifties and sixties. Under the aegis”ﬁf Peter
Hall and the new directorial team of the Royal Shakespeare Company

(Peter Brook, John Barton, Michel St. Denis) Shakespeare was revi;:ali.zed ‘

#Wd made more accessible to the modern consciousness. In staging the

éarly historiés and The War of the-Roses trilogy, Peter Hall remarked:

Thése -history plays with their bloody heads, brutal carnage,
and sense of fate were not appreciated by-the nineteenth

h ¥
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century. This is not surprising;v it was hoped thep that such
Horrors were past. We know now that this op sm was pre-
mature. We live among war, race riots, reﬁnutions.,assas-
sinations...and the iminent threat of extinct\i on. The theatre
is, therefore, examining fundamentals.29 \ ,

~John Elsom termed Hall's approach a movement towards informality, aus~

-~

teriiy, and functionalism and away from "“pictorial" Shakespeare and
A “"heroic," or “heavily stylised emotional acting" 1in order to lay stress
o vqedac 30

: 2 ]
on social  and political complexities. Inspired by the example of

the Berliner Ensemble, .Hal‘l forméd a ‘permanent company' equally
skﬂ'led/i_n/l)ringing a freshness to Shakespeare as well ;s tackling tt;e
wqu of moderns at an experimental thea':t(:re, the Aldwych. (It was hére.
in 1962, that~William Gaskill, c~on~sidere'd by many critics to ‘be the
most consiste;lt Brechtjan director, mounted Brecht's The Caucasian

Chalk Circle.)3]

Peter Brook's impressive pr'od'uction of King Lear was evidence of a

new eclecticism. BFechtian distancing effects in stage-craft (a plain,

cold set enhanced by "giant white flats opening on to a blank E:ycIor-

'ama")32= and  Scofield's "“drained, .unsentimental reading of the 1ines-

about ‘unaccommodated man'"33 combined to create a modern, exis-¢

tential waste-land.3? Brook aimed for the theatrical response and

)

fegarded distancing as its essential déde:

\

Alienation can work through antithesis: parody, imitation,

criticism....It is _the purely theatrical method of dialec-

\- . tical exchange.... Bt] is the language open to us today that

: ' .is as ‘rich in potentiality as verse: it is Slge possible device
of a dynamic theatre in a changing world....

For. Brook, it is the d[rector's responsibility to achteve the desired

* alienation effect. N ’ o
3 Before ‘tackling Peter Weiss' Marat/Sade, (a play, Brook felt, which
/// ) »
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"could not have existed béfo’r‘e@recht

Al N b
’ ‘“
’

"), 36; Brook had.been 1nvo]ved in

the Theatre of Cruelty ‘season w“'lt‘h Charles Marowitz, exploring probiems

of acting and stagecraft in the 11ght of Artaud's theories.3’ Marat/
Sade represent.ed to him a search for a 'total theatre' hich wou]d

marry Brecht and/’Artaud. Brook eschewed the notiom that they were ir-

»

reconcilable opposites:

theatre,- l1ike 'l1fe. is made up of, the unbroken conflict between
impressions and judgments--ﬂlusion and disillusion cohabit
painfully and .are +tnseparable....Starting with its title,
‘everything about this play is-designed to crack,the spectator
on the jaw, then douse him with ice-cold water, then force him
to assess intelligently what has happened to him, then give
him‘l a Eick in the balls, then ibring him back to his senses
again.

- J
) / . ——
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. Brook argﬁed ghat ‘Weiss' play incorporates certain dis‘tancirig devices

\
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in its structure: the play-within-the-play; a tri-part time-shilf’t‘:
between events of 1780, 1@08 and the pr:ecént; the action of the French
Revo'lut‘Ion(9 played by madmen; .songs which interrupt the _achion and
cpﬁeals to the.audience‘ through an m.c.39 Further, the essential
conflict centers on"the dialectic of two opposing 1deo'1091es--1nd1-
vidualism versus the co'l'le.ct1 vc for'h revolutionary change. -

) Brook added his own chilling touches towards audience man1pu1at10n
and contro]. Ronald Hayman noted the unsett]i ng clash of gtyles between

realism and stylisati on"'
.; :

The imitation of schizoid and erotomaniac behaviour was realis-
tic, unlike the chalky make-up with blood-red lipstick and
‘exaggerated'1ines around the mouth. The guillotine was fright-
ening; the buckets of red, whl&e and aristocratically blue
blood were comically” reassuring. ' ” .

The use of the comic grotesque as a distancing mode to deal with the

‘frighten'lhgly ‘real' is a significant feature of contemporary drama.

/

-



Brw remarked of Marat/Sade, “We were continually moving into burlesque

and farce as being perhaps the ogﬂ_y way that one can deal with extreme

4]

horror." Jan Kott describes the scene in King Lear between Gloucester/ .

and Mad Tom as a pantomime:

Gloster has rejched the depths of human misery; so has Edgar,
who preterids to be Mad Torgg..#ut the pantomime performed by
g dctors on the stage 1is* grotesque, and has something of a
circus about 1it. The blind Gloster who has climbed a non-
existent height and fallen over on flat boards, is a clown; A
philosophical buffoonery has been pgri’ov'med....’l )

The broad type of vaudeville farce, burlesque, pantomime, .the
grotesque and guignol belong to the tradition of vu]ga; comedy. Anthony
Caputi. in his ‘book Buffo: The Genius of Vulgar Comegy‘ traces the buffo

convention from antiquity, through the commedia delfarte, the c_‘arnival- ~
esque grotesque, the English pantomime, the harlequinade, ‘the clown
Grock, and the Pierrot tradition to the farcical antics of Laurel and

Hardy. Caputi attributes the power {or 'gqsta]t') of the buffo to its

N~

distancing effect: y

Invariably, [the spectatqr! sees and experiences . a vulgar
comedy. as if at a considerable distance, a distance which
prevents him from seeing very much of the human detail, from
seeing anything .but a bold, general image....{The characters]
are not without human ‘interest....But these traits are typical-
1y simplified and exaggerated so that we see virtually nothing
of, the complexity which usually accompanies them 1n human
befngs. The characters always retain a strange abstractness,
“strange" because, though they, move in a concrete, commonplace
world and reflect commonplace needs, they ‘are always notably
reduced as human figures. This prompts the beholder to view
the total image as {if at a distance, promptz him to adjust to }
the whole, as he has focused the characters.®3 \ '
. ~ . "

\

This convention is abetted by songs and asides to the audience. Ter-"

vl
’ -

rifying masks or whitened faces and grotesque physical deformities had

- predominated in the ancient buffo before it was tamed to a>softer hue

»~
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. after the ' .Renaissance.

4

4% 1pe perilous world of ghe buffo with fts

frequent beatings and transfohnatipns suggests paradoxically .both man's

45 Caputif-cgmpares the

‘destructiveness and potential creativity.
Laure) and 'Ha.rdy sketch “Bi§ Business" (1929) to a medieval farce, the
_e'ssentia'l difference being that 'things’, ra\ther thén 'The 01d Man®, (or
the stock authority figure), are now demoHshed.“_ One m'ight. add that

K Laurel] and/HarcLy sketch which consists of ingenious variations on the

same theme of “reciprocal destgruct1on“47

is a form of distancing in
itsel f. Fdrther.' the crude violence of knockabouf‘. slapsatick” (:ngdy 159
réﬁdered less offensive partly because of the ‘frenzied tempo and partly
due to the fact that these zany, somersaulting éombatgnts remain unper-
turbed in defeat aﬁd disaster. The '1ittle guys' of the silent scréen,
1nc1u511ng Bus_ter Keaton and the Kéystone Cops che;sers, all manage‘ their
come-uppance agaiﬁst ;'aUthority and emergev §bme!1'ow unscathed. '
Eric éent'ley describes the farceur - as showing "man in the mass, in

the rough, in - the raw, in anything but fine individual Flower. "4
Farce embodies its own dialectical exchange between “aggression” and

w49

"prpancy. It is the most direct and physical of comic forms,

and yet it, by its nature, keeps the aydience at bay. To quote Maurice
~t !

Charney: -
Charney: . Y

Farce may be the purest, gquintessential comedy, since@t so
rigorously excludes any sentiment at all, especially feelings
of sympathy, compassion, or empathy for the characters.. It is

also unintellectual, unpsychological and uncomplex.50

The laughter remains broad and uncomplicated and affords immediate comic
release. ’

If . h‘crnever, the emphasis"tums‘upon the grotesque rather than pure

" wcomic business, the response is more complex. Philip Thomson terms the

\
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'coni"lict-char'act:er"~ of the grotesque as an alienating device--"Some-
thing which is familiar and trusted is suddenly made strange and disturb-
ing"--and points out that,

. Taughter at the grotesque is not 'free', that the horr{ifying
. ‘or disgusting aspect cuts across our amusement: the guffaw
becomes a grimace. But one can also describe this the other
- way round and say that our response to the horrifying 1is unger-

cut by our appreciation of the comic side of the grotesque. 1

T_he'comic' response is also subject, however, to the changing attitudes
and times of the viewer. Baudelaire found in ‘the chilling cruelty of

the Eﬂg]ish ’pantomime with its Grand Guignol guillotine scene the

w52

intoxication of the "absolute comic. Ionesco recalls how as a

child,’ the guignol fascinated but failed to amuse; its grotesque carica-

ture revealed, rather, the brutal truth of the world. In his own work,

A

Ionesco sought to express the "unéndurable. Everything raised to

paroxysm....A ‘theatre of violenceé: violently comic, violently

n53

dramatic. Durrenmatt echoes this prospectus:

Comedy alone 1is suitable for us. Our world has led to the
grotesque as well as to the atom bomb, and so it is a world
1ike that of Hieronymus Bosch whose apocalyptic paintings are
also grotesque. But the grotesque is only a way of expressing
-in a tangible manner, of making us perceive physically the

paradoxical, the gxrm of the unformed, the face of a.world.

without a face.:..

I

For dramatists of the abs"urd,h grotesque farce signals a viéion of the
world. The Eomic response is an act of defiance or the only means off
(survival' in an unhospitable world devoid of ultimate meaning and
purpose. '

fhus. certain c‘ontemborary dramaéists and directors have regog-

' nizéd‘ that older theatrical forms are one means to control the horror

v

P4

16

*



and to achieve a. wider perspective from the subjective and individual-
istic premises of traditional drama. Ultimately, however, the distanced
perspective of absurd'ist theatre is cosmic rather than political.

Susan Sontag attested to the 'artistic’ success of Brook's Marat/
Sade, arguing that Weiss's ideas, if not resqlved 1nte11ectua11y in a
Brechtian sense, nontheless worked effectiye\y because (my 1ta11cs)
they’togc_:hed, primarily, the senses. If such a Brechtian/Artaudian

synthesis was successful, it would seem to argue for a new audience

sensibility, a "new perception," and "new standards. "5°

The play had, however, several very different productions. In East
Germany, the emphasis was clearly towards a Marxist interpretation.

Rather than a madhouse atmosphere, "the inmates were more sort of

prisoners in a sort of concentration camp...."56 Weiss added an

‘epﬂogué which came out strongly on the side of Marat's position. When
asked in an interview which productiori he favoured, Weiss diplomatic-

ally replied: o ' R

o

For a director in Western society--in which, on the whole, the
concept of class struggle is viewed as no tonger having any
bearing on reality, and in which, in all artistic endeavour,
the belief flourishes that our prob'lems are insoluble anyway
and that everything is basically absurd and mad--it will be
almost natural to let the madhouse atmosphere in Marat/Sade
predominate.
& \
However, if a director believes -that Marxism has not lost its
efficacy and that the 'central points in the arguments proffer-
ed by Marat (which, of course, in many i{nstances prefigured
_ Marx's theses) are still pertinent he will emphasize these
statements in the play and he will use them to allude to the
present.57

The success or failure or degree of the distanced rational objec-
tive begs the question as to what extent the entire ensemble of writers,

actors, directors, designers, and audience share an ideological commit-

17



a

ment. When these variab'l'es are more homogeneous, . the theatre pa;vs
tribute to the "untragic wise man as hero" (to quote Walter Benjamin),
the theatre l;ecomeé)a "dais," and a "political will has prevaﬂed.“sa;
If Brook proceeded to move towards more ritualistic theatre, Weiss
moved in 'the other direction with the epic/documentary play, The Inves-
tjgation. Only this extreme form of objective drama seemed appropriate
to deal with the horrors of Auschwitz. Weiss defends the arti stry of
theatre as a political forum by the shape it assumes, its selection of
detail, its emphasis upon contradiction within society, and its confron-

tation with the forces of 1aw and order: \

*

Only when it has transmuted the reality it has laid bare by

its own probing and criticizing into an artistic Jgorm can it
achieve true validity in dealing with that reality.:

Postwar British drama ushered in a "new 1ine of freewheeling epic/

_ documentary" theatre. Brecht's epic drama was 'in the air' but, the
new dramatists turned equally to their own popular theatrical' tradition
as a means, paradoxica]iy. of o‘bjectify'lng the stage reality and engag-
ing the collective response to the social dialectic. Katherine Worth
includes Joan Littlewood and John Arden in her chapter "New Forms of

Melodrama and Epic Theatre" with this comment:
-

The use of techniques from music-hall and melodrama for hand-
1ing daunting historical material has been one of the great
triumphant discoveries of the postwar English theatre. new
1ine of freewheeling epic/documentary has been struck out, run-
ning from melodramas like Serjeant Musgrave's Dance such

. recent plays as Charles Wood's "H'. e writers in this mode
aim at the long perspective that becomes possible only when
realism is abandoned and a 'superview' printed over the 1imft-
ed view open to é&aracters struggling in the thick of the
historical events. Co

Joan Littlewood's epic/docmentar); musical Oh What A Lovely War

18



~ gallows humour,

a

(1963) was a culmination of years of 1'arge'ly unnoticed effort towards

creating a genuine ‘'people's theatre' in the manner of Brecht and

" Piscator but equally with a specific British flavour. In the late thir-

ties, she had produced a new ‘genre', the “pantomine with a political

point,”* The Babes in the \\!()0;1.61 Oh What A Lovely War draws from a
L —1 <

panalopy of theatrical gesture in the familiar music-hall tradition in
order to make its social point. I«nﬁéresting‘ly, Littiewood takes the
Pierrot copvention and turns it in on itself. The ‘seaside Pierrot
troupe, often an all-male cast decked out in frilly, decorous garb, was
a great morale booster in pre-war days; its répetoire 1nc1u;1)ed well-

known nostalgic and patriotic songs, the usual gags and ﬁght song-and-
dance routines. In Littlewood's production, the clowns-turned-soldiers
sang to the tune 'Thay wouldn't believe me' their own hymn to the war

naive‘l); posed against the backdrop of blown-up film projections showing .

.the grim casualty statistics. Within the framework of music-hal}

'turns', with an M.‘C.‘announcing acts in the style of the old music-

hall compére, naturaHst:iE: scenes of 1ife in the trenches c1ashgd with
biting parodic skjts of the top brass who made the decisions. Humorous
sketches shifted suddenly from the satirical and absurdly ironic to a.
62 '
£harles Marowitz had termed the juxtaposition of often "antitheti-
cal” styles in Littlewood's producth;n’ "the multi-dimensionalism of
true Epié ':rheatre.““ The crash through the -fourth wa]x"l was equally
a challenge to a mode of perception, a consciousness, an aesthetic
résponse‘which no longer sufficed to reflect ui‘gent political and
social realities. Brecht planted the ;eeds of a revolutionary critical

theatre; his own experimentation with varied distancing techniques
3
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. coalesced into a mode which reached beyond ’ the tragic awarenes§ of
‘traditional character drama to a profound‘view of man embedded 1n ;
'total reality' of social and historica1 brocesses. The more
aggressive contemporary British ldramatists. and Bond in bariicGHEr.
continue to mine from Brecht, éxp1oring-,yet neQ_ ways to 1n£e§rate

' Brechtian objectivity into the dramatic experience.
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o > Chapter Two: ) »!2}‘
-~ : Naturalism and Poph’lar Theatre Techniques k

in TllneﬁPope's Wedding and Saved

-

.

In Bond's dramatic world the sense of shock ‘at the painful waste
and dangerous misdirection of human energy comes across in the force of

his “aggro-effects'. Char'les Marowitz once asked Bond if a ything in

the theatre shocked him and Bond rep'lied. "No." Hhen asked,,about er_,\

Bond replied; "Oh, yes, most o'f it." In Marowitz's view, it 1is this

sense of shock, or rather, "controlled outrage,i'that informs aﬁ his

“work."! The profoundly radical spirit behind Bond's dramaturgy aims

at hoth'lng less than a sﬁeeping transformation of the general qonécious—
ness of a pub'li_c which, 1n.Bond's view, 1s”b11nd and numb to the reali-
ties of contemporary existence. In Eric Bént'le’i's;.words, "gigantic
outragés against mankind are constantly being committed and, ...mankind

is not outraged by them,"2 _ ~

Bond's vision of the world and the forms his drama takes reach back’

} .

to early childhood and his working-class roots.WHe recalls how, as a

small ch'ﬂd he and his young sister were placed with a foster family
in COrnwaH (an alien environment where people spoke a strange dialect)
away \(rom the 1mmed1ate dangers of “war. One intense experience stays

in his mind: )
( 7

8

1 was walking along a road and there was \suddén'ly this enor- .

- ‘mous sort of bang which one can't describe, you know, because
it's so...a noise almost inside you. I went along to the park
and saw all the trees stgipped bare, and picked up this little
bird with its head blown™off. I would think, very much, that

stoned to death] in Saved.

A was one of “the reasons vd-\% 1 wrote that scene [(the baby being-

LY
a
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He Tived the fear that either he or his family might be killed. He and

his young sister would 1ie'in bed at night ‘and make up” st'ories'witht

-

fairy-tale endings to keep.the real phantqms at bay. Bond returned to
\ war-blitzed London and a schooling Iiwhic’h streamed the majority of work-
ing-class children out of the apportunity of higher education and into
deadening work in factories. During this period, :B'ond served a brief
stint in compulsory military service. In particuiar, drill exercises,
where one had to imitate screams of ‘attack 1eft &heir mark
Two significant but disparate theatrical experiences stand out--ﬂg
’ﬁformance of Macbeth and - nights backstage in- g music-haH watching
his. sister being sawn in half by a magician.‘ Macbeth was Bond's first
. serious drama and the effect it had on Bond as a boy of twelve was
'shatteripg: \\ oo C
for the very first. time in my 1ife .1, met” somebody who was
actually talking about my problems, about the life 1'd been
- 1iving, the political society arownd me. Nobody else had said
_anything about my life to me at all, ever....there was Just
this feeling of total recognition. 1 knew a1l these people,
they were just in the street or in thé newspapers - this_ in
fact was my world....after seeing that play I could say, wen .
yes, now I know what I have to do, what it means to be“
alive....1 got from that play a sense of human dignity - of

the va'lue of human beings. Also a certain feeling, after-’
wards, of real surprise - that other people had seen this, so

v how was it that their 1ives cou'ld ust go on in "the same
way.4

» On the one hand, the worid ‘of Macbeth spoke in terms of.urgent con-

tempory moral and political prob'lems whereas. on the other, the popu‘lar

\ tradi-tion of music-haﬂ presented a familiar framework within which to |

., control the intensity of the” dramatic experience.
Bond -has described the music haH as a wonderful piace to learn

about the theatre, especi ally about ‘timing and control’. And certain

@

@ .

. \
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'ge.nera'l features of Bond's distinctive sfyle’,would appear. to bear out
V’the influence of his music-hfaﬂ background: The succession of brief
episodes with a surprise at every 'turn‘v'\fx%ets aodiepoe.expectations
and alerts it to change. -Su@den_ mood shifts ready the soectators to
switch gear mentally and emotionally, and allow them to vary their
reactions from Qympathyy to anger and fear. Cha,ractefs make do w‘ith few

\d

props on an almost .bare stage, and what they do with these objects

e
takes on special significance. The key player is often the comedian
who knows-how to relax the audience, take it with him and then be

outrageous. Bond cites the technique of Frankie Howerd:

~

}

‘the extraordinary thing was, one realised in a sense one was
performing a dance with him. ' You weren't sitting there
listening, he was reacting to you all the_time. You knew what
the climax was, he knew what the climax 'was, but you worked
together for it.5 - v

Bond's 'dance' observes the rhythms of our life, our world. Its pace

can be leisurely, deathly quie“t or suddenly frantic. Its ‘mood weaves

from the darkly sombre to the absurd and Tudicrous, from the puzzHWg,
to the profoundly disquieting. Brief snatches'of warmth and intimacy

‘clash with chilling brutality. At times it séems manipulative, mea-

sur'ed and controlled, at times savage, its form inhuman and irrecon-

cilable. y ' |
The two early plays, The Pope's Wedding (1962), and Saved (1965)

are generally seen as naturalistic. They authentically capture the

gritty reality of rural and urban working-class 1ife. What has been

g'lossed over, however, 1s the way Bond de]iberately mixes estrangement

devices with the mode of near—reaHsm in order to confront the spec- -

tator with -disturbing questions which extend beyond a mere che-of—er

27
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reproduction of reality. é’

The* Pope's Wedding alternates between village 11f"e‘é§ntered around .,

farm 1abour1n§, the local pub, the annual cricket match against the big
boss; and one ch;racter, Scopey, who becomes increasingly 1nvolv‘ed in
thé mysterious world of an old hermit 1iving on the town's edge, whom he
finally murders. This bizarre murder happens off-stage. We ar'e‘co.n-
frc;nted with the ‘gr?fesque tableau of Scopgy who has taken on the
persona of the man he murdered..

Martin Esslin characterizes the shock therapy of certain drama-
f:ists of the Absurd as an alienation device‘ which inhibits character
identification in confronting the audience with a "grotesquely height-
ened and distorted picture of a world gone mad." Intrinsically, it is
anathema to Brecht: : - . |

by its very n;tt;re, it canhot provoke the thoughtful atti tude
of detached social criticism that was Brecht's objective. It
does not present its audience with sets of social facts and
examples of political behaviour.b
Bond‘s world, as this thesis will demonstrate, is intended” to encompass
both realities. The use of the fantastic grotesque prec1ude's strict
identification and cuts down undue sympathy for the central character.
At the same time, it allows for an ef(p'lora‘tion at a deeper level of the
malaise of an 1nsecur‘é existence and the 1mpossib11i§fy of any meaning-
fu'lsv communication beyond. the bare bone‘s of subsistence 1iving. Bond
risks with this mode, however, the audience's immediate surrender to
the dark of the inner vjorﬂd, or their interpretation of the action in
. strictly symbolic terms. \

In order to prevent the blurring of fantasy and reality, Bond struc-

tures the play carefully, utilizing the distancing strategy of paraﬁe'l

~
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. .
movements to trace the ecti.on “of Scopey's violent search for nteariing,
and the progress‘lve souring of outer reath until the two worlds _merge
dangerous]y,(\ ' :

Initially, careful sociaﬂ and economic details conve_yed through
rough physical language, sick Jokes and ominous action, “gketch the
symptoms of a society in which violence could sudden1y erupt Bil11 has.

" been clovm*lng about with his scythe. barely m1ssing Lorry's head and
making Lorry and Scopey ju&whﬂe he Jokes.

BILL. Up! (He swings his scythe in a circle. LORRY and SCOPEY

have to jump.)
0o ent got a leg to stand on as the copper said when the bur-
glar came round on the operatin' table. (Sc. 2, p. 239)

" BITY s ;ﬁe best cricketer and the only one who can tend sick animals.

When he. 1earns. the Boss 1ntends him to ‘stay bfck from . the game and

. .
’ “\J

work, he begins twisting his scythe and imagining cowgs\atory vip‘lqn; :

T ‘fantasies . : ’ o

‘/

L]
L

BILL. Bastard.
JOE. Say no.
BILL. With that spiteful owd sod?
* SCOPEY., Why not? _
BILL. There's ;\lenty waitin' f,or‘my Jjob, boy.
JOE. Well that's us finished.
BILL. The sod. (Twists his scythe.) I'd 1ike t' ‘ave 'is owd
'ead stuck on s, oison 'is b1oody cow. '
bloody well lay ‘is miss‘ls for a start. I'11 grind"er, for
one. 'E can stick ‘'is bloody plack but I'11 bloody well
thread 'is missis. (Sc. 2, p. 243? ‘
The action takes place on a p;r'e.stage with a minimm of props--an
apple, a scythe. Stage directions re::d: “The objécts are very real,

b 3 < 29 kg
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but there must be no attempt to create the i1lusion of a 'real scene'"

‘ ’Tﬁ’ 227). Tﬁ'e‘ inter-action between character and object defines the
spcio;economic badkground and replaces character motilvatmn.

Bond further employs the technique of mime in order to defuse the
usual dramatic conflict, "and’ throw in sharper visual relfef the two
worlds. 'One highly effective illustration of parallelism 1s- the se-
a’uence of mimed scenes. ‘The healthy energy of the cricket match, for
eiamp1e, is dramatized by the uihité of the uniformed players ‘111um‘1n-
ated in full stage 1ight." Bond skillfully jiuxtaposes this mimed action
with the excited voices of the cro+ off—stz;ge, showing Scopey in his
Qrief momeﬁt of glory and togetherness without excessive emotionalism.
This scene contrasts sharply with the mimed sequenc’e of 01d Alen who
performs in the semi-darkness of his hut his enigmatic ritual with
newspéper; (readhfg one from the enormous stack piled against one wall,
‘pu'tting it down, picking it up, standing on said pile to Hsten'against
the wall, picking up another) which in turn embodies the dark, inward
state of withdrawal. By means of the visual, we are invited 'Eo make
connections between the two worlds which, at this point, seem to offer
illusions of hopé:- Scopey)\\:rlns his girl Pat; Alen's world seems‘tB
proffer profounder truths. %\

The subsequent didintegration of Pat and Scopey's domestic dream,
aggravated by the realities of scant funds, dingy digs and loveless
sex, repeats itself in the progressive de-mystification of the inner
landscape. Scopey's need is for the father he never knew, the male

" principle which establishes the guide-lines for sane passage-into

/
mature identity. Scopey takes on a nurturing role, sweeping out, pre-

paring dinner, breaking the initial ice of distrust. For a moment, 1t

,/



appears as though some attempt at the honest communication of feelings

is possible as Scopey's questions revh;e some of Alen‘'s memories, but

the questioning gives way to an urgent aeeper probing. Stacked news-

papers promise 'truth'; an egg-shaped photc;graph browned with age pro-
vides a clue to the ancient past; an army gre;f:coat with pockets

tightly sewn shut represent the forbidding world of power and author-

ity. The second Scopey dons thg coat, reality impinges in the form of

Pat who, unaware of Scopey's presence, talks of his 1ies--"E say 'e get

a lot a overtime, late work. [L.7]'E ent suited a marriage" (Sc. 12, p.

291). Scopey in turn.is betrayed when he learns that the old guy uses

the newspSpers to stand on and peer out of chinks in the wall ho'bing

‘Pat wﬂ] come because "he 1likes gaHs." or because he fears‘a gang

attack, or the police who round up gypsies ‘The tension mounts and the

atmosphere takes on a Pintereique mood of menace and terror. b&nraged,

Scopey screams, "Yoo owd fake:" (Sc. 12, p. 294) and' is held back from
lashing out physically by Alen's promise to sing a hymn:

——t

ALEN. (he starts to/sing. At first he wavers, but the rhythm
controls his terror). .

Little babe nailed to ®he tree

Wash our souls in thy pure blood
Cleanse each sin and let us be '
Baptized in the purple flood (Sc. 12, p. 295)

L

y
The hymn 1s-bloodjd and Alen's 'truth' is "I never stopped gooin‘

after people. They ptopped gooin after me." The pockets of the great-

coat are empty and Scopey stares down at the "hole in the bed" (Sc. 12,
‘ ] 4
p. 296) that he had made when he put his foot through it.

n8

Bond has declared he wished in part to "humanize"® the image of

the metaphysical tramp which featurés in much of absurdist theatre.

N



His own e;gphnatior{ of his intriguing title {s that “the pope's wedding
is an impossible ceremony - Scopey's asking for an invitation for some-
thing that isn't going to happen, that can't happen."9 By means of
the concrete showing of events (tt;ne emptiness of the pockets, the rent
in- the .bed covering), Bond places the emphasis upon the reality that
the old man has n6 higher wisdom to reveal béyond the basic, needs for
human contact{ warmth and security. He too is a victim of a sordid en-
vironment: "Dirty' ;wd diddies scratchin' be me door, no decent vittels,
no milk, an' all me own cookin' a cope with &' I 'ont 'ard1y.got the
grip in me ‘ands a giﬁp howd on a knife count a me cripplin'" (Sc. 6,
p. 259). At a deeper level, the symbolic a'l]usjon to 'emptiness' would \
seem to.infer the fruiﬂesspess of cosmic questions in the search for ~
" ultimate purpose or&guidancé as an|a1,ternative sg'lution to the hopeless
social rea\iiy. ) -~ ' ’
Scopey s faﬂure to under'stand and accept the rea'l'lti of his situ-
ation resu1ts in the final tragic action. We next see Scopey wearing
tlhe greatcoat and silently enact'ing jyn part Alen's early ritual and in*
part his own newljy-acquired role. Th\e__czc'le repeats itself and at the

same time all is c‘hanged: "Down left therek a bundle on the floor"

(Sc. 14, p. 299). The horror we begin to imagine is at once checked
and heighjcened b;y the‘ aggressive an‘tics of the 'gang out‘side the hut.
‘The sequence of screams, laughs, l;j:'nging of tins and' the pelting of
- stones is contained within a knockd@liaut routine of drunken songs and

crude patter: . . ’

VOICES (off).

While shepherds watch their flocks by night

A whore lay in the grass

The angel of the Lord came down

And stuck it up her pass the mustard share the sa‘lt.
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£ * The Lord above is kind
And if yoo thought of something else
You ve got a dirty arse.
BYO (off). Put your boy scout 'at on an' come an' save ‘er.
* RON (off). She's bein' raped.

BYO (off). Don't shove ti11 yoor ,ead a the qyeue.

—\—-—s\——.

JUNE (off). Next p1ease.‘73€. 14, pp. 30

A

Bond regards the use of multi-focusing ("two or more points of focus on

-’\/;}ﬂ;;e“)w as one of the most important things a dramatist can do.
==/ Since it is a key means of contributing to tﬁe distancing process, the
fact that Bond uses not only this but @\mimed sequence and broad, physi- -
cal humour suggests that he is c“oncerneciln Lith guardin\g a certain objec-“
tive respohse ;t the same time the shock registers. Further, he shifts
the action quickly to Scopey and Pat's flat,/Bil1 is fetching both of
them to the pub, but Scopey is frozen in the same mimed gestures he
performed in the hut. His aHengtion is complete. )
'The bizarre finale finds Scopey enve'loped <dn his greatcoat}shroud
surrounded by “f‘lve hundred tins of food on the table and fldor. [...] h
On'ly .ﬂve of the tins have been opened," (Sc. 16 P. 307)" and a month-
o_1d, rotting corpse on the floor. The .tableau-1ike pantomine bri-ef'ly
. freezes the action, projecting in the image of decay Bond's vision of a
dead world presided over: \by a mock kir_lg whose empty hope gives the lie
. to the "impossible cet-'e’mon_y" of th: spirit made ﬂ.esh. As Pat rushes
fn, Scopey can only describe how he killed, not wﬁy: | )
SCOPEY. 1 'ofsted the flap a month back., 'Is 'ead's Tike a

fish. [..J A1l silver scales. ;. }] I took 'and on 'is
5 throat an one ‘eld 'im up be the ‘air. (5C. 16, p. 307)

Scopey's parodic revelation de-mystifies the cult of the . absurdist
N . B ' . J—



'hero'. There is no cathartic release. Scopey's violent search is
s::'lf-condemning. Ironically, in the act of literally murdering the {1-
lusion, he assumes man's identity as both victim and aggressor and
points the finger of guilt at man. The grotesque becomes aligned with
the tragic conditions of society, not as a given of the human condition.
~Thus, the dim possibility of a moral universe is left open.

In Saved, the centra’l' savage act happens in full view ea_r'ly on in

‘ /e play with such force and immediacy the impact is staggering. Bond

intends the metaphor of the stoning of the baby as an indictment of a

brutally aggressive society which denies love -and security to the child-

and which perpetuates this violence on a larger scale:

*
\

Clearly the stoning to death of a baby in a London park is a
typical English understatement. Compared to the ‘strategic’
bombing of German towns it is a negligible atrocity, compared
to the cultural and emotional deprivation of most of our
children its consequences are insignificant (Author's Note,
pp. 310-311).

’ )

If the poh‘tica] metaphor is to work, the dramatic mode must not be

—_— .

al together naturalistic. ~

By setting the p]ajr in the South London factory district (a 'desert
of red bricks'), Bond achieves some distancing from the North London
environmen; of his childhood. Further, the language is 1n 1ower-c1ass
dialect. /Yet on the surface, Saved seems a_.grimy Zolaesque drama of
_. social deprivation. One encounters a loveless household 1n'.wh1ch the
parents have not spoken for yehrs; the daughter brings home strange men
and drugs an unwanted baby with aspirin in a desperate attempt to have
a quiet bed for an erstwhile lover who wants nothing to do with her.
an uninvited boarder stays because there's nowhere better to go; a gang
of street toughs escape from hateful work and amuse themselves with
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thoughts of cheap sex- and violent fantasies which culminate in the
sickéning scenario. of stoning a baby to death.

| Before considering William Gaskill's production for the Royal Court
Theatre in 1965 which aimed for a 'near-reaﬁstic"appr'oach, it is
interesting to note two oppo\site épproaches. Richard Prowse's set for
his production at the Citizens'- Theatre, Glasgow, 1972, looked 1ike a
futuristic super-mar"keqt or laundromat, a set 'absolutely alien to human
beings' (see Plate 1) which reinforced Prowse's anti-naturalistic stance
that "emotive demands for sympathy...can only muddle the issue....make

11 ponald Bryden -

. excuses for that sort of behaviour...condoné it.
reported on Peter Zadek's productfon at the Frefe Volksbiihne, Berlin,
1968, which "distanced the play ‘s violence by many of the same Noh-ish

devices Bond uses in Narrow Road:"12Z

The cast sit ringing the stage throughout the evenirg, coming

forward in twos and threes to play the precise vignettes of

working-class deprivation. The famous baby 1is played by a

dol1 presiding pinkly in their midst....the play emerqss_with

§¥er::e néorie delicate savagery than it did in London. (See
a .

There is a chilling quality to Bond's work which Tends itself to an ab-
stract approach.' Characters do ﬁot express their feelings directly.
H;' never ‘learn what h'apﬁens between scenes. Bond elaborates upon the
s gniﬂcance% this episodic treatment of character:
given this character, wha*i\ situations c'a>n I choose that will.
bring out what is significant and important about those char-

. acters. The fdea that a character produces himself [1s] the
= Shakesperian idea [and] 1 -don't thiny it's true....

4file sees is not a character going from a to b to_c, but a
Pter whom we see from point a, then from point b.14
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" up demands. a similar shift on the part of the ‘actor towards, in
Gask'm's words, a p'lqyiﬁg of "the psychology of the momem:.“".5 The
new -acting approach becomes crucial ~%'r:o the distancing process. The
audience is required to think in terms of. relating the character to
"point a," then "point b," or, to qtfote actress and director Jane
Howell, to "put the string through the be.ads.“16 A - further aid to
distancing is the blecking of the play. Bond attaches great 1mpertance
to the 'sculptur{_a1 placing' of his cﬁan‘actens,,, and, given a wide enough
stage, there is the overall impression of the terr1b1e separatedness of
people as though oneﬂwere viewing from outer space strange, ajien
creatures pe_rverse‘ly communicating through an abras"[cve bodily language
but without really touching ground at all excepting in moments of severe
violence. The danger with.a too, st_y'lized approach, however, is that
theatre becomes overly ritualistic and loses its dynamic immediate con-
nection with reality. Bond sees the essential function of the theatre
as its social aspect; characters and audience sha'\e in the mutual
| responsibility of what 1t s to be human.

Since’ Gaskill worked closely with Bond on Saved, we may assume that
hfs more natura1istic'3pproach is closer to Bond's intent. In early
, interviews, Bond admitted he strove for verisimilitude and al'though
emotional involvement was not the important thing, it was an essen-
tial prelude to accurate judgement. Thus, the interminable-crying of
the baby while everyone else remains locked in his or herlqmiserab'le
orbit in the scene prior to the stoning'.is' meant to be intolerable.
For Bond, there is an emotional ‘seeing' as well as an intellectual one.
At the same t?me as the scene gates on one's ﬁerves, he would have us

understand how people whose emotional lives are so dessicated because

\ b
\
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their existence is meaning'léss and empty beyond a brute survival level,

- can reduce an infant to an object whose cries are no more than,the

—

squnds of "a‘ cat stuck up a chimney.* The tragic irony then is the
ki11ing of a baby which in their mi'nds fs 1ittle more than an ol;Jeét.
And it is easfer to ki1l if the enemy 1; seen ‘as dehumanized. |

1At the s’ame time that Bond invites a measure of emotional involve-
ment,‘ he attempts to incorporate non®realistic devices. The scenes
building up to the stoning ask to be taken as gr'lm play-‘lets in the

manner\xf music-hall 'turns’. In Scene ‘One, Pam is 1ntent on seducing

| Len who fidgets~and fussgs and -finds all manner of excuses because

Pam's father, who momentarily pokes his head in, is thoaght -to be
behind the do'or. The abortive preamble to sex {s punctuated with

. H 5
.+ vicious jokes taunting the old man as - though he were having his jollies

‘vicariously: £

LEN calls:

 ‘ave a toffee! . ‘ T - ‘
PAM. 00-00 'ave a toffee! Y ' \ '

LEN. Tried that mint with the 'ole in it?
PAM. 'Ave a toffee. = - . -

LEN. What about the o1' dolly mixt\rc\e? - Wil 'e give yer a
ruckin'? al -

-

PAM. Ain' got the-nerve.
LEN (calls). Nosey ol' gandér.

They laugh. (sc. 1, p. 28) .

N
The brief*lyric duet which Len and Pam enact in & large rowing boat
_on a bare stage is broadly played out toﬁt‘he audience, interspersed

with a corn?' song and Len's éiovming about with the boatman Fred who



-Barry h‘a“s ‘one better: S

-wants to charge extr'a for their "bashing 4in his boat. ‘ e

"We are introduced to the gang's behaviour mﬁ/t'he manner of a run-

ning series of rough, cr\:de jokes, each member ‘trying to outdo the
other. Life is one big, ugly, violent joke. Pete was 1nvolved in run-

ning a young boy down and embellishes the 1nc1dent to impress his mat:?

PETE. What a carry on! 'E come runnin’ round bg 1nd the bus.
Only a nipper. Like a flashl thought right ygr nasty bastard
Only ten or twelve. 1 jumps right down on me revver an' bang
I got 'im on me off-side an''e shoots right out under this
torry comin' str‘ai ght on. : . P

MIKE. Crunch. © ' s . -f
COLIN. Blood all over the shop. -
MIKE. The Fall a the Roman Empire. S I

v

. ’
.coootononoc.o..o;.-oacoo - \(‘

COLIN., What a giggle, though. (Sc. 3, p‘.'\38) '

" . .o 4 ) . \

LI ‘1 °
BARRY. I done blokes in. £ .2]1More'n you ‘'ad 'ot dinners. In \

the jungle. Shootin' up the ya]ler—ni?gers. _An' cut . ‘em ub
after with the ol' pig-sticker. Yeh, P. 39) -

»
Or they improvise qther charades:

COLIN? It was 'in the park, yer ‘onour. _
. MIKE. This girl come up t'me. - -~

COLIN. An{ drags me in the bushes. - | ; o
BARRY. Yer '6'nourl.‘ I : :
He laughs™® = R | a 2 . s
COLIN. 1 knew she was thirteen. ;
MIKE. But, she twisted me arm.

COLIN. An; 'er ol' dad d bin bashin' it off for years.- (Sc.
3, p. 41 , X

R e
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Paradoxically, “this s'ty'le of coarse physical humour requires‘some

form of role>d{stancing on the part of the actors if the humour is to. X

3 ~
‘ get through and t ‘11: is the most aggressively provoc&tive viay to
estab'Hsh dtrect ftal contact with the audience, uncomfortably
i . 1mp11cat1ng the spec rs in the stage events, The comedian can ,

manipulate hi; audience, jrocking it back and forth as though it were on
aérantjc see-saw. If/the distancing succeeds, the violence wﬂ'li come
y as a surprise as much \to the characters;n as to the audience:. .
, A .
The stoning scene begins in a quietly deceptive manner. Len and
" Fred are fishing in a pond in the park. The trqdit;iona‘l assdchtions
with natural tranquﬁ.ity, contentmenf, tnnocence and security establisn.
an ilel'ic- fr;mework heightened b_y‘ the everyday occurrenc'e of a mother
taking her baby out for an evening stroll. Ominous notes subtly cast
the'lr dérkeni'ng shadbws Bond's. irony is 'Iethen. Len really wants: to

know the secret of Fred's sexua'l prowess, Pam now desperately wants

As already late and past the infant's bedtime. The park is about
'c'lose - a typical British park hemmed 1n by tall gates with warning
bens to announce the -hour of closure.

. The pram‘(becomes inadvertently ‘the .object of mindless horsing about:

—

MIKE. Don't stick your ugly mug in its face!-

vPETE. It'11 crap itself t' death.

" Q.‘.o.. eP 0B BB SsE O

BARRY. (G.JI'm1ike a bloody uncle t' the kids round our way.
(He pushes the pram.) Doo-dee-doo-deé-doo-dee. - (Sc. 6, p. 72)

|
- Fred at any price and abandons the pram in a f1t of despair. The holl?éof>

Up to a certain point, Bond maintains a taut control balancing the ag-
gréssive play with a second point of focus as Mike and Fred are placed

e ——
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down left, and "heard talking in their corner" about housewives in
lapnq:omats as -the night's sexual possibility; Pete and Colin are
"right" while Barry sings a perverse 1u115by swinging the pram back and
forth (see Plate 3):
BARRY, |
Rock a’'bye baby on a tree top. [..
And down will come baby and cradle and tree

an bash its 11tt1e brains out an'-dad'1l scoop

'em up -and use 'em for bait. (Sc. 6, p. 73)
. H

Sy
Ironically, the action turns vicious when Pete "touches" Barry, as 15// |
he -were making a pass at him. The v1olent'dance éxercises its own pre-
cise rhyghﬁ. with the rise and'faTT of each pupch and stab, hitting and
pulling the baby's.hai}. thromihg its diaper .into the air to the agcom-
. paniment of'the gang:s groans, grungy jokes and wild Taughter. But the
huﬁour sudgénly turns grotesqud as they realize'the baby is b]inded by

ifs own excrement which they had jokingly smeared over its face, There

is a momentary eerie silence and the tone shifts to a murderous quiet:
: }

*BARRY. Might as well enjoy ourselves.

PETE (quietly). Yer don't get a chance like this everyday.
(Sc. &6, p. 79)

As sickening as the action of stoﬁing the baby is, Bond sti1l attempts
to.guard a certain‘objectivity at the same time intending the violence
to hurt, whi1é‘Colin and Mike are frant1c911y running~éround 1o00king
for more stones, Mike and Pete 1iken themselves fo participants in 2

game of fun and chance:
MIKE. Stick 4t up the fair! ' ’ L.

| . PETE. Liven 'Ampstead ‘eath! Three throws a quid. Make a
. packet.
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MIKE. (throws a stone). Ouch! (Sc. 6, p. 80)

n

But the 'game' gets out of control and something else takes over. A
curious 'buzzing' sound mixes with the clang of the park bells as the
gang scrambles t°= get out but not before Barry manages one morgzr stone,
one "piss," one final "hack" at the pram: Even more” disturbing 1s; the
return of Pam who croons to the dead baby in a p&thetic child-11ke sing-
song without even looking in the pram. Bond returns us to 'normaI"
1iving with terribly cruel dramatic irony. ’

It is not difficult to understand the charges of gratuitous sen-
sationa]ism‘brought against Bond. The violence is unmotivated and the

killers seem to get a vicarious thrill out of it. This, of course, is

precisely the problem Bond wishes to pose to the audience. In juxta-

posing a distanced mode with graphic violence in minute, grisly detail,

Bond intended perhaps a neutralizing effect. Apparently, he was unpre-
pared for the force of his\aggro-effect to eclipse the total meaning ’of.
the play, let alone for it to alienate his audience to the extent that

it might lose all interest in trying to understand the metaphor. What

hurt most was the accusation that he took relish in his own violence.

~

His own moral integrity was at stake--a surpreme irony since Bond is a
moralist above everything else. He admitted to Tony Coult that he felt
as though "he had been kicked to -death*1’ yhich, again Qith cruel
1r9ny, was .precise'ly how many in his audience felt. fhis chne in
Saved has been, in many ways, Bon‘d's Achilles' heel, continuing to
plague him with questions as to his intent, the meaning of the p1aj.

!

and his craft. In 1976 he maintained:

No.... [If] shouldn't bé too realistic. That's bad. " No, the
play should open out alﬁ} the while, so one has a feeling of
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the society outside.... [fhe play] shouldn't besshut up in a
room on stage.18 : s

Of his aggro-effect, he has said:
”»
R

[t is -necessary to show] it in all its horrible detail, so
that the audience can't apply their immediate response to
ft.... (maybe] a much more violent response to it, but then
you can analyse it out. ‘

If I write a play and some people are very upset and rush out
screaming, that is their right. Perhaps six months later
they will have changed their view about the play. I've tried
to tell...the truth....And that--the truth--presumably has
some moral value in this society. If it doesn't, then...the
theatre of rationalism has no meaning.

" Unfortunately, whep ‘an audience feels its senses are being assailed and

its deep_est sensibilities attacked, it either recoils ‘in hor:or or reels
in disgust. Bond was pleased when a few critics viewed the effect of

the mob as a 'chorus effect', and Gaskill took great pains, apparently,

to maintain the necessary control:

Al

I have seen the scene in rehearsal and performance get out of,
hand, actors become possessed, become genuinely sadistic; re-
hearsed' control has to be so rigid....I always work for the
thing to be as clinically accurate as possible., I suppose
that is partly a legacy from the influence of Brecht. When
you have a thing...whfth is extremely accurately written,  the
text has to be extremely precisely played, even in the moments
of extreme violence. And the orchestration has to be exactly
right. And in worﬂng 1ike that, what comes out is bound to
be very controlled. ,

1

-

At the same time, he was especially concerned that the killing be be-

lievable, . Af a tgach-in on Saved, Gaski1l explained how, paradoxically,

& “greater effect" co(u1d be achieved by incredible restraint in the

acting (rather than an emotive method-acting) for the violent scene.
N . ~ .

But 1 think Ropald Bryden correctly assessed the trie response:
' >

ar



I would have said that this scene was offered...as spectacle
for an audience to...think about...[but] audiences became in-

volved instead of__thinking.... [fThiS] scene unintentionally
became a ritual....22

-

Artaud wanted to réturn thea%e to its ritualistic origins by way

of a connection between spectacle and cruelty:

b

The theater is the only place in the world, the last general
means we still possess of directly affecting the organism and,
“in periods of neurosis and petty sensuality 1ike the one 1in

which we are immersed, of attacking this sensuality by pwﬁsi-
cal means it cannot withstand ....At first by crude means which

will gradually be refined....Without an element of cruelty at
the root of every spectac1e the theater is not possible....It
is upon this idea of extreme action, pushed beyond a}% ‘Hmits.
that theater must be rgbuilt. 23

-

Artaud Tooked to the stylized movements of the Oriental theatre as tﬁe
means by which to enact this form of ritual. Ultimately, the audience
was to feel purged in a way similar tcl)'modern psycho-drama. Bond, how-
ever, wants none of thils. In courting violent ritual within a quasi-"
naturalistic drama, he risks involving the audience in a psychopathol-
_ogical Qay rather than in terms of deep incisive social awareness.

The key scenég-“um‘ch follow the sfoning trace the éonsequences of
the murder within a series of rooms--Fred's prison cell, the desultory
flat, a cheap cafe. The interest is 'Iargé1yf psycho]ogica‘l\., Len visits
‘Fred in prison and admjts to having watched the stoning and either was
unwilling or 1ncabab'|e of stopp1pg it. Fred is ready to 1ie his way out
of the whole thing and is 1n§ensed at the angry mob outside the prison

who spat o) him as t;e entered. Len almost becomes involved in a seduc-
tion scene with Pan'@ mother Mary as he tries to mend her stocking.’
T\I):is in turn acts as a catalyst to —and ugly row between Mary and her
-husband ﬂarw, ironically ;.heir first words 1}|__rt\wenty years. And thts—

A
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incident is violent in its own right as Mary, with the full force of
‘year's of pent-up frustrations and rage, brandishes a tea-pot at him.
Pam s despair is hysterical and although Bond intends us to see all her
actions as monstrous, there is snmething pathetic about this empty,
needy child-woman. Len fis 1nvo'|ved in the row and narrowly resists

taking the butcher-knife to the old main.A Out of a11( this squalor, how- k
ever, Hanry begins to talk to Len and persuades him to stay. The 1°’1na1 |

mimed action of Len ménding the chair is for Bond “an act of moral in-

_ tegrity.**" Given the situation, it takes more courage to stay and

try to salvage something of value rather than run away.
/ If the "Oedipus, atavistic fury fully unleashed" (Appendix, p. 319)

personified by the stoning fis synlptomatic ofh a diseased society, the
explosion of inner frustrations w;thin the domestic scene presumably
\mirr‘ors the personal cost. (Eventually, Bond will want us to recognize
the "causes" of the disease). With this early p'la&, however, the domes-’
tic conflict seems to erupt and give some kind of release, whethef- it
could be labelled ‘cathartic' or not. Bond's exploration of the Oedipus
theme 1s'1ntendéd‘;. nowever, to &gve more radical rami fications. Oedipus
Rex, for Bond, "isn't a play about family trouble but about the disorder

w25

in society. Thus, Len's gestures would constitute an antidote to

the traditional tragic Oedipal pattern (Len s sexual mahnse, desire to

- help the mother, and final rapprochement with  the father). This

thematic consideration wou‘ld justify Bond's optimistic designation of
the.play as "an Oedipus comedy" (Appendix, p. 311). (Perhaps Bond also
1ntended\Saved to be a positive rejoinder to The Pope"s Wedding where

the Oedipus theme also arises, albeit more obliquely--the hint that
Alen could be Pat's father (Sc. 10, p.. 279); the sense of competition

A%



over Pat; Scopey'; nurturing role and failure to resbive his identity

-"crisis} his murder of the 'father figure'.) True, Len's restraint

prevents an Oepida1 conflict from ut;er1y destrqying what meagre rem-
nants of family 1ife remain, and this action together with his final
" constructive acilaré sav{;g graces. - But there are uneasy overtones
which seem_to‘fatu11y mark this family as one that is slated to per-
petuate 1ife's bottom finer Rather than signify the need and possibili
ity of change, Len's final act seems merely to redeem man's capacity to
engure. | \ _ |

& Ultimately, however, the stdning as ‘po11t1ca1 \petaphbr fails to
achieve the wider resonhance Bond intends, partlf bepause _thé social
~comment is too oblique, 1t§ causal Hinks too fragile, but pr1nc1p§11y
because the distancing devices of humoﬁr, split-focus, attempted 'choric
effect', music-hall 'turns' or vignettes, fail to counteract the naus-
éating impact of such excessive violence. Rather than see the mob as

typical of what- some pesple do when they act without restfaint as Bond

would have us do, we tend io dismiss them as a particular gang of street )

toughs; we know they exist, but we do not think.of them as touching our

own lives, nor do we consider that anything can be done abou; street

violence.
f
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e "Chapfér Three:

The Mixed Mode of Early Morning
Bond“wéu‘ld not return to the cont.einporary scene until The Worlds

(1979), a Hitchcock-type thriller about urban terrorism, striker‘s and

§

corporate 1ife, In his next eight full-length plays he would manipu-

- late time and space with various distancing guises--a'llegoiy’, legend,

——

from his point of view and experience.

"Edwardian" comedy; historical epic, Brechtian "'Lehrstu"cke"-'-'ln order
to theatricalize his political métaphof's and moral dilemmas.

The first of these, Early Morning (1968), 'deserves a chapter 1in

itself since it is unusual in Bond's canon. The audience gradually

realizes that Arthur is the central character and everything is seen

L The action takes on a

‘grotesquely bizarre and savage nightmarish quality as though i t' were an

early ty"rning dream from which one has to awaken because the imaginings
are too horrific.? gond apparently intends some kind of synthesis
between the visionary realm and the socio/pcﬁiti cal world of experience,
But the subjective element finally overwhelms any political objective,
The. play dpens in the da‘nk,‘murky corridors of Windsor Castle whére
plots of treason and schemes"to l1iquidate the unruly popul;%e are
hatched according to whim but with a’ shrewd eye to ma‘int'aining the

facadé of legality and decorum:

DISRAELI (.d I've decided on hanging - that will emphasize our
respectability. I'1) keep the numbers down.

ALBERT. How many? .

DISRAELI. We don't know al1l our enemies till we start. So far,
eight hundred and thirteen.

T AL?§§1)‘3 Ml]ake it fourteen. People are superstitious. (Sc. 1, p

J
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Thus begins Bond's black charade of power politics amongst the highly-

born. The leaders of the Victorian eétab11shment dutifully appear ™

correct]y garbed with the utmost propriety--the Queen in starched frg;k

and 1ace collar and the gents in morning coats. Bond proceeds to rip

off their masks-of civilized veneer and expose the murderous intent of ™~

£

the gangrenous society which they have created. During a garden party,
Queen Victoria is not content to poison her husband and see him writhe

in agony but strangles Him with her sash. "She makeés yer piss run
N

cold," one soldier later remarks. Her lust for power is matched only -

by her sexual 'greed as she rapes F1orenée Nightingale after betrothing
her to her Siamese twin-son George. .7The Royal Mafia is opposed by the
people's G1adstone whose tactics include teaching with deft, ministerial
aplomb the most efficient methods of butchery: "The sefret is: move
from¥the tﬁigh an' let the weight a the tool do the work® (Sc. 8, p.
172).

- As the political farce darkens, the play's central theme of twinship
develops in the person of Prince Arthur, thg_Siamese ha1% with the

heart. George is accidentally shot and a reign of terror begins envel-

oped in an eerie, other-worldliness as Arthur drags first the skeleton-

and then the skull of his brother through the war-torn landscape.
Arthur goes mad, joins Victoria's camp and plans a strategy of mass
extermination. The corpses, plebian and royal, are revived in a
cannibalistic "heaven" where they mutually celebrate a gruesome feast
off one another's 1imbs. What is left of Arthur rebels in the form of
a laughing head (the rest of him has begn eaten), but he finally arises
majestically from his coffin, myster1ou:1y whole. ‘

The statement, "The events of this play are true" (p. 136), pre-

faces.the work. (One might add the events and characters are “true” in
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“the first semi-clandestine performance, directed by William Gaskill at

[

-

t'he speci/a],{en\s_e~ that they "'funct'lon ;s analogs to contemporary '&att1q-
tudes, values and social problems.) For those who took Bond T‘I'H".eral‘ly.
however, and wer;a shocked by his ﬁorrific attack on venerable institu-
tions and conventional morality, it hit too c'lose‘ to the bone and
incurred the wrathq of the censors. At the same Tctime,, thg savage,
fantwast_ic incidents, which 6ccur in a pervasi\ie, gﬂremj-turned-n'l ghtmare’
atmosphere, 1invite the surreal tag rendering them pogticq'ny;

Y
harmless. - At Teast that was the opinjop of Mértiq Esslin who reviewed

" the Royal Court:

"

writzen almost as free association, it 1ies half-way-sHetween
dream and daydream. It dis, therefore, positively inviting
psychoanalysis....Nothing that 1is stated in the vein of
fantasy can possibly tEreaten ‘the foundations of real in-

stitution
existent.

€

3....As a political pamphlet Bond's play is ‘hon-

s
4

Essltn reca[itegi somewhat after a second viewing, saying " the events
are .true 1nsofar: /as they m‘i rror ;stabH shmént politics and history as
they might appear to‘ a child...."d Esslin  had 171'\“*m1nd the
working-class child who could dimly fathbm the language of battles and
war§ taught in the usua] history class. Esslin stayed with his initial
Freudian 1n1'.e|r'p|"e1;a'1:3lo{;ny of the central metaphor of cannibalism as;
attributable to oral eroticism in the first stage of infant sexuality.
_Ronald Bryden quarrelled with William Gaskill's spare Br‘eéhtian
approach .which is more apt fqr’\ play "making a logical statement than
one “trying, this does, to impose a «vision.” Bryden would have
preferred “de»visual fantasy, and more farcical e]aboration.”6

Katherine Worth coined the term "surrealistic pantomime* to account

w i
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for the nature of the play. Thinking particularly o¢f the “angry

gleeful ghosts" of Bond's ."heaven',‘“ she finds sucl{ an  approach

appropr‘late to express a vision with so much child' s directness 1n,

it"—-a kind of cross between William Blake and Lew'ls Carrbl'l 7

As varied as these responses are, they nonetheless attest to the
play's theatricality. - Bond is offering his- spectacle,, no matter how
gris1yo, as “entertainment.“ But all the critics stressed the play's
fantastical element, its unreality. ' |

Bond however, would have us understand that the- coancts and

viol ent action unfold according tc a dialectical process mneev*ned with

the freeing(? Arthur in both personal and po’l1t1ca1 ter‘ms.8 and not.

S
according to r'andom wild images thrown up from the subconscious relat-

ing only to the intangible realm of dream and fantasy. (The p11{ com-
prises twenty-one scenes. Bdnd suggests playfng it 1n three or four

parts, with intervals after Scenes Five, (Ten), and Fifteen. 1In sub-

. sequent discussions of the play, Bond distinguishes’ three acts: Act

One {Scenes 1-5) sets forth the problems thch Arthur faces; Act Two
(Scenes 6-15) shows the pressures which drive him mad; Act Thr'ee (Scenes
16-21) reveals Arthur's new understanding. In my discussion of the

play, I shall observe Bond's "Act"' jvisions.) The grotesque image of

haat ¥

4

the Siarnese twins is emblematic “of rnan imprisoned per‘sonaﬂ_y by ther

false social self and by the walls of \the mind closed to reath, and

wéh trapped in a hollow, v'lcious society which perverts human potent1a1

and paralyses thg will. The violent physicaT imagery of4cannibalism is
N S

1ntendedﬁp§)ﬁnction as a metaphor of man's dealings with man in -a

society which s slowly eating away the last ‘shreds of human decency

| and churning it up 1n'to,mé self—pe;petuatfhg cycle of violence and ex-

¢
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ploitation Bond exciaimed in an interview: "We say ‘'Cannibals? God
- that s a primitive state but not at 911; cannibals are much mbre._ .
civilised than we are, beCause if you eat somebody, it's some sort of
Wymagical nonsense but it makes some sort of‘sense, more sense than the
sIaught.ering holocaust that for 1nstance I have 'Hved through, which
made no sense at a11;*10 ; oo
s - Ln formal terms, Bond argues that "the play works rot by fal'lingj
under "a weight  of symbolism and. psychology, but by telling the
theatrical story of the play ih terms of theatre - and then the
audience will .learn from it...." The director shou{d emphasize this
“theatrical learning" and‘ not just the "theatrical experience.. el
The rflovet;ent towards "theatrical" learning led Bond to expem:ment
with a much more compTex and wider range of distancing techniques than
the confines of naturaHsm allowed. After the scathing attack on Saved

which seemed too “real,” it is not surprising that Bond chose to work

with em1nent1y theatrical tg_ghj'lquesffn ‘Ear]_y Mornipg. He wanted to be -

/ taken seriqusw as i dr.ématist and not a sensationalist nor a writer of |
one-level plays, and®the demonstration of the techniques of his craft
)as one way. Stylistically, the choice of a "panto format" allowed
. Bond to encompass the extremely a11enated mode of the é'qmic grotesque
and its compafiﬁles--m’acabre humour and the vulgar comic--and at the
same time to overiay it all with the patina of a nighunarjsh fairy-tale
Sprink'led with ghosts and. the supernatural in order to deal with the
© . extreme states of ps,ycho'logica1 and sociological alienation. . (“Panto”

Y
. also has wider socio-political ,,1mp11cat‘lons )12 It also meant the

¥

appeal to a wider audience, or a newer audience comprised of the young

and of the working class. And it allowed freer expression of the nausea .
\ - \

v



and contempt Bond -felt for the social 1n1qu1t1es— of the present

system. It appealed, no doubt7 to Bond's sense of the comic to revive -,

something of the medieval zest of the pantom'lme and 1ncorporate it 1nt01'

. "the present safe, conveﬂtionﬂ panto format in order to challenge the

¢]

A\
Status quo. and- profoundly question trad1tiona'l nprath. In general,

the r'ad'lcal use of such popular theatre techm‘q‘ues in a deeply serious,:

committed work upends all aesthetic categories. ~

;o4 e

Further distancing teoﬂﬁques which are intended . to re1nforce the

p]ay s ‘dualism include the use of allegory framed by parody and 1rony,

thbe.use of historica] figures set in a quasi-mythical time which upsetsl

initial expectations of a t'lcty historicaﬂ farce; the use of abrupt
anachronisms which frequenﬂ y sp'lice the dream world;* and the ."surreal"

spl 1 t-character device.
S

X4

In adopting what he termed a "surrealist style,” William Gask 111

claims that

one of the essences [of s$;ea11s@ is that you use realism
quite consciously. It's, the 'juxtaposition of elements in it
- which is startling....If you do it realistically, then it has
the quality of a drelay because things happen in a rather

- ~—matter of -fact way.
This strange conjunction of the real 5’% unreal is intended to serve as
a( convention of estrangement, or a'means of confronting the audience
with a startling new perspective. The incredible “fact’ is refracted
“n the 1ight of ‘the phant'asmagoria and terror of childhood. Time (and
1dent1ty5 remain fluid, open to the 1mpessib1e and the .marvellous.

[

thereby eﬂhz?ncing the thematic bu}'pose of the play's movement towards

insight, growth and change More subt'ly, the enactment of the impos-

sible becomes the supreme theatrical gesture which serves a subvers‘lve'
- b
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philosophy geared towards revolutionizing human consciousness.

The
o

problem, however['is that the emphasis is upon the intuitive grasp of

realftyétjtﬁ a concomitantly strong abpeal to the emotions and imagin-

ation. It 1s thus a more appropriate means to convey the character's

inner state than a mode which expands “Qutwards to an objective,

crit-

ical, rational understanding of the intended socio-political allegory

and the under]ying causes of deviant behavijour.

Bond S b1t1ng social comment is initially contained within the mood

.of.straight farce. Albert visits Arthur in his bedchamber to persuade

him to secretly join in a coup to first oust his mother and then

Disraeli in a counter-revolution:

kl

{Xour Mother] should have been a‘prison governess. She's
sof people. She thinks they're evil. She doesn't und

afraid
erstand

their ergy. She supresses. it....You must accept responsibil-

ity.. ‘m not doipg this because 1 hate. your Mother,

Hate

destrqys, I want to build. People are strong. They want to be
used - to build empires and railways factories, to trade and

convert and establish law and orders...] I can't do this
That would be tragic. (Sc. 2, pp. 140-141)

This false rhetoric which seeks to justify coercion and ekaoita

PN

alone.

tion in

society at large is echoed in the private sphere. gpnd delays the

visual shock of the Siamese twins until Stene Three when the Queen

delivVers the royal pronouncement. of the forthcoming wedding of

and Flo in order to bind the country as §equre1y as the 1mbr

¢ i
line of royal succession which began at Stonehenge (Sc. 3, p.

Of,éourse this will call for some slightrgersona1 adjustment.

George
egnable
144),
But the

//E;hntny must come first" (Sc. 3, p. 145), ' she proclaims to Arthur.

Bond's mordant wit gives a satiric ehge to the freakish image of

grotesque coupling. " This 1e1tmot1f of sexual exploitation hints

wider public corruption and waste of human energies.

¢ -

»
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at .the



Up to this ‘point id the play, Bond maintains a Hg%tness of touch
with the panto eircus quality of broad physical effects and ludicrous
§ro£esque. One twin wants to sit while the other insists on stand{ng.
Arthur insists that George eemper his ardour for F'Io:'”)"Don‘t get too
excited. It's bad for my heart" (Sc. 3 p. 146). The effect is bizarre
enough to provide 1r:tr'lgue and yet funny too. The sense of George as
the soc1a11?éd ‘version" (Bond s term) of Arthur is, however, really
too oquue. (One detail, for example, is that George is the dne who
is in secret league with his mother receiving 1ittle notes about state
matters, and who dutifully complies with whatever role 1is assigned
him.) On a more profound level, the unnatural symbiosis of the twin-
-children hints at a connection with the bicamerah‘mind" theory and its
impHc\a%ions in terms of- the evolving consciousness.]4 Not unti}
Arthur assumes center stage in Act Two, however, does the full 1mpdrt

of the divided se]f come through -
. ,
The fantastic macabre adventure wh1ch follows, therﬁ‘aptica'ﬂy 1inking

the schizoid split of competing selves with the perversely competitive
spirit emongst n;en, and prefiguring the giant metaphor of the last act,
is presented as a gross buffonade. Queen Victoria in black hanging cap

- 1s presiding over the. trial of Len and Joyce who kt1led and ate a man

"shoving ahead of them in a movie queue. Comic ‘music-hall notes trans-

form the macabre #nto the farcical. In the manner of a hen-pecked ’

husband and .wife act, Len and Joyce argue over the correct evidence:
JOYCE. (L.J Well, next thing this fella's pushed up in front.

'E weren't there when we 1ooked before/was ‘e?

LEN.. Never looked.
JOYCE. - Don I always tell yer count the queue in front? That
could 'ang yer.. .

(
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LEN. ‘E -
JOYCE. 'E crep' in with 'is 'ead in 'is paper. (Sc. 4, p. 149)

A lurid mini-melodrama ensues as the Lord Chamberlain produces a

b'lo'od-staiﬁd newspaper and Joyce, after disputing the correct edition,

.sniffs and recognizes the dead man's blood. Finally, Len has the fioor

-

and delivers this"Hvely gruesome monologue:

Look, we're stood outside the State for 'Buried Alive' on
,'Ampstead 'Eath - right? - me gut rumbles and there's this sly,
bleeder stood up.frontewith 'is 'ead in '1s paper - right? - soO
I grabs 'is ears, jerks 'im back by the ‘ead,-she karate-chops
'im cross the front of 'is throat with the use of 'er 'andbag,
and down 'e goes like a sack with a 'ole both ends - right? -
_and she starts stabbin’' im with ‘er sti etos, in twist out,
11ke they show yer in the army, " .51 an then™' e don't sa_y no more,
juss bybbles 1ike a nipper, and” I takefthis ‘andy man-'ole cover
out thé gutter an drops it on 'is 'ead - right? - an the queue
moves tup one. (Sc. 4, p. 150)
The handling of hideous physical details by means of macabre humour
played out in a broad vaudeville style sets up interesting tensions. We
are invited to participate 1mag1nat1ve1y in the hormﬁc event as though
1t were happening now and yet the comic distancing strives for a certain
spectator objectivity and acts as a buffer against. the stark horror of
cold-blooded killing or blatant sensationalism. One production noted
by Katherine Worth played Len and Joyce in drag.15 playing the comic
distortion to the hilt would keep it well within the panto mode. And
stylistically, (although there is no textual basis for it) this pl oy
would forge the 1ink with the rape of' Flo and the shifting of sexual
identities as she subsequent\y appears as the Queen's "principal boy."
And yet, {f the incident 1s taken mere1y as outrageous farce, it
acquires the element of escapism. Bond attempts to offset the imbalance

of the unreal ovértaking the real in Various ways. The anachronism of



-

' 1:.he reference to a modern violent movie (and other anachronisms through-
out the play) are, for Bond,” "like desperate facts."V® 1y s the
"ordinariness" of the action in Ithe eyes of the characters which affects
an uneasy 1aughter mixed w:ith astonishment and horror, and it is this
disturbing response which should shock the viewer out of a numb response
toward violenE} in a ;ociety where passionless crimes are 2s ordipary as
1ining up for a bus and going to a movie. The suggested social causes
are harder to credit. (Katherine Worth points out that the irritations
and frustrations of overcrowding in modern urban living 1s:a particular
phobia of ’Bond's.”) The supposed notes of "social realism”.injected
thrbugh the absu\rdly conic are hilarious in a preposterous way, but are

too absurd- to be liéﬁeved. For example, Joyce tells her side:

I know I stripped him. I kep' 'is knickers on. 1 don't ‘old ..

with this rudery yer %et.(:.g Still, it makes a change. Yer
don't know what t' getNin for a bit of variety. 1 suppose you
don't ‘ave 'ouse-keepin problems. (Sc. 4, p. 150)

4

The intended confusion of moral sympathiés is presuﬁl_ably compounded by
the sudden serious turn. In a scuffle to sepgraté'Len and Joyce who
bravely sing a moritat duet, Arthur sees fhey are haq‘dcﬁffed'. a mirror
: ton his own state of being.. "This dim recognition prompts him to bédger
Len as to why he kﬂ]ec!: Len furiously .kicks the dead man's clothes
onfo Arthur- shouti:ing,%l got a right a be guilty same as you." The
dra}:ing of the clothes o;ej(r'thur serves, Bond claims, tp l1.mp1+cate
him (and us, the audience} in the larger social problem. Bond offers
this, explanation: |

Arthur is Yegally involved in the court that tries Len. The

Len who appears in Early Morning is of .course the Len from - .-

_.—--Saved, and the trial...is Tn fact a trial of the whole play.
Saved, seen from Arthur's point of view, which is morally .and
emotionally more developed than it was when he was called Len

. 5.
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(in Saved)! So I meant \v.his scene to be a deliberate Tooking

back at the earlier p'Iay Len -~ Early Morning stresses the

identity between himself and Len-Arthur by kicking the dead

man's clothes over Len-Arthur - trying to ‘clothe’ him in the
A murder scene off-stage gnd also pointing out that most of my

aggressors are also v1c gmt it's appropriate they
. should wear the dead man's clothes.!

£
It is questionable whether the reader can forge these’ subtle links
without Bond"s help. But fhe_import,ant notion of responsibility

/ﬂecessarﬂy bound‘u/; with freedom does come through. The scene closes
on the chﬂHng.note of Arthur's feeling he has eaten too much and
Flo's scream off stage. dThe 1ma§e of cannibalism carries through to
the segtuﬂ metaphor of a lesbian rape. '

The final scene of Act One opens with the oristos' oicnic,
| perversely appropriate after the macabre fun of "noshin it around.”
The prelude to the afternoon's entertainmeit is F]o's distraught

) apnearance announcing dead-pan to the audience: \
I'm chanoed. Queen Vic.tor“?a raped me. I never dreamed that
would happen. George will know. °I'11 disgust him,..I've
" started to have evil thoughts. Her legs are covered in shiny

black hairs. (Sc. 5, p. 155)

“ The complex responses which the satiric grotesque .arouses work to won-
der:ful effect here. It is a funnily shocking moment because of the
grotesque combination” of a violent, sexually charged.action presented
in farcical terms. The flatly written lines defuse easy psychologial
emotionalism and as we gdsp with laughter, we feel simul taneously the
) horr"or and cruelty of Flo's predicament. The gross coherence of .the

; — images of severed 11mbs hacked to pieces and the devouring ‘of human

i - flesh. and the tearing of flesh: by rape (and the particular connotations '

3

of a lesbian rape) perversely enhances the theme of human beings r-educed ‘

Wy gl g
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to o!g:]ects to con;ume at will, Flo pecomes a playful pawn in the lethal
game of personal aggrandizement and power po‘litiés.

In the persona of the Queen--this monstrous spide?—woman who en-
snares and efficiently controls all in her orbit 1ike the fh;ignifjcant
flies she swats and methodically counts throughout thf picnic--Bond

concentrates his acid comment on the corrupt, decadent, eHﬂst _social

.

structure. She represents at once the obscene distortion of the -

nurturant force of mother, family, and the civilizing forces of order

and humane conduct. No wonder. some critics have seen her as a modern

'Ubu Reine'.

One production which emphasized a darkl _y.symb(;Hc reading was Peter .

Stein's (Zﬁ?‘ich; Schauspielhaus, 1969): -

\ -~

VictorXa sat on an elaborate throne, like a tennis umpire's
chair perched on a ladder, in a room of melting architectural
shapes, with seemingly organic and sinisterly womblike walls,

In the garden-party scene, the actors were dwarfed by a
gigantic folding deck-chair extending up into the f"Hesg which

became successively a gallows, a mountain, a mausol eqm.’
For one critic, this "grotesque and fantasti cal" setting "with distorted
perspectives and St‘Jrr'ea'l'lst'lc effects" produced' a "hallucinatory 1llu-
sion" and shifted "the play's viewpoint to ‘{nside the mad world,  so

that Arthur's insanity became its norm,*20

This interpretation would
forge an easfer transition to the -grotesquerie of Act Two. In Bond's
text, however, the sole props are the huge\picnic hamper,ﬂand the

Mie-ta’lkies the plebs use to ﬁer'lodicaﬂy report, "Dead Queen to

" base." Again, Bond-needs the distancing mechanism of the anachronism

(the walkie-talkies) to have us make the connection with the “real®

. beyond the farcical play-world. Thus, the emphasis 1s on the {solated

» - /Y

. object and the action which is offered for our political judgement., A -

-
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second distancing device designed to make the audience think in terms
of wider tensions is the mul ti-focusing of events. The mad-cap action

in which several things happen at once--shoe\fetish'lsm. whispe;‘ed

homosexual “endearments,” Albert, who is now poisoned, writhing in

agony--is presented as a 'bawdy political burlesque, but the 1anguage is

lethal. In the confused struggle to kill the Queen, George pulls
Arthur towards Len's dropped pistol, while the Queen comnand_eers

Disraeli's rifle and fumbles with the catch. Suddenly a shot rings out

from within the mélée of Arthur: (“:eorge and\Len.\ The final portrait

encompasses the grotesque image of Al;thur wincing with pain as George's

,bloodied head slumps on his shoulder; Lord Menning in the throes of
death murmuring, "Shoe, Shooe, Shoooe;" the Lord Chamberlain formally

boﬁ'lng his exit exclaiming, "My Jjob 1§ to serve. the head of the

+

country. But who dis the head? Uncertainty always leads to °

ineffectiveness. 1 shall go to t;ed for a few weeks.[-.7]" Dfsraeli has
the last word, "“The day's catch?" (Sc. 5, pp. 163-4), which is
precise)y Bond's poipt. Human 1lives are equated with the rotting
’;arcasses 'of dead birds that the aristos' have kﬂ‘led for sport.

In Act’Two, the play moves 1nto a- ghostly o~r'bit. With George's
death, Arthur PHeves he 1s fi na'lly free and falls into a deep sleep.
His waking in the morning' launches his journey into the ‘dark regions
of the mind, a mirror of the distorted forces at work in the larger

landscape. We are“pgﬁgressive‘ly confronted with the chilling, grotesque

spectacle of George who shrinks to a "ragged epeu‘lette“ of skull and

. boneg and finany only bones (see Plate 4). Bond incorporates various

'd'lstancing mechanisms in the attenpt to make manifest the soci al dialec-

. tfcs in counterplay with the powerful 111usi/['lst elements. In the man-

- R~ ' - , .
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ner of an allegorical quest, he has Arthur act as a kind of witness to

.the moral chaos and insanity around him. The events which he

"observes” in his lonely wanderings are really more intense combina-
tions and ‘permutations of the incidepts in Act One. And at each
Junc;ure, Bond continues to p?ay out blacker variations of the comic
pantomime which he established in the first act. For example, music-
hall humour coarsens and yet gives some zest, albeit perversely, to the
mob lynching scene, as well as, presumably, keeping the episode rooted
in con‘crete. matéria'l existence. And he pulls the audience back *
sharply from both the ugly violence of the lynching anci Ai'thur's
increasing madness with a moment of devastating satire. Florence, who
is now completely metamorphosed ("walks and talks as John Brown," [sc.

9, p. 175]) has the Lord Chamberlain after her: “What's up that kilt?

[ I can introduce you to a lot of nice peopie" (Sc. 9, p. 177).2]

But the allegorized "reality” is either too wﬂdU surreal (Victoria

resurrecting George with the po\er of a sorceress), or too fanciful

"(Flo as John Brown), or too arbitrary (Flo playing with a dangling

corpse as the “first hangwoman in history" or dispensing sexual aid to
dying soldiers at the front),-for its effects to &e felt in the real
world. <_ S ‘ | | | |

Finally, the d;stanc"lng elements are at complete variance with

the personal moocf of lyrical terror as Arthur assumes center stage

‘alone and speaks his anguished thoughts to George, his skeletonl

coman'lon. while he feeds George's bones to the starving dogs. The -

grotesque mad 1magery.\ in {its suggestive appea'l to the emotions and

imagination, dominates for the remainder of the Act:

« I know 1 gave.ﬂdr clothes away. They were beggars. They'd

T



been fighting. They were cold.[..] We'll take turns to sleep.[..J
(Softly.) Don't st,are}.r_t.. Is it someone we know?[;.7] (ARTHUR has
accidentally uncovered LEN's face. His features are blurred. His
‘' halr_is plastered. He doesn™® grin.” His eyes are shut. ARTHOR
turns and starts to walk back to his box. He stops. LEN’ has
. ‘spoken Yo ﬁim.SF..:]. Could we sit with you'fljf.:"! IT's nice to hear
?L'—T‘mﬂ"ome n gent” conversation. (He looks at GEORGE., In tears.)
[c.] I pretend he hears because I'm lonely.r..7} I'm a Timited
person. I can't face another hungry child, a man with one leg, a
running woman, an empty ’house.l_‘r. '_‘{ I don't 1ike maimed cows, dead
horses, and wounded sheep. I'm limited.[..7] 1 talk too much -
D'you dream? - So do 1. D'you dream about the mi11? There.are men
and women and children and cattle and birds and horses pushing a
mill. They're grinding other cattle and people and children: . they
push each other in. Some fall in. It grinds their bones, you
see. The ones @ushing the wheel,”7even the animals, look up at the
horizon. They stumble. Their fdet get caught up in the rags and
dressing that slip down from their wounds. They go round and
round. At the ‘end they go very fast. They  shout. Half of them -
run in their sleep. Some are trampled on. They're sure they're
reaching the horizon ....Later I come back. There's a dust storm."
White powder everywhere. 1 find the mill and it's stopped. The
Tast man died half in. (Sc. 11, pp. 184-5).

L

This horrific vision of the pending holocaust, linked with. the vicious

wheel of exploitation by which men justify their existence, is one of

Bond's most telling poetic 1mages.22

Profound despair spawns the
i1logic of nihilism. The 1inner schism widens until, it finds f{ts
perverse expression in the ultimate political solution. Arthur, {still

attached to George, but "a leg, an arm and.half the r’(B'E':r:gr qone*” [Sc.‘

12, p. 1887]), assumes the responsibility of becoming the gv&“t trai tor
and plans the most grotesque gamé of all. Hitler's vision was 1imited;
he killed only one side (Sc. 12, pp. 186-187). Man's new weapon of
consciousness i:anf-’do one 'bgtter. The mass suicidé 1; pres};-nted as a
bitter pantomime--a savage indictment of Htua‘li'zed. violence. Arthur's‘,
tug-of-war has Victoria's side and his own positioned -at opposite eﬁges
of a precipice. At a given signal, Victoria's side drops. thé rope
causing the other side to collapse. Human nature being what it 1'5.

" Yictoria and her men rush forward to witness the destruction only to be
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(I should say haunted) by ghosts.in chains,"23

.
.
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decimated in turn as the precipice gives way. As Artﬁur descends the

cliff and prepares to commit suicide himself, one notes that "he  has

5] B

Tost the skull, but the bones are still on his shoulder (Sc. 15, p.
195). Suddenly, a line of ghosts in black cowls is seen to move
towards him. Seized with terror, he s;hoots“himseH’ only to realize the

ghosts are fastened together, "1ike a row of paper, cut-out men." He

screams out, "No. That's a lie! No! I killed you! You're free.

[veeeeeeereinst] 0 godt The pitl The pit: Give them the kiss of
1ife! Him! Him! (Sc. 15, pp. 195-6). It is a powerful moment, made
even more disturbing by the grotesquely macabre sight of Arthur
struggling to breathe a kiss of life into a dead man's mouth and
m;tting his hand on his head to give blood to the corpse. Even more
horrib'le.mgeorge is suddenly seen to refasten himself to Arthur. We

are left with Arthur's eer'le,"low moans, "No. No. No. No. No" (Sc. 15,

. P 196). Thus, the pivotal point of the. p'lay's turning action is

Arthur's intuitive, emotional grasp of reality re\i}l‘led to him in the
state of supreme madness. Bend sees "society as a ‘wilderness inhabited
A

Act Three, which is set in “"heaven," addresses itself to a utopian
glternaﬂve dimly hinted at by means of theatrical irony and grotesque
parody. And it is in the final act that Bond makes extraordinary
demands or‘l the audience in both emotional and intellectual terms. The
sudden shock of cannibalism literally enacted is such a gross assault

’ 3
on the senses agd nerves that one reels in revulsion:

LEN runs downstage carrying a leg. It is torn off at the thigh
- dnd st?“ wears Tts _sock and shoe. The stump Is ragged and

oo e crowd Tight round him |1ke sparrows.

6 pP. 1997 lSee Plate 5. )
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" The ‘exéessivew -graphic depiction combined with Arthur's ‘i\ntenseTy' felt

" moral .crisis s so umnerving that it becomes almost cruel in an Artaud-

ian sense and fights Bond's intentﬁ transcend Artaud's submission to

the "cruelty and darkness” of freedom. b

Whether the principal distancing sfrétegies which Bond offers,

hame1y the radical juxtapos1tion of the disparate modes of macabre
e
humour, parody, agd the surreal, ensurelsufficient 1everage to balance ~

/

the enormities presented depends,, to ‘'some extent ;at least, on the

production apprgach and on the viewer's tolerance of horror. Gaskill
i

agreed with actor Jack Shepherd who descrihed the third act as "pure

Magritte": "it s absolutely true - strange things, 1like somebody

holding a leg or an arm; and the thing is very cold like Magritteﬁ.‘ It

gfsn‘tj ‘sensuaT,‘ it's «rather a clinical qua1:it,y.“24 Ruby Cohn has

: "d1aboHca11_y comic fable.

wri tten oﬁa’éond's "comic brilliance” in this play, terming "it a

25 But the violent. enjambing of" such a

/

’cpude means to concretize the metaphor together with a macabre humour

'so perverse as to border on the sick, .lead to Arthur's tormentea cry,

"0, God let'me die" (Sc. 16, p. 199). 4

P

Thé . problem 1is that Bond is jugang so man_y levels of reality

through such extreme1y incongruent theatrical phﬂosophies and ‘'modes.

The image of inan c'bnaemned to perpetuate the living death he had

1n1t1ated on earth suggests a tragic view of life. To dgny ‘the roots

“of copmunity is to be 'Ieft with sheer need and t]unger beyond any human’

. . R ’.
quality. Bond needs the conjunction of the comic elemgpt to suggest 2
view of 1ife contingent upon .social reath‘\.“" One 1s,§expected to 'd'lgest,

- at pthe mment’of thd 1u_lnedjat_e emotional - impact, thé notes of savage

. t . i
irony. In this "heaven“ that V'lctqr?a pronounces clean, gp&d and just,
' = N ’

L]
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all are seemingly "treated as equals--Len- has moved to the top of the

~ Queue, and Victoria prides herself on her "common touch" --"Put the nosh
, v

on the Hd boys" (\§’c 21, p.,222),. ’

'At the same fime a cqynter-:moyement forms in the vision of Arthur's

"rebellion, and a strange.’ haunting beauty shines through the t‘iorro,r.

pulling in the-opposite mood to the goulish antics. In Scene Twerit,)".
Y, S ¢
for example, Victoria is looking for Arthur's head which is cozily en-

sconced under Florence's skirt. The play veers between Arthur's

touching poetry which evokes surreally:an erotically charged universe,

and Florence's "smgcks...wriégles; §rimac‘és“ and g'roteéque'ly comic walk:

ARTHUR. ... They've cut off my body = but I'm alive. I could
¢ - .  make 1ove to you now. 1 can feel it. Hard. = -

#6600 00000000 sos0e B 00000

"I'm like a fire in the sea or the sun underground. I'm alive. -

K1ss me. Lift my- head in your hands and hold it in your mouth.
then it will be all right. - |

) L I BB B I B U I R I S B B BN BRI R B A BN

VICTORIA. You don't just lose a head
(Sc. 20, pp. 215-216)

L
1 . »

F'lo, egged on by Victoria to do jumping Qxercises to re'Heve her head-

ache. stumbles backwards and falls over the picnic hamper The stage

_directions read:

L

X ( €. She falls with her  feet in the air. VICTORIA sees the

: head between her Tegs. She grasps FLORENCE's legs and holds

v . them up. She twists her head round so that it is Tn Tine with
ARTHUR"s head.) {(sc. 20, p. ZIB). "

George screams, “"Meat!" (Sc. 20, pp. 218-19) and “puts the head under
his Jicket“ and "runs upstzg;o!‘."26 One is reminded of the macabr‘e but
funny popular British song, “with her head tucked underneath ‘her arm/

She walked the,blvoqdy tower. " %huﬂarﬂy, the final image of Victoria

1
-

—
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" _ extracting the iron fillings of her teeth to nail down the coffin of her

rebell{ous ~charge is hilarious in a hideous way. Depending upon a

variety cf factors, either the terrible and the comic are held in mutual
il
tension or’ the comic distancing is grossly at odds with the major

v1s1onary element and Bond's profoundl'y subversive moral intent. We

*

—

are, at the peak moment of high farce, to understand how Arthur's//

¥ movement towards freedom is ironically theatricalized in the image of

his laughing head. In an earlier version, the head was graphically

described by F10§ ""l"here are blacklines round yo “eyes and mpilth.
Your,skiri,'looks 1ike cloth" (Sc. 20, pp. 108-1 27 The visual
signs which Bond has! depicted in careful stage directions throughout
Acts ‘Two and Three (the gradual "whittling down" of George to skull and
bones, suggesting in an ironic inversion Arthur's growth towards whole-
ness and cha;xing in his reduction to . a voice)?® now cohere into a
ktrange1y disturbing image of the birth of a reified consciousness at

once primitive and futuristic. (George bites twice into the head, and

each time Arthur "laughs 1loudly" [Sc. 20, pp. 21'8-215] ). The moment
that George "runs back in with the head "half-eaten” (Sc. 20, p. 219),

he feels ho more pain and is, thereby, happily reconciled to Victoria's’

lobotomized "civilization"--its dictates of social control, and 1ts

v

supposed ultimate reward. K Thus, this vision, together with .Arthur's

final "r'esurrect'ion." silhouetted against the perver,selly“parod'lc spec-

tacle off the “"Last Supper," and the image of Florence off to one side
shEddinIher first tear,: envisage man's fﬂ aim to a freedom of the will,
the 'lmagin?t'lon and thg spirit, Man's true spiritual e'Iemen; 1ies not
fn redemption or salvation as in the sweet fairy-tale land of V'Icforian

_—

pantomime, but in the—jimginativejcai/qcity\*ttrenvisdge change, a sur-

v
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reaHstic .capacity which is both terrifyﬁg and marvellous. The close
is not cathartu:, rather, it is ﬁrofoundly d'lsquieting The sense of

-

tr'ue freedom, of necessity. involves the pa1n of tife which demands f“f

responsibﬂity for one's fellow man. e .
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Chapter Three Endnotes

S

-

1 Bond, quoted in A Discussion with Edward Bond," Gambit, 17
(October 1970), 15. ( —_—

2 There are varying explanations of the title, Bond obviously

intends early "mourning” puns. Hay & Roberts gloss .the development in -
Arthbr as a change from a “premature mourning” vision in Scene 11 to his -
"early morning" in Sc. 21 (Malcolm Hay and Philip Roberts, Bond: A -

Study of his Plays (London: Methuen,-1980), pp. 76-77). Or, Victorian
England 1s our ‘early morning from which we are "still awaking” (Arthur

Arnold, “Lines of Development in Bond's Plays,” Theatre Quarterly, 2

(Jan,~Mar, 1972), 17). /

3\ A1l parenthetical, scene and Eage r_‘gferehces are to Edward Bond,
Plays: One Saved, Early Morning, The Pope's Wedding (London: Methuen,
AR ' o ‘ /

1§53)4 «2“5""‘" Esslin,. "A Bond Honoured," fﬁs and Players, 15 (June
’ . 4

5 Martin ésan, "First Nights," Plays and Players, 16 (May 1969),

6 Ronald Bryden, "Bond in a Wild Victorian Dreamland,” The .

Observér Review (16 March 1969), p. 26.

7 Katherine Worth, Revolutions in Modern English Drama <{London:
G. Bell & Sons, 1972), p. 175,

8 Bond's reply to Arthur Arnold, Theatre Quarterly, p. 105.

» 3 phd, quotéd in Gambit, pp. 14-15.

10 Ibid.. P. 013(‘ ) ( 1

n Bond, quoted in Bond: A Study of his Prays, pp. 83-84, -

. ) #
12 Historically,” panto .derives from the medieval harlgqiinade,
noted for his fantastic acrobatic skills, bizarre and grotesque counten-

ance, and mimed scurrilous social comment incurring -the cepsure of they

moralists, Traces of the harlequin found their way-in e music-hall.
By the Yictorian reign, serious and popular drama were separated out by
law. Patrons of the halls could drink and enjoy, -but the performmers
were censured to Keep their acts strictly to mime or. song--acts which
featured ti1ts at Royalty, grotesque parodies of legal procedures, lurid

al burlesque, coarse vigorous clowning, and sexual skits in travesty:
By 1912, the musfc-halls came ‘under the Lord Chamberlain's Act allowing

.

_ m;med melodramas, cockney comedians ﬁfng'lng of unjust hangings, politic-

Christmas pantomime for children was. established, having considerably

altered from medieval times, and featuring startling vi sual effects,

~ T T .
. L I

the spoken word, subject.-to strict censorship. By this "time, the.

-
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extravagant action, and a fairy-tale atmosphe of beauty and horror
combining to reinforce the traditional notions of good and evil, reward
and punishment. Bft by bit, performers from the halls were invited to
participate in the panto entertainment providing their acts were tidied

_up. Or, they performed in the actual pantomime often in travesty. For

many a respectable Victorian and later Edwardian, this meant the only
time they saw music-hall performers. ) ’ ‘

.‘3 Gaskill, quoted in Bond: A Study of-his Plays, p. 84. .

14 Bond's view of human nature is in -large part biological. @

suggests that the origin of aggressive behaviour may be traced to the
'new brain split' or the "modern weapon of consciousness" which man as

yet has not lTearned to,use effectively: "The 'thing about a human being -

is that one develops a mind that’ ought to see the inefficiency, but we
are so split up against ourselves, our minds, and emotions and the rest

.of it are so divided that we behave worse than the animals.” See the

discussion between Bond, and Irving Wardle in particular, ine Gambit,
pp. 12-13 and pp. .26-27, e . .

In The Origin of _Consciousness in the Breakdown of the
Bicameral Mind (Toronto: Umersity of Toronto Press, 1976), Julian
Jaynes attempts a historical accounting of the breakdown of the
'bicameral mind' (or, the once harmonious syWchronization of the
primitive and divine which characterized Mycenean man,) The modern
split begins with the evolution of Greek consciousness, and continues
to evolve. . In contemporary neurological .terms, the mind-split is
characterized by the division of the right and left hemispheres of the

brain. The right side is noW considered to be more creativel{.‘
y

spatially. and visually oriented, while the left is more analytically
geared. According to Jaynes, it is the right side which 1inks back to
the ancient source of divine authority in man. He substantiates his
thesis with examples, both negative and positive, of this vestigial
consciousness--poetic™ 1imagination, prophetic intuition, sorcery;*
schizophrenic hallucinations, to name but a few. )

15 vorth, pa‘175\.
16 Bond, quoted in Bond: A Study of his Plays, p. 55. -

rd

17 worth, p. 174,

18 Bond, quoted in “A Letter to Irene, -7 January 1970 w reprinted
in part tn Malcolm Hay and Philip Roberts, Edward Bond: A tompanion to
the Plays (London: TQ Publications, 1978), p. 43.

19 Christopher I'nnes “The Political Spectrum of Edward Bond:
From thionaﬁsgh to Rhapsofiy." Modern Drama, 23 (June 1982), 196.

-
. 4

20 Innes, p. 196. , ¥ .

1 ) . ) . .
21 éaskﬂ'l omitted both this scene and the scene with Flo at the
front. He ﬁ@;ther deleted Arthur's ‘major .speech which -opens Scene 11,
R - » "-_ . . 1 . ' .

_&) '

A ‘."



#

and reversed Scenes 7 and 8. Thus, certain elements of the 'fantastic’
are downplayed, or excised--the sense of a ghost-1ike atmosphere intro-

-ducing Act -Two; Flo:-in drag; the acute pathos of Arthur's inner state

expressed in the mill-speech! This would seem to indicate an attempt
on Gask{ll's part to encourage a more analytical response. See Hay &
Roberts's discussion of the cuts in Bond: A Study of his Plays, pp.
85-86, and the Playscript version: TEdward Bond, Playscript 18 Early
Morning (London: Calder and Boyars, 1968). 3

® 22 cf, William Blake, "MILTON": “And was Jerusalem builded here/,
Among these dark Satanic mflls?",

23 Bond, quoted in Bond: X Study of his Plaﬁ. p. 43.
24 “Interyiew with William Gaskill," Gambit, 17 (October 1970), 41

25 e "
Drama, 25 Mhecaoher 19'%%1?55{"”““ of Modern Socfalists,” Modern

2 1n the Playscript version, the farcical recovery of the he’ad

was presented in a more vulgar way. George staggers towards Fio and
begins to sniff her: "(He sniffs down the front of her dress. He -

drops on. his knees. He sniTTs her skirt Joudly.) Meat: (He 1ifts .the
skirt and snatches out ARTHUR™s head.J,™ p. 1-13;. k . . '
27 Plilyscript. pp. 108-109,
28 Bond; quoted in Gambit, pp.<16-17. \
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Chapter Four:

Tragi-comic Inversions in The Swing and The Sea
3 ) k‘ '

Bond followed Early Morning with Narrow Road to the Deep North, a

grim parab]e on the nature of power. Both Narrow Road to\the Deep North

(1968) and its re-write, The Bundle (1978) ! assume the obvious dis-

tanced mode of orientalism much in the manner of Brecht s .The Caucasian

Chalk Circle.- As such, they exhxib'l‘t the extreme' form of abstraction in

Bond's corpus where characters clearly adopt 5 functional style of role-

© playing, and both cheracters and events represent certain social "and_

political forces.

* Narrow Road to the Deep North combines or1ente,11 sm wjth comic dis-

tortion. T!\e play's launching point was inspired by a true incident in
‘the 1ife of the 17th centu‘ry poet-priest Matsuo Basho who abandons a
starving '1nfant b,u a river-bank in order to travel North {n search for
' equhtenment. Basho returns from his. empty Jjourney 4and becomes an
" accomplice on the side of imperialist Christian fqrces waging war

against the peasant-tyrant Shogo (perhap§ the aot::eqdonned child or

'perhaps another such victim)' The "West” s typified by Georgina, a '

‘1car1catured blend of a tambowine-thumping Sa1 vation Army prosyletizer
| and an iron lady who-rules by mor'a'th, and her simp'leton husband, ‘&
i British Commodore. In contrast, Shogo admits honestly to ru]e by
atrocity. With brutally savage 1irony, ,the‘pIay's.u'lose_find‘s Basho 1n
coumund leading a frenzied mob through the streets while a huge u‘l.acard
shows Shogo's hideously mutil,ted body. This image is juxtaposed with
the sight of a young disciple to whom Basho had refused religious

counsel, committing hara-kiri, and Georgina who ma 1nes she is about



to be raped, kneeling to God. As with Early Morning, the prqglern with
too stylized a theatricalism is that the play's force is not felt {5\
real enough temms. Secondly, the symbolic presence of the lone figure'
who. emerges from the water at the play's end is overwhelmed by the
pessimism of the overall climax.

. But in two serious comedies, The Swing (1976) and The Sea .(1973),
Bond attempts a middle distance by way of a new tension between the
real and unreal and betweerr‘the tragic and comic response.

The Swing is the only play in which Bond dramatizes documented hor-
ror within a. popular theatrical format. Bond's starting point was the
occasion in 191 whenkin Livermore, Kentucky, s;p'ectators paid to Tynch
on the vaudeville stage a black man acc\used of murder. One's immediate
response is stunned disbelief that such an incident could have actually
occurred--that either Bond availed himself of poetic license or, at the
very least, adhered to John Grierson's definition of documentary as “the
creative treatment of actuaii'ty."? Bond, however, has done his home- .
work and is justified in utilizing such a horrendous moment in American’
history as the catalyst for his play.® In Bond's radical defamiliar-
ization of events, the historical incident is inverted so that a white
man is 'Iynched by a white audience, and a b'Iack man acts as M.C.: tne
more you paid the belter you sat, [.._l eople in the pricey seats got
to' empty their revo1vers into the man. . People in the gallery got one
shot" (Sc. 1, p. 23) 4 In announcing the plot at :the outset, Paul
foils the audience 1nto expectin% that a black man will be executed ,
. He further serves as the play's mora'l conmentatpr._ “One day your

people are gonna lynch each other in the gutter over a drop dime" (Sc.

1, p. 29).5 e o

el
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The vaudeville convention is initially ﬁncorpora‘ted into the real-

~ istic background of events. Mrs., Kroll, an aging vaudeville couiedi-

enne, is about to give her last show. The theatre is to be sold to the
pointedly named Skinner, the typical - frontier bqownjtonn entrepreneur
who smells the quick dollars to be made by converting the theatre into
a shop selling high-c'lassl goods. Skinner also happens to 'run the town's
vigﬂan'te"grburp, the Citizen‘s_ Committee Bf Jusﬁce Riders. His g"H‘ba‘
rhetoric of law and order scarcely conceals a sgething rac1}'l hatr;ed
and could serve as a forerunner of The Klansman's demented rationale.

Appi‘opriatew, he Tater serves as M.C. to whip the audi“ence into a

* frenzy before they are -allowed to shoot. A sub-plot concerns Mrs,

Kroll's innocent daughter Greta who is sexually ‘repressed to the point
of near-madness and imagines that she has been \rapéd. before she

f'irfal_'ly does go mad. Events escalate with the burning and looting of

*Skinner's sfdre, and the assault on Skinner. -

Suddenly, Bond attempts a complete turn-about and has the vaude-

ville i’ormat assem itself ‘as a theatrical artifice which he then\'mgn-

‘16u'lates towards exceedingly cruet effects. 'At this point, chickens
~ are heard ‘sqdu'awking offstage whﬂ? Mrs, Kroll frantically p]eads with- '

her daugh}e';?'ot. to ru'n in the street in her ni ghtdress. The pjay's

director had-this comment to make:

" It needs a company with copper-bottomed confidence to play a
high tragedy scene, to get it to work, and then progressively
to break it apart and say “laugh at us." For a performer to
do that is to risk a great’ deal. . S

-

‘Whether .tlhe actors are §uccessfu'l.or ri't_»t. the “farce" seens' such an
‘ M .

ob,viéus and arbitrarily mpésed theatrical trick that the dramatic .
credibility,gained.thué far is &elibera.tdy Tost. Bond needs this sud-

e 4 4
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" den shift to “pure farce” in order to show that "these peopl,e aren't
caught up in the unalterable course of a tragedy; [...] they are onljv
figures in a historical farqe.“ Hef_\'yants the lynching to c‘Iear'Ij " de-
pend on the absence, at that moment. of human responsibility - not the
unalterable hand of fate.*’ . o |

| In the same way, Bond needs the c;ﬁ&n in the lynching scene to be
“Ju%‘“\rfunnx clown." The premise is that once comic distancing occurs,
the .effect will then be “much more dangerous (and funny)*8 at the same
time, .implying that if this were real, I1'.he conﬁequences for society
would be horrendous. The ‘scene begins on a “cruel n‘ote. Fred is tied
to a sv_nng--'lts traditional associations of chilnhood and 1fnnocence
savagely ‘upended by the fearsome irony of the situation--while the
audience within the play is heard to sing a rousing chorus of "The
r'D&Hng Young Man on the Flyi ng T’r"apeze." As with all Bond's 'p‘lays, the
obliqueness of his titles forms part of his-approach to distance Th“é
aud'lence is challenged to th1nk d1a1ect1ca1'ly in terms of the title's
connective 1inks with j:he play s argument. The clown's props include a
water pisfol. and df'co'urse. the human fodder bound to the sming.ﬁ H_is
bits of funny business al teirnate‘between running around the stage laok-
" ing for girl's’;t;hrqugh the "sights" of his gun, squirting water at his
armpits, his groin and 1n;1de his trousers.causing‘ a gush to 'spiral
" forth, and finally at Fred. The mixture of sexual titillation and crude
clown play has the sfage audienée._ at~1east. roaring while the clown's
hysteria runs its own manic coursé. The shots from the specfators are

at first isolated, and then escalate!'..._'_linto a disorderly voHey -

‘ N -

(FRED spins ﬁdsts Jérks, SCreams. Blood spurts. Lights sna' |
to ha‘fi F'l!lclier out, come on Tmmediately at full "Fa%e . COme
"E'fo' ~-a_ second ﬂa"s';i —come Dack to haif,

C u Cut ou r a sec




snap up to full, (... SKINNER runs to the swing, pushes t, runs
back shaking bTood from his hands. I...] Blood drips and swishes
over the stage.) (5c. 3, pp. 42-43)

Skinner brings the evening's entertainment ﬁb an orderly c¢lose as all
sing the American national anthem,
e Qne recognizes Bond's deadly purpose. There 1s the obvious, atbeit
_ rather arpitrary link between the clown's sexual hyster%a and obsessi 6n
and Skinngr‘s world of racism, sexism and commercialism. And ‘therg is
Bond's brutal castigation of cathartic violence in thg way he forces,
almost punishes the real audiencfs by subjecting it to such a gross per-
version of tr;e princip]e_of partjcipatory theatre. And there is tf\e.
grim irony whereby law and order are established when the populace can
pay to k[ll. Bond's‘ see-saw, however, is so desperately frantic that
fhe grotésque comic-horror paradoxically reaches an almost melodramatic
~ intensity, and at the same time leaves one chH'igd and sickened. Tﬁe
distancing devices of stage ;rtifice. p1ay~within-a-p1a):, farce, a
socio-historical framework, and irony may steady the ingestion of ‘hor-
ror. But it seems more likely that the au‘d'lence will be put off by the
\ ﬁlay's crudity. It may even resent.being s'o flagrantly manipulated .

. that it will dismiss the t;xcesses of Bond's revolutionary hatr‘ed ‘and.
savage rejection of the American dream--to say nbthinb of what they
. might take to be his own desperate need to depict"fhe bourgeoisie jn\
its death-tﬁr:oes. The lynching scene is thé ugliest depiction of man‘?

* violence agains.t‘his own spepies in Bond's entire canon. One ha; .

finally, 1 think; to question Hay and, Roberts' statement that Bond is ..
“fn “absolute control of the effects he wants to creat_‘e."g, |

_Presumably, the last scene aims at "bringing ‘izhg audience back to
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its senses," to quote once again Peter Brooks's d{ntent with ﬂg_a_t:_.
Sade. The house-'thts go up to show workmen c1ear1ng the stage and
carefully handling the corpse which has been stuffed into a carton.
Finally, they joke and scramble over the dime that Paul has unobtrusive-
1y thrown down. Hheth;er this scene sufficiently neutralizes the blud-
geoning of one's sensibility in order that one may glean the prophetic
import of these few gestures is debatable. ‘ '
Part of the problem with The Swing is the heightened concentration
of such intense outrage packed into a short play. The context of an-
ticjpated horror toget‘her} with the abrupt and ,rad;ica1 shift from high
tragedy to murderous farce demands a consideraple sang-froid on/the part
of the audience to be receptive to the "humour. In the full-length
comedy, The Sea, the way in which the elements of genuine personal
tragedy and comic artifice co-exist . from the beginning serves to
defamiliarize the audience and suggest an insane world where the norm
seems to bg man's ;ruelty and indifference to others's suffering and a
total lack of communication. The Sea opens to the thunderous sound of
a raging storm. A young man is heard to scream for help in the attempt
to save his drowning friend. “Amidst the confusion, noise and

violence, the stqgé directions read: "The tempest grows louder" (Sc.

1, p. 10079 (The allusion to The Tempest _effects a certain

counter-text v&istance. a technique which Bond expld'lt?as a major dis;. =
tancing strategy 1n Lear and Restorat‘lon &.o be discussed 1n Chapter
-Six]). A second measure of distance is Sffected by the hum/( r wich is

of fered both in a drunken' character's music- haH song, ‘I don't know
why - I sing'ss sbng." and a strange figure's wild accysation, "I know
. what's go‘an on here" (Sc:’l.ﬂ- pp. 105-106). This dualistic formal
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framework emphas1zes the dialectical content. \L\; .

The p1ay s thematic focus concerns Hatch, the“draper. and the ex-
ploitative rje1ationsh1p with the town's leading scion of the rich and
powerfu1‘, Mrs. Raofi, who, both individually and by way of what ?hje rep-
resents, succeeds in driving Hatch mad.. Opposed to all this are th;

freéh possibilities “for genuine dialogue between the young couple, Willy

" and Rose, and'betwgen a new and older generation personified by '\m'ly

and Evens. Bond skillfully interweaves  the str&nds of the various

plots. Rgse and Willy~struggle to come to terms with the tragic death.

of Colin, Rose's fiancé and Willy's friend. Willy seeks the help of
E;lens, the drunken beach hermit, in order to find his friend's body.
In the course of their exchanges, Willy confronts the larger problems

posed to him by his socfety. In the Rafi/Hatch plot, Bond concentrates

J . -
his attack on the ills of a decayipg capitalist order, an assault which.

finds extreme expression in the strong physical images such as HJtE:h‘s

desperate slaéh‘lng of the curtain material which Mrs. Rafi orde}'s and‘

then refuses; his grotesque st;'abb'lng of the corpise on the beach which

he, in his madness, believes to be Willy, leader of an alien invasion ‘

sent from-outer space to threaten his comunityi and. the climactic bi-

za,rre_clkiff-tOp scene where Colin's ashes' are to be consecrated.

Bond relies principally upon the comic telling to control and ob- .

‘jectify the obsessive, .absurdist elements in order to allow for recog-

nition of the socio-political causes of {rrational behaviour.l The

stylistic ruptures between the theatrical and near-reaHsm are -intended

to reinforce the theme but the reinfo%‘é’énent is not easy to ?chieve in

"
production. Writing to Willfam Goodman at the Goodman Theatre Lentre,

Chicago, ‘(1974) Bond stresses the 1mportance€of 11veliness in the pro-. : .

o g
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I gathér from the revfews that the German productions treat
the pldy as something very grim and serious. -PLEASE remember
: jtgis latkelled a COMEDY and for a reason, It should be played
. 1i8htly and with as l_wch fun as possib'le.h ’

!}.’-7 o o \ 4

At the same time, Bond enhances the d1a'lect1c by counterpoding Evens,
the "wise fool," and Mrs. Rafi and Hatc.n. the "clowns."” Evens and Willy
'brov‘Ide the yardstick of norhality by which to judge the 1rr;a,;,10na1,
events and peréeive them as a metaphor for the condition of socie;!.

The principle of distance is further evidenced in tpe sverall s-truc-
ture.’ 'Bond insists his priority is “the manipu'lat!hn of time to serve

w12

&
the ‘argument and not the story, a point wh‘lch was lost in the con-

voluted gyrations of Early Morning. The Sea _consists of eight short -

contrasting §cenes a]térnati ng between the faster paced world of comedy
and the more reflective wor‘ld of the outdoor scenes on the beach. Pro-
v1d1ng the scene changes&re swift, the sharpness of this_distancing

mechanism serves to break the psycholog'lca'll y real to force thé audience

to puzzle out the connective 'an's' and readjust its position towards the

action. ‘

Bond has advised young. writers ‘to heed the premise that “alienation
. S

isn't the removal of an emotion, it is the addition of a commen--

t.ar*y."'|3 In his recent role as director, Bond cautiods the actors’

" that "a concept an interpretation (of the situation, not the character) '

myst be added to an’ emotion, and .it s tQis concept. ..that is

acted. "” Apart fr'om laughter, which in Bond 1is always aimed at the

poHtica1, Bond introduces in The Sea new distancing components in the
f:orm‘ of a character as observer/comeniator, and another as .rafson- .

\\ - 4 ~
neur. Willy i$ a considerable advance over the mad Arthur qbserving

O



- 5
£ [ A

' the gross distortions of his world. And Evens as Bond's "wise fool"
.approaches Brecht' s untragic hero” when he sits down on the beach with
Wi1ly at the-play’ s close and not orﬂy share§ his' wisdom of experience
but admonishes Willy to ’go out and become involved in the creaﬁon of a
better world. These new distancing elements \;ould seem to attest to

" Bond's search for more explicit means of clari fying the problem of the
fndividual in his society. As the play progresses, Bond skillfully de-
famﬂiar:izes both the. conventional comic and tragic rﬁtegories}, denying
the habjtual attitude of so:ial acceptance that each mode traditionally
p4'ov1des'. . h - |

'ShaQes/of the grotesque subtly colour the seemingly familiar world
of a social comedy of manners. The fiancé of Mrs, Rafi's o_iece Rose,
has drowned. Mrs. Rafi' s priority is nonetheless Hatch's shop and his
catalogue of luxury goods--Indian Dhurries, Japanese Nainsooks. Or

' ratoer, they are neo-colonial goods s1nc\e they now come from Birmingham.
To-day it is Utrecht velvet, yards and yar"dsl of it. With an imperious
swish of her long skirts and Ostrich-plumed hat, she sweeps into Hatch's
shop at:d commands him to order 126 yards cut in three-yard -1engths.
"Biue...blue. blue," she demands, aacolo’ur which is not part of Hatch's

v

stock: < | B
G . . . -

-
i

“Don't jolly me along. 1 wouldn't be comfortable with an
art1f1c1a1 material. I want velvet.

...... e s 8D SOEOEIEIOGSDNODS

You offer only shoddy. How can _you attract a discriminating and
rewarding class of client? (Sc. 2, pp. 107-108)

In between verbal insults, Mrs Rafi proceeds to ruin noncha]antly two
pairs of kid gloves--one by stretching too small a pair over her 'Iarge \

hands and thumping her hand on the counter, tearing the seams, and the
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other by catching her umbrella handle in thé cuff. Hatch reacts like a

mechantzed drone, programmed to placate t_\er every whim:

Gazelle. ive shillings and five and eleven. Buck: Close

grained, “hard wearing. Doe. Feel the softness, Mrs. Rafi.

{Sc. 2, p. 109)
- On one level, the tone of mﬂdly disquieting humour accentuates the
general theme of dominant gnd subservient rehtionships--a theme oh
which«Bond will perform more intense variations as the pltay proceeds.
At a deeper level, Bond intends his dangerous clowns to jolt the “audi-
ence into 'a clearer recognition of ’1':he causes of an unjust system. To
this end, Bond continues to utilize the distancing device of a "fi11-in-
the-blanks technidue" whereby the audience must do a Pit of thinking to
* fi11 in the missing bits and make the connections between t:he scenes in
order to deduce cause and effect as the play advances. It comes as a
shock to ‘learn that this mechanical creature is the same crazed figure
in the stor-m who shone a torch in Willy's face and screamed, “"Filthy
beast."” Now the focus is on the object of the curtains  which rep-
resent both inner and outer distortions. In genera1 symbolic terms,

the blue of the material 1inks with the blue of the sea, an association

,-which, ideally, would evoke a state of steady repose. In this context,

the emphasis is upon the socio-economic significance of the object as
signifier of the morality of the action, and the consequence in emotion-
al terms.!® Hatch is a cog jn the profit-machine which corrodes the
possibility of man functioning emotionally z‘md morally as a huyman being.
As Evens later remarks to Willy, "Tﬂey hate each other. Forge. Make.
" Use. Push. Burn. Sell. For what? A heap of rubbish® (Sc. 3, p.
_118i.' Hatch'§ utter dependrency upon a system wﬁic'h on the one hand

bk



) \ . "
tantalizes with the prospect of a huge sale as the solution to all

“ problems, and on the other t;hreatens the workhouse 1f§the bottom falls

out, induces a crippling neurosis. Bond, with the character of Hatch,

+

takes this state of alfienation to its grotesque conc'lq;ion--paranoia,
madness and violence--implying, perhaps simplistically, that it is but
a few dangerous steps from the Birmingham factories’ to the more
sophisticated manufacturing of nuclear arms. Inftiated out of a fear
and dis‘trust) wh'fch can so easily turn to hate, their production gives
the 1ie to any sense of moral control. Hatcﬁ. once out of Mrs. Rati's
grasp, greedily c;lutches his money wbag,‘ makes an obscené gesture in
defiance of the system, and seeks dut his band of followers whom hé
progr'essive'ly terrorizes into believing: that Willy is a. dangerous tool
of the extraterrestials: |

You soon spot them behind this counter. You get a fair indica-

tion from the way they pay their bill..[,.. Oh, some of " them

don't even know themselves.  Their brains are taken out at night,

bit by bit, and replaced by artificial material brought here 1n

airships. (Sc. 5, p. 134)
Thus, the tgnsions in the comic-grotesque render the situation problem-
latic. disallowing any comic escape. This mde also allows Bond to de-
pict his characters as both victim and aggressor.-and to encompass both
‘per;sonal and political experience. 3

In a similar f\;shion. Bond calls into question the tragic response

by interweaving elements of grotesque satire with sober rea‘Hsm'. *The
mood shifts to the beach where Willy is trying to come to terms with
his o;m personal grief. Evens lets him cry and says simply, "I'm sorry

_about the accident" (Sc. 3, p. 116). Evens' sensibility is in marked
contrast to its perverse opposite shown by Hatch's outburst:
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HATCH. [..:]DTd you see him cry, Billy? N
HOLLARCUT, Ay, o |
HATCH. That was a sign. Crying: bad news. That.'s us. Those
devils are up there watching. He's telling them we're onto

him. (Sc. 3, p. 117)
. 4

Bon& elicits our famﬂiat" sympathies and then checks them, not only by
, the -sp1it focus in the scene , but in the character of Evgn; as well,
No "holy fool," Evens is a recluse who has chosen a quietist philosophy
("Li Po: you who are sated with 1ife, now drink ‘the dregs’ [Sc. 3, p.
120] ) but who also expresses himself in worrying paradoxes for the

audience to resolve:
[ -
It's .always the details that make the tragedy.. Not anything
larger. They used/to say tragedy purified, helped you let go.

. Now it only embarasses. They'll make a law against 1t. (Sc. 3,
- 9. 118) o

in his role as critical commentator on the p)ay's action, Evens lowers
the psychological temperature of Willy's state. There s a sénse too
in which he seems to speak for the author. In his note to The Sea, Bond
explains his notion of tragedy and -it; function in his theatre of
“rationalism.” As a species, man's development of moral awareness lags
behind technological advances, and since the'mora‘l progression {s never
. fast enough, there is tragedy. This evolutional view difrfers radically
from the traditional contept of 1nherent. character faults and the {dea
of catharsis, an idea which for Bor(d "would be immoral to induce in anw-

*

audience in a society which is not workable*:16

]

\

tragedy as something to use in our 1ives, that gives us sy‘u—
pathy and understanding of other peopTe. Only a moron wants to
grin all-the time, and even he weeps with rage in the night.
Tragedy in this sense...is necessary for moral-maturfty, {t
doesn't lead to despair, and it certainly has nothing J&‘do

e
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with a catharsis that makes us accept abominations to which
there should be political solutions. It leads to knowledge and
action....Life becomes meaningless when you stop acting on the
things that concern you most: your moral i{nvolvement 1in
society.17

r

The sea would then seem to symbolize for Bond man's moral element; its
restless, unceasiﬁg, ever-changing ebb ;nd flow mirrors thé constant
creaticlzr? and re-creation of problems which man must solve if he 1§Z"to
su‘rv*lve, and reflects man's strength and resolve towards this énd.
~E'§ens' "details" ($Sc. 3, P. 118 quoie) concern the recognition of the
"1imitations of the possible” in the realm of social inter-action and
social procoesses. . —-. - . ),”
~€vens functions also as a mediating 1ink between the seemingly dis-
Jointed worlds. The possibility that Evens offers \of a tragic sense of
man's social condition which may lead to a new moral understanding fs
'1mned1ate1y re-inforced by the presentation of a serio-co}nic parody Bi’
the bourgeois notion of tragedy. Thus, by juxtaposing opposing "heroic
threads”--Evens' and Willy's realism, Mrs. Rafi's illusion, and finally
-Hatch's pe;verse mania to ‘save' the town--Bond sets each in ironic con-
trast to the other.

The travestied rehéars;'l in>™the Rafi's house, Park house, of the

myth . of Orphéus and Eurydice 1s’ 1ntended\ to work on sugyera‘l levels.

The play-within-the-play allows Bond to 6perate parodically and in a
satirical mode reminiscent of the sharp-witted revue style of British
theatre in the fifties and sixties. In this way, the distanced-mod;
breaks the {1llusion and se,rv,es to enhance the theme of domfnant and
subservien'i: relations, I‘t is in this context that Mrs. Rafi appears in
| tpe full colours of caricature intimidating her quivering minions to

the poin_t of hysteria in order for her to indulge her own passion to
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play "grand tragedy": % :

/\
Moved by the atmosphere I havé created, 1 cry -"ﬁ with a
large part of the audience,//if things go as us The sound .
of Tgsforment attracts Cerberus. the watch dog of he11 (Sc. 4,
p. .

Mafanwy P"ice,m one of the ladies in Mrs. Ra‘fi's amateur theatrical

i

group, has been coerced into 71ng a dog, rather than being allowed to

express h& own desire to be/a “floral maid-of-honour.” But even her

/

careful imitdtion of a dog-paddie (from studying her own dog Roger) is

[ )
squashed:

. MAFANWY. It's so/difficult to pretend I'm swimming when I am in
-~ - fact walking. | ) i

el

MRS. RAFi. Act/ Miss Price. Remember your audience will do most
of the work / for you. They have already been' set up by the
poetry that has gone before.

i} MAFANWY (sudden temper). I can't! 1 can't.

MRS. RAFI./ Every year the same. One sympathizes with god when
he struggled to breathe life into the intractable.clay. Do
you noy wish to support the coastguard fund? Has it no meaning
for y9u? (Sc. 4, p. 123)

& < .
The whole scenario is a biting comment on the irrelevance of bourgeois
theatre. /fhe theatre of "imitation" is the art of a class which can
afford }ﬁe luxury of emotional self-indulgence, soul-searching anq

d > ;

“her)oic/;r illusions, It is also an art form which reflects a class sys-
tém ose fynction is to cod'l/fy. repress and subjugate. The scene's

’ :sa}irical tone ha§ a deading1y‘c1v111zgd<Edward1an flavour. In ¢ling- \\x

/1/9 parasitically to the past, the perverted imagination distorts the
n

otion of change& "

MRS. RAFI, ‘1 see a white thing shining down in the darkness.

0

"
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RACHEL. <That is the...reftection...of...Narcissus. Itis
condemned to haynt these...waters for\\ ever - x . :
MRS. RAFI., Ah horror, Ah horror. |
. BN _.—--——

RACHEL, - and...stare...up at the tormented and harrwed...faces
/ of those who...pass to death. Look, and turn. ..back

MRS. RAFI. I cannot.

MRS. RAFI poses on an imaginary prow nd stares at the distant
far shore of St_yx. The rest [ ..] softly hum the Tftoﬂoating_

‘Song".
MRS. RAFI (ecstatic). Eurydice. Beloved, I seeﬂdﬁ‘.‘"‘(Sc. 4,

pp. 129-130T \

The performance takes place in the drawing-room where the curtains have

been closed to shut out the real ("MAFANWY. In this iown you canit get

away from the sea.”. "MRS. RAFI. The curtains. The curtains. Shuti»it,—*

out" [:Sc' 4, p. 'IZZ_I) Reality 1ntrudes ‘nonetheless with the arrival

of Hi’l'ly mid-way through the rehearsal. This interruptive device not4

only break§ what might be the conventional response to the comedy, but

a]so underscores the 'grotesque 1nappr:0pr1ateness ef.the mock-tragedy.
As a silent observer, wiﬂy re-1ives the horror of the st;mn. When the
sound of gunfire suddenly breaks the precious "mood of art" (as it will
later on the cliff), Willy is observed staring ahead. his face ashen.
Rose leaves the group to join Willy while the others discuss the stage

des'lgns. The audience is kept at two removes, avu\re of the young couple

<%‘&mo sit apart talking quietly. Thus, Mrs. Rafi' s mind1ess emoting is

shown in an even more cruel, ironic 1ight. Bond wou?d have us under-
stand that out of this combined private and social. experience, Willy
finds the strength to talk openly with Rose, and also to cope with

Hatch's madness.

In Scene Five which follows, we are returned to the draper's shop -

i
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where Hatch's fears are* confirmed. Mrs. Rafi refuses the material on

" the grounds that Hatch failed in his duty as a coastguard to r‘esppn'd to

Willy's cries for/,help. Hatch, at first in disbelief, pleads and
cajbles, and then as his terror mounts, grabs his cutting shears. !;ond
deliberately aims for a complex response with the cutting s)equence. It
is unnerv1ﬁg to watch a man's emotional reserves crumble to the break-
ing point until he lashes out at the first object or person he encoun-
ters. In sheer physical terms, the scene has an enormous impact. Huge
bolts of_vslashed velvet unroll over the f109r§whi e Hatch compulsively
rips and tears until in a moment of stunn:&"’;ﬂence his scis:sors find

their real target--Mrs. Rafi's arm. Bond utilizes several strategles

to cool the emotional force of ‘thE‘ scene, The use of counterpointed

A A
actions and moods at key intervals throughout gives a sharpe!i’edge to

the frightening spectre of an element in society out of control. (At

one point, prim and proper Mrs. Tilehouse breaks out of character and,

~1ike a figure of popular farce, is reported to be "tannin' Thomps s k~>

El'{lrs. Rafi's gardeneﬂ arse with_her brolly" (sc. 5, p.d"|39] ). \Fqn/
Coult right'ly observes that "one of Bond's most characteristic pieces
of stagecraft is a kind of theatre counter int."20 The success of
this see-saw effects depends upon t/he artful &gration of the various
elements held in tension. 1In thisl scene of The Sea, Bond's orchestra-
tion is superb. ‘

As Hatch begins his frénzied slashing of th.e material, our attention
is riveted on the object, the material scapecoat for all Hatch's pent-up
frustrations and the perverse manifestati‘on of his need to be in abso-
Tute control. _His desperate situation is heavily fronic., In confront-

ing the system (represented by the curtain material and Mrs. Rafi), he

91



fa

‘The confusfon of sympathies is deliberately designed

F . ~

destroys his livelihood and himself in the process.

A crucial distancing element is the method of acting. Bond
cautions that "the actor playing Hatch musn't be obvjous [in showing]
...that he's cracking.*2! The priority is to ‘astonish the audi ence,
not 1induce it to empathize with the stage events 1in a man'nerm which
would lead to 'catharsjé. Rather than bringing the self to the role,
the actor 1s to record the urgency of a situation which could suddenly
explode, with dangerous 1mp11?:m“0qi for society as a qho\ei The mere
physical feat of the arc?uous cuttilng would demand a highly skilled and
concentrated performance, And lequa'ﬂy in emotional terms, the role

demands a tight discipline. In one intense moment, this miserable

figure seems almost pitiable; 1in the next, he smiles ("cunning'ly‘“) and

brandishes his shears causing Mrs. Rafi to appear genuinely "fri,ghte'ned

and angry™:.

HATCH (st‘l'll cuttin ). [Z..J{In tears) I walked my 1ife away on
this p and down...Three yards...Why isn't the floor
worn through.. .Thirty years...I'm worn through.. -

t?
(He goes on cutting, tearing, ripping ands sl ashing. )

(smiles and cuts). These shears are part of my hand. . Watch
how the cloth Teads them. That's the gesture of my soul,
Mrs. Rafi, there's a whole way of life in that...(Sc. 5, p.

140) »
r\

to force the audi-

ence to confront the qauses' of Hatch‘s obsessions and neuroses. In an

p
. ironic theatrical jibe directed as much to the actors, in particular

Haﬁch, as well as the audience who m.a; have become too caught up in the
‘ . ‘ .

action, Bond has Mrs. Rafi shout®first, "Mr. Hatch, remember who we

]

are”, and then, when she is hurt, "Hatch, you're-a fool® (Sc. 5, p.

- 142). Bond's denunciation of the class sysﬁem is subtle, but stinging.

4
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Hatch, of cburse. is a fool in 'more ways than one--his 'total lack of
understanding of his predicament. its real causes and his own 1ud1crous
contrad'lc'lzions,m But 1n theatrical terms, ‘the effect of the tonal
shifts is to place the emphasis upon the performance as artifice, The
.scene ends on an absurd'ly comic note preventing the audience . from

wholly embracing a personally tragic view of the-situation:

HATCH. [;.J]She tried to.grab my shears, Jack. She must be -a 1ady
burglar. ... You know they come in here. and whisper ask for
*intimate garments. \ ,

'0'....'..'..%...........

There's the worst. Leaves the curtain open and turns the
mirror - brazen! - so you can see the darkness underneath.
(Sc. 5, p. 142) ..

<)
i

Mrs. Tilehouse who had‘col'lapsed'unconsi:'lous in a chair reNyes to ex-
claim, "After this I shall regard Gomorrah as a spa resort"
144).

. 5 p.

—

This tone fis jmnediate‘l_y countered jﬁth the sober interlude of the-
\young couple on the beach who attempt to articulate what 1ife's struggle
really means. The interlude is no romantic idy’l}. Bond deHbera;ceU
de-sentimentalizes the encounter and places” the emphasis upon comprehen-
s‘ion. The disturbing image which was the catalyst for the p'lay22 and
which was intended to re-inforce both the fact that 1ife at times 1is
"unbearable" and the fruth of the human impulse towards freedom, {s "
carefully described fn the stage directions:

The jersey 1s. pulled up over the head and the arms, which are
ted up and bent at the elbows in the act of removing the

: O}le notes how Willy and Rose's dialogue expands outwards bit by bit from
their own private world of suffering to include the sharing of their

——

P - -
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comori_experignce and the sﬁedding of i1lusions. Willy is §B1e to con-
front Rose's 1dealized memory of 001'1:{ and help her face up to reality:
“[L.2J not be guided by some distant light. [.-] Turm back and Took :i‘nto .
the fire. Listen to the howl of ‘the flames. The rest is lies (Sc. 6,
pp."147-148)._ Willy's tone is low-keyed, factual--a quiet anger. When
R:)se leaves, he is able to approach the‘bo&y and speak quite coldly.
The detached manﬁer; of the witness/observef is presumably aimed at _
e‘ffectiriévda measure of distance in the audience prior to the violent L
attack on the cTrFSe, as well as lending credence to Willy's “comment
during the assault (“That's an innocent murder" [_§c. 6, p. 149)). Fur-
ther atiéinpts to sustain spectatd;*_* obje?:'tivity and control the response
to the horror are Rbsé's comment after being tolci o_f the incident, “But *
it seems sq violent,” and Evens' calm and sensible—handling of tm}‘
situation, asking Rose to quietly 'f‘etcb a horse and cart, “No need to
gape." anaHy. Bond has tatch iroﬁiqal'ly comment ‘1n his madness'on
his own mad behaviour. .

Bond sets the stage for his aggro-effect with careful stage direc-
tions: "li sound in the distance. Not a tune, but a high inarticulate,

sing-song whining, mad, with the note of a hunter in it" (Sc. 6, p.
149). Tt;e eerie notes which accompany Hatch's approach to ‘the corpse
are reminiscent of the stoning episode in Saved (the “curious buzzing"
sound; Pam's “sing-song voice"), and are, designed to ‘grate on' ' the
nerves. Uniike'w, howevver' the distancing elements in the scene as R
a whole seem to be more carefully calculated towards effecting ;'m
engrossing tension between inyolvement and the ;;rompting of reasoned

r

Jjudgement.

The grim humour is savagely i ronirc. As Hatch comes on with a knife,

~
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he babbles and raves: “What drags him-back time ;.fter time? Obsession.
. » t,
You must gﬁt him Mr, Hatch" (Sc.‘ 6, P; 149). He falls on the body and

knives it in a frenzy screaming:
J . *
Kill it) Kil

~ Look, water: Water, not blood? (Stabbing.) Ki11 it! Kil1l it!
(He stopS.) More water? (Stabs.) e Tilthy beast! -

NEIéLY (to himself). Hit it. That's an innocent mu'rder.v (Sc.
» P . :

\
o

¥

LT i
Willy's comment coming mid-way breaks the action and signifies a double

meaning: it is a corpse, and Hatch is mad.. As one of Band's i/:haracters" ,

in a later play comments on the world, "Hate is 1ike a clown armed with

.a knife. He must draw blood to cap the joke, you know?"23 (And one

recalls, too,* the end of The Swin'g.) The monstrous joke is on Hatch

and, by analogy, on those whdo view man as a v'lo'len}: creature and‘who

"believe j:hat one can only transform reality by mut:ﬁaﬁng ft--by kill-.
ing, or by dreaming of final solutions. Hatch, finally, is a "Hitler-

esque'c:oncept"24 for Bond. It may be argued that the fascist link fs

_not clearly demonstrated in the. world of the play. Bond does succeed,

though, in challenging the audience to see the violent actign not only

in relationship to Hatch's slashing of the velvet, but as a logical

. manifestation of a regressive and repressive reason and imagination,

<

distorted by these same forces at work in an obscenely affluent and
wasteful material culture. One "m/l:;t add, however, that the skillful’
handling of the incident is paranioun‘c. The German production had re_§1
water s;;outing Dfr'om the corpse, an effect which Bond deemed “totally
u;me_cessary,“25 What is 'needed is a slight ‘abstract tquch without
losing the real force of the scene--a touch which may be obtained

through the clown's impersonality and°the tone of Willy's paradoxical

» 1
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pronouncement. .- - AN .
‘ Bond's extraordinary final tableau is of a society on the verge of
v , ) L .

mgra’l bankruptcy. The bizarre fun‘era'll procession wends its way to the

" cliff-top facing the sea, complete with upright piano (out-of-tupe),

resplendent banner embr?ﬁdered in red and gold silk, and precious urn.
Mrs. Rafi, not to be outdone by Mrs. Tilehouse's Operat1c\ descant.'ang
10ud1y-v01ced. searchings for her&smen‘lng salts, digs into tht_a urn and

grabs a handful of 'the ashes in order to make her recitation .more

dramatic. Suddenly, Hatch runs, on stage screaming that he has killed

the 'first one' ‘(namely Nﬁ'lf), and begins -a mad dance., While the
' 1

&adies are attacking him wi_th‘ hymm bof)ks‘iand the )Hcar is N\eeth and

praying ("[..TI in time of war and tumult. Save us and deHver us[ ]
") Mes. Rafi f‘l‘ings a handful of ashes at Hatch, shouting above the

~ wind, "Have you no respect for the gead?" (Sc. 7, p. 157). At one
~point, Bond's stage directions read, "The spectators gasp" (Sc. 7, p.

155). Again, Bond -not only p%a,‘ce's the real audience squarely in- the
Participant"S"hdt seat implicating it in the fiasco, but he also seelr}s
t'o/ anticipate the audience's response. Our laughter}/ .'ls uncomfortabie
but we d&'taugh as ;ne gasp at the ngcesque éombination of the desecra;
tion -of, 2\e dead young man 's ashes' done in exagger‘ated comic terms.
Af t.hr-ough the 'Iaughter we have a‘ sense too of a world where paradox-
jcally, thgse, puppet clowns trammelled by Mrs. Rafi's strings signal

tl;;e desperate need for change b,y‘ waging ' their own 1ludicrous war on

" their crippling ‘enviroriment. Unlike the almost existential angst of
,EtrlLLMorn'lng_, the-.'fantastical element is consistently edged with a

,t'ougfl satirical ‘bite.

The mood quickly sobers as Hatch realizes Willy is alive. Covered.
. Z} . : .
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ﬂi'n ashes and sobbing, Hatch crumples into a tiny heap in the center of
" the stoge. while the ¢lowns gaze "at him 1ncomprehend1ng'|y‘ (soe Plate 6).
The chorus-like effect freezes the action and gives a §uper-1mposed
portrait of alienated beings- perched dangerously on the tip-of a planet,
their ghost-}ike shells outl1ned against the.cliff-top and open sky,
tho'ir barbaric rituais and dessicated“'language as ineffectual as Mrs,’

Tilehouse's sme111ng sa1ts, or the hollow sound from the piano, or the
N
Vicar's piet'les drowned in the wind. It is a world in ashes, its moral

center the Jumbled heap of 2 madnan 3 .

Certain productions have left off the 1ast scene with Bond's raison-

- v

neur, Without Evens''®final speech, the d1a'lect1c loses its full force.

! )

Thes persona of the ethical outsider who serves as w1tness to an alien,

i - hostile environment but who a’lso becomes progress‘lvely 1nvo'lved in the

A

\f\./ ‘€Vents, now earns the right tprﬁronounce prophetic judgement and possib-

-

ly to act as a catalyst for change. The\mora] fable of the_.r-at and rat-

L=

catcher kéeps the general tenor of the play's parabolic sfgnificance
and serves to convey a broadly philosophical insight into man és' parts
of an evolutionary history \

-~

\

g , I believe 1n the rat. ..a\Because rats build nests. C..3 And in
: time it will change into The rdt catcher. [..7 I believe in sand

and stone and water because the wind stirs them into a dirty sea
and it gives birth to 1iving things. [Sc. 8, p: 167)

The other side of faith in the continuation of 1ife is the history of
the "wise rat-catcher,” or man, "“who understands muoi ce of the thing
he is going to k‘Iﬁ " (Sc. 8, p. 168), and therefore is more to be con-

demned. It is this, for aond. which s "ultimately unaccept.ab'le"26

~to- U beings. It can only lead to a grimer. more aljenated world

)

' " in which "men. will look at each other's viscera 'as they pass in the

Q7
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. has raised, Evens invites the audience to take% longer view of human ‘

4

' s
- s ﬁ

street" (Sc. 8, p. 168). -
Bond indicates that The Sea concludes a series of plays2’ pegan
with The Pope's Wedding. In thematic terms, it suggests the possibility

of fruitful dialogue betwgen seemingly alienated worlds, a bossibﬂ‘lt,y
brutally thwarted by suspicion and mecomprehension on both ‘sides in

The Pope's Wedding. ' In forma'l terms, The Sea shows a refinement 1in

comic distancing techniques which are, in turn', played off' against'th”e
tragic response. _ The device of -a rafsom\eur as moral comr;entator

belongs to the popular tradition of music-hall. As a theatrical

device, it serves to 1ift the play from the bounds of strict realism,.

and allows Bond a measure of control of the“\dramatic experieﬁce. At
the‘,ggame time, thg bharacter: of Evens is fully integrated ‘1nto the
dramatié action. ' ) _ L R ,

‘In another sense, The Sea also serves as a transitional work. By

virtue of its esséntia]'ly suspended ending, -the onus is upon the audi-

ehce to seek solutions to the social and moral problems which the play

existence which is continually evolving towards a future as yet unnamed,

bregnant with ;seegls of hope or destruction. On this sober, reflective

note, Bond begins his backward trek into history, or what he terms “a

moral discovery of the past."Z8

99 - -



Chapter Four Endnotes

£

¢

1 The Bundle is .a parable of the moral dilemma of revolutionary
violenc& — Th& ceéntral protagonist, Wang, was sold as a young boy to a
poet-Jud?‘e. in order to save the lives of hig adopted parents who had
rescued him as an infant from abandonment by~-a river-bank. He later
leads a successful revolution against the forces of oPpression-. but at
the cost of sacrificing his aged parents. In his “Note on Dramatic
Method" which prefaces the play, Bond describes how he experimented
with various means in order to make the analysis more fully dramatic in
its own right, and not have the analysis swamped by the story of Wang.
The action is constructed clearly around the. dialectical -argument with
breaks to emphasize the choices which Wang makes, and the consequences
attendant upon.each choice. As such, the play takes on the manner of a
Brechtian Lehrstlicke.

2 Grierson on Documentary, ed. Forsyth Hardy (London: Faber,
1966), p. 13°

-

3 The lynched negro's offense was the shooting of a white antagon-
ist, son of a prominent local citizen, in a poolrocom brawl. Given the
« flimsy structure of the town jail, and the fury of an avenging mob of
fifty men, the Marshall and his deputies hid the terrified prisoner
beneath_the W‘ the town opera house. The mob broke in, over-
powered the Marshall and his men, dragged the negro to the center of
the stage, and bound him hand and foot. The avengers ranged themselves
in the orchestra pit and at a given signal from their leader fired about
200 pistol and rifle shots. One piercing scream was heard. - The negro's
body was left where it lay, " a 1imp and bloody bundle." It was said,
but not confirmed, that only those who were willing to pay for the
gr‘lvﬂege of shooting (ostensibly to raise money for the white victim's
amily) were allowed to participate in tWe shooting. See the New York
Times, 21]Apr.119‘31. p. 1, col. 4; 22 Apr. 1911, p. 12, col. 5; 13 May

» P. 1, col. 4,

% A1l parenthetical, scene andtRage references are to Edward Bond,
A-A-America’ and Stone (London: Me uen, 1976).

5 cf. Ralph Ellison, Invisible Man (1953). There is the hint
that Bond's homework reading may Nave included Ellison's classic novel
on racism. There is reference in Bond's play to a character called
Reinhart, the name of Ellison's central protagonist. And Bond's single
black character, Paul, in his role as chronicler of his people's his-
tory, silent witness to present events, an er into the future bears
a certain affinity to Ellison's hero.

6 | ’
Malcolm H d Phil Roberts, Bomdx JA St f his Pl
m qgarS. p.\z‘j,g. oberts, ondi . udy o s Plays

(London: Methuen,

7 Bond, “Letter to Angela Praesent," re-printed in Malcolm Hay and
gg;'ggp Rot;grts, A_Companion to the Islalg (Lgndon: TQ Publications,
» P 13,




8 Ibid., p. 72.
9 Bond: A Study of his Plays, p. 233.

10 a1 parenthetical, scene and page references are to Edward Bond.
Plays: Two Lear, The Sea, Narrow Road to the Deep North, Black Mass,
Passion (London: Methuen, 1978)

1 Bond, quoted in A Companion to the Plays, p. 56.

12 Edward Bond, "On Brecht A Letter to Peter Holland," Theatre

gggrteﬂ Ys (Sunmer 1978)

_ .
13 Bond, quoted in A Companion to_the Plays, p. 49.

14 Edward Bond, "Us, Our Drmma and the National Theatre.“ Plays -

and Players, 26 (Dctober 1978), p. 9.

15 peter Holland 1has written an illuminating article on the
significance of objectX' in Bond's theatre, tracing a direct influence
to Brecht. See “"Brecht, Bond, Gaskill, and the Practise of Political
Theatre," Theatre Quarter]x, 8 (Summer 1978), Z3-33.

16 pecorded conversation with Bond and Philip Roberts, British
Council LSA, R12010, 31 March 1977.

V7 Bongd '"Author s Program Note on The Sea," The Sea (London:
Methuen, 1975) 124.

18 Myfanuy Price” {is a common Welsh name often made fun of, and
which figures greatly in Under Milk Wood. To a well-theatred audience,
the allusion to Mr, Mog Edwards, who says, “Myfanwy Price. [,..] I am a
draper mad with love", and the name itself of Bond's draper, Hatch,
giving as it does the echo "down the hatch," contribute to the
distancing process. *

+ . v -

19 Bond would later write his own Marxist version of the Orpheus
myth in the form of a script for a ballet, in collaboration with com-
poser Hans Werner Henze. The ballet was performed. by the Stuttgart
Ballet Company in March 1979. The script is as yét unpubtished.

830 Tony Coult, The Plays of Edward Bond (London: Methuen, 1977),
pl L ]

2 Bond, quoted in A Companion to the Plays, p. 56.

22 joted in Bond: A Study of his Plays, pp. 158-159.

23 Edward Bond, Bingo (London: Methuen, 1974), (Sc. 4, p. 34).
24 Bond, quoted in A Cqmpan1on to the Plays, p. 56.

2:‘;Bond, quoted in A Companion t:’the P]glg. p. 56.
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fﬁg “Arts Journal, (Fa'll 1976),

- 21 For a further account, see
of his P]gxs. p. 163; /
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28 Edward Bond, “A Note -on Drmatic Method " The Bundie (London:
Methuen, 1978), p. X ——
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/////Chapter Five: . , v

The Historical Epic as a Distanced Mode in .
Bingo ahd The Fool |

Bond has written: \

We who 1ive in history are free to‘fa11 into chaos
We're not free to fall out of history! .

Ao
_ﬁe has characterized his history plays as epic/historical, (epic 1in

recht's sense of the term), or story theatre--"the theatre 61?change,

at can analyse and explain our condition, n2

The
subjective bjective axis acquires new bearings, but the desired ten-
sion n involvement and critical understanding remains a constant
concern,

Ruby Cohn hasutermed Bond's historical drama "invented or embe1#

lished history,"3

thereby taking its rightful place in his "Fabulous
Theatre" which by her definition would seem to exclude Bond's notion of -
a "rational theatre." (By her accounting, Cohn is able to contain the

subjectivism of Ear]y Morning within her general discussion of Bond' s

"historical” drama Whilst it may be argued that historical "facts”
appear to be very fluid for Bond, there‘is nonetheless a marked differ-

ence between the emphasis upon inner “truth" in Early Morning, and the-

deliberate inclusion of objective historical "truths® in his historical
epics.) Cohn rightly peérceives, howeve;? the element 4p Bond's drama
~which gives it 1ts\compe111n§; at times haunting force. But the fantas-
tic element is a-means of Tifting the play world out of the circum-
scribed confines -of natura1ism, not for the sake of escapism but 1n

order to render the extreme d1stort1ons and anxieties of our despairing



world in a strange, and therefore problematic l}ight. (Bond himself .
‘distingu1shes between "fantasy...a blue dog with six. legs..." and

"f") And

'imagination’ which [__j_mpHe—s_] "a certain moral experience.
one 'might add that the theatrical zest which Bond sought through the
comic distancing and buffos of his early plays is now rendered by the
powerful telling of his tales, whether they concern the event:.s Teading
to Shakespeare's suicide, or John Clare's descent into madness. - In
choosing such strong central characters and tragic events, however,
Bond does risk having the audience interpret the plays exclusively in
traditional dramatic terms--as personal tragedies, for example, elicit-
ing merely the conventional responses of easy sympathy, identification
and catharsis. Added to this are the violent sensual images which
reinforce the personal torment each character suffers. To extrapolate
one element, however, in any Bond play, is to deﬁy the complexity of
the total experience, whether it achieves Bond's intent or not.

In order to pull the audience back from total surrender or escape
into ‘the “fabulous" realm, Bond employs a .distanched epic mode which
holds pathos in check, dampens the passionate outbursts, and contr-‘o'ls
horror, thereby forcing the viewer's emotional an& intellectual energy
to meet the play's political challenge. The length a;;\d breadth of his
longer, serious history plays allow Bond the possibility to explore his
political ideas in the cooler, objective form of'the\epi;: narrative.
Rather than achieving th; usual 'piot comfor:ts of the conventional
Tinear narrative ch‘axing in a deénouement, the epic structure fis
designed to cut the narrative with short, contrasting' scenes, in the
way a f1Im editor can edit a montage of shots in order to. prevent the

viewer from losing herself in or to an {illusion. Thus, the new

8-
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tension between story| and epic analysis replaces that between popular
Y
theatre techniques in sgrious political drama.
For Bond, "the essence of epic theatre is the way it selects, con-

nects and judges. "5

Its structure pursues the principle of the dia-
lectical process in bringing together the contrasting elements in
society, and discovering causal connections between them. The audience,
in the act of teasing out the connective links, becomes an active par-"
ticipant in the analysis of society. This in itself shows that experi-
ence can be grasped coherently and rationally, and that, therefore,

Jociet_y can be 1improved. On the one hand, the obJéctive historical
experience invites a critical view of the past ;as the shaper of the
present; on the o‘ther, it serves as a metaphor for our times. Bond can
thus encompass the paradoxical notions of historical inevitability and
of social reality as dynamic and evolving. Further, the audience is
forced to imbibe the horror of history as its own reality rather”than
as the -feverish projection of the authorm own tormented vision..
Bond's backward look embodies the same revolutionary purpose he hoped
to achieve through the distorted antics of his crude buffos and
farceurs.. The .specific socio/historical causal framework demands that
the audience view not only the characters and events of the play world

“~from this distanced perspective, but that, in addition, it sees 1tse1.f
as part-of 1living history and the larger context of shaping social and
political forces. Through the epic pattern, the particular is made

generaf and the general particular:

g

In the epic-lyric the individual and particular are no longer
isolated but are placed in a historical, social, human
pattern....dramatic  development doesn't come from the
individual coming to terms with himself but from his changing

108



W‘A‘ s
SR

A
P e e
Y

g

society so that everyone in it may be more human.6 : /

. £ b

Bingo: 'Scenes of Money and Death"teﬂs the story of Shakespeare

" who sided with the wealthy landowners over the Welcombe enclosure i ssue

and the resultant loss of common land for the small, tenant fahners, and
the creation of a new, poor class. As a result of bartering his birth-
right as a man and an artist, for the illusion of freedom, security and
peace in his retirement ;ears, Shakespeare bécomes disi}lusioned and‘
commits suicide. S

The sub-title announces the subject of the j\ia'lect'lc. In spelling
this out, Bond makes a direct appeal to the 1nte]1igence of the audi-
ence to unders.:t;nd the;e ‘scenes of something' in terms of the play's
argument. At the same time, the strange ‘conjunction of the tiﬂe and
sub-title challenges the viewer to puzzle out, the connective 1inks, aﬁd
in turn, to piece together the connotations of the game of bingo w1tt}
the treatment of the central character whose august stature habrdly
conjures up a mindless throw in a éame of chance.

From the fi;'st few scenes in Bingo, Shakespeare's 1ife-is presented
as part of the history he is 1iving; his conﬂig bound up with the
cHt‘lcaHy changing times. Bond knows the audience will bring to a
play about Shakespeare its own trusted baggage of associated “know-
ledge," values, attitudes and emotions. In the audiepce's mind is the
creator of King Legr whose moral vision of ipan's esse'htia'l r:\a\xmanity in
the face of man's inhumanity is still the apogée of profount\i i1lumin-
ation for the Christian Humanist West. Instead, we are confronted with
a world-weary bard who sits motidnléss &I the fall chill of his garden; :
clutching not a play but a business docﬁmep}. Shakespeare has retired
to his country sanctuary, fenced in by a' huge hedge, and "éwqy from the

- ~ L ne . y h



savagery of London Hte-—“the severed heads on a gate" 1ead1n§ to his
theatre, over-crowded prisons and workhouses, the érowd's rrEﬁi?h in the
cruel sport of bear-ba1t1ng, and the vicarious thrill of public flog-
gg;ngs and hangings. For much of the " first scene, he "doesn't react"
I§§, 1, p. 37 to the swirl of events in his own imed{ate world,
When he .does_. his language s f'lat; tatiturn. For examplle. his
daughter Judith appears per,'ld"d'l'caﬂy to bTead witho him or berate him
only to be cruelly rebuffed: "You speak so badly, Such banalities. - So
stale and ugly" (Sc. 2; p. 18). Pure'ly'dom'estic details are kept to a
minimum. We learn that his wife is confined to the house and is 111
\part'ly through years of his neglect. But Bond's main thrust is the
depiction of the harsh outer world which progress‘lve'ly 1mposes itself
upon Shakespeare's deceptive ca)m.

Although the characters who peOp'le his 1andscape are nameless--01d
Woman, 01d Man. Son (r‘em‘!niscent of mystery and morality play figures)
--suggesting that they are all victims of his society, they are not
mere social ciphers. With deft stques, Bond invests them with a raw
bilnerability and an earthy vitality. The contrast this affords with
the portrayal of Shakespeare s immobility and passivity establishes the

ironic framework in which to view Shakespeare' s, behaviour more objec-

“tively,  —< | - _

The background -details are .presented in the manne'r' of Vvivid nar-
rative fragments. narrow‘ly skirt¥ng -a strictly presentational style.
Bond's music- han background never seems far from his practice of
theatre. Frequent 1nterruptions, the brevity of each “sketch,™ the
impeccable timing and ‘precise rhythm of constant entrances and e)'dts

.demand on the part of the actor the same lightness of touch and broad




.

® gestural mode that a cémedian lends to his ré]e. This some'\vhat imper-
soqal qua'th‘ estab?liilshes the tenor of the play. For'c example, we have
the brief vignette of the 01d Woman- who recounts’the circumstances of
her hus;band, the 01d Man, who is now a simpleton as a result of an axe
blow suffered <n- tahe service of a press gang. Stie tells Judith how he
- {s both husb‘and and-child. Her telling is p‘aradc;x*lcmy both pofgnant
and yet sdomewhaﬂt removed in the manneir 'of a chronicle, Later, the 01d
Man‘ will break down and sob 1ike a child when he learns the young
'beggar woman with whom he has a casual -séxual relationship has been
foult and will prodably hang. As a child he.loved hangings--" The
implication is clear. Bond keeps the human image, but his a.ppr-oacl: is
completely de-sentimentalized and directed more t'owag'ds. the under-
standing of social facts and causes of the human misery.
The central vignettes exemplify .c1'ass opposition-~a young- beggar

woman and Combe. As Sh klespeéare is confronted with these disparities,

s

*he momentarily asserts /himself before 'I’apsing back into silehce. The
Young Woman, han f-éra from whippings an~d years of ru}lning and hiding
from a law which deemed povérty a criminai offense, and hanging the
penalty for begging, finds temporary refuge in Sh‘ake;peare's orchard.

)

Shakespeare offers her money‘ and turns his back on her cavorting behind
the hedge with the 01d Man. Y
: . A -/
Combe 1is the land entrepreneur whosk view of men is that they are
“donkeys, 4hp need carrots and sticks.” Money talks Tlouder than

.words. His arguments for enclosure spell out the coming world--the
i oo v
world of profit and loss which undergirds the consumer mentality:

-

‘we can get rid of the bad farmers who grow starvation in their
fields 11ke a crop, and create ‘seven hundred poor in a town of
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less than two thousand. But - in the meantime the town counci)

will oppose me. They don't want to feed - new poor while the_y
wait for history to catch up with the facts. \(Sc. 1, p. 6)

Shakespeare voices a more” human concern:

u . ! ’ ’

" A lot of the small holders -don't have written leases. They just
followed their fathers onto the -land .- and their fathers had
followed their fathers. -If you get rid of them and the short-
lease” tenants - there'll be more than seven hundred poor to feed.
And if gou grow less wheat the :price of bread will go dp - (Sc.

» PP.

(
Combe offers to guarantee éhakespeare‘s continued financial secur1ty Tf/
he wﬂ'l remain un1nv01ved--“1t pays to sit in a gargen" {Sc. -1, p 7)
Shakespeare insists that their private deal has nothing to do with the
wider 'poHt'lcﬂ ,issfue: "You read too much into it. I'm protecting my
own interests. #ot supporting you, or fighting the town" (Sc. 1, p. 07).
- —
The freedom from the dirty world of pelitics implies equally, however,
the freedom from not taking a stand either way. e
Thus, in both formal and thematic terms, “Bond's presentat1on of his
central character--seeming'ly detached from outer events and yet of
necessity involved in Combe's wor'ld—-a'lerts the audience to its meta-
phoriceﬂ import. Its attention 1s drawn to the p'lay s social texture,
and the intellectual positions Shakespeare "and Combe represent. In
this way the audience. is invited to see the enclosure issue not only 1n
its h1stor1ca1 context but as a paradigm of contemporary exploitat1on
in a world ruled <by_ power, profit and greed. Bond's selection of the
-enclosure incident is in itself the “addition of a comentary or, a
distancing strategy. The issue is both free from contemporary d:taﬂ
.and‘ yet shows our moslern experience in a fresh. new light. Combe's

rationale sounds an all-too-familiar chord g%/ our cagitghst:, system .

-
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where the manfpulation of commodities (and people as by-products)

camouflages what amounts to feeding off the world's poof. And more

/

dangerousty, Combe's own brand of butchery is masked under the guise of
laws to protect the, common good. The Son finds hi\ father with the

Young Woman and brings her before Combe:

- et

COMBE. We have her sort in front of us every week[,..] Do any-
thing for money - though they'd rather do nothing.[...] The
law says you.re to be whipped here in the shopping p face ti11
the b100d runs and then sent back to your parish [.. j

YOUNG WOMAN. Yont whip us' sir? I were whip afore anﬁbat hurt

: my yead sore'ly I couldn't go with people arter wa'lked

| " okkard an' fell down in the road. I were a gal then an' that s
only better now.

 COMBE. If there's something wrong with your head it'11 do it
» good. Doctors whip mad people. ...] If you lead your sort: of

1ife you must learn to-pagy for 1t (To the SON). Take her to
the 'Iock-up { (Sc. 1, p. . ~

<

< Through the 1ohg wiqter, Shakespeare broods over what he should do.
Bond's use of Shakespeare as the' cé;ltral character 'is particularly
dramatica'ily'effective in his mor;a1 exploration of the past in order to
shed 1ight on the present. On the one hand, Bingo dramatizes  the
anguished co‘nfl'lc"tl between ‘th‘e poet/seer and his fraudulent behaviour

. ' L.
which ..pids and abets .the very injustices which hiicown tormenté char-

. f . .
’ acter, Lear, railed against on the heath. But on the other hand, Bingo

displays individual acts of charity sﬁch as Shakespeare's tokens of
kindness to the Young Woman, the 01d Man and the 01d Woman who care for

v . ’
‘ yn the second scene. However, -the subsequent horror shows these

cts to be band-aids for the Christian coﬁscience; they lose their
effectiveness - as quicidy as they )'are applied. The contemporary
audience has -the advant':age 'o‘f historical perspective. Perhapsreghakes-
peare was h'eib'less to alter a social process already set in motion. "’

i
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~“l‘he historical specifics change, but the antagonism between aspiration
and deed, between social responsibility and individual compromise out
of self-interest remains,a pressing concern.

Shakespeare signs and events move quickly. The plays turﬁs on the

. -
shocking image vpf the gmbgtted girl which opens Scene Three:

4

" Hill. A pleasant warm day. Slight fresh wind. [_:_‘_] An_upright
post with two short beams forming a narrow cleft. The YOUNG
. ,HOMAN"s head 1is in. this and her body ¥s suspended against the
. post. A sack 1s wrapped -round her trom hips to ankles. A rope
1s wound round the sack and the top halft of her body to steady
her against the post. ... JShe has been dead one day. The face
18 %gy, the eyes closed and the ®alr has become wispy. (5c. 3,
p. 20) ; ) A

The visual and visceral impact is sharp ar‘\‘d deeply d1§turb1ng.\ And yet
various distancing <techniques work to incorporate ‘the grotesque sight
into Bond's objective perception of higtory. -The image is borrowed
from a Rembrandt drawing. . (Bond's working notes tell how he struggled
to fjind a non-melodramatic means of .presenting the hanging. Although "
members -of the‘ theatre audience may not know the drawing, Bond offers

o

the 1nfonﬁation in detailed stage directions (Sc. 3, p. 20) in ord',er«

that it be taken into éccount in any serious analysis of the play.)

Shakespear:e remains downstage _facing the audience with his back to th‘e, '
girl and apart from the various personages who react to and comment on
the event (see Plate 7). This visual contrast- sharply dramatizes the
widén%‘ng gulf between Shakespeare's closed worlq an& events beyonc&. At
the same time, the additional focus on the other cﬂh‘aractersl‘ comments
ironically implicates Shakespeare in every socialy detail, each word
driving the wedge of §u11t in further. In this way, Bond keeps upper-
most in our mind the 1ssi1e of enlclosure and Shakespeare's compromise,
and the wider poHt'l‘cal implications of the multiple links of the chain

~f
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of viiolence, corruption and death built 1Into a money ethic.

One 'turn' cf dialogue, for example, 1ncfudes the Son who sees the
'hﬁnging as p;rt of God's plan, and the §1r'| as Satan's whore. This .
detail recalls both how fhe Young Woman had to sell her body to sur-

"-v1ve,’ and‘ the fact that it was the éon's own sexual repression combined
with religious fervour which made him see the coupling of his father
with the Youpg.woman as "ugly. Loike an' animal," and which broﬁﬁt.
the 'I‘ncident\to Combe's attention. In'anofher "turn', Joan.:' a farm
1abou;er at 'Welcombe, describes the hanging--"She die summat slow. No
family or friends t'swing on her legs.[...] She yont afford a pay the
hangman t' 'do it." (Sc. 3, p. 22)--while the Son comments on the bets
the crowd made on how long she would 1ive. Each of these 'tqrns'
revolves around the cor‘pse as"thc;ggh it /w'ere a malleable scu1pf.qre.
eac‘h view eliciting a d1ffé'rerit response and inviting the audienz to
assess the social ‘attitudes the cr;aracters express. Thus, by effec-
tive1}y focusing on anl alienated culture, Bond traces in the remainder
of the play the consequences'i'n both personal and political terms.

Shakespeare would still prefer to disclaim personal responsibility
("No. She'd 'have_ been caught. Burning...") (Sc. 3, p. 24), But the
ﬂi\ag'e'gf, the dead girl rg-awékeps old torments. For a brief mom\ent,

‘ the old fire burns in ;,he fearful image of the baited bear qesperately
slashing away at his brutal predators. We have the sense that tﬁe
image externalizes Shakespeare's deep moral crisis, while at the same

© time it signalsh outwards to a brutal, terrorized world. In ‘that
jnstant, Shakespeare becomes the bear, or becomes a charac;er/‘lh one of

» his plq&s. roaring aga'lr'lsf cruelty and 1;1Just1ce:~$'r;re s even, a

sense ‘of ps_.elf-laceration. But the language 1s very much Bond's. The

4
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paucity 6f emgtive ‘adjectives and the use, primarily, of hard,’ prgcisg
nouns, sharp consonants and ‘tdugh verbs place the emphasis upon the
.actibn we are to Jjudge, rather than on mere character‘r‘eve'lation. ang'
reinforces the‘ idea of vicéim‘lzaﬂon b{ggnd up with aggress;i}iity. Bond's
selection of language is both powerful and chilling, demanding a cer-
tain réstrai;at in the acting. We feel Shakespeare's torment, and yet
we are not swayed from the.exam'l nation of cruelty:

Flesh and blood. Strips of skin. . Teeth scrappin‘g bone. The

bear will crush one of the skulls. Big feet slithering in dog's

brain.%;‘] Slash, slash. It couldn't see but it could hear.
It grabbed the whips.[...] Broke them. Slashed back at the

men. Slash, slash.[...] Sc. 3, p. 25)

T T

Bingo 1is largely about the responsibility of the artist in his
society. (A few of Bond's plays, including The Fdol, which will be

T
Subsequently discussed, and Narrow Road to the Deep North, feature

artists as central characters.) For Bond, "All imagination is
political":

. It has the urgency of passion, the force of appetite, the
self-authenticity of patn or happiness.8

Shakespeare's art, as Bond presents it, plumbs the depths of human
LN

suffering qnd sides with the defenceléeéss and innocent--the bear,\and by
implication, the dead girl. But his 1ife would make him "the hangman's
assistant.” The re-l1iving of the past -results in Shakespeare's first.

anguished self-questioning: f

1 quietened the storms inside me. But the storm breaks
out;;()ie. To have usurped the place of god, and lied...{Sc. 3,
P. i :

Pauses are rare in Bond and when they do occur, they are intended to'

LRV}
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provoke the /audience towards deeper thought. In the minds of some, for
whom Shakespeére's legacy is truth incarnate, this almost amounts to a
blasphemy. Or at the very least, it signals a temporary lapse in a
moment of despair. . The ellipsis dots which follow the word "lied"
suggest a pregndnt emphasis, '

The pub scene which follows, interweaves both ‘personal and
political dimensions. As Shakespeare's inner wérld disintegrates, the
world around him darkens. Bond establishes two abrasive areas of
tension--between Shakespeare and Jonson on the one side, and between
Combe and the peasants Jerome, Wally, ihe Son, on the other. As Bond'
builds to a dramatic high, he incorporates certain distancing devices
to temper the emotional heat and aid the audience in understanding the
dialectic in terims of the socio-historical context. Bond's first tool
is the 1lethal irony which drips dcily from Jonson's b'ltter—coat;ed
tongue, Secondly, the scene 1s Sstructured so as to give Jonson the
ro‘1e of medfator in order to forge the links between Shakespeare.'
Combe, and the anarchists. Finally, Bond uses the device of simul-
taneous dialogue to superimpose an over-view at the same time as the
audience 1is caught up in the heated session between Combe and the
peasants. Commenting on this scene as a whole, Jane Howell talks of
the difficulty in maintaining the right balance:

You need :?;I same vf'olenée from Jonson as you have from
ombe and the Son over the other side of the stage - they both
claw and tear, so that Shakespeare is torn from_both sides
like _the bear....Then it will work and be funny [in a bleak

sense] .9 :

I amreon

* It is the same effect which Bond sought in the lynching scene 1in The

Swing. Here, Bond's saving grace is Jonson's devastating wit which
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entertains as it keeps the audience at one remove, and forces it to

sharpen its own 1intellectual apparatus. ‘“Your recent stuff's been

pretty peculiar. What was A'The Winter's Tale .about? I ask to be

polite," (Sc. 4, p. 30) Jonson queries. His real reason in aslhhg
Shakespeare to meet him was to touch him up for a loan, which
Shakespeare finally gives as ;Ie had done for the beggar woman. Jonson
hanmers away with a steady barrage of insults in order to provoke ‘
Shakespeare into an active confrontation:
What's yoﬁr 1ife been 1ike? Any real blood, any prison?[...]
Life doesn't seem to touch you, I mean soil you: You walk by on

the é:'leaﬁ) pavement.[..] You are sérene. Serene.[...] (Sc. 4,
ppo 1-32 )

)

But Shakespeare's only response is to drink himself into a stupor. Each

‘barbed attack 1inks back to the hanged girl and 'Shakespeare's evasion

‘of political responsibility, and p61nts up the irony of Shakespeare's

predicament. To compound the irony, Jonson has been physically to hell
and back and has become the hardened cynic filled with hate for the

human species, his nihilism the black side of the artist's compromise:

I killed (@ man] once.(L..] I've been in prison four times.
Dark smelly places. No gardens. Sorry yours is too bifg. They
kept coming in and -taking people out to cut bits off them.
Their hands. Take off their noses. Cut their stomachs open.
Rummage round inside with a dirty fist and drag everything out.
The law. ...] (Sc. 4, p. 31) \

RN
™~

The moment Jerome is heard ‘to exclaim, "I'11 break Combe's ne‘cki,\

Jonson resumes his scathing attack on Shakespeare,"'where was I? Yes:

hate. I hate you because you smile" (Sc. 4, p. 34). /

The word “hate" spawns the su?tly counte'rpointed dia'logpe’ between

_the peasants and Jonson. During the simultaneous ‘dialogut.u our
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attention has to encompass Shakespeafe who has slumped forward on the
table, the stormy confrontation between Combe and the peasants, and

Jonson who is "drunk but controlled" and who continues talking as he

exits and re-enters with another bottle. Jonson's moment lends itself
to the style of playing out to the audience, producing an air of

* theatricality to counter-balance the 'real':

COMBE. Every time you fill my - JONSON. To spend m&-]ife

ditches 1'11 dig them out. wandering through quiet

Every time you pull down my fields. Charm fish from water
" fence 1'11 put it back. with a song. Gather simple

There'11 be more broken egg3~ Muse with my reflection

fences. in quiet water. [3.]]

(Sc. 4, p."36)

Bond utilizes here a technique which he developed in writing the 1{b-

retto or "actions for music" for the revolutionary opera We Come to the

31135 jn col]ggorat1on with Hans Werner Henze. 1In ‘the opera, the
\ effect‘“of ef#ended irony to comment on the brutality of war was
achieved by utilizing three stages to play three scenes simultaneously
. ==dialogue and music (the musicians are on one stage) work toéether in
an ironic contrapuntal arrangement. but whether the device of simul-
taneity to counterpoint the visual glements and the action can be a
successful tool for analytical purposes reméins a subject for debiye.lo
Although 1in tt;i scene in Bingo all the words of simultaneous dfa-
Togue can not possibly be heard at once, the general effect of sharply
antagonistic worlds and attitudes is keenly felt. The device injects -a
. mode of stage artifice into a realistic dramatic conflict, breaking the

stage 11lusion and involving the audience as dual role-players (both

detached and involved) in this potentially dangerous charade. Jonson's .

1f§ht cynical banter as cool observer of the scene is in sharp contrast
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to the taut dialogue between Combe and Jerome, and is ‘cruelly

Tnapproprfate to the urgency of~the°situat10n. His mockery of, the

romantic artjst's idy11l (a cruel echo of Shakespeare's ”sérenit_y") is
juxt;po}»ed with Combe's mockery of the anarchist's dream world;
Combe's reiteration of the real world measur;ed in tangibles is bounced
off' Jonson's dismissal ﬁof art as ; bracticaﬂ commodity. Jonson's
comments show him 1ron;ca11y as much a silent conspirator as Shake‘s-
peare, in that he detaches himself from any involvement in the poli-
ticgl turmoil raging around him. Turning to Shakespeare, he shakes him

and caGstically informs him, "The pilgrims havé come.” Thus, the dis-

~ tancing mechanisms serve to challenge the world of appearances rep-

resented by Combe's mentality, and all misguided res'ponse{' to such a.
fixed mental state. The scene's final confrontatjon {is between Shakes-

peare and Jerome:

SHAKESPEARE. You've been filling the ditches.

JEROME. No.
SHAKESPEARE. Lie to me. Lie. Lfe. You have to 1ie to me now.
(Sc. 4, p. 38) - .

Shakespeare's despairing words are double-edged. He can no ionger'lie
to hiﬁse1f, but, at the same time, he is no longer entitled to hear tﬁe
truth,

* The chilling landscape of the snow scene is the logical sequel to

Shakespeare's The -Winter's Tale. Shakespeare drunkenly wanders in the

snow, and engages briefly in a child's game of snowbalis with the 01d

Man while dark, huddied, quiet figures are seen to “pass quickly over

the top of the stage.” He then confronts his daughter Judith and

admits he is at fault for having corrupted her with false values. . For
. ' f‘l'\ .
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'Judith, his words are meaningless.. Having known only affection bought
by possessions, she can only return in kind. Shakesbeare is left alone
with memories of the sonnets of his youth and thoughts of death A few
critics see Bingo as a “magnificent cry of total despair."'! And yet

Bond succeeds in keep'lng the dualistic ,strategy by enlarging the focus

»

in this and the syiCide scene in order to stress the importance oj the

inter-relatednesy of events. Thus, the moment that Sha&espeare des-

pairs, "Every Writer writes in other men's blood" (Sc. 5, p. 43), a

shot rings out, and a Voice is heard to cry and whimper weakly. Shake-

speare 1gnores the cry an ydelivers his own Lear-1ike eulogy. But this
eulogy equally sounds th de/ath knell of humanist despair which 1s but

an empty echo in an inho 'ltable landscape filled with hate, violence,

and injustice: . R

I could lie in this sriowja whole life.[l.7] New Worlds. Keys
turning new locks - pushing the iron open er lion's teeth.[Z.7]
Wolves will drag me through the snow. I'11 sit in their air
and smile and be rich. In the morning or when I die the sun
will rise and melt it all away. The dream.[Z...] A dream that
leads to sleep.[...] Was anything done? Was anything done?
(Sc. 5, p. 43)

a
\A

(Bgnd had tonsidered titling his plax "Was Anything Done?" in reference
‘to\"the quote in Leonardo Da Vinci's Notebooks ETeH me if ever any-
th"ing was done?“—_-l ]2)

The final violence of suicide does not immediately follow as one
might expect. Shakespeare comes to judge himself which in turn serves

4

to implicate the entire play: o v

I howled when they suffered, but they were whipped and hanged so

. that I could be free.l’..% If children go in rags we make the -
wind. If the table's 'empty we blight the harvest. (Sc. 6, pp.
48-49)

43
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One notes the significant pronoun change from the subjective "I" to the
collective “we™. Shakespeare then joins with the Son who has been
——~

"accused of shogt*lng his father, in order to protect him against Combe.
-But the moment the Son admits to the killing, Shakespeare asks for the
poison. _.Bond has-written that "there is no such thing as a pure
action."13 shakespeare's idealism would not embrace the necessity
for political realism. On the other hand, the Son, who has become
‘ politically involved to the point of violence, has been ambiguously
represented throughou‘E the play 'as an unstable religious fanatic. His
hatred of sex becomes énmeshed with the hatred of class injust'ice.— In
one sense, he is a victim of his society.. But he is also to be con-
demned for his failure td judge his action. At the end, he waivers
between acceptance and denial of the killing, and decides to leave for
the New World. The play closes on two images of money and death juxta-
posed. Shakespeare writhes horr:lb1y on the floor while Judith ransacks
‘his bed for his will, and the Soﬁ thinks of greener pastures when he
‘has just killed his father. :

Bingo 1is a powerful work melding emotive force with clear, epic
analysis. One is ultimately.as affected by the moral, cultural and
political 1issues -which ~are raiséd, as by the tragic spectacle of
'Shakespeare's suicide. Bond suc éssfuﬂy encompasses the notions of
sel f-integrity, the necessity for social action and the clear
acceptance. of the responsiblity for such action. While demonstrating
~ the insidious web of violence and corruption which touches every thread
of a social fabric woven by money anq continuing to plead for rational
change, he squarely face_s the fact thét if society 1is not changed
rationally, irrational means will be found. .

Y y
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'mg; The Fool: ‘'Scenes of Bread and Love,' we Jun;p ahead to the

n‘lneteenth century and the dawn of the Industrial Revolution. which
ushered in the capitalistic ethic, the destruction of comnumn 1ife on-
the land, and indigenous folk culture. The historical incident 1s

again the enclosure of common lands, but the focus this time is on thé

1ife of the rural labourers whose' active resistance Ied to food riots,

imprisonment, aar;d hanging. The nineteenth century was also the artis-
tic cL1ebration of the romantic notion of the individual. The Fool.

tg'lls the stor_y of the village poet,lohn Clare, who was driven mad by

the mistakes of a whole age. From the beginning, Clare {is the out\:'

sider, isolated by his genius and temperament from the external reality

which sees his chums brought to trial and his best friend Darkie hanged

‘for 1looting, -riot;ng, and violence against the local Parson. The

second “half of the play delineates with bitter irony Clare's first
t;aste of success, or_ﬂ_y for him to be betrayed by (4 censor;[\ip of his
society a%é wife. Poverty, incarceration in the asylum, ‘and even-
tual .insanity complete the portrait of the man and artist alienated
from the self and His world. 1In a supreme moment of madness, Clare has
a vision of what might h“é;le been and what yet could be. H'I‘; struggle
embodies both the artistic and political consciousness of his time,
with strong allusions to our present age and the general question of
the creation of a human culture.

The dialectic of bread and love resonates on many levels, while

". Darkie and Clare represent the extreme states of action and thought.

And this divis'iveness is further exacerbated by the dichotomy in Clare
who seeks frgedom in his ideal, Mary., At the most essential level, it

‘characterizes a society which literally t'ndrders the crgative impul se

/
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essenti;ﬂ for cﬁange‘.

The Fool 1{1s perhaps Bond's warmest and most compassionﬁ\te play.
Even the upper classes wear a more recognizably human face, although
the,y scarcely Jjustify Harold Hobson's interpretation of the play as |
“‘unashamedly snobbish right:-w.ingl"'|4 More to the'% point s  the
general problem of “the play's emotional impact. Bond is dealing \with
highly volatile subject 'matter, and the partfcular'ﬁituation runs close
to Bond's 0an roots. (The action takes place in The Fens, East Anglia,
and the dialéct is East Anglian. Bond'st’ grandfather was an itinerant
farm 1‘abourer¥ﬂ this comunity,‘,}an;:l Bond spent part of hi§ childhood
visiting his’grandparerits.,) Anéi this, combineﬁ? with Bond's urgent
sense of sufféring and outrage at a system w<h1\ch destroys basic human

»

decencies and the moral fabric of community, demands the tightest con-

“trol if it is not to escape into subjectivism. In part, thl:s objective/

historical framework lends distance and gives greater clarity . to the
social arg@nent. But the most vital distancing strategy remains the
nﬂecessar:y directorial and acting approagﬁ In this regard, th

book for the rehearsals of the first production of The Fool (1975@:}
especially helpful. *

L

Peter Gil1, the assigned Royal Court dqirector. ‘describes a funda-

_mental dualism which he finds in Bond's work: _

[

S

I set myself the task to try and make it accessible, and to try
and pull out of {t that actual warmth which Edward has as a
writer and as a son, Especially as there is also a sense in
which his writing tries to stifle the human qsuaHties in the
characters and the human impulses. of the play.]

Bond gives Clare pnly one main scene of his .own in the first half of the

play, the scene with Mary, a servant in Lord Milton"s house. The act-
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ress playing Mary found it equally difficult not to romanticize it and

to convey the richness of content. packed in the density of Bond's lan-

. guage: | R

*

Personally you bleed for John Clare....l have only a short
space, of time in which to create the potential ‘for Clare's
. _ - passion. Bond's lahguage is so condensed. It's 11ke poetry.
But you have to.deliver it in such a way that it releases the
mass of information under‘ly'lng the words. Working with it is
very delicate....Bond's images are so massive and powerful...

t)t {gu jugt have to have the courage to say them and 1ive through
. m. .

e

/.
The scene in question provoked 1ncred1b1_y divergent reSponses. Either
it was seen as a "prosaic ac;t/f copulation, in a vgoqd " “or as the "de-
. cisive poetica1 metaphysica] mystical experience which determined a
man's who1e 1'ife"'17 What is not dfscussed 1's the total context in
/Wh'lch 1t occurs, Clare -and Mary meet and make Tove in the dark of
Milton's woods, pierced by the shaft of moonlight, and in full view of

Milton's armed gamekeepers:

MARY. Hungry?
CLARE. Allus hungry. I N .

MARY takes out bread and gives him some‘. They eat.
MARY. Stole it. | '

CLARE (touches her breast while'he: éats).. Well built gal.
. Tdke t* Tive 1n this forest. The two on us. Tread the
reeds an' creep in. (Sc. 2, p. 14)18 .

¢ v

The moodﬁ is abruptly jarred by & keeper's whistle, a gun bla;t. the
keéber's comment--"Never drive that out the wood. Animal in fut. Under’
your Feet, -step over 'em, worms rolled up [:] “--(Sc. 2,3.’ 14)--and

Clare: .

ann



CLARE. Bugger's gone.:

" MARY (quietly amused. Looks down at hér crotch). You made
1ittTe drops on my hair, Sitver in this moonlight.

CLARE. On't goo. (Sc. 2, p. 15)

We next gatch a brief glimpse of Clare during the night of the riots.

Clare, with all that's happening around him, is obsessed only with

-finding his Mary. He will see her once more, years Tlater, when he

escapes briefly from the asy1um ‘to diecover she ‘has become a tramp, -
"Grotesque. f11thy, ugly" (Sc. 7, p. 60) - and to realize his 'I'lfe has
been a fantasy. ’ - | |
" Martin Esslin stresses the view ‘that Bond 1';'::{‘concerned to show “the

diiemmas of a poetic temperament, which implies an excessively Tively

imagination and the capacity to become deeply obsessed with a beloved

) .1ndjv1dua‘l."]9 This suggests that Bond wants our sympathy above all

‘for a given of human nature which brir'\gs’ on the individual's tragic

fate, Knd yet Bond gives: us the poetic thread of the play ap neces-

sarily bou;d up with the larger social dynamic, suggesting instead that
subjective experience is in large part mediated through the social and
boHtica] consciousness of the time. - As in Bingo, the movement is away _
from trad‘ltiona{ character drama. Darkie, the rebel, who dominates the
first part of the play, explains the social problem to CIare with the

assistance of Patty, his sister and Clare's fiancé:

13

_ DARKIE. ..] They're cuttin’ “the forest down t' make fields.

Mﬂ ton wantithe 'I and tor. carn,

® €000 00000 OE SN OGESOSIISRPYTOSES

They’11 drain the common fen an' turn off the river.

~

CLARE. Thass a lot a old scare talk. — L

. PATTY (nervohslx)._ Thass true boy. They saw chaps gooin' round

124



. -

» the fields this mornin with chains an wegtin' books.
(G- JWrote the river down in the books. b

CLARE. You heard a this gall? (She nods.) How'd you git rid of
a river - (Laughs.) turn the.river of .

PATTY. Dam her up an' pump her out boy.

CLARE., Can't i thass our's much as his. An' the fens. An' the
trees. What's it mean boy? Ne 11 lose our fishin' - our wood
- cows on the fen common. Howil1l we live? Not on the few bob
they pay us for workin' their 1? We need ‘us own b1t a land.

DARKIE. They take aH the land, they'll hev tpay ﬁ proper
wages. ) K
!

CLI}\?I-)Z. Like factory boys? They: git proper wages?, (Sc.QZ. p.

—————

Clare is initially seen as part of his coiununity which has to face
certain material facts. He opens the play by ‘getting the Mummers PYay
going. The Mummers Play was a folk custom traditionaﬂy.ﬁ;sodate«i with
the winter solstice. Lord Milton and his guests merrily applaud the
play, which has Colonel Bullslasher ("known as Boney") brutally slay
_Safnt George and take his money, and follow the entertainnient wﬁh their

‘own words of wisdom before offering hot pies and punch:

PARSON. But we are entering a new age. An iron age. New

. engines, new factories, cities, ways, 1aws. The old ways must
2 The noble horse and the hand are slow. |..§_] We must work
or the common good. God bless'you.

. MILTON. The war made us all prosperouséfbut prices have fallen

] with the peace. Wages must follow. Not because I say so.
That is a law of economic science.[T.;] Civilization costs
money like everything else. (Sc. 1, p. 6 \

. #
Darkie refuses their cheer ("His drink'd choke me"): '

-~

@‘ Six day a week I goo t'work in the dark an' come home in the

dark - for what? Ten shﬂHn . Even Judas got thirty - but he

-~ cc))me from a good family an' wouldn't work for less. (Sc. 1, pe
y 7 \ :

v
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One of the more effective distancing strategies is the role of Milton. ' .

Bond{&Mﬂ ton, unlike B'Iake"‘s..:, is genu‘lneiy of the party of evil. by
means. of the.counter-allusion, Bond can use Miiton to stand for the
forces of reaction, in league with the Parson, ‘and;'later the Doctor,
whom Milton hires in order to commit Clare to the Aasy'l um. .

! -4 The play's force builds 'on these fundamentally irreconcilable antag-
onisms: Three Central 1r|iag;s best '114u§trate ghe problem of the right'
tension between involvement and critical understanding in order that the
audfence perceive the dialectic and.un‘derstand it in terms of the wider
socio-historical context: the stripping of the Parson; the prjiso'n
scene; aln& the boxing scene.

Clare 1s conspicuously absent from the :1rst,:.‘ Events which lead up

. to the stripping are swift: "“Whole village up t'night!" "We'll doo

all the b{g houses." "Proper silver. On't neea\g:d'les in 'em. Light
the. room up by themselves" (Sc. 3y, pp. 16-17). TheN\Parson has fled to

the woods to escap;e the rioters.‘ He suddenly comes up against Darkie
and his band. The scene's precisely orchestrated text builds in emo-
tional intensity. Its choreography has four movements. Initially, the
confrontation is between Darkie and the Parson, while all the otr;ers '
are grouped stiaading apart. Dg,rkie angrily turns the Parson's pockgts
out, pulls his gold ring off, yanks his gold cross free, breaks this

" silver walking stick. With each gesture, he spits out words of hate.

The second movement brings Mary and Betty into the actibn while the men

continue to remain apart.” Betty is amazed at the "pearly buttons,” and

Mary shrieks with laughter as she shows Betty how they fasten to studs.

_The Parson's cry, "Aren't you ashamed?" is tersely- echoed by an angry

chorus: ’ &
- “ * {s
1]
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_ BETTYl.ddNo No. No. No. I on't ashamed. I'm ashamed I can't feed
my

® 8 0000 e PO NOLIEPIEILROESIDSE ?

PETER. I'm ashamed I work 1n parson's field an' crawl home ke
_ an animal. : .

MILES. I'm ashamed the sweat roll off me while you git fat'

@ @ 60000 000006005 sPRPPSIDEPOSOSSIE

HAMO. I'm ashamed t'goo t s1eep with the dirt out your fields
on me hands every night. (Sc. 3, p.. 22)

‘Bond strikes a precarious balance between the real and ur)rezn.' The
chorus-1like effect increases the theatricality, m&king it more efficient
without being rigidiy sthszed {and hence 'unreal').’ At the same time,
the "chorus" also serves as a moral commentator on the action, for:cing

>
the audience to concentrate on both the socio/economic facts which are

given and the morality of the action. The third movement involves the
men in the actual stripping. ~The tempo builds and the words shorten

and sharpen: "Git it off." “Off." "Pull it off." At the same time,

certain distancing factors such as multiple focus and sharp tonal con-.

. . »
trasts check the intensity as the men's fury builds. Betty stands in
awe, touching. the Parsbn's shoes: "Softer'n gloves" (Sc. 3, p. 22)
Mary, who is shrewd and out{or herself, is on the ground searching for

a lost button stud The focus is further sp‘Ht by the action of young

‘Lawrence who crawls about the stage, his bloodied pead wrapped 1n an

enormous bundle of stolen linen. This addition of' melodramatic action
“ forms but.one of the many abrasive elements in the scene which nonethe-
_.1ess cohere into a single image. The actor who played Lawrence found

the demands made upon him both frustrating ar{d challenging:

Bond's grip on the scene is so tight....the "generan focus...is -
so specific- it doesn't allow much room to relax or create.... .

Even though I'm crying I've got_to be conscious of orchestrat-

L r
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ing my crawling round the stage so that it fits in with the
image of the scene....I love the play and I'm not bored with
ift. But I don't enjoy doing 1t. 1It's Just like taking

exams .20
L

>

-

The actor who played Bob also stresses .the precedence of‘techniqué over

i:he expression of purely inner emotions:
\

I can't think of it in terms of character. I%have to work off
every moment. That's the way the scenes are built up. It's a
play of moments, instead of character....I feél.like I'm a
\giece of moving scenery, doing its thing in the right place....

can't identify any of the people around 'me apart from what

they do on stage.2l

Anx{yet all agreed on the shattering\' impact of the scene. The actor who

played Peter discusses the kind of "basic, nitty-gritty feelings" which

Bond elicits: .

»

my character moves from mad, irresponsib]'e elation through

cold anger to a final despair at’ the hopelessness of the
situation. Look at our relationship to the parson. And our
growing consciousness of our exploitation. At first we don't
realize it, then wham, suddenly we're confronted with {t.22

T'his is, of course, precisely the learning experience Bond intends fqr
the audience. He exhibits h?s ch%]Hng manipulation and control in the
way that he confronts the audiencé with extreme émotiona‘l state- while
not anovlfhg the actor (or the audience) the normal‘psycho'logicaéuﬂd-

up towards these states.

Bond's language has its own built-in tension between emotional im-
mediacy and taut control. In part, the use of dialect distafices and
points up more sharply class differences. .But the East Anglian accent

itself serves a specific purpose for Bond:

I use 1‘. because of its curious concrete feel, its repetitive-
ness, it's 1ike 3 sort of hammer knocking, knocking, knocking.

o~ i r
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But at the same time it can be very agile and witty. It's
language which im{tates experience. Because 1anguage shouldn't
be just words, it should be something that moves in the mouth
and forces gestures and forces action.23
It may be arguéd that the use of accents limits the universality of
Bond's plays. But by way of its concrete showing of the dynamic action,
it becomes an effective theatrical device to convey the public signifi-
cance of the metaphorical action. ‘ g
The tﬁiQmovement builds to 5 cresce‘ndo as Darkie explodes in a

»
cold rage:

Your flesh cold noﬁ boy? 'Fraid I put my fist in your facgt
- Hev a fist in my face all day. On't 1ike my fist wave in your
eye? Hev a fist stuck in my eye every day. (Sc. 3, p. 23)

. ,
As quickly, it subsides‘for a brief second with Bob and Betty's objec-

tive comments:

BOB. More clothes under that.
BETTY. Walkin' shop. (Sc. 3, p. 23).

It is suddenly a powerful and very disturbing moment when the Parson

stands stripped and shivering while the others stand and stare almost
’ . % o

in awe, It is in this mood that first one and then another pinch and

pull at Ms skin: .

>

s
BETTY. My baby. My baby on't got~proper skin Tike that., Look
how soft that is. Like silk lace. My baby's. born hard - hev
animal skin like summat live in the road.[S.7] Look at that.
Come away in handfuls. (Sc. 3, p. 23) : '
The word "flesh” is sounded 1ike one long repetitive note and is finally
mingled with a general crying “and the Pars@'s weeping. The effect 1s

a very curious one--compelling, haunting, moving, grotesque, and yet .

12Q



one remains sonehow detached. The‘chorus becomes almost anonymous ex-
pressing a near-stylized anguish which contrasts sharply nith the
Parssn;s abject self-pity (see Plate 8). Peter Gi11 was concerned that
either the audience might laugh at the actual stripping, or that the
"dream-1ike" quality which Gi11 responds to in Bond's work might super-
cedeithe real. Gill acknowledges, however, that "Bond is 1ike a really
gogd painter, as opposed to a designer; he penetrates to somethi'ng,
which when you do it has a kind of real image."24‘ Bond manipu'lates
the changing rhythms, tonal contrasts and mood shifts so that each move-
ment advances the argument towayds a chi]]ing 1iberating irony. The
rioters are seen as victims of the well-being of a society which func-
tions on exploitation and gu11t; the “gross act of defiance is a moral
rebellion against its values. Bond s tough, anti-romantic stance forces
the audience”to question who is the rea1 thief even before Darkie pro-
nounces a judgement that transcends an exc]usively emotional or subjec-
tive response: o . ‘ R
Where you stole that flesh boy? Your flesh is stolen §oods

You're covered in stolen gopds when you strip.[z.:] You call.us
thief when we took silver. " You took us flesh: (Sc. 3, p. 24)

‘ - 4
~ The final movement of quiet despair is clinched by Betty‘s angry gesture

of flinging a blood-stained piece of linen at the Parson to cover him- |
self: "Cover it On't you throw charity back in my face." (Sc. 3, p.
24). o "

Bond does admit thatAthe problem of sympathy fer the Parson might
arise. More importantly, one is led to a éﬁ??%;a1 Jjudgement about~a
society;s theft of basic human rights. “Sympathy; charity, yes," Bond

replies, "but this can be used to'support the system that impdverishes,
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so'I'm afraid harder questions are asked of us than 'where our sympathies

1

11e."25 Eisewhere Bond has expanded upon his need to make his stage

metaphors more sp\éCi‘fic. and therefore more reconciled with his objec-

tive description of the.scene*

what I wanted to say is 'We are starving, uncultured, ludic-

rous, clumsy;...You are refined, sensitive, imaginative; ...

Because you are a thief.' So the ideal way of showing that was

just to take his clothes away and to say you are still a thief

ﬁcagsssyou are still covered in stolen goods. You stole our
esh, -

And I think Bond succeeds in conveying the general social ,a.nd pofitica]
statement beyond the particular ugliness in a way he was not abie to

agcomplish with, for example, the stoning incident in Saved. Here, his
n27

reach encorﬁpasses the "profounder emotionalism of epic theatre's
- multi-dimensional .experience.

Bond closes the séene with the arrival of Lord Milton, whose first
reaction is to regard the rioter's behaviour as that of naughty child-.
ren and to let them go to stave off further violence. But when one of
his meﬁ accidentally kills Lawrence, Lord Milton quickly orders them
all rounded up and marched off under the protection of his guns.

The prison scene _prese“ntedAspecia1 di fficulties for Peter Gill. \
The painful situation with Patty and Clare who wait with Darkie and the
.boys unti'r'%ey lTearn who 1;\1:0 be pardoned, lends itself to convention-
al dramatic playing. And yet he had to deal with Clare's strange 'manic

\)

behaviour;% behaviour that could be handled expressionistically, a stage-

(] ° -
cra ﬂ;’f” d disavows. Twice, Clare becomes convulsed with uncontrol-

+ 0
*

lable laughter which spills out beyond the cramped prison cell and sets '

~—

off different kinds of laughter throughout the prison--nervous and

hysterical at first, and finally, a kind of hysterical sobbing. Thg;

I

» a
. /
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first outburst of laughter coincides with Patty's news that “Scri bbﬁn'
come t' sunmat.“?e’n'man bin. Talk ‘bout a book" (Sc.. 4, p. 28). And
as Clare's laughter occasions the larger laughter outside, the allusion
is c]ear]ry to the pbssibﬂ'it_y of freedom for all, including Clare,
whose }'ecognition might eventuate in a way out of the social morass if
the artist c¢an become a catalyst for change (Miles: "Write 'boutqth'ls
place. What goo on" Sc. 4, p. 28 ). And Clare, ironically, does
learn someth'lng‘from his experience in the first cell, because it 1is
not only his love poetry but his political verse which hisi society
condemns. 1Initially, then, the laughter is a sh‘ared laughter inviting
the audignce to participate in its message \vf hope. However, the
laughter quickly freezes as the Parson's cruel, sanctimonious and
hypocritical sermonizing grimly reminds the prisoners of the truth of
the world 'outside: | |

Forget .this world, its misery and waste, all luxury and vice,

its painted vanities.[;..J Die to this dark world, Live 1in

eternal day. (BOB cries a little. The PARSON turns to him

eagerly. He takes the crying as a sign.) Yes, yes.E.i God
1s here. (Sc. 4, p. 29)

As the laughter outside builds,- indicating that some prisoners have
been released, the group inside the cell 1isten 1n: silence aﬁd then
begin to pound frantically on the céﬂ door. With these few gestures,
Bond shows the desperate need for freedom and a true Justice ‘which
would aHov/l for the natural expression of shared human impulses, not
{:he mad confines of a world which keeps human beings alienated and
locked in fear. As the reprieve comes for all in fhe cell but Darkie
and four oph%rs outside, the group's jubilation is the grotesque em-
mbodiment of the distortion of human behaviour--a distortion triggered



( \ re

by the painful absurdity of their circumstances.
Up to this poimt, Bond interweaves ’credib'ly the contradictions in

both the private and public spheres. With Clare's second outburst, the
~ ' .

play's movenent is more inward. - The 1aughter outside seems less realis-.

tic ariq loses its force as an objective comment on the wider political

circﬁmstance. Clare sits for a moment "with his head in his hands":

~ CLARE begins to laugh. It is easy, not hysterical, but not
calm. It wells up in him and overflows.

eP 0006000000900 008000 0000

CLARE 1ies on the bench. Hé covers himself with the blanket to
muffle the sound. S

8 S 4509580000683 000000 08800 L

CLARE falls on the floor. He rolls about under the blanket.
Off, there 1s a short burif?f‘laugiﬂ:er. ‘It becomes hysterical
- 11ke sobbing. 1t lasts for a few seconds. CLARE 1aughs
happiTy through 1t. (Sc. &4, pp. 33-34) '

. aman,

The effect is extremely disquieting . On the one hand, it does pull us

up sharply from an easy emotional surrender to. the immediate dreadful
'3e

>

: circumstancgs--Darkie';c, fa;:é, his silent coﬁrage 1 ”the face of death,
his gift of h1§ green coat to Clare, his acceptance of Cl'are'and the
final good-bye. Each of these painful moments is acutely felt. But on

~ the other hand the cruel, almost perverse inappropriateness of Clare's

'Iaughtér 1n:t1mates that Clare's pain is deeper, larger tfhan himself

" ("Hurts. Hurts" [Sc. 5, Pp. 3@). On the ﬂsymboHc level, Clare's laugh-
ter reverberates more darkly, courting death and desp&ir in perhaps the
only way he knows how. Essentially, Clare's laughter reveals the pri-
vate pain ,of his obsession with Mary. Once Patty 1eayes, Clare téils
Darkie that he had a gﬁ‘] with him the nighf of the riots and he hopes
Darl;'le might know her wheregpoufs. Clare- and Darkie want the  same
thing, but Clare's notion of freegiom‘is still bound up with his “angel
.ofufre'edom." In the real-life John Clare's orginal words‘,.Mary is

-, [+
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apotheosized: A . _

To Mary

Thou seem'dst an angel when I met thee first,

Nor has aught made thee otherwjse to me: -

Possession had not cloyed my love, nor curst ~ .

Fancy's wild visions with reality. John Clare28

oo simm
Bond recasts Clare's poem into a mgdern version;

. "ary

You are a poet and should have known
You must imagine the real and not the il1lusion .

-

Your woman spent her life under your roof
You never met - not once

In the living room kitchen

Clare, you created 1llusions

And they destroy poets “— " Edward Bond29

The movement of the second half of the play is .towards the possibility
of a higher, synthesis Although such a possibﬂ‘lt_y is not realized in
the events of th'ls play, it is offered, nonetheless, as one which the
audience may effect.

Bond performs another. variation of theatrical counterpoint in the
boxing scene 1in order to dramatize the larger social _processes in
action., The scene's action is split between the group downstage which
comprises Clare and his London 1iterary patrons, and the' fight upstage.
In sheer physical terms, the scene presents'.a darin‘g theatrical chal-
lenge. Peter Gill realized it would work only if *[an the actors] are
in the scene together..)g'lqyifng thé who'levscene as a scene'."30 The
actors had to work within this double perspective, adjusting their tone
to the second action. One actor cb{mmnted,"The way the fotus shifts...

1§ Tike a fiim in the w the audience's attention is drawn from one
. i - b .

-
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element to another.”3] The self-conscious theatricality of perfor-
mance establishes a certain separateness of the self from the"role and
this same duany between participation and detachment whic\tl/transfers
to' the audience prevents it from relating solely on an individual and
personal level. Equally, the tough physical d_ynamfcs of the boxing
match demand the utmost skill in timing and controI if the appearance
ofymere staginess in the scene as a whole is to be avoided. )
Again, as in the cloth cutting scene in The Sea ;and the pub scene
in ﬂﬂﬂ_- we are confronted with two apparently disparate worlds which |

ironically emerge as a single d_estrucat*lve force. On one side we have

“the black boxer who sells his pouﬁd of flesh to the 'e1egant Marquis who

goads him on to beat the“Irishman to a pulp ("Do it stylish") (Sc. 5,
p. 43 ). On the other side in the poet's corner, Clare is politely
pu'lver1zed by Admira1 Lord Radstock: "Who controls the brute in man?
Polite societ_y Hel], your verse undermines itrs authority.\Thereﬂd’ be
chaos" (Sc. 5, p. 43). The scene fascinates in the way it polarizes,
meshes and then splits out again to revefl Elare.'s identification 'with

the defeated Irishman. One feels béver‘y cruel blow that~1s dealt Clare

and yet it is apprehended at oné”/'i ronic remove.

Bond surrounq/«ﬂ are with a rag-tag dssortment of creatures, each
of whom is as isolated from the real world as he is. Mrs Emmerson is

in love with the {dea of the buccolic poet who dwells on some higher

plane  of existence communing with his Tlofty museg. Charles Lamb,

"dressed as a literary romantic" and drunk, ironically does see through
£ : :

the grass and the trees and acknowledges Clare as the "“fool" of the

p'l-qy"% title for daring to speak the truth:

Truth she.nerjs in the gutter: ot

L4
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On]yawisemantmestodo that»- or another sort of fool.

(Sc. 5, p. 39) ‘
Lamf is accompanied by his mad sister )Mrary_ who, Jike our modern-day “
, shopping-bag 1ad;ies, is forced to scrounge amotng the refuse bins of a
morally destitute society.” With hér; bags of rotted food, Mary is "prof
tected" by the straight-jacket she carries with her. And final¥p, there

is Lord Radstock who between "Tut. Tut." and confused sna&éhes of

Clare's poetry which he obviously has not read, extorts his pound of
flesh by reminding Clare that]his verses offend the new, land oang‘
class--the only class who can ragd let atone .affond to buy his books.
.'Meamahﬂe a pair of monocled Har ow fops vie with the backers of the
Irishman--one a greasy Cockne_y amd"{he other a stimy opportunist who
has actua]“ly backed the blaol( man. The sound of hurting fle3h recalls
the stripping scene. The Aiu!astion now 1s ‘society's theft of the mater-
ial and spiritual sust ance of the artist (and hence, of culture).
Both Clare and Jacksq‘\ are bound to their patrons 1n the iron vice of
their age. And £o‘/this., they are Bond's 'bigger‘?oo'ls'.

In the ,5)na1,scenes, the spectqc]e of Clgré's anguished sﬁffori_ng

and cru%g isolation is painfully felt in 1mned1ate and real terms.

/ . a,
Ppre’is\a danger that the emotional impact might overwhelm. And yet

\/\each scengﬁ;s car‘efuﬂy‘ structured in order to demonstrate the cost in
¢

- . ‘human terms of both the distorted inner vision and the 'obscg,ne polit-
ical reality. 1In addition to speci’fic distancing st‘r:atoegies--theatri-

. cal role-poning, the shifting to the modes of the grotesque and comic-

. grotesque--the” scenes sprawl in epic fashion, in time a’mi}}space. The
use of gaps oetweon' scenes serves as-a ‘:rnon-recuperat1ve flash forward

“technique," or a distanced mode to the extent that it jnvo1vés bra"ln-
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work on the part of the'audience in giguring out how the alct1on has &
" .progressed from A toC to F... Often the "explanation" will come late

,. in the scene. By these means, the traditional emphathic response fis
subverted and r?e-directed towards a profounder feeling and understand-

'1n§ of the  societal pressures which bring about the trage&y.

Five years hence, we see Patty and Cﬁre mired in a domestic hell,
existing on the raw' edge of despair and desperation. With the arrival
of Mrs. Emmerson, Lord Milton and his circus--his keeper ready wihth“a
gun in case of trouble, the Doctor, and the Parson--the metaphor ‘of the
boxing ring, denoting the relations between those who dominate and those

.who are fbrced to confofﬂm. is made gi*otesquely mam’f’est. If equal

\_ glej ght is given to the perfqnnatfve qspects of characters in their

/ social roles, their unwittingly ironic sel f=comments should  reveal

,the"h" own blindqegs and serve to condemn s'bciety a‘t 'large. T;le Parson

admonishes . Clare tol be‘ on 'his be?i behaviour, to which Clare retorts,

"On'y g;at the one behaviour so he'll hev t'make doo. Others hev" K
\6, p. 56). It is precisely‘ this fundamental problem wi;ich Bond poses..
A1l the characters take the appearancé for reath'; Clére is betrayed
' becausefhe imagines that he is a "boxer an' Lor&-Br_yon", (Se. 6, p. 57),

a confession which Patty was forced to reveal to the Parscvﬁ./ On the

one hapd. he is savaged by the satanic" forces in sociéty and is a
victim of :his romantic 111usions:. On the other hand, the image con-\-‘
qotés both the possibility of the man of action and of vision. If
éffecﬂve'ly combined, they would 'threaten"the foundations of society.
Thus, even before Clare is cruelly bound up in ropes and shoved into a

cart 1ike a dangerous animalh. thete is the disturbing realization that

- * 7 a1l are bound in straight-jackets of crippling attitudes and values.

hd o
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The analysis is further advanced by means of the concrete,“visuﬂ
object. As we are caught up in the horrible action of Clare about to
be carted off, our attention is forcibly drawn to the sight of bags and
bags of wunsold books, the bags themselves woven of fine hessian. .We
come to understand that the most punishing insult {s the fact that

Clare is now hopelessly in debt to his publisher for the unsold books,

their. printing costs having doubled since Clare's dialect had to be '

edited. Lord Mﬂtqn insists the bags be returned since they are
valuable hunting bags. Thé scene recalls Mary®s bags of wasted food
and the "protection" of her strafght-jacket, and by way of metaphoric
association, the coercive “protection"” of the boxers' backers, tjfe en-
closure of common lands for private gain in the name of progress, and
the cultutal and economic "pxptection“'of the actors in their guise as
mummers, each image in its own way reinforcing the cruel waste of human
potential shown throughout the play.

In the sul\)\sequenj; scene where we see Clare years later, mad but

stiﬂ'art'icu‘late, 8ond mahipu1ates our response. Initially, the real

and unreal co-exist unedsﬂy. Clare's eéncounter with Mary, now a .

grotesque tramp and with Darkie, who gags on the piece of bread which
Mary offers, intensifilesl the horror of Clare's inner struggle. This
image is quickly juxtapo;ed anld‘measur'ed against ug]}\gx\ternal reality
in the scenario of itinerant Irish workers who are force\d to scrounge
- for scraps of food and sex in the dark and danger‘o\us woods of alien
territory. Clare's sudden "lucid" insight in a state of-;mdness.'
'express‘ed in the long speech which 1 quote below, is thus Tinked to the
wider 'suffering: Bond would have us understand that Clare is more

. "rational” here than at any other time .in the play, his madness a meta-

¢
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phor for sanity in an otherwise insane wor'ld./ (On't,the subject of meta-
phorical madnes's' ‘in Bond's plays, Tony Coult alludes to the 1gfh_1ence
of R.D. Laing.32) In this way, our own 1meg%pative and empathic

response—ts—called into questiqn. The change in Clare 4is cruelly

ironic. Only when he is mad does he break. free fromr his cultural cond-

ftioning. But his vision 1s intended to refute the notion that man has

‘ j only "one behaviour." Above aﬁ, it is this fixed precept that will

not do:
kS

Bread goo from mouth t'mouth an' what it taste of: other
mouths. Talkin' an' laughin'. ‘Thinkin' people. I wandered
round an' round. Where to? Here. An' a blind man git here
before me, The blind goo in a straight 'Hne. We should have
come t'gither. She git the bread.—-He crack the heads when
they come after us. An' 1 - I'1d7hev teach him how to eat. I
am a poet an I teach men how eat, Then she on't goo in

- rags. He on't blind. _An' _1/- on't goo mad in a madhouse.

(Sc 7 p. 66) -

I
The power of the closing scene is felt through the chilling jugfta-

@

position .of both the 1magis€ic and symbolic fraines of- reference, and

. ¢
‘ the wider ramifications of the dialectic of 'bread' and "Ieve‘. In the

1cy comfort of the sun-drenched Sitfing-room of the asylum, where all

are nourished' and ‘cared far', Mar_y Lamb .and “"Napoleon" play chess.

. Clare is wheeled in, strapped in a straight jacket. "He makes ’rjlytlun'lc

gugggf...\q@]mﬁhes from-side to side." His appearance is that of

"a shrivelled puppet. His head no&s 1ike a doll's.” His face is white"
" (Se. 8, p.»68). Bond deliberately juxtaposes this. dreadful image with
the ﬁoctor's invitation to Lord Milton to take “meat tea" and Lord o

Milton's long Speech ‘'on the changing times. On the surface, it appears
as though Milton has: learned something, but his self-just1f1cation

serves to conf'lrm his state of andness.

L
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The dawn hurts my eyes. I hate my son.[T.7] [ was cruel some-
times. Foolish. But did I hate? No.>.7] He hates. [T.7] In
Tove with his factories. It's changed. T(Sc. 8, p. 69)

i

The 'dawn of change' has more sweeping consequences.. The moment Milton

leaves, "The door swings slowly open. It catches thé sun. It flashes

once into the room. Brilliantly. Silence. An owl calls in the trees"

(Sc. 8, p. 69). The layers of irony in this scene multiply outwards.
It recalls the boxing scene and Charles Lamb's double-edged pFophécy'of

the poet-fool's truth:

\

3
The goddess. of wisdom is a bird of préy. the owl. But the fools
have hunted her and put her in a cage. If you try to let her
out she savages your hand. Only a wise man tries to do that -
or another sort of fool. (Sc. 5, p. 39)

It recalls too the Doétor's comment in coming to fétch Clare in Scene

Six: "Then I can start diseﬁtang11ng the truth from the poetry" (Sc.

6, p. 58), anqlclare‘s own role as Doctor in the Mummers ﬁ\ay. and his

newly-envisaged role of the artist as a different kind of healer in

society. In sharp contrast to Lord Mj]ton's "blindness," the image. of
light flashing tmg]liantly thus pays tribute to Clare's rebellious
| spirit which is Qtil] felt in the hard consonants of his truncated
speech. Bond has written:

" So I learned n my cell 8

And my dark friend in his-
That one day our bread might taste of reason

Reason is the mark of kin
Poetry destroys illusions and doesn't create them
And hope is a passion that will not_let men

Rest in asyluym's peace C X
w ("The Fool* Poems)33

ah
Milton returns with Patty who has experienced the death of her two sons
- »
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in the war and who has somehow survived:

CLARE. , L...1...» .
MARY .LAMB.' You look all right.
PATTY. Yes, well. |
CLARE. G...g...
MARY LAME. Grey hair. |
PATTY. On't git younger, P'raps 1'11 see you again some time.
G.:zl Sorry you on't had a proper life. Us hev t' make - the
most of. what there is. On't us, boy? No use 1ettin goo.

. (Pats his arm.) Learn some way t'stay on top. I'd be a fool
tcry now. (Sc. 8, p. 71)

Patty's speech is addressed as much to the audience as to Clare. Bond
would prefer that we understand the truth by not giving in to any purely
personal feelings of pity. " )

The pia§ closes on the chilling note of Milton's hurried exit and -
his retracted statement about his son: ”Not-trué. Does hitlduty.
Means . very .well. Scrupulous in fact" (St. 8;‘pt 71Y. The poet has not
been assigned to grotesque oh]ivion; rather, his words (and the crimes
they record) may yet becn;e part of 1iving history, ready to do battle
against the blind forces.of,habit and self-interest. -

The Fool is a deépiy moving and complex play. Its emotional force

is, however, so raw -that it would require skil1ful handling both in the

restraint of the acting approach, and in the directorial emphasis upon

the commentany which is inherent in the text, the epic structure of the
scenes, and the Specific distancing techniques. -
\

» .
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Ghapter Six:

Counter-Text Di stancing in Lear and Restoration

~

t

By creaﬁng a "counter-text" to known legends and literary conven:
tions Bond is able to achieve a distinctively new dialectical mode of
perception. In both Lear (1971) and Restoration (1981), the playing
of; of a politically-oriented -modern version against a "familiar" sub-
ject matter serves simultaneously as a principal ,dTistancieq) mode and as
the dramatic substance of the play. Here as elsewhere éo;n;i's political
parables ar:a designed to confront the audience with the frightening
consequences of power which has lost its moral impulse: "It is so easy
to subordinatg justice to power, 'but: whén this happens power takes on
the dynamics and dialectics of aggression."'I

For h'1~s first experime‘nf with the counter-text strategy Bond turns
to the Tegend of Kiﬁg L{e\ar as a metaphor for our violent ti;nes. The
unspeakable torments King Lear suffers on the heath mirror a world
which is spTintering towards the grotesque; the struggle for power
assumes monstrous shape in the emblematic’blinding of Gloucester. Bond
co@p]icafes the cruelty which is already contained in King Lear, and .
for many, maximizes it to the poir;t of intolerability. 1In his v'/ersi‘On’
the scenes of torturg, mutﬂatilon' and the carnage of war perpetrated Sy
Lear's daughters are repe_a;ted by coqnter-revomtionary forces with a
savagery made ev;n more hideous and frightening by their institutional-
ized methods of butchery. King Lear's sorrowful lines, “Then let them
anatomize Regan(....] 1Is there any cause in nature that makes these
hard hearts?" (Act Irl/l, Sc..vi, lines 80-8‘%)2 are 1iterally enacted in

a grotesquely bizarre autopsy scene. Bond has Lear himself blinded,
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¢ : :
embodying in the one character the nadir of human suffering, His com-

L I panfon in madness, the ghost of a gravedigger's boy, is gored by the

pigs he once tended. For ;nany critics, Bond's Lear not only eviscer-

w3

ates King Lear but is one "long scream of pain, p}'otest and un-

relenting horror with noth1n§ more to say than the tired truism that
. power corrupts. |
| In ‘addition to the accumulation  of horrors, Bond r"is;ks the sur-
= render of the audience's emotions i:o profound pity for Lear. His Lear
teo travels the dark and lTonely road of madness and painful dinsight
into himself and man's relation with his world. Shakesperian %choes
-reverberate in macabre animal imagery and the strange mixture of the
grotesque and pathos personified 1;1 the presence of the ghost, a more
serious version of King Lear's .fool.
But whereas in Shakespeare's drjama the unmediated pity and fear of
high tragedy climaxes in a brief, unbearable reconciliation of love
'which is as quickly transformed into death, Bond's_fina'l act charts
kear's torturous path beyond the ambiguous one suggested by Kent at the
close of King Lear, beyond the despairing vision that "As flies to -
—wnanton boys are we to the gods, / They k1‘§] us for their \’sport" (Act

IV, Sc. 11, 1ines 39-40), and beyond the stoic dictum "Men must endure
g / Their going hence{...] / Ripeness is all" (Aét V, Sc. i1, lines
'9-110). Fdr. “wﬁether an interpretation of this credo approximates a
Christian humanism which sees 11fe as 2 preparation for death, or draws
upon'the notion of a metaphysical evil wher;eby an existential angst--or
'fol'ly--'ls the only possible response, both place man in an eternal
‘state of unfreedom which can elicit only passive acquiescence in the

face of a tragic fatalism. A paséive stance in a world where anti-



human forces seem on the verge of precipitating unparalleled disaster
ul timately negates that which for Bond is man's true potential and must :
be condemned:
On us lie the burdens of morals and choige
‘These 1ike roots are a way to be in the world "
~ Without them we'd be in eons4

Bond mines the Lear legend for it§ essential truth that “"man without .
pity is-mad" (Act III, éc. 3, p. 98)-5 But he intends his play's
upward movement to further embrace Lear's (and Ol;r own) evolving moral
and "boﬁtical consciousness towards a neo-Marxist view of man deter-
mined nof merely by social forces, but capab'le‘of changing his world.
Thus the b] ay combines a parallel movément in which Bond savagely de-
bunks myths and_attitudes which hinder or pervert the notion of social
and political responsibﬂ1ty--p611t1ca1 elitism and its Justifying
morality and philosophy, and the cultyral ‘experience of bourgeois
heroics. " : - v

By means of the coun{:er-text, Lear is seen in an ironic relatfon-
ship to King Lear. The‘- dualistic r’espons.e which 1sq ensyred by this
radical perspective in both emotional and intellectual terms is further
strengthened by specific distancing techniques which Bond has used
before: the sharp juxtapos’ition of incongruent styles--the real and
the theatrical gesture or popular theatre idioms such as farce, guignol

and ‘the supernatural. Unlike Early Morning where the skeleton of

George merely intensified the. grotesque pathos, the g!)ost device in
Lear works through ironic reversal. Lear begins in ignorance and ‘fear
and gradually achieves moral stature gmd polftical understanding. The

ghost begins in_{nnocence and sympathy and progressively becomes a:

LW &4



sinister false raisonneur. The clarity of Bond'§ message is 121 part
depenaent upon the extent to which the significance of the ghost is
integrated into the moral scheme. And as before, Bond's distz;ncing
arsenal 'Is'aimed at a new kind of 1nvo'lvémént which forces the com-
plicity of the ‘audience but which at the same time hinders the complete
i11usion effected by undue emotional and imaginative involvement in the
inner lives of the characters. Bond's assault.on the audience is
ultimately intended, of course, to l1iberate the rigid, conformist and
conventional mentality which clings to debilitating myt‘hs and aititudes
which instill fear and paralyse the impulse for change.

Of paramount importance is the manner of handling the plot if the
outrgge. the sftuation of cruelty and its roots are to be understood as
social and political and pot as psychological or metaphysical. He
spells out the conscious over-all purpose of his structure as follows:

Act One shows a world dominated by myth. Act Two shows the
clash between myth and reality, between superstitious men and
“the autonomous world. Act Three shows a resolution of this,
in the world we prove real by dying in it.6
Towards this end, Bond dispenses with the Gloucester sub-;"i}ot which
served to reinforce not only King Lear's awesome suffering but also to
underscore the sense of a cruel, hostile univsrse. Instead, he main-
tains the momentum of political events equaﬂy/ strongly with the intent
of making Lear's subjectivity objective.

The play opens onto the political madness. A workman on Lear's
wall is killed by a blow from a pick-axe. Shouts of pan'ic, warning
attempts- and cries for water are stifled, by a soldier's brutish order
to “move 'im then)" (Act I, Sc. 1, p. 55 and the Foreman's ugly com-
mand to shove his body under a tafpaulin out of sight of the Royal



Visgors. ~In place of King Lear's cruel Tove-test which impediately

ngendered bsycho]ogica] interest, Lear's great ambition is the build-

ing of an enormous wall, ostensibly to ensure peace and freedom.._

Immediately one thinks of the ancient monoliths xthrouéhout history and
the gulags of our own century. Behind the outer walls are the suppor-
tive structures of government, law and prdev:. And behind thes‘e walls
f?re the psychic cages of man's own making.

The opening incident, depié:ted with a tough realism, creates a
c]ime&&:p of immediacy and urgency’and places the emphasis ‘upon action in
the society at large. The precise naturalistic details are quickly
juxtaposed with the style of theatrical formalism. The arrival of Lear
%d his entourage car;ries with it the absurd, ceremonial rituals of

class and office. For Bodice and Fontanelle (Bond's versions of

"

© Goneril and Reagan),7 the wall accident is a tedious irrelevance and

their automatic responses are inane platitudes:
BODICE (shakes ENGINEER's hand). Our visit has been so enjoyable
and informative. , )
FONTANELLE. Such an interesting day. (Act I, Sc. 1, p. 16)

Like King Lear, Lear is quicKly roused to anger when his grandiose

scheme is threatened:

LEAR. The officers must make the men work.

0 0RACE OB CPOIIIIOOIOIBRESLIOLOLSIS

It's a flogging crime to“delay work.(%..7] You must deal with
this fever. They treat their men 1ike cattle. When they
finish work they must be kept in dry huts.[...] You waste
men. . (Act I, Sc 1, p. 16) .

Civil rebellion 1s, however, already seething underfoot.
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~LEAR-. They dug the wall up again last night.

OFFICER. Local farmers. We can't catchsthem,.they scuttle back
home so fast. ‘

LEAR. Use spring traps. (Act I, Sc. 1, p. 17) v

v e
‘The action edges imperceptibly *tf:)wards farce when Lear, Wesperate to"
-subst_antﬂfte his sense of pkower" ‘which has already lost its credibility,
order;s a firing. sqyéa to k.ﬂl ‘an innocent workman in order to sg;. an .
example, and then forﬁets to move out of its way. He—finally has to

take matfers into his own hands and shoot the man himself: ..

- ~When I'm dead my people will live in freedom and peace” and
remember my name, no-- venerate it!...They are my sheep and if
: one of them is lost 1'd take fire to hell to bring him out. I
. loved and cared for all my children, and now you've sold them to
* their enemies! (He shoots THIRD WORKER, and his body slumps
forwards on the post 1n a %ow bow.) There's no more time, it's
Joo Tate to Tearn anything. (Act I, Sc. 1, p. 21)

Tﬁus, by means of fhe protracted juxtaposition of the“real and comic
' fomaTism, Bond can effect an 1r6n1c contrast depicting the two worlds
(’ru'lers and ruled, and by' metaphorihcﬂ extension, Aprh,rate and public.
fragedy) as one--(a?*‘ dehumanized society where all act in fear, and the’
comnon man {s reduced to animal fodder and kilted at will ‘when the work

-

slows down. . . ‘ ST T T
At the apex of an elitist social structure is a 1ead:r;ship whose
policy is to crush and disclaim respogsibﬂity believing that a’stryc-
tured hieparchy is necessary to st;ave off chaos and keep the "anima"l"
' »  (or the lower classes) at bay. As usual, essential motives and atti-
tudes behind relations based: on power are offered for analysis. The
comic treatment of ‘cruelty not only deflates the heroic posiure but

extends, by' analogy, into our world. Lear wants credibility on a

]
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. global scale; his‘feuda'l thinking is but one“ step from the co'l'lap.';e

into fascism and his rationales only too familiar:
. ‘ﬁ | .
» LEAR. " [L.7]I'm not free to be kind or merciful. 1 must build

the fortress.- i ’ ‘

Se s e S 080000000020

BODICE. Small and petty. A1l - these things are in your .

head. [=.7] E
'LEAR = ki"l'ied the fgthers therefore the sons must

hate me. j /’\\

DICE. [Z.7] - how can they be your friends 1f you treat them’
1ike enemies? That's why they threatengd you: it was poli--
tical negessity. - . - .

.......IW.O..!,l......"..

L]

I order you not to shoot "this man. Our husbands\wﬂ'l shoot
_ anyone who shoots him. (Act I, Sc. 1, pp. 19-20)

» The daughters ar;e already corrupt. Bodice's.absurd rhetoric *g but a',

mechanical reflection of her father's think'lné and behaviour.. 4L1§te§n-
ing to the tape of the Royal Court ‘production directed by William
Gaskﬁ'l was especially helpful in assessing the temper of the p'lay.8
The audience immediately pic'kgd up on the comic treatment of Lear .and
his. daughters in this' first scene, part'icuhrly_ with Bodice's 1lines.

But Lear received his laughs too. Gaskill had suggested to the aéto;rs
'3 e

. that they think in terms -of "the Royal Family visiting a -shipyard,

carrying umbrellas."” ud

<¥his frame of mind together witb the slightly
exaggerated® tone of upper c}\:ss— accents would bring a wit to the
stMamening the element of satire. And by means. °uf"'the semi-
comic opening, Bond cdn show his dangerous clowns equally imprisoned by.
rigid, destructive attitudes® predfcated on 1{gnorance * and fear and
fueled by hatred. This comic detaqlment is also exploited dna the

scenes which fol)Yow, culninating in the hideously comic torture scene

. \

e
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in which Warrington, Lear's Foretgn Policy Advisor, who was brjbed by

—

-.each- of the sisters to betray Lear, and in turn the other sister, .is

captured and maimed. : s ' - ¢

-

'Lear 1s next seen in the ludicrous light "of an antide'luﬂan General

st pretending’ to the spoﬂs of his ado'lescence. His daughters have ™’ _

married rebel dukes and launched a full- sca)e war to oust Lear fr'om’his

realm; Lear is preparing a co_unter-attackh Traditional march music

‘aécompanies his sa'luée:--"Greetings to my friends the 9th"--while the

_. B{shop gives the necessary support:--"God blesses the righteous. He

has nothing to do with women who make war" (Act I, Sc. 2, p. 23). The

" following scene is a very funny double sisters' act done in the manner

Nt e et e —_—

of the muﬁic-han with asides out to the aud_ience, each sister vying to
outdo the other in the game of one-upman&hip on their: new husbands. On
tagé, the audience reacted with an outb/u}sf of. a‘pp1§&se as Bond milks
the sexual metap'hqr to connote the lust for power. Fontanelle behaves
1ike a furious, fristrated child whose new m.echlani.cﬂ toy fails. to per-

4"}
form: ;. P

~\
FONTANELLE (aside). I'm bitterly disapgo nt,e.-d~ in my hus-
Flzén

band.[.3) he gets on top of me I'miso angry I have to

count to ten, That's long enough. Then 1 wait till he's

‘asleep and work myself off. I'm not-making do with that for
. long. (Act I, Sc. 3, p. 24) ’ ‘

L4

Bodice, in contrast, is a bloodless abstraction who feels nothing but
Y

contempt for "the male species:, SR

>

-t

BODICE (aside). I'm not disappointed in my husband. I expected
_ nothing.. There {s some satisfaction 1in 1listening to--him

squeak on top of me while he tries to get his little paddie.
- in. 1 1i{e still and tell myself while he whines, you'll pay

. forvthis my lad. He sees me smiling and contented and thinks
it's his virility. (Act I, Sc. 3, p, 24)

o
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In presenting the daughters as wound-up puppet-ffgures of po'litﬂcal
','lust. their inner workings assembled early jn life by a master c'lown.
Bond forges the 1ipk’ between political repression and pornography which
is an important point to grasp if the violence whi\ch follows 1s not to
Appear gratuitous. The ultimate perversion of the nurturing principle

-
‘18 finaﬂy realized in aggressive feminist tactics where the female

F o W

delights in sadistiwevenge on the failure of men to create a sane, \
.\ L]

-

secure world.

-
.

Bond has ufr'ltten in. a poem entitled "On Leaving the Theatre," "Have

you been entertained? / Laughter that's” not also an idea / Is cruel."10

Gaskill was especia"l'ly concerned to get the *right ~"ane-1ength of
humour™ 1! ,
ceeded in the torture scene. at least up to a point. in realizing ”the
comic possibﬂities 1n fusion with the grotesque and the graph{caﬂy
real. Bond's chilling ploys tgman'lpu'late the grotesque effects are
achieved through 'comically _sharp® contrasts wh'lchd not only allow for
swift, var‘fied\pacing so the horror is not dwelled upon, but which 18
further his thematic ‘purpose by .the manner in which- they involve the
audience in both emotional and  intellectual terms, permitting the
action to be seen in, complex ways. ‘

,The sequence qf Warrington's torture begins on a note of forceful
irony. Bodice, now (1ike her sister) ensconced in power and greedy for

s

more, knows the right scapegoat to better her interests: "Private, you

&

Took strong and capable, would you like to go up jn the wor1d?" And

Soldier i knows the tastes of the class to whom he has to curry favour

if he  wants to survive: “Yer wan' 'im done in a fancy way? <Thass

sometimes arst for. I once 'ad t' cut a throat for some ladies t' see

182

for the sadistic scenes, Judging from the tape, he suc-.
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once,"l (Act I, Sc. -4, p. 27). Having {initiated ‘the action, Bodice
aljpws him to "choose” and coolly removes herself to "sit on her rrid'lng
st1f:k" and knit her own fancy stitches. FOntane]'le. for her part,
regrets having a]rgady cut Warkington's ton'gue out and now seems -
impatient at the prospecf. of her first real violence. The biggest
laughs grset fhe solfiief"s 1ines after Fontanelle has jumped into the

fray: g

. Y

SOLDIER A (hits HARRINGTON) 0, 'e wants it the 'ard way. (Hits
him,) Look at 'im puttin' on the officer class! (Hits him. )
_ Tonit. pull yer pips on me, 1add1e.

FONTANELLE. Use the boot. (SOLDIER A kicks him.) Jump on him.
(She pushes SOLDIER A.) Jump on his head!

* SOLDIER A, Lay ‘off, lady, lay off' “'0o's kﬂHn’ 'im, me or
gou? _ ‘
E T - 4 .
BODICE (knits). ‘One plain, two pearl, one i’p'lain. oL

FONTANELLE. Throw him up and dufp him. I wint to hear him drop.

.SOLDIER’ A. Thass a bit 'eavy, yer need proper gear t' drop
'‘em - .5 (Act I, Sc. 4, p. 28) -

w)r-\ ’
The grotesque intensifies as the more "familiar" world of the

cruelty in King Lear is subverted by a gloating sadism. Fontanelle has
to have Warrington's pain po,'lntéd out to her:
SOLDIER A (jerks HARRINGTON s head “E) Look at 'is eyes, Miss.
Thass boney-fidey sufferin'. .

FONTANELLE. O yes, tears and blood. I wish my father was here.
(Act 1, Sc. 4, p. 28) '

-y

Fascinated at the sight of b‘lood she swoops 1ike a vulture down on his .
'Iungs. shrieking in high-pitched staccato squeh‘lr "Look at his hands
Tike bomng crabs! Kill 1t.|'_._.;[ K11 him inside![;.0} Father!(.0

I want to sit on his 'Iung.;.:" Bodice, ‘1rupassive‘ly knitting, announcgs'



R

sardonically: “She was jus‘t the same at school" (Act I, Sc. 4, p. 28).
The laughter is less bold, but comes nonetheless, as a result of both
the Soldier's 6ytrageous gesture and Bodice's dead:;}n quip.

The comic tensions which Bond sets up are complex., His manic pup-

‘ .
pets ap;g‘oach Grand Guignol, an appropriate form for the mechanized’

‘cruelty that he wishes to depict. its ‘primit'lve hgrror can fascinate

and yet it -is, nevertheless, an extreme form of theatrical distancind.
such that it seems utterly removed from reality. Bond risks precar-

jously juggﬁng both extreme effects. The gross physicality and near-

expressionistic hysteria of Fontanelle's antics as she acts out her

repressed fantasies to kill the-object of her hﬁqtred are p]ayed off
against the brutally real, and both“these are in turn given an incisive
edge. by Bo&ice’s attitude of icy nonchalance. If the one. comic
approach is sense-oriented and risks offendu@ s::HminaH_y or néar-
viscerally, the counter'part is towards a merciless objectivity aimed at
deflating the histrionic and forcing the audience to assess the com-
mentary. The issue is not only the utter dessication of any humane
feeljings, but the ordinariness of violence as though 1;‘were as common
and acceptab]e"‘:éis knitting or going to school (ftself, in this context,
part of the repressive conditioning process).

In turn, the Soldier's music-hall working-class humour, which ,cgim-
bines involvement and detachment, appeals more to the emotional intel-
ligence and is therefore an appropriate kind of buffer to mediate some-
what between the bloody effect of Warrington's mutilated state, and the
fantastic grotesque. Bond hopes to draw our attention to the question
as to who is the real k111er.' the hireling ‘or the one who hires?. Are
he and Fontanelle both trapped animals out for blood? Is his revenge a

¥
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c&nsequence of class hatred? And is Bodice, now the master trainer

with her domesticated whips, equally confined to her trainer's cage?

Jugt prior to Bond's final savage twist to this particular profana- "’
tion of the ritual cruelty in Shakespeare, he gives us a brief playlet
which eldcits ready laughs:

~ BODICE (to SOLDIER 'A). Down on your knees. . J /K‘

{ SOLDIER A. Me? | - ‘
BQDICE. Down! (SOLDIER A kneels). Beg for his life. .,

" SOLDIER A (confused). 'Is? (55_1_@_). What a pafr. - 0 spare

- *im, mum, : ¥
' BOPICE (knits). No. (ActI, Sc. 4, pp. 28-29)
) Whether one laughs partly in relief, the sting somewhat removed, or
2 nervously, or despite oneself knowing that.one is laughing at something‘

- horrible, the laughter is &mbiguous. The sudden aside, inserted paren-
theti‘cany, conflicts ‘with the play-acting, breaking the frame of the
stage for a' split-second. This distancing deviice not only allows the"
soldier.objective space to articulate his attitude towards events, but
serves as a chilling reminder that through our shared laughter, we are
Be‘lng connected with our world and forced to question, if not condemn,
the nature of our own responsibility in a morally {insane world which we
accept out of napat':h_y and indifference. — |

Any expectations towards cathartic release through laughter
suddenly freeze in mid-ai.r ‘and the tight-rope snaps as the final Horror
1s played out. With practised sang-fr:‘bid, and the f”or‘math of autho-

vrityy Bodice ’handSoher knitting to Fontanelle:

BODICE. It's my duty to inform you -



-

-]

29

< y *
SOLDIER A. Keep still. Keep yer eyes on madam when she talks
t yero K ~

BODICE. =~ that your pardon has been refused. He can't talk or
write, but he's cunning - he'll find some way of telling lies. . -
We must shut him up inside’ himself. (She pokes the needles
into WARRINGTON's ears.) I'll just jog these In and out a -
[Tttle. Doodee, doodee, doodee, doo. ‘

FONTANELLE. He can see.my face but he can't hear me laugh!

BODICE. Fancy. Like staring into a silent storm.
(Act 1, Sc. 4, p. 29) ,

4
Heriert Blau terms Bond's comedy "too ferocious to be beHeved."].z‘

On tetpe. no one laughed. Unlike the metaphysical farce of the absurd,.
the}‘e comes a point at which the unthinkable can no Tonger be 1augﬁeq“
at. The events move closer to the tragic. If Bond's po‘liticai coE—
ordinates have worked and the scene is judged in 1its entire’ty, the /
tragedy will be seen as p%litica]. ’Bondfgives the (,SOIdier. leaving the
stage with Warrington the final comment and a slim shred of compassion:
“Walking offal:* Don't blame me, I've got a job t' do.[;.;] VYer'll
__Mive 1f yer want to" (Act I, Sc. 4, p. 30). ? ) /
From the dizzying heights of this grotesque ch}cus. w\e\are suddenly
plunged into a landscape of terror, both 1mag.1ned and~ real. Echoes of ‘
the .heath ws—oAu‘nd in the howl of the wind and in Lear's ravings against
~ his daughters. But’it is minimalist art done with incredible precision
and economy. Unlike Shakespeare's Tanguage which allows for the .
v)el'l‘lng up of an immense pity for i£1ng Lear in the subjective storm
scene, Bond's language is pared to the bone. Harsh visual and aural
transitions effect swift changes in mood and action. Firstly, there 1is p
the hide‘ous sight of Warrington who is now mad and ready to lunge at
Lear with a knife. Secondly, the brief calm which Lear finds ﬁi the .
kindness of a gravedigger's house 1s quickly turned into nightmare with
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the arrival of‘ the daughters' soldiers whose orders are to kill

deserters from the wall. We are ironically returned to the begimning

and the consequences of Lear's. policy: “'Wall death'.[...] The stink
of it even when you were asleep. Living in a grave!" (Act I, Sc. 7,
p. 39). |

The violengg is ugly and real,-and yet it is monitored very care-

-

fully to give some breathing space between the excessive horrors. The
sequence where the soldiers confront the gravedigger's pregnant wife

begins on a note of crude humour (SERGEANT, "Come on, darlin', yer must

‘a 'ad some one t' put yer in that class"; SOLDIER F, “Couldn't a bin

'im®; SOLDIER D, "E'd 'ave t' use a carrot" [Act I, Sc. 7, p. 42]), but
no one laughs. 1Is it because the humour is too crude? Or, rather, is
the sense of impending violence too real? The comic interruption does
allow for the actj;)n tO'beg1njt a ra;pid tempo and this creates.a sharp
contrast with the sudden silent tension as the soldiers take the wife
behind the laundry sheets, and the gravedigger's boy emerges from the'

well with Warrington's body. The dramatic tension is further con-

trolled by the multiple focus in the scene. Bond manipulates the space

by having Lear off up-stage as an observer. And the moment when the

boy ®uddenly screams his wife's name--"Cordelfa!" (Act I, Sc. ‘7, p.

,43)-the action freezes for a split second in a shocking dissonance to

our .traditional assocfation with her name. “Finally, the near-stylized
ap:c};bizarre 1nﬁge of the boy's imminent death by shooting, is suddenly
Juxtaposed with the sight of the soldier preparing to rape his wife,
and the sound of pigs being slaughtered off-étage_. The multi-visual
and auditory theatrical effects heighten the total shock effect. And
yet the finsa'l image of the boy shrouded in a sheet has the curious
| . ‘
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effect of fifting the horror onto a wider, symbolic frame of reference

as soon it occurs: o
. A

The BOY turns slowly away and as he does %50 _the sheet folds
round him. For a second he stands in silence with the white
sheet drap‘eér round him. Only his head 1s seen. It is-pushed
ack in shock an s _eyes and mouth are open. e stands

- rigid. JSuddenly a huge red stain spreads on the sheet, (Act
» 9C. 7/, P. (See Plate 9)

Leslie Smith offers an interesting analysis:

-

This is not simply a shock effect....It is a strange, fantas--
tic image of a l1iving man turning into a ghost before our
eyes, preparing the way for the continuing presence of- the boy
as a ghost accompanying Lear....The red stain is a fine image
of the creeping and spreading violence consuming the world of
the play: and in the strange paradox it also suggests of a
bleeding ghost, it evokes a kind of death-in-tife, a feeling
of ,something sinister and unhealthy which we shall increas-
1ngl¥3come to associate with the ghost of the gravedigger's
boy.!o , ' .

Whether the distancihg intended by the calculated juxtaposition of the
real and the theatrically contorted throwp-back figure is a sufficient”
check is difficult to determine. We are af the same time forced to
take straight the si ght of the soldier's b1ood-c<overed face from having
s1dughtered the pigs and in the same breath, the piercing E{mnd of

Cordelia's screams as she is raped. And the interjection of the

soldier's humour is so black, one cgnaon‘ly\gasp: . "{muttering content-

~—2&dly). An I'11 ‘ave ‘er reekin' a pig blood. Somethin' t' wrif,e ' ome

t' tell mother" (Act I, Sc. 7, p. 45). Finally, Lear rages against his

daughters' crﬁe1ty and injustice as the Carpenter who has befriended
Cordelia and the gravedigger's boy ki1ls the soldiers one by one.

In Act Two, the tw'o‘ pivotal scenes (Scenes 2 and 6) take place 1n

prison cells, mitrocosms of the wal\\s'of the inner self and the larger

-m e . M N r



Snpeting of Grave L .qer's Boy end rape of Cordelia «n Deirdie
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insanity. In theatrical terms, within each “cel1" scene, poetic and
visionary elements are juxtaposed incongruently with humour, realism,
apd heightﬁed theatrical gesi:ure. Both are preéeded and followed by
short, rapid scenes which delineate the political action. The first

and last scenes take place respectively in a courtroom and outside at

the waﬂ, as each regime is seen to be obsessed with the necessity of °

re-building the wall. Stylistically, farce still co]ours the o0ld
regime in Scenes One-and Four and is in marked contrast to the tough
realism depicting the struggle of the rebel forces now led by Cordelia
and the Carpenter. Bond thus carefu]'l_y engineers the mad scenesghich

tonvey Lear's inper state within an over-all epic design inviting the

audience to 11 nk Lear's private anguish with the external suffering.

" Thus, the use of a counter-text as a distancing strategy works to both

political and philosophical advantage. At each juncture, one compares
and judges ;r.he two worlds, and hence two views of man. The closed
world of bourgeois tragedy progressively explodes outwards onto a new
view of man embedded wi tmn'the totality of social forces. .

By the courtroom farce which begins Act Two, the play-world becomes
transformed into a public institution. Thus, nbt only Lear, but we, by
analogy, are on tria1 too.

Bodice has the first laugh:

This is a political trial: poHtics is the higher form of

justice. The old king' s mad and it's dangerous to let him live. .

Fami'lx sentiment doesn't cloud our Judgement. (Act II, Sc. 1,

Lear receives a laugh to_o‘ when he denies his daughters:

:

How ugly that voice is.![L.7] It sounds 1ike chains on a prison ¢
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wall.[Z..] And she walks like something §truggling in a sack.
(Act II, Sc. 1, p. 48)

i

The abrupt tone change from the mood of farce in Lear's long speech

"which follows comes as a shock. When he is cruelly giveh the mirror,

_presumably so that he will hang himself by his own testimony ("Madmen

are frightened of ‘themsje.'lves"). his mind begins to give way. Staring
at him is a bloodied caged animal,with tears running down its face, its
wings broken, its hand':s'cut off, its snout pressing the g1as§, Ticking
the blood from its hair: "0 god, give it to me. Let me hold it and
s.troke it and wipe its blood." (Act II, Sc. 1, p. 49). As Bodice “takes
the mirror back 'to "polish it [...] and see it's not cracked" (a cruel
pun on the word "cracked")_. Lear cries out: "Then ki1l it. Kill 11:.“
Ki11 {it. Don't let her torment it.[C.7] My daughters’ have been
murdered and these monsters Mave taken their place. I hear-all their
victims cry, where is justice?" (Act.II, Sc. 1, p. 49). One thi\nks of °
King Lear kneeling on the heath and cryir;g out to his silent God man's

fnhumanity to man. Lear's vision of injustice-also begins to broaden.

BuQ unlike Shakespeare's King Lear who expresses his feelings of pity
for mankind in direct, personal terms, aﬁd whose lengthy speecheys. 1ﬁ-~
tensify the audience's psyghic involvement in his tormented state,
Bond's Lear adopts the more 1impersonal verbal disguise of an animal
meiaphor'., It is less a question of persc;nal identification 1in- the
strict, psychological sense, but more a recognition of the horror of |
Lear's political situation. In depicting the state of unfreedom in
graphic visual terms, Bond intends the audience to connect the various
cells, cages and walls. Thus we are, made more powerfully aware of the
metaphor of man as a caged animal cruelly imprisoned withiﬁ a society

L -~
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of varb'itrary Justice and morality. And it is this reality which
- terrifies Lear. (Bond suggested that the programme cover “include
pictures of pr%soners’aﬂ ovér the world" as well as showing a monkey
crouched in the corner of a cage.)M At~ the same time, 1t fis thg
first adumbration of the larger feeling of compassion for the.common
suffering which Hbgpates the imagination and arouses the ne'e& to "see
feelingly."

. It is at this point, in the first cell, that the ghost appears, and
the walls of the inner self begin to manifest themselves. The ghost
faii's to see the animal, and only Lear- in his madness sees the ghost.
(And of course.‘ only the audience se:es the §host.) ’As in Early Morn-
ing, the ghost dgvice establishes a theatrical dichotomy exteriorizing
the inner conflict. And as Bond presents the figure in such highly
physical terms, it serves to entice our 1mag1nafion and augment our
sensory involvement. At the same time, by virtue of its theatricality,
the ghost is intended to embody a}l idea crucial to the advance of the
moral argument. In Lear, the device becomes a more sophisticated
D critical tool, partly because of the distance accorded by the c;unter-
text.” The boy's betrayal and death as a political victim of Lear's
regime is in our minds as it becomes part of Lear's social consc‘lence;
And the active dialogue between Lear and the ghost allows the ghost to
assume thg function of moral commentator forcing us to concentrate on
the antagonistic contradictions in Lear and the consequences 1:n terms
of society as a whole. -

Lear s;:ruggles to keep thé animal from finding him and turns to the
ghost to revive his daughters' childhood selves. The dream-1ike re-

enactment of the past is strangely moving. One of Bond's poems begins

.
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with the line, "Daughters should be stones worn smooth by fathers’

tears."15 Instead of tears, they knew on]y terror—--fear of autho-

rity, war and death, Torn by the gu'lf between reality and what might

“have been, Lear envisages hell and heaven on Earth:

We wan't chain ourselves to the dead, or send our children to
school in the graveyard. The torturers and ministers and
priests will lose their office. And we'll pass each other in
the street without shuddering at what we've .done to each other.

L.,‘.........'Il.ll.....ll...

The animal will slip out of its cage, and 1ie in the fields, and
2 run by the river, and groom itself in the sun, and sleep 1n its
hole from night to morning. (Act II, Sc. 2, p. 54)

' The gntire sequence, however, is in three parts, and Bond interweaves

between each part a completely incongruous mini-drama of a comic '
music-hall soldiers' inspection scene, and a ﬁ'ﬁo-comic speech by the
01d Orderly, one of thousands of nameless prie ners rounded up at will
and locked away forever For crimes not even 'recorded In this way, the
inner Joumey is sharply jarred by reminders of the,no'lftica'l reality.
The close of the scene is very touching and yet double-edged. The
grotesquely pathetic state of the ghost who is rotting, shrivelled,

Mwhite and thin has something uncanny about it personifying at once the

state of Lear's own feelings which he fears exposing, but at the same
time signa'ning the near-solipsistic state in which Lear 1s imprisoned
for much o‘ Act Two., When he does bring himself to dare to touch the

'ghost, Lear feels for the first time stirrings of compassion and. pity

for another humn being

———

GHOST. Let me stay with' you, Lear C.:d Feel how thin 2
an.[.;]. Are you afraid to touch me? i

‘l‘.........‘O’....‘......

I'm afraid. Let me sw with youE..]

*
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LEAR. Yes, yes, poor boy.“['_.:.ﬂ We'll help each other. Cry
while I sleep, and " I'11 cry and watch .you while you

sleep. I'I..?I"The sound. of the human -voice will comfort us.
(Act I, Sc. . 56)

In sharp contrast to this brief mood of "sanity," we are immedi-

ately confronted with the new political madness'. Heading the insurgent

© forces are Cordelia and the Carpenter, the two whose names traditi‘on-

aHy evoke kindness, mercy, love and Christian goodness. A~ wounded

so1d1er is given water and then left to die alone:

CORDELIA. To fight ike us you must hatg}. we can't trust a man

unless he hates.

- .'......I..........I.....

2

When we have power these things won' t be necessary. (Act 11,
Sc. 3, pp. 58-59) -

We are forcibly returned to Lear's detica] wall-building.

When we next see Lear prior to the. grim climax in the second cell,

. he is chained to a prison convoy which with cruel 1rony. _unites

prisoners from both sides and all walks of er. suggesting a bleak
picture of world-wide victimizat‘lon. .The irony mu1tipUes as Lear,-now
"serene" in his seeming resignation to the crue‘lty around .him, admits
he wronged the boy, and yet fails to recognize F’ontane'lle who 1s- aiso
chained and who hysterically pleads w1 th her Father to help her.

‘The actions which open Scene Six rapidly alternate between intense
p.anic as prisoners are sysj:emt'lcaﬂy obliterated in accordance with

the master 'Ifst, and the routine shuffling about of the 01d Order'ly;

between the poetic, stillness of Lear's new wonderment at the sky .and_

Fontanelle's hysteria. With the arrival 'ef the Carpenter, his Comman-
dant and the -prison “Doctor,” a chill descends &s, firstly, Fontanelle

is quickly disposed of by being shot in the back, and, secondly, the
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- o e o A




P

autopsy table {is wheeled out and the bare electric bulb is ‘switched
on. The cell tak‘es on the stﬂle, vaHen gu*lse' of R c‘linfcaﬂ 1abor-
atory--or ‘a modern torture chamber--where the operation to be conducted
is on human nature ‘i tself .

“  The cold, clinical setting is one means of defamiliarizing events.
- /

More important {is the hope'that S ake;peare is ever—presént'in\ the
audience's mind:--the line, "lIs tfe)ré, any' cause in nature."..“ (j(j_qg_'
Lear,"Act 16“ Sc. vi, line 81 )'; the %magined tr1a1 of his daoghters;_
-.‘the b'lfnding of G]oucester, the restoration of King Lear to fatherhood

and k1-ngsh1p. Bond's savage treatment of events should provoke

,Adisturbing questions the instant the horror strikes home. At the same

time, /onic tensions which are re'lnforced by the disparate, stylistic”

" conjunct‘lons which Bond sets up serve -to further contro'l and ﬂ'lum'lnate

events, * ,,
' ‘Both ‘fl'\e autopsy and";‘l"‘le‘blindfng are engineered by a prjlsoo hack
(the Fourth Prisoner) who has wheedled his way into a ;)o:giﬂon of
authority to save hig own neck, lying thatihe was a "po11t1oal“ on the
right. side. Quick to learn tﬁat cynfc1sro .and opportunism are politic- ‘
ally effective skills under the new authon.1f1es. he loses” no timel in.
transferri‘ng his %ompetency to efficient methods 3 butchery and tor-

ture. “A 11tt'le autopsy. .Not a big one. '‘We know what she died of.

. But T handle this routine work methodicaﬂy. Otherwise they think you

-can 't be trusted with bigger things" (Act 11, Sr.z.s pp. 72-73).. This
i

terrifying robotic version of Bony' s‘*desensi tize‘ monsters ‘not only has

the, personal aftributes of 2 lobotomized 1mag16ation and personality,.

' » but has comand as weﬂ of the latest . technological ik’ﬂls and equip-

ment., With each incision into the object ca11e¢ "Lear"swﬂdughter,' he
C. —_—



delivers Lear a t'ldy lecture on what constitutes. the mmn being. his‘\

. arid matter-of\fact tone sounding a cruel contrast to each of Lear' $
) wide-eyed questions, and pointing up more forcefully Lear's self-

absorbed state:

* LEAR. So much blood and bits afid pieces packed in with'aﬂ that’
care. Where is the...where.’..

FOURTH PRISONER. What 15 ‘the question?

LEAR. Where is the beast? The blood is as still as a lake.
Where,..? Where,..? . .

FOURTH PRISONER (to SOLDIER 0). What's the man asking?[%..]
(Act II, Sc. 6, p. 73) o 2

3

‘The*ﬁrotesque irony-is that both 1ive in worlds blind to'rez;ljty: ‘the
materialist who sees oniy things; and the superstifious bel iever whose

. ‘mind is clouded by myth. The moment that Lear discovers oh'ly beauty in "’

L4

) her horriblly violated” body is then even more powerful -and hauntingly
moving: - ' '
< g é '

She sleeps .inside 1ike a 1lion and a lamb and a-child. The

. things are sp beautifuls .I am astonished.[T.:] If 1 had known

this beauty and pattence and care how I would have loved her.
{Act 1I, Sc. 6, p. 73) X

His anguished cry, “Did I.make this - and destroy 1t?" (Act II, Sc. 6,

N . 73) is deeply affecting. Bond, however, is quick to shift gears.
\‘_' — _.-Lear's moment 'of "epiphany" 1is paradoxically presented in harsh,
"¢ * . theatrical terms .which are simulltaneous'ly concrete and metaphorical
Thereby. Bond has us analysing and judging Lear' s _own se1f-Judgenent '
- . (and in turn. our own emotional response) as the shock registers

’ t
i . « - 0 ‘

LEAR. 1 destroyed 'Wer. I knew nothing. saw nothing. 1earned
nothinq Fool' ‘Fool. {He puts his hands into FONTANELLE and

4
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Bringg them out covered with dark blood and smeared with
"viscera.” The SOLDIERS react ackwardly and ineffectually.)
. Look at my dead daughter. »

" BODICE. No! No! - S , oo

. | | \ , |
LEAR. Look. I killed heri[S.7] Murderer.” And now I must
begin again.[T..] I must become a child, hungry and stripped

and shivering in blood, I must open my eyes and see. (Act I,
Sc. 6, p. 74

Form and content merge. Bond's frightening visualization explodes the

fearful notion gf'intr'lnsic evil, placing the onus of responsibility

|
squarely upon man, - : - ‘

Gaskill felt that the actor playing Lear took a big gamb'lﬂe in play-

ing this -scene: "The author has made a big gesture. If it doeén't

~work, it doesn t work but you have to have the courage to plqy it. w16 -

For at 1east one critic who saw the production, it came close to

approaching “Grand Gu1gno1." and yet 1t did work:

it could so easily have been either ludicrous, or overpower-

A ingly offensive....There was no laughter of the wrong kind....
We were. too deep in fee]iqg,, too affected by the solemn.and ’
complex movement of events.

—

In the'wrong hands, howeve'r, it could degenei'ate into a crass, theatri-

cal conceit, failing- %o distur-b the audience, let anne stimulate the

audience to infer cause and effect and the crucial notion of respons-‘ T

ibil1ty. It was at this point that the audience watch1ng the Ya'le pro-

. duct began “to rise and f1ee, an exodus which became ‘a lands'lide by .

. the end of the scene. The reason Wa'lter Kerr gives is that, up unti}

this point, "no one had be‘lieved 1n a b1t of the blood alV evenfng,
'l(:ng."18 The right balancing of the personaﬂy touching, the- inten--
sity of the grotesque and theatrica‘l'lzation is Obvious'ly an extreIler
tricky one. And only if the balance is right. wﬂl Bond s layers of

A
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sophisticated 1rori;y‘be absorbed and expand outwards.

The most:!obvious irony is that at the moment of insight, Lea} is”

blinded. More subtle is the way Bond has his version stand in-clear

' opposition to the traag1c resolution in King Lear. ‘In an ironic rever-

sal of the legend whereby judgement was ruled on King Lear, Bond's Lear

comes to an understanding of his responsibility in the tragic outcome

<~

of events and pronounces self-judgement. There is no cathartic

release: The most 'Ietuhal irony concerns Lear's situation. The moment

where he becomes a fuller, human being, he is suddenly a serious threat
to 1éhe state. For a few quick seconds, pandemonium breaks out: "(The
COMMANDANT runs in_shouting and pointing at the SOLDIERS.) *You! -
You! - What is this? "Get it under controll" (Act 1I, Sc. 6, p. 74).

Order 1is t:estored with the brutal bayoneting of Bodice. The soldiers,
in a state of p‘anic and concerned to leave nothing undone, stab "Ijer
threé times and disembowel her for good measure. Bond spares us noth-
ing, as thougﬁ we needed a particularly énim remindéer of the political
facts= 1nterjec:.ted between the two ”t!;eatrjica'l" sequences which enact
the autopsy and the blinding of Lear. A |

.

5 ' ‘
The blinding sequence Jis an {incident of .Orwellian terror. fThe
crowning device (see Plate 10)--a savage parody of the symbolic crown
of autho;i-t}, in a 'cruel con3unction with the painfq'l irony of Lear's

brief illusion that he is King again-;is dégejgned to extract the eyes

- and ‘preserve them ir formaldehyde crystals for future sci en1:1f1¢:ﬁ use:

-

LEAR. No, no. You mustn't -touch my eyes. I must have my eyes.

00 B S 0SSN0 OO S QBB SBCCOLEPIEDNOIS

£ <

FOURTH PRISONER, Understand, this isn't an instrument of tor-
ture, but a scientific device. R
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Nice and s;eady; (He removes one of LEAR's eyes.)
LEAR. Aahh: - , ’ : .,

U

[FOURTH PRISONER. Note how the eye passes into tfie lower chamber
and. is received into a soothing solution of foma1 de
crysta'ls. One more please. [I. 1

LEAR.. kaahhh .

FOURTH PRISONER (looking at the eyes in the -glass container).
- Perfect. N

‘ - &
LEAR (1erk1nL1n the chair) daahhh! The sun! It hurts my
eyes.

FOURTH - PRISONER *sprays an -aerosol into. LEAR's eye sockets).
That will assist the formation of scab and discourage es.
(To SOLDIERS.) C1ean this up with agycket and mop. (Act II,

. Sc. 6, p. 77)

©

It is the demonic vision of t'ota'liitar'lanisin perfected. This ;-eader.

. - ’ ‘
* for one, $till winces each time she re-reads the scene, feeling the

aeros}ﬂ spray in her own sockets. On tape, there were a few nervous
twitters of laughter as the "Doctc»i‘r">exp1a1ned how he had devel opeyd ithe
gadget when‘.he was a boy scoqt,'.k Amazingly, even Lear}'.s s;econ“d
“Aaahhh!* okcasioned a few. laughs, }onmﬁng‘as it does the perversely
absurd Jexp'lanat:l‘on‘of the cry?bals and signjfymg perhaps, the acu;;
discomfort of the audience. For the remainder of the scene;, there was
absolute silence as Lear is Ted awqy by the }host. stumbling, crying

out”his pain and wipingf the blood from his face, (The scene was re-

'Sponded to with terrific applause.)

The horror. is acutely felt, and yet, is not dwe'l%d upon. As the . ]
ghost leads Lear out, he counsels Lear "m bear it* (Act II, Sc. 6, p.

78) ("Ripggess 1s al” (ing. Lear, At V, Sc. 4 . Tine 1), But

expectations thag we will be led to the cliff and‘yet’ !?urther‘e:gtruo.s '

a
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of- pity and terror arewquickly extingufshed Instead, we are, as at
the close of Act One, 1ron1camy returned to the wall, and thereby

reminded of the po‘l'ltical inevitability of events. And touches of the

colloquially real defuse somewhat the sense of overpowering grief:

FARMER. . jSee sir. when the ol' king went mad they stop
buildin' his wall, » o]

»

'FARMER'S WIFE. An' now thqy re buildin' the wall again, count a
the govermin s changed. [5.]

LEAR. I could learn to endure my blindness with patience, I
could never endure this. ;

G 8 5020 4 50068 PPEVNSNSSEEOSODN

I've 'heard your voices. 1'd.never seen a poor man, You take
toc; fmuch pity out of me, if thereg no pity I shall die of
grief.

SON. That ol' boy's a great rambler. (Act II, Sc. 7, p. 79-80)

<

4

Act .Three builds on Lear's despairing question "how to 1ive" -and

‘tests out possible alternatives which finally reach beyond the world of

tragic fatalism to encompass the ]arger issue of man's moral b]fndness'

~and political ignorance in the face of a distorted world, The distance

afforded by the counter-text keeps the\two worlds forcibly in context
before us. Lear's question articulates then the larger .problem which
Bond poébs to his public, 1nvo1v1ng it 1in the dialectical le(rning pro-
cess. Lear 1s at no time alone on stage; his personal grief and anger
is always seen 1n[re'lationsh1p to the outer events. The ideas which
Bond advances contmue tol t@ partly submerged<in the imagistic mode
(Lear s parab‘les and the supernaturﬂ) but are. 1n addition, - d1rect'l,y'
argued out, Lear s suffering and wisdom eam him the respect of a
group of young people, ‘and together they create a seeming oasis in the

lidst of the 1ns71t_v. Init'la'lly. Lear speaks 1n parab'les ‘to- an

3
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increasing number of deserters and dissenters until, for the second
time, his influence poses a threat and his speech 1is curtaﬂed: His
confrontation with -the new Counci'l’lor. sparks a new anger but with it
- the feeling of utter helpnessness in the face of misery and injustice:
"I'm buried alive in a wall.[C..] I know nothing, I can-do nothing, I
am nothing" (Act III, Sc. 52—, p. 94), It is at this moment of profound

personal despair that the ghost assumes his diabolical role of the

| sinister raisonneur. Now "thinner, shrunk, a livid white," hg whis-
pers, "‘Ies. That's the world yrsﬁ have to learn to ‘Hve in. Learn 1t!°
. Let me poisof the well." He continues, "Cordelia will come tomorrow
and you can tell her you know how to keep silent at last" (Act III, Sc.
2, pp. 94-95). And it is after Lear's confrontation with Cordelia that
the final savage act occurs.

" Scene Three begins tensely. The sound of wind and the squeal of}

pigs off-stage accompany the eerie sight of the ghost whose “flesh has

dried up, its hair is matted, its face is 1ike a seashell, the eyes are
full of terror” (Act III, Sc. 3, p. 9). Bond quickly counter-poisés

the note of pathos both in Lear's cry, (“They're coming to bury me and
“I'm still asking how to live."), and in the ghost's voice ("Now I'm
dead I'm afraid of death® [Act III, Sc. 3, pp. 96-92' ), with the firm,

steady voice of COrdeHa and Lear's sane argument:

LEAR. You have two enemies, 1ies and the truth You sacrifice,
truth to destroy lies, and you sacrifice life to destroy
death. It 1isn't sane.(5.7] If a god—had-made the world,
might would ale;s be right, that would be so wise, we'd be
spared so much suffering. But we mde the world - out of our
smallness and weakness. Our lives are ward and fragile and

* we hitve only one thing to- keep,us sane;/ pity, and man without
pity is mad. ‘ _ ' ‘ '

T

v

- B
LB BN B O B BN A N 2 BN AN B AR BN BN BE IR B R AN N BN N



-

\

, savagely debunk deeper myths latent in ‘the psyche and a

CORDELIA.: You only understand se1f-p1ty (C..] we'll make the
society you only dream of,

L

LEAR. [Z.:]Your law always does more harm than crime, and your
morath is a form of violence. (Act III, Sc. 3, pp. 98-99)

The moment Lear resolves to act, the pigs are heard aQa'In and the ghost

stumbles in covered in blodd. Lear holds him aﬂd says ‘quietly, "It's .

far tod late! You were killed long ago! You must die! I love you,
I'n alwus remember you, but I can't help you. Die, for your own sake
die!* (Act 111, Sc 3, p. 100). He then delivers a moving valediction:
I seemy life, a b1ack tree by a pool. The branches are covered

with tears,. The tears are shining with 1ight. The wind blows,

the tears in the sky. And my tears fall down on me. (Act III,

Sc. 3, p. 100) ° ,

\ ‘ .

I have mentioned ttat the intensity of Bond's aggro-effects and the
use of the grbtesque often_ accompar'ﬂed by heightened theatrical effects
have invited comparison with -Artaud. Bond's intent, h, ver, 1is-to
éthe same time

disallow purg1ng of the emotions in order that the audience be ener-
gized towards new perceptions. a new soc1a‘l consciousness and greater

political awareness. From the first cell, the ghost has embodied the

~ notions of goodness, - original imnocence, the age of miracles, or a

golden past 1cly1'l.,]‘9 The cluster qf associatioﬁs becomes progress-

ively wider, f'lnaﬂy incorporating the concepts of endurance and fate

which accompany “grand tragecﬁv." Bond undercut's the pathos by having
- the g\ost become a sinister tempter of destruct'lve attitudes. In one
sense, his savage death is a parody of the recovery into love. In.

aqother~sensq. his_ death, which 1s really a ‘murder (Lear 1|:on1ca11y

betrays him a second time by his new resolve), re-enacts the Christian

N
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god S kﬂHng his only son.‘ The way it is presented 1s grotesque and
ironic and yet, paradoxically, a human act signifying that Christ's
-suffering did not redeem the world's suffering. Finally, it may be
said to represent the necessary death of spiritual anguish, persena'l
despair or the de_ath of th.e sul_a:jective self as the sole means to rec-
tify tpe world's i11s. Bond's humanism fs & tougher one. Whatever
m'ota‘l qualities man develops, he must stﬂ1 reckon with society; per-
sonal rectification ‘1s not enough. Lear's .eulogy for the ghoet may be
said, then, to represent the transcendence of the particular self and
the embracing 'of the tree of man, or the synthesis of the subJective
and objective, Just' as the ghost was gored by pigs witkh their associa-
rition ef the earthiness, or the rough reality of the world of man, the

tree s tears project a world of changed yalues and connote both the

promise of fresh invigorating er and the possibﬂity of death.

Imnedi‘ateu upon the' ¢losing words of Lear's testimony, there s

the sound' of wind while the wall is ‘seen to be moved on stage, its awe-
'some ‘and fearfu] presence covﬁanding the -entire stage space. Unlike
the wind of the subject‘ive storm scene, th'ls new. wind suggests the
storm of _change. The~final scene shows Lear--small, frail and old-- at
the wall ‘digging at -the earth with a small spade. "After three
attempts, he is shot, ironical'ly by a lnan he once tried to help.
Lear' s "final act is a moral one in a new sense--a soc1a'l gesture

against the repressive forces in society which, in his b‘lindnessﬁ and

ignorance he had initiated and perpetuated. It 1ﬁs‘not unnoticed: “One

of them looks back") (Act -III, Sc. 4, p. 102). .Nor were his examples

unheeded by his young fo'nowers. "'He talk tod peop1e but we don't
) ,re*an,y help them.(C..] truth without power 1§ always dangerous. And we
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should fight. Freedom's not an idea, it's a passion* (Act III, Sc.
2, p. 9).. The ending is thus open-ended, allowing- the audience to
leave, v'grioust shaken, outraged, and disturbed by the problem es to
whether political change can be humanized. '

Lear is a deeply compassionate work, dramatically daring, and

' intellectually and politically provocative. The clarity of Bond's

message may well have been obscured, however, for those who found the

play too grim, depressing and even pessimistic. When the comic dis-

. tancing narrows to near-zero, or the bizarre theatricalism is too

grotesque, or the juxtapositions are too violent and the irony too
sophisticated, then, the attempt to absorb Bond's moral and political

. 1deas phceé too much strain on the audience. In addition, the use of

a counter-text as a successful critigal distancing strategy would
depend partly on‘~the degree.of understanding of the original.. But when

Bond turns his hand to serious comedy in Restoration. he finds in the

conventions of Restoration comedy 3 distanced mode which. dethts as it

[
. a
. ‘ ’

instructs, achieving that rare, blend of emotional force and the detach-
ment necessary for critical judgement. - .

| One of the defining characteristics of Restorat'lon comedy fis the
fop or false wit whose artifice of dissembling is his chief strategem
or ‘vicious_ weapon to mahipulate and control others. As artif{ce, the
mode dem&nd; that inner fee'lings. intentions and charact‘;er be masked by
a language--a formal, impersonal stylistic postur'lng. as typified by

the man of mode. The mode dances through sudden reverses, to create a

nixtun of laughter and crueIty. and. tricks and counter-tricks of plot

occurring w'lth rapid 1iveliness. Since there is no strain for vefrisi-.

unilitude, the acting approach is cool and studied The po'lntec_[ brevity

] f . . \\\



of the wit serves as a restraining device, ensuring an objectivity of
portrayal. Bond can man'lpu'lzte this dispassionate critical weapon for
“his own ends, utilizing it to punctuate' excesses of ’actiog._, He can
then further portray Lord Are as both a central dramati c character, and
at the same time shift attention to his function in society as repre-
sentative of certain social and political forces. And since the main
thrust of the Restoration cor]vention is the depictior; of the closed '’
world of an aristocratic amorality which c¢lings to a Hobbsian and
‘ Machiavellian view of man' garbed in alil thé gilded accoutrements of'the
beau monde, Bond can, through the use of a counter-text, parody the .
convention, debimk its attitudes and values, and show the monster's’
double-dealing beneath the clown mask.

The play is sub-titled A Pastoral. The town/country dichotomy J
allows for the theme of .animality and, as in Lear, the reduction of the
lower class to-animals justifies the political structure. Linked with
this is the satirical use of‘ pastoral- as a dialectical teaching

20 By exploiting-the comic texture to the full and sustaining

mode.
it throughout, Bond integrates the prir?cTiq‘l distancing device, the
fop's‘wit 1nto"the dramatic structure, both 'fo‘rmaﬂy and thematic-
ally. It becomes, 1iterally, the dramatic subject of the counter-text. L

No 'Ionger the comic butt, the fop, as the play progresses, becomes the

dangerous clown puliing the strings of power, and more frightening'ly

"s0, since he is not only enslaved to his convention, but remains the
masterful puppeteer, {mscathed at the play's close. As he manipulates
~—— events in ‘the pl qy-worid. he also acts for 'hi‘s.au,thor and manipulates
" the reéponses _of the audience, not only throum.’Enghter but thrfough |

" his frequent asides, stage-managing our dual role as self-conscious

= M o Nt



players in his world which, by our enforced comp11c1ty. becomes our own.

The usual doub1e-plot 1n Restoration comedy, wh%ch effected a

. satisfymg resolution or a moral yard-stick by which to Judge the gross
J ‘foo'ls. was the action of the "Truewit." In a radical transformation
that constitutes a second major distancing device, Bond's "Truewits"

are the working class. Incorporated into the structure of the story

which tells of the innocent boy who is led to the gallows because he
trusted the honour of the “Gent"leman's Creed,* is a third, and very
powerful distancing weapon. Songs in the Bréchtian mode, but to the
accompaniment of aggressive, discordant rock music powerfully combine

the kind of immediate confrontation Bond seeks, togethér with detach-

ment. For the duration of-‘the songs, the actors step in and out of
character, projecting a world both forwards and backwards in time, de-
Tineating a political rea'Hsm which is disturbingly contemporary. Th.e

— songs represent for Bond a form of "public soliloquy” which combines
~both "a politically 1nfomef1 commentary” on the action, ‘and the
expression of~ a more devel oped political consciousness than is evinced

by the characters' actions in the play:

>

Jhole characters or groups could be permeated with public
soliloquy so that we feel they're both in and outside their
time and aren't eternal prisoners of the present appearance 0

things."21 . .
1Y

Finally, the Juxtapositjon of the -two worlds--;'upstains and downstairs"”
as 1t were--are sharply set off one against the éther; ;iramatica'ny re-
- inforced by the mixed modes of art"lfice.and\'the colloquially real. By
means of the second, we are invited to Ju&gg the first, and at'the saie
timé, ‘to see the insidious 1inks which bind the two worlds in the same

‘mad prison. ) - - \

.
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Scene One opéns onto a bare stage, its sole prop an artjficial tree

©  to which Lord Are, oook in hand, is Tludicrously hitched by hisrlong

scarf, attempting to imitate a ‘drawing depicting the “nonchalant,

“supine" pose of a country squire enjoying the fruits of his' 1Qnded

estates. Bond's wit is evident in his use' of a coun'cer"-artwork (Are is-

©

trying to recreate a picture) a; ‘¥ visual representation of the d1a1eq-
tical intent behind his gountér-text strategy. His.l "scab" of a servant

is obliged. to find op/appropriate flower:
Y

ARE. Rip up that pesky 1ittle thing on the path. That'll teach
it to grow where. gentlemen walk...7] Smell it. If it smells
too reprehensible throw it aside. I hate the gross odours the
country gives off. 'T'Is alwaf in a sweat! Compare me to the
sketch. (Part I, Sc. 1, p. 7)22

) N
i
@

Bond teases the audience with his choice of name which suggests at once
a country yokel sound, or more crudely, arse. as in the possessive

form of "Are's." More serious1y, it connotes the way” things ‘are' --the

'unchangeame present. *Are s pose of detachment 1s .Jdn honour of the

arr'lval of Hardache, the iron merchant, and his daughter Ann, whom Are '

"~ intends to wed since he. is broke: "Yonder comes my money." (Reads.)

(Part I, Sc. 1, p. 10). ? The familiar v@r'ld of Restoration comedy is
thus quickiy sketched, inviting initially our satirical 1aught”er. Dis-
quieting undertones, however, ripple the surface. Bob, (or 'The Great

Boob' as Are comes to caH him

wuthe country ‘servant, is put in his
! . » s \'
place:

17 A

. ARE. Bob, yonder is a paddack. ‘Go and graze.
.. BOB. Graze, sir? ' |
| ARE. A country lad must know how to graze! ' 1 |

]
K

BOB (aside). I must learn the‘lr nys if I'? to survive: - N



s
. g “I « S'”'. (Part .I. SC. m.ﬂpo 9)
- .“-. " e SR , . S
& The’ irgny of Bob's self-comment is multi-layered. He learns their ways
| - NN ’ . .
in the sense that he is taken in by appearance and hangs because of: it

) (an dronic eé:ho of Are's “h'ltgﬁng" himself to a trize).' In another
. : )

) N
sense, he learns~the trym this world only when it is too lat In

s
_yef, another, he '1s"preven'ted from learning »{n time sincr he is as-
'tra“pped by the stalks he is forced to chéw .as Are is by his scarf
hjtclied to the tr;;. \
| The "ways of this world" materiawize in Hardache. His ‘daughter Ann
¥ is so;d for <the coai under Are's land (which he, at this point is “in-
\«- | /a‘viaf"e _he' has); Are acguires in _thé bargain a wife who is "not uncome‘l_y.'
'but the neglect is beyo'nd redemption. Style g:aﬁnot strike at any age
1ike a conversion, its rudiments are ~;l‘e_a}~ned in tﬁe nursery or never.
That redness of ‘gl"neek might be had off a coster's barrow for ha'pence"
(Part I,"Sc. 1, p. 11). Ann for her part has second thoughts, seeing
' that-tord ‘Are has a few years left in him: "Can't you find one 1'n a
g//ahéebcha'lr or at least on a cnﬁ’;ch. _so' a body might‘hope?" (Part I,
'Dc. 1, p. 12). Stin, paﬁelled, carriages, diamonds, a black maid and
the first box at the theatre hold sway. The bi;rgﬂn struck, Are asks
Hardache to "pray unhfi tch me.” Hardachea's 'pov\ver to "free" Are actually
"binds him as securely as Are's 1illusion ofl frée&om which rests on h}s
- own sense of suberiori;;y. - ' ""
‘ The next few scenes show the underbelly of this fron 'worlq. Seeth-
ing with frustration and latent vio'lenca, it exp_‘lodes in tﬁe fracas
- between Bob and Fr&nk; the city servant, whlich in turn is mirrored

more. fiercely in the 1ma§ery of the songs. Interspersed with this

terror is the “newly-wed" scene where tongues sharpen their blade-like
: hY
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‘ - edges. The latter scene falls bet the"‘dovgns(taifs_" scenes (Two and
_  Four), sharply contrasting the frustraded tirades\of the idle rich, at

play, and the mindless tasks forced upoh those who grant them this

*luxury. Frank's tough “Song of Learning"--"Pqr fihft;,y tﬁousgnd years I

lived in a shack / I learned that a.shack is not\a place to 1ive / For

fifty thousand years I watched r_ich men tuck 1in 1
on the fdod 13 gonna be mine / Fifty thousand years
learned how to b10w up your hell® (Part I, Sc. 2, pp. 19-20)--1med1ate-
1y follows his refusal to work outside: "If this. was London an his
lordship stood on that line I'd have to clean the front-of his boots
an' Bobby'd have to clean the back" (Part I, Sc. 2, p. 19).Ann's

"learning” 1s of a diffé;'ent*ind:

ARE. 'Twas agreed ye spent six months in the country learning
manners. A wholely optimistic time but a newly married man is
\/ fond and believes in miracles - as well he may.

.-.I.I.."ll.l..........l.l

~N
- ANN. I'11 learn you this my lad: Your title lasted six hundred
" years but it'1l likely die with you: I shan't enter your bed-
room till you can hear the singing at Convent Garden when the
window s shut.

ARE. |: o] I tell ye ma'am, your father pa1med me dud coin.
g I've had ladies swell for far less labour and far more plea-
" Sure. ‘.‘v‘

v

ANN. You monster: You “promised me -

¢ el ) /“"\

ARE. Ma'am a ‘gentleman will promise an_yth1ng to avoid quarre'l-
1ing in church with a parson. (Part I, Sc. 3 pp. 22-23)

-

Ann schemes revenge. Thwarted By her servant -Rose. (Bob's black
wife) who refuses to perfor‘m’ voodoo, or dress up as a gi\ost to terrify

- Are, Ann has to devise her own means of escape. Rose has at this point

but a dream of freedom: "I am black /-At night I press through the

| 18 Lo



1and unseen / Though you He awake / Wy smile is as‘sharp as the blade
in my hand[..7] / Men And women work in the fields / Al tnat they grow
_ they own[.3 / And the song of freedom is sung" (Part I,-Sc. 3, pp.
25-26). - |

The theitrica]‘dichotow of song and dramatic action granﬁ:s an epic
perspec:tive. By setting the charncters in a greater context \Lhan them-
selves, the songs give a sense of the urgen_g,yl of the wider problem and
force the audience to concentrate on )]m abrasive tensions in society.
This adding of a bridge between the physica'l'lty of events in the play-
world and the rational purpose is particularly effective in tne "Thiev-

ing Scene." The violent fighu-betweén Bob and Frank erupts over

Frank's theft of Lord Are's si'lyer. Frank is first bound to a chair
and roughed about until he hands over one spoon. Bob would sooner stay
on the “righf“ side and turn Frank over to the authorities, believing
that the forces of law and order are for the good of the people.
Frank's rage is in defiance of the system: "Yer have to steal in my

’ Jjob if yer wanna live. Yer fetch an' carry for 'em. pick 'em up, get

h

'em upstairs, put 'em to bed, clean up the spew. Stands to reason they
drop anythin' - it's yourn. ‘That's only right" (Part I, Sc. 4, p. 33).
Nhen he is bo1ted into a chest he can only scream and kick against the
mad confines of his world. With savage irony, Bond has Bob sing the

end of the scene's song:

The calf will be tied to the slaughterhouse door
The butcher will cut its throat with his knife
It will sink to its knees and bleed out its life .

The moraing 1s over, the work is done ' ¥
You eat and drink and have your fun

Thé butcher {s sharpening his knife today

Do you know - 'do you care - who will get away?

(Part I, Sc. 4, p. 37) . L
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By means of incisive dramatic irony, we are led into the slaughterhouse

)

of the next scene. Only the texture fanggs.
Ann, disguised as a ghost, upsets Lord Are at breakfast. Not to' be

undaunted, he brandishes a rapier (“'Fore god I am takén with my style.

Who'd have thoué'ht I'd unloose such a show of bravado?" Dart I, Sc. 5,

p. £3)) and runs her through: g

ARE. th 'tis a heavy ghost. I had thought to go whisk whisk
and - as | am a gentleman - opened the window for it and it
had vanished fn a puff of smoke. The ghost bleeds. r_;_.:_}
'Fore god 'tis flesh and blood. My wife.(5..7 With a hole in
her breast. Before -breakfast.[>.. ] .An amendment is called
for. It were a foolish figure I should cut. A buffoon.z.1)
A man cannot think with his dead wife spravned on the carpet.
(Part I, Sc. 5, pp. 43-44)

g

His “salvation" comes in the form of Bob, the “dupe,” who is terrified
f

at the stght of the ™ghost" now grotesquely manoeuvred onto a chair.

<Lord Are then "saves” Bob from the apparition by telling him to close

his eyes and take the rapier 1ike a cross:

. Terror. ARE makes ghost sounds and 1ifts ANN towards BOB.
BOB points the rapier. ARE leans ANN on the rapier's point.

G0 500 0 20D 0 O POEORSEC O SSEOINOESE

. ‘ AN
ARE., [..3]Bob what have ye done?—..] Murdered ﬁur mistress.
BOB. My mistress?
ARE. 'Tis - 'twas - she. I cannot say why she is so dressed.
I do not recall she mentioned a fancy-dress breakfast. It

seems unlikely. Who can fathom the mind of one sudden1y
raised to the peerage? (Part I, Sc. 5, p. 46)

Bond's lethal wit is devestatsl}g.——k(‘one critic put it, “Mr. Bond may
have fasted in sackcloth and ashes after writing lines 1like those, 23

The convention serves him beautifully in order to -convey the sinister,

hidden violence built into the machinery of this sociéty. Horror and

'
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humour synthesize--the 1cy noncha'lahce of the witty del\yer_y guarding ‘.
' the necessary detachment. The c1osing plw-‘let done 19/broad asides to -
the audience points up further the crue'l 1nd1fference of }his wor'ld and'

forces the audience to question the nature of the real trageciy

4

. ARE. Her 'Iad_yship 1s dead :
MOTHER Dead?

/ _{aside). 0 the tedium of a tragedy: everything is said -
twice and then thrice. (Part I, Sc.'5, p. 47)

»

. ‘Part Two is fhameq in irony. It is the question-bf Justiceawhich
brings the two worlds toggther. As Rose confronts Lord hre with the
i’ac}: that she kndhs i:he truth and will do battle for.Bob'. Are's world
is threatened. The‘ ja‘ileh is for;'ced to meet the jailed:

/

ARE, E.I_‘IMarrzMg the coalman's daughter blemished my name,
but this - is a scene from a farce.[S..] A lord dragged
down by a working man? 'Tis against all civil. order. Ye see
the enormity of the thing?(L.7] Make me a fool or a vilain
andsst;\e mob will dance in the street.5.r) (Part ‘II, Sc. 6,
p.

And as .rethy confounds appearance ("There's a etyle to these things
Bob. The terror of ‘the Taw, majesty of off‘lcell..:] 'Tis not"unknovm
for [_i_:he pardon] to be held back till the man comes 'to the scaffo'ld"‘
(Part II, Sc. 8, p. 74)) Lord Are delivers his sugar-coated pofison:
"Ye have this chance to serve your country. Robert the Hero, hail)"
(Part 1I, Sc. 6, p. 56)./ We are suddenly confronted with our own
century's atrocities cloaked in-a gentl ema\n's smﬂe(: ‘4 .

He steps out of ﬁe way to let her pass

_On one arm she carries a child

He takes the child and holds it on his shoulder
He opens the gate to let the woman pass
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What politeness he shows the stranger.
\ In_his hand there's a rifle ?
e door to-the gas chamber
hands the child back to her arms
art I1, Sc. 6, pp. 56-57)

Bond'f use of the distancing device of anachronism is powerfi:'l'ly‘effec-
tive in this play: it serves to convey~w1th1n the dis‘tanced\i'e?'?;;{ec-
tive afforded by the, songs a tremor of recognition (as it will Iater\‘a
Y prophetic vision [Part II, Sc. 11, p. 91]) as it shocks--an effect he
was unable to achieve, for example, in the surreal context of ._Egl_l
Morning! |
Bob gtﬂl must “"trust the clownh": “We accuse him we'll starve
gal.[.. ] _\_vlgjfst\ hev to go a]gig\ for, ;he sake of appearance - 1ike he
say" (Part III, Sc. 6, p. 5'7/)./ Thé\gi:ate of unfreedom to which all are
. bound is cruelly brought home by "an unconscious joke so black that u%e
/aud'lence at the Royal Court could be heard drawing in their
blr'eat,h.“'24 Bob's  Mother warns Rose not to meddle: "Jist ont stand
in my ‘brgy;:g%ﬁy/:ohen he hev his chance to goo up in the world" (Part

-~

I1, Sec. 7.4{p. 64). The choice is the clown (Are) or the conjuror

(Hardache), twin sides of the same tarnished coin. Rose confrorits Bob ‘

with the "truth of her own lived experience:

.

My mother saw her chains, she's had marks on her wrist -all her
life. There are no signs on é,%! till you're dead. How can yer
fight for freedom when yer nk you've got it?o.] It's a
- circus. The clown kicks the mongrel and 1t licks his boots. He
' kicks it harder and it rolls on its back an' wags its tail - an'
—all the 'dogs laugh. (Part II, Sc. 8, p. 78.)

In a last desperate attempt, she seeks help from yet another clown. We

s donically called "Holme Cottage" where Bob [under house arrest] is
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strugang to learn to read under the “kind" tute]age 'of the Parson and
the "compassionate" patronage of Lord Are) to lLady A“e s gilded cage.
Bond's formidable portrait of Lady Are joins /H'Is gallery of ludi-
crous grotesques. (Irene Handl apparently ga/v/e ;n “uproar1ous“25
performance.) A ‘larger-than-1ife character, /s’?re holds command, a
resplendent example of the gross decadence of/la c]ass.'wh'ich reeks of

decay: ‘ - /

.

LADY ARE. 'Tis true my figure séts A fashion few could follow -
but the prince always liked a lady of carriage. He'd bed me
still but his f1ésh is wore out with paint. His servants daub
it on when they're drunk and he/'s too blind to wipe it off.

* Last week his whiskers were plastered to his cheeks with cold
cream, They carry him round tﬂe palace in a sedan chair.[,.. |
(Part II, Sc. 9, p. 81.) /
. .

The promise of a reprieve motivated by personal revenge against her

despised brother is painfully counterpoised with the solemn and lyrical
/

song "The Fair Tree of Liberty/ phich tells of natural justice and

freedom: "And so the fair tree/grows / As tall .as the pine and strong

as the oakE/j/Mr forefathers spoke" (Part II, Sc. 10, p. 84).
The contrast which th‘\s /ffords serves to further heighten the out-

rage which follows. Lord/Are seemingly secure in his deceit unmasks

himself (;‘For the first f'ﬁime he is seen in a shirt and breeches and

without .& wig" E’art I1, Sc. 10, p. 84]). He sees himself in tune with

nature (“Flowers nodd/e'&, lambs bleated" [—_Part 11, Sc. TO.Ip. 8-§__l)‘. The
moment that 'all 1s/,/we'll with the world' a Messenger arrives with Bob's
pardon (secured py// Lady Are) to take to the ~prisun. With the sudden
twist of events//his world is again threatened. In the art of double-
dealing, howey’e/r. the stakes are high and the cards are stacked. ﬁith

/ .
a practised zest and panache, he a% his wit at the Messenger, rooting

./
/
/
/

/
/
¥, 186
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Wil
whereby one builds the tensiori' through -laughter, and once the aunce
is with you, one can then be outrageous. The M4essenger, disarmed aﬁnd
foiled by Are's promise to take it safely himself, unwittingly becomes
a party to Are's murderous guﬂé. The moment 3che Messenger leaves, Are
asks Bob's Mother ito 1ight a fire ("Warm.-thy old hands at the blaze.
Here is~a paper to start it" &art Two, Sc. 10, p. 85_-1). One can only
gasp at .the realization that Bob's Mother is unknowingly feeding her
son's pardon to the flames. Suddenly Lord Are panfcs as he realizes
that his finery for the hanging is not in order. Having come foo close

to courting death -himself, he becomes desperate ‘to keep his hand on

power, coercion and control:

)

. LORD ARE. [,..lWhere is the button! D'ye see it? No! 'Tis
off. (Throws his blue coat on the floor.) Here, here (Thumps
his chest.) where every fool can see it You ancient hag must

I sew it myself?[T.J (Part I, Sc. 11,,p. 90)
'S \
The horrific consequences of a society suddenly out of control are

terrifyingly imaged in Bob's song "Suddenly":

It came suddenly Tike a bomb

They didn't die with the gestures of dying .
They didn't cover their heads in fear

They didn't 1ift their hands in suppljcation
They died with the gestures of 1ivin :
So sudden was the disaster

So swiftfithe moment of fate -

It fell the . time of the midday meal
When thd..f6rk.was halfway between &
The mouth and the plate

(Part II, Sc. 11, p. 91)

]

In order to keep this larger prophetic vision before us, Bon& skill-
fully averts ending the story of Bob's plight on a melodramatic high
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note. Several centers of interest split the focus and interrupt the
main action: the Parson's sanctimonious prayers; Mrs, Wilson's prag-
matic busyness in the role of the hangman's wife; Frank and-Bob's
ballad; Bob's "Dgum Song“; Bob ‘and Rose's farewell. If this scene 1s
played in the manner of frequent 'turns,' none of the dramatic excite-
ment 539 sense of urgency will be lost, and yet the personal and touch-
ing will not claim our sole attention. Bob's final aside to the
audience will then carry its full weight: "I ont believe this" (Part
II, Sc. 11, p. 98). v
The play dravgs to a powerful close as Rose is seem;té *ndfon
London Bridge and face the audience: "What have 1 learned? If noth-
ing, then I was hanged" (Part II, Sc. 12, p. 99). Her disturbing
.\‘L -

question, which is intended as a final challenge to the audience, fs
reinforcéd by he} final song conveyed in a lyricism both hard, cold anq
yet resounding with passionate conviction:

Once Satan.roamed the earth to find

Souls that money could buy ‘ -

Now he comes to steal your mind

He doesn't wait ti1l you die

Man is what he knows - or doesn't know

The empty men reap death and sow

Famine v%erever ey march )

But they do not own the earth

Geese fly over the moon but do not know

That for a moment they fi11 the world with
beauty(. ]
But we may know who we
are and where we go

Even tougher is her new resolve: "I must.have one hand of iron and the
other of steel. There is a gentle breeze from the city. I cross the

bridge and go into the streets" (Part II, Sc. 12, pp. 99-100).

L Y-}
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Bond does not’ shrink from @he poss{b111ty of revolutionary violence
in the building of a more hu;ine gor\d. In the socio—hisforica1 con-
text of the play, Bob's death changes nothing; those who were respons-
ible for his hanging are still confined to their dark cage. By/means
of the stark distancing, and the anachronistic time-shifts, the
emphasis is primarily upon an altered state of consciousness. With his

most recent plays, only one question burns in Bond's mind:

\ ' ) T N
can you create socialist consciousness before the revolution,
before you have real political power?...we do live, if not in
Py N post revolutionary society, then in_a post revolutionary
world....in the West, artists have to do two things:_  they’
have to try to add to the "climate" which makes for a revolu-
tion, and...we have to try to create images of the reformed
human consciousness as it would be pos§1b1e for us: we have
to use art to prove that it is possible.b
- S
’;Lstoration is a subtle play as provocative in it§ intellectual and
political insights as 1t is richly entertaining. Its success depends
upon the principal distancing effects of a counter-text’ to an estab-
[ .
lished®1iterary mode and subject matter, and a sophisticated modern
version of songs in the Brechtian mode which together artfully advance

the notion of a Marxist historicist vision of man. e g

-
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( he continues

Chapter Seven:

-

No Woman is an Island: ,_\

< .
Adowards a New Notion of Character in The Woman and Summer

\
's
. < . .
Hhen Bond turns hi and once agaiL from serious comedy to tragedy,

experiment with new comb1natjl'ons of distancing compo-
nents, match1ng a rigorous form td an equally tough content. He

characterizes his more recent plays (The Homan. The' Bundle The Worlds,

Restoration, and Sum/ r) as “answer plays": “MWe ‘mustn t write ?nlx_\/

/ .
problém plays, we must write answer plays - or at Jeast plays which
make answers clearer and more practical."!

Both The Woman (1978) and Summer (1982) represent modulations of a

pattern of distancing which Bond deems crucial to his new epic- 1yr1c‘

drama or, a "poetic drama which impersonates hi story":

-~

. I ’ - -
In epic the 1lyric becomes objective....lyric is the daily
appearance, the commonplace dress, of reason. It shows us the
rational. "It makes the epic pattern human....we'd show the
power of historical forces by showing the 1individuality,
ordinariness and human ¥u1nerab'l‘l'lty and strength of the
characters who live in 1it, :

L 4

The selection of historically-based events,_ ancient and modern, are

transfuted to carry implications for our present and future world 1n 2

" manner different _from the surrealistic Early Morning and the period

histories, Bingo and The Fool. Both The Woman and Sumier have to do

15‘

with war. Bond's fresh view of history seen through the eyes of female -

protagonists a11ews him a measure of distance from his own male view-

point. At the same time, this device allows Bond to subvert the tradi-
tional response to a woman's role in hi s'tory, and present her rather als

an active agent equally responsible for her actions in socfety. Thus,

/



\ ! [y ) "r .\ \\ !

)“”

emotions, together with the political consequences of such, "in order to *

convey a ?ew notion of mankind's role in the evolution of a socia'Hst
consciousness. ' Of paramount concern is the hand11ng of “character" to

bring the right judgement to bear.
- 9

The most revealing remarks I hear from actors in my plays is
represented by this: one of the murderers in SAVED said that

* his character was a nice guy and wouldn't do that sort of
thing. This suggests that no nice guys. fought for Hitler or
helped to run Auschwitz. Really, that is a starting point of
theatre for me. How do you'.show the irrelevince of the tradi-
‘tional, character-rooted concepts q,Af good and evil? That's
what concerns me at the present. We need a sort of positive

’ V-effect, something less abstract thap V-effect--if V-effect
becomes mere‘ly the removing of emotional tension so that the
object_or situation being 1hspected Just, "as tt were, floats

Toose 3 : | ~

A

The Woman: 'Scenes of War and Freedom is Bond's re-fashioning of

Euripides The Trojan Women. It concludes his historical trilogy and

«'Ks grounded, 1like B'lngo and The Fool, in economic and historical

reality; yet it rises frbm 1tskc9nérete bgsis to yield its 1larger

“~, metaphorical significance. But it incorporates as well the principal

L

distancing strat/egy in Lear--the departure from known Hter'ar'y material
and a known mode. Thus, it “combines somethfng of the history plays,
apd somei'.hing of the\countgr-text plays. \

The str'uct)? is rﬁch t‘lgh}ér than in The Fool, dividing neatly

into two parts 1n'accordqpce with the dialectical -argument: ‘Scenes of

War and Fregdom'x. In‘tfematic terms, Bond's re-fashioning of the Greek

and Trojan struég'le is full of surpr;ia ses. The war is fought not over a

. ;voman"s beaqty. Hbut over a dehumanized idol, the statue of the Goddess

of, Good Fortune. When we finally see the statue carried on the

€5 ’ . ‘ * - il
his female characters come to embody a state of mind, spirit and
aF - —

shoukders of the Trojan poor, it is "a plain, grey, schematized female

»

”
A
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shape, of worn but not - smooth stone, [-.:] exaggerated in Ieg'ggh not

thickness" (Part One, ~Sc. 12. P. -49).4 It 1‘s thus a symbol of
sterility and death, embodying the futility of war and mock‘l'ng the
in usor_y pretensions of {ts leaders whose blind hunger fo,[wower wreaks
its own revenge. The Greek hero, ironically named Heros.’is obsessed
with recovering the'statue in order to sanctify his poHt\ﬂ survival
via the re-buﬂding of Athens (or to grant him immortality). In
retuming us to the cradle of democracy.‘ Bond shows our ~western
civilization to have insidious roots whith trail back to the harsh

reality of an 1mperia11stic', individualistic and militaristic ethic

which determined its aggrand'lzement on. the’ spoils of war and the

s1avery of sﬂver mines and which produced an Athens, 1ron1ca11y hailed
as a republic, shimmering 1n 1ts cruelly reflected 1light. The events

in PRart One show the consequences of this ethie, climaxing in the

P
carnage of the sackingaof Troy. '

-

Bqﬁd's. new hero is "the woman" of the tit1€“who is, in part,:

. Hecuba, Troy's aging but shrewdly 1nte'mge7t queen who suffers the

brutal destruction of her city and the murder of her grandson, and who

finds within herself the 'st;'ength and purpose to defeat the merciless

Greek),, . But the title also connotes -the humane impulses khich ,Both

Hecuba and Ismene personifyn in contrast f:o the blood-thirsty war-

mongering Greeks. Sexism forms part of the 1,arger political violence

'which is motivated by a lust for power, When Ismene learhs that Hecuba

is not the "painted whore" which.her husband Heros had depicted, but a
forbidding lady determined to work for peace, she offers herself as a

Trojan hosiage 4 attempts to break the deadlock fue’leg by mutual

- suspicion and fear, Her moral act fis Qeemed by Greek custom and law

»

'
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not only an act of treason, but an act which would shame the noble

LT N

" Greek woman who would dare to defy her husband: her punishment 1is

immurement in a wm, a wall ich, as usual with Bond, is both very

.real and symbolic,

Part Two finds the two women, one blind, the other .mentally un-

-stob1e since-her release from the wall, sharing in the communal 1ife of

a fishing {sland. An ~escaped miner, deformed, blackened and scarcely

" human, finds refuge with the women. It is this new triad which ulti-

" mately suggests a future synthesis effected through pro1etarian suffer-

ing, the wisdom of experience and faith in man’s moral being.

In theatrical terms, Bond' s grand conception is 1impressive. The
huge Ol‘lvier stage at the National Theatre was used in its entirety
1nﬂc1‘uo1ng the back fire-wall which was encased in metallic sheets sym-
bolically representing the U"g]ory" of Athens. Against this chk-drop.
the numerous public scenes were enacted 1in the open-afr 1in, a manner
suggestive of the c¢lassical amphitheatre outdoors where crit'lcg‘l events .
and crucial issues- affecting public er‘were passionately debated.
This manner of grand "epic" staging contributes to djstanc1ng: the
stage becomes‘a public platform opening out onto the wor'lqd. Rubly.‘ Cohn
describes the scenic effect of Isn\ene's.t'neaso&n trial as ":striking--the
Greek men glisten in .their white togas whereas Ismene wears midn‘lght
blue." Cohn further -yj:ee how the "deployment of geometric fonns..
re'lnforce the morath

Essentially, war was rectangular and freedom ci rcular....&he:]
fire-curtain "(wagl in rectangular steel panels. Greek uni-
- forms consisted of copper-coloured rectangles....Greek
generals sat on camp-stools with rectangular seats. In con-
trast, Hecuba, scheming for peace, wore a vast black circular

cape that bore -evidence of her past through the colored
rectangles in its design; the other Trojan women echoed this

. = .
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costume.: The Greeks were often blocked pdrallel to the
rectangular wall panels, whereas the Trojans circled the stage
--Hecuba herself, the Poor after they Kil1 the Son, the cap-
tive women after the death of Astyanax. Ismene calling for
Greek desertion crosses the stage-field in a wide arc.

——

>

The éo'ld mathematical precision of the scenic symbolism also, of

course, serves the distaﬁncing jprocess. The emphasis 1s upon clear

(N
visual signs which are both coldly sensual and sufficiently abstract to

be intellectually 'exciting‘. At the same time the st}‘le of prose com--

bines emotional force and yet considerable restraint. Bond has said

. that he wanted to capture the quality of 'passionate thought'.which he

- found ir} classical drama:

. What I wéﬁ'oed..’.was a certain c1amca1 loquacity....to get
‘that feeling of people in extreme situations of danger and so.
on, but at the same time, always thinking, and always .talking,

always commgnting about them.5

\

To this” end, Bond, now in the director's seat himself, stresses the

'impqrtance of an epic acting style which rigorously denounces  the

,appeal to empaéhy. In a first run through of The -Woman, Bond was

‘\‘ .
amazed how "“the acting forced the play into the ground, buﬁ‘éd it in

irrelevant subjectivity":

The company were acting emotions, hugging feelings to them-
selves, speaking -to themselves even when they shouted....They
were privaté performers on a publi¢ stage, still part of the
bourgeois theatre....You cannot act an emotion, you can only
act an idea. You reproduce an emotion....An' emotion repro-
v duces itself and changes nothing....A concept, an interpreta-
tion {of the situation, not the character) must be applied .to
an emotion, and it is this...that is acted. This relates the
character to the social event so that he becomes {ts story
teiler, When this is done emotions are transferred to the
surface. Instead of being hidden in the heart or the gut (or
other corners of the bourgeofs soul) they go to the hands,
feet, face, head, and become living creative energy. Then the

actor is freed to interpret the situatfion....He should think
of his voice as a commentary on an action; or of his actions

1208 . N .



o

as mo‘vements in a silent film on which he dubs his voice....

The new public stage needs broad, unfidgety acting that moves
from image to {image, each image graphically analysing the

- story When the audience's attention has been won 1n this way
it's possible to do very small, subtle things. This combina-’
tion of 1 ,rge and small, far and near, is a visual language of
politics. ‘ ‘

Our acting does not recreate. It recollects, Its energy is

fntellectual. It makes the particular general and the general
particular. It finds the law in the incidental. Thus it

restores moral importance to human behavigr‘.8
It is important to grasp what Bond is trying to do with his Brechtian .
theory of epic acting: sfnce he now insists on directing the first pro-
ductions in England of aH his pl ays The key words for Bond's politi-
cal drama--public situation, idea, intellectual energy, graphic illus-
tration, change--argue for a much m‘ore concentrafed conceptual approach
to theatre.

One brilliant example, it seems to me, of the desired tension in
expressing bassionate undersfandi ng is Hecuba's speech in the climactic
scene of Part One when she asks Heros for justice. Her words are
fierce and regal:

-‘/ ) ) ‘ .
HECUBA. Teach me. Not how to herd women through the streets and

oad them with ,¥our swords so you can chase them, or how to
eer when the old run and.fall down, or how to mock when you
lean over them with your sword, or ki1l a woman and wipe the
knife in her husband's grey beard, or throw a man's blood down
on his own doorstep - not all these skills of violence -

—

HEROS. The Trojans owe all this to you.
HEBUCA. - but how to tell between right and wrong.

400060000000 00000000 000000

HEBUCA. ([.:]No, teach me more! You great destroyer - now be
Troy's benefactor! Teach us the meaning of justice! 1I've
come from the ruins of my city to ask.[...] (Part One, Sc.
14, pp. 57-58)

X

"This penultimate scene is for Bond Ms 'epiphanjr' in a theatre

= *1Q7



which combines intense emotional 'lnvo'lvemgnt with conceptual under-
standing. One can apprecia"te‘ the purpose of a cool, formalized acting
approach in -av speech such as the one above. But whether the digpas-
sfonate approach helps further to contain the impact of the horrific
action in the scene as a whole is questibname. In one riveting scené
early on in Part One ‘when the Greek so]diers are suddenly set upon by
three veiled women who have the pl ague. where the action is swift and
revol ting, Bond does hdld the horror withoutz milking Qt foi' a repulsive
sensationalism. The facts speak for themselves. The climactic scene

of Part One, however, builds to a fearful intensity. Both the violent

acts of the murder of Hecuba's grandsdn, and Hecuba‘s self-blinding

occur off-stage. And specific distancing elements .which BoRd Uses to

control the scene are' again the splitting ‘of focus (and hence, of
emotion and action), and a certain choric quality .to the chorus of
women's voices. But,these ‘elements are 50 integral to the action, they
seem almost to reinforce the horror or live more powerfully in the
. imagination. I doubt if one saw the child impaled on the spears, or

Hecuba actually draw the knife to her eye that it would lessen the

sickening feeling one bit. The chorus' of women narrate the atrocities ™

-4

which are héppening in the streets below. But tht.;y also sit with their
"refugee bundles" awaiting deportation or .whatever their 1ot is to- be,
The‘focus is split between the image of Cassandra clutching the boy‘and
deSperately pleading with Heros, the chorus of women wailing, .Hecuba's
anguished plea, and »tghe ‘haunting plea from Ismene who is bricked in the
wall., When Hecuba re-emerges having anded herself, she gropes

towards Heros and continucusly “rubs her eyes with her hair." Heros

and his men back away shouting, “Bitch. Bitch!" (Part One, Sc. 14, p.

- -
— L]
L]
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61) while Hecuba screams for her knife to blind her other eye.' The
sight is almost unbearable. Bond caps the scene with an e1emen‘t of the
comic-grotesque, appropriate in the context, and ostensibly intended to
defuse somewhat the stark horror. The old clown Nestor who doubted he
sti11 had it in him, shouts with g'lee. '

A\

[L.o)Wasn't I brave lads! 1 skipped like a goat. Blood on my
sword at my age.[L.7] :

S G0 00098 BOPSOIINOPIITOSDOLEOEOLIEOSEOEDBTES

Chopped chap's head off - then shook it out the helmet. I've
got a thirst on me boys. I could drink the sea and piss out

sa'lt' y

oooooooooooooooo

: ,:10 lads let us remember the solemnity-of the world and the
awfu'lness of war. (Part One, Sc. 14, p. 63)

Judging by appearance, Hecuba's act of self-mutilation has to be
seen as a gesture of ;\Jtter despair -and a closing-off to the world, an
echo of the closed form of Greek tragedy. And yet Bpnd intends that w)e/
also perceive her action from an entirely different angle--as, an
"extraordinary heroic act of defiance...in pitting her will agérlnst

that social force."?

(Bond 11kens this gesture to his own feeling of
‘indignation which arbs_e upon hearing a British judée sentence a thief
to imprisonment, and in the same breath, extol the virtues of classi-
cal democracy as the mode'll for present day justice. This incident was
one of the catalysts for the play.) “

There are equally dark contradictions in Hecuba's final action in .
Part Two. Heros has found the women on the island and is determined to
find the statue which was lost at sea during a storm. Her cunning plan
to r"ig a foot-race between Heros and the cripp‘l‘ed miner in order to

have the miner kill Heros is cruel. Hecuba pretends to uncover her

*good eye" (in fact she is totally blind) and declares she saw (from the
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hill top) Heros stop at one point, and sleep under a tree. The miner
appears, then, to have finished first; the prize the loser's death.

Bond gives. the following argument: ‘

She rewards us by disposing of that menace and pointing out a
conceptual understanding of history which could become part of
human practice....She showed great determination doing this,
and therefore part of her character she must have sacrificed
in order to have achieved that. I applaud her for doing that.
I think she's a woman of courage and detemmination, but then I
can't say that she is a complete human being. 1 have to say
that she lived in a time when it wasn't possiblea.to be com-
pletely human, and what she is doing is building the possib-
i1ity of a further humanity.10

Gfven the particular causal situation, Ismene's moral act was ineffec-

'tual, as were the combined -efforts of all the women united a3a1nst the

Greeks. Still, the cost of change must be equally undgrstood. The'
poignant coupling of Ismene and the miner who accept each others' fail-
. ings and commit themselves to caring for each other is juxtaposed with
Hecuba's grotesque death, the distorted final portrait sugges\‘t/:jvé of a
Picasso Cubist pa%nting:

MAN. The witerspout\picked her up'from the beach and carried
her into the fields. She was caught in a fence 1ike a plece
of sheep's wool. When the spout passed over her it ripped out
her hair and eyes. ‘Her tits were sticking up 1ike knives.
Her face was screwed up and her tongue - a long thin tongue -
was poking out. (Part Two, Sc. 9, p. 108)

The problem with Part Two 1's really its dramatic c;'edibility. The
chﬂd-Hl;e simplicity and n'atura1ness of the 1§1anders reinforced by,
the joining of Ismene and the Dark Man seems stagy. ""(The"‘JoyfuI?‘k
tickling scene between Hecuba, Ismene and th\e Man seems particularly

.» contrived.) The foot-‘rice is ioo obviously ihtended as a model for

analysis. More 1nteresﬁfngly, iflbeit somewhat veiled, s the central
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image of the storm which is intended to enhance the dialectic. In a
manner that parallels the storm of change at the c"lose of Lear, :i;‘gwthe

sea/storm symbolism in The Sea, The Woman advances the argument of the

necessity of revolutionary change. Hecuba's prophetic vision tells of

the giant waterspout which hit thefr ship and drew it inside the circle
of its wall:
' saw the waterspout come out of the grey clouds. It was spin-
ning and shafts of lightning flashed from the sides. It was
white and twisting - and ran towards us over the water like a
dancer or someone drunk.[L.. | Then the wall of water hit us.

"It seized the ship and jerked us inside and halfway round the
circle and suddenly. dropped us out inside, yes, finside the

~ waterspout. It was calm there. The white wall was spinning

round us. I looked up and...saw the stars.[.. ] The sea was

flat and smooth,Z..7] As clear as a mirror. - stuck out my

hands and saw them chained and roped together in the water.[ ..]]

The white screaming wall was a foot away. We went into it and

shot up to the sky. We came through the top and toboganned down
outside on the slope of water. (Part Two, sc. 1, p. 67)

Bond's "sti11 point" approaches that of metaphysical Marxism, a philo-

sophical notion which is rather difficult to translate into the con-

<crete medium of the theatre. Bond attempts this nonetheless in sever;al

ways. The islander's 1ife observes the rituals of the seasons in

accordance with the tides which are analogous to the march of history.

Their periodic calm i{s disrupted with the arrival of Heros who_is

fanaticé‘l‘ly obsessed with combing the sea for the lost statue. Events

move inexorably towards the storm season (The October Revolution?).

And yet within the seeming chaos of the storm of history, there is

equally the possibility of a new resolve, a conscious design towards

effecting change. Hecuba's vision is 1iterally re-enmacted Hb_y the real

storm on stage which in theatrical terms is a stunning spectacle. And

this coincides with Hecuba's decision to run the race and the confron-
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tation between Heros and the Man (the miner):

HEROS. ‘Hho are you? ‘

MAN (shrugs). I've never been asked before. I don't know.[S..]
HEROS. That's why the goddess made me save your 1ife: for this.
MAN. When you built your new city our hell grew with it.[[..]
{Part Two, Sc. 6, p. 97) | |

~

Bond gives the Man the most moving speech in Part Two. But the most
interesting dramatic feature of Bond's attempt at a global epic theatre
which would fuse both his artistic and political purpose is his hand-

A

ling of the*sfowd scenes.

In Scene Twelve, Part One, the angry, desperate Trojan poor, some’
—

with plague, others "starved, wounded, sick, lame, crazed" (Part One,

AJ

Sc. 12, p. 48) force Hecuba's Son up the temple steps. The moment he

is stabbed from behind, the mob screams out of the temple bearing the
statue high: - | N

G

CROWD. Out' Out! Out! Throw her out' Chuck her out! Get rid

of her. Out! Out! Out! Bitch! Bitch! Bitch! No more
- bitch! Out!

The BEGGARS spin, stamp, shout, chant, 1augliL cry - but above
alT dance and sing.[..-]

Wait! Wait! Listen! (Noise subsides’ for a moment.) Let the
Greeks have her. They deserve her. 1o the Greeksi[i..]"
(Part One, Sc. 12, p. 49)

In Bonﬂ's production, careful attention was paid to very specific

gestural movement:

@

. I tried to show their common purpose through their hands.
First their hands are flat and extended, the hands of beggars;
when they come closer to their enemies their hands become
fists; when they carry out the statue their hands are weapons,
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claws and flafls; and when they're united in one moment of
chofce...their hands swing in the direction of the harbour
1ike the leaves of a tree turning in the wind.l!

L | "

As with Brecht, it is the "social gestus" of the scene which is para-

mount. And it is again the theatricalization of gesture which we have
seen in all Bond's major group scenes, where ﬁ%re than one thing is
happening at tt.\e same time, that breaks the {llusion an& encourages a
mul ti-conscious apprehension of the stage éveﬁts. ’ ‘ :
The gesture of the crowd looking out:to the harbour is taken one //
significant step further at” the close of Part Two. The moment Heros is

slain, Nestor calls for the swords. Hecuba stops him shouting,

"Wait!.[>..] Remember Troy![...] The cost!" The group is ringed

around Hecuba and as she reminds Nestor that Heros' mad search was for

, 'y

nothing but "a 1ittle stone in the sea,” the crowd "all turn.to face

the sea " (Part Two, Sc. 9, p. 106). Bond had them not on'loy "move in

one united movement to face the sea" but "then back to face the

audience."12 . . . o

Bond was taken to task because he had neither "differentiated" the
crowd in Part One nor "controlled" the crowd in Part Two. ‘He ha@th'ls

to say:

— Some critics don't 1ike the crowd when it's united in a common
purpose....They don't want the poor or oppressed to have a com-
mon purpose. It's nicer, safer, when they're picturesque
individuals. But when the crowd is a group of reflecting.
jndividuals--showing that they can think--they want them to be
passive spear carriers. I ask: 1isn't a spear the last thing
that should be carried passively?13

L]

The -crowd's final gesture is really Evens', Lear's and Rose's gesture

&

writ large, unsettling the audience with a serious” challenge, and

¢ . . \
" thereby forcing it to apply the political 1insights to its own reality. ...

A~
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To do otherwise is to court the disaster of a world of "passive spear
carriers.” Bond s own double-edged sword combines ﬁ- passionate appeal
.to the audience's understanding and activism, and the sober realization
of the inevitngiiity of revolutionary violence in the faceroP stasis, .
incomprehenswn and gross injustice. ‘

Bond's Sumer expiores yet another means to combine the private and
public dimensions of experience. He returns to the more psychologic-
ally real and domestic world of his early plays. uThe characters are
portrayed as fully rounded indi_viduais 1iving ordinary, recagnizable
lives, but who convey equally how their "character" {is shaped by their"
thinking. ciess function, and their\invoivement in a wider historical
and political pattern. And yet the subject is living history.. The
successful interplay of these two reaims is not only difficnit but
"crucial in the creation of a new socialist theatre.

._S_u_m__ne;r, 1ike The Woman, has an .island seétting. ’The action takes
place on' a terrace overlooking the sea, somewhere in Eastern Europe.

Opposite the terrace are two islands "called the eyes of the sea" (Sc.

3 p. 27)-]4 Bond weaves the various strands of his story around

this image which‘ is at once real and symbolic of both private con-
scienee and the conscience of history, and which connects back to the
specific island/sea symbo]is‘m in The Woman, the sea/_stonn a'li:xsions in
The Sea, and the wider ramifications of the storm metaphor in Lear.
Zenia and her daughter Ann return to Zenja's childhood home for
their annual holiday. The once private mansfon is now a block of
flats. Zenia learns that Marthe, her ex-servant, and present caretak:r
‘of “the flats, is dyin§ of cancer. In the course of the exchanges

between the two women, the islands act as a catalyst, reviving memories
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of the horrors of war. Before the war, Zenia's childhood summers were

‘spent camping and picnicking on the islands. During the war, the

islands were used as concentr;:tion ~Camps; thelis'land's rock wall was .

the execution site., Marthe was oi‘nterned in a hut, together with other
women; men and children were forced 1ntol separate huts. Zenia wafs_ able
,tc; save Marthe from bein}‘shot si_pcé she was her servant and since
Zenia's father gnterta'lned’the Germans. In a further ironic twist,
Zenia's father‘ was finally imprisoned by the partisans (aided'by
Mirthe's evidence against him), whom he had secretly helpéd. Zenia
revisits the i s‘lands and encounters & German tourist who was garrisoned

)

on the island. This incident ignites the fimﬂ confrontation between
~ . P -

the two women. A sub-plot concerns the love affair between Ann and

Marthe's son David, now a doctor. Ann is progressively drawn into the

" ’ * wider conflict and comes finally to represent the continuum.of 1iving

B history. _
The American critic Miétlael Feing d wt]o reviewed the Manhattan
Theatre Club's production (1983), debcribed Bond's méthod as “cold
hands, warm heart,"1d
moment where Marthe launches a huge spit at Zen'!a. Marthe's act o
aggv:ession, in Mr. FeingoTd's opinion, would seem to indicate a de!i
,'ambiva'lence 1nﬁ Bond as though he had to steel himself in order to cc;n-
fiemn a character who, For much of the play, is well-meaning, and who
presents a strong case on behalf of her aristocratic family's behaviour
v during- the war. Furthemore: Marthe's 'vind1ct1vgnes§“ would seem to
cast a disparaging light on the revo'lutionary cause of socia'Hsm as
though it had degenerated into "a game af reverse snobbism, perpetuany

«16

»~
retroactive in 1ts pettiness. The Sp‘lt is central to the meaning

K
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of the play, 1inking back to Zenia's act of Eindness in ';saving Marthe's
life. Bond's "cold gesture" is intended to bring into shanp\er focus
how ‘each of the characters judges that aét. a;md in i:urn. invite the i
éu:‘ﬁence to judge it. Whether one 1nterpr:ets the incident in strictly

personal terms--Marthe's "blunt hostility" towards Zenia climaxing in a

moment of personal revenge--or wheéther the larger historical and poli-

7- tical ramifications are understood, is, in part, dependent upon the

productton &pproach given to Bond's text and, in particular, the manner
of 'presenting the two _central characters. -

The New York production which 1 saw Qe'mployed an essentially
naturalistic reading. The se't'was realistic, depicting in the first
part ’the house with teﬁgce 1ook1ﬁg out on the sea, and, in the sgcond,
the island wall as a backdrOp. The pace\of events was steadily main-
tained with no deliberate demarcation between the action, for example,
of Zenia coming and going, the reflective passages where:- the two women
recal] the past, and Marthe's significantly poirited speeches to Ann,
Zenia's daughter. Our §ttention was primarily drawn to Zenia whose
stage (ﬁesénce seemed to dwarf the other characters. Partly, this was
due to'the fact that in physical terms, she wag an attractive woman,
every /1nch, the haughty owner of a chic London boutique. Her 1iveliness
and ;ven humour made Marthe seem by comparison drab, somber, low-keyed,
even tired--a manner which 1s psych;ﬂogica'l'ly credible for a woman dy-
ing of cancer, but completely at odds with the persona of a womanihose
" inner resolve is Streng;htened by her po‘lﬁicﬂ experience ’an;i ’com‘ﬂc-

v

tions. Sympathy flowed towards Zenia in the strict, bourgeois sense, ®

One could easily identify with a woman who needed to return each summer

_to her childhood roots and cling to a world that was gone, a woman torn
e ? ) \* -~ -

-

+
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.by contradictions, arrogant and disdainful of the new world, and yet
‘w‘anﬁng to help Marthe. 'The final portrait of her is that of a con-
fused, 'Ione1y ‘woman who realizes only that it was her last summer and
_that she in some way hastened Marthe's death by reviving the past.

The director, Douglas Hughes, discussed with me some of the reasons
beh#nd his approach. His main concern was to soften the didactic pﬂ'{
‘as it were, and br1ng out instead the warmth- of fuller characteriza-
tion. He felt that Bond, in Zenia, had written a peautifu]'ly rounded
Character and this should be emphasizedh. On the other hand, he and the
actress playing Marthe had difficulty with her role. The actress, who °
in real life, is a very warm person and not political, found the poli-
ticé] rhetoric tough and preferred to play it down. It came ‘across 1n
production in rather' the manner of a genera1 conversation one might
have. but with no sense of any deep, passionate: conviction, let alone
the tone of severity which Bond asks for in the text:

- .

MARTHE. When you have so mu‘ch power you might as well be nobody.
Necessity takes over. Factories and banks aren't run by kind-
ness. They run on their own laws.(...J The kindness of one

/ person to another can't change that.[5..0) If it could the
e world would be a better place. After all, we all mean
swell. 3. Your family made the people who 1loved and

\ respected them confuse kindness with Jjustice. That is
corrupting. You can Tlive without kindness, you can't Hve
without justice - or fighting to get it. If you try to you're

. md.[T..] Whole generations bleed for 1it. The state of
2 Injustice is always a state of madness.

“ANN, You'rg severe.

A MARTHE. Some things requ1're such severity. (Sc. 3, p. 20)

e. quality of “warmth™ carried thrdugh even to the moment of ~her
spi'tting at Zenia., (As critic Michael Feingoid noted with apprecia-

tion. her behaviour was “warmly vindictive.") In discussmg the poss-

4 -
]

/
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ibﬂq of a Tore ‘Breéhtian approach in order that the political and
_hopefully the historical breadth to the play might dbe expanded, Mr.
Hughes admitted th’at he is neither knowledgeable in nor particﬁlar'ly a
supporter of "Brechti‘an“ theatre. He was not certain how this dimen-
sion cdu1d be handled,. and even if t:’e’ knew, he did not feel he was
i grested in exploring thig avequ:,‘He was in touch with Bonq
throughout the rehearsals, and Bond w;s apparently eéxtremely helpful
but concluded that, “'You use theatre di fferéntly over there." The
issue, then, becomes. one of thg use to which . theatre is put -and the
cohesion of the entire ensemble if 'f:he_draﬁma is txlbe essentially
political.

Bond directed the original production of Summer himself, The sett-
w17

ing was non-realistic "suspended between history z'md fa;ne. ,smi:e
Summer is essentially a natur:a11stic play of the talky drawing-room
‘ type characteristic of much English drama, this approach would lend-the
desired air of strangeness in order to hear the argument. The actress
playing Zenia gave her, éccércﬁng to one reviewer, "a mosquito-like

attack."18. Another  reviewer found her "too withdrawn and

«l9

" remote. ‘Both characterizations would enhance Bgnd's intent. In

his working nofes to the play.‘ Bond writes, "1 want the Visitor to seem

1ike a creature from another world - some, strange survivor from the

n20

past... One might add that her name seems to be conpected with

xenophobia (derived from the Greek “xenos* meaning *stranger.”) As the
play prpgres‘ses, she becomes the persona of the destructive force wh)tch
put Marthe in the camp and which continues to live in the <pres'ént.

doing battle with all that Marthe represents. Yvonpe Bryceland, a

S'outh African actress, and veﬁ 'bo]itica'l. played the role of Marthe.;‘

A2
2
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Presumably, she would lend to the ro’le the 1n1t1a1 qua'l:L;L' of persomﬂ
indi fference towards Zenfa which Bond desired: %

SN
Zenia 1s a17owed to return because Marthe would say she [Marth
is not vindictive. Once Zenia had no politica] and cultura

- power she was not dangerous.2!

The general tenor of the play according to the critic.l Irving Har.dle,
was, appahent'ly, “cool, objective...explaining the sad facts of the

"22 rpere is a certain icy calm

ﬂ, .+ world as ifitc; a group of children.
to Summer and if this tone were conveyed in thg first, -long passaéfs
where both women tell Ann the'lr expertences during the war, the sense
of the women also embodying the voice of history might come- through.

N, The very length of the speeches alerts one to parabolic significance.
\\g And if told in the manner of an epic chronic'lg. this disganced- mode
would balance, the dramat'l'c‘ coﬁcht between the two.womc‘en. and serve to .
. _ objectify the emotional content of Marthe's relived horror. ’

ﬁ In turn, thi_s}wod_ld affect how the audience would react to Zenpfa's
enc'ounter with the (;eman on the island and,_ finally, to the confronta-
tion between the women leading up to the act of spitting. During
Marthe's recounting of hef experiencé in the hut, Zenia is vi iibLy con-

) fused and on the defensive. ' This sfate is re1nforced\on the islands
- : The. 1ink which the German unwittingly mzhbes between the "girl in white," \
whose Father wined and dined the Nazis and in whose.cause the Germans
fought in order to preserve the "civilization” and values of the old
wpr]_d.' should traumatize Zenia.  Bond dramaticaﬁy heightens the inci-

. | ' dent with nightmarish images: .
GERMAN. [The bodies] had been sealed ‘up in caves and pushe} “down

y ' cracks.[,..] Now we must open the graves. Dig the bodies out
: « f the rocks. It is an order.(5.. The bodies were thrown



into the- sea.[}.% They floated round the island. . Only a few
" were skeletons. Sand had preserved the skin of the rest.[=.:
_Some of them held hands - that's how they died..7] A ea
woman clutched a child in the crook of her arm and floated on
top of the sea as if she held the child up out of the water to
see us. (Sc. 4, p. 33) -

In Bond's tprodu'ct‘ion. the German was portv;ayed, with sensitivity: a
very ordinary man who, in ward1g‘§ words, is “plaintively scanning the
sea for .his children and saying how terrible it would be to go home
‘alone,"23 In the ﬁew York production, he was presented as a gross
fool, voraciodst‘mouthing down Zenia's sﬁn’dwiche;. The -audience
responded with great 'Iathter a‘rnd applause. (He 11te;'a11y; stole the
Scene!).  Humour is offered. <But the weight of Bond's‘ interpretation
would deliberately unnerve the too familiar response that only "evil"
men were responsible for such atrocities. And in this way, the fright-

ening 1ink would be forged with Zenifa's refusal to accept responsi-
. i I‘

bility. _ : -

Zenia's disturbed state should be the strongest factor. Otherwise
her frenzied nt;edato ‘seek Ma#rthe out 1n('6rder to establish her 1nno-
cence will not come through. The spitting 's‘cene begins with Zenfa pro-
jecting onto Marthe her own sense of guﬂtl, raﬂdnaﬁ_ﬂng that Marthe
had to feel guilty for giving- evidence aga{hst Zenia's father who had
in fact collaborated with the partisans and made it possible for Marth;e

N

-to live. But Zenfa's vindication would destroy the revolutionary order:

* MARTHE. The foundations of your world were crooked and so
- everything was crooked.[...] A1l the dood you did was mean-
ingless. In your world the good did evil.[S..] Most of us
spent our l{ife swimming out to the open sea.[Z.7] The
soldiers on the island didn't have much excuse for not ing

the blood they shed.” But your state was worse. You had eve
*excuse for what you did: your hands were clean. Your world
_ was a puppet show.[..7] . . o

ks
..'..’.‘...ll....l.'......‘
. N
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[=.3] It seems to me people 1ike you 14ve backwards. "You Tearn
nothing. You spend your 1ife burrowing through the ground to
your grave.[:.:]

06 s 00000 G0N IEOSOSIBDOGEOIOILIEEDS BSOS

ZENIA (to_herself): The world was taken away from me. They
threw the Turni’fure out of the house and left me fn the empti-
ness. I can't begin again. I've spent yearg pointing at my.
_ dead body - and no one sees it.

MARTHE. Yes, you can't begin. You belong to a/famﬂy who die 1in
prisons. The old woman beside me. Gripped the bench with
both hands. Her kntickles shone 1ike a child's. 'If I could
1itve to spit in her face.' (MARTHE heaves herself out of .her

chair, spits in ZENIA's face and faVls back on the floor, )
Tt s gone. [Sc. 5, pp. 4Z-35]

Bond has written in one of the poems ("What Sort of Morality Is That.")

which preface the p1iy:_

When someone spits at another a spit is a spit
or 1s it?

»

The dead are still unburied ' O
(In this Century wherever you turn the spade to bury them
You unearth others) ,

" You want to forgive the crimes that have not yet been
commi tted
What sort of morath is that'
Zenia's self-comment on her "dead body" is doubly 1roi'|1c: She is blind
to the fact .that her world is part &f the‘deard hand of the past; In
another sense, she still exists@s do the anachronistic and destruc-
tive values by which she lives. She, not Marthe, 1ps part of the living
dead. Marthe's spit at once acknowledges all the victims ‘of the’
oppressed, connecting past with present and future.. The struggle
against power is finally -the struggle of memory against forgetting.
Bond intended his “great per"lpeteia as the turning from the death
cell, guarded by monsters and preparing to face guns, to the sun-1it

—
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balconies, with‘,‘the meal. laid on the clean table and the loving

son."24 It is the final image we have of Marthe who bequeaths to Ann

her eulogy:

MARTHE. [,..]Fight. But fn’ the end death is a friend who brings

a gift: l1ife, Not for you but the others. 1 die so that you
might 1ive. (Sc. 6, p. 49) L .

-

-

Bond ends the p1aj with a kind of Brechtian epilogue which he ,

s/qb-tiﬂes " ‘The ‘Agreement " (Sc. Z? p. 53). Should there be a child,
Ann will raise. it alone, if need be, but once grown, will bring the
child to David. If the dualistic tensions are maintained throughout’
the play, the’vfina'l response is less an immersion in the emotional and
psychological frame of the personal tragedy, and more a_ profoundly
/pffecting response to the deeper questions and possible solutions that
the play poses. If the world, as Bond grimly reminds us, seems to live
as though Auschwitz had never happened, an a1tern$t1ve consciousness

might yet be born.

e
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Conclusion

Bond's aggressive polemical style of drama demands a sophisticated
approach to the‘ notion of pol1§1ca1 d1stanc1hg if the extreme polari-
ties of action and thought,—¢motional intensity and argument are to be
reconciled and their e:ergje‘s harnassed towards effecting a radical
transformation in the \th'lnking and social 'be.haviour\of the audience.

There 1s a danger that the frequent use of strong visceral and

emotional shock effects might nullify all efforts at dié@:ancing. How-

ever this may be, Bond's attitude towards distancing, unlike Brecht's,

- attempts to incorporate the twin notions of control and the addition of

a politically informed commentary onto the dramatization of strong

emotional effects.

His early works 1ive by the tensions he generates with the §harp ‘

Juxtaposition of incongruent styles. Music-hall techniques jar ﬁﬁ-
easily with the convention of verisimilitude in the- essentially
naturalistic dramas of the working class in an unheal thy society. The
crude popular humour 1is too 'real' in the context, and, rather than
serve as a controlling mechanism, gathers its own vicious momentum

until the savage action is complete.

Bond swings to the opposite pole from realism with the highly .

theatrical play, Early Morniﬂ. Like a tough teacher, he makes extra-

ordinary qé’mnds on the audience, utilizing distancing weapons designgd
to shock and yet to keep aloof, to achieve startling dialectical
effects. ~Th£1 build-up of his arsenal includes at this point a widening
range of popular theatre techniques which. are held in an uneasy con-

Junction with surrealism and the visionary mode. In addition, there

)



are the recurring distancing wmechanisms of‘gnachr,gnjsm, and—-a “fill-
in-the-blanks" t'echnique which forms part of his ep1;od1c treatment of
character and ev’ents. The use of comic distortion as an extremé dis-
tanced mode is partly successful in the savage attack against the

lru'ling order and its .pe?‘&erted notions of morality and justice. But

the use of macabre humour which borders on black farce is an insuf-

ficient means .to control the repulsive sensationalism of 1{teral

cannibalism. Further, t.he energy of political farce is utterly at odds

with the jor visionary element whereby Bond attempté to project a

vision of freedom born from the blackneds-of despair.

* o~ ' * (7
The St_xccessfm writing of social realism requires that we recognize

e

our world on st ge by means of the comic) analogy, or by elements of

realism which enableé. us: to build up the stage metaphor, or by a dis-
tanced perspective /v;hich 'expands outwards onto our §oc1et_y and 1its
problems. Bonﬂ'éx/periments with varied cgmbinatio(\iin the search for
the rjght balance between thg real and the unreal, the cohcre}:e and the
abstract. A historically-based incident provides the catalyst ‘for the
tragi-comedy, The Swing, but the grotesque music-hall farce is an in-
sufficient check to theL savage treatment of ‘events.. Comic distancing
in \The sSea i1s refined and sharpened to the point where it becomes an
effeétive satirical tool. Its. -elements, neither too caricatured nor
too "grotesque. are sufficienﬂy abstract to comment on reality. As
such, it provides a more consistent middle ground from which to view
the elements of personal tragedy. L The added dévice of g raisonneur
fttests to Bond's need to move towards a more explicit means of
clarifying his comment. And by virtue of 1its open-ended 'epilogue',

its orientation is towards the possibility of future change.

£
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--A free-wheeling historicization in Bingo and The Fool becomes the
central feature of his- epic mode as an artistic distancing strategy.
Historical fact and issues become dramatic bed fellows with Bond's
superb gift for story-telling. The w&y in which'Bond works known facts

&alnd charact_ers into the essence and significance of his own conflicts
serves as‘,its own comqntary on our pressing problems. One has
further the sense of a more consciously worked-out design in the
‘overall dialectical structure to-aid the argument rather than the
piot. And by means of an\—dbjectwe description of history he can
subsume his shock technqiques into an obj’ect'lve accounting.

Distancing ¢'ements overlap and recombine in several plays. Horror
and humoyr comingle--uneasily 1in Lear, chrﬂ'lariﬂ,y in Restoration.
Spec‘lf;-c distancing techniques such .as the ghost device, or Brechtian
.sonbs. take on a sophisticated and complex function and contribute to
the overall d"lstancing process. But the integration of the counter-
text into the dramatic design provides the comprehensive framework by
which to judge the characters and events.‘ _ N

An essential ingredient in Bond's theory of distancing’ is the
ﬁ’proach to acting. Comic distancjng implies a certain objective
interpretation in the role if the humour is to"“glzt through. In' serious

roles, the problem is more complex. As a di éctor himself, Bond

the 1increased olgjectivtt_y of content. An emphasis upon a certain
coolness and intellectualism in the understanding of the ironies behind
the ﬁ%es ena‘blles, the actor to bring the desired critical slant to the
playing. |

All Bond's plays deal in some form vrltp the subject of.class domin-

. . { s
stresses a maximum of objectivity in the portrayal in order to match -
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ation and the irrationality of its form bf institutionalized 1hjust1c:.
Two of his most rece‘ne:‘pl'ays tackle this problem through the distanced
perspective of women on martial history. In.one sense, both The Woman
and Summer refract the cause of revolutionary socialism through the
metaphor of feminist psycho'Iogy. His women battle to overcome the
sense of inferiority, humilfation and degradation. In the process Bond
shows how Maracter is distorted by a mind rigidified by its environ-
ment. His new women sjtand as a""baradigm for all the oppressed, but, in
turn, suggest :he gqg\si’bﬂity of a humanization of culture and
_,pol‘ltical change.' N\

One criticism of Bond's work is that he preramaticaHy covers all
the bases as far as oppression is concerned--the working, classes,
women, and blacks--in additiop to the one play (Stone) written for "Gay
Sweatshop.” One may rquestion whether he is able to do equal justice to
all these causes. Further, there is.the danger that the abstraction,
"the oppressed," will obliterate the realistic presentation of the
1ndividua1s_{§e}cerned. A second?fticiém 1s that his work is somewhat
"unrelenting,ﬂ"“' a criticism in Beckett, for example, which is countered
by Beckett's success with humour. Although Bond gfves evidence of a
devastating wit which combines something of Swiftian satire with the
cool, pointed wit of Voltaire, too often the humour collapses into "a
morbid or heavily sardonic vein, or it is too. savagely unbelievable in
"1t§ own right-to function as a politically effective distancing weapon,

On the other hand, one fis cont‘lnuaﬂy excited by Bond's range of
techni‘ca'l inventiveness. 1In retrospect, one may discern a patt,e;n of
‘distancing whereby Bond tends 0 experiment with a particular form,

.
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often with pairs of ;pla_ys (two ﬁatura11st1c plays, two oriental plays,
two tragi-comedies, two“historical “epics based on the same issue, two
counter-text works, two historical eIays with female prptagonists),
pefore exhausting it and moving on.

One might note at this po1n£ certain indications that ﬁond‘ may be‘y
moving towards a science-fictional mede. Darko Suvin calls the charac-
teristic distar_lcfng device 1in science-fiction "cognitive-estrange-
ment."] Sciepce—ffetion would be an appropriate form for the kigg'%f
truths that Bond seeks to convey. Firstly, by virtue of the
intellectual rigour and att1tu_dm1 premise attendant upon its creative
impulse, it wou'ld serve to contain the horror of Bond's shock effects.
Secondly, it 1s a form which., would aHow Bond to ground events in
emp‘lrical reality, and at the same time give him free rein. to encompass

not .only, a refracted view of the bl eak present, but a-future glance at

‘alternative worlds. A new locus of thought was g'Hmpsed on Hecuba's

island, and further articuIate,g in Marthe's (and henceforth Ann's) new _
island setting. Elements of science-fiction feature afplicitly in

Bond's' most recént short works-- Derek, and Choruses from After The

Assessinations (1983). In Derek, a desperate working-class man 1is

tricked into selling his brain to an aristocrat deemed too stupid by
the new tovgn, council to carry on the family tradition .‘of Jocal MP. In
B,o?\dian fashion, harsh ironies complicate the grotesque farce, whilst
songs project an--alternative consciousness. In the second play, the
time is 2030 The ."choruses are really Speeches Spoken by indfvidual
characters ("The Munitions Worker. Encourages his Child to Sing;" “The
Teacher;" “Their Time to Fall;“), and read as episodic fragments of one

continuous poem of history. Bond has chosen to call them choruses

\
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"becau\se of the reﬂ ective attitude D\e thes_l they- would encourage in

w2

an aud'lence. Short works dre, for Bond a means of sharpenirng the

pencﬂ' One may anticipate then, with considerable interest, a

4
*

forthcoming full-scale science-fiction drama: A j

Bqnd‘s “cold hands" rilay aHenate some but others are energized by,
his work. His voice is an urgent onelintent upon_ shaking ‘the
four;dations of the golden and concrete towers which ru]g the skies and
royﬁnma?)—#ihd of its rightful ‘digmn}, freedom, and the creative,
rational impulse for change. . '
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@« . L Conclusion Endnotes

\J ] Darko Suvin, Metamorphoses of Science Fiction: On the Poetics
and History of a Literary 'GEn' re (New_Haven: vale University Press,

. .Suvin (drawing on Brecht) characterizes science-fiction as “a
literary gepre . whose necessary and sufficient conditions are - the

presence “and interaction of estrangement and cognitfon, dand whose main

formal device 1s the imaginative framework alternative to the  author's
cempirical_environment” (;mT 7-8). : \

2 Eciwa'rd Bond, "Author's Note," "Derek," and "Choruses from After

. the Assassiqati-ons" (London: Methuen New Theatrescript, 19837, p. 30.
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