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A SURVEY OF CHARLES WOOD̂ S PIAYS FOR STAGS AND SCREEN, WITH PARTICDIlAR 
REFERENCE TO THE TREATMENT OF WAR IN DINGO, H, AND THE ASSOCIATED FILMS.

by Derek F ranc is  Weeks.

A b strac t.
Over th e  p a s t twenty y e a rs , Charles Wood has w r i t te n  13 s tage  p la y s , 

a t  l e a s t  20 screenp lays, and more th an  lij. te le v is io n  p lays (o f which one 
•5-jas d iv ided  in to  two s e r ie s ,  each of s ix  ^0-minnte ep iso d e s). His m ajor 
p lay s  have been performed a t  e i th e r  th e  N ational, Royal Shakespeare 
Company, o r Royal Court T heatres; he has an in te rn a t io n a l  re p u ta tio n  
fo r  h is  work in  th e  cinema; and w rite s  re g u la r ly  fo r  te le v is io n .  Yet 
h is  work, - though mentioned re s p e c tfu l ly  on th e  whole by modern th e a t r e  
c r i t i c s ,  has not received  a f u l l  and considered c r i t i c a l  a p p ra is a l .

This study  s e ts  out to  provide a f u l l e r  exam ination of a  major 
asp ec t of h is  work: h is  trea tm en t o f War f o r  th e a tre  and sc reen . I t s  
f i r s t  ch ap te r o ffe rs  e s s e n t ia l ,  and h i th e r to  unpublished, b io g rap h ica l 
m a te r ia l  concerning Wood's own Army c a ree r, and h is  e a r ly  connections 
w ith  the  th e a t r e .  This provides a foundation  fo r  a co n sid e ra tio n  of 
th o se  of h is  e a r ly  p lay s , w ritte n  from 1958 to  1965, w ith  th e  Anny as 
th e  b a s is  f o r  su b jec t m a tte r. These two chapters form a framework f o r  
th e  main emphasis of th e  study : h is  p o r tra y a l, in  th e a tre  and f ilm , of 
th e  Second World War in  Dingo, and 'How I  Won th e  War' ; and th e  
V ic to rian  c o n f l ic ts  in  In d ia  and th e  Crimea, as shown in  H, and 'The 
Charge of th e  L ight Brigade ' .  F in a l ly , th e re  i s  a c o n s id e ra tio n  of 
V eterans, and Has "Washington" Legs?, two p lays concerned w ith  th e  
making of film s  about War.

The w r i t e r 's  source m a te r ia ls , both  w r it te n  and v is u a l ,  a re  
exp lo red , and photographs accompany th e  t e x t .  An a n a ly s is  of 
im portan t scenes and ch arac te rs  i s  p rovided . Most im p o rtan tly , th e  
fo cu s , where p o s s ib le , i s  on the  p lays in  perform ance, w ith  observations 
on th e  re h e a rs a l  process (s tu d ied  a t  f i r s t - h a n d  in  Has "W ashingon" Legs?) ,  
and th e  in te ra c t io n  a t  various stages between d ram a tis t, d i r e c to r ,  and 
d e s ig n e r. Where a v a ila b le , o r ig in a l  ty p e sc r ip ts  have been used, and 
comparisons made, where ap p ro p ria te , w ith  f i n a l ,  p r in te d  v e rs io n s .
E x is tin g  prompt copies have been re fe r re d  to  where a v a ila b le , and use 
made of conversations and in te rv iew s w ith  th e  au thor and h is  a s s o c ia te s .
To widen th e  p e rsp ec tiv e , th e re  i s  a lso  an a p p ra isa l of c r i t i c a l  responses 
from both  review ers and c r i t i c s  of modern drama.

R H C. 
j b r a r v :
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In  th e  in te r e s t s  of c l a r i ty ,  a l l  pub lished  works are  
u nderlined  th u s ;

Spare.

A ll  unpublished works, whether screened or s taged  or n o t, 
a re  d e lin ea ted  th u s :

'The Charge of the  L igh t B rig a d e '.
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CHA.PTER I .
: THE WHIP AND THE BANANA.

EARLY INFLUENCES IN CHARLES WOOD'S DEVELOPMENT AS A DRAMATIST.

Charles Wood was born in  Guernsey in  1 932, in to  a fam ily  w ith 
very  strong  th e a t r ic a l  connections. In  1950 he jo ined  th e  Anny as a 
re g u la r  s o ld ie r  on a f iv e -y e a r  engagement, and s ta r te d  to  w rite  p lays 
in  1958, during th e  g rea t surge of in te r e s t  in  th e  new drama. From 
1 961 se v e ra l of h is  p lays were performed in  th e  th e a tre  and on t e l e 
v is io n , and from 1965 he wrote numerous f i lm s c r ip ts .  His main sour
ces of su b jec t m a te ria l a re  th e  Theatre (T elev ision  and Cinema); and 
th e  Army.

These are  th e  f a c ts  to  be found, in  s im ila r  bare  o u tl in e , on the  
f ly - le a v e s  of th e  p rin te d  versions of Wood's p lay s , and in  th e a t r ic a l  
re fe ren ce  books. S ta ted  thus b a ld ly , they  ra is e  s e v e ra l in tr ig u in g  
q u estio n s . What ex ac tly  were th e  s trong  th e a t r i c a l  connections which 
provide him w ith  so much su b jec t-m atte r and such a con^endium of meth
ods fo r  p resen tin g  i t ,  and what was th e  r e a l  na tu re  of h is  own e a r ly  
involvement w ith  th e  th e a tre ?  When answers have been found to  th e se , 
more questions fo llow  q u ite  n a tu ra l ly . Why d id  a w r ite r  w ith  th is  
unique background and such an apparent abhorrence of war jo in  the  Army, 
and how d id  th is  l a t e r  experience help  to  shape h is  subsequent work?
In  th i s  chap ter I  s h a l l  attem pt to  f in d  answers to  th e se  questions 
from th e  au thor h im self, and from some of h is  e a r l i e r  work, a t  th e  
same tim e tra c in g  the  o u tlin e  of h is  w ritin g  ca ree r to  1965, a phase 
which w i l l  then  be examined in  g re a te r  d e ta i l  in  Chapter I I .

_ In  s im ila r  fa sh io n  to  h is  contem poraries Harold P in te r  and John
Osborne,-Wood i s  in  the  non-Oxbridge, even n o n -u n iv e rs ity  educated,
m ino rity  of im portant modern E nglish  d ram a tis ts . The o th e r two
playwrights learned their craft practically, from close first-hand
involvement in  a l l  aspects of th e a t re ,  ra th e r  than  approaching drama
from an.academic s tan d p o in t, jo in in g  re p e rto ry  companies w h ils t s t i l l
i n i i h e i r  te e n s . Wood's connection w ith  th e  th e a t r e ,  however, began

-a t a much e a r l i e r  age.
In  h is  p lay  F i l l  th e  Stage w ith  Happy Hours (which I  s h a l l  r e f e r

to -subsequen tly  as F i l l  the  Stage ) ,  which was f i r s t  produced a t  th e
Nottingham Playhouse in November, 1966, Maggie Harris, the actress
w ife of an ageing actor-m anager who runs a th e a t re  in  th e  M idlands,
p o in ts  to  a photograph on th e  o ff ic e  w a ll and observes :

They kept me a t  i t .  I  was carry ing  Harry r ig h t  up to  th e  l a s t  
m in u te .. . th a t  photograph up th e re , t h a t 's  me, t h a t 's  your m other, 
t h a t 's  me in  Under Two F lag s . T h a t's  Harry under me pinny. ,1 .



Here, as in  so much of Wood's work, f i c t i o n  i s  fu sed  w ith f a c t .  In  
th e  p lay , Harry i s  a s e l f - p o r t r a i t  of th e  author in  adolescence, and 

.. . --W ood-actually-has a n -o r ig in a l photograph-'of h is  mother,'"MaeJ hugely ^
p regnan t, and p lay ing  Z ig a re tte , th e  v iv an d iè re , in  O uida's melodrama 
about th e  French Foreign Legion. The la rg e  bulge was Wood h im self and 
i t  would be very  d i f f i c u l t  indeed to  d iscover evidence of an e a r l i e r  
l in k  between a playw right and h is  medium. As A lb ert H a rr is , the  a c to r -
manager, rem inisces ru e fu lly , bu t w ith  tru e  p ro fe s s io n a l detachment,

2
'We lo s t  two f e e t  of depth th a t  week. ' *

A la rg e  measure of p ro fe ss io n a l detachment was ev iden t in  Wood's
e a r l i e s t  t h e a t r ic a l  experiences fo r  h is  r e a l  p a ren ts  were bo th  members
of a t r a v e l l in g  re p e rto ry  company fom ed  a f te r  th e  F i r s t  World War by
h is  g ran d fa th er, A lbert H a rr is . Fil9 the  Stage was ded ica ted  to
Wood's g ran d fa th e r, though th e  r e a l  p ro to type of A lb e rt H arris  in  the
p lay  was th e  a u th o r 's  f a th e r  John (jack) Wood. The fa c tu a l  A lbert
Harris, the auljhor's grandfather, came from a family of animal trainers
who had worked in  a c irc u s . H arris  had served as a re g u la r  s o ld ie r ,
an occupation which h is  grandson was to  fo llow  l a t e r ,  and was re c a lle d
f o r  a c tio n  in  the  F i r s t  World War, reaching th e  rank  of Sergeant M ajor.
On dem obilisation , H arris  formed h is  company. His daugh ter, Mae H a rr is ,
became an a c tre s s  in  i t ,  and met h e r fu tu re  husband. Jack Wood, through
i t .  i r o n ic a l ly ,  a f t e r  w ritin g  F i l l  the  S tage, Wood's f a th e r  to ld  him
th a t  A lbert H arris  had n o t, in  f a c t ,  been h is  r e a l  g ra n d fa th e r. His
m o ther's  n a tu ra l  f a th e r  had been:

a th e a t r i c a l  im presario  in  the  N oith, and my grandmother was an 
u s h e re tte . She was made pregnant by him, and two or th re e  months 
afterw ards he was clapped in  an insane asylum where he d ied  
because he went out of h is  mind. 3 .

 ̂D espite th i s  apparent canker a t  the  ro o ts  of id e n t i ty ,  th e  th e a tr ic e il  
connection rem ains, and th e re  i s  a g en tle  iro n y  in  th e  choice of Wood's 
f i lm s c i ip t  of 'The Charge of th e  L ight Brigade ' f o r  th e  Royal Canmand 
Performance in  1968, a f ilm  w ritte n  by an au thor whose grandmother had 
been a cinema u sh e re tte  ( th is  was by no means th e  only  iro n y  as w il l  
be shown in  Chapter IV); w h ils t the  mentions and fe a rs  of madness which 
re c u r  in  many of th e  p lay w rig h t's  works might w e ll have t h e i r  source 
h e re .

“ The H arris  company perfom ed  in  re p e rto ry  a l l  over th e  countiy , 
in c lud ing  th e  Channel I s la n d s , where Wood was bozn on 6 th  August,
1932. The f ic t io n a l  Maggie H arris  gives a glimpse o f h e r own mental 
confusion a r is in g  from th e  agony of g iving b i r t h ,  l in k e d  in  memory 
w ith  th e  fragm ented, u n rea l na tu re  of th e  p e r ip a te t ic  a c to r 's  l i f e :



I  bore him. Do you know what th a t  means? I  was t h i r t y - s ix  
hours. There i s  nothing can rep lace  th a t .  In  Sunderland of 
a l l  p la ce s , or.jiras_it,G uernsey?. I 'm .a t  a  lo sa -fo ru iam es . 
must have been Guernsey because-I vowed I  would e n te r  th e  Church.

The fam ily  was fo rced  to  s ta y  in  Guernsey follow ing the  confinem ent,
b u t re tu rn ed  re g u la r ly  in  succeeding y e a rs . The a u th o r 's  e a r l i e s t
s tag e  memories stem from some of th e se  re tu rn  v i s i t s .  They are  o f
h is  p a ren ts  on stag e :

I 'v e  got memories of f a th e r  doing Uncle Tom's Cabin in  Guernsey, 
and I 'v e  got a v iv id  memory of him play ing  Uncle Tom and being 
lash ed , and me in  thé  audience screaming fo r  them to  s to p  h i t t in g  
my daddy. 5 .

This n ightm arish  c lash  of id e n t i t i e s  continued when he h im self became
one of the  company:

T h ere 's  another v iv id  memory I  have of my mother going across th e  
ic e  f lo e s  in  Uncle Tom, carry ing  me, because I  was p lay ing  th e  
l i t t l e  boy. "TI

and h is  recoD iections culm inate in  a s tran g e , s u r re a l  image:
I 'v e  got a v iv id  memory of my f a th e r  standing  on th e  o th e r
s id e  w ith  a whip in  one hand and a banana in  th e  o th e r, hidden, 
and th e  banana was fo r  me i f  I  got across w ithout c ry in g . ? .

S u rp ris in g ly , t h i s  lu r id  image does not f ig u re  in  any of th e  p lays or
f i lm s , though A lbert H arris  in  F i l l  th e  Stage r e c a l ls  th e  w hite s tag e
manager of th e  B a lle ts  Nègres troupe who stood in  th e  prompt com er
carry in g  a la rg e  club to  u n d erline  h is  a u th o r ity . However, th ese
e a r ly  th e a t r i c a l  im pressions give glim pses of a c h i ld 's  confusion
w ith  p a re n ta l  and th e a t r ic a l  ro le ,  and show th e  in s e c u r i ty  which can
r e s u l t  from growing too qu ick ly  in to  an ad u lt fa n ta sy  w orld. On
th e  o th e r hand, th e  c o n f lic ts  and images are  c le a r  and e s s e n t ia l ly
d ram atic , th e  rewards and punishments a re  based on endeavour and
perseverance , and provide an edu ca tio n a l experience which Wood could
n o t have gained elsew here.

Since th e  r e a l  H arris  company to u red  th e  country Wood, as a
c h ild , rece iv ed  a patchy and fragm ented education^ a tten d in g  school
only when th e  troupe stayed  long enough in  one p lace  to  make i t  ^
w orthw hile. This was not n e c e s sa r ily  d e trim en ta l to  h is  development
as a d ra m a tis t, fo r  he was gain ing  f i r s t - h a n d  knowledge of th e
th e a t r i c a l  process from a very  e a r ly  age, and moving around th e
coun try  from reg ion  to  reg ion  provided him w ith  an op p o rtu n ity  to
develop an e a r fo r  language. He acknowledges th e  im portance of t h i s ;

I 'v e  got a very , very  good e a r , and i t  d o e sn 't take  me long t n  
p ick  up reg io n a l d ia le c ts ,  re g io n a l m usic. 8.

and s tr e s s e s  th e  fundamental importance of language to  h is  drama;
The b a s is  of a l l  my w ritin g  i s  a knowledge. I t ' s  e i th e r  know
ledge of th e  Amy, which nobody can re fu te ,  or a knowledge of 
a language which nobody can r e fu te ,  and u n t i l  I  g e t th a t  know- »

• ledge. I  c a n 't  w r ite . 9.
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Examples of h is  use of language w i l l  be considered  in  connection w ith  
some of th e  p lays to  be s tu d ied  in  d e ta i l  l a t e r ,  p a r t i c u la r ly  Dingo

. and. Ey. .but. th e . roots, .of .h is -v a ried -d ia lo g u e  Dinged s-polem ic^ '-out'----------—~
b u rs ts ,  Tahfcy's Midland vernacu lar ( th a t  was me when I  was in  C hester
f i e l d .  Those were my memories of being a boy in  C h es te rfie ld * ) 
th e  B r is to l ia n  accents of 'Labour*, and H avelock's V ic to rian  rh e to r ic  -  
were s tru c k  in  th i s  u n se tt le d  childhood p e rio d . In  s p i te  o f the  
d iffu sed  n a tu re  of h is  schooling Wood read  v o rac io u sly  as a c h ild , 
c i t in g  p a r t ic u la r ly  th e  normal c h ild re n 's  c la s s ic s ,  and G.A.Henty 
(who, w ith  Oui’da, suggests an in te re s t in g  s ta r t in g -p o in t  fo r  th e  l a t e r  
p lays and film s on the  Empire), bu t when a t  school was no t ou tstand ing  
a t  E ng lish :

I  could never understand th e  s tru c tu re  of th e  language. I  
could understand th e  sounds and the  images and th e  words. I  
could always s p e l l ,  and i f  a b so lu te ly  n ecessa iy , I  could  always 
tu rn  out an essay  th a t  would h o r r ify  them because i t  had g u ts . 11.

a statem ent which rev ea ls  an in tu i t iv e  response to  language and a 
p o e tic  ab so rp tio n  of i t s  elem ents, w h ils t th e  impact of h is  essay  
w ritin g  i s  o f some importance -sdien viewed in  th e  con tex t o f Wood's 
l a t e r  development as a w r ite r  in  the  'g u t re a c tio n ' th e a t re  o f th e  
post-1956 re v o lu tio n a r ie s .

A fte r th e  Second World War, which had le d  to  th e  d is p e r s a l  of th e  
company, th e  fam ily  moved to  E iddeim inster < Wood was now ab le  to  
a tte n d  th e  lo c a l  Grammar School, and h is  parents ' managed th e  Kidder
m in s te r Playhouse. This ra th e r  grim -looking b u ild in g  (see Appendix 
B) had been bought by an amateur dram atic so c ie ty , th e  N o n en titie s , 
during th e  War. I t  was reopened a f te r  renovation  in  I9b6 w ith  a 
d e f i c i t  of £10,000, and i t s  post-w ar h is to ry , l ik e  th a t  o f th e  th e a tre  
in  F ill, th e  S tage , i s  one of a constan t s tru g g le  a g a in s t p h il is t in is m , 
dwindling aud iences, and in c reasin g  b i l l s .  Jack Wood was appointed 
manager in  19b7^ and e s ta b lish e d  a peimanent re p e r to ry  company which 
occupied th e  th e a t re  fo r  much of th e  y e a r . When t h i s  p ro fe s s io n a l 
company f in ish e d  i t s  season, th e  N onen tities provided a wide s e le c tio n  
o f p lays produced and ac ted  by am ateurs, th e  lo c a l  o p e ra tic  s o c ie t ie s  ' 
performed m u sica ls , and p ro fe ss io n a l to u rin g  companies p layed  sh o rt 
seasons. This pe rio d  was an im portant one in  C harles Wood's th e a t r 
i c a l  education , and Appendix A l i s t s  over 100 dram atic performances 
in  th e  th re e  seasons during which Jack Wood managed th e  th e a t re  

■ which h is  son would have been aware of and o ften  involved  in ,  • ranging 
from E ast Lynne to  P h y llis  D ixey 's nude show, from Juno and th e  Paycock 
to  The L ilac  Domino , and from Ma's B it o ' B rass to  P r iv a te  L ives.
Jack Wood h im self p layed sev e ra l lead ing  ru le s  in  th e  re p e r to ry  productions
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n o tab ly  the  whisky-doctor in  White Cargo, and Sweeney Todd. The l i s t
of p lays shows th a t  th e  Playhouse Company's productions leaned h e av ily

- on melodrama and comedy.' '" ' I t s ''répë irto irè '’was" b ld - f  ashioned, and
ap paren tly  c a lcu la ted  to  appeal to  a m iddle-aged audience and the  Box
O ffice . Charles Wood's comments about th i s  company and the  e a r l i e r
troupe from which i t  evolved are  rev ea lin g  when viewed in  terms of h is
own d ire c t  th e a t r ic a l  experience. He says:

There was a w orking-class th e a tre  th en , and not only was i t  
w orking-class bu t th e  a c to rs  were w ork ing-class. They d id n 't  
have to  p re tend  to  be w ork ing-class, what th ey  had to  p re tend  
to  be was u p p e r-c la ss , because most of th e  p lays were about 
a r t ic u la te  u p p e r-c la ss  or m idd le-c lass  fa m ilie s . 12.

Wood c le a r ly  sees h im self as having a w orking-class background and as 
being c lo se ly  involved w ith  a fad ing  form of popular th e a t r e ,  i t s  
o r ig in a l  ro o ts  deep in  pcmping and barn-storm ing though now f a i r l y  
re sp ec tab ly  s e t t le d ,  but about to  be swept away by te le v is io n  and 
new dram atic ^experiment in  which he was to  be an a c tiv e  and prov
ocativ e  p a r t ic ip a n t .

The Playhouse i s  obviously the  s e t t in g  fo r  F i l l  th e  S tage, though 
th e  s tag e  d ire c tio n s  a lso  have a strong  suggestion  of th e  Theatre 
Royal B r is to l ,  before i t s  renovation  in  1972:

The s e t t in g  i s  a th e a tre  in te r io r  f u l l  o f t ig h t  Georgian 
s ta i rc a s e s  and l i t t l e  cubby holes and th e  very  cold  m attress  
on th e  f lo o r  home of th e  H arris  fam ily  in  W orcester o r seme 
such -  to g e th e r w ith  a h o te l  s u i te ,  p ink green and l ig h t ly  l i t .
A drop between scenes and a c ts  shows th e  e x te r io r  of th e  
th e a tre  and huge photographs of Maggie H arris  from th e  Palace. 13.

The photographs in  Appendix B show a spacious conventional auditorium  
(which was ap p aren tly  very  co ld  and draughty in  w in te r) , and a la rg e  
b u t d u ll- lo o k in g  fo y e r . The Woods l e f t  th e  th e a tre  a t  th e  end of th e  

-1950 season, and two years l a t e r  John Osborne jo ined  th e  Conçany, o r , 
as he p u ts  i t  in  h is  autobiography, ' I  spent th e  summer of 1953 as 
Juv .-C har. a t  E id d e im in s te r .' lb .  I t  i s  tem pting to  suppose th a t  
th i s  th e a tre  a lso  provided th e  background fo r  The E n te r ta in e r .

In  Wood's p lay , th e  in t e r io r  of th e  old  th e a tre  has a womb-like 
q u a l i ty  which c o n tra s ts  w ith  th e  coldness of 'home' which, in  most o f 
Wood's work i s  a p lace  to  escape from ra th e r  than  re tu rn  t o .  In  th e  
in te r v a l ,  a fro n td ro p  of th e  th e a t r e 's  facade hides th e  in te rn a l  
r e a l i t y  and sense of su ffe r in g  of i t s  in h a b ita n ts . In  th e  p lay , 
fa n ta s ie s  o f the  re tro s p e c tiv e ly  happy p a s t and th e  p o ss ib ly  happy 
fu tu re  e x is t  to  a l le v ia te  th e  mundane p re se n t. M aggie's huge photo
graphs are  rem inders of a more ch ee rfu l and o p tim is tic  youth, now 
become'drab through la ck  o f love and achievement, and th e  imminence of 
a p a in fu l death ; w h ils t th e  seductive  lu re  of cinema, a p o te n tia l
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escape only fo r  Harry, leads to  th e  ending of h is  s ta t e  of innocence 
in  th e  gaudy, HoUywood-film s ty le  bedroom, a fa n ta sy  image conjured 

" up by 'H ariy ' from'’ th e  back  ' row of th e  lo c a l  hinem a.
 Harry i s  a p o r t r a i t  of th e  ado lescen t Charles Wood, th e  focus o f

th e  a sp ira tio n s  of h is  f a i le d  th e a t r i c a l  p a re n ts . Underlying th e
them atic  interw eavings of f a i l e d  sexual re la t io n s h ip s , inadequacy,
la c k  of understanding between in d iv id u a ls  and g en era tio n s , th e
confusions between ro le ,  r e l ig io n ,  and l iv in g ,  th e  constan t w orries
about money, th e  te a r s ,  and fe a rs  of madness, i s  a deep resentm ent
a t  what A lb ert c a l ls  ' t h i s  p o in t le s s ,  e n t i r e ly  unnecessary , urodiole-
some, t r i v i a l ,  emp_i)y, s o f t  as a flab b y  hampton, th i s  c a r ro t c a lle d
th e a t r e .  ' I t  i s  a h a tre d , tin g ed  w ith a c e r ta in  obsessive
dependence, shared by Charles Wood h im se lf, who has sa id  th a t  h is
in t e r e s t  in  the  th e a tre  'was s t i f l e d  a t  an e a r ly  age by being  born
to  a c to r s ,  them selves th e  c h ild ren  o f a c to rs  and l iv in g ,  e a tin g ,
sleep in g  in  and around th e a tre s  throughout th e  country . I t  has
never been p ro p e rly  reawakened. ' 16. N evertheless, he has always
re tu rn e d  to  the  th e a t re  and some of h is  b e s t work has been p e rfo m ed
th e re ,  b u t th e  oppositions of love and ha te  p em ea te  h is  a t t i tu d e s
towards i t ,  and to  th e  Army, te le v is io n  and cinema. His work
in v a r ia b ly  r e f le c ts  th i s  c o n f l ic t .

In  F i l l  the  Stage Harry rem arks, ' I 'v e  been a t  th e  same school 
1 7fo r  two y ears  now' , w ith  ev iden t su rp rise  a t  such s t a b i l i t y ,  b u t

shows th e  fa m ily 's  f in a n c ia l  d i f f i c u l t i e s  by adding 'w ith  a b la z e r
from B eim an 's ', (the  th e a t r ic a l  costum iers), ev id en tly  borrowed f ra n
Wardrobe. Wood s e t t l e d  more e a s i ly  to  academic work a t  E id d e m in s te r
th an  he had a t  h is  wartime school a t  C h es te rf ie ld  b u t he was a c t iv e ly

-involved w ith  th e  th e a tre  to o , though he d iscovered th a t  he had no
in te r e s t  in  becoming an a c to r :

I  would much ra th e r  be working on th e  sw itchboard, or much 
r a th e r  be working on th e  s ta g e , than  be working as an a c to r .  18.

This i s  h a rd ly  su rp ris in g  in  view of h is  a s s e r tio n  th a t ,  u n t i l
moving to  E iddeim inster, aged 15, he had never a c tu a lly  read  a p lay ,
d e sp ite  constan t exposure to  th e  th e a t r e :

A ll I 'd  read  up to  th en , in  a l l  th e  p lays I 'd  had were p a r ts  o f 
p la y s , because you never got given a p lay  when you were doing a 
p lay  as an a c to r , you were never given th e  p lay  to  read , you 
were always given a p a r t ,  which i s  why i t ' s  c a lle d  a p a r t ,  and 
th ey  were about s ix  inches h igh and th e  len g th  of a page, and 
a l l  th a t  was in  them was your cue and the  l in e ,  and as I  always 
had a sm all p a r t ,  a l l  I  had were two or th re e  cues and a few 
speeches, and as f a r  as I  was concerned, th a t  was th e  p la y . 19.

This piecem eal way of looking a t  p la y s , and th e  periods o f in a c t iv i ty
a sso c ia te d  w ith  re h e a rsa ls , made him b reak  away from a c tin g , though



he played boy p a r ts  in  The Guinea P ig , and The Corn i s  Green, in
the  ^9k9/SO season, and always played h is  m other's  son in  Lancashire
comedies (Molly, in  F i l l  the  S tage, i s  described  as 'an  h ila r io u s
scream of th e  c ru e l Lancashire comedy k in d ',  b u t. Wood adds, 'I 'v e
never found h e r  fu n n y ') . 20, Forced by unavoidable circum stances
to  p la y  an o ld  man of 75. i n  The Cat and th e  Canaiy when s t i l l  only
16, he gave up a c t ing and escaped to  th e  comparative anonymity of
th e  sw itchboard idienever p o s s ib le . This was not w ithou t i t s  b r ig h te r
moments, as th e  f i c t io n a l  Harry r e c a l l s :

I  was 'on the  sw itchboard f o r  P h y llis  Dixey and h e r a l l  time 
lo w .. .  when she came a liv e  from being a wet w hite s ta tu e  and 
th e  hero  d is c re e t ly  tu rn ed  o f f  th e  l ig h ts  on purpose, I  m isread 
th e  cue and gave th e  old  men in  the  f ro n t row of th e  o rch estra  
s t a l l s  th e  b e n e f it  of a f u l l  up. 21 .

This i r r e s i s t i b l y  r e c a l ls  th e  fa re  served  up by th e  'R ock 'n  R o ll
New'd Look' o f A rchie R ic e 's  th e a t r e ,  though th e  f i c t io n a l  A lbert
H a rris  has a l o f t i e r  view of i t s  fu n c tio n ;

I  m yself have b u i l t  th is  th e a tre  up w ith  my own two hands from 
nudey nudey come to  t i t i l l a t e  which was th e  nom  to  something 
I  hope h igher -  something from th e  l i p s .  22.
His fragm ented educa tiona l experience became more cohesive in

Wood's f i n a l  year a t  schoo l. He became a p u p il of th e  E nglish
m aster, who, besides being in te re s te d  in  th e  Playhouse, was a lso
Commander of th e  newly-formed school Cadet Force. Wood jo in e d , •
and became a Sergean t, g a ining  u se fu l experience f o r  h is  fu tu re
Amy c a re e r . At th e  same time he was given R .C .S h e r r if f 's  Journey 's
End to  read  and, f o r  th e  f i r s t  tim e, d iscovered  p leasu re  in  reading
a p la y . Jou rney 's  End i s  a war p lay  fo r  which he s t i l l ,  has g rea t
re sp e c t and a f fe c t io n , and he a c tu a lly  used a sequence from i t  in
h is  1967 f i lm  'How I  Won th e  War' :

lit -INT. THEATRE (COLOUR) DAY
As GRAPPLE comes to  th e  end of h is  poem we CUT to  him in  v is io n  
and ZOOM BACK to  show him on th e  s tag e  of a seasid e  Rep. Theatre 
in  191 It g ear. Two a c to rs  w ith  him as he says:
(rep e a t)  Of s k i l l  and guts and fo r t i tu d e  

Of b ra in  and brawn and g u ile .
GRAPPLE

T hey 're  coming, and th e y 'r e  yours young 
man -  see  you do w e ll by them.
As he f in is h e s  th e  tab s  come down on 'Jo u rn ey 's  End' and sparse 
app lause . 23.

This i s  ty p ic a l  of th e  s e r ie s  o f a l ie n a tio n  devices used throughout th e  
film , which w ill, be considered in  more d e ta i l  in  Chapter H I .  In  t h i s  
e x tra c t ,  to o , th e re  i s  a rem inder of th e  Harris/Wood companies, and th e  
' sparse  app lause ' i s  echoed in  F i l l  th e  S tage:
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The b e l l  r in g s  fo r  th e  in te r v a l  and th e  e x it  doors clang open 
and lau g h te r comes from a t  l e a s t  f i f t e e n  th ro a ts .  2i|.

•'Charles Wood*S"o-wn ‘‘d is enchan-tment''-with'the' th é â tre  "isTccmpoundêd'Sy " "
sm all audiences and a p a th e tic  responses:

What has put me o f f  w ritin g  f o r  th e  th e a tre  i s  th e  th e a t r e ,  and 
th e  f a c t  th a t  nobody goes to  see my p lays when th ey  a re  done. 25.
Wood's views on, and trea tm en t o f . War a re  c e n tra l  to  th i s  study ,

and i t  i s  in te re s t in g  to  note th a t  h is  im pressions of War had been
formed p a r t ly  from th e  events he had l iv e d  through, b u t a lso  f ra n
th e a t r i c a l  rep re se n ta tio n s  p resen ted  by th e  to u rin g  company. One o ft
t h e i r  p roductions, of Mademoiselle from A im entières, a melodrama
about th e  F i r s t  World War, provided p a r t ic u la r ly  la s t in g  im pressions.
In  i t .  Jack Wood ac ted  a scene where he c a r r ie d  a comrade's dead body
over h is  shoulder, and, b e liev in g  him s t i l l  to  be a l iv e ,  ta lk e d  to  him.
This th e a t r i c a l  image su rfaces again  w ith  g re a t savagery in  Dingo, where
i t  w i l l  be examined in  some d e ta i l ,  and Mademoiselle from Aimenti&res
provides o th e r c lues to  Wood's l a t e r  th e a t r ic a l  p ra c t ic e s ;

And t h a t 's  what I  thought th e  F i r s t  World War was a l l  about.
I  always saw i t  as a s e r ie s  of c lo th s  coming down in  Mademoiselle 
from A im entieres. One was in  the  tren ch es , a l l  p a in ted  
b e a u t i fu l ly ,  a l l  going l ik e  t h a t ,  and f a th e r  s taggered  through 
a hole  in  th e  c lo th . The o ther one was the  b ro th e l .  They 
d id n 't  c a l l  i t  t h a t ,  th ey  c a lle d  i t  a cafe , w ith  th e  c lo th  
coming down, and people d ressed  as German o f f ic e r s ,  and 
Mademoiselle from A im entieres was r e a l ly  a spy -  a melodrama.
Then I  read  Journey 's  End and I  thought th i s  was n e a re r  to  i t .  26.

Here i s  th e  source of th e  g re a t c lo th s  of H, b i l l owing over th e  s tag e
o f th e  Natl"»nal T heatre , p ro te c tin g  th e  audience from danger (see
C hapter V), bu t th e  reading  of Journey 's End opened th e  door to  drama
in  ano ther way, f o r ,  a f t e r  read ing  i t .  Wood c a lc u la te s  th a t  he read
over a hundred p lays and spent some tim e d iscussing  them w ith  h is
E n g lish  te a c h e r.

With h is  strong  th e a t r i c a l  background, and a developing in te r e s t  
i n  A rt a t  school. Wood had alvjays seen h is  fu tu re  as a scen ic  a r t i s t .  
A fte r  leav in g  school, he a ttended  Biimingham College o f A rt from 19^8 ^
to  19U9, fo llow ing a gen era l a r t  course w ith  p a r t ic u la r  in t e r e s t  in  
lith o g ra p -h y . W hilst a t  Biimingham he discovered  th a t  he was not 
ou tstand ing  a t  drawing, and h is  g ran t was withdrawn. Jack Wood l e f t  
th e  Playhouse a t  the  end of th e  1914.9/50 season, and h is  son faced  a 
d i f f i c u l t  s i tu a t io n .  The p ro sp ect of employment a t  th e  Playhouse had 
vanished , th e  A rt course had f a i l e d  to  provide him w ith  s u i ta b le  
q u a l i f ic a t io n s  and job p o s s i b i l i t i e s , and compulsory N atio n al S erv ice  
was in  th e  o ff in g . Since Aimy se rv ice  was in e v ita b le  anyway. Wood 
decided to  opt fo r  a measure o f s e c u r i ty , and, having enjoyed h is  
se rv ice  in  th e  Cadet Force a t  schoo l, jo in ed  th e  Aimy f o r  f iv e  years' 
as  a Regular s o ld ie r .
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Wood's l if e lo n g  involvement w ith  th e  various th e a tre  companies

had provided him w ith a v iv id  t h e a t r i c a l  backgrOTUid,__ftill Atrohg->_______«
shaip  im pressions. The succession  of p a in ted  c lo th s , th e  costumes,
co lo u rs , rhythms and sounds expressed a changing dram atic world where
n a tu ra lism  a lte rn a te d  w ith  melodrama, b ib l i c a l  ep ic  w ith  nudes • This
fa n ta sy -o rie n te d  conception of th e  e x te rn a l w orld, as Wood w ell knew,
cloaked th e  r e a l i t y  of the  drudgery of le a rn in g  l in e s  and moves, of
hammering and banging s e ts  to g e th e r , of s e t t in g  th e  l ig h t s  and running
te c h n ic a l re h e a rsa ls  l a t e  a t  n ig h t. There was a deep sense of
in s e c u r i ty ,  to o , in  th i s  way of l i f e ,  and i t  i s  a theme which runs
through F i l l  the  S tage. 'Why i s  i t  th a t  th e  th e a tre  a t t r a c t s  such

27inadequate people? ' laments A lbert H a rr is , though, c h a r a c te r is t 
i c a l ly ,  he does not include h im self or Maggie in  th a t  ca teg o ry . To 
leave  th a t  kind of l i f e  f o r  th e  Army was, fo r  Wood, r a th e r  l ik e  exchang
ing  one k ind  of th e a tre  fo r  an o th er. The Army a lso  has v iv id  v is u a l  
e lem ents, from the  g radations of uniform, to  i t s  own r i t u a l s  o f parades 
and th e  panoply of cerem onial occasions. The sense o f an in d iv id u a l 's  
id e n t i ty  can be subjugated by d ressin g  up in  uniform , th e re  a re  the  
s tro n g  rhythms of d r i l l  and words o f cotmmand, barrack-room  slang  and 
th e  jargon  of th e  O ffice rs  Mess, th e  'b ack s tag e ' drudgery of 'b u l l '  
and b a rra ck  ro u tin e , and th e  h ie ra rc h ic a l  g u lf  between o f f ic e rs  and 
men. I t  h as, as w e ll, th e  savage and p rim itiv e  excitem ent o f ordered 
ag g ression  and sexual sub lim ation , and th e  p o ss ib ly  m indless bu t
com forting experience fo r  th e  in sec u re , of anonymity as a cog of a
machine. As w i l l  be dem onstrated in  Chapter H ,  Wood uses th ese  
elem ents and h is  own new ly-acquired f i r s t - h a n d  experience of Army l i f e  
to  express h is  fa s c in a tio n  w ith  cerem onial and pagean try  w h ils t
m ain ta in ing  a wary and ob jec tiv e  awareness of i t s  le s s  a t t r a c t iv e  s id e ,
exchanging, in  f a c t ,  th e  com forting bu t nebulous b an an a-lik e  q u a l i ty  o f 
the  th e a t re  f o r  th e  crack of th e  Army's whip.

His f i r s t  p o sting  was to  C a tte r ic k , which he found 's q u a l id ',  bu t 
th e  _ experiences of r e c r u i t  t r a in in g  provided m a te r ia l f o r  a l a t e r

- te le v is io n  s e r ie s  c a lle d  'Death or Glory B oys', i n  '197k} which ' i s
28alm ost a b so lu te ly  a u to b io g ra p h ic a l '. * He th en  chose to  jo in  th e  17/ '

21st L ancers, and was sen t w ith  them to  Germany, th en  S a lisb u ry  P la in ,
th e  s e t t in g  fo r  an e a r ly  ra d io  p lay  'S t ic k  Man', which w i l l  be examined
in  Chapter U .  'S t ic k  Man'

...com es from T ilshead , which i s  where we were, a l i t t l e  v i l la g e  
-which I 'v e  been back to ,  and i t ' s  s t i H  th e  same, e x a c tly  th e  same, 
even th e  hu t th a t  I  s le p t in  i s  t h e r e .29.

He continued  to  read  w h ils t in  the  Army, and remembers p a r t ic u la r ly
‘Stephen V incent B en e t's  ep ic poem John Brown's Body , which he considers
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a g re a t in fluence  on him. He envisaged th e  poem as *a g re a t p lay  

30and a g rea t f i l m ', "and a lso  read  Hardy and T o lstoy  who seem to^  ̂  ̂ _ . . . .  . .... .-••• • -

have had a strong  unconscious in flu en ce  on seme of h is  l a t e r  works.
M arried in  h is  f i n a l  y ear of s e rv ic e , 195U, he spen t h is  f i r s t  

month as a c iv i l ia n  u n su ccessfu lly  a ttem pting to  s e l l  encyclopaedias 
i n  B r is to l ,  h is  w ife 's  home town. This was h is  f i r s t  r e a l  experience 

■of a p lace which f ig u re s  prom inently  in  much of h is  l a t e r  work. Hav
ing  became a W ireless Operator w h ils t in  th e  Aimy, he was ab le  to  jo in  
th e  then  B r is to l  Aeroplane Company as a wireman i n  th e  Resesirch D epart
ment of Guided M iss ile s . A y ear l a t e r  he had earned enough money to  
em igrate to  Canada, where he took a v a r ie ty  o f jobs in  qu ick  succession  
which included  washing th e  w alls  of g ia n t sk y scrap ers , design ing  neon 
s ig n s,"T ech n ica l I l l u s t r a t i o n ,  and, f in a l ly ,  he became a  Typographer 
A dvertising  A rb is t f o r  a Department S to re . Throughout h is  s ta y  in  
Toronto he continued to  draw, m ainly fo r  h is  own p le a su re , and m ainly 
c a r ic a tu re s , l ik e  th e  y o u th fu l Ibsen  in  C h r is t ia n ia . Of h is  l a t e r  
work. Dingo, in  p a r t ic u la r ,  i s  a s e r ie s  o f savage c a r to o n - lik e  scenes 
w ith  more th an  an echo of Daumier, Grosz, and th e  newspaper lampoons 
o f V ikki. Though he has been shown to  re se n t th e  th e a t r e ,  th e  urge 
to  re tu rn  to  i t  was always p re se n t, and th e  com bination o f h i s  th e a t r 
i c a l  experience and drawing s k i l l  bore some f r u i t ;

I 'd  s ta r te d  doing th e a t r i c a l  c a r ic a tu re s , and by  an  e x tra o rd in a ry  
s tro k e  of lu ck , my f i r s t  one was pu t in to  th e  Toronto Globe and 
M ail. . .1  had to  ge t back in to  the  T heatre , and th e  only way to  
do i t  was to  say  to  people, " I  am a c a r i c a tu r i s t .  Can I  come to  
re h e a rs a ls? " . 3I .

He was p a id  15 d o lla rs  f o r  th e  f i r s t  e f f o r t ,  and became a re g u la r
c o n tr ib u to r  to  th e  newspaper, using  the  drawings to  secure  th e  job in

- A d v ertis in g . I t  i s  a t  th i s  p o in t th a t  h is  w ritin g  a b i l i t y  comes to
th e  fo re  f o r  th e  f i r s t  tim e, and, cu rio u s ly , i t  r e c a l l s  P h y ll is  Dixey,
and A rchie R ic e 's  shows. The A dvertising  firm  wanted to  s e l l  books of
nude photographs, and Wood was given th e  ta s k  o f w ritin g  copy fo r  them:

f i r s t  success was when I  a c tu a lly  wrote a d e sc r ip tio n  o f those   ̂
books, in  such a way th a t  idioever wanted a book l ik e  t h a t  would 
r e a l i s e  what i t  was about, and th a t  was my f i r s t  w ritin g  su c c e ss .32.

For th e  f i r s t  tim e, to o , he thought about w ritin g  a  p la y  w h ils t  in
Canada, but decided to  concen tra te  on drawing in s te a d .

He re tu rn ed  to  England in  1959 and, a f t e r  a  sh o r t s p e l l  i n  the
A dvertis ing  Department o f L ew is's Department S to re , decided to  re tu rn
to  th e  th e a t r e ,  ob ta in ing  a job w ith  Theatre Workshop, th e n  in  i t s
heyday. Brendan Behan had a lre ad y  gained success w ith  The Quare
Fellow  two years e a r l i e r ,  and Wood was p a r t ic u la r ly  e x c ite d  by  Joan
L ittlew o o d 's  re h e a rsa ls  of a p lay  by Henry Chapman which was c a lle d
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' You Won't Always be on T op '. He was an a s s is ta n t  in  t h i s  p roduction
to  John Bury, the  D esigner, who was then  conducting experim ents in  th e
use of te x tu re  on s tag e . Wood r e c a l l s  covering o ld  s tage  f l a t s  f o r
Bury w ith  g rav e l and concrete  fo r  th i s  p roduction , which Howard Goorney
d escrib es  as follow s :

The theme was a day in  th e  l i f e  of a b u ild in g  s i t e ,  and John 
B ury 's s e t t in g  reproduced in  every d e ta i l  a th re e -s to re y  b u ild in g  
in  the  course of c o n stru c tio n , inc lud ing  a working concrete  
m ixer. During each performance an e n t i r e  b r ic k  w a ll was a c tu a l ly  
co n stru c ted , th e  cas t having le a r n t  th e  a r t  of b ric k la y in g  from 
b u ild e rs  working on a new p o s t o ff ic e  in  S tr a t fo rd . The p lo t  
was a s e r ie s  of everyday in c id e n ts  bound to g e th e r by th e  job i n  
hand, each in c id en t developing e a s i ly  in to  the  n ex t.

Joan L ittlew o o d 's  methods have had g re a t re levance to  Wood's work, 
p a r t ic u la r ly  th e  c o lla b o ra tio n  w ith  G eoffrey Reeves on s e v e ra l prod
u c tio n s  which w i l l  be examined in  g re a te r  d e ta i l  l a t e r ,  bu t th e  use o f 
im provised dialogue in  'You Won't Always be on Top' le d  to  a p ro secu tio n  
of Theatre Workshop by the  Lord Chamberlain under th e  T heatres Act o f 
I 8U3 . , This was Wood's f i r s t  experience o f censorship  in  a c tio n  and 
he was to  have d i f f i c u l t i e s  w ith  th e  content and p re se n ta tio n  o f s e v e ra l  
o f h is  p lays in  l a t e r  y ea rs . According to  Goorney, R ichard H a rr is , 
th e  a c to r , pleaded g u i l ty  to  a charge of im ita tin g  Winston C h u rc h il l 's  
vo ice in  th e  p lay , a t  the  o f f i c i a l  opening of a p u b lic  la v a to ry , and 
Wood was to  ec—ho Chapman's au d ac ity  by having C h u rch ill u r in a te  on 
th e  West W all in  th e  f i n a l  sequence of Dingo.

A fte r  th e  experience a t  S tra tfo rd  E ast Wood concen tra ted  on s tag e  
design  f o r  a w hile , working fo r  a season in  Colwyn Bay (mentioned f l e e t -  
in g ly  in  F i l l  th e  Stage fo r  th e  m anager's n a s ty  h a b it o f eavesdropping 
on backstage happenings through th e  d ressin g  room intercom  system ), 

.Wimbledon, Unity T h e a tr e ,  and th en  re tu rn ed  to  L ittlew o o d 's  company 
f o r  Frank Norman's m usical Fings A in 't  What They Used to  Be. W ith a 
w ife and son to  support in  expensive London, more s e t t l e d  and b e t t e r  
p a id  work was im portan t, and he l e f t  th e  th e a tre  f o r  a p o st as Typo
grapher w ith  the  CWS in  W hitechapel. His w ife was experiencing

/
problems w ith  h e r second pregnancy, and he made a  d e c is io n  which was
to  prove c ru c ia l ;

So I  spent a l l  the  money I  had on a TV s e t ,  and I  h a d n 't  seen
TV up t i l l  th en . I  was fa sc in a te d . That was th e  tim e of
Aimchair T heatre , the  r e a l  Aimchair Theatre on a S aturday , o r 
Sunday n ig h t was i t ? . .  .Wonderful s t u f f .  A ll  th e  Alun Owen 
p la y s , and a l l  th e  r e s t  of i t ,  th e  f i r s t  ones. God, i t  was
th e  g re a t event of th e  week to  see Armchair T hea tre , and I
suddenly thought, " I  can do th a t ,  I  can w rite  a te le v is io n  
p lay , and w h a t's  more, th ey  pay money f o r  i t ,  d o n 't  th e y ?" . 3U.

In sp ire d  by th e  example of te le v is io n ,  and th e  need to  make e x tra
money, he began to  w r ite , a r r iv in g  before  work s ta r te d  a t  7a.m. to
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make use of the  space and th e  r e la t iv e  peace and q u ie t .  Here he 
wrote h is  f i r s t  th ree  p lay s , 'A rthur had a Dream', which i s  l o s t ,  b u t 
which was s e t  in  two ou tside  la v a to r ie s  i n  back-to-back  houses n ear a 
ra ilw ay  l in e ,  very  l ik e  h is  lodgings in  S tr a t fo rd  E a s t; 'The P rincess 
and th e  R i f l e ' ,  s e t  in  a T e r r i to r ia l  D r i l l  H a ll where a young s o ld ie r  
goes b e rse rk  in  a s e t t in g  f u l l  of army m em orabilia; and P riso n e r and 
E sco rt, h is  f i r s t  r e a l  p layw riting  success. These two p lays a re  
given f u l l e r  co n sid era tio n  in  Chapter I I .

P riso n er and E scort was w ritte n  as a te le v is io n  p la y  f o r  th e  
Cheltenham F e s t iv a l  of the  A rts in  1959. In  th e  same y e a r . Wood 
had l e f t  h is  job in  W hitechapel, and moved back to  B r is to l  as an 
A dvertising  A r t i s t  on the B r is to l  Evening P o st. He was urged to  
send a copy of P riso n er and E scort to  P a tr ic k  Dromgoole, th en  a BBC 
TV Drama producer. The p lay  f a i le d  t c  "dn a p r iz e  a t  Cheltenham, 
and th e  BBC decided i t  was too  c o n tro v e rs ia l to  sc reen  -  i t  concerns a 
p riso n e r who i s  being re tu rn ed  to  England a f t e r  u r in a tin g  on a g e n e ra l 's  
boots a t  a m ajor parade in  Germany -  bu t commissioned Wood to  w rite  
'D r i l l  P ig ',  ano ther Army p lay . T h is, to o , was considered  to o  r isq u e  
a t  th e  tim e, though i t  was ev en tu a lly  te le v is e d  in  196I4, two years 
a f t e r  P riso n er and E sco rt had been given a rad io  perform ance, and he 
wrote 'T ra i to r  in  a S te e l  Helmet' as a replacem ent. This was the  
f i r s t  o f Wood's p lays to  be perform ed, on 18 th  September, 1961, and 
i t  i s  in te r e s t in g  to  note th a t  th e  new medium, one of th e  m ajor fa c to rs  
i n  the  demise of th e  Playhouse, n u rtu red  th e  emerging t a l e n t .

Other p lays follow ed in  quick succession . 'Cowheel J e l l y ' ,  
ano ther Aimy p lay , was b roadcast on th e  T hird  Programme in  1962. In  
th e  same y e a r . B i l l  and Ben, a fragment of a p lay  about in te r ro g a tio n , 

"was pub lished  by Encore magazine, and 'Not a t  A H ' was perform ed on 
te le v is io n .  This l a t t e r  work was about

A seaside  land lady  and two fe llow s who had been on h o lid ay , both
from an A rt department of an A dvertising  firm , from somewhere l ik e
CWS. 35.

With B i l l  and Ben, and 'Not a t  A H ',  Wood passed through a P in teresque  ‘ 
phase, dabbling in  menace, and using  sh o r t, c r isp  exchanges o f d ia logue . 
In te rro g a tio n s  and seasid e  lan d lad ies  provide th e  f a b r ic  o f The B ir th 
day P a rty  , bu t Wood considered th i s  s ty le  a dead end f o r  him, and 
began to  d iscover a unique vo ice . 'Not a t  A H ' was h is  f i r s t  c r i t i c a l  
success . Maurice R ichardson, th e  Observer te le v is io n  c r i t i c ,  gave i t  
a very  favourab le  review , and M ichael Codr on, th e  im p resario , and mentor 
of many of th e  'New Wave' d ra m a tis ts , saw th e  te le v is io n  p roduction  and 
was im pressed by i t .  By th i s  tim e. Wood had engaged Peggy Ramsey as 
h is  agen t, and she to o  played a v e iy  im portant p a r t  in  Wood's development



-19 -
as a w r ite r ,  and indeed in  th e  development of modern drama. Codr on
wrote to  Ramsey asking i f  Wood had any o th er plays s u ita b le  fo r  in c l 
u sio n  in  a season of one-act p lays he was planning to  p re se n t. Wood 
o ffe red  'D on 't Make me Laugh', and th en  wrote Spare , and John Thomas.
Codr on l ik e d  th e  two new p lays b e t t e r ,  and decided to  sponsor th ree  of 
Wood's one-act p lays a t  th e  New A rts T heatre , under P a tr ic k  Dromgoole' s 
d ire c t io n . Dromgoole added P riso n e r and E sco rt, having a lread y  
d ire c te d  i t  on ra d io , and dropped 'D o n 't Make me Laugh», which was 
l a t e r  p resen ted  by th e  RSC a t  th e  Aldwych in  19&5. The th ree  remain
ing  p lays ïïiade up th e  Cockade t r i lo g y .  Wood's f i r s t  s tag e  'su ccess* :

It was on for three weeks, and nobody went to see it. I didn't 
get my Royalties back, I didn't get my advance back at all.
What i t  got was asto n ish in g  review s, a b so lu te ly  a s to n ish in g  
reviews • 36.
U nfortunately , th e  f r u i t f u l  p a rtn e rsh ip  w ith  Dromgoole d id  not 

su rv ive  th e  '6 0 s , b u t B r is to l  provided many o p p o rtu n itie s  to  meet 
people connected w ith  d if f e r e n t  kinds of Drama. In  196U 'The D r i l l  
P ig ' was p resen ted  by commercial te le v is io n ,  a t  John H a le 's  i n s t i 
g a tio n . Hale had been a d ire c to r  a t  th e  B r is to l  Old V ic, and was 
d ire c tin g  te le v is io n  p la y s , besides w ritin g  novels and p lays (h is 
L ittlew o o d -sty le  Sp ithead , was w e ll-rece iv ed  by pub lic  and c r i t i c s ) ,  
and H i s  ded ica ted  to  him. At th e  same tim e, th e  Drama Department 
o f B r is to l  U n iversity  pu t on Wood's a n ti-n u c le a r  war p lay . Tie un th e  
B allcock , in  a d o u b le -b il l  w ith  an e a r ly  Stoppard. Alan Doss or 
d ire c te d  th i s  p roduction  w ith  a c a s t of studen ts  from th e  B r is to l  Old 
Vic T heatre School. Dossor a lso  p layed Harry in  the  o r ig in a l  N ott
ingham Playhouse p roduction  of F i l l  th e  S tage, d ire c te d  sev e ra l Wood 
p lays a t  L iveipool in  the  e a r ly  '7 0 s , and d ire c te d  s e v e ra l episodes o f 
th e  l a t e  '70s te le v is io n  s e r ie s ,  'D o n 't Forget to  W rite ' .  Besides th e  

-p layw rights Tom Stoppard and P e te r N ichols, who were bo th  l iv in g  in  
B r is to l  a t  th e  tim e. Wood a lso  met G eoffrey Reeves, P e te r Brook's 
a s s i s ta n t  on US and in  P e rse p o lis , who was l a t e r  to  d ir e c t  h is  major 
p la y s . /

By 1965, Wood had emerged as a very  prom ising, p o ss ib ly  m ajor 
t a l e n t .  His f i r s t  f iv e  years as a w r ite r  had produced a v a r ie ty  of 
sh o rt p la y s , th e  form favoured by te le v is io n  in  th e  e a r ly  '6 0 s . T heir 
su b je c t i s  n e a r ly  always th e  Army, a f a r  cry  from, th e  homely b a n a l i t ie s  
o f Ma's B it o ' B rass . The p o s s ib i l i t i e s  fo r  colour and sp ec tac le  of 
th e  popular th e a tre  of h is  youth a re  la rg e ly  je t t is o n e d  in  favour of 
th e  t a u t ,  b lack  and w hite , n e o - re a l is t  demands of e a r ly  te le v is io n  

"drama. Yet th e re  i s  no compromise by Wood w ith audience s u s c e p t ib i l i t i e s .
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The language is harsh, cruel, and often obscene, even within the 
censored limits. Strict attention to the detail of uniform and back
ground setting is linked with the author's developing grasp of dramatic 
language - the quirkiness of barrack-room patois, the deep and stagnant 
cesspools of suppressed thought underlying the dialogue which surface 
occasionally with devastating effect. Nightmare lurks just below 
reality, and there is a constant dramatic tension in the juxtaposition, 
a strange mixture of Strindberg and Pirandello transposed to an Army 
setting. It is an uneasy drama, in which the underlying violence 
and meanness of spirit mock the sense of uniformed camaraderie, and 
reveal the law of the jungle which is the real norm. In it, character 
is subordinate to attitude, and psychology is concerned with domination 
rather than background revelations, a drama of types rather than people. 
Few of the characters in these early plays are memorable in themselves, 
but the overall impression of a deeply-tainted section of society whose 
way of life was the norm for several generations is sharply conveyed. 
Women rarely figure in it, and when they do, are immediately set on the 
bottom rung of the ladder of social order. Blake's cynical 'I've seen 
her kind in every back shanty cafe from here to Warcop', sets the 
Girl in Prisoner and Escort in the barren social wilderness so painfully 
portrayed later by Bond and Poliakoff. The soldier, under the invinc
ible protection of the twin securities of maleness and uniform, is 
superior. Noone cries in this society, unlike the inadequate troupers 
of Fill the Stage, who rarely stop. It is a society where the whip 
predominates and rules, whilst the lost souls of Fill the Stage grope 
blindly for the elusive carrot of theatre as they slither on the 
banana's skin.

Wood's involvement with a particular kind of 'popular' theatre, 
his reasons for joining the Army, and other experiences and sources 
relevant to his development as a dramatist have been outlined. It is 
now time to turn to a fuller consideration of those of his earlier 
plays which concern the Aimy, as a prelude to an examination of those  ̂
plays and films which deal with War.
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APfENDIX A.

PIAYS PERFORMED AT THE PLAYHOUSE, KIDDERMINSTER, 19U7/50.
1917/W. '  -

Smilin* "Through E ast Lynne
This was a Woman While Paren ts Sleep
( a l l  performed by Jack Wood's Playhouse Company)

B ird  in  Hand
Rose W ithout a Thorn
Someone a t  th e  Door
The B eggar's Opera
Juno and th e  Paycock
The M idnight Sun
You Never Can T e ll
L ila c  Domino
Goodnight Vienna
The Shoemaker's Holiday
Noah

.!

Jack and J i l l
Dick W hittington
The H asty H eart
F i t  f o r  Heroes
Love on th e  Dole
Dark Summer
The Shop a t  S ly  Corner

^9hQ/h9.
The R o tte rs
The Cat and the  Canary 
H indle Wakes 
The Ghost T ra in  
The Wind of Heaven 
Suspect
A r t i f i c i a l  S ilk  
Moonlight Sonata.
( a l l  perform ed by Jack Wood's

Q uiet Wedding
M usical C hairs
Honeymoon Is la n d

The Long M irror
The L i t t l e  Foxes
The Snow Queen 
The Two Mrs. C a rro lls

The Family U pstairs  
The Importance of Being E arnest 
Peace comes to  Peckham 
Jane Eyre
W ithout th e  Prince 
Saloon Bar 
Thunder Rock 
N ight Must F a l l  
P r iv a te  Lives
Thy Name i s  Woman (w ith P h y ll is  Dixey)
Kind Lady
C hildren  of Wrath
A rsenic and Old Lace
The Linden Tree
No Place l ik e  Home
The Cure fo r  Love
The G ir l  Who C ouldn 't Quite
Pick-up G ir l .

G asligh t
To What Red H ell 
Ma's B it of Brass 
Sweeney Todd 
B lith e  S p i r i t  
See How th ey  Run 
World W ithout End

Playhouse Company)

The S c a r le t  Pimpernel '
When We Are M arried
Dear B rutus
The Glass Menagerie
As You Like I t
Wuthering H eights 
Dr. Angelus



^9hQ/h9 (c o n t.)
I t  Might Happen to  You
Man About th e  House
No Trees in  the  S tr e e t
C in d e re lla
Happy Days
The D esert Song
The S tudent P rin ce .

1919/ 50.
White Cargo 
The Beaux* Stratagem  
The Corn i s  Green 
Jane S teps Out 
My Wife * s Family 
Uncle Tom's Cabin 
Easy Moeny 
The Sacred Flame 
Love's a Luxury 
Mary Rose 
Maria M arten.
( a l l  perform ed by Jack

Tonight a t  8 . 3O 
I  K illed  th e  Count 
The Three S is te r s  
Faust
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The Winslow Boy 
Candida 
B a lle ts  Nègres 
Spanish Rhapsody 
Springtim e Revels 
The Country G ir l

An In sp ec to r C alls
The Guinea Pig
Ghosts
F la re  Path
While th e  Sun Shines
Love in  a M ist
Nothing but th e  T ruth
The H appiest Days of Your L ife
L i t t l e  Women
P resen t Laughter

Wood's Playhouse Company).

The F i r s t  Gentleman 
The C h ilte rn  Hundreds 
Ju b ilee
Madam B u tte r f ly .
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APPENDIX B.

THE PLAYHOUSE, KIDDEMINSTER.

A sh o rt account of th e  development of th e  Playhouse to  1953. p .25. 
The Playhouse, Photographs of th e  foyer and aud ito rium , p . 26.
Playhouse programme of The C h ilte rn  Hundreds produced by Mae H arris , 
Jack Wood i s  shown as Manager and L icensee. p . 27.
A sh o rt account of th e  1 9l;8 re p e rto ry  season. The young Charles 
Wood i s  th e  th i r d  ch a rac te r from th e  r ig h t  in  th e  photograph of 
Ma's B it O' B rass . p . 28,
A sh o rt account of th e  19U9 season. p . 29.
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THE PLAYHOUSE
PAST P R E S E N T — and FU T U R E .

Though only fifty years old, the Playhouse—or the New Opera House as it was 
first called—comes of a long line of theatres on the same site. Tradition says that 
Sarah Siddons played here:' but H. B. Irving, Mrs. Patrick Campbell. Vesta Tilley, 
Forbes-Robertson and Sir Frank Benson, certainly did ; and within recent memory 
Pavlova, Harry Tate, José Collins and many more. Animated pictures cast their first 
shadows in 1905. In 1926 drama made a come-back under Sir Arthur Carlton, but the 
day of the Picture Palace had arrived, and soon the Opera House became derelict, ending 
up as a wartime store.

The
Playhouse

To-day.

For years everyone urged everyone else to acquire this white elephant, and oddly 
enough a London combine was about to open negotiations, when the Nonentities Society 
announced to a startled audience that they had bought it for £6,000. A minor miracle of 
de-requisitioning and rebuilding was accomplished in eighteen months. A last-minute 
insistence by the magistrates on steel and still more steel almost wrecked the time- 
schedule, but punctually to the chosen day, November i8th, 1946, Sir Barry Jackson 
declared the Playhouse open. At the last moment, police regulations deprived the 
theatre of coat-hanging space ; perhaps as well, for it was a bitterly cold night, and no 
amount of stoking could keep out the draught.

But the Playhouse was open, and open it has remained for five years of constant struggle, 
borrowing and repaying, with never a penny in reserve, fighting with its back to the wall, 
against apathy and abuse. In the end it has won through. The £19,000 which the theatre 
cost to buy, restore and equip, should, by the Fifth Anniversary Night, have been paid off 
to the last penny and in half the time that was originally planned.
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The
Foyer

The stars of these five years are mostly in the making ; promising young artists who i 
have won their spurs here, and are now winning laurels at the Old Vic and other leading | 
theatres. But there have been acknowledged stars too ; names like Sybil Thorndike,; 
Eileen Herlie, Walter Midgley, to set beside the giants of the Edwardian days.

Auditorium, from the Stage

What of the future ? The Screen, in home or hall, depends upon the living theatre for 
its artistes. The Playhouse will go on, loved and abused, to carry out its next five year 
plan of perfecting its workshop ; cradling talent of all kinds ; and making its unique ' 
contribution, that of amateurs and professionals working side by side, to the World of 
Theatre.
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Phone
3760 TIae l®lsa^la©ii!se Phone

3760

K i Id 1» Ë R M I N S T BÎ)
(In assodation wiih the Arts Coundl o f Great Britain)

Chairman . . - • ... Mr. KENNETH ROSE
Manager and Licensee .............     . .. JACK WOOD

MONDAY, MARCH-20th, .1950     And all the Week
Evenings ai 7.15. Saturday at 5.30 and 8.0 p.m.

THE NONENTITIES 

Present

“ THE GHILTERN 
HUNDREDS ”

By WILLIAM DOUGLAS HOME.

Cast , (//I order of their appearance):

The Earl of Lister (Lord Lieutenant)  Harry Beresford

The Countess of Lister (his wife) . Ella Johnson

June Farrell (of the American Embassy) Janet Harvey

Bessie .................................................. Valerie Scott

Beecham.................................................................... Kenneth Rose

Lord Pym (Lord Lister’s son) .............................. David Cooke

Lady Caroline Smith (Lord Lister’s sister) ... Patricia Busby

Mr. Cleghom............................................................  Leslie Batt

The Play Produced by MAE HARRIS
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im PLAYHOUSE as A REPERTORY
THEATRE

Our policy has always been to alternate a Season of Touring Companies and our own 
amateur productions with a Season of Repertory.

It is a policy which does not please everyone, but it is the one best suited to our cir
cumstances, and at least, it has the merit of variety.

The Playhouse was opened with “ Pygmalion,” by the Midland Theatre Company, a ! 
resident company operating a small circuit. Notable performances were given by Ann I 
Casson in ” Anna Christie,” Michael Aldridge in ” Rope ” and Douglas Campbell (the 
Old Vic’s latest ‘ Othello ’) in the new play “ Yes Farewell.”

M a's Bit 
of Brass.

% 1
m

The
1 9 4 8

Season.

The first repertory season with our own company began in 1948 and played 14 weeks. 
Manager Jack Wood was also Producer, and audiences responded to his flair for old-time 
melodrama and plays of the Lancashire School, exemplified by “ Ma's Bit of Brass.” The 
new play was the prophetic ” World Without End,” and the most memorable play, 
” The Wind of Heaven.”
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The Beaux* 
Stratagem.

The
1 9 4 9

Season.

In 1949, there was an 18 week season, produced by Mr, Wood, with homely comedy 
again to the fore. Mae Harris gave an electrifying performance as Queen Elizabeth in 
" Royal Favourite,” the second new play from the Chairman’s pen. The best production 
was that of ” The Beaux’ Stratagem.”

Present
Laughter.

m m

p
m

É
I

The
19501 Season.



-3 0 -

CHAFTER I I .

¥E-FIGHTING FOR WHAT ¥E FIGHTING FOR WHAT WE FIGHTING F O R ...'
CHARLES ¥OOD»S ARMY PLAIS 19^8 -  1965.

During th e  f i r s t  p e rio d  of h is  -writing c a re e r , from 1958 to  1965^
Wood -wrote some 13 p la y s . They -were a l l  s h o r t ,  none la s t in g  fo r  more 
th an  U5 m inutes, to  make them eq u a lly  adap tab le  fo r  te le v is io n ,  o r as 
f i l l e r s  in  th e a t r i c a l  b i l l s  of one-act p la y s . E ight o f them are  t o t 
a l ly  concerned w ith  the  Army. S ev era l of them were never pub lished  
nor perform ed and, where necessary , re fe ren ce  i s  made to  th e  a u th o r 's  

\ own ty p e w ritte n  copies of th e  t e x t ,  which a re  probably  th e  only sources 
s t i l l  e x is t in g .  The o th e r f iv e  p lays have a c iv i l ia n  co n tex t.

— In  Wood's e a r ly  p la y s , c iv i l ia n s  in h a b it  a m ysterious, in im ic a l 
o th e r world beyond th e  t i g h t ,  secure confines o f b a rra ck s . T r i te ,  
p r a t t l in g ,  i l l - d e f in e d  women lu rk  in  i t s  shadowy c a fe s , o r waim them
se lv es  in d u lg e n tly  b e fo re  ro a rin g  open f i r e s  under th e  adoring gaze of 
uncomprehending, narrow-minded, bumptious p a re n ts . L ife  i n  Wood's 
Aimy i s  no b e t t e r  th an  l i f e  o u ts id e , b u t i t  i s  s a f e r ,  and re s p o n s ib i l i ty  
can be re lin q u ish e d , p a r t ic u la r ly  by th e  low est ran k s . In  th e se  e a r ly  
p la y s , th e  Aimy i s  a microcosm of a la rg e r  so c ie ty  which i s  male-dcm in- 
a tc d , s e le c ts  i t s  lead e rs  on th e  b a s is  o f p r iv i le g e  r a th e r  than  a b i l i t y ,  
and re p re sse s  everyone e ls e .  In  th i s  chap ter I  s h a l l  exp lore  Wood's 
view of th e  Army in  peacetim e, and o u tlin e  re c u rrin g  themes and dram atic 
techniques as a foundation  f o r  a s tudy  of th e  l a t e r  p lay s  about th e  
Army a t  war.

The view of l i f e  p resen ted  by th e se  e a r ly  Army p lays i s  u n m itig a t-  
in g ly -d e s o la te . The s o ld ie r 's  ex isten ce  i s  b a rren  and f i l l e d  w ith  s u f f 
e r in g . He i s  fo rced  in to  a s e r v i le  acceptance of power and rank gained 
by p r iv i le g e  and h e re d ity ; h is  i r r e p r e s s ib le  sexual urge r e s u l t s  in  
u n s a tis fa c to ry  a f f a i r s ,  of which p a in fu l and un-wanted pregnancies a re  / 
th e  ine-v itab le  outcome; h is  b a rrack s  a re  c h i l ly  and c h e e r le s s , bu t even 
so more accep tab le  than  th e  drab cafes and houses o ffe re d  by th e  c i v i l 
ia n  a l te r n a t iv e ,  one of which, in  'The D r i l l  P ig ',  though o s te n s ib ly  
waim and cosy, s h e l te r s  a fam ily  of S tr in d b e rg ian  vam pires. The Aimy 
dominates and co n tro ls  men, and consequently  (and in s id io u s ly )  women, 
no t only by  th e  p e t ty  g rada tions of h ie ra rc h ic a l  d is c ip l in e ,  bu t by i t s  
inexorableTand unavoidable omniscience and omnipotence -  a dark , brood
ing  presence to  which a l l  bend th e  knee o r a re  broken. Yet th e  p lay s  
are made b e a rab le , and o ften  e x c it in g , by th e  a u th o r 's  developing 
command of h is  chosen medium, h is  s e t t in g s  which prov ide -wide p e rsp e c t-
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iv es  w ith in  th e  confines of th e  su b jec t m a tte r , and h is  use of language.

The lu rk in g  shadow of th e  Aimy i s  always p re sen t i n  th e  s e t t in g s  
— o f th e se  e a r ly  p lays /"from  "the ' o v e r tly  s in i s t e r  f i r s t  sho t of 'T r a i to r  

in  a S te e l H elm et', where a weed, growing b rav e ly  in  s p i te  of th e  mud, 
i s  crushed by th e  tra c k s  of a tan k ; to  th e  co ld  w in te r 's  a fte rnoon  
parade ground of 'The D r i l l  P ig '.  Indeed, Wood's development as a 
d ram atis t can be tra c e d  most c le a r ly  in  h is  handling  o f th e  s e t t in g  f o r  
th e  unpublished and unperformed 'The P rincess and th e  R i f l e ' ,  w r i t te n
0.1958, and h is  reworking of i t  f o r  S pare , perform ed as p a r t  of th e  
Cockade t r i lo g y  f iv e  years l a t e r .

In  'The P rin cess  and th e  R i f l e ' ,  th e  e a r l i e r  p la y , which was c le a r ly  
in tended  fo r  s tag e  perfoimance ('B are  s tag e  no m ask in g ') , he prov ides a 
s t r a ig h t  d e sc r ip tio n  of 'A d r i l l  h a l l  and m il i ta r y  museum, headquarters  
o f th e  lo c a l  T.A.Yeomanry u n i t . ' Two rows of uniform ed dummies a re  
l in e d  up on s tag e , to g e th e r w ith  a cannon, and a s tu f fe d  horse  -  an 
e x tra o rd in a r ily  e a r ly  pre-im age of H avelock 's horse  i n  H (see photo
graph Appendix D). Above th e  s tag e , 'From th e  g r id  la sh ed  to  b a t t e n s ' ,  
f l y  th e  s tan d a rd s , 'some in  t a t t e r s ,  o thers  w e ll p reserv ed  and co lo u r
f u l . '  There are  stands of f ire a im s , to o , on the  s ta g e , and th e  over
a l l  im pression  i s  o f th e  i n t e r io r  of an Aimy museum p re sen ted  n a tu r a l i s t -  
i c a l l y ,  though Wood soon breaks th e  atmosphere w ith  a s u r r e a l i s t i c  
touch :

About th e  whole s e t t in g  th e re  i s  an atmosphere o f expectancy.
The ranks of uniformed dummies a re  l in e d  up l^ke  two armies -
a trum pet b la s t  would send them smashing to g e th e r . 1.

The l a t e r  p la y . Spare, moves away from natui*alism and embodies 
symbol. The f la g s  them selves a re  described  f i r s t .  They, to o , a re  in  
t a t t e r s ,  bu t s e t  out in  h i .s to r ic a l  o rder of s e n io r i ty ,  according to  
'th e  le v e l  o f faded  co lour in  each. They p rov ide , to o , a p o e tic  

-e v o ca tio n  o f War. Exposure to  th e  elem ents, and t h e i r  a c tu a l  in v o lv e
ment in  r e a l  b a t t l e ,  has given them ano ther dimension as ag e less  re p 
re s e n ta tiv e s  of p a s t ev en ts , o r archangels of a savage God. At 
ano ther le v e l ,  th ey  provide a c le a r  l in k  w ith  t r a d i t io n ,  s e n io r i ty ,  and / 
th e  im portance to  th e  e n l is te d  men of len g th  of s e rv ic e  and i t s  r e la t io n  
to  advancement and prom otion. In  a d d itio n , the  f la g s  echo th e  m en's 
preoccupation  w ith  sex and v i r i l i t y ,  a n o tio n  e n te rp r is in g ly  caught by 
th e  image of th e  newer f la g s  ' s t i l l  sexy round th e  po le  from th e  touch  
o f a Royal t a r t ' s  h a n d '. This i s  presumably an i ro n ic  ex tension  o f 
th e  id ea  of s e rv ing th e  Queen, and Wood's s o ld ie rs  sometimes f a n ta s is e  
about th e  monarch as p a r t  of t h e i r  h a tre d  of h ie ra rc h y  and p r iv i le g e ,  

- f in d in g  th e  u ltim a te  symbol of t o t a l  d iso rd e r and s o c ia l  re v e r s a l  in  
t h e i r  hidden d e s ir e s ,  as s ta te d  e x p l ic i t ly  by th e  I n d ia n /I r is h  Bombard

i e r  of H (see Chapter IV). The v is u a l  con tex t o f H i s  p re f ig u re d  in
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th e se  s tag e  d ire c tio n s  to o . The f la g s  of 'The P rincess and th e  
R i f le ' a re  simply lash ed  to  b a t te n s , those of Spare swing 'a s  b a tte n s  
do when dropped in  q u ick ' , g iv ing  them something of th e  same e f f e c t  
as th e  b illow ing  backclo ths o f H.

The dummies, to o , a re  g iven  more d e t a i l  in  S pare . T he ir co lour i s  
added to  th e  v is u a l  splendour o f th e  f la g s  -  ' a l l  th e  sp iv  m a r tia l  
co lours p lu s  b ra ss  and k h a k i '. Some of them a re  faded , not only , as 
w ith  the  f la g s ,  from exposure to  sun and sh o t, bu t w ith  th e  v e s tig e s  
o f human f e a r ,  th e  in v o lu n ta ry  expulsion  of sweat and u r in e . The 
dummies of Spare are  l in e d  up ready 'f o r  a quick game of sh in ty  or 
o ld  tim e arme blanche chopping ' ,  which f ix e s  th e  id ea  of War as a 
macabre game having no r e s u l t  and never ending, an o f t- re p e a te d  Wood 
theme. In  both  p lays ch a rac te rs  make en trances from among or behind 
th e se  uniform s, use them f o r  d r i l l  sequences and parades, h ide  b o t t le s  
o f a lco h o l in  t h e i r  headdresses, and th e  th e a t r i c a l  e f f e c t  i s  to  
emphasise c o n sta n tly  th e  co n tin u a tio n  o f t r a d i t io n .

Wood a lso  uses th e  stage  d ire c tio n s  o f Spare to  e s ta b l is h  a 
w ryly cy n ica l a t t i tu d e  to  th e  conception of th e  'h e r o '.  The dummies 
a re  l in e d  up as though fo r  an in sp e c tio n  and enough space i s  l e f t  
between them fo r  o f f ic e rs  to  walk through. These encourage th e  men, 
by th e  use of w arlike  rh e to r ic  in  th e  s a fe ty  of the  parade ground, to  

-em ulate  those  of t h e i r  fe llow s who have gone b e fo re , heroes now, fo r  
th e y  d ied  in  the  se rv ice  of t h e i r  country . O ffice rs  a re  th e  o b je c t 
of g re a t scorn f o r  Wood, th e  form er re g u la r  s o ld ie r ,  in  th e se  e a r ly  
p la y s . They a re  rep resen ted  as 'b o m ' heroes s ince  t h e i r  p r iv i le g e d  
p o s i t io n  has been achieved not by m erit b u t by th e  acc id en t of b i r t h .
The term  'h e ro ' i n  th i s  con tex t i s  used w ith heavy iro n y , and p re f ig u re s  

^Wood's hammering of p r iv i le g e  and th e  s ta tu s  quo in  Dingo. In  th e  
e a r ly  p la y s , as in  Dingo, he uses th e  term  'h e ro ' in  two main sen se s .
The f i r s t  i s  as a c r i t ic is m  of o f f ic e r s ,  a d e lib e ra te  d is to r t io n  of th e  

- id e a  of th e  hero as a demigod, and th e  second as a c r i t ic is m  of th e  
s o c ie ty  which au to m atica lly  e lev a te s  th e  s o ld ie r  who has fought f o r

*

h is  coun tiy  to  th a t  s ta tu s ,  th e  b land  acceptance of a dangerous myth.
The f a c t  th a t  e n l is te d  men have to  f ig h t  w h ils t p r iv i le g e d  o f f ic e rs  
m erely  is su e  orders i s  bad enough fo r  Wood. That th e y  d ie , to o , in  
i t s  se rv ice  compounds th e  iro n y . For Wood, death  i s  th e  only reward 
f o r  th e  s o ld ie r  in  War, and he i s  a t  pa ins to  s t r e s s  «how in g lo rio u s  
War i s .  Conversely, boredom i s  th e  only outcome of peace , and war 
games a t  l e a s t  pass th e  tim e. Time, though, n e i th e r  deadens nor 
h e a ls .  The p a s t ,  on th e  su rface  a t  l e a s t  more c o lo u rfu l th an  th e  
p re s e n t, was eq u a lly  h o r r i f i c  f o r  th e  o rd inary  s o ld ie r ,  d e sp ite  th e
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lo f ty  ta le s  and d e sc rip tio n s  of he ro ic  e x p lo its . A ll  wars a re  one 
war, th e  in d iv id u a l i s  d isp en sab le , th e  Aimy i s  e te r n a l .

The s e t t in g  .o f S pare ,.,th en , shows.a considerable-advance in-Wood'-s —
m astery  of s tag e  techn ique, and in c reas in g  confidence and f a c i l i t y  in  
th e  use of d e sc r ip tiv e  language in  a f r e e ,  symbolic way; and h is  hand
lin g  of th e  su b jec t m atte r in  th e  l a t e r  p lay  i s  much more a ssu red .
C h arac te rs , to o , a re  handled in  a le s s  r e a l i s t i c ,  more im ag inative , 
even p o e tic  way. Three of them -  B ird , G a rib a ld i, and S p ra tt  Hammond, 
a re  shared  by th e  two p lay s , b u t, whereas, in  'The P rincess  and th e  
R i f l e ' ,  th e re  i s  an attem pt to  provide them w ith  r e a l i s t i c  backgrounds,f
Spare o ffe rs  l i t t l e  in form ation .

In  'The P rincess and th e  R if le ' (which I  s h a l l  r e f e r  to  subsequently  
as 'The P r in c e s s ') ,  B ird i s  a n o rth  countryman who e n l is te d  b e fo re  th e  
War, G arib a ld i a Jew ish-looking Londoner who has been in  b a t t l e ,  and 
S p ra tt  Hammond a Cavalryman of th e  between-wars p e rio d . These sp arse  
sn ip p e ts  of background in form ation  provide a h i s to r i c a l  c o n tin u ity  in  
Army se rv ice  from th e  F i r s t  World War to  th e  p re sen t day, and th e  in t r o 
du c tio n  of ano ther s o ld ie r ,  Mick Flynn, *a young sweedo from B r i s t o l ' ,  
enables Wood to  use d if fe re n t  accents to  ga in  v a r ie ty  in  th e  language, 
and show th e  d iv e r s i ty  underneath th e  Aimy's u n ifo rm ity . Although 
Spare shares th re e  of th ese  c h a ra c te rs , th e re  a re  no d e sc r ip tio n s , 
th e  s o ld ie rs  being one component of th e  whole f a n ta s ia .  L in g u is t ic a l ly ,  
Spare leans much more towards W est-country speech rhythm s, and provides 
a good example o f how the  a u th o r 's  'good e a r ' p icks up th e  B r is to l ia n  
d ia le c t ,  and how he uses th i s  a rgo t e f fe c t iv e ly  and econom ically to  
f la v o u r h is  d ia logue.

There i s  a young s o ld ie r  in  Spare, c a lle d  sim ply H an y , who 
d isappears in to  th e  smoke a t  th e  end of th e  F i r s t  Scene, and reappears 
f o r  th e  n e x t, 'o n ly  h e 's  not HAEÎRT now h e 's  FREDDIE' a th e a t r i c a l  
device which i l l u s t r a t e s  w e ll th e  theme of endless ex p en d ab ility  and 
s u b s t i tu t io n ,  th e  f i r s t  example in  Wood of th e  techn ique described  
by John R u sse ll Taylor:

- N either Dingo nor H lends i t s e l f  very  w e ll to  sim ple ( l e t  a lone '  
b r i e f )  v e rb a l paraphrase; b o th , l ik e  Spare, a re  sh a tte r in g  s tag e  
experiences which la rg e ly  d ispense w itn p lo t ,  reduce c h a rac te r
iz a t io n  as we u su a lly  understand  i t  to  a minimum, allow ing 
ch a rac te rs  to  s h i f t ,  fu se , change p la c e s , d ie  and come back to  
l i f e  w ith  dream like freedom and u n p re d ic ta b i l i ty .  i;.

The most im portan t ad d itio n  to  S pare , however, i s  an e x tra  'c h a r a c t e r '.
^ 0  'H e' i s  never seen bu t i s  always p re se n t, somewhere above th e  s o ld ie r s '

heads, k ick ing  dust down from above, a m ysterious, m alignant war
daemon who w i l l  no t go away but remains in  th e  consciousness, adding a
n ightm arish  dimension -vdiich i s  not p re sen t to  th e  same ex ten t in  'The
P r in c e s s ' .  ♦
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John R u sse ll T a y lo r 's  comments po in ted  out th e  d i f f i c u l ty
involved  in  paraphrasing  th e  p lo ts  of Wood's p la y s . He re-em phasised
th i s  in  the  In tro d u c tio n  to  Cockade, th e  t r i lo g y  com prising P riso n er
and E sco rt, John Thomas, and Spare .

His p lays depend no more on th e i r  s u s c e p t ib i l i ty  to  ready prose 
paraphrase th an  do S hakespeare 's  sonnets o r Edward L e a r 's  
"Nonsense Songs", 5»

b u t,  as 'The P r in c e s s ' has never been pu b lish ed , a sh o r t synopsis 
w i l l  provide some b a s is  f o r  comparison w ith  S pare .

Four s o ld ie rs  in  a T e r r i to r ia l  Aimy depot a re  to ld  th a t  they  a re  
to  be posted  abroad, leav in g  a t  8 a.m. on th e  fo llow ing  day. B ird , a 
m arried  man w ith  f iv e  c h ild re n  has to  go home to  t e l l  h is  unloved w ife 
th e  news, and Mick Flynn has to  infoim  h is  g i r l - f r i e n d .  None of th e  
so ld ie rs  has any money. They are  always hard-up , and scrounge w ith  
a p a r r o t - l ik e  c iy  of 'tw o 's  u p ',  whenever someone e ls e  has something 
th ey  consider worth having. A ll  th e  easy and n e fa rio u s  ways of 
making money are  th e  p reserve  of NCOs, and th e  men have to  supplement 
t h e i r  meagre pay by o ffe rin g  to  tak e  over ano ther m an's f i r e  p ick e t 
or guard du ty  fo r  a f e e .  B ird  needs th e  money to  d rin k  h im self in to  
o b liv io n , and s e r io u s ly  contem plates b ea tin g  up’ h is  p regnant w ife to  
e x to r t  th e  money she had been saving fo r  th e  b i r t h  o f h is  s ix th  c h ild .
He i s  only  d issuaded from th i s  ap p a llin g  course of a c tio n  by G a rib a ld i, 

th e  NCO carin g  f o r  h is  m en's w e lfa re , who adv ises a more su b tle  approach. 
This loathsome behaviour i s  p a r f o r  th e  course f o r  th e  low est common 
denominator o f humanity, th e  s o ld ie r ,  who. Wood i s  say ing , i s  dehuman
is e d  by long se rv ice  in  th e  Aimy. The young Mick, though not y e t 
t o t a l l y  ta in te d  by th e  Aimy's shadow, behaves in  an e q u a lly  reprehens
ib le  manner. He appears to  want to  t r e a t  h is  g i r l - f r i e n d  te n d e r ly , 
b u t i s  c le a r ly  only concerned w ith  seducing h e r by th e  empty promise 
_of. m arriage .

There i s  a somewhat inç>lausible scene in  which two s o ld ie rs  
speak to  t h e i r  re sp e c tiv e  women (who do no t appear -  th e  so ld ie rs  

-sp e a k  to  them in  monologue), th e  te n s io n  i s  le ssen ed , and an uneasy ^
l in e  of b la ck  comedy i s  in troduced  which i s  a t  va rian ce  w ith  th e  Aimy 
contex t and i t s  l in g u is t i c  resonances. The a c tio n  resumes when th e  
s o ld ie rs  r e tu rn  to  th e  D r i l l  H a ll, and S p ra tt  and G a rib a ld i beg in  to  
t a l k  about t h e i r  Aimy ca ree rs  and experiences. T heir tongues a re  
loosened by th e  l i b e r a l  gulps taken  frcm b o t t le s  h idden by S p ra tt  
under th e  dummies' headgear, and in  th e  gun b a r r e l s .  Becoming 
in c re a s in g ly  drunk, S p ra tt  remembers h is  p a s t se rv ice  i n  In d ia , Mesop
otam ia, P a le s t in e , I r a q , and the  Sudan. There i s  a g re a t  sense of 
th e  v a s t space o f th e  s o ld ie r s ' world in  th e  d ia lo g u e , and th e  l i ta f iy
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of place-names re e le d  o f f  by th e  men when to ld  of t h e i r  move could have 
made an e x c itin g  l in k  w ith  th e  f la g s  in  perform ance:

 S p r a t t •- — -'-Be-prepared t o  move-tomorrow— 0800-hours-• - - - ---- ---------------
G a rib a ld i. Again?
S p r a t t . Again.
D ick ie . G a tte r ick  -  A ldershot -  Caterham -  S a lisb u ry .

Again?
S p ra t t .  Again.
D ick ie . C olchester -  Shepton M alle t.
G a rib a ld i. Windsor -  B ulford  -  Lulworth -  C astlem artin  -  S i lk  

H i l l .
S p r a t t . Again.
D ick ie . Cairo -  Habbaniya -  C a lcu tta  -  Bovington -  Dnber

I V illage  -  C a r l is le  -  Mons -  W ipers.
Mick. Barnard C a s tle .
D ick ie . Flaming n ig  nog.
G a rib a ld i. Woolly b e a r . Shaiba -  Oudenaarde -  Cyprus -  D ublin.
D ick ie . Vimy Ridge -  P assio n -d a le .
G a rib a ld i. Sebastopol F landers -  Inkerman P e te r lo o . 6 .

S p ra t t  a lso  re v e a ls  th a t  he took  p a r t  in  th e  l a s t  mounted charge o f the
17 th  Lancers, an echo of B alac lava . He r e c a l ls  th e  sense of excitem ent
i n  p reparing  fo r  th e  charge, and h is  f le e t in g  im pressions o f th e  even t, 
bu t uppermost in  h is  mind i s  th e  sense of an ti-c lim ax  a f t e r  i t :

March back, c lean  up s ta b le s .  7.
For S p r a t t ,  a s o ld ie r  from boyhood, th e  Aimy had prem ised th e  hope of 
g lo ry . Now, ageing and worn, th e  monotony of peacetime se rv ice  i s  
destroy ing  him. Drink i s  h is  only so lac e , and in  a l a s t  d esp a irin g  
fa n ta sy  he launches in to  an im aginary charge, e l i c i t in g  th e  down-to- 
e a i th  response from G ariba ld i

Y ou're s ta rk  s ta r in g  rav ing  n u ts . 8.
The o th e r so ld ie rs  re tu rn , very  drunk a f t e r  t h e i r  e a r l i e r  exper

ie n c e s , and f in d  S p r a t t ' s b o t t l e s .  Again, as th e  liq u o r  works on them, 
th e y  dress up in  th e  o ld  uniform s and s t a r t  to  sing  d i r t y  songs.
S p ra t t  m a te r ia lis e s  from among th e  dummies and s t a r t s  to  in sp e c t th e  

“ tro o p s , madder now, and unable to  d is tin g u ish  between th e  dummies and 
r e a l  peop le . P ast and P resen t. Drums and f i f e s  o ffs ta g e  s t a r t  to  
p la y  'The B r i t is h  G ren ad ie rs ', and Mick jo in s  in  w ith  a reg im en ta l 
trum pet. The drink-induced  fa n ta sy  grows w ild e r and develops in to  a / 
g ro tesque War Game w ith th e  obnoxious B ird , of a l l  peop le , im ita tin g  
a Padre, whose unctuous comments are  w ickedly p a ro d ie . The s tag e  

^ d irec tio n s  show th e  a c tio n  b u ild in g  to  a f re n z ie d  climax invo lv ing  
v a r ie d  movement, rhythm, v iv id , v io le n t language, and sound:

S p r a t t .  Ride r id e  r id e  on and on -  g r ip  t ig h t  aim out s t r a ig h t  
sabre s l ig h t ly  tw is te d  inwards -  on and on -  s la s h  -  
b i t e  -  cu t -  t h r u s t . . .

D ick ie . Kick -  gouge -  f i r e  and toim ent -  vengeance i s  mine 
s a i th  th e  l o r d . . .

S p ra tt  k icks and saws a t  th e  mouth of h is  p ass iv e  mount -  aims and
leg s  everywhere -  sabre  xd iirling  round and round i n  w ild  abandonment.
G arib a ld i se ize s  th e  trum pet from th e  asto n ish ed  Mick and blows c a l l
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a f t e r  c a l l ,

D ickie jumps up and down w ith  excitem ent -  grabs a^m isket .and .bayonet______
"and pàrries ’ and thrusts^ parries and thinsts.
‘Mick grows s te a d i ly  more fr ig h ten e d  and f i n a l ly  dashes a t  th e  mounted 
S p ra tt  -  t r i e s  to  p u l l  him down. 9.
Mick, th e  youngest s o ld ie r ,  le s s  experienced in  th e  Aimy's ways, and 
s t i l l  no t com pletely taken  over by i t ,  i s  ab le  to  see  th e  madness 
ta k in g  over, and i s  c a r r ie d  out sobbing, a f t e r  knocking S p r a t t ' s horse  
over. The fren zy  subsides, r e a l i t y  r e tu rn s , and th e  scene ends w ith  
S p ra tt  ' s sober r e a l i s a t io n  of th e  em ptiness o f h is  fa n ta sy , ' I t ' s  
no t th e  same *.

In  th e  f i n a l  scene, a l l  th e  so ld ie rs  a re  in  b e s t  b a t t le d re s s  f o r  
th e  move, b u t Mick i s  m issing . Shots a re  heard  from o f f s ta g e . The
o th e rs  assume th a t  Mick i s  shooting a t  them, and tak e  avoid ing  a c tio n .
Then he appears , h a im less ly  enough, through th e  aud ience, b rin g in g  
S p r a t t 's  keys f o r  th e  armoury. He could have been sh o o tin g , bu t th e  
ending i s  l e f t  d e l ib e ra te ly  ambiguous. S p ra tt  makes a l a s t  in sp ec tio n  
of th e  r e a l  tro o p , sober now in  th e  co ld  l ig h t  o f day, and s in g le s  out 
Mick w ith  an obscenely v iv id  comment which r e la te s  th e  p la y 's  language 
d i r e c t ly  to  th e  e a r l i e r  d e sc r ip tio n  of th e  newer f la g s :

S p r a t t .  Flynn, Flynn, y o u 're  holding th a t  r i f l e  l ik e  a 
p r in c e ss .

Mick. A p rincess?
S p r a t t .  A p rin ce ss  holding a navvy 's to o l .  10.

Thus, th e  p la y  b u ild s  to  th e  f i n a l  l i n e ,  emphasising th e  t i t l e .  Mick, 
th e  v irg in  s o ld ie r ,  unblooded in  War, hold ing  th e  in stru iuen t o f death , 
i s  compared to  th e  young g i r l ,  sh ie ld ed  from th e  w orld, faced  w ith  th e  
r e a l i t y  o f sex . I t  i s  a sharp image, catch ing  th e  s tra n g e  jargon  of 
d r i l l  in s t r u c to r s ,  and s tre s s in g  th e  equation  of sex  and v io le n c e , and 
unbridgeable h ie ra rc h ic a l  g u lfs , b u t, in  teim s of th e  whole p la y , f a i l s  
to  encompass th e  element of madness a l l i e d  to  th e  fa n ta sy . S ig n if ic 
a n t ly  enough, th e  same l in e  i s  used in  Spare, in  scene two, ju s t  b efo re  
th e  end of th e  p lay : ^

S p r a t t .  B ird  -  y o u 're  hold ing  th a t  r i f l e  l ik e  a p r in c e s s .
Drummer. A p rin cess?

- - S p ra t t .  A p rin ce ss  hold ing  a navvy 's p r ic k . 11.

The s u b s t i tu t io n  of 'p r ic k ' fo r  ' t o o l '  g ives th e  l in e  an  even more 
s t r ik in g  sex u a l emphasis, and th e  exchange i s  used as^a s ta r t in g  p o in t 

f o r  B ird 's  e le v a tio n  to  'h e ro ' s ta tu s .  Soon a f t e r  he rushes in to  th e  
unknown, programmed to  f ig h t ,  and su b tly  induced to  go to  h is  death  by 
an undermining of confidence in  h is  own p ro fe s s io n a l s k i l l  which leads 
him in to  compensatory a c tio n . In  th e  l a t e r  p lay  th e  image i s  used in  
a  much more c a re fu lly -c o n tro lle d  and c le v e r ly  co n triv ed  in te g ra t io n  p f



-3 7 -
theme and a c tio n . In  Spare, to o , th e  t i t l e  i s  not o v e rtly  echoed by 
th e  l in e ,  and i s  more m ysterious and a l lu s iv e .  'Spare* could r e f e r  to  

"the -spare man who is -n o t  p re se n t, - o r - to  -all- soldier-s -being--spare--in-the — 
sense of expendable, o r , even, and more s ig n if ic a n t ly ,  th e  Army slang  
word f o r  madness.

The a c tio n  of 'The P rincess and th e  R if le ' i s  d iffu se d  and 
d is ru p ted  by th e  in tro d u c tio n  of a c iv i l ia n  element (which Wood has 
r a r e ly  been able to  in te g ra te  s a t i s f a c to r i ly  in to  an Army c o n te x t) , b u t 
in  Spare i t  i s  focussed  on th e  so ld ie rs  w ith  no d is t r a c t io n s .  S im ila r
ly ,  th e  dram atic u n ity  provided in  'The P rin ce ss ' by th e  tim e device of 
th e  next d ay 's  p o sting  i s  r e la t iv e ly  mundane when compared w ith  th e  
sense of tim e lessn ess  in  S pare . The f i r s t  p a r t  of th e  l a t e r  p lay  tak es  
p lace  on B alaclava Day, a device which not only serves to  b rin g  th e  
f la g s  and uniform s d i r e c t ly  in to  th e  a c tio n , bu t adds to  th e  g en era l 
sense o f unease, s in ce  i t  appears to  be a day of m isru le  where th e  
s o c ia l  order i s  rev e rsed , th e  fo o l  can be k ing , or a s o ld ie r  k ick  
a g a in s t th e  t r a c e s :

Nobody g e ts  charged on B alaclava Day s e e . . .  you can go through 
th e  camp l ik e  th e  t i t t e r  and no slapp ing  on th e  hooks. I  prem ise 
you. Kotwalee i s  c losed  fo r  th e  d u ra tio n . 12.

Seme m aquettes f o r  Wood's l a t e r  work a re  a lso  rev ea led  in  S pare . The
im portance o f B alaclava to  'The Charge of th e  Light B rigade ' i s  obvious,
-Whilst Spratt's calling the soldiers around him to tell them stories of
th e  reg im en t's  p a s t i s  rem in iscen t of H avelock's p ray er m eetings f o r  h is
Lambs. The con ten t of S p r a t t 's  s to r ie s  i s  even more a p p ro p ria te .

. .  . a t  th e  l a s t  moment C aptain Nolan of th e  regim ent dashed across 
th e  f r o n t . . .h e  seemed about to  u t t e r . . .c la p p in g .. .At th e  l a s t  
moment a cannon sho t d ecap ita ted  th e  g a l la n t  Nolan. I 3 .

_This p o in ts  ahead to  David Hemmings' w ild  dash in  th e  f ilm  of 'The 
Charge of th e  L ight B rig a d e ', and Wood's trea tm en t of i t  i n  th e  screen 
p la y :

185. Nolan w ild ly  runs h is  horse across th e  
f ro n t  o f th e  B rigade.
Seen from th e  f r o n t .
Seen from above.
Seen from where M orris i s .

and,

192. Nolan s t i l l  e re c t  in  th e  saddle of h is  g a llo p in g  
h o rse , h is  sword a m  s t i l l  h igh in  th e  a i r .
E very th ing  stops f o r  s i le n c e , th e  movement continues 
b u t s ile n c e  and from th e  s tran g e  th in g  th a t  was '
Nolan comes a cry  so w eird and ap p a llin g  th a t  
every  man in  th e  f i e l d  -  except Lord Cardigan, 
who has o th e r th in g s  to  th in k  about -  i s  c h i l le d  
by i t .  Ili.

H ere, t r a n s p o s it io n  to  th e  cinem atic medium has allow ed Wood to  p re sen t 
- th e  a c tu a l  moment, from d if f e r e n t  camera v iew poin ts, and w ith  a
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s ta r t in g ly  e f fe c tiv e  use of sound and s i le n c e , the  whole cu lm inating , 
as in  S pare , in  a n ightm arish  r e a l i s a t io n  o f death  in  War. S p ra tt  
a lso  r e la te s  a moment a f te r  th e  Charge which Wood made p a r t ic u la r ly  
t e l l i n g  in  the  f ilm .

S p r a t t .  a f t e r  the  engagement. .  .we * d do i t  again  s i r  I 15. 
beccanes,

236. The remains of th e  Brigade coming out o f th e
V alley  -  some walking and laughing a s i l l y  laugh , 
some lim ping, some craw ling .
Soane dragged by t h e i r  h o rse s .

' Some horses b i t in g  a t  t e r r i b l e  wounds.
239a. MEN. Go again , s i r .

Go again  my lo rd . I 6 .
The second scene of Spare tak es  p lace  on J e lla la b a d  Day, ano ther

excuse f o r  in d is c ip l in e :
B ird . Jellybob? A ll g e ts  p is se d  Jellybob Day. 17. 

and i s  eq u a lly  s ig n if ic a n t ,  bo th  in  term s of th e  never-ending c e le 
b ra tio n s  o f p a s t b a t t l e s ,  w ith  a l l  wars ro l le d  in to  one, and in  a  s tudy
of Wood's l a t e r  work. One of th e  scenes in  th e  unpublished and
unperfoimed screenp lay  o f 'Flashman*, w r it te n  in  1969 (and d iscu ssed  
in  Chapter IV ), i s  of the  Siege o f J e lla la b a d  in  th e  Afglian Wars of th e  
e a r ly  N ineteenth  Century:

lilli EXTERIOR. NEAR TO JELLALABAD.
around the  f o r t ,  f i r e s  can be seen as 
sparks of l i g h t  s t i l l  in  th e  d u ll  
morning l i g h t ,  th e  whole f o r t  i s  
surrounded by Afghans, in  th e  f o r t  th e  
sound of bugles c a ll in g  th e  advance. 18.

The f i n a l  scene o f Spare s tro n g ly  suggests an im aginative  re c re a t io n
o f a - s im ila r  s i tu a t io n ,  though th e  modem d ress of th e  s o ld ie r s  seen
a g a in s t th e  unifoim s of th e  p a s t ,  and th e  re fe ren ce  in  th e  p la y  to
arm our-p iercing  s h e lls  widen th e  con tex t to  K atharine W orth 's 'b le a k  

19Epic now' in  a h i s to r ic  frame of re fe re n c e . The h i s to r i c a l  connections 
a re  re in fo rc e d  by S p r a t t 's  f i n a l  speech, spoken in  a f l a t ,  documentary, 
B rech tian  n a r ra tiv e  s ty le ,  th e  language flavoured  and en rich ed  by 

-ex ce rp ts  from contemporary documents -  ano ther development i n  Wood's 
s ty le  and p re se n ta tio n  which looks forw ard to  bo th  Dingo and H. This 

- speech u n d e rlin es  Wood's concern w ith  th e  in e v ita b le  trium ph o f p r iv i le g e .  
O ffice rs  g ive orders and su rv iv e , th e  men s u f fe r ;  b u t even more im port
a n t i s  th e  c e n tr a l  q u estio n  in  S pare , which Wood poses ag a in  in  Dingo.
I t  i s  th e  c y c l ic a l ly  r e p e t i t iv e  'what we f ig h t in g  f o r  what we f ig h t in g

20f o r  what we f ig h tin g  fo r ? ' and i t  i s  asked by th e  young H arry  ju s t  
b e fo re  he d isappears in to  th e  smoke of b a t t l e  w ith  a hop, sk ip , and 
a jump -  a c h ild  to  th e  s la u g h te r . S p r a t t ' s answer blames th e
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imknown, unnamed e x tra  'c h a r a c te r ',  and echoes th e  b lin k e re d  dogma of 
th ose  re sp o n sib le  fo r  B alaclava:
" - - Spratt: Tours' is "not ' to reason w hy . T o "stop" that^ bloke kicking

it down. Yes?
H arry: But h e 's  stopped.
S p r a t t :  T h a t's  r ig h t .  T h a t 's  what w e 're  f ig h t in g  f o r .  21.

There i s  no stopp ing . Y este rday 's  f r ie n d  i s  to d a y 's  enemy, and i f  th e
Aimy does no t a tta c k  f i r s t  S p r a t t 's  f e a r  i s  th a t  ' h e ' l l  come a t  u s .

22At m e . . . '  " In  defence of h is  own sk in  he th en  sends H arry o ff  to
h is  in e v ita b le  death , tro u se rs  a lread y  messed l ik e  th e  dummies ' ,  w ith

23th e  b land  reassu rance  'D o n 't f e e l  i t . '
A co n sid e ra tio n  of th ese  two p la y s , both conceived f o r  th e a t r i c a l  

perform ance, has revealed  s e v e ra l developments i n  Wood's dram atic 
techn ique, and uncovered some fa c e ts  which rece iv e  a f i n a l  p o lish in g  
in  h is  l a t e r  work. S evera l o f th e  e a r ly  Aimy p la y s , however, were 
w r it te n  w ith te le v is io n  in  mind as th e  perform ing medium, and i t  w i l l  
be of value to  examine some of th e se  f o r  th e  purpose o f comparison.

T e lev is io n  p resen ted  a g re a t challenge and op p o rtu n ity  to  th e  
new d ram atis ts  of th e  1960s. The confines of th e  sm all sc reen  prov
id ed  a d if f e r e n t  s e t  of problems fo r  so lv ing  from those  encountered in  
th e  th e a t r e .  There was no co lo u r, n a tu ra lism  was th e  accep ted  s ty le ,  
and th e  camera o ffe red  a p a r t ic u la r ,  p o ss ib ly  r e s t r i c t e d  p o in t of 
view; bu t th e  p o te n t ia l  audience was much g re a te r  th a n  th a t  of th e  
th e a t r e ,  th e  a u th o r 's  payment did not depend on Box O ffice  r e c e ip ts ,  
some v e iy  ta le n te d  d ire c to rs  and a c to rs  were working in  th e  medium, and 
c re a tiv e  a b i l i t y  of a l l  kinds was being ercouraged and n u rtu red . Two 
of Wood's p lays a re  of p a r t ic u la r  re levance  in  t h i s  c o n tex t. P riso n e r 
and-E scort provides an in te re s t in g  l in k  w ith  Spare s ince  i t  i s  th e  
f i r s t  p la y  of th e  Cockade t r i lo g y ,  and was a c tu a l ly  perform ed in  th e  
th e a t r e ,  on sound ra d io , and on te le v is io n ;  w h ils t 'T r a i to r  i n  a S te e l  
H elm et', though a c tu a lly  w r it te n  a f t e r  th e  f i r s t  v e rs io n  of P riso n e r 
and E sc o rt, was Wood's f i r s t  p3ay to  be perform ed p u b lic ly , on te le v is io n  
in  1961. I t  was d ire c te d  by P a tr ic k  Drcmgoole, who a lso  d ire c te d  
Cockade f o r  th e  s ta g e .

The f i r s t  scene of 'T ra i to r  in  a S te e l  Helmet' has a lre ad y  been 
a llu d ed  to ,  and in  th e  te le v is io n  s c r ip t  i t  i s  o u tlin e d  th u s :

EXTERIOR: NIGHT.
A weed m iracu lously  stand ing  (Sound dubbed; Rain, 
amongst th e  im pressions of D is to r t  h ead se ts)
tan k  tra c k s  in  wet mud.
I t  i s  ra in in g . A tank
tr a c k  crushes i t .  2k•

This image has a cinem atic q u a li ty , perhaps rem in iscen t o f th e  o v e rt 
symbolism of some of th e  a r t i e r  film s of th e  1950s ,  bu t i t  i s  an 
im portan t example of th e  way te le v is io n  (o r cinema) can c r y s ta l l i s e
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the essence of a play in a single shot. Rarely does Wood state a 
theme so clearly and simply. The crushing of even this base form of 
life in an alien world represents the crushing of individuality by a 
mass, the indiscriminate destruction of Nature by man with his 
technology used for violent ends, epitomised by the tank. The Aimy 
is indestructible, the individual must conform, to its will, or be 
destroyed.

In the play. Trooper Jupp, another of Wood's sensitive young 
soldiers, is on manoeuvres with Sgt. like, an experienced, war-hardened 
NCO, in Wales. The lorry Jupp is driving crashes, and the two 
injured soldiers seek shelter in a deserted faimhouse. The war game 
takes a nightmarish turn, invoked by the antagonism of Nature. Dark
ness, rain, and the mud cause the crash, and the only place for comfort 
and shelter is the farmhouse, now desolate and ruined because of its 
position in the firing line. The injuries sustained by the soldiers 
are part of the general air of disruption caused by the implied reversal 
of natural order.

Although it is remote, the farmhouse is, in fact, ali’eady occupied,
25by Sailor,'a big unkempt lump of a man', who talks incessantly, 

sometimes rationally and sometimes with rambling incoherence. His 
appearance is grotesque. He is dressed in a strange mixture of 
civilian and military garments, capped by a R.A.C.-type steel helmet. 
Jupp describes him as coming 'up out of the night like a Parsifal in

26that helmet like a dirty great Viking God. » 'Sailor does seek a Holy 
Grail in his own demented fashion, trying to find an unsul.lj.ed 
freedom. He does not actually admit to living in the farmhouse, but 
he-dearly does so, and grows his own food. The soldiers nickname 
him 'Rommel', but also refer to him, rather more sinisterly, as 'Old 
Nick', and Sailor himself tells them that he has travelled extensively 
at home and abroad, but, 'they don't like the Antichrist in his lair 
in the United States of America'?*^’ 'Old Nick', and 'Antichrist', 
suggest a fiendish quality that Sailor simply does not possess. He 
is gentle and caring, wanting only to grow his vegetables in peace, 
and, once contact is made, tends the soldiers unselfishly. His 
rejection of an ordered existence within the framework of society 
elicits opposite responses frcm the soldiers, and the play also poses 
the question who is mad? The soldiers, attached to their inexorably 
violent, destructive machine, the Army? Or Sailor, lost in the 
recesses of his own mind, but hurting noone?

Jupp, the younger, softer soldier, is compassionate, and sees that 
Sailor

...can't stand being with the great white race of civilised
Saturday shopping - Sunday kipping and Monday cold lamb crowd.
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and considers th a t  'h e 's  b e t t e r  o ff  here on h is  own th an  sh arin g  a

29
c o rr id o r  w ith  500 o th e r n u tte r s  • ' Not y e t hardened by th e  Aimy,
Jupp i s  ab le  to  look o b je c tiv e ly  a t  th i s  o u ts id e r  who re fu se s  to  
conform, bu t P ike, on th e  o th e r hand, i s  p i t i l e s s .  He re fu se s  to  
a llow  th e  younger man to  o f fe r  S a ilo r  food or t e a ,  and b i t t e r l y  
vo ices h is  annoyance, which stems frcm th e  Aniiy's wearing-down 
p ro cess :

I 'v e  got no p i ty  f o r  those  th a t  c a n 't  f in d  a way out -  those
th a t  s i t  back and ask f o r  p i ty .  30.

This seems p a r t ic u la r ly  h a rsh , since  S a ilo r  has asked f o r  n o th in g .
A lthough th e  s o ld ie rs  have l o s t  w ire le ss  con tac t w ith  th e  camp. Pike
determ ines to  re p o rt S a ilo r  to  th e  a u th o r i t ie s  as soon as th e y  re tu rn
to  b a se . His reason  i s  sim ple, and p re d ic ta b ly  co n fo im is t:

we've got to  l iv e  to g e th e r -  we've got to  l iv e  as a mob. We 
c a n 't  e x is t  on our own. 31 •

He sp ecu la tes  th a t  i f  th ey  f a i l  to  re p o r t S a i lo r 's  p resence someone 
e ls e  w i l l .  There seems to  be no escape fo r  S a ilo r ,  and Jupp, cond
i t io n e d  by h is  own f a i lu r e  to  b reak  th e  c i r c le  of confo im ity , f i n a l l y  
condemns him:

I  s a id  I 'm  in  my rubber d in g h y ...b u t you c a n 't  do t h a t .  No one 
c a n ...a n y  bloke who t r i e s  to  i s  a t r a i t o r .  32.

So, th e  p la y 's  t i t l e  becomes c le a r .  ' S a ilo r ,  a t ru e  c h ild  o f N ature,
a v i t a l  l i f e  Force, tre a su r in g  only  h is  independence, i s  seen  as a
th r e a t  to  th e  depressing  greyness of everyone e ls e ,  n o t ju e t  th e  Aimy.
Even P ike, however, can see th a t  S a ilo r  has something worth p re se rv in g ,
and urges him to  g e t out w hile he i s  s t i l l  a b le , w e ll aware th a t  th e
farmhouse i s  a range t a r g e t .  S a i lo r  continues to  p la n t h is  seeds,

-u n a fra id  of th e  gu n fire  idiich w i l l  d estro y  him. His in e v i ta b le  death
i s  re p o rte d  by a disembodied voice over th e  intercom  of th e  lo r r y
d riv in g  th e  two so ld ie rs  back to  s a fe ty :

S o l. There must be someone e lse  because 
we saw him in  the  range f in d e r  -  
th e  range o f f ic e r  and m yself -  we saw 
him walk s t r a ig h t  in to  th e  l in e  of 
f i r e .  33.

In  ano ther pow erful te le v is io n  image S a i lo r 's  packet o f seeds l i e s  
where i t  has been run  over, and th e  s t e e l  helm et, crushed , w ith  th e  
c h in -s tra p  broken, rocks s l ig h t ly  in  th e  wind as th e  lo r r y  d riv e s  on. 
The in d iv id u a l has been destroyed  by an uny ie ld ing  and pow erful 
system , b u t th e  seeds remain as a hope fo r  th e  fu tu r e .

The unw illingness o f an in d iv id u a l to  confoim i s  a lso  a  c e n tr a l  
is su e  in  P riso n e r and E sc o rt. Another Jupp, t h i s  tim e a form er 
C orporal demoted to  Trooper, i s  being taken  to  G a tte r ic k  b e fo re  being
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sent to the army jail at Shepton Mallet. Again there is a strongly 
autobiographical element ;

this was real-life me taking a deserter back to Shepton Mallet.
-and Wood is able to use this experience in a sharply-observed natural
istic study of the insidious workings of the military mentality to 
achieve domination over the would-be rebel, however strong he may be.

Whilst on parade in Germany, Jupp. had had a moment of realisation, 
or inspiration, or madness, in which he saw clearly the absurdity of 
the soldiers* position. The serried ranks of men, standing obediently 
on the parade ground, wearing their campaign medals, while former 
enemies inspected them, had raised his ire. In a supreme gesture of 
disdain against officers, the never-ending idiocy of War and its 
consequences (now made worse by what he sees as game-playing), and in 
memory of relatives of his who died in the War, he urinated on the 
boots-of a German general. This multiple series of reasons is com
pounded by the fact that the general happens to be a survivor of the 
Geiman assault on Stalingrad, another irony since the wartime roles 
-Of the countries have been reversed. The Russians are now the enemy, 
the Germans the ally. Jupp makes it quite clear, however, that this 
derisive action was not specifically directed against Germans but a 
protest at what he sees as the mindlessness of militarism:

I wasn't just having a go at the jerries. I was
shooting it up the kilt of every stupid bastard 
as braces up to the beat of a drum. 35.

a comment which provides an interesting link with the blind conformity
of the soldiers of Spare, activated in their wasted 'heroism* by the
Drummer Boy's playing.

The Aimy has already taken swift revenge for Jupp's act of rebellion:
They got a list as long as your aim. Conduct
prejudicial's the least of it...there's wilful destruction of
W.D.property...I burned it - arson - impersonating an officer...
I s a id  I was a c a p ta in . . .d e s e r t io n ,  gunpowder tre a so n  and p l o t . . .  36.

and his-anarchistic response to the Aimy contrasts with the tacit
acceptance of military discipline by the soldiers of 'The Princess', /
and Spare. It differs frcm that of Sailor, in 'Traitor in a Steel
Helmet', since Sailor is an outsider anyway, and a civilian, who has
never performed an aggressive action. Jupp is a subversive element,
working from the inside, and making his individual gesture on an
occasion of ritual celebration at what he sees as the folly of war.
It is interesting to note that the soldiers of the Cockade plays
choose special occasions of historical military significance to create
disruption, almost as though they were disturbing an ancient Dionysiac
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r i t e .  T h is, and th e  alm ost choric  n a tu re  of th e  speech rhythm s,

JUPP: What a re  you then?
-  H03KINS0N: " 'And-mev— ■........................      ‘ -- ---- ------------- ----- -

JUPP: And you -  g ive over.
HOSKINSON: Our duty .
BIAKE: You d id  i t . . .
JUPP: What a re  you then? 37.

give th e  p lays an A ristophsinic f la v o u r , re c a l l in g  th e  an ti-w a r sentim ent
of Peace, and The B ird s . I t  i s  no t suip>rising th a t  Wood*s f i r s t  ven tu re
a t  th e  new N ational T heatre on th e  South Bank (which, u n fo r tu n a te ly ,
never m a te r ia lise d )  was to  have been an ad ap ta tio n  o f The Frogs fo r
John S ch le s in g er.

Wood's use of a ra ilw ay  compartment, a s e t t in g  rem in iscen t o f
Arnold R id le y 's  t h r i l l e r  The Ghost T ra in  (performed a t  K idderm inster
in  191:8/9), f o r  P riso n e r and E scort allows him to  focus th e  a c tio n  o f
th e  p lay  on th e  th re e  men in  a confined , c lau strophob ic  space. On
te le v is io n ,  th e  compartment was p resen ted  as a r e a l  one, b u t, in  th e
th e a t r e ,  i t  was no more n a tu r a l i s t i c  th an  th e  s tag e  d ire c tio n s  suggest :

The c a rr ia g e  i s  framework only w ith  a c o rr id o r  and luggage rack  
th a t  i s  n e t or some o th er s t r in g - l ik e  rope f o r  th e  b a rs  o f a cage
l ik e  e f f e c t .  38.

In  th e  th e a t r e ,  th e  ra ilw ay  s ta t io n  a c ts  as a rem inder o f th e  co n stan t 
movement of the  men from p lace  to  p lace , more circuiriscribed th an  th a t  
o f 'The P r in c e s s ',  b u t an e s s e n t ia l  component of a s h i f t in g ,  ev er- 
changing world where la s t in g  re la tio n s h ip s  a re  d i f f i c u l t  to  e s ta b l is h ,  
and dark journeys to  grim can^s (fo r  th e  o rd in ary  s o ld ie r )  l ik e  

G a tte r ic k  a re  th e  norm. I t  a lso  o ffe rs  an e f fe c t iv e  backing to  th e  
more c lo se ly  focussed  a c tio n  as th e  sad w h is tle s  o f th e  t r a in s  and th e  
l ig h t s  of th e  s ta t io n s  en ro u te  combine w ith  th e  v is u a l  e f f e c t  of th e  

, r e c ru i t in g  p o s te rs  to  provide a s u r r e a l i s t i c  m ulti-m edia co llag e  as a 
w ider, more fa n ta s y - l ik e  context fo r  th e  c o rrid o red  t r a i n .

A part from th e  a c tio n  which has p re c ip i ta te d  th i s  s i tu a t io n ,  t h i s ,  
u n lik e  Wood's o th e r p la y s , i s  concerned w ith  th e  s tru g g le  f o r  dcm ination 

-Which develops between th e  re b e llio u s  Jupp and C orporal B lake, who i s  
m otivated  by h a tre d , no t only a t  Jupp 's  defiance  of th e  m i l i t a r y  s ta tu s  
quo bu t a lso  a t  ano ther of Jupp 's  a c tio n s , only h in te d  a t  o b liq u e ly  in  
th e  p la y , by which he i s  s a id  to  have had ano ther c o rp o ra l, B la k e 's  

f r ie n d  Sm iler Lewis, 'b u s te d ' on a d if f e r e n t  t r a i n .  B lake, a v ic io u s , 
neo-Nazi thug , s e t  in  a u th o r ity  by h is  rank (though John R u sse ll Taylor 
sees him as 'n e i th e r  h e ro ic  nor v i l la in o u s ,  b u t j u s t  t h e r e u s e s  
bo th  p h y s ica l and m e n t^  means to  u n d erlin e  h is  apparen t s u p e r io r i ty .
His G estapo-like  tendencies  a re  i l l u s t r a t e d  by h is  a c tio n s  in  handcuff
in g  Jupp to  th e  luggage rack , a t  th e  same tim e s tu f f in g  a  handkerchief
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in  h is  mouth (which i s  h a rd ly  being ' j u s t  t h e r e ') ,  and he a c tu a l ly
s ta te s  h is  p o l i t i c a l  a t t i tu d e s  ; _ _

B e tte r  i f  we'd kept going -  jo in ed  up w ith  the  j e r r i e s  and 
kept going...U O .

He a lso  has a r e p t i l i a n  s u b tle ty , and i s  cunning enough to  r e a l i s e  
th a t  fo rce  alone cannot b reak  Jupp 's  w i l l ,  qu ick ly  u sing  any psychol
o g ic a l means to  ga in  th e  upper hand. Wood handles th e  s h i f t s  in  th e  
balance of m astery s k i l f u l l y .  The advantage moves from Blake to  
Jupp, whose mind i s  qu icker even though he i s  p h y s ic a lly  shack led , and 
though Blake i s  a ided  and a b e tted  by th e  sp in e le ss  Hoskins on. More
com plications develop a f t e r  th e  a r r iv a l  of an unexpected v i s i t o r ,  a 
g i r l ,  who s iz e s  up th e  s i tu a t io n  in tu i t i v e ly ,  tend ing  to  s id e  w ith  
Jupp ag a in s t the  o th er two, though, u n w ittin g ly , she becomes th e  
agent fo r  h is  f i n a l  d e s tru c tio n . She i s  never named, b u t we d isco v er 
th a t  she has been l iv in g  w ith  a man f o r  some tim e, and has even, in  
a r e la t iv e ly  am ateurish way, tu rn ed  to  p ro s t i tu t io n .  A r e la t io n s h ip ,  
tenuous, b u t p o te n t ia l ly  te n d e r , begins to  develop between Jupp and 
th e  g i r l ,  bu t i t  i s  alm ost destroyed  by th e  re v e la tio n  th a t  h e r boy 
f r ie n d  was b lack . This in fo rm ation  d is tu rb s  Jupp, throw ing him o f f  
b a lan ce , and a t  th e  mercy of h is  p red a to ry  cap to rs . He appears by 
th e  end of the  p lay  to  have been ground down by th e  trea tm en t he 
has re ce iv ed . His l a s t  l in e  i s  confused, and c o n tra s ts  w ith  h is  
e a r l i e r  cock iness:

I t  was -  f r ig h te n e d .. . i t  w a s . . . ju s t  no. J4.I •
His c le a r  and p o s it iv e  e a r ly  m o tiv a tio n  row p e te rs  o u t, and in  th e  
f i n a l  scene he i s  seen w ith  th e  handkerchief s tu f fe d  in  h is  mouth as 
a  gag w h ils t  th e  eq u ally  s e rp e n t- l ik e  Hoskins on e x to r ts  th e  g i r l ' s  

_ address f o r  h is  own ends on th e  p re te x t th a t  i t  i s  f o r  Jiq)p. Hosk- 
ih s o n 's  f i n a l  g e s tu re , p u ttin g  th e  envelope con tain ing  th e  g i r l ' s  
add ress in to  h is  b re a s t  pocket w h ils t h is s in g  'D o n 't b i t e  on th a t  
handkerch ief Jupp -  y o u 'l l  t e a r  i t ' ,  shows him to  be t o t a l l y  ta in te d ,  
v e ry  much th e  o p p o rtu n is t, and, c a r r ie d  along by B la k e 's  example, a 
w o rth ily  n a s ty  successor when in e v ita b ly  e lev a ted  to  h is  ran k . Ju p p 's  
g e s tu re  o f defiance has been stamped o u t. Again, th e  in d iv id u a l i s ,  
u l t im a te ly , pow erless to  r e s i s t  the  inexorab le  power o f th e  Army, and 
i t s  e f f e c t  on a l l  connected w ith  i t .

So f a r  th en , th e  e a r ly  p lays have shown th e  Army to  have an un-
avoidab ly  adverse e f f e c t  on a l l  in d iv id u a ls . Those who succumb to
i t s  needs a re  irrem ed iab le , and those  who attem pt to  oppose them a re
d estro y ed . P riso n e r and E sco rt d i f f e r s  from th e  o th e r p la y s  d iscu ssed  
so f a r  because o f Wood's in tro d u c tio n  of th e  re b e ll io u s  ' i n s i d e r ' .

"Jiqjp prov ides a t r a n s i t io n  , though u lt im a te ly  d e fea ted , i n  th e  a u th o r 's  
-han d lin g  of low er-rankers , from th e  meekly acqu iescen t s o ld ie rs  of
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*The Princess* and Spare to  th e  indom itable Dingo. I t  i s  a lso  more
con cen tra ted  in  dram atic e f f e c t ,  re ly in g  on a r e la t iv e  s^a^is. .to.convey^
th e  underly ing  te n s io n s , bu t an even more im portant f a c to r  which makes
th e -p la y  very  d if f e r e n t  frcm th e  o thers  i s  th e  a d d itio n  of a female
c h a ra c te r . Women r a r e ly  appear in  th e se  Army p lays and when th ey  do
th ey  a re  p o rtray ed  as grotesque or degraded. The g i r l  in  P riso n e r
and E sc o r t3 thrown in to  a world of men, i s  q u ite  unable to  cope. She
leaves th e  t r a i n  a t  Birmingham and d isappears in to  th e  n ig h t ,  having
opened h e r s e l f  n a iv e ly  to  Hoskins o n 's  abuse. Two o th e r  women a re
m entioned ' f le e t in g ly  in  th e  p la y . Jupp says he i s  m arried , bu t we
d isco v er no th ing  about h is  w ife except th a t  h e r f a th e r  had been a
s o ld ie r  which lead s  s t r a ig h t  back to  th e  Army again  fixm  which Jupp
i s  unable to  escape. Hoskins on has a younger s i s t e r  about whom he
i s  nervy and p ro te c t iv e , in  c o n tra s t to  h is  trea tm en t o f th e  g i r l ,  bu t
she rem ains a shadowy presence a t  b e s t .

Only two of th e  o th e r Army p lays in c lude  women. Trooper B ates ,
i n  'The D r i l l  P ig ',  i s  an e a r ly  c a su a lty  o f th e  m arriage t r a p ,  and
stands midway between young Flynn, and th e  irredeem able B ird . He
has m arried  th e  big-boned Rachel iiAiose la rg e  leg s  perched over th e
ro a rin g  f i r e  in  h e r p a re n ts ' l iv in g  room 'v an ish  in to  a g re a t co n fec t-

li2io n e iy  of la c e  and p e ttic o a t*  S po iled  and coddled by h e r  adoring , 
—s tu p id , would-be bourgeois p a ren ts  she re p re se n ts  a l l  t h a t  i s  w orst 

in  c iv i l i a n  l i f e  f o r  B ates. His view of her i s  n ig h tm arish ly  g ro t
esque:

She ju s t  got b ig g er and slower and b ig g er and slow er and she 
s tay ed  in  f ro n t  o f the  f i r e  a l l  d a y .. .Got so as I  was f r ig h te n e d  
o f h e r s p l i t t i n g .  1:3.

_ So ap p a llin g  i s  Bates ' id ea  of Home th a t  he would r a th e r  s ta y  in
b arracks th a n  go on le av e , even a t  C hristm as. Indeed, he i s  very
c le a r  about th e  reason  fo r  becoming a s o ld ie r  in  th e  f i r s t  p la ce :

t h a t 's  what I  jo in ed  th e  Aimy fo r  -  escape -  t h a t 's  what 
i t  was -  avenue of escape, lil;.

Coaker, h is  d r i l l  se rg ean t, o ffe rs  to  accompany him, see in g  th e  p o ss ib 
i l i t y  o f spending a f r e e  C hristm as. Rachel i s  very  ta k en  w ith  th e  
handsomeness of th e  s e rg e a n t 's  uniform , seeing  i t  i n  a c h ild is h , 
f a i r y - t a l e  l ig h t  which emphasises h e r m ind lessness:

l ik e  a ro y a l p rin ce  -  lo v e ly  uniform  a l l  sh in ing  w ith  s i lv e r .  1:5. 
She makes up to  Coaker unaware th a t  he has had s im ila r  experiences 

-b e fo re . Coaker t e l l s  Bates th a t  he s tay ed  once w ith  a  fam ily  in  
Gemany, and cau tions him:

W ell -  you 've heard  of D racula?
He was a German. Vampires -  t h a t ' s
what I  reckon th i s  l o t  were. *
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Like these three here.

 .Only they don*.t, suck.blood - .they.. — ..................
don't need that. Could stand them 
if they did. They fill you up 
-feed you - stroke you - watch 
you perform and fasten their tubes 
to you - you are the only reason
for them to even be. 1:6.

This succession of images, with its strong echoes of the Daughter's
description of the Cook in Strindberg's The Ghost Sonata (though
there is no reason to suppose that Wood had it in mind when he wrote
this), unites the two soldiers. The A m y  has enabled them to opt
out of this living death where people exist ' insulated under layers
of smug sugary protectives'^"^and Coaker delivers the soldiers' final,
damning verdict on the civilians.

You know what you are - you busy little bees? You 
are the enemy. You funny little yobs - working like 
blacks for what? For her - for a budgie - for a telly -
for a bunch of blue ribbon. Dust. Puff dust. You
had a chance one time - you had the chance we
all get - the chance to kick it all in the teeth. 1:8.

The two men try to persuade Rachel to leave with them - for what 
purpose, apart frcm making the gesture of leaving her parents is 
not clear (to join the Army?) - but she refuses, and Bates wavers 
before leaving in the end with Coaker, stopping only to collect and 
carry the Sergeant's greatcoat. This act of submission, which brings 
an echo of Strindberg's Hummel in the superiority of old over young, 
and the importance of rank, is an expression of total conformity to 
the Aimy, and an utter rejection of the possibility of love. The 
outside world for Bates is alien, has distorted, materialistic 
values, and women are vapid, monster-like threats to the soldier's 
maleness. Wood's emphasis in this play shifts from the soldier's 
rebellion against the Aimy to his acceptance of it as an escape from 
a meretricious and unacceptable civilian mode of living. There is 
nothing in the play, however, to suggest that the Army offers anything 
-but"submission, servility, and relative anonymity. The young soldier 
is taken over, manipulated into a particular way of thinking and 
responding by a mixture of physical discipline and mental indoctrin
ation, and exchanges one unacceptable mode of living for another. As 
in 'The Princess', this play is much less successful.in the home 
sequences. The language outside the barracks is flatter, more 
stilted, and lacks the free association, rhythmical, poetic quality 
of the soldiers' slang. The civilian characters are pale, too, two- 
dimensional only, and the surrealism is too overt. The vairç>ire
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image does not r e a l ly  f i t  in to  a modern n a tu r a l i s t i c  s e t t in g ,  and th e

   symbolism . i s .  re d o le n t._ of. A m erican-rstyle. h o rro r . .comics^ - p a r t i c u la r ly  -
in  some of th e  v is u a l sequences:

CLOSE SHOT OF RACHEL'S FACE. EVIL WITH HATRED AND RAGE. U9.
Three more wcxnen appear in  th e  rad io  p la y  'S t ic k  M an'. They a l l  

work in  a cafe serv ing  so ld ie rs  on S a lisb u ry  P la in . Mrs. B e ll ,  whose 
husband runs th e  ca fe , lam ents h e r m arriage and h er husband 's  f e c k le s s 
n e ss . She seeks so lace  w ith  Alexandra who i s  younger, and pregnant 
(though unm arried) w ith  H a rry 's  c h ild .  H an y  i s  a young s o ld ie r  a t  
th e  lo c a l  b a rrack s , and seems t o t a l l y  unconcerned a t  A lexandra 's  
p l ig h t ,  though he does r i s k  punishment to  g e t o f f  guard duty  to  t e l l  
h e r  th a t  he i s  being sen t o f f  on a th ree -d ay  manoeuvre. However, a s  
he has a lre ad y  o ffe red  h er to  h is  Amy f r ie n d , Ted., th e  p o s s ib i l i ty  
o f a m eaningful re la tio n s h ip  being developed between them seems as 
remote as i n , a l l  th e  o th e r p la y s . The o th e r g i r l  from th e  ca fe ,
Sandra, has l e f t  h e r husband sim ply because he looks o ld .

Another o f Wood's g ro tesques appears in  t h i s  p la y . His name 
i s  Ragbag, and he has something of th e  s trangeness of S a i lo r  about 
him. He spends h is  Amy se rv ice  p em an en tly  in  d e ten tio n  because he
i s  always going AWOL to  see h is  g i r l  f r ie n d . As the  s o ld ie rs  s t a r t
up th e  tanks to  go o ff  to  th e  next War Game, H arry h ears  th e  news th a t  
Ragbag has gone m issing ag ain , and says adm iringly  

I  th in k  h e 's  a h e ro . '
He ought to  g e t pem anent s t ic k  man. 50.

The 's t i c k  man' i s  th e  fo ruunate  one who i s  th e  sm artest in  appearance
on th e  in sp e c tio n  fo r  Guard Duty, one of th e  burdens of th e  s o ld i e r 's
l i f e .  As Harry e x p la in s :

Guard. Sm artest b loke g e ts  s t ic k  man. - They d e t a i l  o f f  
an e x tra  guard and i f  h e 's  b e s t  on parade -  smart -  he 
g e ts  taken  o f f  guard. 5 l •

The A m y 's  in s is te n c e  on sm artness in  appearance seems to  be equated
w ith  sexual sub lim ation  b u t, f o r  th e  younger s o ld ie r ,  th e re  i s  no th ing
comparable to  sex i t s e l f ,  whatever su ffe r in g  i t  may cause o th e rs . Sex
i s  th e  u ltim a te  escape frcm ro u tin e , and th e  complete s e l f i s h  a c t i v i t y .
The men c a n y  on p lay ing  a t  being  s o ld ie r s ,  sa fe  behind t h e i r  unifoim s
and w ith  th e  Army to  c rad le  them, w hile th e  women wash th e  d ish es ,
c a n y  th e  b a b ie s , and s u f fe r .

A woman fig u re s  in  'S tep  Short in  F r o n t ',  an unpublished and
unperformed p la y  w r it te n  fo r  te le v is io n ,  bu t does not a c tu a l ly  appear
u n t i l  th e  f i n a l  sh o t. She i s  Lance C orporal S k in n e r 's  w ife , and,
when th e  p la y  opens, we d iscover th a t  she has l e f t  him. Skinner i s
r e s e n tf u l  b o th  a t  h is  w ife and th e  Amy which he blames f o r  causing
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ths rift, and, together with Sgt. Major Pod, a weak old soldier, now

. ., caretaker, of the - A ^  depqt, he tries to_set up a .scheme, .to..steal-a -
tank and sell it to CND. This totally illogical, mad scheme stems 
from Skinner's dream of non-conformity and need to protest against 
lack of opportunity, but, unlike Jupp's, his anarchy is in the mind 
only. He tells Pod of his fantasy of insubordination:

My Colonel will 
say with his eyes on a Brigade before 
he's forty-five and no further...he 
will say Corporal Skinner...Target.
And Corporal Skinner, sergeant maybe then, 
because I do try to be docile, will say 
"up you".
And leave him standing on the steel stand 
of his seat, with his well-bred face, smooth, 
fresh, and slightly dismayed to fight his 
own battle. 52.

This is all deeply rooted in his resentment of rank and privilege, and
in the necessity, however radically-minded a lower-ranker may be, to
grovel before his superiors to achieve promotion. He also blames his
low rank for his wife's desertion. She yearned for the ease and
comfort of civilian life:

Therefore the girl walks out in the 
street and she looks for a husband with 
only pin stripe on his arm...and she 
would not take comfort from a hug of hints 
of promotion and up the ladder we*all 
come in time. The army was like a big 
wool blanket stretched across the light 
- polo dents clattering across the top. 53*

This stifling image of the Army, shutting the lower-rankers into an
inescapable darkness tdiile the officers cavort in sun and open space,
is too much for any woman to accept, particularly when her need is
for security, and some material comfort. At the end of the play. Pod
manages to get back from Skinner the keys of the building where the
tanks are laid up. He thinks Skinner is mad, and capable of anything.
We assume that the woman who walks into the yard in the final shot is
Skinner's wife, though the reason for her return is not clear. Does .
she realise that she loves him? Unlikely, as this is a Wood soldier
and his wife. Or, has she come to teims with the knowledge that he
must continue in the Aimy, confoiming outwardly, and waiting patiently
for the promotion from which she will, ultimately, benefit? The play
is left open-ended.

Thus, in all the plays, the Aimy provides the soldier, though not
the woman, with security. It is an uneasy base, however, sometimes
frightening, invariably boring, but infinitely preferable to the
alternative. Home. Home, for the soldier, is rented accommodatioii
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or sharing  w ith  w ife 's  p a re n ts . I t  re q u ire s  a sense of r e s p o n s ib i l i ty ,  
and an o b lig a tio n  to  care and communicate. The id ea  of Home should 
provide a challenge to  th e  in d iv id u a l 's  cap ac ity  to  surv ive in  an 
a l ie n  o u ts id e  w orld, and improve th e  q u a li ty  of h is  fa m ily 's  l i f e ,  
bu t none of th e  Wood s o ld ie rs  accept i t .  They p re fe r  to  escape to  
th e  f a l s e ,  m indless, bu t non-demanding l i f e ,  in  human term s, of th e  
b a rrack s , to  men, who p re sen t no sexual challenge or demands ( l i f e ,  
in  Wood's Army, seems to  be e n t i r e ly  h e te ro sex u a l), and th e  young 
v irg in  s o ld ie rs  long more fo r  t h e i r  f i r s t  uncommitted sex u a l experience 
th an  fo r  being blooded in  b a t t l e .  Barracks o f f e r  th e  o b liv io n  of 
u n ifo rm ity , and those  who do not accept i t  a re  bound to  s u f f e r .

Those low er-rankers who l in g e r  in  the Army's shadow f o r  long , and 
conform to  i t s  demands and w ishes, in e v ita b ly  become mad. The sense 
of th e  l in e  of th e  p a s t s tre tc h in g  to  th e  crack of doom, th e  idea of 
a l l  wars being in term inab le  and one, th e  s o ld ie r 's  sense of th e  space 
of th e  w orld, and th e  p o s s ib i l i ty  th a t  he can be sen t anywhere a t  
a moment' s n o tic e , a l l  make fo r  unease. Drink i s  an escape fo r  a 
w h ile , bu t even th a t  leads to  d e lirium  trem ens, and mad hopes fo r  lo s t  
g lo ry . For th e  Army always w ins. The s o ld ie rs  must conform to  
i t s  own imposed standards of sm artness and behaviour, and g rove l b e fo re  
t h e i r  su p erio rs  fo r  advancement. S ig n if ic a n tly , th o u g h ,o ff ic e rs  
never appear in  th ese  e a r ly  Army p lay s . They are  G od-like f ig u re s , 
re sen ted  by th e  men fo r  t h e i r  n a tu ra l  s u p e r io r ity , and Wood only shows 
th e  dark u n d erbe lly  o f th e  Army, from NCOs downwards. Any disobed
ience  on th e  p a r t  of th e  men i s  follow ed by punishment, and a Mosaic 

I l e g a l i ty  p r e v a i l s .
A ll  th ese  p la y s , though g iv ing  a mordant p ic tu re  of some asp ec ts  

_ of Army l i f e ,  p resen ted  in  an o ften  unexpected and h ig h ly  im aginative  
way, a re  about th e  Army in  peacetim e. The s t i f l i n g  boredom of p la y 
ing a t  being so ld ie rs  i s  summed up w ell by Harry in  S p are . (Wood uses 
a s im ila r  speech in  'The P r in c e s s ') :

Not a l l  th a t  ag a in . I 'v e  cap tured , sacked, lo o ted  and dug 
bog p i t s  on S ilk  H il l  so many tim es I  know th e  lo c a l  f a i r i e s  fo r  
ta n ta l i s in g  l i t t l e  f l u t t e r  by n ig h ts . I  c a l l  th e  l e f t  f la n k  of 
Dumbell Wood my home -  and i t  would sadden me to  b a t t l e  f o r  Imber 
Crossing y e t ag ain . Up and d'Own the  p la in  from Blue to  Red 
and back again  to  Blue I 'v e  chased N orthlanders w ith  atom s e c re ts  
- s c ie n t i s t s  in  th e  hands of a fo re ig n  power, t e r r o r i s t s  from th e  
t e r r i t o r i a l  arm y.. .  and once a t  dark I  saw a bush become a N aafi 
b in t  waving le a fy  prom ise. I 'v e  stood a l l  n ig h t and watched th e  
stones s t a r t  c ra w lin g ...  fo u r h i l l s  where one was tum uli s ta r re d  
on th e  m ap ... dew p e a r ls  on th e  t i p  of my cap m o tto . . .  I  a r e n 't  
g e ttin g  involved in  a l l  th a t  again  w ithout i t ' s  r e a l .  5U.

The idea  of grown men p lay ing  a t  war leads to  h a llu c in a tio n s , in  th i s
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case, fortunately, haimlessly sexual; but madness is not far away.
It can be staved off for a while. Harry, in 'Stick Man', breezes off 
to manoeuvres and away frau responsibility, and Skinner and Bates 
bury their heads in the Aniiy's unyielding bos cm rather than in their 
wives'; but Jupp rebels and is destroyed, so is Sailor; the soldiers 
of 'The Princess ' go off to serve the Queen in foreign parts, though 
unaware of where, why or who they are to fight or subdue ; and those 
of Spare run screaming unquestioningly into the smoke of battle like 
their long-dead predecessors.

Wood's achievement in these early Anny plays is the mapping out 
of a clear territory of his own. His view of the Anriy is uncomprom
isingly honest and outspoken, seen from a very different angle and in 
a very different style of presentation from that of any other playwright. 
Wood's Anny, like society at large, is an amalgam of tradition,
hierarchy and privilege, which stifles the individual and gives him

/no opportunity to develop as a human being, drowning him in a khaki 
sea of mediocrity. Some of the plays, like 'Traitor in a Steel 
Helmet', and Prisoner and Escort, have the rebel against a repressive 
society at their centre. Others, like 'The Drill Pig*, and 'Stick 
Man' see the Aimy as a means of escape from the horrors of 'outside', 
but there is a gradual realisation that to join the Army is merely to 
exchange one cage for another, and, as Skinner in 'Step Short in Front' 
realises, once in the Army there is no way out, it is a dead end.
Some of the soldiers benefit from their incarceration. Young and 
naive as Mick and Harry are, they do make a start at coming to terms 
with themselves and their ̂plight, facing up to the consequences of 
their decision to join. They begin to look at themselves and their 
role more objectively and, though they have submerged their identity 
in the almost theatrical disguise of uniform, they do observe this 
seemingly ideal existence and realise that they do not actually like

Mwhat they see, since violence and death are at the opposite, Arriiy, end 
of the spectrum from civilian apathy. Neither of these two young men 

_ is mature nor strong enough to make a concrete protest about his 
situation, but Jupp, in Prisoner and Escort, is (though John Russell 
Taylor sees him in a different light as 'a b o m  v i c t i m H e  is not 
able, though, to withstand his insidious and inexorable destruction 
as an individual, and his one supreme gesture of defiance is evaporated 
in the abyss of the prison which is all that remains after the cage 
of the railifay canpartment.

In these plays, resentment at the system begins to fester, but 
there is no one character defiant enough or strong enough to articulate
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i t .  The sho rtness  of the p lays p rec ludes the  f u l l  development o f '  
charaeber and th e  p rep a ra tio n  of a fu lly -d e f in e d  s tan ce , and, as 
alrea'dy seen. P lo t is" subord ina ted"to  a p a rb ic iila r  kind of t o t a l  
t h e a t r i c a l  experience. The m ention of P lo t i s  of some re lev an ce , 
s in ce  th ese  e a r ly  p lay s , d e sp ite  t h e i r  la ck  of l in e a r  development, 
a re  t ig h t ly  constructed  (se v e ra l c r i t i c s ,  as w i l l  be demonsbrated, 
reg a rd  c o n stru c tio n  as Wood’s weakest p o in t bub th e  evidence i s  
c e r ta in ly  a g a in s t th i s  assessm ent in  th e  sh o rt p la y s ) , economic in  
th e i r  use o f s e t t in g  and language, w ith  r a re ly  more than  th ree  
ch a rac te rs  on th e  s tage  a t  any one tim e. Wood does not s e t  out to  
be a s to r y - t e l l e r ,  and th e re  i s  l i t t l e  n a r ra tiv e  in  th ese  p la y s , a t  
l e a s t ,  of the  kind which advances th e  P lo t l in e .  In s te a d , th e  p lays 
a re  more l ik e  dram atic poems, sh o r t ,  pungent experiences of one a sp ec t 
of th e  human co n d itio n , w r it te n  w ith  a developing freedom which i s  
a c tu a l ly  h e ld  c lo se ly  in  check by th e  su b jec t m a tte r .

Although th e se  p lays a re  about th e  lower ranks, th e re  i s  no 
hark ing  back to  the  b land , knockabout humour of commercially su cc e ss fu l 
Army p lays and film s of the  e a r ly  iP50s, l ik e  Worra’s Eye View, or 
R eluctan t H eroes. Nor do they  have th e  somewhat t r i t e  serm onising 
of Wesker ’ s Chips w ith Everybhing (of which Wood l a t e r  wrote an 
unperformed f i lm s c r ip t ) ,  nor th e  k in d ly  s a t i r e  of Henry L iv in g s’
N il Carborundum. Wood’s view of th e  Army i s  savage, and unique.
He sees i t  very  much from w ith in , whereas Wesker and L ivings see 
se rv ice  l i f e  from o u ts id e , as N ational Servicemen, and RAF a t  th a t  -  
d i l e t t a n t i .  Wood, th e  re g u la r  s o ld ie r ,  understands th e  p u rs u it  of 
m i l i t a r y  p ro fessio n a lism , has faced  the  r e le n t le s s  grinding-down 
process lo n g er, w ithout th e  N ational Serv ice  tw o-year escape h a tch .
His ea r fo r  Army language i s  much more in c is iv e ,  and he uses i t  w ith  
g re a te r  im aginative fo rc e . Wesker’s airmen speak n a tu r a l i s t i c a l ly ,  
and L iv in g s’ a re  rem in iscen t of sane of th e  stock  c h a rac te rs  of 
Lancashire comedy. Wood’s so ld ie rs  a re  p resen ted  through heighbened, 
c o lo u rfu l language, which ranges from ra p id , d isconnected , rhy thm ical 
stichom yth ia , to  extended monologue, f u l l  of v iv id  phraseology, o f te n  ^
sounding s tra n g e , b u t s e t t in g  o f f  a s e r ie s  of images which take us 
d eep -in sid e  th e  recesses  of h is  c h a ra c te rs ’ beings r a th e r  than  t h e i r  
minds,—and causing d is tu rb in g  responses in  ourselves w ith t h e i r  sex u a l, 
v io le n t  resonances. His i s  a d is to r te d ,  b igo ted  view, b u t th e re  i s  
no doubt o f i t s  v a l id i ty .

I t  i s  no t u n t i l  Wood w rite s  a f u l l - le n g th  p lay , using a g re a te r  
v a r ie ty  of th e a t r ic a l  techn iques, and pu ts  h is  s o ld ie rs  in to  r e a l  b a t t l e ,  

■ ’up th e  sharp end’ , th a t  one of them becomes strong  enough to  s t a t e  
h is  a n ti-w a r c a se ’s tro n g ly  and c le a r ly ,  i f  no t n e c e s sa r ily  lo g ic a l ly .
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He, o f course, i s  Dingo, and h is  ro le  and fu n c tio n  w i l l  be examined in
d e t a i l  in  th e  next ch ap te r, fo llow ing  th e  S p i r i t  S in is te r* s  advice in
The D ynasts, as Wood appears to  have done:

beg in  sm all, and so le ad  up t c  th e  g re a te r .  I t  i s  a sound 
dram atic p r in c ip le .  56.
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CHAPTER III.

’TURRIHG TH’ACCOMPLISBMENT OF MANY YEARS 
INTO AN HOUR GLASS:»

CHARLES WOOD’S TREATMENT OF THE SECOND WORLD WAR 
IN DINGO AND ’HOW I WON THE WAR’.

The two years from. 1R65 to  190? were an im portant tim e of t r a n s 
i t i o n ,  experim ent, and development fo r  Wood. His p r o l i f i c  outpu t in  
t h i s  sh o rt p eriod  i s  r e la te d  to  a d e f in i te  move away from th e  sm all- 
sc a le  works of h is  f i r s t  phase as a d ram atis t to  fu l l - le n g th  p lays 
f o r  th e  th e a t re  ; experim entation  w ith  new forms of th e a t re  w ith  
d ire c to rs  w e ll-v e rsed  in  B rech tian  th eo ry  and ep ic  techn ique; and th e  
opening-up of a whole new p e rsp ec tiv e  provided by w ritin g  f o r  th e  

• cinema. Before moving on to  examine th e  more s u b s ta n t ia l  works o f 
1967, i t  i s  im portant to  t r a c e  a t  l e a s t  th e  o u tlin e  o f Wood’s develop
ment during th i s  tim e, in  o rder to  provide a con tex t fo r  t h e i r  s tu d y .

At f i r s t ,  he began to  leave  h is  e x p lo ra tio n  of th e  Army. His 
obsession  w ith  th e  m il i ta r y  m e n ta lity  had s t i l l  been apparen t in  
John Thomas, th e  second p lay  of th e  Cockade t r i lo g y  ( f i r s t  perform ed 
in  October, 1963), and th e  only one w ith a c iv i l ia n  s e t t in g .  John 
Thomas, a nondescrip t schoo lteacher, harbours f a n ta s ie s  of poifer, 
which he indulges by d ressing  up in  N az i-s ty le  uniform  in  th e  com parative 
p riv acy  of h is  seedy b e d - s i t ,  A sm all man, in  a l l  senses of the  
word, he allows h im self to  be tram pled on by an o f f i c i a l  from th e  lo c a l  
co u n c il, a re p re se n ta tiv e  of th e  r e a l  c iv i l i a n  world w ith  i t s  p e t ty  

' ru le s  and a u th o r ita r ia n  power s t ru c tu re ,  John Thomas h im se lf i s  
harm less enough, and th e  m ild ly  sexual connotations o f h is  name and 
f a n ta s ie s  a re  c le a r ly  lin k ed  w ith  h is  need to  escape from h is  own 
inadequacy by h id ing  in  a uniform  -  very  much what th e  s o ld ie rs  of th e  
o th e r two p lays of th e  t r i lo g y  had done. The Council i t s e l f  re p re se n ts  
ano ther k ind of Army w ith  i t s  p r iv i le g e d  h ie ra rch y  and r ig id  ru le s  which 
re p re ss  th e  in d iv id u a l. This sh o rt p lay  s ta r te d  a t r a n s i t io n  in  
Wood’s work from th e  re b e llio u s  in d iv id u a l’s c r i t ic is m  of th e  Army to  
th e  c o n f l ic t  between th e  in d iv id u a l c iv i l ia n  and th e  p e t t in e s s  of 
co u n cil o f f i c i a l s ,  who take  over th e  Army’s re p re ss iv e  m in d lessn ess.

Council o f f ic ia ls  a lso  f ig u re  in  Wood’s a n ti-n u c le a r  war p lay  
Tie up th e  B allcock ( I 96U). They a re  p resen ted  as fa rc e u rs  p lay ing  
a War Game, and q u ite  unable to  cope when the  s p e c ia l ly  made-up 
’c a s u a lty ’ o f a mock n u c lea r a t ta c k  tu rn s  r e a l  and becomes a k ind o f 
F ran k en s te in ’s m onster re tu rn ed  to  plague th e  in v e n to r: a Grand Guignol 
image of th e  h o rro r of th e  r e a l i t y  of war c o n tra s tin g  s ta r k ly  w ith  th e  

n a tu r a l i s t i c a l l y  p o rtrayed  in e p titu d e  of th e  C iv il Defence e x e rc is e .
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Wood continued h is  a t ta c k  on lo c a l  c o u n c illo rs  in  ano ther p lay ,
’Meals on W heels’ (1965), a l ig h t-h e a r te d  s u r r e a l i s t i c  s a t i r e  on
sexual a t t i tu d e s ,  th e  co u n c il’s p h i l i s t in e  a t t i tu d e s  to  A rt, and
i t s  r e la t iv e  in d if fe re n c e , as Wood saw i t ,  to  s o c ia l  problems on i t s
own d o o rs tep . This p lay  was w r it te n  s p e c if ic a l ly  to  be perfom ed
in  B r is to l ,  and one of i t s  c h a ra c te rs , a p a r t ic u la r ly  obnoxious
one, was named Charles Smith. Since one of th e  lo c a l  co u n c illo rs
was a c tu a l ly  c a lle d  Charles Smith i t  i s  h a rd ly  su rp ris in g  th a t  th e
co u n cil o b jec ted  to  i t s  p ro je c ted  p re se n ta tio n  in  one of th e  lo c a l ly -

su b sid ised  th e a t r e s .  The p lay  has not been pub lished , bu t th i s
e x tra c t  g ives some idea  of th e  outspoken na tu re  of i t s  s a t i r e :

Scene Two. The C ity  Museum and A rt G a lle ry , B r is to l .
F ron t C loth:
A p a in tin g  of a red  h a ire d  woman w ith  no c lo thes on 
s tre tc h e d  g ig a n tic  on a k itch en  ta b le .  Sauce b o t t l e ,  
r e ma in s  of a bacon and egg b re a k fa s t ,  k n ife , fo rk .
B efore we have tim e to  be co rrup ted  by th e  d ep ic tio n , 
a g a l le ry  a tten d an t by name CHARLES SMITH, skids 

' f a s t  onto th e  s tag e , swinging on tab  l in e s . . .b lu e  
^ ta b s  fo llo w  in  a g rea t p u llin g  down of s k i r t s .

“CHARLES SMITH who ends up on h is  backside i s  heard  to  say  a t  
len g th

, SMITH More th an  my jo b ’s w orth.
(He g e ts  up. Dusts h is  backside and a d ju s ts  th e  tab s  so we
don’t  catch  ano ther glimpse of th e  nude), 1 .

Not only was th e  v is u a l  impact of th e  scene s t a r t l in g  (Wood’s use o f
p a in tin g s  on s tag e  and screen  w il l  be d e a lt  w ith in  some d e ta i l  i n
Chapter IV3 t h i s  i s  th e  f i r s t  example of i t ) ,  bu t th e  p re se n ta tio n
of a lo c a l  d ig n ita ry  as a low conic perform ing p r a t f a l l s  and a c tin g
as th e  epitome of b ig o try  and re p re ss iv e  a r b i te r  of th e  p u b lic ’s
t a s t e  in  A rt, was q u ite  unacceptable to  th e  s o l id  bourgeois o f
B r i s to l .  In s te a d , Wood’s eq u a lly  ic o n o c la s tic  f r ie n d , John Osborne,
o ffe re d  to  d ire c t  th e  p lay  h im self a t  th e  Royal Court Theatre in

-London, hoping th a t  i t s  McGill comic p o s tca rd , c a r to o n -lik e , m usic-
h a l l  s ty le  would appeal to  a more lib e ra lly -m in d ed , d is tan ced  London
audience. In  f a c t ,  th e  p roduction  was bad ly -receiv ed  c r i t i c a l l y .
T he^biting  s a t i r e  was d iffu sed  away from th e  lo c a l  s e t t in g  f o r  which
i t  was dev ised , and c r i t i c s  have been severe  on th e  p la y . H in c h liffe
remarks th a t

. .  .The r e a l  d i f f i c u l ty  was in  seeing  Wood, h ith 'e r to  a devoted 
u se r  o f army obscen ity  and observer o f army l i f e ,  tu rn ed  fa rc e u r  
w ith  s o c ia l  pu rp o se .2 .

Once ag a in . Wood’s unease a t  using c iv i l ia n s  was apparen t, and h is
- iro n ic  tone f a i l e d  to  r e g i s te r  w ith  an audience unaware of what was
being  s a t i r i s e d ,  and bemused by th e  loose  form of th e  p la y . H inch-

_ l i f f e  sums up th u s :
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. . . a t  the  most c h a r ita b le  assessm ent i t  was a muddled p lay . 3*. 

and John R u sse ll Taylor concurs:
. . .b y  gen era l consent Wood’s weakest stage  p la y . i |.

These c r i t i c s  a re  alm ost c e r ta in ly  c o rre c t , though, had the  p lay  been 
p resen ted  in  B r is to l ,  i t  might have worked b e t te r ,  and could have been 
tig h ten ed  up considerab ly  before  tr a n s fe r r in g  to  London. In  f a c t ,  
Osborne’s p roduction  played to  only 17^ of th e  Royal Court th e a t r e ’s 
c ap ac ity . In  1970, a shortened  one-act v e rs io n  of ’Meals on Wheels’ 
was produced by Alan Dossor a t  L iverpool as p a r t  o f a t r i p l e  b i l l  of 
Wood’s sh o rt p lays under th e  broad t i t l e  ’W elfare*, and was q u ite  w e ll-  
rece iv ed , suggesting  th a t  the  p lay  had sane m e rit , and a more u n iv e rsa l \ 2  
aud ience .

’Meals on IVheels ’ , however, i s  an im portant m ilestone  in  Wood’s
development as a w r i te r . I t  was h is  f i r s t  p lay  to  be produced a t
th e  Royal Court T heatre , where Dingo was to  be performed two years
l a t e r .  I t s  ro o ts  l i e  deep in  th e  popular th e a tre  of Wood’s youth
and in  m u s ic -h a ll. In  the  p lay . Wood’ s technique r e l i e s  heav ily
on c ro s s - ta lk  a c ts ,  h ee l-an d -to e  f ro n t  c lo th  comic ro u tin e s , a

• I ■

p r o l i f e r a t io n  of f ro n t  and back c lo th s  ; and he begins to  develop

from th e se  a s e r ie s  of grotesque c a r to o n -lik e  images which provide
a co llag e  e f fe c t  which p o in ts  forward c le a r ly  to  th e  more B rechtian
form of th e  l a t e r  p lays to  be d iscussed . Although th e  p la y ’s
v is u a l  p re se n ta tio n  i s  much more flamboyant than  th e  s t a t i c  s e t t in g s
of th e  e a r ly  Army p la y s . Wood had n e ith e r  managed to  c o n tro l h is
su b jec t m a tte r nor make i t  f u l l y  coheren t, and th e  movement away from
th e  s h o r t ,  t i g h t ly  constructed  e a r l i e r  p lays had le d  to  what might
b e s t  be described  as a free id iee ling  sp lurge of a n t i - a u th o r i ty
ra sp b e rry  blowing.

Wood’s b e ra tin g  of th e  lo c a l  council continued in  another work,
’brums along th e  Avon», a f ilm  f o r  te le v is io n ,  shown in  1967. This 
was a f a n ta s ia  about people l iv in g  in  B r is to l ,  from th e  downtrodden 
b lacks in  th e  S t .  P au l’s a re a , to  th e  w e ll-o ff  w hites in  C lif to n , a ^
m odernised, lo c a l is e d  re f le c t io n  of co lon ia lism  from n a tiv e  to  sah ib . . 
O rig in a lly  e n t i t le d  ’Under Two F la g s ’ (an in te r e s t in g  l in k  w ith Wood’s, 
own p a s t ) , th i s  work shows a very  marked te c h n ic a l  development from 
th e  e a r l i e r  te le v is io n  work. In  p lace  of th e  r e la t iv e  s ta s is  of th ese  
p lays Wood now w rite s  scenes which s t a r t  in  one p lace  and s p i l l  over, 
o fte n  q u ite  i l l o g i c a l ly ,  in to  an o ther, p rov id ing  a  dream like, k a le id 
oscopic e f f e c t .  In  one sequence B r i s to l  changes in to  an Ind ian  c i ty ,  

th e  Avon becomes th e  N ile  (no t, s u rp r is in g ly , th e  Ganges), and troops 
in  costume from th e  time of th e  In d ian  Mutiny a re  seen -  an e a r ly  p re -
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image of th e  m a r tia l  splendours of H. The images of a vanished

_  c o lo n ia l p a s t ,  p a r t . of _the .very fa b r ic  of B ris  to l,_jningle. w ith .th e    ̂ ..
'■" sq u a lo r of the  p re se n t, compressing tim e, and p rov id ing  what the 

au thor sees as th e  ro o t causes of th e  s o c ia l  in ju s t ic e s  around him.
Council o f f ic ia l s  stumble through i t  a l l ,  t o t a l l y  unaware of the  
maelstrom of cu ltu re s  which make up a modern urban s o c ie ty .

The very  f r e e ,  exuberant, u n co n tro lled  q u a li ty  o f both  ’Meals 
on Wheels’ , and ’Drums along th e  Avon’ , owes much to  Wood’s work in  
th e  cinema, and, in  p a r t ic u la r ,  to  h is  con tac t w ith  th e  American f ilm

t

d ire c to r ,  R ichard L e s te r . L es te r had spent s e v e ra l years  film ing
te le v is io n  commercials w ith  f l a i r  and in g en u ity , and, in  1958, had
earned c r i t i c a l  acclaim  fo r  h is  shorb s u r r e a l i s t i c  f ilm  ’The Run n in g ,  •

Jumping and Standing S t i l l  F ilm ’ , which fe a tu re d  P e te r  S e lle r s  and
Spike M illig an  w ith  t h e i r  goonish humour. Wood f i r s t  met L este r in
1965, and wap asked to  provide a f ilm  s c r ip t  of Ann J e l l i c o e ’s stage
p la y  The Knack, whl.ch had been performed a t  the  Royal C ourt. L este r
has o ften  ta lk e d  about h is  methods o f film-malcing, and Wood was c le a r ly
in flu en ced  by them. Speaking of The Knack, L e s te r  d esc rib e s  how th e
film  developed from an i n i t i a l  idea  ra th e r  th an  from th e  o r ig in a l work

f . .  .we s ta r te d  by removing alm ost everybhing th a t  we f e l t  we could 
from th e  stage  convention, and wrote a t o t a l  fa n ta sy  based on some 
of th e  mood of The Knack. 5 .

Mood and fa n ta sy  a re  c e r ta in ly  im portant elements in  Wood’s work f o r
th e  th e a tre  a t  th i s  s tage  in  h is  development, and th e  l i a i s o n  w ith
L e s te r  fo rced  him to  w rite  qu ick ly  and f lu e n t ly ,  adap ting  h is  language
to  match L e s te r ’s cinem atic su rrea lism , L e s te r ’s views on the  r e la t io n
of words to  images a lso  in fluenced  Wood’s use o f cinem atic  techniques

- in  the  th e a t r e .  Like Wood, L es te r has a very  s tro n g  v is u a l  im agination
. . . I  always sea  th in g s  be fo re  I  hear them. I  am v is u a l ly  o rie n te d ,
I  l ik e  p a in tin g . Yet I  th in k  equal weight should be p laced on 
d ia logue, though not n e c e s sa r ily  synchronised w ith  the  p ic tu re s . I  
would l ik e  to  be ab le  to  move d ialogue, so th a t  i t  doesn’t  become 
ju s t  v isu a liz e d  th e a t r e .  And so th a t  words don’t  always have to  
come out of th e  mouths of people who a re  on th e  sc reen . 6 . ^

Although Lester is referring specifically to cinema. Wood has often
’moved’ d ialogue in  h is  l a t e r  p la y s . S evera l exan5)les  sp rin g  re a d ily
to  mind, in  p a r t ic u la r  th e  handling of Havelock’s speech a t  the  bivouac
of th e  movable column in  H ( I  v i i ) .  At the  beginning of th e  speech
Havelock i s  o ff  s tag e  and th e  so ld ie rs  face  o f f  to  h ea r him. A fte r
e ig h t l in e s ,  th e  s tage  d ire c tio n s  s ta te

. . .E n te r  HAVELOCK w hile h is  voice i s  heard  s t i l l  speaking o f f .
HAVELOCK l i s te n s  to  h im se lf.

E igh t l in e s  l a t e r
...HAVELOCK jo in s  w ith  h is  voice o f f .  ,

F in a lly ,
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CAPTAIN JONES PARRY hears HAVELOCK’S voice coming
from behind him on the  stage  as w e ll as o f f .  He b u s t le s  to  jo in
HAVELOCK ifith  HARRY and MAUDE.
HAVELOCK g rin s  a t  h is  son w hile h is  voice s h r i l l s  o f f -s ta g e , he 
says:
HAVELOCK (on .) Now, th e re , you see , I  am everywhere I 7.

In  th i s  way. Wood i s  ab le  to  p o in t up Havelock’s g o d -lik e  omnipresence 
and uses th e  technique as a d is ju n c tiv e  a l ie n a tio n  device to  h e igh ten  
th e  dream -like e f fe c t  of the  scene, breaking up i t s  quasi-docum entary 
re a lism . He uses th e  device again  in  V eterans (1972) and Has ’’Washing
to n ” Legs? (1978) to  emphasise th e  g u lf between th e  glamour o f the  
cinema and th e  grim r e a l i t y  of making f ilm s .

I t  i s  c le a r , th en , th a t  Wood’s connection w ith  cinema was to  have 
a lo n g - la s tin g  and fundamental in flu en ce  in  h is  l a t e r  development, and 

' th a t  h is  work w ith  L es te r was fo rm ative. Since th e re  were over 200 
sho ts  in  th e  f i r s t  20 pages of th e  screenplay  of ’The Knack’ , and, 
according to  L e s te r , Wood wrote seven s c r ip ts  fo r  i t  a l to g e th e r , th i s  
was a s tim u la tin g  and demanding perio d  of experim entation . The f i n a l  
v e rs io n  of th e  screenplay  fo r  ’The Knack’ was more f a i t h f u l  to  th e  o r ig 
in a l  s tage  p lay  than  the  o th e rs , and th e  film  was a very  su cc e ss fu l 
example of B r i t is h  cinema in  th e  1960s, winning an award a t  th e  1965 
Cannes Film F e s tiv a l .

L este r and Wood immediately b u i l t  on th is  success, making th e  
second B eatles  f ilm , ’HelpI ’ (the  f i r s t ,  ’Hard Day’s N ig h t’ , had a lso  
been film ed  by L e s te r , w ith Alun Owen as s c r ip t - w r i te r ) . The f ilm , 
a s l i c k  s e r ie s  of s u r r e a l i s t i c  fa n ta sy  adventures fe a tu r in g  th e  B ea tles  

' and th e i r  songs, was launched a t  th e  he igh t of th e i r  p o p u la r ity , and was 
assu red  of commercial success. Thus, in  1965, Wood was experim enting 

- in  a new medium w ith an im aginative and ta le n te d  d i r e c to r ,  and reap ing  
f in a n c ia l  reward, w h ils t experiencing both  a r t i s t i c  and commercial 
f a i lu r e  in  the  th e a tre  (another p lay , ’Don’t  Make Me Laugh’, p re sen ted  
by th e  Royal Shakespeare Company a t  the  Aldwych in  February, 1965, 
had a lso  f a i l e d  f in a n c ia l ly  and c r i t i c a l l y ) .  I t  would have been q u ite  
im possible fo r  him to  have continued as a fu l l - t im e  w r i te r  w ithout th e  
fin an ce  provided by the  cinema, and h is  fu tu re  as a d ram a tis t i s  bound 
up w ith  h is  need to  w rite  fo r  th e  more lu c ra t iv e  medium to  achieve 
f in a n c ia l  s e c u r ity . The working re la tio n s h ip  between L e s te r  and Wood 
w i l l  be d e a lt  w ith  more f u l ly  in  connection w ith  t h e i r  work on ’How I  
Won th e  War’, bu t i t  i s  worth no ting  th a t  M arshall McLuhan saw some of 
th e se  e a r ly  film s as being of g re a t s ig n ific a n ce  in  th e  lin k in g  of 
te le v is io n  w ith te c h n ic a l p rogress in  the  cinema:

C r i t ic s  o f te le v is io n  have f a i le d  to  r e a l iz e  th a t  th e  m otion
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p ic tu re s  they  a re  l io n iz in g  -  such as ’The Knack’ , ’Hard Day’s 
N igh t’ , ’What’s New Pussycat?’ -  would prove unacceptable as 
mass audience film s i f  - th e  audience had not been-pre cond itionsd  
by te le v is io n  commercials to  abrup t zoom, e l l i p t i c a l  e d it in g , 
no s to ry  l in e s ,  f la s h  c u ts . 8.

Wood’s work in  te le v is io n  had obviously  been of immense value to  him, 
and h is  a sso c ia tio n  w ith a d ire c to r  who had a ss im ila te d  so many new 
techn iques in  th e  one medium, te le v is io n ,  and developed them in  
an o th er, cinema, enabled him to  make the  im portant t r a n s i t io n  to  th e  
new medium w ith  a f u l l  awareness of i t s  p o s s ib i l i t i e s .

Although Wood had extended th e  range of h is  su b je c t-m a tte r , and 
experim ented w ith  form during th e  tw o-year p e rio d  under review , he 
re tu rn e d  to  h is  e a r l i e r  preoccupation , th e  Aimy, fo r  th e  major worlcs of 
1967, though F i l l  th e  Stage w ith  Happy  Hours, a su rp r is in g ly  n a tu r a l i s t 
i c  p la y  f o r  th i s  p e rio d , was d ire c te d  by h is  Cockade d i r e c to r ,  P a tr ic k  
Dromgoole, a t  th e  Nottingham Playhouse in  November 1966, and t r a n s fe r re d  
to  th e  V audeville in  London -  the  a u th o r’s f i r s t  West End p roduction .
The c r i t i c s  were luke warn about t h i s  p lay , and i t  was only i^ e n  Wood 
re tu rn e d  to  th e  Army fo r  h is  in s p ir a t io n  th a t  h is  s ta tu s  as a lead ing  
’New Wave’ d ram atis t was enhanced.

A ll  th e  e a r ly  Army plays had been sh o r t ,  and had p resen ted  a view 
of s o ld ie rs  in  peacetim e. The new Aimy p lay , to  be produced e v en tu a lly  
in  1967 as Dingo was of f u l l  le n g th , and gave a savagely  c r i t i c a l

f '
v e rs io n  o f th e  Second World War as seen through th e  b a le f u l  and jaund
ic e d  eye o f a h a rd -b it te n  lower ra n k e r. This change of emphasis needs 
c a re fu l  c r i t i c a l  co n sid e ra tio n , but b e fo re  c lo se ly  examining th e  t e x t  
and perfoim ance of. Dingo, i t  w i l l  be o f some value and in te r e s t  to  
o u tlin e  th e  p la y ’s genesis  and g e s ta tio n , since  th re e  e v en tfu l years

"e lap sed  from th e  development of Wood’ s o r ig in a l  id ea  f o r  i t  to  i t s  
/ ' - 

—ev en tu a l f i r s t  perfoimance in  B r is to l  in  A p ril, I 967.
As e a r ly  as January, 1961;, sane th re e  months a f t e r  th e  London

-p ro d u c tio n  o f Cockade, a sh o rt paragraph in  The Observer s ta te d  th a t
Wood was to  be ’the  one new E nglish  d ram atis t in  the  N a tio n al T h ea tre ’s

9
galaxy fo r  next Autumn’ , which would have been the  supreme accolade
f o r  a new w r i te r ,  and added th a t  Wood ’i s  s u ita b ly  stunned by th e  •
N a tional news b u t, as no one has y e t n o t i f ie d  him o f f i c i a l ly ,  f e e ls

10i t  may a l l  be an e lab o ra te  hoax’ . * Indeed, M ichael Codr on, th e  
im presario  idio was n u rtu rin g  many emerging ta le n ts  had f e l t  unable to  
p re sen t th e  p lay  under h is  own management, bu t had sen t i t  to  the  
N atio n a l T hea tre . As a r e s u l t  o f t h i s  a c tio n , th e  s to ry  c irc u la te d  
t h a t  th e  p la y  had been conmissioned by th e  N ational T heatre , b u t, 
according to  Wood, th i s  was never th e  case :

I  t hi nk th e re  was a p o l i t i c a l  th in g  a t  th e  tim e. I  th in k  people
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were saying , " I t ’s a l l  very  w e ll th e  p lays yo-Yre doing, but 
you’re  not commissioning any new p lays and new E nglish  w r i te r s " ,  
and lo  and behold they  got one th ey  wanted to  do, and they  s a id , 
"Well, we’l l  say we commissioned i t " .  11.

In  i t s  e a r l i e s t  form, the  p lay  was c a lle d  *I Don’t  Hold w ith  H eroes’ , 
and Wood to ld  The Observer th a t  i t  was ’a sorb of Second-World-War 
L ittlew ood’ , ' suggesting th a t  i t s  form might be s im ila r  to  th e  famous 
Joan L ittlew ood Theatre Workshop p roduction  of Oh I What a Lovely War 
which had opened in  March, 1963 a t  th e  T heatre Royal, S tra tfo rd  E a s t, 
and which had rep resen ted  th e  F i r s t  World War through th e  th e a t r i c a l  
device of a p ie r ro t  show. The mention of Joan L ittlew ood, f o r  whose 
work Wood had shown adm iration when working w ith the  Theatre Workshop 
Canpany in  1958, i s  of some s ig n if ic a n ce  in  a co n sid e ra tio n  o f th e  
development of th e  p lay  from page to  s tag e , f o r  G eoffrey Reeves, th e  
d ire c to r  of Dingo, used working methods adapted from L ittlew ood and 
Brook. The le ft-w in g  p o l i t i c a l  stance  of Theatre Workshop and i t s  
d e s ire  to  appeal to  a w orking-class audience are  a lso  re le v a n t to  a 
p lay  which. Wood s a id , had a r is e n  from h is  ’h o rro r a t  those  whose h ig h - 
w ater mark fo r  l iv in g  was 1939-19L5.* 13.

The Ob serv er _ paragraph contains th e  f i r s t  mention of th e  p la y  
which l a t e r  became Dingo, and i t s  ev en tua l p re se n ta tio n  in  B r is to l ,  in  
a club th e a t r e ,  i s  worthy of a t te n t io n  because i t  h ig h lig h ts  some o f 
th e  d i f f i c u l t i e s  fac in g  w rite rs  in  the  1960s, not th e  l e a s t  of which 
was th e  constan t s tru g g le  w ith the  Lord Chamberlain over what was 
accep tab le  or not fo r  th e  purposes of censorsh ip . The Theatre Work
shop p roduction  of ’You Won’t  Always be on Top’ on which Wood had 
worked, had f a l l e n  fo u l of the  censor because of departu res from th e  
subm itted t e x t ,  and the  N ational Theatre i t s e l f  had su ffe re d  much 
anguish over th e  p o ss ib le  p re se n ta tio n  of Rolf Hochuth’s p lay  S o ld ie r s , 
in  wliich Hochuth had suggested, among o th e r th in g s , th a t  C h u rch ill had 
been u lt im a te ly  resp o n sib le  f o r  th e  aeroplane acc iden t which le d  to  the  
death  of th e  P o lish  General SikorsfcL during th e  Second World War, th e  
Board r e je c t in g  th e  p lay  as demeaning th e  memory of an outstand ing  
statesm an. As a lread y  noted in  Chapter I  C h u rch ill had a lso  been 
p i l lo r i e d  in  ’You Won’t  Always be on Top’ , R ichard H a rr is , th e  a c to r ,  • 
having been found g u i l ty  of im ita tin g  h is  voice a t  th e  o f f i c i a l  
opening, of a pu b lic  la v a to ry  in  the  p lay , was a c tu a lly  f in e d  by West 
Ham m a g is tra te s . Given the  a t t i tu d e  of th e  N ational T heatre  Board, 
and th e  s t r i c t  censorship  governing any p u b lic  dram atic p re se n ta tio n , i t  
would have been im possible f o r  Wood’s p lay  to  have been produced a t  th e  
N a tional T hea tre . Malcolm Page i s  more s p e c if ic  about th e  reasons f o r  
th e  p la y ’s r e je c t io n :
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Late in  1961; th e  Lord Chamberlain re fu sed  to  lic e n se  th e  p lay  
because of th e  scene in  which a medal i s  pinned on knickers worn by 
an o f f ic e r  d ressed  as a chorus g i r l  in  a ’S o ld ie r s 'in  S k ii'tS ’” ‘éhLÔwlTiiT ■

He does n o t, however, produce any evidence to  support th i s  statem ent.
I t  was not u n t i l  a f t e r  th e  court case which follow ed th e  banning 

of th e  Royal Court p roduction  of Edward Bond’s Saved, in  February and 
March 1966, t h a t ,  according to  Richard F in d la te r , a jo in t  committee 
of Members of Parliam ent frcm both houses was s e t  up ’to  review law 
and p ra c tic e  r e la t in g  to  th e  censorship  of stage  p la y s . ’ In  h is  
book. Banned, F in d la te r  s ta te s  th a t  th e  c r i t e r i a  of th e  censor in  
1966 were roughly  those in  opera tion  in  1909, v iz :  The Lord C hancellor 
was ab le  to  re fu se  a lic e n ce  i f  th e  p lay  was he ld  to  be indecen t, or 
i f  i t  con tained  o ffensive  p e r s o n a l i t ie s ,  or rep resen ted  on the  stage  
in  an in v id io u s  manner a l iv in g  person, or any person re c e n tly  dead.
I t  could a lso  be banned i f  i t  d id  v io lence  to  the  sentim ent of re lig io u s  
reverence , could be c a lc u la te d  to  conduce to  crime or v io len ce , or to  
im pair f r ie n d ly  r e la t io n s  w ith  any fo re ig n  power, o r could be c a lc u l
a ted  to  cause a breach of th e  peace. 15.

Dingo could have been judged to  f u l f i l  most o f th ese  requirem ents. 
Evidence of indecency was provided by th e  so ld ie rs  m asturbating ; Dingo 
and Mogg a re  ’o ffe n s iv e ’ p e r s o n a l i t ie s ;  Montgomery was shown as an 
id io t  clown; th e re  was a sequence s a t i r i s in g  th e  empty r e l ig io s i ty  of 
those  who ru sh  o f f  to  k i l l  o thers w hile s ing ing  hymns; in  f a c t ,  i t  d id  
ju s t  about every th ing  p o ssib le  to  provide a view of th e  most recen t 
war and i t s  heroes as being debased, v i l e ,  and s i l l y .  No one scene 
was any more, or l e s s ,  o ffensive  th an  any o th e r, and no censor could 
p o ss ib ly  have passed i t  fo r  pu b lic  perform ance. The only a l te rn a t iv e  

 ̂ f o r  Wood was to  pu t i t  on in  a p r iv a te  th e a t r e ,  lic e n se d  f o r  club 
perform ances.

He had always shown g rea t in te r e s t  in  the  B r is to l  A rts C entre, 
founded in  1961;. I t s  prem ises co n sis ted  of two e leg an t Georgian 
houses s i tu a te d  in  a p leasan t square near th e  cen tre  o f B r is to l  
which had been t o t a l l y  renovated by v o lu n tee r h e lp ers  to  provide ^
an A rt G allery , B ar, R estau ran ts , Box O ffice , re h e a rs a l  rooms, and. a 
f in e  12 0 -se a te r  auditorium . Wood had o ften  been asked in fo rm ally  to  
w rite  a"p lay  f o r  performance th e re , and ^ e n  Dingo was re je c te d  by 
th e  N ational Theatre i t  became c le a r  th a t  th e  A rts  Centre would be 
th e  id e a l  p lace  fo r  i t .  I t  was a club th e a t r e ,  w ith  adm ittance 
r e s t r i c t e d  to  members and g u e s ts , so normal ru le s  of censorship  were 
no t a p p lic ab le ; th e  sm all auditorium  obviated  th e  need to  a t t r a c t  
la rg e  numbers, w h ils t th e  in tim a te  a c t o r/audience re la t io n s h ip  i t  
provided-was id e a l  fo r  the  p la y ’s f u l l  impact to  be achieved . B esides, 
th e  amateur company housed th e re  had a lread y  b u i l t  up an enviable
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re p u ta tio n  fo r  p resen tin g  new work, and had a t t r a c te d  d ire c to rs  o f ' 
the  h ig h est c a l ib re . _ Derek Goldby, w ith  strong  Royal Court connections, 
and a p ro tege of John D exter, had d ire c te d  th e  C en tre ’s oxm opening 
production  of ’Hang Down Your Head end D ie’, th e  L ittlew o o d -s ty le  a n t i 
c a p i ta l  punishment p lay , which Wood had seen. Two years  l a t e r ,
Goldby was chosen by O liv ie r  to  d ire c t  S toppard’s Rosencr â t z a i^  
G u ildenstern  a re Dead a t  the  N ational T heatre . John Boorman, l a t e r  
to  rece iv e  in te rn a tio n a l  acclaim  fo r  h is  work in  th e  cinema, had 
d ire c te d  B recht ’ s Good Person of  Setzuan a t  th e  C entre in  1965, 
im m ediately a f t e r  Wood’s w ife , V a le r ie , had p layed  C la ire  Zachanassian 
in  my own production  of Durenmatt’s The V is i t . In  f a c t ,  P h ilip  
French, f ilm  c r i t i c  of The Observ e r ,  underlines th e  c u l tu r a l  
s ig n if ic a n c e  of B r is to l  in  th e  1960s in  a re cen t p r o f i le  o f John 
Boorman:

The sleepy  gateway to  th e  West was nursing  some e x tra o rd in a ry  
ta le n t s  a t  th e  tim e, a l l  working as i l l - p a i d  te a c h e rs , re p o r te rs  
and b ro ad caste rs  -  th e  p layw rights Charles Wood, Tom Stoppard 
and P e te r N ichols, and the  fu tu re  n o v e lis t  and d i r e c to r  of th e  
Cheltenham L ite ra ry  F e s t iv a l ,  A.C.H.Smith, among them. They 

: formed a l i t t l e  group fo r  m utual c r i t ic is m  and p ro te c tio n , and 
 ̂ shared a d is l ik e  of fa sh io n ab le  n a tu ra lism . 16.

O thers of Wood’s B r is to l  connections were mentioned in  Chapter I .
One of them, Geoffrey Reeves, was asked to  d ire c t  Dingo s in ce  i t  had
been decided to  give th e  p lay  a p ro fe ss io n a l p ro duction . Reeves
was a p a r t ic u la r ly  good choice because he had been P e te r Brook’s
a s s is ta n t  f o r  US, th e  im provised anti-V ietnam  War p la y  p resen ted  by
th e  RSC in  1966. Reeves had unsucces s i a l ly  t r i e d  to  invo lve  Wood
i n  the  p roduction  o f  US as the  main playw right who would have scu lp ted
a f i n a l  t e x t  from th e  a c to r s ’ im prov isa tions, and i t  i s  tem pting to

- consider th e  d ire c tio n  Wood’s w ritin g  ca ree r might have tak en  had he
chosen to  work w ith Brook ra th e r  than  L e s te r . However, Reeves
decided to  b rin g  to  B r is to l  as many as p o ss ib le  o f th e  RSC ac to rs
who had perform ed in  US, and who were th e re fo re  experienced  in
experim ental work and im prov isa tion , and had formed opinions on th e
n a tu re  o f war. Money was very  shorb indeed, and th e re  was no hope
of an expensive ’p r e s t ig e ’ production  a t  th e  A rts C en tre , th o u ^  i t
was e n t i t l e d  to  a sm all A rts Council g ran t fo r  p u tt in g  on a new p la y .
For fo u r weeks of demanding re h e a rs a ls , which in c luded  d r i l l i n g  in
uniform  w ith  d r i l l  r i f l e s  fo r  a t  le a s t  h a l f  an hour a day in  the
gardens o f th e  square ou tside  (a method of which Joan L ittlew ood would
c e r ta in ly  have approved), th e  main a c to rs  -  Tom Kempinsfci, Leon L issek ,
E r ic  A llen , and Henry Woolf -  were pa id  £90 each, w h ils t  Reeves
rece iv ed  £100. Wood, to o , came o ff  ra th e r  bad ly  f in a n c ia l ly .  The
A rts Centre was to  r e ta in  the  a u th o r’s ro y a lty  o f 7 ^  o f th e  gross ' 
tak in g s  of th e  run  to  o f f s e t  th e  lo ss  they  expected to  make -  and d id .
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A clause  in  the  au th o r’s co n trac t w ith  th e  A rts Centre s ta te d  th a t

. . . t h e  Author wishes th e  B r is to l  A rts Centre to  rece iv e  a l l ^ _ 
r o y a l t ie s  froni th e  sa id  Play a t  o th e r th e a tre s  and from te în v is io n  
and rad io  up to  and u n t i l  any lo s s  in cu rred  by th e  B r is to l  A rts  
Centre has been f u l ly  recouped and th e  Agent agrees to  pay to  
th e  B r is to l  A rts Centre a l l  earn ings frcm the  s a id  P lay to  
cover t h i s . 17• '

S ince th e  o v e ra ll  d e f ic i t  on th e  p roduction , in  s p i te  of th e  low 
s a la r ie s  and r id ic u lo u s ly  sm all p roduction  expenses o f some £150, 
was £728 (underw ritten  by th e  A rts Council so th a t  th e  f i n a l  f ig u re  
was £3U7*11.2 d .) ,  i t  meant th a t  a l l  Wood’s income from th e  p la y  u n t i l ,  
in  f a c t ,  1970, when i t  was performed a t  th e  L ib rary  T hea tre , M anchester, 
was given to  the  A rts C entre. The pauper’s ex is ten ce  o ffe red  by 
th e  th e a t re  in e v ita b ly  meant th a t  Wood would concen tra te  on th e  more 
lu c ra t iv e  f ilm  medium, thus le ssen in g  the  p o s s ib i l i ty  o f h is  becoming 
a m ajor f ig u re  in  Drama.

The yea.r when Dingo reached th e  s tag e , 19&7, a lso  saw th e  re le a se  
of Wood’s f ilm  ’How I  Won th e  War’ , d ire c te d  by R ichard L e s te r . The 
f i lm  was a lso  s e t  in  th e  Second World War, and needs to  be examined in  
r e la t io n  to  th e  p lay  as evidence of th e  w r i te r ’s trea tm en t of the  same 
su b je c t in  d if f e r e n t  media. This cannot be done adequate ly  w ithout 
some re fe ren ce  to  the  working methods of the  two d i r e c to r s ,  and any 
in flu en ces  they  might acknowledge. In  f a c t ,  both d ire c to rs  s t r e s s  
th e  im portance of B recht in  t h e i r  work. Reeves, speaking of had 
s a id

. . . i f  Charles Wood had been w ith  u s , i t  could have been a r e a l  
B rech tian  r e s u l t ,  much t ig h te r  and c lo se r  to  th e  e f f e c t  we 
aimed a t .  18.

w h ils t L es te r re p lie s  to  Joseph Gelmis’ question  • ’Would you desc rib e
th e  a l ie n a t io n  e f fe c t  of your pasteboard  ch arac te rs  in  (the  Bed-
S i t t in g  Room’ ) or ’How I  Won th e  War’ as B rech tian ’ w ith ;
/ Not in  th i s  f ilm . But in  ’How I  Won the  War’ a b so lu te ly .

C onsciously and deteim inedly . The a lie n a tio n  th a t  I  meant in  
’How I  Won th e  War’ i s  th a t  a t  th e  moment th a t  a c h a ra c te r  was 
in  danger of a t t r a c t in g  your sympathy because of h is  performance 
you tu rn ed  on th e  audience and s a id ;  "Don’t  fo rg e t th i s  i s  a f ilm  
you’re  watching and I ’m an a c to r  and I ’m p lay ing  t h i s  p a r t .
And i t ’s not t h i s  I  want to  g e t over. I t  i s  something b ig g e r 
th an  Coipioral Transom I  want to  t a lk  abo u t."  T hat, in  a s o r t  
o f A rturo  Hi fe e lin g , i s  what I  meant by a l ie n a tio n  in  ’How I  
Won th e  War’ . 19.
Any an a ly s is  of Dingo and ’How I  Won th e  War’ , th e n , needs to  

ta k e  cognisance of a d is t in c t iv e  B rech tian  in flu en ce  which can be 
d e te c te d  no t only in  th e  u tte ra n ce s  of th e  d ire c to rs  b u t in  th e  strong  
l in k s  w ith  L ittlew ood and Brook. Wood’s own f i r s t - h a n d  experience 
of T h e '^ re  Workshop, h is  e a r l i e r  experience of ’w ork ing-class th e a t r e ’ .
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and music h a l l  provided a firm  base fo r  th e  development o f an ep ic
form of h is  own, p a r t ic u la r ly  in  th e  th e a t r e .  Besides adm itting
th e o r e t ic a l  in flu en ces , both d ire c to rs  have o u tlin ed  th e  assum ptions
on which th ey  based th e i r  re h e a rsa ls  and p re se n ta tio n s . Reeves,
arguing in  the  idiom of Brook’s Ü3, suggests th a t  he was concerned
w ith  chaLleng.ing e x is tin g  a t t i tu d e s  to  th e  War which he th in k s  are
based on f a l s e  prem ises:

Dingo wasn’t  about the  Second World War -  i t  was about th e  images 
of war which, since 19i;5^ we’ve been to ld  th e  war was a l l  abou t. 20.

Reeves admits th a t  he i s  unable to  a s s e r t  th e  t r u th  o r f a l s i t y  o f th e se
images o f war, bu t advocates a d ia le c t ic  th e a t r i c a l  approach to  a ttem pt
to  reach  a conclusion .

'  . .  .C harles and I  a re  bo th  to o  young to  have fought in  th e  war -
we don’t  know the  a c tu a l t r u th .  We were question ing  th e  c re d ib 
i l i t y  of those images of war by tak in g  them a p a r t ,  pushing them 
to g e th e r again , te s t in g  th e i r  power. 21.

L e s te r , d ir e c to r  o f the  f ilm , poses questions about th e  a f te r - e f f e c t s
o f th e  War, and i s  concerned w ith  i t s  contemporary re lev an ce :

' I ’m looking a t  th e  war from today and say ing : "What i s  i t  about? 
What has i t  re s u lte d  in?  What has i t  achieved?" .2 2 .

As an American, L este r i s  unable to  take  Reeves ’ more o b jec tiv e
s tan c e , and p o s i ts  a more p e rso n a lly  Involved, em otional response to
conteïïÇ)orary problems through an ex p lo ra tio n  of th e  War:

/ ,
’How I  Won th e  War’ was made about my fe e lin g s  towards th e  
Vietnam War. 23.

Wood h im se lf i s  more outspoken th an  h is  d ire c to r s ,  responding to  war
from a s tan d p o in t of moral in d ig n a tio n :

There i s  such a th in g  as a ju s t  war u n t i l  th e  f i r s t  sh o t i s  
f i r e d ,  untiLl th e  f i r s t  person i s  k i l le d ,  u n t i l  th e  f i r s t  f i l t h  
s t a r t s .  I t ’s f i l t h y  from th a t  moment on. 21;.

This very  p o s i t iv e ,  g en era lised  an ti-w ar statem ent g ives a w ider
p e rsp ec tiv e  to  h is  more sp e c if ic  comments on th e  l a s t  War:

C h u rch ill always ta lk e d  about th e  Empire. We d id n ’t  f in d  out 
u n t i l  i t  was n e a rly  over th a t  i t  had been a crusade to  save th e  
Jews. The r e a l  reasons fo r  going to  war were p u re ly  p o l i t i c a l .  
Someone was looldng a t  us across th e  sea again , and we were a f r a id  
th a t  we were going to  be occupied. 25.

Wood i s  th e re fo re  t o t a l l y  re je c t in g  th e  w idely-held  B r i t is h  conception
of th e  War as a ju s t  and necessary  response to  th e  unacceptab le  ru le
of Fascism (which would have been negated anyway in  h is  view as soon
as th e  f i r s t  shot was f i r e d ) ,  and sees i t  in s te a d  as an i s o l a t i o n i s t
response to  th e  problem of expansionism, m anipulated by p o l i t i c i a n s .
This view of th e  War i s  more o v e rtly  p o l i t i c a l  th an  those  o f h is
d ir e c to r s ,  and h is  comments on C hurch ill and th e  Empire s e t  up s p e c if ic
ta rg e ts  f o r  a t ta c k . His w ritin g  w ells from h is  in d ig n a tio n  a t  th e

s t u l t i f i e d  and p riv ile g e d  so c ie ty  which, as h is  e a r l i e r  p lay s  show, th e
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Army re p re se n ts  so c le a r ly  fo r  him, and he uses h is  in v e c tiv e  ra th e r  
than  h is  i n t e l l e c t  in  order to  pour scorn on cherished  id e a ls ,  i n s t i t 
u tio n s , and g re a t f ig u re s  of the  recen t p a s t .  He* i s ,  l ik e "  lies t e r ,  ”
t o t a l l y  involved w ith h is  m a te ria l a t  an em otional le v e l ,  though 
co n sta n tly  employing a lie n a tio n  techniques fo r  i t s  p re se n ta tio n , 
working very  much in  the  L ittlew ood t r a d i t io n .  P e te r H a ll, D irec to r 
of th e  N ational T heatre , has o u tlin ed  very  c le a r ly  th e  d iffe ren ces  
between Brook and L ittlew ood, and d e sp ite  Reeves’ more detached 
a t t i t u d e , Wood’s p lay  leans more to  L ittlew ood than  Brook:

P e te r i s  an in te l l e c tu a l  to  h is  f in g e r  t i p s .  He’ s economic, 
h e ’s c h ic , h e ’s su rp ris in g , he illu m in a te s  l ik e  a la s e r  beam.
Joan’s th e a tre  was about energy, v i t a l i t y ,  blood and sentim ent.
I t  could be very  common, i t  could be very  v u lg a r. But i t  was 
very  a l iv e . 26

In  form, to o , th e  p lay  i s  very  much in fluenced  by th e  same 
c o n tin e n ta l th e a t r i c a l  techniques developed by Theatre Workshop, which 
widen i t s  p re se n ta tio n  methods frcm a pedan tic  dependence on B rechtian  
th eo ry  alone to  a free -ra n g in g , a n t i - n a tu r a l i s t i c  s ty le  developed by 
Wood and Reeves to  accommodate the  a u th o r’s s t r ik in g  images. As 

"C liv e  Barker has po in ted  ou t, s ty le  in  production  was an im portant 
concept in  th e  work of Theatre Workshop, and Wood’s methods a re  d e r
ived  from s im ila r  sources :

. . .  you could use Music H a ll s ty le s ,  you could use Marx B rothers 
clowning, you could use p a s tic h e , parody and s a t i r e ,  and you could 
use moments of in ten se  rea lism  w ith in  the  one p roduction . Or 
you could use d ire c t  con tac t w ith the  audience, no t uncommon in  
Joan’s work. They are  a l l  from the  Continent and th e y ’ve a l l  
been used b e fo re . What Joan d id , as d id  Copeau and R einhard t, 
was to  tak e  themes, id eas , concepts and b rin g  them to g e th e r to  
c re a te  th e  work th a t  was r ig h t  fo r  th a t  tim e. 27.
I  s h a l l  now examine the  p lay  i t s e l f ,  focussing  on i t s  th e a t r ic a l

p re se n ta tio n ; Wood’s handling and development of c h a ra c te r , p a r t ic u la r ly
—Dingo’s ; and the  p la y ’s c r i t i c a l  re c ep tio n . A co n sid e ra tio n  of th e

f ilm  ’How I  Won th e  War’ w i l l  fo llow , and ccmparisons w il l  th en  be drawn
between p la y  and f ilm . For the  purposes of c l a r i ty ,  I  s h a l l  r e f e r  to
th e  o r ig in a l  ty p e w ritte n  s c r ip t  fo r  subm ission to  th e  N ational Theatre
as ’Dingo’ I  (a ) ,  th e  f in a l  ty p ew ritten  v e rs io n  of th e  te x t  a c tu a lly
p resen ted  a t  B r is to l  as ’Dingo’ l ( b ) ,  th e  pub lished  th re e -a c t  Penguin
e d it io n  o f 1969 as Dingo I I  , and th e  Methuen rev ised  tw o-act e d it io n
of 1978 as Dingo I I I .  Dingo I I , besides being longer than  ’Dingo’ 1 (a ) ,
has a t o t a l l y  d if f e r e n t  ending, and was th e  te x t  perform ed a t  the  Royal
Court in  November, 1967, w h ils t Dingo H I  re v e r ts  to  two a c ts ,  re le g a tin g
some of th e  Dingo I I  th i r d  a c t scenes to  o p tio n a l appendices. This was
th e  v e rs io n  perfo m ed  by the  RSC in  June 1976, and January 1978.

Judged by th e  evidence of te x t  a lone , read  in  th e  s a fe ty  of th e
s tudy , th e  p la y  could e a s i ly  be sa id  to  be n a s ty , b ru t is h , and long.
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b u t the  e ffe c tiv en e ss  of the  stage production , p h y sica l in  i t s  im pact, 
depended on the  a u ra l  q u a li ty  of the  language which was in te n s if ie d  by 
th e  pox-rerful th e a t r ic a l  images. L in g u is tic a lly , Wood uses the  rhythms 
of th e  D r i l l  Manual, the  re p a rte e  of the  Music H a ll, th e  strange jargon  
of th e  b a rrack  room, and the  unctuous p o l i t i c a l  or p seu d o -re lig ious 
s ta tem en t, to  make a weird and o r ig in a l p o e try , which i s  g re a tly  h e ig h t
ened by th e  v is u a l con tex t.

Any expec ta tions of a n a tu r a l i s t i c  th e a t r ic a l  approach to  War which 
an audience might have had, were com pletely e rad ica ted  by th e  f i r s t  
s tag e  d ire c t io n s :

The whole of th e  Western D esert during the  Second World War ag a in s t 
the  Germans. A ll of i t ,  from a sm all b i t  of i t .  28.

At B r is to l ,  Wood designed the  p lay  h im self, which gave him a unique
opportun ity  to  develop th e  form as w ell as the  content of th e  p lay
through p r a c t ic a l  experim entation . A sec tio n  of h is  c o n trac t fo r  th e
B r is to l  p roduction  s ta te s  th a t :

The Author s h a l l  have the  r ig h t  to  a tte n d  a l l  re h e a rsa ls  of th e  
s a id  P lay and s h a l l  design th e  s e t  and costumes w ithout payment 
of a fe e . 29.

i
He achieved the  Western D esert e f fe c t  by festoon ing  th e  s tage  w ith
camouflage n e ts ,  and pouring tons of sand in to  bags. The production
p h o to g ra p h s  from  B r i s t o l  (se e  A ppendix C) g iv e  some id e a  o f  th e

im p re s s iv e  v i s u a l  im pact o f  th e  p la y ,  and a B re c h tia n  n o te  was s t r u c k

by Wood’s d ism antling  of an e x is tin g  cyclorama to  expose th e  back w all
o f th e  th e a t r e .  The l ig h t in g , to o , i s  f u l ly  v is ib le .

Wood uses th e  f i r s t  scene of the  p lay  (cu rio u s ly  enough he uses
a c t  and scene d iv is io n s  ra th e r  th an  an ep ic  sequence of in d iv id u a l
s c e n e s )  t o  in tro d u c e  Dingo and Mogg to  th e  au d ie n c e  i n  a  s h o r t ,  a lm o s t

B eck e ttian  opening, in  which th e  two s o ld ie rs , who appear to  be
m i l i t a r y  v e r s io n s  o f  V la d im ir  and  E s tra g o n  w a i t ,  and  p a s s  th e  t im e ,

communicating in  t e r s e ,  rhy thm ical in te rch an g es . The f i r s t  a c t th en
b u ild s  through a s e r ie s  of r e la t iv e ly  sh o rt scenes, to  a s u r r e a l i s t i c

c lim a x . R eeves e x p la in e d  th e  e v o lu t io n  o f  t h i s  s t r u c t u r e :

The d e se r t design  was an easy s ta r t in g -p o in t ,  one was aware of 
lead ing  people in .  But we s t i l l  l i t  the  f i r s t  a c t  very  romant
i c a l l y  -  we pu t in  the  Rommel scene, the  f ro n t-c lo th  gag scene, 
to  d e l ib e ra te ly  prepare  th e  ground fo r  C harles’ brand of s u r re a l
ism . 30.

In  f a c t ,  Rommel d id  not appear in. the  ’Dingo I ’ v e rs io n s . He only f u l l y  
e x is ts  in  Dingo I I ,  and i s  banished to  an o p tio n a l appendix-in  Dingo I I I . 
The ̂ th e a tr ic a l  p re se n ta tio n  of h is to r ic a l  ch arac te rs  i s  a new d ep art
ure  f o r  Wood, bu t i s  analogous w ith  the guying of C ouncillo r Smith in  
’Meals on 'Wheels ’ , and provides an in te re s t in g  dram atic te n s io n  between ' 
th e  f i c t i t i o u s  so ld ie rs  who provide a more u n iv e rsa l, and, in  the  
a u th o r’s view, more t r u th f u l ,  p ic tu re  of th e  s o ld ie r  a t  war than  th e
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o v e r-p riv ileg e d , d is tanced  commander, unaware of the  r e a l i t i e s  of 
su f fe r in g . A fte r Rommel’s e x i t ,  a Comic i s  in troduced  in to  the
a c tio n . -He proceeds-to  e n te r ta in  th e  troops a n d ,-a t  o n e -p o in t" in -------
h is  p re se n ta tio n , wears a b e re t  w ith  two badges as th e  r e a l  F ie ld  
M arshall Montgomery had done. In  the  previous scene, Rommel had 
worn th e  long b lack  le a th e r  coat made famous fo r  a g en era tio n  by 
new sreels, war f ilm s , and newspaper photographs. Using s im ila r  
v is u a l  re fe ren ces  (e .g . ’The Comic pu ts on a b e re t  w ith two badges

O']

in  i t ’ ) , Wood makes th e  Comic look l ik e  Montgomery, and parodies 
some of h is  wartime speeches through the  Comic’s language. Although 
th ese  two ch arac te rs  are  f a c tu a l  f ig u re s  Wood makes no attem pt to  
make them r e a l i s t i c  nor give them a documentary fu n c tio n . In s tead , 
th ey  a re  used as cartoons, c a r ic a tu re s  of a well-known f ig u r e ’s 
g en e ra lly -rece iv ed  image to  question  th a t  image’s v e ra c ity .

Another o f f ic e r  i s  in troduced  in to  the  f i r s t  a c t .  He i s  not 
g iven a name bu t i s  a Navigating O ffice r , and, s in ce  a t  t h i s  stage in  
Wood’s drama, a l l  o f f ic e rs  a re  by d e f in i t io n  id io t s ,  he i s  h o p e lessly  
l o s t ,  cycling  around the  s tage  in  ever-decreasing  c i r c l e s . The u t t e r  
cynicism  of th e  two s o ld ie rs .  Dingo and Mogg, i s  shown when, b i t t e r l y  
re se n tin g  o f f ic e rs  in  g en era l, th ey  send him o ff  in to  a m in e fie ld . 
Then, in  an attem pt to  re lie v e  t h e i r  boredom, and th e i r  in e v ita b le  
sexua l f r u s t r a t io n ,  th ey  m asturbate. This expression  o f human 
m isery  and d esp a ir i s  t r e a te d  very  c a re fu lly  by Wood and th e re  i s  
no attem pt to  make i t  d a rin g ly  s e n sa tio n a l. The idea  i s  in troduced  
by an e r o t ic a l ly  p o e tic  speech re la t in g  the  male s e x u a lity  o f the  
r i f l e  b o l t  to  th e  female breech b lock , then  a sh o rt exchange of 
d ia l ogue which emphasised th e  d e se rt heat and th e  s o ld ie r s ’ in e r t i a  
( ’The wonder i s  th a t  they  t a lk  a t  a l l  w ith  th i s  c a r tr id g e  case hot
and expanded a f te r  f i r in g  t ig h t  in  th e i r  b lack  mouth b reech es’ )^^
/

follow ed by w ild  notes of music which reso lve  them selves in to  a b e l ly
dance. The so ld ie rs  dance, and th en :

They l i e  f l a t .  Aims out f l a t  in  the  now hard  overhead sun,
and-then  they  m asturbate. 33.

Approached in  th i s  way, th e  whole sequence becomes a h ig li ly -s ty l is e d
and pow erful th e a t r ic a l  statem ent on f r u s t r a t io n ,  la c k  o f fu lf i lm e n t,
and th e " to ta l  i s o la t io n  of the  s o ld ie r  in  war.

The Rommel scene in te r ru p ts  t h e i r  fa n ta sy  and, a f t e r  h is  e x i t ,  a
new -character, Tanky, appears. His en trance b rin g s  w ith  i t  one of
th e  most ap p a llin g  th e a t r ic a l  images of the  h o rro r o f death  in  war, a
savage modern v ers io n  of Wood’s f a th e r ’s scene from Mademoisell e

From Aime n ti ^ r e s :
CHALKY has been burned to  death  in  a s i t t i n g  p o s i t io n . He i?  
b lack ; charred , th in  as a b lack , d r ie d - in - th e -su n , long-dead 
bean. 31;.
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The photograph (see Appendix C), gruesome though i t  i s ,  i s  q u ite   ̂
unable to  convey th e  f u l l  n ightm arish  impact of th e  to rso  on s tag e .
At B r is to l ,  in  a sm all auditorium , i t  was uncom fortably c lo se , inescap 
a b le , and, long a f t e r  o th e r p a r ts  of the  p lay  had vanished from th e  
memory, i t  remained, seared  in to  th e  mind. Again, Wood emphasised 
the  power of th e  image w ith  v iv id ly  app rop ria te  language, hammering 
h is  p o in t s t i l l  h arder in  the  th e a tre  by making Dingo speak d i r e c t ly  
to  th e  audience:

No i t ’ s grotesque -  and i t ’s not Chalky. Do you 
th in k  we’d make a m istake l ik e  th a t?  Do you th in k  
th a t  b la ck , burn t up, high in  the  sun s tin k in g  charred  
o ld  to o th y  o ld  je rk  of raw m a te r ia l i s  a B r i t is h  swaddie 
do you? Do you th in k  we’d r i s k  offending every 
mother here to n ig h t w ith  u n lik e ly  looldng m a te r ia l.
H ighly upset th e y ’d be . T ha t’s enemy. No B r i t is h  
s o ld ie r  d ies  l ik e  th a t .  T ha t’s enemy. You won’t  f in d  a 

- photograph, a s ta tu e , a p a in tin g  of a B r i t is h  s o ld ie r  l ik e  t h a t . 35.
Our rece iv ed  images of war. Wood and Reeves a re  saying , have le d  us to
b e lie v e  th a t  our loved ones d ied  nobly, and c lean ly , on th e  f i e l d  o f
b a t t l e ,  whereas th e  enemy gained th e  ju s t  reward fo r  h is  savagery.
Chalky’s corpse i s  a s tro n g ly  a n t i th e t i c a l  th e a t r ic a l  response to

j
th i s  p a l l i a t i v e .  This scene then  b u ild s  to  i t s  s u r r e a l i s t i c  clim ax
and ends th e  f i r s t  a c t .

' An in te r v a l  follow ed Act I  in  B r is to l ,  but Reeves and Wood,
fo llow ing Brook’s precedent in  IB, provided an a l te rn a t iv e .  Wood
expresses h is  opinion on in te rv a ls  in  h is  Preface to  Vete i ^ s :

I  h a te  in te rv a ls ,  because I  never know what to  do except t a lk  
and I  would l ik e  my plays to  have a l te rn a t iv e  e n te r ta in m e n t.. .  
in te r v a l  p lays or f i lm s .36.

At B r is to l ,  th e  house l ig h ts  were brought up, and a cinema screen
shoxfed new sreels of P rincess E lizab e th , Glenn M ille r , and th e  White
C lif f s  of Dover, though any hopes th e  audience might have e n te r ta in e d
of a b r i e f  r e s p i te  from th e  h o rro r through a walloxf in  n o s ta lg ia  were
sh a tte re d  by th e  h o r r i f ic  shots of German so ld ie rs  cavorting  w ith  t h e i r
g i r l  f r ie n d s  over th e  corpses of th e  commandos who had taken  p a r t  i n  the
a b o rtiv e  Dieppe Raid.

The f ilm  show used sane of th e  same new sreel sho ts which l e s t e r
in s e r te d  in to  th e  a c tio n  of ’How I  Won the  War’ , thus p rov id ing  an '
in te r e s t in g  p a r a l le l  w ith  th e  f ilm , b u t, besides m ain tain ing  the
momentum of th e  p lay , a lso  enabled a smooth t r a n s i t io n  to  be made i n  the
p la y *8 s e t t in g  from th e  h eat of th e  d e se rt to  th e  c h i l l  of Europe. The
second a c t changed the  scene f ra n  th e  l im it le s s  space o f North A frica  to
th e  drab confines of a prison-camp c e l l  in  Germany. Wood c lea red  th e
stag e  of sand and now festooned i t  w ith  barbed w ire :

The w ire i s  on frames dropped in  and g e ts  sm aller and t ig h te r  as 
i t  recedes up s tag e . So th a t  th e  e f fe c t  i s  of barbed w ire s t r e tc h 
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in g , sometimes f id d le  s t r in g  ta u t  and sometimes looping in  
c h a r a c te r i s t ic  tw ir ls  -  as f a r  as th e  eye of a p r iso n e r  can s e e .
There i s  room between the  frames fo r  movement. S.earchlighdbs ...
■pluck th e  w ires and the  wind makes th e  sound. 37-

L igh ting  i s  again  given proiTiinence, and i s  used to  change th e  mood
and tone of th e  p lay  from Reeves’ ’rom an tic’ f i r s t  a c t  to  a h a rsh er
d e p ic tio n  of th e  e sc a la tio n  of th e  c o n f l ic t ,  w h ils t  th e  sound of th e
wind i s  th e  f i r s t  e f fe c t  in  a sound tra c k  which accompanies sec tio n s
of th e  a c t in  a cinem atic way, and which culm inates in  th e  w ailing
o f th e  Jews and a l l  mankind in  the  f i n a l  sequences.

A boxing r in g  was s e t  up in  th e  m iddle o f th e  s ta g e , presum ably
to  add s t i l l  more to  the  sense of confinement in  a p r iso n  ( i t  i s
l i t  by a sm all bulb dangling above i t ,  r a th e r  l ik e  th e  s in g le  l ig h t
in  th e  ra ilw ay  compartment of P r is oner and E s c o r t) ,  and to  g ive th e
im pression  of being in  a c e l l .  W hilst th e  r in g  confines some of
th e  a c tio n  i t  f a i l s  as a s tage  device to  d e fin e  th e  a c t io n , s ince
one expects some of th e  w ar’s c o n f l ic ts  to  be exp lained  by i t ,  or
th a t  th e  id e a  of war as a b r u ta l  game might be explored  th rough  i t .
In  t h i s  re s p e c t ,  i t  has s im ila r  d e fec ts  to  th e  Toy T heatre in  H, which
i s  to  be d iscu ssed  in  ChapterW , and th e  id ea  was somewhat d e r iv a t iv e ,
having a lre ad y  been used by Brecht as th e  s e t t in g  f o r  h is  K leines
Mahagonny. Indeed, th i s  s ta rk  s e t t in g  i s  covered over i n  th e  second
scene by a fa v o u r ite  Wood dev ice, a Music H a ll s ty le  f r o n t  c lo th  to
s e t  th e  a c t io n  of th e  p lay  in  th e  con tex t of th e  Normandy Landings:

A f ro n t  c lo th  which i s  a badly  drawn map of th e  European th e a t r e  
of w ar. "The Bloody Beaches of Normandy" on th e  map i s  l i t  by  
a s p o t. 38.

The Comic/Montgomery has a s e r ie s  of monologues, which a re  r e a l ly  a 
.c o lla g e  of l e t t e r s ,  s ta tem en ts , and views on war from a v a r ie ty  of 
p eop le , which he perform s in  f ro n t  o f th e  c lo th . In  Dingo H I  , 

—ano ther scene-(A ct 2 sc.U ) i s  p e rfo m ed  by th e  Comic as a so lo  
v e n tr i lo q u is t ,  s i t t i n g  on a la v a to ry  w ith  two puppets resem bling 

-C h u rc h il l  and Eisenhower. Although th e  b a s ic  fo m  i s  t h a t  o f th e  
Music H a ll, th e  con ten t i s  sh arp ly  s a t i r i c a l ,  causing th e  t h e a t r i c a l  
balance to  s h i f t  towards th e  s tro n g ly  d e lin e a te d  s ty l i s a t i o n  o f a g i t -  
prop .perform ances ( in  which ch a rac te rs  were o f te n  d ispensed  w ith , and 
rep re se n te d  by a m a rio n e tte ) .

For th e  th i r d  scene. Wood removes th e  c lo th  and s e ts  a perform ance 
o f W ilde’s The Lmnortance of Being E arnest in  th e  con tex t o f th e  p r iso n  
camp. The p r iso n e rs  perform  i t  in  drag f o r  th e  b e n e f i t  o f t h e i r  
c a p to rs , and Wood uses th e  scene to  parody th e  id e a  of th e  ’c l a s s i c ’ 
p r iso n  camp escape ( i t  was a device a c tu a l ly  used a t  C o ld itz ) . W hilst 
Gwendoline and C ice ly  tak e  te a  se v e ra l o f th e  s o ld ie rs  d isap p ear doxm.



-71-
trapdoors  on s ta g e , and the  p o r tly , id io t i c  German Commandant, *a

39George Grosz c h a rac te r  come to  l i f e ' ,  looks on b en ig n ly . This 
m ention of Grosz (only in  'D ingo' 1 ( a ) ) ,  re in fo rc e s  th e  s trong  a g it-p ro p  
elem ent in  the  p la y , and i s  rem in iscen t of th e  L ittlew ood p roduction  o f 
H asek 's The Good S o ld ie r  Schweik in  1955/6. The Commandant, 
p layed  as he was in  B r is to l  by a very  t a l l  (6 'I;'') a c to r ,  wearing a 
P ickelhaube, made ano ther p a r t ic u la r ly  s tr ik in g  v is u a l  image, and 
th e  re fe ren ce  was dropped from th e  l a t e r  v e rs io n s  presum ably because 
t h i s  a c to r  was no t a v a ila b le . Wood, w ith  h is  own background as 
c a r to o n is t  and c a r i c a tu r i s t ,  c le a r ly  recognised  th e  q u a l i ty  o f Grosz* 
savage sk e tch es. G rosz' work w ith  P is c a to r , h is  i l l u s t r a t i o n s  of 
H asek 's novel, and linlcs w ith  the  Neues S a c h lic h e it movement in  p o s t-  
World War One Gerioany, make him a very  ap p ro p ria te  source fo r  a p lay  
dea lin g  w ith  s a t i r e  and an ti-w ar sen tim ent.

The f i n a l  scenes sprawl acro ss  th e  s tag e . Bodies s t i l l  hang 
on th e  w ire , b u t th e  whole c a s t i s  paraded to  welcome th e  'V ic to rio u s  
A llie d  Armies ' .  The ensemble remains on stage  and perform s a 
Memorial s e rv ic e , w ith  hymns and p ray e rs , a m edal-giving ceremony, 
and th e  acceptance of th e  German Army's su rrender (sym bolised by th e  
Comic tak in g  th e  Commandant's f la g  and sword); th e  x failing  of th e  Jews 
i s  e e r i ly  juxtaposed w ith  the  sing ing  of ' Je ru sa lem ',  and th e  s o ld ie rs  
queue to  see th e  h o rro r of th e  C oncentration  Camps. F in a lly , th e  
Comic, now im ita tin g  C h u rch ill, in v i te s  everyone to  jo in  him in  th e  
jo y fu l ly  dep reca to ry  a c t  of u r in a tin g  on th e  West W all of H i t l e r 's  
Germany, and, a f t e r  a b lackou t to  accommodate th i s  a c tio n  and change 
th e  mood from jo c u la r  to  s e r io u s , th e  whole c a s t g a th ers  f o r  a f i n a l  
ta b le a u  as Tanky's accusato ry  r e p e t i t io n  of C h u rc h ill 's  a lle g e d  g u i l t  
f o r  h is  death  ends th e  p lay .

An exam ination of Wood's scen ic  o u tlin e  has shown a succession  of 
pow erful v is u a l  images s e t  in  th e  con tex t of popular th e a t r i c a l  forms 
l ik e  music h a l l  and a g it-p ro p , which enable him to  cope w ith  an 
extended range of m a te r ia l  and c h a ra c te rs . The v a s t  s p a t i a l  and 
tem poral scope of th e  p lay  demanded a more ep ic trea tm en t th an  h is  
prev ious Army p la y s , and he used montage and co llag e  in  a lo o se ly -  
connected s e r ie s  of scenes ra th e r  than  a t ig h t ly - k n i t ,  lo g ic a l  
c o n s tru c tio n , to  convey th e  fragm entary , confusing , d iso rg an ised  
experience th a t  war and b a t t l e  i s .  These methods s u ite d  th e  s tro n g ly  
s a t i r i c a l  tone of th e  p lay , though the  patchy , review  s ty le  of some 
o f th e  scenes added to  th e  c r i t i c a l  confusion w ith  which i t  was 
g re e ted .

His use of c h a ra c te r , to o , was in  c o n tra s t to  th e  su rface  n a tu ra l
ism of h is  e a r l i e r  p la y s , and h is  deployment o f c a r ic a tu re  as  an '
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a H en a to ry  device opened up new s a t i r i c a l  p o s s ib i l i t i e s .  Although'- 
th e  a u th o r 's  dram atic method shoxfs an im portan t expansion of s t y l i s t i c  
re fe re n c e s , th e  most im portant new fe a tu re  of Dingo' was 'the in tfb -" ' ' 
du c tio n  of o f f ic e rs  in to  Wood's drama. H ith e rto , th ey  had been 
shadowy f ig u r e s ,  on th e  p e rip h e ry  of th e  men's consciousness, though 
shaping i t  in s id io u s ly  and in e v ita b ly . Now, th ey  become im portant 
f ig u re s  in  a w arfare which i s  no t m erely v ic io u s ly  n a t io n a l i s t ic  in  
i t s  e x te rn a l 'n e c e ss ity * , b u t which has an o th er, in te r n a l ,  dimension 
p e rp e tu a ted  by a t t i tu d e s  to  c la s s .  In  Dingo, Wood chooses to  
c a r ic a tu re  o f f ic e r s  u n m erc ifu lly , p re fe r r in g  to  c r i t i c i s e  them from, a 
d is ta n c e , lampooning and scorn ing  them w ithout m itig a tio n , ra th e r  th a n  
examine the  exp ression  of t h e i r  in n e r a t t i tu d e s  and m otives as he d id  
l a t e r  w ith  Havelock. This method i s  germane to  a p lay  rfhich s e ts  out 
to  reexamine a t t i tu d e s  from a c lash  o f o p p o site s , and th e  e s s e n t ia l  
u n r e a l i ty  o f th e  o f f ic e r s ' p re s e n ta tio n  was heightened  by th e  c e n tr a l  
focus on a n a tu ra l is t ic a l ly -c o n c e iv e d  o rd inary  s o ld ie r .  For the  f i r s t  
tim e . Wood named a p la y  a f t e r  a c h a ra c te r , and, u n lik e  th e  low er- 
ran k e rs  of th e  Aimy p lays who had been caaponents of a group (though 
some had made p ro te s ts  and essayed in d iv id u a l i ty ,  bu t were crushed by 
an in ex o rab le  system ). Dingo i s  a p r o te s te r  and su rv iv o r. He i s  th e  
o rd in a ry  s o ld ie r ,  th e  Wood p ro to type  of th e  tru e  B r i t i s h  'sw ad d ie ', 
foul-m outhed and d isp a ss io n a te , w ith  an ambiguous m oral code, but 
u l t im a te ly  unconquerable, a su rv iv o r, who even has an a l t r u i s t i c  sense , 
id io s y n c ra t ic  though i t  i s .  I  s h a l l  now consider t h i s  unique 
c h a ra c te r  in  some d e ta i l  from th e  s tan d p o in t of c h a ra c te r is a tio n , th a t  
i s  how Wood has developed Dingo in  term s of h is  p h y s ica l and m ental 
wants and s t a t e ;  from th e  angle o f h is  fu n c tio n  in  th e  drama as a f i l t e r  

- o f  op in ion , a mouthpiece f o r  th e  a u th o r 's  an ti-w ar sen tim en t, provid ing  
c o n tra s t ,  b a lan ce , and p o la r is a t io n  fo r  th e  heav ily -lo ad ed  s a t i r i c a l  
d ia l e c t i c ;  and as a u n ify in g  f a c to r  who lends some coherence to  th e  
d iv e rse  form of th e  p la y .

D ingo 's very  name suggests th e  low cunning, r e s t le s s n e s s ,  and 
opportunism  of th e  p r a i r i e  dog, a lo n e r , scavenging under cover of 
d a rkness. Like th e  p r a i r i e  dog he i s  faced  w ith  th e  problem of 
s u rv iv a l in  an a l ie n  world where enemies abound, and f o r  Dingo th ese  
ta k e  many forms ( s p e c i f ic a l ly  o f f ic e r s ,  p o l i t i c ia n s ,  and NCOs), and 
a re  by no means confined to  th e  o th e r s id e . A part from th e  form of 
th e  p la y . Wood's f i r s t  d id a c tic  o p p o sitio n  to  p re v a ilin g  dram atic 
convention was to  p re sen t Dingo in  th i s  l i g h t ,  as a coTÇ)lete c o n tra s t 
to  th e  sim ple, k in d ly , lovab le  low er-ranker w ith  h is  good-humoured 

b a n te r  and deference to  su p e rio rs  who had been th e  p ro to type  of th e
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inniGTierable w ar f i lm s  o f  th e  p o s t-w a r  p e r io d .  Above a l l .  D ingo i s '  

a  to u g h , p r o f e s s io n a l  s o l d i e r ,  who, d e s p i t e  h i s  d e f e c t s ,  r e t a i n s  a  

h a rd -e d g e d  com passion  f o r  o th e r s  o f  h i s  c l a s s .  He chose  t o  j o i n  

th e  Army, w e l l  aw are o f  th e  m o ra l consequences o f  h i s  a c t i o n ,  b u t  h i s  

c h o ic e  was made l e s s  a s  a  means t o  j o i n  a  c ru sa d e  a g a in s t  F a sc ism  (a n  

id e a l i s m  he w ould d ism is s  a s  th e  m ybh-making o f  p o l i t i c i a n s ) ,  th a n  a  

way o f  e sc a p in g  from  a  d ra b , u n s k i l l e d  c i v i l i a n  e x r ls te n c e . As th e  

p l a y  an d  w ar w ear on , he  e x p re s s e s  b i t t e r  r e s e n tm e n t a t  t h e  way h i s  

l i f e ,  and  t h a t  o f  every o n e  o f  s im i l a r  w o rk in g -c la s s  o r i g i n ,  i s  sh ap ed  

an d  m a n ip u la te d  b y  th e  power and  ex p e d ie n c y  o f  p r i v i l e g e .  F o r  D ingo , 

t h e  Army r e p r e s e n t s  s e c u r i t y  and  e x c ite m e n t, a  way o f  a v o id in g  th e  r u t .  

As h i s  f e l lo w  s o l d i e r ,  Mogg, t h e  a l l e y - c a t  (whose a m a te u r is h  n a ïv e té  

toT w ards-the Army a l lo i f s  him  t o  succumb t o  i t s  i n s i d i o u s l y  b r u t a l i s i n g  

e f f e c t  and  become a  p a r t i c u l a r l y  n a s ty  NCO), p o in t s  o u t ,  i n  a  s h a rp ,  

c a r t o o n - l ik e  v e r b a l  im age:

T ry  a s  I  may -  I  c a n ' t  s e e  you  s ta n d in g  f o r  a  num ber e ig h t  b u s
p ic k in g  y o u r nose  w ith  th e  edge o f  y o u r  p a p e r .  liO.

S in c e  D ingo , th e  p r o f e s s io n a l ,  u n d e rs ta n d s  o n ly  to o  w e l l  t h e  w o rk in g s
I

o f  th e  Army he i s  a b le  t o  u se  i t  f o r  h i s  own ends a s  w e l l  a s  b e in g  

m a n ip u la te d  b y  i t ,  and  he i s  a b le  t o  e s t a b l i s h  a n  a c c e p ta b le  i d e n t i t y  

f o r  h im s e lf  w i th in  th e  c o n f in e s  o f  i t s  c o rp o ra te  a n o n y m ity . T h is  s e n se  

o f  i d e n t i t y  and  th e  r e t e n t i o n  o f  i n d i v i d u a l i t y  i n  a  r e p r e s s i v e l y  

u n ifo rm  s o c i e t y  i s  n e c e s s a r i l y  m a n if e s te d  b y  a n  in n e r  r e s i l i e n c e ,  

e x p re s s e d  th ro u g h  th e  lan g u a g e  and  a c t i o n  o f  th e  d ram a, f o r ,  e x t e r n a l l y .  

D ingo lo o k s  l i k e  ev ery o n e  e l s e .  I n  th e  f i r s t  a c t ,  he  and  Mogg a p p e a r  

t h u s :

b o o ts  s c u f f e d  xsrhite, h a i r  b le a c h e d  w h i te .
F aces  a r e  b u rn e d , b lo a te d ,  s p la s h e d  xvith g e n t i a n  v i o l e t . h i .

G e n tia n  v i o l e t  i s  u se d  t o  a l l e v i a t e  th e  p a in  o f  t h e  s o re s  w h ich  a r e  

t h e  i n e v i t a b l e  r e s u l t  o f  th e  m e r c i le s s  b e a tin g -d o w n  o f  t h e  d e s e r t  

s u n , and  w hich  em phasise  t h e  i n d iv i d u a l  a s  w e l l  a s  t h e  c o rp o r a te  

p h y s ic a l  s u f f e r i n g  o f  w ar i n  th e  d e s e r t .  I t  was a l s o  u s e d  t o  t r e a t  

t h e  s o re s  o f  u n d e r - p r iv i le g e d  c M ld r e n  i n  th e  p re -w a r  y e a r s ,  o f  whom 

D ingo was p resu m a b ly  o n e . E scape  from  d e a th  o r  w ounding s t i l l  l e a v e s  ' 

t h e  s o l d i e r  t o  combat t h e  e le m e n ts , and  i f  N a tu re  h a s  c o n t r iv e d  t o  

d i v e s t  D ingo o f  some o f  th e  outxsrard v e s t i g e s  o f  h u m an ity  i t  h a s  com bined 

w i th  th e  Army t o  a id  i n  th e  d iT n inu tion  o f  h i s  in d ix d - d u a li ty .  He i s  

d r e s s e d ,  l i k e  ev ery o n e  e l s e ,  i n  y e llo w in g  k h a k i s h o r t s ,  xd .th  webbing 

e q u ip m en t, and  i s  i n  b a t t l e  o r d e r .  L a te r  i n  th e  p l a y ,  i n  t h e  German 

p r i s o n  camp, w here th e  h e a t  i s  exchanged  f o r  a  c o ld  g r e y n e s s ,  t h i s  

sam eness i s  p o r t r a y e d  i n  D in g o 's  rag g e d  u n ifo rm  and  g r e a t c o a t .  The 

u n a l l e v i a t e d  s u f f e r i n g  and  c o n fo rm ity  a r e  compounded b y  t h e  boredom  o f
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ro u tin e  b o th  in  the  d e se r t and th e  p r iso n  camp, and Dingo f in d s  i t '  
s t i f l i n g .  As a low er-ranker th e re  i s  l i t t l e  he can do a c t iv e ly  to  
escape i t ,  b u t, as th e  War g rinds on, h is  resentm ent a g a in s t the  
powers th a t  be who in s t ig a te d  and su sta in ed  th e  War f e s t e r s .  I t  
f in d s  exp ression  in  a s e r ie s  of a r t i c u la te  t i r a d e s  a g a in s t th e  System -  
p o l i t i c i a n s ,  o f f ic e r s ,  and NCOs -  and a l l  who succumb to  th e  inhuman 
a t t i tu d e s  genera ted  by war, wiiich he sees as th e  g lo r i f i c a t io n  of 
v ic iousness., o f inhum anity, and th e  sustenance of unnecessary  s u f fe r 
in g , r a th e r  th an  th e  need to  save c iv i l i s a t io n  by h e ro ic  deeds of arm s.

Dingo i s  n o t, however, m erely a su ffe r in g  s o ld ie r  metamorphosed 
in to  an a r t i c u la te  p o l i t i c a l  opponent of th e  s ta tu s  quo by h is  
circum stances, and Wood o ffe rs  glim pses of h is  fu n c tio n  as a s o c ia l  
being  w ith  an em otional l i f e .  Dingo rev ea ls  th a t  he i s  m arried , and 
th a t  h is  w ife c r ie d  when he l e f t  home to  jo in  th e  Army. In  f a c t ,  t h i s  
dom estic f a c e t  o f D ingo's c h a rac te r  i s  a most im portan t a d d itio n  to  th e  
l a t e r  v e rs io n s  of th e  p la y . There i s  no m ention o f a w ife in  'D ingo ' I  
(a ) ,  b u t she appears in  th e  ex tensive  re w ritin g  Wood d id  f o r  th e  B r is to l  

-p ro d u c tio n  in  'D in g o 'I (b ) . The au tho r m ain tained  h is  convention o f  
r a r e ly  showing women on s ta g e , and D ingo's w ife i s  never seen , though 
h e r  ex is ten ce  as  a woman who epitom ises th e  g r ie f  o f a l l  women whose 
men have l e f t  them lo n e ly  and is o la te d  f o r  th e  War, lends substance 
to  D ingo 's com passionate o u tb u rs ts  a t  th e  f o l l y  of p o l i t i c ia n s  and 
o th e rs . Yet D ingo 's endemic hardness p rec ludes any k ind  of sen tim en ta l 
yearn ing  fo r  fam ily  l i f e ,  and h is  r e la t io n s h ip  w ith  h is  w ife , sketchy  
though th e  in fo rm ation  about i t  in  th e  p la y  i s ,  i s  c le a r ly  n o t a f u l l  
and lo v ing  one (which H avelock 's in  H i s ) .  Dingo uses h is  memory o f her 
th e  f i r s t  tim e she i s  m entioned, a t  th e  end of th e  f i r s t  a c t  ( tr ig g e re d  
by therComic who s t a r t s  a ty p ic a l  m u s ic -h a ll joke w ith  th e  words 'my 
m f e ' ) , - to - p r o te s t  a t  h is  cornrades ' easy  acceptance o f s e n tim e n ta li ty , 
conform ity and th e  s ta tu s  quo. In  a howl of f r u s t r a t io n .  Dingo sh riek s  
an in c item en t to  anarchy as th e  o th e r s o ld ie rs  s o f t ly  s ing  'W e 'l l  Meet 
A gain ' :

For my w ife who c r ie s ,  d o n 't  c ry . Go out and drop your drawers -  
loosen  your b lack o u ts , d o n 't  t e l l  me, bu t l e t  th e  to p  o f your head 
go w h irl w ith  th e  s t i r  of C h u rc h ill 's  c i g a r . . .  f o r  my w ife who 
c r ie s  -  d o n 't  c iy . i|2 .

He inform s us th a t  she c r ie d  because she was unable to  cope w ith  h is
d ep artu re  f o r  th e  War, and th a t  her te a r s  e v en tu a lly  landed  h er i n  a
lu n a t ic  asylum

. . .  which i s  where she i s  today  in  196? • h3»
a s t r ik in g  rem inder th a t  th e  e f fe c ts  of war a re  long l a s t i n g ,  and a
device which g ives th e  p la y  a s ta rk  immediacy tran scen d in g  tim e. She

i s  nex t invoked when Dingo, in  Act 3 s c . 3 , weighed down w ith  th e  h o rro rs
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of war and man*s fo lly ^  fe e ls  a f a in t  p r ic k  o f conscience;
My w ife -  i t  carries as a shock, I  haven*t thought of you once, 
you wouldn*t want me to  th in k  of you in  a l l  t h i s ,  I  haven*t 
thoijght of you once, txd.ce, tw ice I*ve thought o f you tw ice . W:.

This i s  th e  second tim e, s in ce  he d id  not care to  th in k  about her
even xvhen m astu rbating , p re fe r r in g  to  conjure up a fo u l ,  d e a th - lik e
fa n ta sy  image, thus escaping s t i l l  f u r th e r  from drab r e a l i t y .  His
th i r d  re fe re n ce  to  h is  w ife comes ju s t  befo re  the  end of th e  p la y , when
th e  w ailin g  from th e  co n cen tra tio n  camps s to p s , and t h e i r  f u l l  h o rro r
i s  p re sen ted  fo r  p u b lic  in sp e c tio n . By th i s  tim e. Dingo has had
enough of x-rar, and has s ta r te d  to  lo se  h is  g r ip . The s la u g h te r  o f
innocen t c iv i l i a n s ,  and th e  p o l i t i c a l  wrangles fo llow ing  the  su rren d e r
a re  a l l  to o  much f o r  him:

I  want to  go home to  my w ife who c r ie s ,  she has c r ie d  s in ce  th e  
day I  went axmy, she c r ie d  because I  went away -  she c r ie d  a l l  
th e  tim e I  was in  th e  d r i l l  h a l l  down th e  road , she c r ie d  when 
I  moved to  Wembley Stadium, a twopenny bus r id e ,  she c r ie d  a l l  
th e  weekend I  was home, she has c r ie d  since  1939.

Her te a r s  a re  th e  expression  of a g r ie f  which w ells  from a deep,
aching lo n e lin e ss  wliich w i l l  d riv e  h e r in to  the  m ental h o s p i ta l .
That k ind of u t t e r  dependence on ano ther hxrnian being  i s  something
Dingo can n e ith e r  face  nor understand . He sees i t  as an e s s e n t ia l ly
c iv i l i a n ,  and fem inine, t r a i t ,  and th e re fo re , in  h is  te rm s, weak and
d e sp ic a b le . He f in d s  th e  Army*s m indless ro u tin e  more accep tab le
th a n  th e  c iv i l i a n  a l te r n a t iv e ,  p a r t i c u la r ly  because demanding p e rso n a l
r e la t io n s h ip s  can be avoided th e re ,  and he can co n cen tra te  e n t i r e ly
on h is  own su rv iv a l, th e  u ltim a te  s e lf is h n e s s .  This i s  p re c is e ly
xdiat th e  s o ld ie rs  of th e  e a r ly  Army p lays d id , b u t th e  war, and i t s
consequences, co n s ta n tly  impinge on Dingo * s consciousness, c u tt in g
o f f  avenues o f escape in to  deadening ro u tin e  or even e n tic in g  fa n ta sy ,
and fo rce s  him to  be axfare o f th e  su ffe r in g s  o f o th e rs . At th e  end

of th e  p la y . Dingo*s d e sc r ip tio n  o f h is  w ife*s sorrow m ingles w ith
th e  loud  w ailing  of th e  sound tr a c k ,  and even he vo ices a lam en ta tion
on th e  u t t e r  waste of war:

What was th i s  xwailing, i t  was th e  w ailing  o f my w ife  -  i t  was 
th e  w ailing  of m yself, i t  xms th e  w ailing  of a l l  th a t  I  have 
seen d ie  and i t  was no th in g . k6 .

This e sc a la tio n  from the  p r iv a te  and p e rso n a l sphere in to  p u b lic
m a tte rs  s t i l l  embodies an o b s tin a te  d e n ia l to  d isc e rn  any m e rit a t  a l l
i n  th e  war*s outcome, and i s  a b i t t e r  n eg ation  o f th e  n o tio n  o f
s e l f l e s s  s a c r i f ic e  fo r  a b e t t e r  w orld; b u t any g e n e ra lise d  sta tem en t
o f t h i s  k ind n e c e s sa r ily  begs th e  q u estio n  o f th e  Nazi trea tm en t o f
th e  Jews. As a p ro te s t  a g a in s t th e  conduct and p e rp e tu a tio n  o f th e
war he re fu se s  to  jo in  the  queue of s o ld ie rs  xfho go to  gaze i n  ,
shocked axm on th e  h o rro rs  of B elsen and Buchenwald, although  h is
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conscience had been aroused e a r l i e r  in  th e  p la y  by th e  genocide 
is s u e ,  and he appeared to  have accepted  th e  p o s s ib i l i ty  o f a ju s t  
xwar w ith  h is  statem ent *I*d run  th e  h a rd es t war of a l l  fo r  them*

-  E a r l i e r  s t i l l  in  th e  p lay  Dingo had re je c te d  th i s  as a p o ssib le  
reaso n  f o r  f ig h t in g  when, in  a d iscu ss io n  of Chalky* s death  w ith 
Tanky, Wood in s e r ts  ano ther a l ie n a to ry  tim e dev ice :

Tanky: He d ied  to  r i d  th e  w orld of e v i l  -  what about th e
co n cen tra tio n  camps?

Dingo: We don*t know about th o se  y e t .
Tanky: What about th e  Jews?
Dingo; We don*t know about th e  Jews y e t .  i|8 .

By th e  end of th e  p lay . Dingo has r e je c te d  any ju s t i f i c a t i o n ,  and 
cynicism  perm eates h is  be ing :

I t  i s  such a p i ty  th i s  war was not fought fo r  th e m .. .I  miglit
have kept my compassion, I  m ight not have f e l t  g u i l ty ,  which
I  don*t, because everybody w il l  say i t  was fought f o r  them.

I t  was n o t. I t  was fought fo r  a l l  th e  u su a l reaso n s , ij.9*
a s ta tem en t which echoes Wood * s oxm viexf th a t  *the r e a l  reasons f o r  
going to  xfar were p u re ly  p o l i t ic a l* ? ^ ’ I  s h a l l  r e tu rn  to  D ingo's 
s ta tem en ts  about r e s p o n s ib i l i ty ,  g u i l t ,  and p o ss ib le  rem edies l a t e r ,  
f o r  he re v e a ls  much of h im se lf in  th e  e a r l i e r  a c ts ,  and th i s  in fo rm ation  
p rov ides a u s e fu l  con tex t f o r  an exam ination of h is  view s.

D ingo 's abo rted  escapism  has a lre ad y  been no ted . M asturbation 
i s  an u n s a tis fa c to ry  s u b s t i tu te  fo r  sex , and love i s  never even 
m entioned. As a p ro fe s s io n a l s o ld ie r ,  only too  w ell aware o f th e  
dangers o f b a t t l e ,  he i s  unable to  tak e  so lace  in  Mogg's view of 
b a t t l e  as a sub lim âtory a l te rn a t iv e  to  sex . Even s leep  provides him 
w ith  l i t t l e  r e s p i te  from a ha rsh  world fo r  h is  dreams suggest the  
lu rk in g  omnipresence of death . There i s  a coldness and blackness 

- about them, and in  one o f them e i th e r  he o r Mogg i s  dead s in ce  only 
one o f them e x is t s .  This awareness of death  i s  never f a r  from D ingo 's 
consciousness. The bark ing  of dogs o u ts id e  th e  p r iso n  camp, the  
machine guns, th e  weeping, w a ilin g , and scream ing, and C halky 's 
h ideous co rpse , a l l  emphasise i t s  c lo se n e ss . As he s i t s  in  the  p r iso n  
camp contem plating a new c a ree r to  pursue in  the  hopefu l fu tu re  a f t e r  
th e  w ar, death  i s  s t i l l  on h is  mind. He reaso n s, scmexfhat h o p e fu lly , 
th a t  th e  carnage he has seen on th e  b a t t l e f i e l d  w i l l  p rovide him w ith  
a u s e fu l  background f o r  th e  s tudy  of Surgery . There i s  l i t t l e  e ls e  
th a t  so ld ie r in g  has f i t t e d  him f o r ,  except perhaps d igg ing , and h is  

- th o u g h ts  a re  soon on to  digging h is  oxm grave . The thought o f h is  
dying adds f u e l  to  h is  resentm ent a t  p r iv i le g e ,  and he i s  ab le  to  
come to  term s w ith  i t  as he becones aware o f th e  p o s s ib i l i ty  i t  m ight 
o f f e r  him to  r e tu rn  as a ghost to  plague th e  o f f ic e r s  a t  Sandhurst.

His awareness of death  i s  a m o tiv a tin g  f a c to r  f o r  some of h i s ,
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a c tio n s . The n o tio n  of the  h e ro ic  s o ld ie r 's  end on th e  g lo rious
f i e l d  o f b a t t l e  ho lds no appeal a t  a l l  f o r  him. His e s s e n t ia l
s e lf ish n e s s  coupled w ith  an unquenchable d e s ire  to  su rv ive  a t  a ll
co sts  i s  shown in  h is  s u rv iv o r 's  catechism :

The b e s t  p lace  to  be in  a b a t t l e  i s  in  th e  th ic k  of i t ,  only 
w ith  your head down and a look of eager b lo o d lu s t in  your eyes. 
B e tte r  s t i l l  i f  you look confiden t you know where you a re , you 
can d ir e c t  o th e rs  where y o u 're  n o t. 51•

This t o t a l  s e lf -a b so rp tio n  has a d e le te r io u s  e f f e c t  on th e  way he
views th e  su ffe r in g  and death  of o th e rs . In  th e  f i r s t  a c t ,  th e
dying C halky 's screams from th e  burning tan k  rend  th e  a i r ,  but
Dingo makes no move to  h e lp , b lan d ly  suggesting  in s te a d  th a t  Tanly
should  shoot him to  pu t him out of h is  m isery . L a te r , in  th e  same
sequence,-D ingo probes Tanky f o r  h is  r e a l  motive in  wanting to
e x tr ic a te  Chalky from h is  p y re , genuinely  unable to  b e lie v e  th a t  th e re
could be any o th e r reason  except th a t  Chalky owed Tanîy money. This
b i t t e r ,  c y n ica l a t t i tu d e  i s  rep ea ted  in  th e  p r iso n  camp when the
newly-promoted NCO, Mogg, shows h is  subhuman Army s id e  by g ra tu ito u s ly
k ick ing  Tanky's head to  a p u lp . Dingo rem ains, seem ingly unmoved,
p re fe r r in g  to  t a l k  to  W illie , th e  ' lo vab le  ' German guard. There i s
an ex p lan a tio n  f o r  h is  apparent i n s e n s i t iv i t y  and apathy . He t e l l s
us th a t  war has changed him f o r  th e  worse, a su b jec tiv e  view- of h is
own d ec lin e  which Wood develops in  h is  o v e ra ll  dram atic statem ent to
inc lude  everyone in  th e  p lay . Before jo in in g  up. Dingo rexninisces :

I  b rought up my rin g  to  tongue my to e s  a t  th e  s ig h t o f sparrow 
raked  by a c a t . .  .m ention m a te rn ity  w h ils t e a tin g  and I 'd  peck 
a t  my food. ^2.

b u t h is  pre-w ar s e n s i t iv i ty  to  th e  v io lence  o f even the  n a tu ra l  o rd er i s
rep laced  during th e  c o n f l ic t  by  a grim acceptance of th e  ph y sica l
h o rro r  o f w arfare  :

With me -  th e  s ig h ts  I 'v e  seen -  th e  in d if fe re n tism  -  the  d u ll  
in  my head f o r  re d  on my boots and what you might s tep  on in  th e  
n ig h t . . . t h e  normalcy of mates cut to  chunlcs -  stands me in  good 
s te a d . 53.

Dingo makes Wood's p o in t about th e  ob scen ity  of war c le a r ly  and 
unambiguously. As th e  war drags on h is  energy f la g s  s t i l l  more.
He i s  to o  a p a th e tic  to  even attem pt to  escape from th e  p riso n  camp, 
reason ing  th a t  th e  s e c u r i ty  of a c e l l  i s  i n f i n i t e l y  p re fe ra b le  to  
th e  menace o u ts id e . By the  end of th e  th i r d  scene o f Act Two he 
hangs d e je c te d ly  l ik e  an unstrung puppet over th e  ropes o f the  
boxing r i i g ,  only recovering  to  tak e  p a r t  in  a v a r ie ty  show sequence 
in  which he re p re se n ts  th e  r e s i l ie n c e  of th e  tru e  B r i t i s h  squaddie 
by h is  indom itable sense of humour and cheekiness under p re ssu re .
This b u rs t  o f a c tio n  p repares him f o r  th e  ev en tu a l a r r iv a l  of the
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V ic to rio u s A llie d  Armies, who not only s ig n a l th e  end of h is  
c a p t iv i ty  and th e  ending of th e  War, bu t c a rry  w ith  them th e  hope 
of a b e t t e r ,  harmonious fu tu re  w orld. They d id  not make an appearance 
in  'Dingo* 1 (a ) ,  b u t ,  in  th e  l a t e r  v e rs io n s , th e  au tho r p u ts  more 
emphasis on th e  need fo r  judgments to  be made, consciences reawakened, 
and blame apportioned .

The q u estio n  Wood ra is e s  a t  th e  end of th e  p lay  i s  whether 
s o c ie ty  i s  c o l le c t iv e ly  re sp o n sib le  f o r  war and i t s  d isa s tro u s  e f f e c ts ,  
o r whether in d iv id u a ls  should  shoulder th e  blame. The re su rre c te d  
Tanky accuses h is  m urderer, Mogg, th e  NCO, f o r  whom th e  Aimy and War 
have destroyed  m oral judgment and a c tio n , bu t Dingo i s  quick to  p o in t 
out th a t  Mogg i s  only p a r t  of so c ie ty  as a whole, and d i r e c t ly  accuses 
th e  audience as re p re se n ta tiv e s  of i t :

Tanky. He k i l l e d  me.
Dingo. No.
Tanky. He bloody d id .
Dingo. ' No, look out th e re .
Tanly. Ghoulish buggers.

The audience (so c ie ty , th e  people) allow ed th e  War to  happen by i t s  
p ass iv e  acceptance of th e  p o l i t i c i a n s ' expedients and must accep t a 
c o lle c t iv e  r e s p o n s ib i l i ty  fo r  Mogg's a c tio n . Wood p re sse s  th e  p o in t 
f u r th e r ,  in tro d u c in g  th e  f e a r  (voiced before  by the  au th o r in  Spare) 
th a t  th e  s o ld ie r s ' death  has been in  v a in , so c ie ty  w i l l  no t p r o f i t  by 
i t s  m is tak es , and th e  whole dism al cycle w i l l  be rep ea ted  in  th e  fu tu re . 
In  th i s  sequence. Dingo becomes more ju d ic ia l  and o b je c tiv e , and t r i e s  
to  so fte n  th e  harshness of Tanky's c r i t ic is m , b u t Tanky i s  th e  voice
of th e  dead and w i l l  be heard . When Dingo reminds him of th e  mothers
in - th e  audience, w h ils t  th e  r e s t  of th e  c a s t sing  K ip lin g 's  R ecessional, 
Tanky's b i t t e r  r ip o s te  i s  th a t  'th e y  should be home burning  t h e i r  k id s ' 
to y s ' , - which im p lie s , w ith  some ju s t i f i c a t io n ,  th a t  wrong a t t i tu d e s  to  
war a re  formed and p e rp e tu a ted  in  th e  n u rse ry . The argument con tinues. 
S o c ie ty  i s  re sp o n sib le  f o r  allow ing th e  myths surrounding war to  be 
continued^ Mogg i s  a product of th a t  so c ie ty . He has been e lev a ted  to  

- th e -ra n k  o f NCO by a machine fu e l le d  by b r u ta l i ty ,  and Tanky, the  
l i t t l e  man, th e  o rd in a ry , innocent c iv i l i a n / s o ld ie r  i s  smashed by i t .  
Dingo a ttem p ts to  c o n stru c t a lo g ic a l  argument to  r e fu te  t h i s ,  though 
i t  seems th a t  Wood d e l ib e ra te ly  obscures th e  is su e  by using  an e so te r ic  
phrase th a t  i s  incom prehensible w ithou t th e  g lo s sa ry :

I f  every  bloke as went fo r  a s h i t  w ith  a rug round him blames
i t  on th e  blokes th a t  sen t him o u t. 56.

'Going f o r  a s h i t  w ith  a rug round h im ', according to  th e  g lo ssa ry , 
means M issing or Dead. D ingo 's argument i s  th a t  i f  a l l  th e  so ld ie rs  
who have gone to  t h e i r  f a te  as a r e s u l t  of obeying t h e i r  su p e r io rs ' 

o rders blamed th em .. .  b u t h is  lo g ic  f a i l s  him, and Tanky su p p lies  th e
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in e v ita b le  conclusion ; they  should not have jo in ed  in  th e  f i r s t  p la c e .
At t h i s  p o in t .  D ingo 's su b jec tiv e  view of th e  xforld ban ishes h is
new ly-acquired sense of b a lan ce . His mind i s  i l l - a d a p te d  to  th e
complex reasoning  req u ired  to  app o rtio n  blame and r e s p o n s ib i l i ty ,  and
he f a i l s  to  respond to  Tanky's s ta tem en t, presumably because i t
d i r e c ts  blame to  Dingo h im se if, th e  a rch e ty p a l p ro fe s s io n a l s o ld ie r
who chose to  jo in .  In s te a d , he allow s emotion to  tak e  him over, and
aims h is  f r u s t r a t io n  a t  th e  b ig g e s t ta r g e t  of a l l .  In  h is  view,
C h u rc h ill i s  to  blame:

T h a t 's  what I  blame th e  b a s ta rd  f o r  more th an  any th ing , chopping 
o f f ,  more l ik e  wearing away, rubbing down my compassion to  no t a 
th in g , i t  i s  no th ing . 57.

and, in  h is  l a s t  l in e  in  th e  p la y , he d iv e s ts  h im self of any p a s s iv i ty
w ith  a p o s it iv e  o u tb u rs t a t  C h u rc h ill 's  p u b lic  jo k e , which Dingo ta k e s
as a p e rso n a l in s u l t ,  and i t  spurs him in to  tak in g  up an opposing
p o l i t i c a l  s tance  as a b a s is  fo r  c re a tin g  a b e t te r  post-w ar w orld:

I  do n o t . . .  I  have not come a l l  t h i s  way to  be p is se d  on tw ice 
by Mr. C h u rch ill. 58.

Although he has blamed everybody f o r  th e  War (excep t, ap p a ren tly ,
h im se lf ) , h is  own p e rso n a l experience of anguish and d e sp a ir  le ad
Dingo to  voice an unexpected hops fo r  th e  f u tu r e .  New p o s s ib i l i t i e s
a r i s e  fo r  him in  th e  development of a b en e ficen t S oc ia lism , in  th e
workings of a tru e  dem ocratic process which w i l l  e lim in a te  th e  •
in ju s t ic e s  p e rp e tu a ted  by p r iv i le g e ,  and le a d  to  th e  a ro u sa l of an
a l l - in c lu s iv e  s o c ia l  conscience. 'Too tru e  I  s h a l l  v o te '^ ^ is  a
k ind  o f c la r io n  c a l l  to  a l l  th e  ' l i t t l e  peo p le ' ,  who can use th e
fra n c h is e  to  s ta t e  t h e i r  opinion of th e  e x is t in g  o rd e r , and e s ta b l is h
a w e lfa re  s ta t e  and s o c ia l  e q u a li ty , a U topia to  be b u i l t  on th e  ashes
o f th e  o ld , f a i l e d  System.

This p o l i t i c a l  awareness in  Dingo was added by Wood to  th e
re v is e d  v e rs io n  of th e  p lay  perform ed a t  B r i s to l .  The te n ta t iv e
a ttem pt to  co n stru c t an argument fo r  c o lle c t iv e  r e s p o n s ib i l i ty  fo r

th e  War w ith  Tanky was used in  th e  B r is to l  v e rs io n , though Tanky's ^
speech in  'D ingo' l ( a )  re ad s :

S h o u ld n 't have jo in ed  th en
They a l l  lapped i t  up -  t h a t ' s  why y o u 'l l  never s top  i t  
. . .  i t ' s  too  in te r e s t in g .
He k i l l e d  me. 60.

This makes a very  d e f in i te  sta tem en t about th e  n a tu re  o f war and i t s
ap p ea l to  th e  m il i ta r y  m e n ta lity . In  'D ingo' l ( b )  th e re  i s  no reaso n in g :

S h o u ld n 't have jo in ed  th e n . They a l l  lapped i t  
u p . . .  i t ' s  very  in te r e s t in g . . .  he k i l le d  me.
And th ey  saw i t .  61.

b u t th e  f i n a l  l in e  finrO y s e ts  th e  blame on th e  onlookers who d id
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noth ing  because th ey  experienced a s a d is t ic  s a t i s f a c t io n ,  which suggests 
.. a le s s  . f r e n e t ic a l ly  po lem ical, more oblique approach, by. th e .  au th o r .In. 

th e  re v is io n . In  th e  e a r l i e s t  v e rs io n , th ese  speeches were s e t  in  th e  
con tex t o f a quiz show w ith  the  Comic as corap'ere. C h u rch ill d id  no t 
appear, and Dingo d id  no t make h is  f i n a l  p o l i t i c a l  s ta tem en ts . The 
'Dingo* I ( a )  te x t  ended th u s ;

Comic. F o r . . .
(He looks around -  s ile n c e )

For th e  jackpot q u estio n  to n ig h t -  a l l  you have to  do i s  
answer th e  fo l lo w in g .. .

' What • . .
(Looks around again  -  s ile n c e )

What were we f ig h t in g  fo r?
(Drowned to  h is  rage and d e sp a ir  by
renewed w ailing  and smoke begins to  d r i f t  a g a in .)
CURTAIN. 62.

Ln_the re v is e d  v e rs io n s  th i s  q u estio n  (im plied  throughout th e  p lay  r a th e r  
th an  s ta te d  'd i r e c t ly ) ,  i s  answered by D ingo's g en e ra lised  statem ent 
' f o r  a l l  th e  u su a l r e a s o n s ',  a  view which he and Tanky s u b s ta n tia te  
w ithou t c la r i fy in g ,  b u t th e  p re v a il in g  n e g a tiv i ty  i s  countered  by th e  
hope f o r  th e  fu tu re  added by th e  a u th o r. Thus, th e  answer i s  not 
m erely  based  on evidence of th e  l e s s e r  human a t t r ib u te s ,  envy, g reed , 
p o l i t i c a l  advantage, c u p id ity , in to le ra n c e , and id io c y , b u t a lso  

—encompasses a b r ig h te r  s id e . The War was a lso  fought in  o rd e r to  
p repare  th e  way fo r  a b e t te r  s o c ie ty .

D ingo 's th in k in g  ( i t  i s  to o  lo o se  and in coheren t to  be termed 
philosophy) i s  based on s tro n g ly  a n t i t h e t i c a l  p re ju d ic es  to  those  in  
a u th o r i ty ,  and i s  derived  from h is  own s o c ia l  s ta tu s  and experience 
o f a l im ite d  w orld, and i s  f irm ly  le f t-w in g  in  co n ten t. Wood has 
made a s e r ie s  of ' l i n e  draw ings' of Dingo, a man s te e l in g  h im self as  

- f a r - a s  p o ss ib le  a g a in s t th e  grinding-down process of conform ity 
re q u ire d  by an uncaring s o c ie ty , and s t i l l  r e ta in in g  a c ap a c ity  f o r  
a c t io n . H is flaw ed n a tu re , and h is  own in c o n s is te n t behaviour and 
a t t i tu d e s  allow  th e  audience to  rem ain detached and o b je c tiv e , r a th e r  
th an  id e n tify in g  t o t a l l y  w ith  him. To s e t  him in  d ram atic , and 
d id a c t ic ,  p e rsp ec tiv e  Wood has parod ied  and t r i v i a l i s e d  th e  convention
a l  rig h t-w in g  heroes of th e  tim e -  p o l i t i c i a n s ,  g e n e ra ls , o f f ic e r s  
and gentlem en, and t r e a t s  th e  id e a ls  of b ravery  and courage w ith  
s im ila r  contem pt. Dingo i s  no conven tional hero . • His ro le  i s  

—even d e c e n tra lis e d  by Wood's use of Tanky to  a r t i c u la te  an an ti-w a r 
a t t i tu d e  in  the  p la y 's  f i n a l  s ta g e s , and th e  au tho r a c tu a l ly  g ives 
Tanky th e  l in e  which con tains th e  p la y 's  o r ig in a l  t i t l e  ' I  D on 't 
Hold w ith  H e ro es ':
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Dingo: Hey, hey, come on Tanky, y o u 're  a h ero , having d ied .
Tanky: I  d o n 't  ho ld  w ith  b leed ing  hero es. 63 .

Even so . Dingo prov ides the  focus f o r  th e  p la y 's  an ti-w a r sen tim en t, 
u n if ie s  th e  d iv e rse  scenes by h is  unambiguous c r i t i c a l  a t t i t u d e ,  and 
g e n e ra lly  makes the  most im portan t s ta tem en ts . There i s  no q u estio n  
o f h is  being  a g re a t man brought low in  th e  A r is to te l ia n  sense, h is  
d e s tin y  in  th e  hands of w ilfu l  gods; he i s  a s o c ia l  anim al, r e v i le d  
and trodden  on by liis  su p e r io rs , and f u l l  of b i t t e r  resentm ent a t  h is  
tre a tm e n t. Another of h is  fu n c tio n s  i s  to  remind us c o n s ta n tly  of th e  
f o l l y  of war which leads to  madness. Everyone e ls e  in  th e  p lay  
appears to  be mad: Montgomery, th e  se lf-d e lu d in g  le a d e r ; th e  degenerate 
Mogg; Tanky, babbling  to  Chalky* s corpse as though i t  were a v e n t r i lo 
q u i s t 's  dummy; th e  N avigating O ffic e r , h o p e le ss ly  lo s t  in  a world of 
compass p o in ts  between Blue and Green; th e  sch izophren ic  Comic; and 
D ingo 's w ife . Perhaps D ingo 's g re a te s t  achievement i s  to  hang on to  
h is  s a n ity  through a l l  th i s  lunacy , though even th i s  i s  achieved a t  th e  
expense o f h is  l o s t  s e n s i t iv i ty .  .

I  have a lre ad y  o u tlin e d  th e  dram atic techniques th e  au tho r used to  , 
d e fin e  th e  form of th e  p la y , and have examined th e  c e n tr a l  c h a ra c te r  a t  
some le n g th . , S tan ley  M itch e ll sees a s trong  connection between th e  
conception of c e n tr a l  ch a rac te rs  in  B re c h t 's  ep ic  p lays and th e  d ra m a tis t 's  
method of p re sen tin g  them, which helps to  c l a r i f y  D ingo 's fu n c tio n  
w ith in  th e  p la y 's  s t ru c tu re :

I t  i s  through the  'em p ty ', ' consen ting ' ,  p l i a n t ,  adap tab le  'h e ro ' 
th a t  some of th e  p r in c ip le s  of montage -  Verfremdung (a l ie n a t io n ) ,  
exchanging ro le s  and id e n t i t i e s  -  may b e s t be enac ted . 6U.

Dingo i s  'em pty ' in  th e  sense th a t  he lack s  am bition and a s p ir a t io n ,  
though he acq u ires  a v is io n  o f the  fu tu re  ; 'c o n s e n tin g ',  i n  th a t  he has 
v o lu n ta r i ly  accep ted  h is  s ta tu s ,  i . e .  t h a t  of th e  p ro fe s s io n a l s o ld ie r ;  
he i s  'p l i a n t '  in s o fa r  as he has a s u rv iv o r 's  r e s i l ie n c e :  and ' adap t
a b le ' in  term s of being ab le  to  a d ju s t to  changed c ircum stances. He 
does not- change ro le  and id e n t i ty  in  q u ite  th e  way th a t ,  f o r  example, 
B re c h t 's  Galy Gay, Azdak, o r Shen Te/Shui Ta do, bu t th e  Army, paradox
i c a l l y ,  prov ides him w ith  th e  p o s s ib i l i ty .  He i s  ab le  to  move from 
husband to  'sw addy ', lovab le  comic, cho ric  conscience, and, f i n a l ly ,  a 
mouthpiece f o r  s o c ia l  change, w ith  a Utopian v is io n  o f a M arxist 
c la s s le s s  so c ie ty . He i s  undoubtedly d i f f e r e n t ,  bo th  from th e  o th e r 
ch a rac te rs  in  th e  p lay , and from u s , th e  audience, a man who. arouses 
our fe e l in g s , even our in d ig n a tio n , and demands a s tro n g  r e a c t io n .

The p la y  c e r ta in ly  provoked strong  re a c t io n s . A galaxy  of 
n a tio n a l newspaper c r i t i c s  a tten d ed  th e  B r is to l  prem iere , c le a r  evidence ' 
o f th e  a u th o r 's  growing prominence. B.A.Young, o f The F in a n c ia l Times,

thought th e  p lay  a l l  b o ile d  down to  ' l i t t l e  more than  a long succession  
o f s n e e r s a n d  p o in ted  out th a t  an ti-w ar sentim ent had been expressed
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much b e t t e r  by w r ite rs  l ik e  Owen and Sassoon. Young a lso  w rote, and
here  he echoes Y eats ' c r i t ic is m  of O'Casey over The S ilv e r  T a s s ie .th a t
Wood's n o n -p a r tic ip a tio n  in  th e  War was a p o s it iv e  d isadvantage. He
a lso  found the  conclusion  (o f th e  'Dingo I '  v e rs io n ) 'somewhat p u e r i le
E r ic  S h o r te r , in  The D aily  Telegraph, agreed ^-jith Young th a t  'th e  f i n a l
b i t t e r  message w ith  i t s  angry sneer a t  C h u rch ill, Montgomery, and
Eisenhower i s  not so much o ffen siv e  as ju v en ile  in  i t s  sweeping
c o n t e m p t w h i l s t  M ichael B ill in g to n  found th e  p lay  ' I n t e l l e c t u a l l y . . .
o f te n  w ild ly  co n fu sed ', and ' r a th e r  i n c o h e r e n t P r a c t i c a l l y  a l l
th e  c r i t i c s  found i t  too  long , th e  second a c t  in  p a r t ic u la r  being

69'p r o l ix  and re p e t i t io u s  and a t  tim es downright ted io u s  ' .  There were,
however, many p o s it iv e  comments. Althoiogh Young found i t  'n a u s e a tin g ',
he countered th i s  icLth ' i t  confirm s th e  high opin ion  I  a lre ad y  have of

70C harles Wood's c a p a b i l i t i e s . '  B il l in g to n  found some 'w ild ly  funny
p a s s a g e s ',  and thought th e  p lay  ' o r ig in a l  and p ro v o ca tiv e ' ,  p ra is in g  th e
language of Wood's ' customary t a u t ,  c lose-cropped s ty le ,  tu rn in g  army

71slang  in to  something rhy thm ica l and se-ni-poetic  in  i t s  e f fe c t .»
P e te r  Rodford o f th e  lo c a l  W estern D aily  P ress , thought i t  'one of th e

— *  —

most d is tu rb in g  p lays ever seen in  B r i s to l '  and, metamorphosed in to  
'P e te r  Ford ' fo r  The G uardian, wrote th a t  i t  was ' one of th e  most

"73
c a lc u la te d  deg lam orisations of war ever w r i t te n  fo r  th e  s tag e  *, w h ils t
even S h o rte r  re le n te d  enough to  p ra is e  th e  language: 'H is R abela is ian
way w ith  words, as we saw in  "Cockade”, sometimes tu rn s  in to  a fo u n ta in

of tro o p e r  p o e t r y '. There was unanimous p ra is e  f o r  G eoffrey Reeves '
p ro d u c tio n , and f o r  th e  perform ances of th e  c a s t .

The Royal Court p ro d u c tio n , f o r  which the  p la y  was e x ten s iv e ly
re w r it te n , tak in g  s p e c ia l  no te  of th e  c r i t i c s '  a t ta c k  on the  second
a c t ,  lacked  something of th e  excitem ent and sense of occasion of th e
o r ig in a l  p ro d u c tio n , bu t th e  newspapers s t i l l  found much copy. D.A.N.
Jones had an am bivalent a t t i tu d e  tox/ards i t :

E x c itin g , s e r io u s , comic and h e a lth y , though i t  i s ,  I  found th e  
p la y  fo u l  in  bo th  senses -  re v o ltin g  and not f a i r .

Ronald Bryden, who, a t  B r i s to l ,  s tre s s e d  th e  f a c t  th a t  he was of th e
same g en era tio n  as Wood and found th a t  th e  p lay  'ex p resses  something
f e l t  s tro n g ly  by th e  g en e ra tio n  groxm up during and a f t e r  th e  war,

75which has not been s a id  and needed s a y in g ', went even fu r th e r  a f t e r
th e  London p ro d u c tio n :

I  suspect i t  may be one of those m ilestones a t  which a younger 
g en era tio n  overthrows th e  t a s t e  and b e l ie f s  o f an o ld e r one. ?6.

l i k e  E r ic  S h o r te r , B enedict N igh tinga le  lam ented Dingo 's  an ti-w ar
sen tim en t, which, he claim ed, had a lre ad y  been overdone, and had even
reached  Hollywood by th e  m id - s ix t ie s .  He d id , however, th in k  th a t
Dingo went fu r th e r  th a n  most p la y s , f i lm s , and novels in  th a t  d ire c t io n .
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He found th e  p lay  'p r o l ix  and im p r e s s io n is t ic '. 'P r o l ix ' seems to
be a fa v o u r ite  c r i t i c a l  expression  f o r  Dingo, w ith  some ju s t i f i c a t i o n ,
bu t 'im p r e s s io n is t ic ',  a term  a lso  used by o th e rs , i s  q u ite  erroneous.
The p la y 's  dram atic ro o ts ,  deep i n  a g it-p ro p  and e p ic , ensure th a t  i t s
form and s kructuro are  much more e x p re s s io n is t ic .  In n e s ' d e sc r ip tio n
of a g it-p ro p  express io n is t i c  stru-ctiice as 's h o r t ,  sem i-independent

77scenes a p tly  named " p ic tu re s " ' f i t s  Dingo e x ac tly . N igh tingale  
—a lso  no ted  t h a t ' th e  'b ad ' language i s  in c lin e d  to  became oddly 

c e re b ra l , l i t e r a r y * ,  running 'th e  g r i s ly  gamut of sex u a l d isg u s t* .
He a lso  found th a t  th e  p la y  * always has th e  sm ell and sweat o f l i f e  
about i t ' ,  and th a t  th e  e f fe c ts  produced a re  'a lm ost t a c t i l e ' ,  though, 
he concludes 'even  they  c a n 't  h ide  th e  h y s te r ic a l  im m aturity  of much 
o f th e  p l a y . ' 78

The consensus o f newspaper c r i t i c s ,  th en , which probab ly  m irro rs
audience re a c t io n , to o , was th a t  th e  p la y 's  th e a t r i c a l  q u a l i t i e s ,  i t s
language and v is u a l  e f f e c t s ,  were unu su ally  s t r ik in g  and o r ig in a l ,  b u t
th a t  i t s  arguments lacked  shape and coherence. S ince Dingo i s  very
d i f f i c u l t  indeed to  w rite  about co h eren tly , few 'academ ic ' c r i t i c s  have
w r i t te n  about th e  p la y  in  any d e ta i l ,  p re fe r r in g  to  g e n e ra lis e  about

i t  on th e  whole. John R u sse ll Taylor makes some t e l l i n g  p o in ts ,
s e t t in g  th e  s o ld ie rs  of Dingo in  th e  con tex t o f a l l  th e  Aimy p lay s :

Wood's s o ld ie rs  a re  doggedly c o n s is te n t only in  t h e i r  de term ina tion  
no t to  be h e ro ic , no t to  swallow any of th e  b u l l  d ispensed  by top  
b ra s s ,  no t to  sen tim en ta lize  them selves, one an o th er or th e i r  
s i tu a t io n .  79.

a s e r ie s  o f neg ativ e  c a p a b i l i t ie s  which he lin k s  to  th e  id ea  of th e
s o ld ie r s '  su ffe r in g  in  War:

S u ffe rin g  here  does not ennoble; i t  em b itte rs  and th e n , v e iy  
ra p id ly  deadens, k i l l s  o f f  the  a b i l i t y  to  f e e l ,  a t  any le v e l ,  
even th e  most b a s ic .  80.

This i s  no t e n t i r e ly  t r u e ,  fo r  Dingo does recover enough by the end
to  make a p o s i t iv e  statem ent about th e  fu tu re ,  bu t T aylor sees c le a r ly
t h a t  th e  a l te r n a t iv e  to  t h i s  deadening i s  madness:

Montgomery, C h u rch ill, Rommel -  a l l  th e  h e ro ic  figu reheads a re   ̂
savaged and in  t h e i r  p lace  i s  pu t nothing b u t a bloody-minded 
de tero iin a tio n  to  hang on, somehow, em otionally  c a u te r iz e d  in  
a world which has gone mad. 81 .

K atharine Worth s t re s s e s  th e  t h e a t r i c a l  co n tex t:
always th e  v is u a l  imagery p re sse s  forw ard th e  id e a  o f th e  war 
as a b r u ta l  game organised  f o r  p r o f i t  and somebody's p le a su re . 82.

w h ils t H in c h liffe  b lunders through i t  w ith  a few f a c tu a l  in a c c u ra c ie s .

Dingo i s :
an unheroic view of th e  North A frican  campaign showing s o ld ie rs
as foulm outhed, ca llo u s  and sex -s ta rv e d . 83.

A part from leav ing  out th e  xdiole o f th e  European se c tio n  of the  plAy,
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t h i s  shows a se r io u s  lack  of understand ing  of th e  s o ld ie r s ' view of
War, w h ils t  h is  comment th a t  Dingo i s  'a  k ind  of r ip o s te  to  Cavalc a d e '
i s  vague and u n h e lp fu l.

Malcolm Page i s  the  only c r i t i c  to  have in r i tte n  s p e c i f ic a l ly  about
Din go in  connection w ith 'How- I  Won th e  W ar', though Taylor noted th e
connection , and considered  th a t  ' i n  each case ('The Charge o f the  L ight
B rig a d e ', and 'How I  Won th e  W ar') th e  f ilm  seems l ik e  a sketch  o f the
p la y '? ^  Page no tes s im i la r i t i e s  and d iffe ren c es  between p la y  and f i lm ,
and concludes th u s :

. .  . i f  Dingo i s  to  ga in  weight by in c lu d in g  th e  war (the  b ig  
b a t t l e s ,  new sreels, th e  presence of tanks and co rp se s ) , th en  th e  
p o s s ib i l i t i e s  of f ilm  a re  needed, not th e  s tag e  re -c re a t io n  o f 
Alamein w ith smoke, a ta p e -re c o rd e r  and a fexf men. Wood's 
concep tion , in  f a c t ,  needed hundreds of thousands o f pounds, n o t 
th e  l im ite d  resou rces of th e  th e a t r e .  85.

This i s  c le a r ly  n o n sen sica l. Page seems to  be unaware o f Shakespeare 's
id eas  on the^ s tag e  p re se n ta tio n  of War as expressed  through th e  Chorus
of Henry V, and seems to  be suggesting  th a t  Wood's approach sliould be
n a tu r a l i s t i c  (as i f  t h a t  were p o s s ib le ) ,  im m ediately negating  a l l  th e
im ag ina tive  s u r r e a l i s t i c  and ep ic  q u a l i t ie s  o f th e  p la y , which a re  i t s
essence . 'The l im ite d  resources o f th e  th e a t r e ' seem to  have been a
very  p o s i t iv e  advantage, p a r t ic u la r ly  in  th e  B r is to l  p roduction ,
em phasising th e  need to  work in  a 'P oor T h ea tre ' co n tex t, im provising
im ag in a tiv e ly  and c re a t iv e ly , as Brook and L ittlew ood  had done in
s im ila r  c ircum stances. Page goes even fu r th e r  when he suggests th a t
Wood 'needed a mind as independent and determ ined as L e s te r 's  in  o rder
to  shape h is  v is io n  r u t h l e s s l y ' . Not only would th a t  have destroyed

1| th e  group, e th o s , b u t would a lso  have subo rd ina ted  th e  au th o r n e ed le ss ly
to  a ~ d ire c to r  in s te a d  of working in  tandem.

I t  i s  now n ecessary  to  tu r n  to  a co n s id e ra tio n  o f th e  f ilm  to
a s c e r ta in  how th e  c o lla b o ra tio n  w ith  L e s te r , and th e  use o f a d i f f e r e n t
medium, a f fe c te d  Wood's screenp lay  f o r  'How I  Won th e  W ar'.

The main d iffe ren c e  bet-ween p la y  and f ilm  l i e s  in  th e  f a c t  t h a t ,
whereas th e  p la y  was based on an o r ig in a l  id ea  by Wood, th e  film  Tvas''
an a d ap ta tio n  of P a tr ic k  Ryan's novel How I  Won th e Ŵ ar, pub lished  in  '
1963. The novel i s  w r it te n  as a f i r s t - p e r s o n  n a r r a t iv e ,  and the War
i s  seen through th e  eyes of L ieu tenan t Goodbody, who im m ediately o f fe rs

_ a  d i f f e r e n t  p e rsp ec tiv e  frccm Dingo, because he i s  an o f f ic e r .  Ryan's
tre a tm en t o f Goodbody in  th e  novel i s  s a t i r i c a l .  He i s  inexperienced ,
s tu p id , and n a iv e . A fte r a conversa tion  w ith  a s o ld ie r ,  f o r  example,
Goodbody infoim s th e  re a d e r:

I  know th a t  he took  my advice to  h e a r t because I  d i s t in c t ly  heard  
him as he walked away, asking God to  give him p a tie n c e . 86.

and t h i s  s tatem ent a c c u ra te ly  conveys th e  m ild ly  sardon ic  tone of th e
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book.
The novel opens during r e c r u i t  t r a in in g  in  England, and then  

fo llow s Goodbody's War adventures in  v a rio u s  co u n trie s  in  ep isod ic  
fa sh io n . As w ith  'The K nack', L e s te r 's  approach to  th e  f ilm  xms to  
tak e  th e  novel as a s ta r t in g -p o in t  only:

We kept very  l i t t l e  of th e  book: th e  names o f about foxzc
c h a ra c te rs , th e  t i t l e  and one or two ep isodes. 87.

The txfo main 'p l o t s '  of th e  f ilm  are  concerned xd_th th e  m ission  of 
Goodbody's p la to o n  to  e s ta b l is h  a c r ic k e t p i tc h  somewhere in  the  North 
A frican  d e s e r t ,  which has i t s  o r ig in  in  a sh o rt episode in  Ryan xdiere 
s o ld ie rs  s e t  up a p i tc h  ;La th e  d e se r t fo r  re c re a t io n , and as an 
a n tid o te  to  War; and th e  purcliase o f a b ridge  over th e  Rhine by 
Goodbody from a cixrLlised German o f f ic e r  c a lle d  Odlebog, to  speed th e  
advance of th e  A llie d  Armies. T h is, to o , i s  en larged  from a sh o rt 
sequence in  th e  nove l. Both work w e ll fo r  L e s te r 's  purposes, enabling  
him to  p lace  th e  f ilm  in  th e  two im portan t th e a tre s  o f war w ith  
documentary re a lism , and th e  zaniness o f th e  s to ry - l iu e s  allow s him to  
in tro d u ce  many s u r r e a l i s t i c  techniques to  h e ig h ten  th e  a b su rd ity .
The main d iffe re n c e  in  th e  f i lm 's  trea tm en t of. th e  novel l i e s  in  

Wood's and L e s te r 's  concern to  emphasise th e  h o rro r  o f War, i t s  
demeaning q u a l i t i e s ,  and th e  inadequacy o f those  in  a u th o r i ty , in  a 
very  d ire c t  xmy, x fh ils t Ryan seems more concerned xcLth maldng h is  
read ers  laugh a t  th e  bumbling in e f f ic ie n c e s  of o f f ic e r s ,  xuiderlining 
th e  se rio u s  consequences o f t h e i r  a c tio n s  by h is  mocking to n e , a more 
in d i r e c t ,  a l lu s iv e  approach. In  th e  novel Ryan i s  detached and 
c r i t i c a l ,  d e sp ite  Goodbody's f i r s t - p e r s o n  n a r ra t io n , in  a s ty le  th a t  
i s  a t  th e  same tim e amused and h o r r i f ie d .  In  th e  f i lm . Wood and 
L e s te r  use th e  s c re e n 's  many resources to  express an em otional 
a t t i tu d e  to  war, which tends o v e ra ll  to  negate th e  B rech tian  o b je c t
i v i t y  th ey  sought to  convey, though th e re  are  pow erful and im portan t 
moments of a l ie n a t io n .

The f ilm  of 'How I  Won the  W ar', th e n , s e ts  out to  cover th e  
same p e rio d  and space as Dingo, and i s  based  on s im ila r  assum ptions. 
War i s  a game p layed  by khaîd.-covered fo o ls ,  p r iv i le g e  i s  a p a ssp o rt 
to  su rv iv a l, and th e  common man i s  an expendable cog in  th e  m achinery 
o f S ta te ,  power, w ealth , and c la s s .  The main d iffe re n c e s  between 
p la y  and f ilm  l i e  in  th e  m anipu lation  o f th e  cinem atic  medium, the  
p o r tr a y a l  o f c h a ra c te rs , and th e  complete change o f emphasis in  the  
c e n tr a l  focus from h a rd -b it te n  squaddie to  fo o lis h  and inexperienced  
su b a lte rn .

In  the  f i n a l  scene of th e  f ilm , Goodbody, th e  irredeem ably  s tu p id  
and incom petent Second L ieu ten an t, i r o n ic a l ly  no t evon born  to  be ^n
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o f f ic e r ,  a mere Grammar-school boy, a re p re se n ta tiv e  of a new m iddle- 
c la s s  which th e  SysteiTi moiüds to  i t s  o\m image, has su rv ived . The 
tim e i s  the ' P resen t, 196?. Now, b e -s u ite d  and m iddle-aged, a 
c a r ic a tu re d  re p re se n ta tiv e  of 'th o se  whose high-xvater mark f o r  li-vLng 
was 1939 -  19k5S he ta lk s  to  a reun ion  of h is  o ld  p la to o n , a tten d ed , 
s i n i s t e r l y ,  by only one o th e r form er s o ld ie r , th e  only su rv iv o r. 
Throughout th e  f ilm  Goodbody's smugness, complacency, and id io cy  have 
been h e ld  up to  r id i c u le ,  and he appears to  have lo s t  none of them.
»I won th e  War' he t e l l s  u s , and c h ild is h ly  munches p ean u ts , t h e i r  
scrunching sound echoing louder on th e  sound tra c k  l ik e  th e  tram ping 
of boo ts  on an e te r n a l  parade-ground, grind ing  D ingo's U topian dreams 
in  th e  d u s t. Twenty years a f te r  th e  War the  r e a l i t y  i s  t h a t ,  fo r  
Wood and L e s te r , noth ing  has changed. The b o u rg e jo is ie  surv ive and 
r u le .

Like th e  p la y , th e  f ilm  i s  a montage, s tre s s in g  th e  primacy of
/

th e  v is u a l  image, and lean ing  towards th e  s t r i p  cartoon  fo r  th e
th r u s t  of i t s  n a r r a t iv e .  The a c tio n  dodges in  and out o f tim e and
p la c e , from th e  pre-xrar c r ic k e t match on a v i l la g e  green  in  England
where H i t le r  i s  seen p u ttin g  up th e  sco re , to  th e  making of th e  c r ic k e t
p i tc h  in  N orth A fric a , through the  a c tu a l  nexfsreel sho ts  o f Dunkirk,
Dieppe, and E l Alamein, to  th e  end of the  War, when Odlebog, having
f i n a l l y  so ld  th e  b ridge  to  Goodbody, i s  run over by a tan k  lead ing

th e  V ic to rious A l l ie s ' advance. I t  i s  a r e s t l e s s ,  f lu id ,  ev er-
changing c o lle c t io n  of images, and an exam ination o f. one o f the
f i lm s c r ip t  v e rs io n s  y ie ld s  up some in te re s t in g  fa c ts  about th e  way th e
f ilm  was conceived and made. L e s te r 's  views on th e  d i r e c to r 's  ro le
a re  p a r t i c u la r ly  im portan t;

A d i r e c to r 's  job in  th i s  p e rio d  of filmmaking -  and I  knoxf th a t  
t h i s  may change, as i t  has in  the  p a s t -  i s  to  be an abso lu te  
d ic ta to r  and produce a perso tial v is io n  on a sxibject th a t  he has 
chosen. 88.

This appears to  re le g a te  th e  ro le  of th e  x jr i te r , and L e s te r 's  d e s c r ip t
io n  o f h is  worldng methods seems to  support th e  assum ption:

I  norm ally  spend about 3 to  h months in  p re-p ro d u c tio n , working 
w ith  a w r i te r  on th e  id e a . Then about 3 months shooting and 
about k months in  th e  e d itin g  and music s ta g e . 89.

a l e i s u r e ly  schedule compared -with the  f r e n e t ic  k-week re h e a rsa l p e rio d

—o f Dingo. He co n tin u es:
During shoo ting , I  u su a lly  look a t  th e  s c r ip t  in  th e  car on th e  
way to  th e  lo c a t io n  -  no t having looked a t  i t  b e fo re  th en . And 
in  t h a t  xmy, I  p lan  in  my head what I  xd.ll do th a t  day. This 
changes when I  see xvhat th e  xreather i s  l ik e  or xdiat shape th e  
costumes or s e ts  a re  in .  90.

This i s  a v e iy  d i f f e r e n t  approach frcan the  c re a tiv e  c o lla b o ra tio n  o f
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c a s t ,  d i r e c to r ,  and au thor in  B r is to l ,  where the w r ite r  o ften  a r r iv e d
a t  re h e a rs a ls  carry ing  newly-xnritten pages of s c r ip t  based on the
prev ious d ay 's  im p ro v isa tio n s , bu t L este r th inks th a t  i t  worked w e ll:

Only in  ('How I  Won the  W ar') have I  been able to  approidLmata 
(Wood's) s ty le  s u f f ic ie n t ly  fo r  people not to  know where he stopped 
and I  began. But even he would w rits  complete v e rs io n s  on h is  
own. In  f a c t ,  we had seven v ersions of 'How I  Won th e  War* which 
were t o t a l l y  d i f f e r e n t .  91.

Wood's re a c tio n  to  L e s te r 's  c a v a lie r  approach to  th e  w r i te r  was to
an n o ta te  th e  whole of th e  f i r s t  page of h is  copy of th e  screenp lay ,
d e sc rib in g  a whole page of movement d e ta i ls  w ith which th e  f ilm
opened, w ith  th e  te r s e  comment 'W ritten  lo o se ly  i f  a t  a l l  by M.
Crax-jford'. M ichael Crawford, the  a c to r , well-knoxm fo r  h is  a c ro b a tic
' s tu n t in g ' had c le a r ly  im provised w ith  L e s te r . Crawford played
Goodbody, and h is  f i r s t  speech:

I t  a l l  s ta r te d  in  1939 -  I  suppose i t  d id  f o r  you to o . My 
cojTimanding o f f i c e r 's  name, rank and nunber i s  Col. G ra p p le ...
I  c a n 't  remembei’ h is  number, but I 'm  sure i t  xd.ll come to  me 
in  a m inu te . • .b u t f i r s t  th in g s  f i r s t  •

has two anno ta tio n s  by the  au th o r; one a fa c tu a l  'by  Dick L e s te r ',  th e
o th e r  a groxfl of annoyance concerning fa c tu a l  d e ta i l :

Wrong I His Commanding O ffice r i s  Colonel P la s te r  b u t xfho 
cares  b u t me? 92.
The f ilm  beg in s, unexpectedly and e f fe c t iv e ly , ju s t  before  th e  

pen u ltim ate  ch rono log ical a c tio n . A B r i t is h  a tta c k  i s  about to  tak e  
p lace  on th e  Rhine b rid g e , and th e  d ire c to r ,  working in  what appears 
to  be th e  normal w ar-film  idicam of th e  p e rio d , r a is e s  (o r , L e s te r  would 
argue , loxvers) audience ex p ec ta tions fo r  the  ty p ic a l  t h r i l l e r .  L e s te r  
im m eiüately negates th i s  by having Goodbody te e t e r  on the  edge o f a 
dinghy and f a l l  in to  the  xfater, brealdng any ten sio n  and in je c t in g  an 
elem ent o f fa rc e  to  remove any audience m isconceptions. Throughout th e  
f i lm , L e s te r  a lie n a te s  the  audience by juxtaposing fa rc e  cd.th s e r io u s 
n e ss . As a r e s u l t  of h is  fo o lish n e ss , Goo>dbody i s  cap tu red , b u t, as 
Wood p o in ts  out s te r n ly  in  the  screenp lay  'There i s  nothing comic about 
h is  c ap tu re '? ^ -  I t  i s  a moment a t  wliich the  m ake-believe trap p in g s  o f 
th e  medium are  removed, and th e  audience i s  faced xfith s ta rk  r e a l i t y ,  à 
techn ique  xfhich Wood uses to  g re a t e f fe c t  in  the  p lays and film s to  be 

d iscu ssed  i n  th e  fo lloxdng ch ap te rs .
Time and Space are  Immediately d is lo c a te d  when, in  fla sh b ack , th e  

f i lm  a c tio n  moves to  the  beginning of the  War, and Goodbody* s h is to r y  
o f incompetence i s  tra c e d  from h is  co n sc rip tio n . His t ra in in g  as  an 
o f f ic e r  in  England i s  seen to  be in  the  hands of th e  very  people 
d e c r ied  so o f te n  by Dingo. L ieutenant Colonel Grapple i s  a s o ld ie r  
xdiose fo rm ative  y ears  were spent on the  North-West f r o n t i e r  f ig h t in g



'th e  t j i ly  P athan ' about whom he g ives sev e ra l cau tio n ary  le c tu re s ."
His t o t a l  confusion about modern w arfare i s  c le v e r ly  conveyed in  an 
in te r e s t in g  combination of s u r r e a l i s t i c  dialogue and quick f ilm  
e d itin g  :

G rapple: Dig in .  Only way to  b ea t th e  Hun, dig  in  and then
b reak  through ivith sxvord and la n ce .
(he stops and looks up a t  where th e  Huns a re  coming in  
t h e i r  thousands in  a quick f la s h  of b.&w. new sreel 
fo o ta g e ). 9k.

Grapple con tinues to  ' ed uca te ' Goodbody as th e  calmera pans along the  
t r a in in g  tre n c h e s , where a young o f f ic e r  cadet s ings 'Keep th e  Home 
F ire s  B u rn in g ', an echo of a s im ila r  sequence in  Oh I What a Lovely War, 
and th e  n o s ta lg ic  harking back to  th e  F i r s t  World War i s  brought out 
t e l l i n g l y  in  th e  sequence from Journ e^ ' s End a lread y  mentioned in  
Chapter I .  D r i l l  has to  be m astered, and Goodbody i s  unable to  
m arch. The f ilm  squeezes dry  a l l  th e  v is u a l  p o s s ib i l i t i e s  of a l l  
t h i s  and th e re  a re  funny w alks, jo k es, and canned la u g h te r . At th e  
end o f t r a in in g ,  Goodbody i s  p o sted , and th e  f ilm  uses th e  'Voice Over' 
techn ique  to  change P lace , and d estro y  th e  n o tio n  of Time:

Goodbody (V.O.) We d id n 't  a l l  d ie  -  I  o fte n  d id n 't  f e e l  w e l l . . .
bu t I  p u t a brave face  on i t  and we were soon 

' sen t overseas to  Egypt i t  seemed a t  th e  tim e. 95.
The p o in t a t  wliich Dingo s ta r te d  has only ju s t  been reached . Goodbody
i s  g iven  h is  o rd er to  s e t  up an Advanced C ricket P itch  by th e  G eneral,
and th e  frame changes to  a landing  c r a f t  o ff  th e  coast of A frica . In
i t ,  3 rd  Troop, th e  a sso rte d  c o lle c t io n  of c iv i l ia n s  we saw being
t r a in e d ,  a re  being  s ic k . They provide one of the  m ajor d iffe ren ces
betxfeen f i lm  and p la y . There i s  no Dingo among them to  a c t  as a
mouthpiece and give edge and focus to  th e  s a t i r e ,  no Mogg to  show th e
b r u ta l i s in g  e f f e c t  o f th e  Army a t  War, though Cpl. Transom has some of
h is^ v ic io u s  ten d en c ie s , common to  a l l  NCOs in  Wood's eyes. In s tead ,

th e y -a re  a group of ch a rac te r 'T y p e s ', cardboard in  essence , from th e
“ bumbling M usketeer Clapper to  th e  s a d is t ic  Cpl. Transom, and from the
_ xny-humoured L iv erp u d lian , Gripweed, (played by John Lennon, who had

worked w ith  Wood and L e s te r  in 'H e lp I ' ) ,  to  th e  sch izophren ic  Jun iper,
who l a t e r  becomes a clown v e iy  l ik e  th e  Comic in  Dingo. Now, th ey  s i t
t i g h t  and fr ig h te n e d  in  th e  land ing  c r a f t .  The film s c r ip t  p o in ts  out

96- t h a t  ' I t  i s  a moment o f sharp and h o r r ib le  r e a l i t y ' ,  ano ther example of 
th e  f i l m 's  attem pt to  juxtapose serio u sn ess  xd.th th e  jo k in e s s . Third 
T roop 's  a t t i t u d e  to  o f f ic e r s ,  p a r t ic u la r ly  Goodbody, i s  shown c le a r ly  
to o :

Goodbody i s  f in e .  He i s  so w e ll th a t  we can see why h is  men
h a te  him. 97.

He plunges in to  th e  sea and i s  next seen, a lone , amongst dunes, screaming
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fo r  Ills  tro o p  l ik e  Richard I I I  fo r  a h o rse . His p h y s ica l i s o la t io n
i s  s tre s s e d  in  a sh o rt fa n ta sy  sequence, ano ther change of gear in  th e
f i lm , and a good example of th e  cinem a's f l e x i b i l i t y  and L e s te r 's
s k i l l  in  using  i t .  The fa n ta sy  i s  rem in iscen t o f D ingo's dreams
sin ce  i t  invo lves death . I t  occurs on th e  land ing  c r a f t  and in  i t
th e  mild-mannered Goodbo-iy shoots Gripweed, one o f th e  men, as an
example to  3rd  Troop who, in  th e  dream, para ly sed  w ith  f e a r ,  have
re fu sed  Goodbody*s o rder to  disem bark. This o f f i c e r 's  nightm are i s
heigh tened  by th e  t o t a l  s ile n c e  in  which th e  scene i s  sh o t. In  th e
next sequence, L e s te r  has Goodbody confide to  th e  camera:

A c tu a lly  you see -  I  could never do th a t .  I t ' s  no t i n  my n a tu re  
w e 're  t r a in e d  to  understand as w e ll as le ad . 98.

a p la ti tu d in o u s  attem pt a t  b land  reassu rance  xdiich r a is e s  more doubts
about h is  fe e b len e ss  in  r e la t io n  to  W ar's uncompromising r e a l i t y .

On th e  o th e r hand, th e  s o ld ie rs ,  l ik e  those  of Dingo (w ith th e
excep tion  o f Mogg), a re  wise to  a l l  pseudo-sta tem en ts.  ̂ In  a g h a s tly
parody of th e  sh in ing  p ioneers in  R ie f e n s ta l l 's  f i lm  'Triumph of th e
W ill ' th e y  a l l  in to n e  to g e th e r:

I f  you p la y  b a l l  w ith  me. I ' l l  p la y  b a l l  w ith  you, you do 
your b i t  and I ' l l  do mine, w e 're  a l l  members o f th e  same team -  
each p lay in g  our p a r t  in  th e  f ig h t  f o r  freedixa and dem ocracy... 
Let us to g e th e r , work hard , t r a i n  ha rd , p lay  h ard , k i l l  hard . 99.

and t h i s  p a rro te d  negation  of th e  propaganda of o f f ic e r s  and p o l i t i c 
ia n s  le ad s  in to  a  moment o f macabre r e a l i t y  cnupled w ith  fa n ta sy .

A W ire less O perator l i e s  dying in  th e  middle o f th e  d e se r t near th e  
ru in  o f h is  ta n k . His w ife , wearing p in a fo re  and f l u f f y  carp e t 
s l ip p e rs  ap p ears , and in  h is  d e lirium  he t e l l s  h e r th a t  h is  s h a tte re d  
lim bs h u r t .  Her re p ly  shows th e  c i v i l i a n 's  b land  unawareness of th e  
r e a l  h o rro r of War and i t s  in ju r ie s  :

Run them under th e  cold ta p  lo v e . 100.
L es te r c o n s ta n tly  s h i f t s  th e  focus o f th e  f ilm  by using  th ese

sh o r t ,  c o n tra s tin g , and unconnected scenes. At one moment Goodbody
i s  th e  c e n tr a l  f ig u r e ,  bu t he i s  rep laced  a t  th e  nex t by one of th e
more p e r ip h e ra l  c h a ra c te rs , a group of s o ld ie r s ,  o r a documentary o r

fa n ta sy  sequence. Goodbody's main fu n c tio n  appears to  be to  hold
th e  f i lm 's  two p lo t  l in e s  lo o se ly  to g e th e r , and se v e ra l scenes take
p lace  on th e  Rhine b ridge  where Goodbody and Odlebog converse. There
a re  many echoes o f Dingo in  th e i r  d ia logue . Goodbody, f o r  example,

vo ices th e  e a r ly  sentim ents of th e  p lay :
The th in g  about f ig h tin g  a d e se rt war i s  th a t  i t  i s  a c lean  
war, w ithout b r u ta l i ty ,  c lean  limbed w ithout d ishonourable 
a c tio n  on e i th e r  s id e . 101.

which i s  e x a c tly  what Dingo s a id  in  th e  f i r s t  scene o f th e  p lay , and
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th en , l ik e  Mogg in  th e  p la y , he inform s Odlebog th a t  he has never '
stopped being  a c iv i l i a n .  The film., though, s tre s s e s  Goodbody's
am ateurishness, and h is  th ick-sfcm hed a b i l i t y  to  go through th e  War
-xd-thout being moved by i t ,  r a th e r  th an  tak in g  over th e  p la y 's
emphasis on th e  way Mogg i s  degraded by th e  War, a c le a r  d iffe ren c e
in  W ar's e f f e c t  on o f f ic e r s  and men. Goodbody a lso  t e l l s  Odlebog:

Try as I  am ( s ic )  -  I  c a n 't  see you standing  f o r  a number 
e ig h t bus jo n g lin g  your fourpence. 102.

This i s  alm ost e x a c tly  what Mogg s a id  of Dingo b u t, in  the  f ilm ,
Odlebog, th e  d i r e c t  opposite  of Dingo, i s  th e  p ro fe s s io n a l. Not
only  i s  Odlebog German, and an o f f ic e r ,  he i s  a lso  c iv i l i s e d  and
s o p h is tic a te d , carin g  so l i t t l e  fo r  War th a t  he spends a g re a t d eal
o f tim e occupied in  h is  m id d le -c lass  le is u re  p u rs u its ,  xm tering h is
p la n ts  and p a in t in g . He e l i c i t s  Goodbody's adm ira tion , in  much the
same way as th e  B r i t i s h  O ffice r looked adm iringly  a t  Rommel in  the
p la y , b u t th e re  a re  no heroes in  th e  f ilm , and Odlebog meets a s tic k y
end. In  an o ther conv ersa tio n , th e  f i r s t  m ention of Jexfs i s  made.
Odlebog has been evading re s p o n s ib i l i ty  fo r  war g u i l t  ( ' I  th in k

101underneath  w e 're  a l l  b la m e le s s ')  , b u t when Goodbody asks him i f  he 
has k i l l e d  any Jews he r e p l ie s :

<0. Q uite a lo t . . .W h a t would you say to  th a t?
G. Good lo rd ,  bu t then  I  t r y  to  f in d  good in  everybody, 10k.

“ This i s  in  s ta r k  c o n tra s t  to  D ingo's w ithering  blame, and un d erlin es
ano ther m ajor d iffe re n c e  between th e  f ilm  and Dingo. In  th e  p lay ,
th e  w a ilin g  o f th e  Jews' and th e  a t r o c i t i e s  of th e  C oncentration
Camps re p re se n t th e  u ltim a te  madness of War, and i t s  u t t e r  inhxm anity.
This sh o rt exchange i s  th e  only m ention of Jews in  th e  f i lm , and i s
used  more to  s a t i r i s e  th e  E ng lish  o ffice .rs  ' sense of f a i r  p lay , w ith
th e  added im p lic a tio n  th a t  Odlebog, fo r  fo o ls  l ik e  Goodbody, xfas sim ply

-ca rry in g -o u t o rd e rs , th an  an attem pt to  ap p o rtio n  blame. Dingo
c e r ta in ly  d id  no t th in k  l ik e  t h i s .  The d ir e c t  opposite  of th e  weak-

-kneed Goodbody, he scavenges th e  b a t t l e f i e ld s  to  uncover y e t ano ther
sk e le to n  to  use as supportive  evidence fo r  h is  u l t r a - c r i t i c a l  a t t i tu d e

- to - th o se  in  power.
^  More echoes o f th e  p la y  occur in  th e  ro le  and fu n c tio n  o f th e  Comic 

in  th e  f i lm . One of th e  s o ld ie rs .  Jun ip er, tak es  over th i s  ro le ,  and 
h is  fe llo w -s o ld ie rs  s c o rn fu lly  sxiggest th a t  he i s  fe ig n in g  madness to  

-secure  an e a r ly  r e le a s e .  He appears f i r s t  as a cloxm, complete w ith  
re d  nose, checked t ro u s e r s ,  and p u llin g  a to y  h o rse , e n te r ta in in g  th e  
tro o p s  l ik e  a one-man ENSA show w ith  'my w ife ' jokes l ik e  th e  Dingo 
Comic. L a te r , he appears as a b lack-and-w hite  m in s tre l;  and has a 
v e n tr i lo q u is t  scene xd_th a dummy which looks and speaks l ik e  C h u rch ill 

(an id ea  which Wood used in  Dingo H I  Act 2 sc.k* (see p . 70 ). His
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r o le  i s  very  s im ila r  to  th a t  of the  Comic in  the  p lay , a lthough h e '
s ta r te d  as an o rd inary  s o ld ie r  in  3rd Troop in  the  f ilm , and became
th e  Comic, r a th e r  than  being  an e n te r ta in e r  from th e  s t a r t ,  as in  th e
p la y . He mouths the  p la t i tu d e s  of o f f ic e r s ,  d re sses  l ik e  Montgomery,
and, as a cloxm f ig u re , r e l is h e s  th e  idea  of b a t t l e .  As Ju n ip er, th e
o rd in a ry  s o ld ie r ,  however, he had t r i e d  to  avoid th e  c o n f l ic t  by
shooting  h im self in  th e  to e .  The cinem atic medium enables him to
perform  many more t r i c k s ,  bu t h is  madness, cowardice, and f e a r  as
Jun iper a re  no t e n t i r e ly  sublim ated by h is  cloxming. In  h is  s o ld ie r
persona, he h i t s  out a t  se v e ra l o f f ic e r s ,  and i s  c o u r t-m a r tia lle d .
When sane ag a in , and alm ost normal, he i s  shown as a shrunken parody
of Montgomery, *a p a th e t ic ,  fr ig h ten e d , and exhausted l i t t l e  man

105covered in  m edals, sh rink ing  in to  h is  u n ifo n a '. His t r i p l e  ro le  as
Juniper/Comic/Montgomery i s  n o t, in  f a c t ,  q u ite  so confusing on screen
as i t  appears on th e  page, fo r  th e  v is u a l p re se n ta tio n , and use of
v o ca l range defin e  th e  p a r t ic u la r  c h a ra c te r is a tio n . The v e ry  fa c t
th a t  th e  Comic i s  one of th e  s o ld ie r s ,  though, d if fu se s  th e  focus o f th e
s a t i r e .  In  the  p la y , we know th a t  we a re  p resen t a t  a 'show ' when
th e  Comic e n te r s ,  and the  convention of an im provised concert works
b e t t e r  in  a th e a t r i c a l  co n tex t. In  th e  th e a t re ,  th e re  i s  immediate
co n tac t between the  Comic, h is  on-stage audience, and, th rough  them,
h is  r e a l  aud ience. On-stage re a c tio n s  were p a r t ic u la r ly  im portan t
in  th e  p la y , and th e  au thor aimed a t  c rea tin g  an in te re s t in g  c o n tra s t
between D ingo's responses and th e  r e a l  a u d ien ce 's . In  th e  cinema, th e
stag e  se t-u p  seems more con trived  and d is ta n t ,  and s in ce  we know th a t
Jun iper i s  a c tin g  com ically  so as to  work h is  t i c k e t  we a re  unable to
respond to  him q u ite  so r e a d ily . On the  o th e r hand, he does give u s ,
through h is  comic v is io n  (the madman vo icing  lu c id  t r u t h s ) ,  a  whole
s e r ie s  o f v a l id  reasons fo r  escaping from th e  u n iv e rs a l lunacy  of w ar.
Much more of a F ool, a j e s t e r ,  he re p re se n ts , in  the  f ilm , p a r t ly  th e
s o ld ie r 's  need to  escape from h is  awful circum stances in to  madness i f
th a t  i s  the  only a l te rn a t iv e ;  p a r t ly  th e  madness o f th e  Army's le a d e rs

/
and c o n tro l le r s ;  and p a r t ly  the  e n te r ta in e r  who t r i e s  to  a l l e v ia te  
th e  su ffe r in g  and madness.

More d iffe re n c e s  between cinem atic and th e a t r i c a l  p re se n ta tio n  
occur in  th e  d is lo c a tio n  of tim e sequences. The f i lm  sw itches from 
E l Alamein in  one sequence back to  England:

House Garden, 1966.
A m iserab le  back to  back house th a t  has two up and two dotm and 
a sm all garden in  which c h ild ren  p lay . The S o ld ie r  s i t s ,  s t i l l  
in  h is  d e se r t c lo th es  -  one of the  la rg e r  c h ild re n  aged about 33 
c a l l s  out to  th e  o th e r ch ild ren  p laying  in  th e  garden.

H e 's  going to  t e l l  us a l l  about th e  second b a t t l e  o f Alamein.
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The s o ld ie r  sm iles an id io t  sm ile . His w ife wipes h is  nose. 106.

This i s  a b leak  v is io n  of th e  r e s u l t s  of war. Nothing has changed,
th e  sub -standard  housing rem ains; and th e  g ro tesq u erie  of the  a d u lt
c h ild re n  adds to  th e  scen e 's  im pact. D ingo's w ife i s  in  a lu n a tic
asylum 'now, in  1 9 6 ? ', b u t, in  th e  f ilm , i t  i s  the  s o ld ie r  who has gone
mad, and remains so now, in  1966.

The f i n a l  s ec tio n  of th e  f ilm  i s  q u ite  d if f e r e n t  from th e  l a t e r
s ta g e s  o f Dingo. As L es te r exp lained :

We knew a t  one p o in t, a tro o p  of men goes to  Germany, and th re e  of 
them d ie .  How th a t  happened was l e f t  to  me, and, in  f a c t ,  i t  was 
l e f t  to  me w ith  th e  camera. 10?.

He used th e  camera in  the  same fa sh io n  as news cameramen had done,
craw ling on th e  ground w ith  th e  same kind of camera as they  had used.
This sequence s t a r t s  a f te r  th e  Arnhem land ing , and th e  f i lm 's  s ty le
changes to  th a t  o f a conventional, tough, b lack  and w hite documentary
war f i lm , though th e  su rrea lism  i s  s t i l l  p re sen t:

3 rd  Troop do t h e i r  dying a l l  t in te d  b lu e . At th e  moment they  
a r e n 't  a l l  gone and you 've never heard as much grumbling and 
y e l l in g .  108.

One of them, Gripweed (in  an e e r ie  p re fig u rin g  of Lennon's  own v io le n t
d e a th ) , speaks to  th e  camera as he d ie s , shot in  the  stomach, vo icing
s im ila r  sen tim ents to  Dingo:

Fought fo r  3 reasons -  I  c a n 't  
remember what th ey  were, th e  f i r s t  
reasons g e t you in  -  th e  reason  when 
y o u 're  in  i s  s tay ing  a l iv e ,  I  w on 't know 
th e  reaso n  we f in d  a fterw ards -  bu t i t  w i l l  
be a v e ry  good one, why i t  i s  fo ugh t. I 'm  
su re  w e 'l l  be g lad . 109.

This suggests th a t  th e  reasons fo r  f ig h tin g  the  War change. War may
be j u s t i f i e d ,  as L e s te r  and Wood have suggested, a t  f i r s t .  Once th e
f i r s t  sho t i s  f i r e d  and th e  'o b sc e n ity ' s t a r t s  the  reason  fo r  f ig h t in g
becomes obscured by th e  need to  su rv ive ; a fte rw ards, a re tro sp e c tiv e
ju s t i f i c a t i o n  w i l l  be found. Indeed, in  the  f i lm 's  f i n a l  scene, where

-Goodbody ta lk s  to  th e  only su rv ivo r o f 3rd Troop, th e  Melancholy
i

M usketeer, who had ac ted  in  ' cowardly' fa sh ion  throughout the  f ilm ,
c a r e fu l ly  keeping out of harm 's way wherever p o ss ib le , and, consequently ,
su rv iv in g , e x p la in s :

The s tran g e  th in g  i s  -  th e  r e a l ly  s trange 
th in g  i s  th a t  I  ag ree , th e re  was a good reason 
f o r  f ig h t in g  th e  war, I  knew i t ,  I  f e l t  r e a l ly  ‘ 
desp icab le  -  we had to  f ig h t  th e  war, I  co u ld n 't 
t h a t ' s  a l l ,  I  ju s t  c o u ld n 't do i t .
I 'v e  go t to  leave  i t  to  chaps l ik e  you, who 
h a d n 't  go t a r e a s o n .. .
I  wanted to  f ig h t  -  honest. 110.

H is lo g ic  i s  t o t a l l y  confused (though n e ith e r  th i s  speech nor Lennon's
has an a u th e n tic  Wood rhythm ). He never t e l l s  us what he thought th e
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reason  fo r  f ig h t in g  th e  War was, bu t i s  c e r ta in  of h is  own response to  
th e  War i t s e l f .  Faced w ith  the  r e a l i t y  o f b a t t l e  and s lau g h te r , i t s  
a b s tr a c t  ju s t i f i c a t i o n  became unim portant, and he found h im self unable 
to  p a r t i c ip a te .  The m indless o f f ic e r s ,  on the  o th er hand, because of 
t h e i r  p r iv i le g e d  p o s it io n , could t r e a t  th e  War as a game, enabling them 
to  d is tan ce  them selves from i t ,  and be le s s  d i r e c t ly  exposed to  i t s  
h o r ro rs . The im p lica tio n  i s  th a t  o f f ic e rs  ga in  from war, th e  men do 
n o t, and th e  f i n a l  shot of Goodbody crunching h is  peanuts and in s is t in g  
th a t  he won th e  War un d erlin es  th e  importance o f c la ss  in  th e  W ar's 
conduct. There i s  none of D ingo's hope fo r  an id e a l  W elfare S ta te  
h e re . F oo ls , l ik e  Goodbody, who su rv iv e , b e n e f it  from war, 'winning* 
i t ,  w h ils t  o rd inary  people, cannon fodder, l ik e  3rd Troop, s u f fe r ,  and 
d ie  h o r r ib ly .

Wood a c tu a l ly  wrote h is  f i n a l  screenp lay  f o r  'How I  Won the  War' 
in  1966. Dingo was shown a t  B r is to l  in  A p ril , 196?, and a t  the  Royal 
Court in  th e  fo llow ing November. The f ilm  was re le a se d  f o r  d i s t r ib u t 
io n  in  O ctober, 196?, bu t only a t  s e le c te d  cinemas, no t on th e  f u l l  
c i r c u i t .  Wood had c le a r ly  b e n e fited  from h is  l ia i s o n  w ith  L este r when 
w ritin g  Dingo. His seven screenplays had been adapted by L e s te r , new 
id eas  developed, and a f i n a l  v e rs io n  of th e  film  completed. The te x t  

of th e  p lay  went through a s im ila r  development w ith  G eoffrey Reeves, 
though th e  c re a tiv e  process in  the  th e a tre  seems to  have been more 
dem ocratic. The f i n a l  decision  on th e  f in ish e d  p r in t  o f th e  f ilm , 
however, was L e s te r 's ,  the  d e f in i t iv e  v e rs io n  o f th e  p la y  Wood's.

L e s te r 's  v is u a l  im agination and gimirdckry e x p lo ite d  th e  cinem atic 
medium by employing a m u lt ip l ic i ty  of techniques -  s i l e n t  Keystone Cops 
f i lm s , te le v is io n  a d v e r tis in g , o th e r war f ilm s , camera t r i c k s ,  an g les , 
m usic, c ap tio n s , a c tu a l  new sreel sh o ts , parod ies o f new sreel sh o ts , a l l  
c o n tr ib u te  to  th e  somewhat chao tic  o v e ra ll  e f f e c t  of th e  f i lm . They 
a re  a l l  used  to  show th e  d i r e c to r 's  d is ta s te  of war, b u t, because th e re  
a re  so many of them, they  provide more a s e r ie s  of popshots than  an 
overwhelming broadside ag a in s t w ar 's  f u t i l i t y .  My f i n a l  im pression i s  
of a very  s k i l f u l ly  made and im aginative f ilm , which i s  r a th e r  to o  
long , i t s  s a t i r e  d iffu se d  by the  la ck  of a c e n tr a l  c h a ra c te r . Goodbody 
i s  obviously  h o p e less , in e f f ic e n t ,  and inadequate , bu t he does not 
provide a p o s i t iv e ,  hard  core of opinion to  re a c t  a g a in s t , as Dingo 
does in  th e  p lay . Goodbody moves p a ss iv e ly  along th e  t id e  of bourgeois 
m ed io c rity . Dingo swims ag a in s t i t ,  try in g  to  tu rn  i t ,  fo rc in g  u s , by 
h is  te n a c i ty  and bludgeoning in s is te n c e , to  re-exam ine some of our 
op in io n s . Goodbody only e l i c i t s  a wry sm ile from u s . Dingo c a l ls  
fo r th  e i th e r  ap o p lec tic  anger or loud cheers .

I t  i s  in  c h a ra c te r is a tio n  th a t  Wood's p lay  shows the  g re a te s t  *
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advance on L e s te r 's  f i lm . L este r thought of h is  c h a rac te rs  thus:*^

I  use cardboard cu tou ts of c lich éd  people as devices to  run 
• • -through th e  f ilm  and bunp in to  each  o ther and' ctsnt'inue" on'."! IT ;------

The problem w ith  th i s  technique i s  th a t  the  c o ll is io n s  can be used too
o fte n  and p rov ide too  much of th e  main th ru s t  of th e  a c tio n . I t
works w ith  th e  crude s a t i r i c a l  technique of a g it-p ro p  p lays because
cardboard cu to u ts  of c a r ic a tu re s  a re  used (o ften  l i t e r a l l y )  where
necessary  to  make strong  p o l i t i c a l  c r i t ic is m s . When a l l  th e
ch a rac te rs  a re  cardboard cu to u ts , however, th e  in tended  ccmment i s
d is s ip a te d . 'How I  Won th e  War' has too  many of them -  th e  idiole
o f 3 rd  Troop, in d iv id u a lly  and c o lle c t iv e ly , Goodbody, G rapple, and
Odlebog. S ince th ey  a l l  keep bumping in to  each o th e r we never r e a l ly
have th e  o p p o rtu n ity  to  l i s t e n  c a re fu l ly  to  what th ey  say, and Wood's
t e x t  i s  made subord inate  to  th e  r e s t l e s s  a c tio n , deadening th e  language,
and reducing  th e  p o s s ib i l i t i e s  fo r  b u ild in g  a c h a ra c te r is a t io n .
'D ingo' I  (a) s t i l l  s u f fe rs  from th i s  pasteboard  c h a ra c te r  approach.
Dingo h im se lf was 'no t so f u l l y  rounded as he became in  th e  Royal Court
p ro d u c tio n . Wood's work w ith Reeves in  th e  a fterm ath  of US, and
w illin g n e ss  to  tak e  c r i t ic is m  se r io u s ly , enabled him to  in c rease  th e
depth o f th e  p la y . In  the  f ilm , Goodbody's background was sketchy.
D ingo 's, by th e  tim e of Dingo I I  , was d e f t ly  o u tlin e d . Im portant
l in e s  s c a t te re d  around th e  film s c r ip t ,  as a lread y  dem onstrated, a re
spoken by Dingo in  th e  p la y , adding fo rce  to  h is  ye lp in g  r h e to r ic .
The focus on an e n l is te d  s o ld ie r  ra th e r  than  an o f f ic e r  b reaks the
t r a d i t io n a l  dram atic approach to  war, and th e  emphasis on h is
p ro fess io n a lism  in  c o n tra s t to  the  o f f ic e r s ' amateurism adds a c u ttin g
edge to  th e  s a t i r e .  The men of 3rd Troop simply do n o t have the
c o l le c t iv e  fo rce  of Dingo, the  in d iv id u a l.

■■ N e ith e r does th e  f ilm  have as strong  an impact on an audience as
th e  _play. Though i t  can d isp lay  a hard , uncompromising, se rio u s
n a tu ra lism , and can provide a compendium of t r i c k s ,  besid es  moving

^ th ro u g h  Time and P lace w ith  ease , the  f ilm  remains trap p ed  in  the
—f la tn e s s  of th e  cinema screen , a t  a d is tan ce  from th e  audience

d e sp ite  i t s  i n s i s t e n t  attem pts a t  involvem ent. L e s te r  has no
i l lu s io n s  about th e  d i f f i c u l t i e s  of f ilm  making fo r  an in d u s try  which
i s  ' t i e d  up in  f in a n c e , banking, m arketing, re sea rc h , f ro n t  o f house
p o s te r s ,  co ld  cinem as, rude u s h e re tte s , bad p ro je c tio n , in s e n s i t iv e  

112d is t r ib u to r s  ' .  W hilst the  th e a tre  i s  by no means f re e  o f th ese  
r e s t r i c t i o n s ,  th e  a r t i s t i c  freedom Wood had when working on th e  p lay , 
and th e - la c k  of p re ssu re  to  achieve a commercial success, meant th a t  
he was ab le  to  develop h is  su rrea lism , eschewing lo g ic , and in v e s tin g  
Dingo w ith  a n igh tm arish  s e r ie s  of e x p re ss io n is tic  im ages. The f^ c t  
th a t  he was ab le  to  form h is  own v isu a l context to  accommodate them.
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by designing  bo th  s e t  and costumes, added immeasurably to  h is  own
v is io n  of th e  p lay  and i t s  p re se n ta tio n . In  perform ance, th e  p la y
was an alm ost t a c t i l e  experience, an~assault on the  senses more th a n
th e  mind, and inescapab ly  d ire c t  and challeng ing . As th e  c r i t i c s
have shown, i t  was im possible no t to  be moved in  some way by i t ,
whether i t  aroused adm iration  or anger. The f ilm , on th e  whole, d id
no t e l i c i t  such d e f in i te  resp o n ses . Penelope Mortimer thought i t
»a t r i c k * ,  b u t found th a t  L este r 'u ses  th e  camera as a b a t te r in g  ram
to  b reak  down a l l  our sen tim en ta l s u p e rs tit io n s  about war as a 

113n ecessa ry  e v i l ' , and th e  c r i t i c  of The Guardian p o in ted  out th a t
L e s te r 's  technique

. . .  i s  to  in v i te  us to  laugh out loud a t  the  u n re a l a n tic s  o f these
 funny men in  uniform and then  to  j o l t  us in to  s ile n c e  w ith  scene

v e iy  r e a l  b lood . But th e  iro n y  never convinces, and th e  j o l t  
we g e t i s  more em barrassing than  d is tu rb in g . What cushions th e  
impact i s  L e s te r 's  an x ie ty  never to  miss a t r i c k .  And th e  
t r i c k s  here d iv e r t  in  the  wrong way, drowning a good id ea  in  a 
sea of in c id e n ta ls ,  11k .

The m a jo rity  of c r i t i c s  echo th e se  opinions.
i There a re  some 260 scenes in  th e  f ilm , and the  p la y  i s  more

su cc e ss fu l in  the  way th e  language, as opposed to  th e  montage, f in d s
a rh y t’nm, which i t  i s  unable to  do in  the  film  because o f th e  speed of
th e  sh o ts  and th e  primacy of th e  v is u a l image. The examples of
s im ila r  language used in  both  p lay  and f ilm  a lread y  quoted, show th a t
in v a r ia b ly  th e  language in  th e  p lay  i s  r ic h e r ,  more v iv id , moving
tow ards th e  p o e tic . L i t t l e  of th e  dialogue i s  allow-ed to  develop in
th e  f i lm , p o in ts  a re  made as qu ick ly  as p o ssib le  be fo re  th e  next
col l i s io n  i s  a rranged , and th e re  i s  no opportun ity  f o r  monologues l ik e
th e  demented Tanky ta lk in g  to  Chalky*s to rs o :

C halky 's p is se d  again .
W ill you r a t t l e  should I  shake you? Or w i l l  you 
slosh? Remember th e  leaves a l l  had w ater on them 
Chalky my son/my o ld  mucker, clambering back in to  
where was i t ?  You p issed  y o u rse lf  a t  the  w ater on th e  
l a u r e l s . . .  w ater you c r ie d  -  ta s te d  of m etal, so o t. I t
was r e a l ly  humorous. And you s a t  down w ith me 
laugh ing , wet th rough, p u lle d  by th e  tab  of my ja ck e t 
down to  you, bum in  mud.. .  in  my ea r while my 
booted fo o t swayed to  th e  laugh of my b e l l y . . .  ' t o  th e  
guard ' -  's ta n d  to  th e  guard -  I ' l l  wake th e  bloody 
g u a rd '. . .  b rin g  out the  guard in  the  ra in  -  ' s tan d  to  
th e  guard by th e  s e a s id e '.
You shouted.
You s a id .
'S tand  to  th e  Blackpool Tower g u a rd .'
For th e re  a re  sp ies  up th e  Blackpool Tower watching 
us wash th e  w ater up from Ire la n d  between our -  
s tin k in g  d i r t  and sock f l u f f  between the  ranks -  
m i l i t a r y  to e s .
You were ag g ress iv e . '
This b e e r 's  w atered down, th i s  b e e r 's  a d u lte ra te d
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w ith  p ig 's  p id d le . I t ' s  a l l  we can g e t now Jack.
Try i t  on your h a i r  fo r  a to n ic .
Splash sp lash  .- up through the leaves on your-face^.-115----- ----------- -

The power o f th e  v is u a l  co n tex t, as a lread y  noted, i s  s tr ik in g  enough, 
bu t th e  heigh tened  language of Tanky's rem iniscence of a p a s t d rink ing  
bou t in  damp England -  th e  re fe ren ce  to  wet leav es , mud, r a in ,  b ee r , 
and w ater, i s  even more e f fe c t iv e  as we look a t  th e  burned corpse in  
th e  s t i f l i n g  d e se r t h ea t -  has no eq u iv a len t in  the  f ilm , except 
p o s s ib ly  th e  episode of th e  blown-up w ire le ss  o p era to r and h is  w ife , 
a lre ad y  m entioned. There, th e  impact was sho rt and sharp , the  
language econom ically conveying th e  punch-line , bu t th e  next scene 
fo llow ed  on im m ediately. Here, Wood i s  ab le  to  use h is  words more 
c a r e fu l ly  to  su s ta in  th e  e f f e c t  he i s  try in g  to  ach ieve . The use of 
sim ple onomatopaeic words l ik e  ' r a t t l e ' ,  's h a k e ',  and 's lo s h ' emphasise 
C halky 's corpse as an image of en p tin e ss , bu t the  r e s t  of th e  speech 
con ju res up a v iv id  im pression  of a simple drinking man, m ild ly  
ag g ress iv e  in  h is  cups, b u t capable of lau g h te r and fr ie n d sh ip  a t  heme 
in  England. Above a l l ,  he was a l iv e .  Wood's speech rhythm s, ' i n  
my e a r w hile  my booted fo o t swayed to  th e  laugh of my b e l l y ' ,  and 
r e i t e r a t i o n  of consonants, 'bum ', 'b o o te d ',  'b e l l y ' , 'B lack p o o l', 
th e  c r i t ic is m  of th e  b ee r (p re -d a tin g  P in te r 's  usage of s im ila r  
language in  D u ff 's  speeches in  Landscape, 1968), th e  amusingly 
econom ical v e rb a l image of Chalky pouring beer over th e  baim an's head 
( 'T ry  i t  on your h a ir  fo r  a t o n i c ') ,  added to  th e  v is u a l  co n tex t, b u ild  
Tanky's r e l a t iv e ly  banal r e c a l l  of a p a s t pub crawl in to  a powerful 
dram atic  s ta tem en t, which has a p o e tic  dimension to o .

The o th e r m ajor d iffe ren c e  between p lay  and f ilm  l i e s  in  the 
ap p o rtio n in g  of blame fo r  th e  War. L es te r does not blame anyone f o r  
s ta r t in g  th e  War, b u t c r i t i c i s e s  i t s  conduct, co ncen tra ting  on the  
main b a t t l e s ,  and excluding the  im portan t Dingo re fe ren ces  to  Concentr
a t io n  Camps. Both works condemn th e  ro le  of o f f ic e r s ,  b u t, whereas 
in  th e  f ilm  th e  Melancholy M usketeer makes a r e la t iv e ly  m ild  c r i t i c 
ism  of th e  o f f ic e r  c la s s ,  th e  p lay  condemns th e i r  apparent condouement 
o f b r u t a l i t y .  ' Grapple i s  harm less enough, w ith h is  f a n ta s ie s  o f f a r -  
o f f  w ars, b u t th e  Hero Colonel seems to  g lo r i fy  th e  w orst human t r a i t s .  
In - th e  f i lm , th e  sen se less  k i l l in g  seems h a rd ly  to  touch th e  fo o ls  who 

-b lu n d e r on, b l i s s f u l ly  unaware of what i s  r e a l ly  happening, l ik e  th e  

lo c a l  co u n c il o f f i c i a l s  in  some of th e  e a r l i e r  works. By c o n tra s t .  
Dingo throw s h is  blame a t  ta rg e ts  from Colonels to  p o l i t i c ia n s ,  basing 
h is  antagonism  on c la s s  d if fe re n c e s , p r iv i le g e , fo o lish n e ss , lack  of 
c a re , b u s in e ss , and p r o f i t ,  seeing th e  w orking-class as  m erely pawns in  
th e  hands o f th ose  s e t  in  a u th o r ity  over them. He i s  an a g i ta to r ,  a
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p r o te s te r ,  an avenger, who wants to  see the world changed. T h e re 'is  a 
xxrorld of d iffe re n c e  between th e  endings of 'D ingo' I  (a ) , s t i l l  under the  
in flu en ce  of th e  film , and 'D ingo' l ( b )  and Dingo I I ,  where th e  
c r i t ic is m  i s  e x p l ic i t  and sh arp ly  focussed .

Dingo, and 'How I  Won the  W ar', were not the  end of Wood's p re 
occupation  w ith  th e  Second World War. He sc r ip te d  ano ther film  in  
1967, which has rece iv ed  scan t c r i t i c a l  a t te n tio n , c a lle d  'The Long 
D ay's D y ing ', This was an ad ap ta tio n , almost a cinem atic paraphrase, 
of Alan W h ite 's  novel, a tough p sycho log ica l t h r i l l e r  f i r s t  published  
in  1965, which concerns th e  p l ig h t  of th re e  B r i t i s h  so ld ie rs  in  
Germany in  th e  f i n a l  s tages of th e  War. Like Ryan's novel. W hite 's  
i s  w r i t te n  in  a f i r s t - p e r s o n  n a r ra t iv e .  The n a rra to r  i s  a hard 
commando. Immensely s k i l le d  in  th e  v io le n t c ra f ts  of war, and Wood's 
screen p lay  o u tlin e s  h is  c h a rac te r  (whom he c a l ls  John) as th a t  of an 
educated 25 y ear o ld  in d iv id u a l is t  who i s  unable to  be 'a  lo n e ly  
p a c i f i s t  in  a world of w a rr io rs ' .  'I n  peacetim e*, adds Wood, 'he 
m ight ha-ve ap p lied  h is  s o r t  of de term ina tion  and s k i l l  to  mountain

116clim bing ' ,  a very  d if f e r e n t  background from D ingo 's, although h is
i

view of war i s  very  s im ila r .
, Unlike L e s te r 's  ad ap ta tio n  of Ryan's novel. Wood and h is  d ire c to r ,

P e te r  C o llin s  on, fo llow  th e  s tru c tu re  and p lo t  of th e  novel very
c lo se ly . John and th e  o th e r two s o ld ie r s ,  Tom, a co n sc ien tious,
r e l i a b le  30 y ear o ld  who i s  eq u a lly  tough and follow s th e  m il i ta ry
te x t  book, and C l i f f ,  a 20 year o ld  who has a su rv iv o r 's  in s t in c t  and
l i t t l e  more a p a r t from h is  m i l i ta r y  hardness, a re  d e ta i le d  to  p a tro l
th e  a rea  around a d ese rted  farmliouse. White uses th i s  n a tu r a l i s t ic
lo c a le  c le v e r ly  to  provide a lim b o -lik e  s e t t in g ,  'a  b rea th in g  space
between two -  c o n f la g ra t io n s ',  f o r  th e  ten sio n s  which a r is e  between th e
s o ld ie r s ,  t r a in e d  to  a psychotic  peak, and a re  then  com plicated by th e
unexpected a r r iv a l  of Helmut, a German o f f ic e r .  Helmut f i r s t  cap tures
th e  s o ld ie r s ,  i s  overthrown by them, in  h is  tiorn, and th en  accompanies them
as a p r iso n e r  on th e i r  attem pted re tu rn  to  base . ^

Both novel and film  a re  s tro n g ly  a n ti-w a r, and a re  very concerned
w ith  th e  v io len ce  b red  by i t .  W hite 's  n a r ra to r , fo r  example, says:

War f o r  me i s  th e  triumph of th e  anim al. I  can fo rg iv e  the  
d e s tru c tio n , b u t not the  debasement, th e  f e s te r in g  unwashed sore 
in  th e  body of mankind. 117.

and he i s  w e ll aware o f h is  o\m g radual b ru ta l iz a t io n  and w il l  to
su rv ive  a t  th e  expense o f anyone e ls e .

There i s  no h a tre d  f o r  o f f ic e rs  nor guying of p o l i t ic ia n s  in
e i th e r  novel or f ilm , only the  c lo se  s c ru tin y  of th e  paranoid  in d iv id u a ls
and t h e i r  w i l l  to  su rv iv e . Helmut, who, in  th e  novel, informs th e  o th er
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s o ld ie r s ;

I  was a man who grows d isg u sted  w ith h is  p re se n t, who walks out
in to  limbo to  th in k  about th e -fu tu re .-  118.-------  ----  *• -------- -----------

119and whom Wood d esc rib es  as 'a  pro among am ateu rs ', seems to  be a 
l ik e ly  su rv iv o r, or 'w inner' p a r t ic u la r ly  a f t e r  th e  v io le n t deaths of 
C l i f f  and Tom, b u t, ju s t  as he vo ices th e  b e l ie f  th a t  he has indeed 
su rv ived  to  fa c e  a b e t te r  fu tu re , John k i l l s  him. In  the  novel, h is  
a c tio n  i s  m otivated  by John 's  r e a l i s a t io n  th a t ,  in  an e a r l i e r  in c id e n t, 
Helmut had been re sp o n sib le  f o r  th e  near death  of one of th e  s o ld ie rs ,  
and by Helmut p o in tin g  out th a t  th ey  a re  th e  only two l e f t ,  thus s t i l l  
posing a danger. In  th e  f i lm , i t  i s  a sw ift unm editated re a c tio n  to  
H elm ut's s ta tem en t th a t  the  two of them had won th rough . Wood's 
sc reen p lay  uses th e  n o v e l's  language to  convey John 's  s ta t e  of mind:

JOHN (voice over)
I  imagine I  was tem p o rarily  of 
unsound mind -  many men are 
d riv en  /insane during the  war 
th rough p a in  and su ffe rin g  7 most 
of them p a c i f i s t s  l ik e  me. . . .

— s k i l l  though. S k i l l .  . Main th in g  
-needed to  k i l l  p a c i f i s t s .  120.

There i s  one m ajor d iffe ren ce  between novel and f i lm . In  the  novel,
th e  n a r ra to r  su rv iv e s , b u t, in  th e  f i lm , John d ie s , in  an ending which
has echoes of 'T r a i to r  in  a S te e l Helmet ' .  Having ju s t  k i l le d  Helmut
and acknowledged h is  probable in s a n i ty , he s tag g ers  towards the  g u n fire
of h is  own l in e s  shouting :

Not a  mealy m outher, no t a 
bro therhood  of men man.. .  
you can keep a l l  th a t  crap fo r  
me -  no th ing  bu t contempt fo r  th e  
human a n im a l. . .  Triumph of the  

-anim al -  war, b u t the  s k i l l .  I  
 ̂ l ik e  th e  s k i l l .  Have the  s k i l l .

. I 'm  a  p a c i f i s t .
,! (he g e ts  h i t  and d ie s .

FREEZE FEIAME)
OFFICER'S VOICE

Hold your f i r e ,  I  th in k  he i s  /
one-of o u rs . 121.

-Wood has again  s tre s s e d  (even more th an  W hite, who allow s h is  n a r ra to r
a somewhat rem orsefu l p o s tc r ip t ,  in  which he s tr e s s e s  th e  composite
t r u t h  o f th e  n a r r a t iv e ,  heightened by th e  w r i t e r 's  a r t )  the  h o rro r and
f u t i l i t y  o f war and i t s  dehumanising e f f e c t  on even th e  in te l l ig e n t
in d iv id u a l, pushing him towards madness and u ltim a te  d e s tru c tio n . For

' Wood noone w ins, and th e  f i n a l  iro n y  i s  th a t  John, th e  'p a c i f i s t ' ,  i s
k i l l e d  by h is  own s id e .

The a u th o r 's  achievem ent, in  th i s  r e la t iv e ly  sh o rt p e rio d , l i e s  in
th e  development o f h is  th e a t r i c a l  im agination , nourished  and eniicl^ed
by an e x p lo ra tio n  o f cinem atic technique and p ra c t ic e ;  in  th e  movonent
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frcm s h o r t ,  q u a s i - n a tu r a l i s t ic  p lays about th e  Aimy in  peacetim e, '  
developed from h is  ovm experiences, to  a fu l l - le n g th  ep ic  drama about 
War, embracing su rrea lism , expressionism , f a c t , ' and argument; and from 
ta rg e ts  fo r  s a t i r i c a l  trea tm en t which s ta r te d  w ith  th e  Army's h ie ra rc h y , 
p rog ressed  through lo c a l  council o f f i c i a l s ,  to  th e  Government i t s e l f ,  
and f ig u re s  of in te rn a t io n a l  im portance. The fa n ta sy  b a t t l e f i e l d  o f 
Spare has became th e  nightm are f i e l d  of c o n f l ic t  o f r e a l  war, and th e  
war game has been je t t is o n e d  f o r  War i t s e l f ,  th e  u ltim a te  Game.
Dingo broke through th e  proscenium arch  in  a way th a t  none of th e  
e a r l i e r  works had even attem pted , and th e  o ld e r, more experienced , hard
b i t t e n  s o ld ie r  had tak en  over th e  ro le  of conscience-arouser from th e  
naiVe and inexperienced  young r e c r u i t s .  C h a ra c te risa tio n  had become an 
im portan t elem ent in  the  a u th o r 's  work, and an in d iv id u a l provided a 
new-focus from th e  previous groups of s o ld ie rs .  H is a b i l i t y  to  
juxtapose word and image provided pow erful, a r re s t in g  dram atic e f f e c t s ,  
and c r i t i c s  regarded  him a t  th i s  p e riod  as one of th e  most prom ising 
th e a t r i c a l  t a l e n t s ,  though some had re se rv a tio n s  about h is  o rg a n isa tio n  
of m a te r ia l  i n  th e  le n g th ie r  p lay  form he had adopted.

' This broadening and deepening of th e  a u th o r 's  a r t i s t i c  powers 
enabled him to  p ro g re ss , a few years  l a t e r ,  to  a p o r tr a y a l ,  again  in  
cinema and th e a t r e ,  o f th e  V ic to rian  c o n f lic ts  o f th e  Crimea and th e  
In d ian  M utiny. The next chap ter w i l l  explore f u r th e r  developments 
i n  th e se  two works.
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D ingo a t  B r i s t o l  A r ts  C en tre .

'have a good hard  s h u f t i  a t  th a t  p ipe c lean e r you go t s i t t i n g  
on your lap * . Act 1 s c .5 .

Tanky (Mark Jo n es), on l e f t  of p ic tu re ,  and Dingo (Tom Kem pinski),
t a l k  to  Chalky*s charred  to r s o .
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D ingo a t  B r i s t o l  A r ts  C entre,

*Left a t  th e  Rifleman*s grave . I  know -  I 'm  a n av ig a tin g  o f f ic e r .*  
The N avigating  O ffic e r  (Esmond R ideout) asks Mogg (Leon L issek ) f o r  
d i r e c t io n s .  Page (o p .c i t .  p .26l ) m ain ta ins th a t  *the b ic y c le  i s  an  
a d d it io n  in  th e  London vers io n * , which i s  c le a r ly  e rroneous. The 
exposed-back w a ll o f th e  s tage  can a lso  be seen in  t h i s  photograph.
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o ^ r b s  C entre,

W illie  (N e il Cunningham) th e  * lovable* German guard bayonets Tanky. 
This p ic tu re  shows th e  p o s itio n in g  of th e  boxing r in g ,  th e  c e n tr a l  
s tag e  fe a tu re  o f Act Two.
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A t  B r i s t o l  A r ts  C e n tr e .

Ë m

* S tand Easy and l e t  y o u rse lf  go -  i t ' s  th e  T a ils  up and Lick 'em 
show .' Act 1 s c .5 .

The Comic (Henry Woolf) s tands on h is  booth, backed by th e  Union Jack,
.D ingo 's p o s it io n in g  to  th e  Comic's l e f t  i s o la te s  him f o r  im portan t
re a c t io n s .

■S3

The s tro n g  v is u a l  elem ent i s  emphasised by th e  im pressive  't a b le a u ' 
e f f e c t  o f th e  grouping . The l ig h tin g  and back w a ll a re  v i s ib le ,  th e  
camouflaged n e tt in g  forms a canopy, and sandbags a re  p i le d  up on th e  

fo re s ta g e .
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Dingo a t  the  Royal C ourt.

a »

m m

( l e f t )  The Comic a s t r id e  th e  
N avigating O ffice r a s t r id e  th e  
Camp Commandant.

The Comic i s  c le a r ly  a parody 
of Montgomery (see Frank 0 . 
S a lis b u ry 's  p a in tin g  o f 19k5 
below) • His b e re t  has two 
badges, and th e  medal ribbons 
a re  very  s im ila r .  Montgomery 
stands a g a in s t a b ack c lo th , 
p o in tin g  to  'The bloody beaches 
of Normandy* •
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CHA.PIER IV .

THE TRTMPET, THE GALLOP, TH3ÏÎ CHARGE 
W  T ^  m GHT OF THE FIGHT.

CHARLES WOOD'S DRAMATIC TREATMENT OF THE VICTORIAN CONFLICTS OF THE 
CRIMEA, THE INDIAN MUTINY, AND AFGHANISTAN, IN 'THE CHARGE OF THE LIGHT 

BRIGADE', H, AND'FLASHMAN'.

A s h o r t ,  one-act p lay , 'L ab o u r', and another f ilm  made w ith  
R ichard L e s te r , 'The B ed -S ittin g  Room', preceded Wood's major works of 
1968/ 69, Tony R ichardson 's  film  'The Charge of th e  L igh t B rig a d e ', and 
G eoffrey Reeves ' p roduction  of H a t  the  N ational T heatre in  February,
1969.

'Labour* was given i t s  prem ière a t  th e  B r is to l  A rts  C entre, as 
Dingo had been , t h i s  tim e in  my o\m p roduction . I t  was a much s h o r te r  
and s l ig h te r  work th an  Dingo, w r it te n  as a c u r ta in - r a is e r  to  Joe 
O rto n 's  The Erpingham Camp,w ith  which i t  shared a d o u b le -b ill;  a 
comedy w ith  a s o c ia l  conscience, harking back to  th e  a u th o r 's  e a r l i e r  

'c i v i l i a n '  p la y s . Mr. Carver, who had a lread y  appeared in  'T ie  up th e  
B a llc o c k ', as th e  in e p t C iv il Defence le a d e r, i s  here a bumptious 
o f f ic e  manager. The p lay  i s  s e t  in  a h ie ra rc h ic a lly -s tru c tu re d , 
newspaper o f f ic e ,  wliich m irro rs  th e  world as the  Aimy had done, and 
r e c a l l s  Wood's oxm background between 1959 and 1962, when he had 
worked f o r  The B r i s to l Evening P o st. Mr. Carver has a mortgage, a 
w ife  p a s t  50, two grown-up ch ild re n , and an Acme c lea n se r w ringer;
Chats H a rr is , h is  c le rk , has a m e n ta l ly - i l l  w ife and seven ch ild ren ; 
June, a ty p ic a l  Wood female c a r ic a tu re  ( ' l i k e  a "Men Only" c a r to o n ') ,  
i s  an unm arried m other; and young N igel and Sandra, who walk across 
th e  f ro n t  o f th e  s tag e  l ik e  f ro n t  c lo th  comics from tim e to  tim e, 
s tre s s in g  th e  m u s ic -h a ll sketch  s ty le  of th e  p lay , need money to  buy 
a house when they  m arry. A ll of them b ring  th e i r  tro u b le s  to  Mr. 
C arver, who t r i e s  very  hard to  h e lp , but he has enough of h is  own.
The a u th o r 's  comment to  me th a t  the  p lay  was derived  from the  Labour 
P a rty  Conference suggests th a t  i t  was an attem pt to  s e t  p u b lic  concerns 
in  a p r iv a te  co n tex t, and th a t ,  as in  Dingo, behind a l l  th e  p e rso n al 
an x ie ty  l i e s  th e  hope of a b e t te r  w orld. Indeed, th e  id ea  of a 
s o c i a l i s t  Utopia which Dingo looked forward to  i s  tak en  up by both  
Nolan and Havelock in  the  o ther works to  be d iscussed , and i s  an 
im portan t Wood theme. In  'Labour' money i s  the  panacea, and the  
ch a rac te rs  are  only r e a l ly  happy a t  the  end of the  p la y  when they  
re c e iv e  t h e i r  b u ff  envelopes. This p lay , l ik e  'Drums Along th e  Avon'
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which preceded i t  was w r it te n  fo r  the  B r is to lia n  d ia le c t ,  and showS 
Wood's unerring  ea r fo r  re g io n a l speech and i t s  nuances. L in g u is tic a lly , .
i t  provided a sh o rt pause in  the  t r a n s i t io n  of s ty le  ' f t i i e  v iv id ly  
s u r r e a l i s t i c  language of Dingo to  th e  r e la t iv e ly  sparse  dialogue of 
'The Charge of th e  L ight B rig a d e ', and the  complex V ic to rian  rh e to r ic  of
H. In  tone the  p lay  i s  much more n a tu r a l i s t ic  than  might have been 
expected a f t e r  Dingo, b u t i t  f u l f i l s  an im portant fu n c tio n  in  the 
development of Wood's methods f o r  p resen tin g  h is  work. The importance 
o f tab leau x  in  Dingo, and th e  use of a p a in tin g  in  'Meals on W heels' 
have already»- been mentioned, and 'Labour' was conceived as a s e r ie s  
of snapsho ts . Each scene s ta r te d  w ith  a tab leau , animated by the  
c l ic k  o f a camera on th e  sound tap e , and Wood develops th i s  technique 
to  g re a t e f f e c t  in  the  works to  be d iscussed .

F an tasy  and su rrea lism  were much more to  the  fo re  in  another 
sc reen p lay , w r i t te n  in  1 968, fo r  R ichard L e s te r . This was an ad ap ta tio n  
o f Spike M ill ig a n 's  p lay  'The B ed -S ittin g  Room', a work born from the  
fe a r s  of a so c ie ty  fac in g  the  p o s s ib i l i ty  of nuc lear e x tin c tio n , a 
theme which Wood had t r e a te d  s c e p t ic a l ly  in  'T ie  up th e  B a llco c k '. In  
t h i s  f ilm  Wood's s ty le  blended w ell w ith  M illig a n 's  goonery, and L e s te r 's  
v is u a l  f l a i r ,  to  make a d is tu rb in g  comment on s o c ie ty 's  acceptance of 
th e  s o -c a lle d  n u c lea r d e te r re n t.

H ie ra rc h ic a l s tru c tu re , p r iv a te  su ffe r in g , communal a n x ie t ie s , 
fa n ta sy , su rre a lism , and th e  p ressu res  and r e s p o n s ib i l i t ie s  of o f f ic e , 
a re  themes developed more f u l ly  in  th e  major works of 1968 and 1969: 
th e  f i lm  of 'The Charge of th e  L ight B rig ad e ', the  p lay  H, and the  
unpublished and unperformed film s c r ip t  of 'F lashm an ', which surv ives 
in  two d i f f e r e n t  and d i s t in c t  v e rs io n s , w ritte n  in  August and October,
1969 re s p e c tiv e ly . These form a t r i o  of works which t r e a t  s im ila r  
themes and id e a s . They a re  welded c lo se r to g e th e r by th e i r  h i s to r ic a l  
p e r io d , which, in  'F lashm an ', covers th e  A fghanistan t r i b a l  c o n f lic ts  
o f th e  l8ij.0s; in  'The Charge of the  L ight B rigade' th e  Crimean War of 
1 35k -  6; and in  H th e  Ind ian  Mutiny of 1857. This new h is to r ic a l  
c o n tex t, dealing  w ith  events of over a century  b e fo re , provided a 
f e r t i l e  source of development fo r  Wood. A ll h is  work to  th i s  p o in t 
had been s e t  in  a contemporary or near-contem porary p e rio d , though, as 
in  S p are , a sense of t r a d i t io n  and h is to iy  had permeated much of i t .
The impULcit importance of the  P ast to  the  modern s o ld ie r  was now to  
be examined e x p l ic i t ly ,  and enhances th e  o ther p lays by g iv ing  them a 
c le a re r  p e rsp e c tiv e . These th re e  works embrace a m u l t ip l ic i ty  of 
even ts and s i tu a t io n s  from h is to ry , and the  methods employed in  p re se n t
a t io n  cover a wide range. Wood's canvas i s  a huge one, cal l i ng f o r  
sp ec ta cu la r  e f f e c t s ,  encompassing as i t  does th e  halcyon days of
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Empire, b u t, i t s  su rface  sc ra tch ed , teeming with in ju s t ic e s  of a l l '  
k in d s . As in  th e  e a r l i e r  p lays Wood's in d ig n a tio n  a t  th e  even more 

'p la in ly  d e lin e a te d  s ta tu s  quo has i t s  ro o ts  in  the  Army's h ie ra rc h ic a l  
s t ru c tu re ,  and i t s  m irro rin g  of deep d iv is io n s  in  s o c ie ty . A number 
of in c id e n ts  a r is e  from th e se  d iv is io n s , involv ing  a t t i tu d e s  to  d is c ip 
l in e  and "Obedience which, in  tu rn , r a is e  questions about vengeance and 
ju s t i c e ,  dom ination and subserv ience, th e  p o s it io n  of women, and th e  

_ c o n f l ic t  between c u ltu re s  and r e l ig io n s . A gainst th e se  w ider, p u b lic  
concerns a re  co n tra s ted  th e  su ffe r in g s  and inadequacies of in d iv id u a ls , 
b o th  g re a t and sm all, p a r t ic u la r ly  when an im portant d ec is io n  has to  be 
made. In  th e se  works th e  emphasis changes from th e  yelp ing  and 
s n a r lin g  of th e  b i t t e r  p r iv a te  s o ld ie r ,  and th e  in g ra in ed  in e p titu d e  of 
incom pétent o f f ic e r s ,  to  th e  a c tu a l s tru g g le s , both  in te r n a l  and e x te rn a l, 
o f th ose  who a re  faced  w ith  im portan t decis io n s  which a f f e c t  everyone, 
though th e  s i tu a t io n  of th e  low er-rankers i s  v iv id ly  p o rtray ed  to o . 
A g it-p rop  techniques a re , on th e  whole, je t t is o n e d , and th e  cock-a- 
snooking approach of Dingo i s  exchanged fo r  a more measured and 
o b je c tiv e  co n sid e ra tio n  of th e  o f f ic e r s ' dilemmas, which re q u ire s  
s p e c ia l  a t te n t io n  to  c h a ra c te r is a tio n , and a d if f e r e n t  s ty le  of p re se n t
a t io n .  In  p lace  of th e  sneering  a t  a C h u rch ill, or th e  d ep ic tio n  o f a 
Comic as a parody of Montgomery, a re  c a re fu lly  formed p o r t r a i t s ,  based 
on h i s to r i c a l  f a c t ,  of Lords Cardigan and Lucan in  'The Charge of th e  
L ig h t B rigade ' who c a rry  th e i r  fam ily  r iv a l r y  in to  b a t t l e ,  and whose 
bombast and overweening p rid e  le ad  to  d is a s te r ;  of G eneral Havelock 
in. Ĥ , h is  s tru g g le  w ith  h is  C h ris tia n  conscience and h is  duty  as a 

’ s o ld ie r ,  h is  nightm ares, and f e a r  o f making wrong d ec is io n s ; and o f th e  
cowardly Flashman (though he i s  not a ' r e a l '  f a c tu a l  c h a ra c te r , being 

- an in v en tio n  of George MacDonald F rase r based on the l a t e r  years of 
th e  b u lly  from Hughes ' Tom Broim 's Schooldays) who romps through a l l  
h is  adventiores as a f ig u re  of f le s h  and blood, b e liev ab le  d e sp ite  h is  
weakness and f i c t i o n a l  base.

A lthough the  works a re , in  many ways, complementary, each fo m s 
a complete e n t i ty .  Some ch a rac te rs  s p i l l  over in to  one of th e  o th e r . 
p re se n ta tio n s  -  Bingham i s  Flashm an's CO, and S ir  C olin Campbell from .
H makes an appearance in  'The Charge of th e  L ight B rigade ' -  b u t th e re  
i s  no sense o f any development o r c o n tin u ity  in  th e i r  p o r tr a y a l .
B esides t h e i r  t o t a l l y  d if f e r e n t  focus on le a d e rs , a l l  have in  common 
a c o n s id e ra tio n  of the  ro le  of th e  o rd inary  s o ld ie r ,  though, in  complete 

c o n tra s t  to  Dingo, he tends to  be p assive  and su b se rv ien t, accepting  
h is  p lace  a t  th e  bottom of th e  p i le  where, he i s  to ld ,  and accep ts , he 

b e lo n g s.
Other o f f ic e r s ,  besides generals  and le a d e rs , a re  a lso  p o rtray ed .
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G enera lly , th ey  a re  used d ram a tica lly  to  p o in t up th e  d iffe ren c e  a" 
p r iv i le g e d  background makes to  th e  conditions so ld ie rs  have to  endure, 
b u t ,  as in ' 'The Charge of the  L ight B rigade' (which I  s h a l f  r e f e r  to  
subsequen tly  as 'The C h arg e '), they  provide im portant background 
in fo rm atio n  about th e  na tu re  of V ic to rian  so c ie ty  w ith  i t s  a t t i tu d e s  
to  m arriag e , sex , war, and expansionism, besides shotdng t h e i r  happy 
and complacent way of l i f e  f i l l e d  w ith  h o rse -r id in g , b a l l s ,  and promen
ades by th e  r iv e r .  So strong i s  th e  fa c tu a l  b a s is  o f th ese  works 
th a t  i t  i s  p o ss ib le  to  tra c e  th e  d if f e r e n t  phases of an o f f ic e r 's  
c a re e r  in  documentary fash io n  from h is  purchase of a commission, 
through i n i t i a t i o n  ceremonies, to  t r a in in g ,  em barkation, command, and 
l ik e ly  d eath  in  th e  f i e ld ;  o r, fo r  an e n lis te d  man, from co n sc rip tio n  
onwards. D iffe re n t segments of t h i s  p rog ression  occur over the  th re e  
works b u t ,  p ieced  to g e th e r , th ey  provide a c e r ta in  coherence, which 
u n d e rlin e s  th e  p re s su re s , both p u b lic  and p r iv a te , a l l  so ld ie rs  undergo.

Women, 'to o , a re  of some im portance, though th e re  i s  no t one ro le  
o f any r e a l  substance . The la d ie s  a re  g en e ra lly  vacuous, perhaps 
b ig o te d  l ik e  Mrs. M iddleton in  'F lashm an ', or seemingly empty l ik e  h e r 
daughter E lsp e th  (who does, however, tu rn  th is  c h a u v in is tic  assessm ent 
o f  h e r q u a l i ty  to  h e r advantage by ou tw ittin g  Flashman), o r C la r is sa , 
in  'The Charge' whose i d y l l i c  wedding co n tra s ts  s ta r k ly  w ith  the  l a t e r  
scenes of carnage. C la r is s a 's  i n i t i a l  scep tic ism  of th e  approach of 
war changes to  euphoria as she becomes in c re a s in g ly  ro m an tica lly  
a tta c h e d  to  th e  dashing Nolan, ep itom ising  th e  vapidness of a n a tio n  
which could send o f f  th e  flow er of i t s  youth from i t s  loved ones to  
death  f o r  t o t a l l y  spurious reasons. As played by Vanessa Redgrave on 
th e  sc reen  w ith  an ap paren tly  sh in ing  innocence, which cloaked a

- growing l u s t f u l  p assio n  fo r  Nolan, h e r husband's b e s t  f r ie n d , C la r is sa
__ provided  a p e r fe c t  example of V ic to rian  sexual hypocrisy . 'G a ily

goes"the  sh ip  when th e  wind blows f a i r ' ,  she played and sang a t  h e r 
wedding, though i t  should be po in ted  out th a t  h e r ad u lte ro u s  coupling

-  w ith  Nolan in  th e  a c tu a l  f ilm  i s  an ad d itio n  to  th e  Wood sc re e i^ la y  
used h ere  as a te x tu a l  source. Mrs. Duberly, in  th e  same f ilm , i s  
more o v e r tly  sex u a l, and s a i l s  to  th e  Crimea. She p ic n ic s  on th e  
h e ig h ts  as th e  L igh t Brigade charges, s ighing  lu s t f u l l y  as she watches 
th e  s tro n g  men go to  t h e i r  deaths as she munches her cucumber sand
w iches. In  an e a r l i e r  sequence she had been h ap p ily  seduced by 
C ardigan, foUox^ing a d inner on h is  y ach t. On th e  o th e r hand, 
H avelock 's w ife , though unseen, ex erc ise s  a steady ing , benign, and 
c ru c ia l  in flu en c e  on him, as w i l l  be dem onstrated in  Chapter V, w h ils t 
M rs. Jones P a rry , in  H, d esp ite  undergoing h o rr ify in g  experiences, 
su rv iv es  and grox-xs w iser as a r e s u l t  of them. *
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One of th e  c h ie f  in te r e s t s  in  th ese  works, however, l i e s  in  th e  

au tho r and h is  d i r e c to r s ' use of th e  medium, fo r  xfhich they  were 
devised,- and p a r t ic u la r ly  in  the way they  re f in e  and develop th e  
snapshot techn ique of 'L ab o u r'. Wood allowed h is  v is u a l  sense f u l l  
r e in ,  and developed a method of p re sen tin g  some scenes by anim ating 
a c tu a l  p a in tin g s . This device , an im portant fe a tu re  o f V ic to ria n  
sp ec ta cu la r  th e a t r e ,  developed from th e  'tab lea u x  vivants*  of th e  e a r ly  
n in e teen th  cen tu ry , i s  used to  g re a t e f fe c t  by Wood and i s  employed 
d i f f e r e n t ly  according to  th e  medium chosen. In  th e  f i r s t  v e rs io n  o f
'Flashman*, fo r  example, (which, i t  should be borne in  mind, was 
w r i t te n  fo r  R ichard L es te r to  d ire c t  in  th e  cinema, though th e  f ilm  
was never made, f o r  reasons which w i l l  be d iscussed  l a t e r ) ,  th e  t i t l e s  
of s ix  a c tu a l  V ic to ria n  p a in tin g s  a re  given in  th e  t e x t  as th e  b a s is  
of a s c e n e 's  v is u a l  p re se n ta tio n . They include 'The Grosvenor 
Fam ily ' by G .R .L eslie , which would have shown th e  M orrison fam ily  a t  
home, and 'The L ast S tand of th e  Ukth a t  Gandamak' by  W.B.Wollen, R.A. 
(see Appendix D p3?6 . ) ,  and th e  a c tio n  of a scene o fte n  develops from 
a s t a t i c  re p re se n ta tio n  of th e  p a in tin g , w ith  ch a rac te rs  ivalking f r e e ly  
in  and out o f th e  fram e;

E x t. 133 A PLAIN
CAPTION The l a s t  stand  of th e  kkth a t  Gandamak 

i s  th e  t i t l e  of th e  p a in tin g , 
by W.B.Wollen, R.A., by kind perm ission 
o f th e  N ational Aimy Museum, 
and i s  a t in y  square of so ld ie rs  of th e  
Uhth Foot on a s l ig h t  r i s e ,  
n o t an Affghan to  be seen, 
s tre tc h in g  from them i s  th e  droppings 
of th e  march, dots of red , b lu e , broxm, 
on th e  rocks, b lue grey rocks, th e  snoxf 
i s  l e f t  behind in  the  p asses, 
th e y  have come through, to  be l e f t  to  
face  death  a t  th e  hands of another 
enemy, fo r  a moment th e re  i s  no sound,

-  • a r e s p i te  in  which one can hear
b re a th in g , th e re  they  s tan d , the  
young and the  o ld , and among them i s  
HARRY EAST w ith  colours of th e  kkth  
wrapped around h is  body under th e  posh teen  '  
he i s  wearing, sword in  hand, 
th e y  w ait fo r  what i s  going to  be th e  end, 
a sudden movement and th e  p a in tin g  
s l id e s  to g e th e r, 
a sm aller group,
some of th e  o r ig in a l p a in tin g  gone. 1-.

These d ire c tio n s  cont.inue in  the  screenp lay , bu t th e  e x tra c t  shoifs th e  
d e ta i l  Wood suggests in  terms of colour and p ic tu r in g , and th e  way th e  
camera and screen  can be used in  a most e f fe c t iv e  and im ag inative  way 
to  shoxf th e  dim inution o f th e  group of s o ld ie rs .  The la c k  o f sound 
a lso  h e lp s  to  emphasise the  dram atic pause before  th e  Afghan hordes * 
a t ta c k .
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»The Charge of th e  L ight Brigade* uses photographs, lith o g rap h s ,
and p a in tin g s  as a s ta r t in g -p o in t  fo r  i t s  d ep ic tio n  of _V ic to r ia n ______
a t t i tu d e s  to  war. Sequence 7k in  th e  film s c r ip t  s e ts  th e  scene *As 
in  th e  photographs, row upon row of b e l l  ten ts*  (see Appendix D. p . 177), 
and Sequence 207 i s  based on 'The well-known lith o g rap h : Russian 
c av a lry  drawn up in  foreground. From the FedoufcLne H ills*  (see 
Appendix D. p.1 7 8 ). Another device i s  used in  the  f ilm  to  f i l l  i n  
h i s to r i c a l  background, and to  show p o l i t i c a l  a t t i tu d e s  of th e  p e rio d .
I t  c o n s is ts  of a s e r ie s  o f anim ated cartoons, drawn and coloured, 

based on 'the Punch-s ty le  c a r ic a tu re s  of th e  tim e. They a re  in s e r te d  
a t  v a rio u s  s tag es  of th e  f i lm . In  one, th e  B r i t is h  Lion rescues th e  
maiden Turkey from a la rg e  Russian Bear; in  ano ther, as 'Rule 
B ritann ia*  p la y s , th e  f l e e t  is su e s  in  p e rfe c t order from V ic to r ia 's  
s k i r t s .  These a re  c a lle d  'Drawn Sequences' in  th e  film s c r ip t ,  and 
break-up  th e  quasi-docum entary rea lism  of th e  o th er sec tio n s  of th e  
f i lm , though s t i l l  r e ta in in g  p e r fe c t ly  the  pe rio d  f la v o u r . They a re  
u sed , to o , in  ty p ic a l  Wood fa sh io n , to  co n tra s t th e  h o rro r o f  r e a l i t y  
w ith  th e  f a n ta s ie s  of fash io n ab le  th in k in g . A fte r  th e  f l e e t  has 

l e f t  th e  Queen^ Cardigan and Lucan a re  seen as c a r ic a tu re s , jockeying 
f o r  p o s it io n  w ith  t h e i r  y a ch ts . As soon as th e  Crimea i s  reached the  
f ilm  suddenly tu rn s  ' r e a l '  again  and the  in g lo rio u s  d is  embarkation a t  
Varna i s  shown. Water cascades below desks, horses p an ic , and next 
morning th e  dead ones a re  thrown over the  s id e .

H c o n s is ts  o f a whole s e r ie s  of f ro n t  and back c lo th s , many of 
them basea on o r ig in a l  p a in tin g s . One of them i s  a map of th e  Grand 
Trunk Road (see Appendix D. p .179 ) ,  based on an o r ig in a l ,  showing th e  
whole a rea  covered by th e  Mutiny. O rig in a lly , Wood had wanted th e  
march of H avelock 's arriiy to  be shown on i t  by an anim ated l in e ,  as i s  
o f te n - th e  case in  th e  cinema. This proved im possible in  th e  th e a t re  
because th e  map, as a f ro n t  c lo th , was a c tu a lly  involved in  the  a c tio n  

- o f th e  p la y , an in te r e s t in g  example of th e  'l im i ta t io n s ' of th e  th e a t re  
being  pu t to  good u se . One of th e  most im aginative e f fe c ts  in  the  
p la y  was to  have been a g ig a n tic  rep roduction  of the  p a in tin g  of 'The ' 
M eetings o f G enerals Havelock, Outram and Campbell a t  Lucknow', from the  

p ic tu re  by T. Jones B arker (see Appendix D. p .1 80. ) .  According to  
M ichael A nnals, th e  d esig n er, work s ta r te d  on th is  huge c lo th , bu t th e  
r e h e a rs a l  p e rio d  was so sh o rt and th e  p la y 's  te c h n ic a l i t ie s  so 
demanding th a t  i t  was not used fo r  th e  performances a t  th e  N ational 
T h ea tre , so th e  e f f e c t  Wood aimed fo r  e x is ts  only in  h is  im agination .
He s e ts  i t  out th u s  in  th e  p r in te d  v e rs io n  of th e  p lay :

Scene S ix  w ith in  Scene One I
The c lo th  i s  v a s t ,  over the  xdiole s tag e , and s e t  a t  an angle so
th a t  th e  to p  vanishes in to  heaven. I t  leaves th e  s tag e  empty oi
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d e b r is , CAPTAIN JONES PARRY p resen ts  i t .  *
CAPTAIN JO:i\]ES PARRY. The Evacuation of lucknoxf.
4 - .' 'A:'  .XrATY : Shows th e  h is to r ic  meeting

between S ir  James Outram, S i r  Colin 
Campbell, and General Havelock.

OUTRAM places h im self where he should be on the  p a in ted  c lo th , 
w ith  h is  hand out to  be shaken. Enter MAUDE to  f in d  h im self.
The c lo th  i s  a g ig a n tic  rep roduction  of the  famous p a in tin g . 2 .

In  f a c t ,  th e  whole p lay  i s  a succession  of p a in tin g s  and tab leau x , r e a l
and im aginary, and Wood i s  ab le  to  p lay  xd_th th e  th e a tre  alm ost as a to y ,
using  i t  to  make im portant v is u a l  s ta tem en ts , bu t he ru th le s s ly  exposes
h is  own purposely  overt ' t h e a t r i c a l i t y '  by s tr ip p in g  away th ese  trap p in g s
to  show H avelock 's death , a lone , on a t o t a l l y  bare s tag e , i t s  w alls  and
f i r e  ex tin g u ish e rs  open to  view. This idea  of 'th e a t r ic a l i ty *  -  th e
heigh tened  e f fe c t  which scenery  g ives, and th e  knowledge th e  audience
has th a t  i t  i s  watching a c to rs  on th e  s tage  or screen , a l l  adding to  the
e s s e n t ia l  u n re a l i ty  of th e  experience i t  i s  undergoing -  i s  o ften
broken, in  th e  worlcs in  questio n  by a lie n a tio n  e f fe c ts  l ik e  those used
in  H avelock 's death  scene.

'The Charge' i s  f u l l  of moments which j o l t  the  audience from i t s
enjoyment of th e  colour of th e  s o ld ie r s ' uniform s, o r th e  n a tu ra l
b eau ty  of V ic to rian  England. In  Wood's screenplay , the  army goes o f f
to  Chobham Ridge fo r  manoeuvres looking b e a u tifu l and h e ro ic , bu t what
s t a r t s  as a g re a t game soon g ives h in ts  of the  d is a s te rs  to  come> f o r  th ey
end in  a screaming in fe rn o  of c rip p led  horses and men. Then, th e
au tho r adds, 'th e  th e a t r ic a l  ch arac te rs  a re  g o n e ', po in tin g  out th a t
th i s  i s  th e  r e a l i t y ,  not the  p lay ing  a t  so ld ie rs  th a t  had preceded i t .
These manoeuvres (not seen in  th e  a c tu a l film ) are  a p relude to  th e
l a t e r  cataclysm , bu t th e  f i n a l  b a t t l e  i t s e l f  has something o f the  n a tu re
of a p u b lic  performance fo r  those no t a c tu a lly  p a r t ic ip a t in g .  C iv il ia n s ,

even women, l ik e  Mrs. Duberly, s i t  on the  h e igh ts  enjoying th e  sp e c ta c le ,
much as th e y  had xfhen, e a r l i e r  in  th e  f ilm , they  had watched a performance
of Macbeth. They are  an aes th e tised , d is tanced , unable to  contem plate
th e  r e a l i t y  th a t  faces them. Men w i l l  undoubtedly d ie  o r be maimed, bu t
g lo ry  and honour, colour and panoply, a l l  the  e x te rn a l trap p in g s  of
war in t e r e s t  them, and they  t r e a t  the  b a t t le  as i f  i t  were a cerem onial
p arad e . Wood c o n tra s ts  th is  in s e n s it iv e  behaviour w ith  a scene befo re
th e  c o n f l ic t  which shows Raglan, the  pompous Aimy Commander as a
v u ln e rab le  human be ing , and b rings home the  v a s t r e s p o n s ib i l i ty  which
weighs on h is  shoulders and those of a l l  commanders, p a s t and p re se n t:

He looks a t  h is  watch
-  now suddenly a l l  th e  th e a t r ic a l  aspect 
o f t h i s  f ilm  i s  gone. There i s  a cold 
change of mood. Truth i s  in  the  morning
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co ld , as i f  we had svjltched on a te le v is io n  
documentary of th e  Congo, or Vietnam. 3.

Tony Richardson, who directed the film, was, -like-the directors‘Of '
Dingo and *How I  Won th e  W ar', w e ll-v e rsed  in  Brecht from h is  c lose
a s s o c ia tio n  w ith  the  Royal Court, and was ab le  to  b rin g  home to  th e
audience th e  re levance  of th e se  events to  the  p re se n t, alloxdng, l ik e
th e  d ire c to rs  of th e  e a r l i e r  worlcs, no easy escape in to  the  n o s ta lg ia
o f h is to ry .

Even Flashman, th e  swaggering hero of th e  film s c r ip t  o f th a t  name, 
has some o f th e se  s ta rk  moments o f t r u th .  A fte r  th e  d e fe a t of theI
Army of th e  Indus a t  Gandamak, which he has watched, c h a ra c te r is  b ic a lly , 
from a sa fe  d is ta n c e , .and has consequently  became th e  lone su rv iv o r, he 
i s  cap tu red  by th e  Afghans and Wood shows the  r e a l  man in ;

A s tran g e  in s e r t .
The Affghans ( s ic )  squat very  close to  watch 
i t ,  to  watch th i s  c h ild  scream out h is  
f e a r  and anger and h is  o b sc e n itie s , 
no sound, ju s t  th e  w rith ing  e m b arra ssen t 
of i t  a l l ,  and over very  q u ick ly . k«
In  a l l  th e se  works, to o , th e  v a s t H ardy-like panoramas d isso lv e  

in to  cameos, and th e re  i s  a pervading sense of th e  ep ic  sweep of 
h is to ry  and g re a t events a ffe c tin g  everyone, as in  The Dynasts^ (though 
th e re  i s  no evidence th a t  Wood had th i s  work in  mind as he w ro te ). The 
v is u a l  e f f e c ts  a re  o fte n  memorable and, amidst a l l  th e  overwhelming 
s p e c ta c le , th e  sheer s iz e  and te c h n ic a l i ty  of i t  a l l ,  th e  im portant 
moments th a t  rem ain a re  those of some s im p lic ity  -  th e  dying Havelock 
sans ev e ry th in g , th e  shocked so ld ie rs  stum bling back a f t e r  th e  Charge 
and begging to  go again , th e  g ild ed  Flashman p leading  w ith  h is  w ife .

I t  i s  c le a r ,  th en , th a t  these  works have much in  canmon, both
- s t y l i s t i c a l l y ,  in  term s of p re se n ta tio n , and in  t h e i r  su b jec t m a tte r, 

which i s  once again  p rim arily  concerned w ith the Army a t  War. Again, 
th e y  are-perm eated  by a ho rro r of war, and c la ss  d is t in c t io n  fe a tu re s  
prom inen tly  as in  the  te x ts  d iscussed  in  Chapter I I I .  Now, however, 
in  c o n tra s t  to  th ose  works, th e re  i s  colour and sp e c ta c le , th e  ex c itin g  
p o s s ib i l i ty  o f watching g rea t armies on horseback c lad  in  resp lenden t 
uniform s, th e  t h r i l l  of th e  charge, and th e  opportun ity  fo r  ind iv idua l, 
heroism , b e fo re  th e  in tro d u c tio n  of so p h is tic a te d  technology made war 
th e  s e n s e le s s , depersonalised  s lau g h te r of th e  tw e n tie th  century .

Wood reaches back to  the  p a s t fo r  liis  in s p ira t io n  i n  both  form and
- co n ten t, u s in g  d ia r ie s  of th e  p eriod  fo r  h i s to r ic a l  a u th e n t ic i ty  in  the

language, and o fte n  achieving the  e f f e c t ,  on both stage  and screen , of
th e  sp e c ta c u la r  b a t t le s  staged  a t  A s tle y 's  in  th e  n in e teen th  century ,

d esc rib ed  th u s  by Michael R. Booth:
Moscow burned and amidst a d eso la te  w in te r scene th e  remnants 'o f th e  
French army were rid d en  down by Cossacks in  J.H .A m herst's The
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Invasion of Russia (l825); in battles of this kind the spectators 
were usaaily overwhelmed and deafened by the boom of cannon, the 
crack of rifles, clouds of smoke, waving banners, the stench of 
giuipowder, and the swirl of cavalry charges. 5-

Unlike those presentations, hoxfever, there is no attempt by Wood to
capture the audience's emotions, and the writer and his directors
retain a hard-edged detachment from their material which forces the
spectator to be aware of the reality of war, the inadequacy of any
human being to make momentous decisions in a short time on the field
of battle with inadequate systems of communication, and of the inhuman
treatment meted out to those xdio are there simply to proxn.de cannon
fodder.

I have already stressed the important change of theatrical emphasis 
from the relatively bare stage of Dingo. Noxf, to proxn.de continuity 
with my examination of Wood's depiction of the ordinary soldier at war,
I shall concentrate more closely on his portrayal of lower-rankers in 
these three new works before moxring toxjards a fuller description of an 
entirely new element, the officer. Then, my emphasis will shift from 
generalisations about all three xvorks to a focus on the play H. An 
analysis will be made of the text and its sources, some scenes will be 
studied, and Havelock himself will be carefully scrutinised, a claim 
being made for his recognition as Wood's only real dramatic hero.

The Royal Court again figxires prominently in Wood's development 
in this period. John Osborne and Tony Richaidson were directors of 
Woodfall Films with Oscar Doexfenstein, and had close links xaith the 
theatre. Osborne ~was to have written the films cript of 'The Charge' 
originally, but ran into difficulties over the use of source material, 
and became involved in litigation. Wood was inxrited to take over.

- Richardson, his director, cDearly takes an anti-Establishment line and
has strongly left-xving viexvs. He considers himself 'a luxurious
communist', which appears to be a contradiction in terms, stressing
that he is not a political activist, and insisting that ' artists are
basically apolitical animals a statement which is immediately belied
by the perspective taken on the lower-rankers.

The early scenes of 'The Charge' shoxf the recruitment and training
of the ordinary soldiers. When first seen they are naked, dirty, and
verminous. Some of them have sores (though there is no gentian
•violet to treat them), and their stench is enough to cause officers to
skirt the building. Their eyes are downcast, and their brains are
dull. As their Troop Sgt. Major explains whilst holding his sword
perfectly straight at arm's length as an example of discipline, this is
as they should be:

Look down noxv... down, where you should be used '
to looking, your station in life, no gentlemen have we?. 7*
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The neg ativ e  d u lln e ss  of th e  lower c la s s e s , c le a r ly  th e  r e s u l t  of »
t h e i r  e x p lo ita tio n  by those  in  a u th o r ity  over them, i s  a lso  shown in
'Flashman-*, where c iv i l i a n  l i f e  i s  seen to  be eq u a lly  m isé ra b le ;.......
Flaslnnan, p o sted  to  Glasgow, leads h is  troop  to  a m i l l  where an
acc id en t has ju s t  occurred . The m il l  workers a re  s u lle n  and very  sad ,
and th e re  a re  many grey-look ing  c h ild re n . One of them, who has lo s t
an arm in  an a c c id e n t, i s  c a r r ie d  out by th e  o th er w orkers. None of
them has any cap ac ity  fo r  a c tio n :

c lu s te re d  around th e  c h ild , no t a l l  
o f them a ffe c te d  by h is  su ffe r in g , some 
s u lle n  and b r u t i s h ,  b u t no f ig h t  in  them, 
a h eav in ess, faces  s ta r in g  a t  the  m il l ,  
a few" women in  them but, d i f f i c u l t  to  t e l l  
them a p a r t from th e  men. 8.

This same sense of hopelessness i s  th e  lo t  of th e  s o ld ie r s ' fa m ilie s  in
'The C harge '. A woman xmtches th e  so ld ie rs  w ith  h e r te n  u rch ins ifho
suck dummies o f rag  and b read , and, l a t e r ,  th e  t o t a l l y  u n s a tis fa c to ry
and uncaring  p ro v is io n  f o r  them i s  shoivn:

N igh t.
M etcalfe  watches behind th e  c u r ta in  across
th e  f a r  end of th e  room where the  m arried  women
a re  s i t t i n g  smoking p ip e s , t h e i r  ch ild re n , some in  bed,
some w aitin g  f o r  a bed xfhen a man goes on duty . 9.

The s o ld ie r s ' p r iv a tio n s  continue when, doused w ith  w ater from th e
pump to  r i d  them of t h e i r  fo u ln ess  th ey  a re  only ab le  to  respond w ith

a s tra n g e , jo y le ss  dance. Even th e  r i t u a l i s t i c  b a i t in g  c ry  o f 'R aw ...
' c r u i t y ' ,  y e l le d  by th e  more experienced so ld ie rs  has no jo y . I t  i s
no t even a ragg ing , more a statem ent of f a c t .  T heir d u lln ess  and
d is p i r i t e d  q u a l i ty  i s  emphasised by th e  a u th o r 's  comment:

There . i s  no th ing  in  th i s  p la ce , th e re  i s  no comradeship, 
th e re  i s  noth ing  b u t d u lln e ss , and one man coming in  
drunk, no t happy drunk, ju s t  re e lin g  drunk. 10.

“ The m en's la c k  o f education , common sense, and i n i t i a t i v e  of any kind
f a i l s  to  su rp r is e  th e  Troop S g t. M ajor. This t r a in in g ,  un lik e  the
zany e a r ly  scenes o f 'How I  Won th e  W ar', i s  no t funny in  any way.
He i s  m erely  s ta t in g  f a c t  when he says /

I t ' s  l ik e  a fo re ig n  tongue to  them, they  d o n 't  know any 
d ire c t io n  back or f r o n t .  11.

S ince th ey  do no t know t h e i r  l e f t  fo o t from th e i r  r ig h t ,  th e  r e c r u i ts
a re  helped  by a C orporal, who in s e r ts  a straw  in  t h e i r  l e f t  b o o t. This
d r i l l  em phasises r a th e r  th an  a l le v ia te s  th e  c ra ss  monotony of th e i r

"" liv es . Horse-mounting i s  lea rn ed  to  th e  accompaniment of a monotonous
and unfunny chant and everytliing i s  geared to  a r e le n t le s s  b reak ing -
down of th e  s p i r i t  to  ensure in s ta n t  obedience a t  th e  r ig h t  moment.

The Troop S g t. Major h im se lf, ded ica ted  though he i s  to  th e  Army and
th e  upholding o f a u th o r ity , makes one s l ip  l a t e r  and i s  in s ta n t ly



- 1 2 1 -

demoted to  th e  ranlcs of ano ther reg im ent. Not only does he lo se
a l l  s e n io r i ty  and pension , he i s  a lso  flogged in  f ro n t of h is  own men
as an e:cam.ple. Hoxfever,

None of th e  men a re  much a f fe c te d  e i th e r ,  
th i s  i s  too  much p a r t  of t h e i r  d u ll  
b ru t i s h  l i f e .  12.

L ife , f o r  th e  e n l is te d  men, i s  u n m itiga ted ly  h a rsh , and breeds a t o t a l
in d if fe re n c e  to  s u ffe r in g . In  th e  l a t e r  film s c r ip t ,  Flasliman, lead in g
a tro o p  of Lancers p a s t th e  f o r t r e s s  a t  Mogala in  A fghan istan , p o in ts
to  a group of blackened bodies hanging from g ib b e ts . His Lancers
a re  no more concerned th an  those  of 'The C harge':

th e y  have seen th e  same o fte n  enough
and sometimes in  England where th ey
might w e ll end up on a g ib b e t them selves. 13*
The tro o p s in  'The Charge' have a c o lle c tiv e  anonymity, though

some of them a re  named. Not one, however, emerges as a d i s t in c t

p e r s o n a l i ty .  One of them, M etcalfe , s t a r t s  out p rom ising ly , though
vaguely , as a 'bad  c h a r a c te r ',  b u t th e  v ic is s i tu d e s  of film -m aldng
e v id e n tly  caused him to  be je t t is o n e d  q u ite  soon. A nother, Pridmore,
i s  more f u l l y  sketched in .  Wliile t r a in in g  he i s  seen to  s u f fe r  a
g re a t  d e a l, f a l l i n g  from h is  h o rse , in  p a in  from h is  le g s , and b leed ing
from th e  in c e ssa n t chafing on th e  in s id e  o f h is  th ig h . F o r tu n a te ly
f o r  him, th e  Troop S g t. Major ta k es  him under h is  wing, and t r i e s  to
h e lp  him to  ga in  some advancement. The S g t. M ajor's t i p s  a re
p a r t i c u la r ly  in te r e s t in g . He warns Pridmore to  be e sp e c ia lly
d e f e r e n t ia l  to  Cardigan:

You should never look up a t  him
fo r  t h i s  i s  n o t u su a l as I  have to ld
you, you pu t y o u rse lf  forw ard fo r  
a crime of dumb inso lence  by looking 
up a t  an o f f ic e r ,  look doivn in
re s p e c t o r f e a r le s s ly  s l ig h t ly  above '
in  a s o ld ie r ly  manner i s  b e s t .  Ik .

Even more im portan t a re  the  th re e  c a rd in a l p o in ts  f o r  a low er-ranker
to  remember a t  a l l  tim es:

Keep o f f  th e  d rin k  and keep s teady  and do not
be s o c i a l i s t  and you w i l l  n o t go f a r  wrong. 15* •

I n  th e  f ilm s  c r ip t ,  Pridmore ' s l o t  does improve sane what, u n lik e  th e  
m a jo r ity  o f  h is  fe llo w s . In  th e  Crimea he becomes C ard igan 's  trum peter, 
b u t lo se s  h is  bugle in  th e  Charge, has h is  hand chopped o f f  by a sab re  
c u t ,  and h is  horse s i t s  on him. He does have the  dubious s a t i s f a c t io n ,  
though m o rta lly  wounded, of being tended p e rso n a lly  by Lord Cardigan, 
who shouts d e f ia n t ly  in  answer to  Lord Lucan's a sto n ish ed  s ta r e  a t  

such u n - a r i s to c r a t ic  behaviour: 

trum peter s i r .
I  am going to  feed  him champagne '
u n t i l  he d ie s .  16.



 -------------------------------------

Sad ly , no t a l l  of t h i s  reaches th e  screen , and, in  the  a c tu a l f ilm ; a 
s in g le  c h a ra c te r , C o rbe tt, becomes an amalgam of Pridmore and the  
Troop-Sgt; M ajor. ' ' '  ̂   - A '  ........

G en era lly , in  th e  th re e  works, th e  so ld ie rs  o f th e  lower ranks 
keep t h e i r  mouths t ig h t ly  sh u t, q u ite  u n lik e  t h e i r  modern co u n te rp a rt. 
Dingo, and fo llow  orders w ith  t o t a l  obedience. They have l i t t l e  
a l t e r n a t iv e ,  s in ce  th e  spread of f r e e  education f o r  a l l ,  b e t te r  
l iv in g  c o n d itio n s , and s o c ia l  re v o lu tio n , l i e  in  th e  fu tu r e .  The 
in s e n s i t iv e ,  queru lous, d i c t a to r i a l  Cardigan in  'The Charge' m ain ta ins 
h is  p o s i t io n  by rep re ss in g  th ese  p o te n t ia l ly  subversive elem ents. The 
s a in t ly ,  ca rin g  Havelock in  II p re fe rs  to  le ad  h is  'lam bs' by kindness 
and example. Two of h is  o rd in ary  s o ld ie rs  in  II a re  more c a re fu lly  
c h a ra c te r is e d  th an  any of those  in  th e  f ilm , and provide an in te r e s t in g  
c o n tra s t  in  t h e i r  d i f f e r e n t  a p ti tu d e s , q u a l i t ie s ,  and p o te n t ia l .

One of them has th e  time-xforn pre-Tommy A tkins name of George 
Hodge. He i s  a poor, i l l i t e r a t e  s o ld ie r  who t r i e s  u n tir in g ly  to  
un d erstand  th e  world d e sp ite  h is  ignorance, f ig u r in g  prom inently in  
H avelock 's B ib le  c la s s  as one who i s  not a f ra id  to  questio n  th e  
G eneral about r e l ig io n .  Unlike Cardigan, Havelock encourages th e  
s o ld ie r s  to  t a l k  to  him, and h is  B ib le  c la sses  a re  an attem pt to  make 
th e  Aimy in to  a k ind  of a l te rn a t iv e  to  th e  fam ily , a p r a c t ic a l  

a p p lic a t io n  o f H avelock's own s o c ia l i s t i c  id e a ls ,  based on C h r is t ia n i ty .  
Hodge d ie s  l a t e r  in  th e  p lay  a f te r  p reparing  h im self to  meet h is  Maker:

GEORGE HODGE: George Hodge h e re , how may I
speak to  him as a f r ie n d  who i s  my m aster?

HAVELOCK: With h u m ility  and w ith  fe llow sh ip
as you speak to  me. 17.

S ym bolica lly , Hodge i s  a t  th e  bottom of a p i le d  pyramid of s o ld ie r s .
Much more prom inent in  th e  p lay  i s  th e  f ig u re  o f Cpl. Forbes 

M itc h e ll . His ro le  i s  based on th a t  of a r e a l  c h a rac te r  who xfas, i n  
f a c t ,  a. se rg ean t in  th e  93rd S u therland  H ighlanders. The r e a l  F orbes- 

M itc h e ll  (Wood does no t use th e  hyphen) was f a r  from i l l i t e r a t e .  He 
a c tu a l ly  w rote a book about h is  experiences during th e  Mutiny which was 

- f i r s t  p u b lish ed  in  1893 and re is su e d  in  1962 in  an e d ite d  v e rs io n  by 
M ichael Edwardes, who a lso  wrote th e  P reface to  th e  p r in te d  v e rs io n  
o f g .  Wood based h is  ch arac te r on the  in form ation  contained  in  t h i s  
book, though he does not fo llow  F orbes-M itchell a t  a l l  s la v ish ly . In  
th e  p la y , Forbes M itch e ll h im self i s  th e  rig h t-h an d  man and marker to  
the.com pany. In  h is  book th i s  p o s it io n  (of some im portance to  th e
s o ld ie r  f o r  i t s  s ta tu s )  was taken  by a Jack B rian .

In  c o n tra s t  to  th e  low er-rankers of 'The Charge* (o r any o th e r of 
Wood's works fo r  th a t  m atte r) Forbes M itch e ll has many p o s it iv e  
a t t r i b u t e s ,  th e  most no tab le  being a sense of honesty  and ju s t ic e .  * Like
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Havelooîc h im se lf, he i s  m otivated by high moral p r in c ip le .  His '
knoxfledge of a benign C h r is tia n ity , which he d isp lay s  in  the  B ible
c la s s ,  i s  no t confined to  th eo ry . I t  i s  shoi-ni in  p ra c tic e  on sev e ra l
occasions, p a r t ic u la r ly  in  h is  compassionate handling of p riso n e rs . He
s c o rn fu lly  r e je c ts  Jones-P arry ' s in e p t attem pt to  b r ib e  him to  be an
a r b i t r a r y  hangman:

We of th e  78th e n lis te d  to  f ig h t  
men w ith  arms in  th e i r  hands. I  
would not become your hangman 
fo r  a l l  th e  lo o t of In d ia . 13.

This p a r t ic u la r  episode in  the  p lay  i s  developed from th i s  e x tra c t
in  Forbes-M itchell*s book:

No one v o lu n tee rin g  fo r  the  job , th e  commissioner asked Jack 
B rian , a b ig  t a l l  fe llow  who was the  rig h t-h an d  man of the  company, 
i f  he w-ould a c t  as execu tioner. Jack B rian  tu rn ed  round w ith a 
look  o f d is g u s t , say ing: "Wha do ye talc* us fo r?  We of the
N inety-T hird  e n lis te d  to  f ig h t  men xvith arms in  th e i r  hands. I  
widna* become y e r hangman fo r  a l l  the  lo o t in  In d ia  I "  19.

Woo-d has exchanged B rian  fo r  Forbes M itch e ll; Hodson, the  o f f ic e r
maldng the  re q u e s t, fo r  both  Jones-Parry  and Harry Havelock; the  93rd
f o r  th e  78th ; and re je c te d  the  S c o ttish  accen t.

Though he has b ravery  to  match h is  im pressive h e ig h t, even Forbes
M itc h e ll fa ces  a c r i s i s  in  h is  b e l ie f  a f t e r  th e  ho rro rs  of Cawnpore.
He squats  a t  th e  naked body of a young g i r l  and cu ts h e r h a ir  w ith  a
bayonet. In  a s ta rk , u n c h a ra c te r is t ic a l ly  vengeful way, he echoes
S j t .  Musgrave*s lo g ic :

and f o r  every
h a ir  counted we vow ti ia t  one of tnc  
re b e ls  s h a l l  d ie . 20.

The r e a l  F o rbes-M itchell was much more o b jec tiv e  and fa c tu a l :
On th e  da te  of my v i s i t  a g re a t p a r t  of th e  house had not been 
cleaned  o u t; th e  f lo o rs  of th e  rooms were s t i l l  covered w ith 
congealed b lood , l i t t e r e d  w ith tram pled, to rn  d resses  of women 
and c h ild re n , shoes, s l ip p e rs ,  and loclcs of long h a i r ,  many of 
which had ev id en tly  been severed from, th e  l iv in g  sca lp s by 
sw ord-cu ts. 21.

In  th e  p la y , however, Forbes M itch e ll appears to  have become tem porarily
unbalanced by th e  carnage, a v ic tim  l ik e  so many o th e rs  of th e  madness
of War. He tak es  to  x friting  slogans on th e  w alls -  'Revenge, I  am
s l a i n ' ,  and 'We a re  murdered, fo u l d eed '. In  the  book he re tu rn s  to
Cawnpore two months a f te r  the  event and n o te s:

I  v i s i t e d  the  slaughter-house again , and found th e  w alls  of the  
s e v e ra l  rooms a l l  sc rib b led  over both  in  p e n c il  and charcoal.
This had been done since  my f i r s t  v i s i t  in  October; I  am p o s itiv e  
on th i s  p o in t .  The un fo rtunate  women who were murdered in  the 
house l e f t  no w ritin g  on the  w alls w hatever. 22.

This suggests th a t  th e  so ld ie rs  had done th e  w ritin g  them selves to  fan
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th e  flam es of revenge, and Wood, by h is  change of emphasis, makes th e  
dram atic p o in t t h a t ,  faced  w ith  the  horro r and r e a l i t y  of 1#r,^j5ven_the. 
b e s t are  i r r a t i o n a l ,  a lthough, h is to r ic a l ly ,  F o rb es-M itch ell was no t 
involved w ith  th i s  a c tio n  of the  s o ld ie rs .

By th e  end of th e  second a c t Forbes M itch e ll has recovered h is  
sense of f a i r n e s s .  When a drunken Highlander suggests th a t  they  should 
smear th e  cap tiv e  Jemadar^ w ith  p ig 's  f a t ,  thus condemning him to  
e te rn a l  to rm en t, Forbes M itch e ll re fu ses  the  s o ld ie r 's  re q u e s t, c a l l s  
him a d isg race  to  th e  B r i t i s h  Army, and th re a ten s  to  charge any guard 
who m olests th e  p r iso n e r . This compassionate re c o g n itio n  of h is  
p r is o n e r 's  s p i r i t u a l  needs i s  in  g re a t co n tra s t to  th e  a t t i tu d e s  of 
h is  su p e rio r o f f ic e r s  in  the  Prologue to  H, to  be d iscussed  l a t e r .
There i s  no so ften in g  in  h is  a t t i tu d e  to  the  Mutiny in  g en era l, however. 
For him, th e  Jemadar i s  s t i l l  a spy and a t r a i t o r ,  and he w i l l  see to  
i t  th a t  as many of th e  n a tiv es  w i l l  d ie  as he can manage, so long as 
th e  methods to  be employed do not inc lude  to r tu r e .  When N e i l l 's  A.B.C.
throws a new ly-flayed  p ig sk in  a t  th e  Jemadar to  s o i l  h is  c a s te , the

/

C orporal k icks i t  away, and l a t e r  allow s him to  make proper devotions
befo re  dying, by untying h is  hands. This occasions th e  Jem adar's
g ra t i tu d e :

Thank you C orporal
though an uneducated man you are
a gentlem an. 2k-

Forbes M itc h e ll i s  m otivated by C h ris tian  p r in c ip le , which regards a l l
men as equal b e fo re  God. His b lend of Old Testament vengeance and New
Testament m ildness give him an o f f ic e r - l ik e  bearing  which th e  Jemadar
i s  g rac ious enough to  acknowledge, even though he faces  a h o rr id  d ea th ;

“ The gun i s  f i r e d  o f f ,  the  JEMADAR i s  blown in to  th e  auditorium  of 
th e  th e a t r e ,  and red  ro se  p e ta ls  are  hurled  in to  th e  expensive 
se a ts  and fa c e s . 25.

* The- Jemadar i s  a s a in t ly  Ind ian , commissioned as an engineer
o f f ic e r  by th e  E ast Ind ia  Company. Because he i s  a n a tiv e , he 
i s  made subord inate  to  an i l l i t e r a t e  B r i t i s h  se rg ea n t, thus becom
in g , l ik e  th e  r e s t  of h is  countrymen, th e  low est l in k  in  the h ie r 
a rc h ic a l  chain . A s e n s itiv e  and percep tiv e  man, he admits to  
f e e l in g  shame a t  th e  a t r o c i t ie s  committed during  th e  Mutiny, though 
he i s  sure of th e  in e v ita b le  removal of th e  B r i t i s h  from h is  country  
i n  th e  fu ln e ss  of tim e:

You s h a l l  be gone as a wet 
fo o tp r in t  on sun hot s to n e . 23.
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This e f fe c t  was used in  a Dress re h e a rs a l I  a ttended  bu t Lord O liv ie r
complained because of p o ssib le  adverse audience re a c tio n , and, in  th e
a c tu a l  p roduction , a f la s h  gun was used, and a maroon exploded o ff s ta g e .
Again, Wood has taken  a f a c tu a l  s ta r t in g -p o in t  and used i t  im ag in a tiv e ly
in  th e  th e a t r e .  A contemporary photograph (see Appendix D p .l8 l , )
shoT'TS a n a tiv e  being f i r e d  from a gun, and Wood wanted to  involve th e
audience as d i r e c t ly  as p o ss ib le  in  the  ho rro r (p a r t ic u la r ly  the
'o f f ic e rs *  in  th e  more expensive s e a ts ) .

The f a c tu a l  b a s is  i s  a lso  im portant in  the  whole sequence between
Forbes M itch e ll and th e  Jemadar in  the  p lay . The Jemadar i s  e n t i r e ly
Wood's oim. c re a tio n , and, through liim, he s tre s s e s  th e  h ie ra rc h ic a l
natiare of th e  c o n f l ic t ,  bu t F o rb es-M itch e ll 's  own d ig n ity  i s  c le a r ly
brought out in  h is  own n a r ra t iv e ;

My p riso n e rs  had no sooner been made over to  me, than  se v e ra l of 
th e  guard, as ifas u su a l in  those days, proposed to  b rin g  some pork 
from th e  bazaar to  break th e i r  c a s te s , as a s o r t  o f p re p a ra tio n  fo r  
t h e i r  execu tion . This I  a t  once denounced as a proceeding which 
I  c e r ta in ly  would not to le r a te  so long as I  h e ld  charge o f th e  
guard, and I  warned th e  men th a t  i f  anyone attem pted to  m olest th e  
p r is o n e rs , I  should a t  once s t r ip  them of th e i r  b e l t s ,  and p lace  
them in  a r r e s t  fo r  disobedience of orders and conduct unworthy 
o f a B r i t i s h  s o ld ie r ,  and th e  b e tte r-d isp o se d  p o rtio n  o f th e  guard 
a t  once applauded my re s o lu tio n . I  s h a l l  never fo rg e t  th e  look  
of g ra ti tu d e  which came over th e  face  of th e  u n fo rtu n a te  man who 
had c a lle d  h im self Jamie Green, when he heard me give th e se  o rd e rs . 
He a t  once sa id  i t  was an a c t  of kindness which he had never 
expected , and fo r  which he was t r u ly  g ra te fu l;  amd he u n h e s ita tin g ly  
pronounced h is  b e l ie f  th a t  A llah  and h is  Prophet would re q u ite  
my kindness by b ring ing  me s a fe ly  through the  rem ainder o f th e  war.
I  thanked my p riso n e r  fo r  h is  good wishes and h is  p ra y e rs , and 
made him th e  only re tu rn  in  my power, v i z . ,  to  cause h is  hands to  
be unfastened  to  allow  him to  perform h is  even ing 's  devo tions, and 
p e rm itted  him as much freedom as I  p o ssib ly  could, c o n s is te n t w ith 
sa fe  custody . 26.

This scene, a t  th e  end of th e  second a c t of th e  p lay , i s  th e  apex of
Forbes M itc h e ll 's  c o n trib u tio n  and he becomes only one of th e  many
s o ld ie rs  who plough through th e  carnage of the  l a t e r  sequences,
becoming more and more exhausted and in s ig n if ic a n t . D espite  th i s
a n ti-c lim a x , Forbes M itch e ll i s  a very  new p o r t r a i t  i n  Wood's m il i t a r y
c o l le c t io n .  His compassion, though so re ly  t r i e d ,  i s  no t worn away l ik e
D in g o 's . He has no b i t te r n e s s ,  nor cynicism; he does not cong lain
about th e  harshness of h is  l i f e  nor the  defec ts  of h is  commanders; b u t
he i s  a b le , f o r  most of the  tim e, to  stand  ou tside th e  h o r r i f i c  events
w ith  an o b je c tiv e  sense of f a irn e s s .  He i s  in  no way downtrodden l ik e
th e  s o ld ie rs  of 'The Charge*. In s tead , he possesses a q u ie t s tre n g th
of purpose, and an im pressive m a tu rity  which make him s tan d  out among

a l l  Wood's low er-rankers as unique.
On th e  o th e r hand, th e  so ld ie rs  of 'Flashman' a re  much more
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anonymoas, l ik e  those  of 'The C harge', and f a r  le a s  i s  seen of th en
th an  in  any of th e  o ther s c r ip t s .  T heir demise a t  Gandanak has

been mentioned, bu t th e re  a re  o th e r v iv id  p ic tu re s  o f t h e i r  '
c o l le c t iv e  su ffe r in g :

EXTERIOR. THE CANTONMENT.
a co ld  day, s e n tr ie s  huddled to  keep 
warn, and a s i l e n t  day, 
th e re  a re  no bugle c a l l s ,  no b r is k  
shout of o rd e rs , th e  European so ld ie rs  
seen  a re  s u l le n , p ick  a t  th in g s , 
anyth ing  a t  a l l ,
a s t r i p  of b a rk , te e th ,  th e  f l u f f  on a 
com rade's coat u n t i l  a s n a r l  s tops i t ,  
sk in , f in g e rn a i ls ,  a v a s t  p ick ing  and 
nervous tugging a t  th in g s , some walk 
slow ly in  c i r c le s ,  watching hard  th e  
way t h e i r  f e e t  come doi-m on th e  ground. 27.

This i s  m erely  a p re lim in ary  ta s t e  of th e  rig o u rs  to  come. The
d if fe re n c e  :m th e  q u a li ty  of the  o f f ic e r s ' l i f e  i s  shown in  a scene
where E lph instone  e a ts  d e v ille d  ham, om elette , and a k i t t l e  pheasan t,
w h ils t- th e  i^iole Army w aits  o u ts id e , ready to  move on to  J e lla la b a d .

“ Like th e  g re a t march of H, th i s  i s  a t in e  of immense d i f f i c u l ty  f o r
a l l  concerned. In  appalU ng conditions the  Army s e ts  up camp in
deep snoxv, a scene which, in  f a c t ,  proved to  be lo g i s t i c a l l y  iu p o s s ib le .
As McBride says in  h is  a r t i c l e  on L e s te r :

One ch erish ed  f ilm  p ro je c t ,  a sp ec tacu la r ad ap ta tio n  o f George 
MacDonald F r a s e r 's  novel Flashman was cance lled  by U nited A r t i s t s  
a month away from shooting in  1970, a f te r  L este r had spent more 
th a n  a y ear i n  p re p a ra tio n . 28.

In  th e  a r t i c l e  L e s te r  g ives sev e ra l reasons fo r  th e  f i lm 's  c a n c e lla t io n :
"Flashraan" was one of th e  more su ccessfu l ab o rtiv e  p ro je c ts .
I t ' s  a very  canç>licated s i tu a t io n ,  but "Flashman" came about a t  
th e  tim e when th e  f ilm  in d u s try  began to  co llap se  w ith in  i t s e l f .  

i A s o r t _ o f hnplosion . I t ' s  a very  expensive p ro je c t ,  a p e rio d  
f i lm  where a t  one p o in t 13,ooo of the  B r i t i s h  Army have to  r e t r e a t  

h- i n  January from Kabul in to  In d ia , being a ttack ed  by hordes of
Afglians. I t ' s  no t the  s o r t  o f th in g  you can do on a sh o e s tr in g . 29.

I t  i s  in te r e s t in g  a t  th i s  p o in t to  tu rn  to  Wood's screenp lay  to  determ ine
what demands were a c tu a lly  made on reso u rces:

THE NIGHTMARE MARCH
Ext. 12l".

-.- A whibe expanse of snow, n o th iig  
-bu t snow, th e  Army has vanished, 
n o t more th an  f i r s t  l ig h t  y e t ,  
and a s o l i t a r y  GILZAI TRQIESMAIT 
s i t s  h is  horse and watches from 
th e  summit o f a sm all h i l l ,  
ro c k s , swept c le a r  of snow by 
th e  wind, he watches and he can 
see  vague shapes under th e  snow, some 
b eg in  to  move.
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a BUGLER comes ap oat of th e  snow
and looks around him, th e re  i s  . -

■. ; > only him and the'GILZAI TRIBESMAN 
can be seen , th e  BUGLER decides 
to  s in k  down again  in to  the  snow 
as i f  p u llin g  th e  sheets up 
around him again  fo r  ano ther f iv e  
m inutes in  bed, b u t more shapes a re  
coming up out of th e  snow, 
a  long ifay o f f  a f i r e  i s  l i t ,  
a sm all b lack  dot m iles axvay i t  
seems i s  th e  head of the  column, 
dot a f t e r  dot comes out of the  
snow and by th i s  means we see th e  
f u l l  e x te n t o f th e  w ithdraw al of 
th e  Army of th e  Indus.

N earest a re  th e  camp fo llo w e rs .
A w ailin g  from them, an in ten se  
w a ilin g , and whining from th e  n a tiv e  
canp fo llo w e rs . 30.

With th i s  in  mind United A r t i s t s '  d ec is io n  to  cancel seems reasonab le ,
and L e s te r  continues :

I  mean, a p a r t from the  lo g i s t i c a l  problem of how do you g e t, l e t ' s  
say , 5,000 people under the  snow so th a t  th e  next morning they  
appear on cue as the  bugle a r is e s  in  th i s  empty snow field, blcr^s 
a few n o te s , and then  slowly 5,000 heads a p p e a r .. .  To do i t  
p ro p e rly  i t  would be a very, expensive f ilm ; and I  d o n 't th in k  
one should do i t  im properly. 31.

Wood to ld  me th a t  he wrote 'Flashm an' to  purge h is  systewTi of th e  
n in e te en th -ce n tu ry  wars su b jec t, and a l l  th re e  works req u ired  enormous 
bu dgets. For now, however, in  a co n sid e ra tio n  of th e  f i lm s c r ip t 's  
handling  of lo w er-ran k e is , i t  i s  s u f f ic ie n t  to  say th a t  only one of 

, th e  s o ld ie rs  in  'Flashm an' i s  s in g led  o u t. S g t. Hudson does p lay  an 
im portan t p a r t  in  some of Flashm an's adven tures, and i s  the  only 

_ person  to  xfitness h is  tru e  cowardice. F o rtu n a te ly  f o r  Flashman,
Hudson d ie s  xdLthout t e l l in g  anyone of i t .  This f ilm , had i t  been 
made, would have shown th e  Army as a whole, a huge mass of men, 
marching and f ig h t in g  en b lo c , seen in  i t s  e n t i r e ty  as p a r t  of th e  v a s t  
panorama of war. 'The Charge' a t  le a s t  showed some in d iv id u a ls  
being  broken down as p e rs o n a li t ie s ,  then  welded to g e th e r again  to  form 
p a r t  of the Army ïïiachine, and H has in d iv id u a l ch arac te rs  w ith  sane 
dep th . B ut, in  th ese  th re e  works. Wood's concern w ith  showing the  
p l ig h t  of low er-rankers has developed a very  d if f e r e n t  p erspec tive  
from th a t  o f Dingo. In  th a t  p lay  th e re  was a strong  sense of 
impending and in e v ita b le  so c ia l  re v o lu tio n  as th e  outcome of ' war, of 
which th e  low er echelons. Dingo h im self, and o thers l ik e  him, would be 
an im portan t and a r t ic u la te  p a r t .  The d iffe ren ce  in  Wood's chosen 
h i s t o r i c a l  con tex t a lso  changes th i s  emphasis. In  th e  n in e teen th - 
cen tu ry  works th e  s o ld ie r 's  time had not y e t come to  take  a hand in* 
changing th e  world in  s o c ia l  term s. That xvas s t i l l  th e  dream of a
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handfu l of en ligh tened  o f f ic e r s ,  none of whom has any r e a l  power to  
implement i t .  _ ........

The most im portant d iffe ren ce  in  th ese  th re e  works, however, 
is_ th e  way o f f ic e r s  a re  explored in  d e ta i l  fo r  th e  f i r s t  tim e in  a 
Wood p la y  o r f i lm . T heir p o rtray a ls  add a rich n ess  to  the  te x tu re  
o f th e  works in  q u estio n , and show an im portant advance in  th e  a u th o r 's  
dram atic development of c h a rac te r , though, in  'The Charge' and 
'Flashm an' th e  e s s e n t ia l  s u p e r f ic ia l i ty  of the  main h i s to r i c a l  f ig u res  
lead s  Wood to  t r e a t  them d if f e r e n t ly  from h is  more d e ta i le d  study of 
Havelock. S ev e ra l of th e  r e a l  p e r s o n a l i t ie s ,  however, have an 
i n t r i n s i c  dram atic appeal, th e  most prominent being th e  c h ie f  
ch arac te rs  of 'The C harge', th e  b ro th e rs -in - law  Lords Cardigan and 
Lucan.

C ardigan, th e  b u co lic , in tem perate a r i s to c r a t ,  d e te s te d  by h is  
o f f ic e rs  because o f h is  sudden changes of mood, and h is  unreasonable
n e ss , commands h is  s o ld ie rs  l ik e  a very  su p erio r gentleman farm er.
His men are  t r e a te d  worse than  th e i r  ho rses, and h is  o f f ic e r s  
c o n s ta n tly  run  th e  gamut of h is  fo u l tem per. The f ilm  p o r tra y a l 
uses much o f th e  f a c tu a l  m a te r ia l of C ec il Woodham-Smith, whose book 
The Reason Why i s  a graphic account of th e  misdemeanours of the  
B rudenell (C ard igan 's) and Bingham (Lucan's) fa m ilie s , culm inating in  

_t h e 'f a t a l  charge. The book i s  c re d ited  as source m a te r ia l  in  th e  f ilm , 
and a d d itio n a l m a te r ia l was researched  by John Mollo, who a lso  provided 
in fo rm ation  fo r  H.

Lord Cardigan i s  f i r s t  seen in  the  film  on horseback, in sp ec tin g  
h is  tro o p s as a band p la y s . In  'Voice Over' he inform s us th a t  he i s  
indeed Lord Cardigan and does not propose to  recount h is  l i f e  in  any 
d e ta i l ,  s in ce  i t  i s  'no damn' business of anyone' .  Im m ediately,
Wood, and-R ichards on r e je c t  th e  f u l l  depth of Woodham-Smith's d e ta i le d  
c h a ra c te r is a t io n . In s te ad  of concen tra ting , as she had done, on the  
background s tru g g le s  and c o n f lic ts  of C ard igan 's e a r ly  c a re e r , they  
p re fe r  to  g ive him a c le a r  dram atic fu n c tio n  as th e  b u t t  of t h e i r  a n t i 

war, a n t i - p r iv i le g e ,  an ti-E stab lishm en t schema. His p re se n ta tio n  
l i e s  somewhere between th e  carefu lly -rounded  trea tm en t o f Havelock, and 

L e s te r 's  pasteboard  cu to u ts . Indeed, i t  seems th e  h i s to r i c a l  Cardigan 
was such an ap p a llin g  man th a t  i t  i s  ha rd ly  necessary  to  c a r ic a tu re  
him. He provides h is  own parody, though, in  th e  f i lm , Trevor Howard's 
pow erfu lly -vo iced , florid-com plexioned d ep ic tio n  of him was a l l  too 
convincing. C ard igan 's  a rra y  of weaknesses from t o t a l  se lf -a b so rp tio n  
to  b lundering  incompetence was memorably d isp layed . His arrogance and 
high-handedness were n o to rio u s, and th e  f ilm  lo ses  no tim e in  showing 
h is  concern w ith  e x te rn a ls . He proudly shows o ff  h is  o f f ic e rs  and men
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of the 11th H ussars, a regilment whose command he had purchased f o r  "a
v a s t  sum, h is  w ealth  provid ing  him if ith  both p r iv i le g e  and pover, and
an i n t r i n s i c  s u p e r io r ity  over everyone e lse  : '  - •

them ch ercyburns you see 'em t ig h t  mj»" cherrybnms.
I  keep 'em t i g h t .  £10,000 a year out me own pocket 
I  spend to  c lo th e  'eiu. 32.

In  r e tu rn ,  he-expects t o t a l  obedience:

I f  th ey  c a n 't  fo rn ic a te  th ey  c a n 't  f ig h t  
And i f  th ey  c a n 't  f ig h t  hard 
I ' l l  f lo g  t h e i r  backs raw 
For a l l  t h e i r  f in e  looks. 33.

He expects h is  o f f ic e r s ,  to o , to  submit to  a l l  h is  whims and fa n c ie s .
H is to r ic a l ly ,  he was something of a gourmet and dandy, o rdering  th e
food in  th e  O ffice rs  Mess to  be changed from good sound E ng lish
cooking to  fa n c ie r  French d ish es . One of th e  sequences in  th e  f ilm
i s  based on a  famous fa c tu a l  occurrence, xfnen Cardigan in v i te d  a
number of o f f ic e r s  to  a Regimental d in n er. Among liis  q u irk s  was a
q u ite  i r r a t i o n a l  abhorrence (though one shared by many o th e rs )  of th o se
o f f ic e r s  who had served in  In d ia , regard ing  them as u n c iv i l is e d  and
in f e r io r .  His own regim ent had served th e re  fo r  many y ears  b efo re
he took  command, a f a c t  which ad d ed 'to  h is  d i f f i c u l t i e s .  On th is
occasion , Cardigan had ordered th a t  only champagne should be served .
Many o f th e  o f f ic e r s  would have p re fe rre d  to  d rink  o rd in a ry  p o r te r
from th e  customary b lack  b o t t l e s ,  bu t d e fe rred  to  C ard igan 's  o rd e r.
One of the:ai, a C aptain John Reynolds, who had served in  In d ia , and was,
th e re fo re , in  C ard igan 's  .eyes, an 'In d ia n ' ordered M oselle in s te a d  of
champagne. Seeing a b lack  b o t t le  on th e  ta b le  (con ta in ing  M oselle)
Cardigan im ned ia te ly  jumped to  th e  conclusion th a t  th e  o f f ic e r  in
q u es tio n  was undermining h is  aubhority  by d rinking  p o r te r ,  and was
openly and embarras s in g ly  fu r io iis . Next day, Re^niolds was p laced
under a r r e s t . The f ilm  handles th i s  episode s l ig h t ly  d i f f e r e n t ly .
Wood in tro d u ces  W illiam  R u sse ll, The Times war correspondent, as a
c h a ra c te r  a t  b-ais p o in t in  th e  f ilm , and has him req u estin g  th e
M oselle . Reynolds does nob appear In the f ih a .  In s te a d , Nolan,
a n o th e r  'I n d ia n ' o f f ic e r ,  whose co n trib u tio n  bo bhe f ilm  w il l  be
d iscu ssed  l a t e r ,  takes th e  bui’don of C ardigan 's w rath. Wood avoids
a f a c tu a l  re c re a t io n  o f th e  scene, and heightens th e  te n s io n

s u r r e a l i s t i c a l l y .  In  th e  f ilm  v e rs io n , Cardigan, b esid e  h im se lf w ith
ra g e , thumps th e  ta b le ;

He thumps th e  ta b le  hard and f a s t  x-jith 
no soundc The b o t t le s  shake bub no sounic 

-He sh o u ts .
No souxid.
He shoubs again ;

You a re  d rink l'ig  p o r te r .  '
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No my lo rd .
Yes.
No.

Not my lo rd . 3U.
This i s  not th e  ' r e a l '  Cardigan, bu t a re c re a tio n  of a h i s to r ic a l  
f ig u r e ,  glim psed as in  a dream, the  sparseness of th e  u n a ttr ib u te d  
d ia logue adding to  th e  sense of u n re a l i ty .  Wood i s  no t a ttem pting 
to  d e p ic t th e  h i s to r i c a l  p e rs o n a lity  in  a n a tu r a l i s t i c  way b u t 
p o in tin g  o u t, a r t i s t i c a l l y  and im ag ina tive ly , h is  in to le ra n c e  and 
u n c o n tro lla b le  anger.

Many of th e  o th er scenes have th e i r  b a s is  in  f a c t ,  besides the  
whole re c o n s tru c tio n  of th e  Charge, bu t Wood always seeks to  he igh ten  
them, moving away from documentary rea lism , by h is  method of p re se n t
a t io n .  Another example may be given where Wood dem onstrates C ardigan 's 
f e t i s h  fo r  sm artness in  h is  tro o p s , and th e  way in  which he m ain tains 
i t .  Woodham-Smith mentions th a t  he gave some of h is  sm artest men 
f iv e  s h i l l in g s  and a d ay 's  le av e . To earn h is  fu r th e r  approval th ey  
would p o s t them selves as prom inently  and sm artly  as p o ss ib le  a t  a p o in t 
he would pass so as to  appeal to  h is  v a n ity . In  th e  f i lm s c r ip t  th i s  
i s  tra n s c r ib e d  a s :

' ' He stan d s on the  corner of the  s t r e e t  
and w a its . Lord Cardigan. The s t r e e t  
behind him empties of s o ld ie r s .  The 
s t r e e t  in  f ro n t  of him f i l l s  w ith  h is  
own sm art P r iv a te  tro o p e rs  w ith  here  and 
th e re  a co rp o ra l thrown in .

He tu rn s  round to  go back to  h is  club
and th e  s t r e e t  f i l l s  up w ith 11th Hussars again . 35.

-In th e  a c tu a l  f ilm , Richardson t r e a t s  th e  sequence more n a tu r a l i s t i c a l ly .
C ardigan, walking two dogs, rece iv es  sa lu te s  from various s o ld ie r s .
This seems to  negate Woodham-Smith's p o in t about C ard igan 's  p r id e , and

I

Wood's s u r r e a l i s t i c  expression  of i t ,  and the  a c tu a l f ilm  v ers io n
g e n e ra lly  tends to  r e je c t  Wood's fa n ta sy  sequences in  the  screenp lay  in
favour of rep o rtag e  and s o c ia l  comment.

A nother scene, th i s  time no t contained in  the  f ilm s  c r ip t ,  but
-appearing  on th e  screen , i s  based on Woodham-Smith' s account of a

th e a t r i c a l  performance Cardigan a ttended  a t  Drury Lane. She r e la te s
a contemporary d e sc r ip tio n  of th e  event:

'The f i r s t  aud ib le  in d ic a tio n  of h is  presence was a cry  o f "The 
Black B o ttle " , follow ed by a gen era l h is s .  A crowd gathered  
under h is  box, shaking t h e i r  f i s t s  and shouting , "Turn him out I" 
"Shame I " ' Lord Cardigan s a t  in  h is  box, ignoring  th e  dem onstration, 
u n t i l  th e  uproar became so g re a t th a t  i t  was obvious no performance 
could tak e  p la c e . 'H is Lordship then , advancing very  d e lib e ra te ly  
to  th e  f r o n t  of th e  box, put on h is  g rea t co a t, and making a bow, 
r e t i r e d  amid one u n iv e rsa l shout of d isapp robation . 36.



-131 -
This sequence i s  reproduced almost ex ac tly  in  the  f ilm , except th a t  i t  
was film ed  in  th e  Georgian auditorium  of the  Theatre Royal, B r is to l ,  and 
S ir  Donald W olfit could be seen giving a performance of Macbeth on 
s ta g e .

The o th e r 'c i v i l i a n '  sequences are  f u l l  of s o c ia l  comment.
Cardigan i s  seen a t  an e legan t B a ll which provides a strong  c o n tra s t 
w ith  th e  p revious scene, a f ig h t  in  the  drab barracks over s to le n  
money. At l e a s t  one of th e  women p resen t f in d s  him a t t r a c t iv e .  Mrs. 
Duberly confides to  a f r ie n d  ' I  must stop  looking a t  Lord Cardigan as 
i f  I  want to  be rid d en  by h im '. This unconscious equation  of women 
w ith  h o rse s , sexual in  essence, has many s e x is t  overtones. Horses 
f ig u re  prom inently  in  the  film  -  as them selves, as caparisoned s te e d s , 
b ea re rs  of m essages, c a r r ie r s  of death and the  dead, and as agents of 
men's s u f fe r in g . On th e  whole, th ey  are  given more care th an  the  men 
them selves, and most women a re  regarded as being t h e i r  equals a t  b e s t ,  
o therw ise decided ly  in f e r io r .  The domination of both by strong  men i s  
l in k e d  w ith  the  power of the  s trong  over th e  weak in  a sh o rt scene in  
which a sm all, p eacefu l group of an ti-w ar dem onstrators a re  v ic io u s ly  
d isp ersed  by C ardigan 's troops -  a moment when p a s t and p resen t meet 
and th e  audience i s  fo rc ib ly  reminded of th e  handling of th e  a n t i -  
Vietnam War dem onstrations in  America.

The c h ie f  dram atic concern of the  f ilm , however, besides th e
excitem ent of th e  Charge i t s e l f ,  l i e s  in  the  a ll- im p o rtan t p r iv a te
c o n f l ic t  between Cardigan and h is  b ro th e r- in -law  which was to  have such
p u b lic  consequences. Lucan, h i s to r ic a l ly  C ardigan 's sen io r in  term s
of Army se rv ic e  and experience, was commander of th e  1?th  Lancers by
purchase . He i s  no t seen in  th e  f ilm  u n t i l  almost halfway th rough,
when he i s  summoned by Lord Raglan to  be informed of th e  forthcom ing
war w ith  R ussia , and h is  r e s p o n s ib i l i t ie s  in  the Crimea. Raglan, th e
Array Commander, an in e p t, form er deputy to  th e  recen tly -deceased
W elling ton , i s  a lso  in troduced  la te  in to  th e  f ilm , and then  p lays an
in c re a s in g ly  im portant p a r t in  th e  f ilm , as he d id  h i s to r ic a l ly .  No
in fo rm atio n  i s  given in  the  f ilm  of Lucan's stormy background, nor o f .
th e  fam ily  ten sio n s  (C ardigan 's s i s t e r  had l e f t  Lucan ju s t  before  th e  .
ou tbreak  o f w ar), and h is  l a te  en trance , w h ils t l i f t i n g  th e  pace o f th e
f ilm  and g iv ing  i t  a new dram atic im petus, weakens th e  c ru c ia l  focus
on t h e i r  co n tin u a l w rangling, and makes Lucan le s s  im portant than
Cardigan d ra m a tic a lly . Throughout th e  f ilm , Cardigan i s  given
prominence, and th e  re s u lt in g  imbalance i s  a major c r i t ic is m  of i t .
Woodham-Smith * s e a r ly  chapters a lso  concen tra te  on Cardigan, bu t Lucan
i s  g iven  a f u l l  and considered trea tm en t when in troduced , and th e  l a t e r

ch ap ters  from th e  making of th e  appointments are  evenly balanced * 
between th e  two. In  R aglan 's o f f ic e , dominated by the  s ta tu e  of
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W ellington which i s  being e rec ted  o u ts id e , Cardigan, who has a lso  been
- in v ite d  to  a tte n d , asks i f  he .is, to  be given command.. . A ll t h e ......... -

re q u ire d  in fo rm ation  i s  econom ically conveyed in  th ese  exchanges:
No. No you d o n 't  g e t command. I  
s h a l l  command th e  exped ition , you 
g e t th e  L ight B rigade.
A b rig a d e . Who has th e  d iv ision?
Tour b ro th e r  in  law -  Lord Lucan.
CARDIGAN n o tic e s  LUCAN fo r  the  f i r s t  
tim e . He sn o rts  :
Lucan.
Cardigan.
Haw.
He s to m s  o u t. 37.
The waywardness and lack  of communication between a l l  th e  o f f ic e rs  

continues and grows a f t e r  th e i r  a r r iv a l  in  th e  Crimea, and co n tra s ts  
s tro n g ly  w ith  th e  d is c ip lin e  they  expect from th e i r  men. Cardigan i s  
given a l e t t e r  which e s ta b lish e s  th e  firm  chain  of command in  which he 
i s  only to  communicate w ith Raglan through Lucan. This only makes 
m atte rs  worse and th e  p e t ty  n ig g lin g  between them grows d esp ite  the  
awful co nd itions th e  Army experiences, and both  o f f ic e rs  show th e i r  
complete in s e n s i t iv i t y .  Lucan in s i s t s  on th e  men continuing th e i r  
march though many of them are  su ffe rin g  from ch o lera . In  another 
sequence, th e  hardsh ips a re  m itig a ted  as te n ts  are  e re c te d , and the
s o ld ie rs  r e la x .  Coon they  a re  ready to  watch the  entertainm ent
provided  by a dancing b ear, and a c r ic k e t match i s  o rgan ised .
Cardigan a r r iv e s ,  and p e tu la n tly  orders a l l  th e  te n ts  to  be rep itch ed . 
No sooner i s  th i s  ta s k  completed than  Lucan a rr iv e s  and orders them to  

_ be moved ag a in , follow ed by Cardigan again , who has them re -e re c te d  
once more.

- The rhythm of th e  film  changes, and b u ild s  to  i t s  climax, the
Charge, in  a s e r ie s  of sh o rt scenes. Cardigan i s  f i r s t  seen w ithout
h is  tra p p in g s , being pushed in to  h is  c o rse ts , follow ed by h is  elegant
and s t r ik in g  uniform . He looks m agn ificen t, h is  r in g s  f la s h  in  the
s u n lig h t, and h is  arrogan t sneer rem ains. Then th e  camera shows th e
panorama of th e  b a t t l e f i e ld ,  i t s  view point changing from th a t  of th e
commanders on th e  h e ig h ts  surveying th e  whole area  fo r  m iles , to  th e
v a lle y  i t s e l f .  Lucan brings a l e t t e r  bearing  ordeals, and advises

__Gardigan:
I  suggest you advance s te a d ily  
and keep your men w ell in  hand 
-  i f  th e  Brigade i s  handled w ith 
c o n tro l th e re  should be no 
u se le s s  o r  unnecessary lo s s .  38*
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For once, th e  two men t a c i t l y  agree, and th e  camera i s  ab le  to  cap ture  
th e  moment when Cardigan looks a t  Lucan w ith  as much in d if fe re n c e  as 
he can m uster, b u t th e  t e l l - t a l e  drops of sweat a re  seen as he shakes 
h is  head and p o in ts  out th e  in v in c ib i l i ty  of th e  R ussian p o s it io n .
Lucan responds w ith  a sim ple statem ent which c r y s ta l l i s e s  t h e i r  
dilemma. Nolan has brought th e  l e t t e r  from Raglan who i s  the
Commander. The o rd er i t  con tains must be obeyed:

Lucan; You a re  qui.te r ig h t  s i r ,  bu t what choice 
have we? 39.

The Brigade i s  ordered  to  advance, and Cardigan tak es  h is  p lace  b rav e ly  
two len g th s  ahead of h is  s t a f f  o f f ic e r s .  As th e  s o ld ie rs  move o f f ,  
Nolan commits h is  s tran g e  a c t  of running h is  horse w ild ly  across th e  
f ro n t  of th e  B rigade, attem pting  to  address them, and presumably 
p o in tin g  out th e  f o l l y  of th e  a t ta c k . This i s  th e  famous fa c tu a l  
a c tio n  which S p ra tt  Hammond to ld  th e  s o ld ie rs  o f in  S p are , and here i t  
serves only to  in c re a se  th e  te n s io n . Cardigan glowers in  fu ry , h is
rage  in c re a s in g . Now, however, i s  th e  moment when a l l  th e  tra in in g
and d is c ip lin e  a re  summoned up and put in to  o p e ra tio n . In  th e  screen 
p la y  Wood, th e  e x -s o ld ie r , w rite s  e x u lta n tly :

The main im pression i s  of grace and ease and p e r fe c t  d re ss in g .
Ranks c lo se  up as th e  n a s ty  i s  sh u tt le d
ou t, th e  flo g g in g  and tr a in in g  work you
see  -  th e re  i s  s k i l l  and w i l l .  I t  i s  l ik e
some grim ex tra o rd in a ry  mechanism. B reath tak ing .
D isc ip lin e  always i s ,  i t ' s  lo v e ly . i;0.

The iro n y  of t h i s  i s ,  of course, lo s t  on th e  sc reen , b u t Cardigan r id e s  
on, tak in g  th e  f la s h  of th e  cen tre  R ussian gun as h is  p o in t of a tta c k , 
ahead of h is  men, and ap p aren tly  b l i s s f u l ly  unaware o f what w i l l  happen 
to  them. Woodham-Smith s ta te s  th a t  Cardigan s a id  a f t e r  th e  Charge th a t  
he could th in k  only of h is  anger a t  N olan 's a c tio n . The f ilm  shows 
th i s  anger b u t does no t s t r e s s  i t .  When Cardigan re tu rn s  to  see th e  
so rry  remnants of h is  men he admits to  them th a t  i t  was 'a  mad b ra in  
t r i c k ' ,  b u t re fu se s  to  accep t any blame. The o th e r commanders have an 
acrimonious exchange:

Lucan: I  have orders in  my brigade  from my su p e r io r  g en era l.
Raglan: Who?
Lucan: You. I  have th e  o rder s t i l l .  The w r i t te n  o rd er.

In  your handw riting Lord Raglan.
Raglan: Not my h a n d w ritin g ... A irey, you have l o s t  th e  L ight

B rigade .
A irey : I  w i l l  no t be blamed. Ul •

T heir q u a rre l m erely serves to  u n d erlin e  t h e i r  incompetence and 
u n r e l ia b i l i ty ,  and th e  f ilm  ends amid scenes of d e so la tio n  as f a r r i e r s  
go about t h e i r  work of shooting th e  wounded h o rse s . This changes to  a 
p r in t  of th e  same scene, and th e  c re d its  r o l l .
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Bombast, arrogance, overweening p rid e  and show, a l l  th e  panoply 

of war, have proved no s u b s t i tu te  f o r  th e  b a s ic  human v a lues of common 
sense and concern f o r  o th e rs . So u t t e r ly  s e l f i s h  a re  bo th  Cardigan 
and Lucan th a t  t h e i r  only concern i s  w ith  avoiding blame. T heir 
incompetence i s  too  h eav ily  in g ra in ed  in  th e  System th ey  re p re se n t where 
power depends on w ealth  ra th e r  th an  a b i l i t y .  D ingo 's s e lf ish n e s s  and 
w i l l  to  surv ive c o n s ta n tly  goaded us to  consider h is  c r i t ic is m s  and to  
tak e  a s tance  e i th e r  f o r  or ag a in s t th e  system he scorned . When 
Montgomery, C h u rch ill, or Eisenhower were mentioned we questioned  h is  
comments about them, basing  our doubts on our own rece iv ed  in fo im atio n  
about th e  people concerned, which was o ften  c o n tra d ic to ry . Cardigan 
and Lucan were c le a r ly  in  th e  wrong, and were known to  be a t  th e  tim e .
I t  i s  very  d i f f i c u l t  to  f e e l  any sympathy fo r  them, except perhaps, 
i r o n ic a l ly ,  th e  moment in  th e  v a lle y  when they  a re  h o is t  w ith  th e i r  
own p e ta rd , or to  tak e  an opposing a t t i tu d e  to  Wood's and R ich ard so n 's . 
There i s  never any questio n  of our tak in g  s id e s , we fa c e  a foregone 
conclusion . Woodham-Smith' s book had been pub lished  in  1953, and had 
a lre ad y  made sh o rt s h r i f t  of Tennyson's lo f ty  r h e to r ic .  R ic h ^ d so n 's  
ab so rp tio n  in  r e a l i s t i c  cinema ensured th a t  th e  o v e ra l l  e f f e c t  would 
be one of h i s to r i c a l  v e ra c i ty , and pared  down Wood's more s u r r e a l i s t i c 
a l l y  conceived film s c r ip t .  His ' luxurious communism* o ffe rs  l i t t l e
o p p o rtu n ity  f o r  counter-argum ent ; and ra d ic a l ,  entrenched c r i t ic is m  of 
th e  lead in g  p a r t ic ip a n ts  lo ses  th e  e x tra  fo rce  i t  m ight have had i f  
our im aginations had been engaged in  Wood's p o te n t ia l ly  more f r u i t f u l  
form . As th e  f ilm  s tan d s , th e re  can be no doubt th a t  th e  e n lis te d  
men were v ic tim s of an u n ju s t system , and th a t  Cardigan, Lucan, A irey , 
and Raglan were i d io t i c  bu t ty p ic a l  re p re se n ta tiv e s  of i t .  No one in  
th e  f ilm  would dare  to  ask D ingo's q u estio n  'Am I  a fo o l ,  a re  we fo o ls  
th a t  comedians a re  s e t  to  le ad  u s ? '.  There i s  noth ing  comic about th ese  
le a d e rs , and th e  men a re  too  downtrodden to  even attem pt to  fo m u la te  
th e  q u estio n .

I f  th e  h ig h est and low est ranks come o ff  r a th e r  b ad ly  in  th e  f i lm , 
a t  l e a s t  some s o ld ie rs  experience a l i t t l e  joy  and h app iness. The 
younger o f f ic e r s  of 'The Charge' have a s tu d e n t- l ik e  cam araderie and 
sense of g a ie ty  in  th e  e a r ly  scenes which p o la r is e  th e  gloom and 
despondency u lt im a te ly  engendered by g re a t and sm all. T he ir ch ie f 
r e p re se n ta tiv e  i s  Nolan, ano ther h i s to r i c a l  character*. In  f a c t ,  he d id  
n o t a c tu a l ly  jo in  th e  Brigade u n t i l  i t  reached th e  Crimea, being 
G eneral A ire y 's  a ide  th e re ,  b u t, in  th e  f ilm . Wood makes him in to  

"something of a jeune prem ier, weaving a rom antic i n t e r e s t  around him, 
and s e t t in g  him in  C ard igan 's  regim ent from th e  beg inn ing . An expert 

horseman ( h is to r i c a l ly ,  h is  two books on th e  Cavalry and th e  t r a in in g  of
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Cavalry horses became Army tex t-b o o k s , as Woodham-Smith p o in ts  o u t) ,
he i s  a lso - th e  one o f f ic e r  in  th e  f ilm  who i s  i n te l l ig e n t  enough to
have a v is io n  of a b e t te r  so c ie ty . His re v o lu tio n a ry  system of
carin g  fo r  horses by kindness i s  c a r r ie d  over in to  a hopefu l view
of s o c ie ty 's  fu tu re . As th e  Army p repares f o r  em barkation to  th e
Crimea, a t  n ig h t, i t s  pennants s o f t ly  f lu t t e r in g ,  Nolan vo ices h is
dream of th ings to  come. The Aimy w i l l  be C h ris tia n  in  ou tlook, th e
men w i l l  f ig h t  because th ey  w i l l  be w e ll p a id , and t h e i r  women and
c h ild re n  w e ll cared  f o r .  E ff ic ie n c y  and p ro fessio n a lism  w i l l  be i t s
c h ie f  q u a l i t i e s ,  and Nolan h im self w i l l  do a l l  p o ss ib le  to  help  b r in g
i t  abou t. He develops h is  theme by r e fe r r in g  to  th e  forthcom ing
c o n f l i c t ;

This war w i l l  be th e  re v o lu tio n  
- t h i s  war w i l l  be th e  war th a t  
sees th e  end of th e  nobleman as 
le a d e r and s o ld ie r  w ithout reg ard  
f o r  h is  knowledge or experience . I t
w i l l  be th e  f i r s t  of th e  modern wars
and th e  l a s t  of th e  g a llo p , i t  w i l l  
be th e  beginning of t ru e  comradeship. U2.

As w ith  so many of Wood's longer and seem ingly im portant speeches,
N olan 's i s  never allow ed to  reach  c lim ac tic  h e ig h ts . A confusion
between horses and men comes in  befo re  th e  end, and th e  rh e to r ic  fades
as he compares a horse jumping a d i f f i c u l t  fence w ith  men a ttacîd Jig
under heavy f i r e .  This i s  th e  film s c r ip t  v e rs io n . On sc reen , th e
speech, h e a v ily  tru n c a te d , i s  d e liv e red  in  th e  Company s ta b le s  b e fo re
th e  announcement o f War.

I Nolan f ig u re s  prom inently  in  th e  Crimean a c tio n  to o . Superb
horseman th a t  he i s ,  he provides th e  im portant l in k  from Raglan and

- A irey  to  th e  commanders in  th e  f i e l d ,  carry ing  th e  c ru c ia l  l e t t e r  o f
in s t r u c t io n s . Much of h is  tim e i s  spen t in  being fu r io u s , no t m erely
angry, a t  th e  in d e c is io n  and s tu p id i ty  of th e  le a d e rs , and madness
seems very  c lo se  a t  hand. The sc ree n p la y 's  d e sc r ip tio n  of h is  death
during  th e  Charge has a lread y  been g iven , in  Chapter I I .  Oddly,
d e sp ite  N olan 's  very  p o s it iv e  a t t r ib u te s  as a s o ld ie r ,  Wood^has b u i l t
up a love a f f a i r  between Nolan and C la r is s a , th e  newly-wed b rid e  o f h is
b e s t  f r ie n d  C aptain  M orris. This seems t o t a l l y  a t  v a rian ce  w ith  th e
c h a ra c te r . There i s  a h in t  of c h iv a lry  in  th e  a f f a i r ,  w ith  Nolan
p lay in g  a  s e n s i t iv e  L ancelot to  C la r i s s a 's  p re -R ap h ae lite  G uinevere,
and M o rris 's  A rthur, bu t th e  re la t io n s h ip  seems co n triv ed , p u t in
sim ply to  p rov ide some love i n t e r e s t ,  and, although i t  has a c u ttin g
edge, w ith  th e  decep tion  involved  and i t s  b e tra y a l  of V ic to ria n  sexual
mores, i t  s t i l l  seems u n n ecessa rily  p ro tra c te d  and sp u rio u s .

Many o f th e  o th er young o f f ic e r s  a re  k i l l e d  in  th e  Charge. T he ir 
n a ive  dreams of g lo ry  and honour, b ravery  and courage a re  a l l  noth ing
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to  t h e i r  fly -b low n co rpses. Their s k i l l ,  t r a in in g ,  and e x p e r t is e '
have been to  no a v a i l ,  fo r  th e  incompetence of people in  p r iv ile g e d

' p o s itio n s  has caused th e i r  death s. There i s  no E pilogue. A fte r th e
Charge l i t t l e  remains to  be s a id . Bodies l i t t e r  th e  b a t t l e f i e ld ,  and
surgeons s t a r t  t h e i r  g r i s ly  ta s k . Hope r e s t s  only in  N olan 's i l l -
d efined  sta tem en t th a t  th e  war would be a re v o lu tio n , and th a t ,  a f t e r  i t ,
co n d itio n s  would improve. The c la r io n  c a l l  of Dingo i s  m issing , b u t
now, in  th e  tw e n tie th  cen tu ry , according to  th e  au th o r, r e s p o n s ib i l i ty
i s  c o l le c t iv e .  In  th e  n in e teen th  cen tu ry  i t  was s t i l l  th e  p re ro g a tiv e  ‘
o f th e  p r iv i le g e d .

'The Charge' d id  reach  th e  sc reen , and enjoyed th e  p re s tig e  of a
Royal Command Performance, a supreme iro n y  in  view of th e  a t t i tu d e  i t
tak es  to  th e  s ta tu s  quo, though F ield-M arshal S ir  R ichard H u ll, w ritin g
in  th e  programme, presumably befo re  seeing  th e  f ilm , a n tic ip a te d  a
very  d i f f e r e n t  approach;

This i s  a f i lm  about S o ld ie rs  and, whatever e ls e  i t  may p o rtra y , i t  
pays undying t r ib u te  to  courage and s e l f - s a c r i f i c e .  S o ld ie rs  of 
th e  Army of today  took p a r t  in  th e  making of th e  f ilm  and re p re se n t
a tiv e s  o f th e  Regiments who took  p a r t  in  th e  famous charge a re  
p re se n t to n ig h t to  provide f i t t i n g  cerem onial and a v is ib le  
rem inder th a t  th e  s p i r i t  l iv e s  on. k3*

He continues in  s im ila r  v e in , and f in is h e s  w ith  a s tan za  of Tennyson,
in v i t in g  th e  audience to  'Honour th e  charge they  made I '  This i s
p o te n t ia l ly  a d i f f e r e n t  view of th e  Charge from Wood's and R ich ard so n 's ,
b u t courage and s e l f - s a c r i f i c e  a re  no t h e ld  up fo r  adm ira tion  in  th e
f i lm , and, u n fo r tu n a te ly , th e  F ie ld -M arsh a l's  opinion of th e  f ilm  i s
no t known.

B efore th e  previews Richardson had made th e  f ilm  appear more 
n o to rio u s  th an  i t  was by re fu s in g  to  in v i te  c r i t i c s ,  fo llow ing  Royal 
Court p ra c tic e  in  th e  th e a t r e ,  because:

- / They d o n 't  th in k  in  terms of th e  in flu en ce  th ey  have; and whether 
th e y 'r e  he lp ing  or h indering  th e  f ilm  th e y 'r e  w ritin g  about and 
w hether th e y 'r e  he lp ing  o th er film s  to  be made; and th e  s o r t  o f 
cinema we can have, and, f i n a l ly ,  th e  s o r t  of so c ie ty  th a t  we 
have, hh.

He goes on to  d esc rib e  c r i t i c s  as 'a  group of a c id u la te d  i n t e l l e c t u a l
/

eunuchs, “hugging t h e i r  p re ju d ices  l ik e  f e a th e r  b o a s '.  Perhaps
because of th i s  a t ta c k , th e  review ers a l l  p a id  to  see  th e  f ilm ,
w ritin g  r a th e r  longer c r i t ic is m s  th an  u su a l, which g e n e ra lly  p ra ise d
th e  f ilm  f o r  i t s  f in e  v is u a l  q u a l i t i e s ,  and some of th e  perform ances,
bu t found i t  flaw ed. John R u sse ll T a y lo r 's  review  f o r  The Times
sums them up w e ll;

(The f ilm ) resem bles, unexpectedly , ano ther re c e n t B r i t i s h  
p re s t ig e  p ro duction , 'F a r from th e  Madding Crowd', in  th a t  th e re  
i s  r a th e r  le s s  to  i t  th an  meets th e  eye. V isu a lly  i t  i s  n e a r ly  
always s t r ik in g :  th e  m isty , s l ig h t ly  sep ia  views of V ic to r ia n ,
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England in  th e  opening scenes, w ith  th e i r  overtones of v e r y  e a r ly  
co lour photography, a re  b e a u t i fu l ,  and th e  charge i t s e l f ,  when i t  
comes, i s  sp e c ta c u la r ly  s taged  and b r i l l i a n t l y  e d ite d . The 
tro u b le  w ith  th e  f ilm  i s  n e a rly  a l l  below th i s  sp lend id  su rface , 
in  th e  very  conception of i t .  I t  i s  d ed ica ted  to  showing th a t  
war p e r se  i s  sen se le s s , so th a t  i t  makes very  l i t t l e  odds whether 
i t  i s  i n t e l l ig e n t ly  or s tu p id ly  waged. Very w e ll:  b u t i f  we 
a re  denied any r e a l  drama over th e  bungle and th e  reason  why, then  
a t  l e a s t  th e  ch arac te rs  caught up in  i t  a l l  should be in te re s t in g  
in  them selves.

That th ey  r a r e ly  a re . ii5.
On th e  o th e r hand, 'Flashman*, th e  o ther f ilm  w r it te n  a t  t h i s  

tim e was no t a c tu a l ly  film ed . Wood's s c r ip ts  were adapted from George 
MacDonald F r a s e r 's  book, and Flashman h im self i s  F r a s e r 's  own 
c re a tio n , a f ic t io n a l i s e d  c h a rac te r  who i s  given a f a c tu a l  background, 
c u lle d  from th e  d ia r ie s  and jo u rn a ls  of th e  p e rio d , so th a t  he seems 
a u th e n tic . Wood sim ply ( i f  th a t  i s  th e  c o rre c t word) adapted h is  
adven tu res, u sing  th e  v a s t knowledge of th e  e ra  he had acqu ired  during 
h is  own re sea rch es  to  p rovide a sumptuous cinem atic b ack c lo th . The 
d e sc r ip tio n s  o f th e  v is u a l  s e t t in g s  give a r ic h  evocation  of p lace  
and p e rio d , and only one example w i l l  have to  s u f f ic e  to  sample t h e i r  
f la v o u r . A seven page d e sc r ip tio n  of Kabul i s  w r i t te n  f o r  film ing  
w h ils t  Flashman ta lk s  of h is  im pressions in  'Voice O v er'. These a re  
ju s t  two paragraphs of p ic tu re d  d e ta i l ;

Ext
57b The Banks of th e  R iver Kabool,

crowded w ith  n a tiv e s , a f a k i r  s i t s  
in  th e  w ater cooling  h is  so re s , 
ano ther d e fe c a te s , a l l  th e  camp 
fo llo w ers  of th e  Army come to  b a th e , 
d rin k , and wash c lo th e s , 
hundreds of dhobies wash w h ites, 
pounding them w ith  a stone on th e i r  
b oards, g rin n in g  up, 
and s tro n g  p a t ie n t  gun b u llo ck s , 
t r a n q u i l  o f eye a re  brought down 
to  w ater by d r iv e rs .

and.
Ext
57d A S tr e e t  in  th e  C ity  of Kabool, a

wrapped Affghan WOMAN, eyes from 
her boorku, a g ig g lin g  boy v e i ls  
h im se lf, h is  face  p a in ted  l ik e  a woman, 
a b ig  AFFGHAN TRIBESMAN w ith  a beard  
dyed b r i l l i a n t  re d  pops a sweet in  
th e  b o y 's  mouth
a WOMAN f l i t s  through the  crowd, 
seen as a d a rtin g  s i l k  shadow, and 
f r u i t ,  peaches, melons, g rapes, s i l k  
b u tto ck s , p is ta c h io  n u ts , c h e r r ie s , 
n o s t r i l s  f la r e d ,  tongue seen , Dresden 
China, weapons, th e  h is s  of a 
dagger l a id  on shea th  fo r  a s ig h t
of i t ,  i t s  h i l t  a fabulous c re a tu re  
of tw is tin g  gold  c o ils  and jew els . 46 .
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This k ind of p ic tu r in g , rem in iscen t of th e  p a in tin g s  of Alma-Tadema-,
and F red e rick  Leighton, w ith  th e  scrupulous a t te n t io n  to  d e ta i l  of
F r i t h 7  i s  in  d ire c t  l in e  of descent from V ic to r ia n 'th e a t r ic a l ..............
an teceden ts l ik e  W ilson B a r r e t t 's  p roduction  of W .G .W ills's Claudian
a t  th e  P r in c e s s 's  T hea tre , London, in  I 883. M ichael Booth quotes
th e  D aily  News review  of th i s  perform ance:

as th e  crowds of Greeks, Romans, G aulish, and Dacian s lav e s , 
and men of Egyptian  and of Nubian ra c e , here watch th e  w restlin g s  
and th e  games of boys, th e re  passes from tim e to  tim e a peasant 
g i r l  bearing  upon her head an e a r th e rn  ja r  ju s t  f i l l e d  frcci th e  
fo u n ta in    hi*

Wood's re w rit te n  Second V ersion , however, excises a l l  t h i s  Arabian
N ights wonder and i s ,  by c o n tra s t ,  r a th e r  p ro sa ic , a lith o g rap h
ra th e r  than  an o i l  p a in tin g  :

50 EXTERIOR THE CANTONMENT NEAR KABOOL DAT
in  th e  e a r ly  morning befo re  th e  sun i s  h o t, 
seen as a p le a sa n t p lace  of o rchards, 
w hite tro u s e rs  and gardens, a n ea t a rra y  
o f t e n t s ,  horse  l in e s ,  a gun park , 
bungalows f o r  th e  m arried  o f f ic e r s . U8.

“ Somewhere in  the  middle of a l l  th i s  i s  Flashman h im se lf, a su b a lte rn
whose brave façade h ides a tim orous, weak, ra th e r  p a th e t ic  man,
concerned, u ltim a te ly , only w ith  saving h is  own sk in , and indulg ing
h is  sexual a p p e ti te .  His weakness i s  rev ealed  to  th e  audience bu t
remains hidden to  h is  su p e r io rs , a lthough h is  w ife and fam ily  a lso
see th e  r e a l  man.

As th e  p u b lic  school boy a t  A rno ld 's  Rugby, seen in  th e  Prologue,
w ith  i t s  B re c h tia n -s ty le  cap tio n s , he manages to  keep out o f th e  w orst
scrimmages, and th e  words l i a r ,  m ean -sp ir ited , b ra g g a rt, and drunkard,
a re  a l l  used of him. Good fo rtu n e  a lso  a tten d ed  him a t  b i r t h ,  and
a lthough  h is  L a tin  i s  too  bad f o r  Bingham to  accept him as a s o ld ie r ,
h is  uncle B rind ley  i s  a t  th e  Horse Guards, and h is  f a th e r  sends him
th e re  to  purchase a commission, helped  by th e  f a c t  th a t  h is  mother was
a P aget. From th en , h is  p rog ress i s  ch arted  by a s e r ie s  o f p a in tin g s .
A fte r  a n o to rious duel th e  fo llow ing  occurs:

'Honour i s  S a t i s f ie d ' i s  th e  t i t l e  of th e  p a in tin g . ''
Flashman i s  p u lle d  from th e  p a in tin g  by h is
crony Bryant w hile th e  p a in tin g  remains th e  same. k9*

He i s  p o sted  to  S co tlan d , l iv e s  w ith  th e  M orrison fam ily , and has to
m arry t h e i r  daughter, E lsp e th , as a m a tte r of honour. Soon a f te r  he
le a v e s - fo r  In d ia  and, w h ils t  th e re ,  has some poignant p r iv a te  moments.
L e tte rs  from E lsp e th  move him, and, l ik e  Nolan and Lucan, he can be
extrem ely  em otional, i f  no t d is tu rb e d . His behaviour during h is
cap tu re  a f t e r  Gandamak has a lre ad y  been m entioned. L a te r , he and
Hudson a re  thrown in to  a stone c e l l ,  and they  comfort each o th e r.
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Flashman i s  weeping, i t  seems, a t  th e  memory of th e  awesome sp e c ta c le
of th e  iiU th 's demise. • In s te a d , he says: .

Not them, n o t th a t  l i l y  l iv e re d  
bunch, Jesus C h ris t, no t them 
a t  a l l  -  I  am weeping f o r  me.
M eeeeeeeeeeeeeeeeeeeeel 50.

On h is  r e tu rn  home, a f te r  many amorous adven tu res, he f in d s  h is  w ife , 
to o , has been u n fa i th fu l ,  th e  r e a l i s a t io n  coming a f t e r  h is  g re a te s t  
p u b lic  trium ph, an audience w ith  th e  Queen, who g ree ts  him as a g re a t 
h e ro . Now a p u b lic  f ig u r e ,  he d iscovers th a t  he needs h is  w ife , n o t 
ju s t  because he loves h e r (which, s u rp r is in g ly , he does), b u t because 
he i s  f in a n c ia l ly  dependent on h e r , h is  chauvinism d e fea ted  by h er 
fem inine w ile s , and h is  p u b lic  persona d e f la te d  in  p r iv a te  by subserv
ience  to  h e r .

Again, however, an attem pt to  define  a c h a rac te r i s  h e ld  up by 
th e  la ck  of any r e a l  psycho log ica l depth . M otivation i s  sim ple and 
p h y s ic a l, and e x te rn a l events define  th e  term s of a c tio n . Flashman»s 
very  im m aturity  p recludes c re d ita b le  a n a ly s is , and th e  trap p in g s  of 
th e  medium dwarf him. P o s s ib i l i t i e s  of change in  th e  s o c ia l  o rder 
do n o t in t e r e s t  him fo r  h is  own p o s it io n  i s  a lread y  p r iv i le g e d  and 
assu red . In  th i s  re s p e c t, he belongs in  th e  category  o f Cardigan 
and Lucan.

In  'The Charge' and 'Flashm an' th e re  i s  a yawning g u lf  between 
o f f ic e r s  and men, and most of th e  ch arac te rs  of both  c la s se s  a re  

p re sen ted  in  an unsym pathetic l i g h t .  In  II th e  chasm i s  b rid g ed , th e  
p la y  i t s e l f  has more dram atic substance th an  e i th e r  f i lm , and th e  
c h a rac te rs  a re , on th e  whole, f u l l e r  and r ic h e r .  Some of i t s  s o ld ie rs  
have a lre ad y  been mentioned, and Forbes M itch e ll has been s in g led  ou t 
as a new departu re  fo r  Wood, I  s h a l l  now examine th e  p la y  in  more 
d e t a i l ,  w ith  the  cinem atic ch a rac te rs  and techniques as firm  p o in ts  
o f re fe re n c e .

Tennyson's poem 'The P la y ',  though w r it te n  f o r  th e  adm onition o f
a n in e te en th -ce n tu ry  audience, and concerned w ith  a V ic to rian

/
t h e a t r i c a l  perform ance, could w e ll have been in s e r te d  in  th e  programme ‘
f o r  th e  p roduction  of H a t  th e  N a tio n a l Theatre in  February, 1969.
I t  reads as fo llo w s:

Act f i r s t ,  t h i s  E arth , a s tag e  so gloom'd 
w ith  woe

You a l l  bu t sicken  a t  th e  s h if t in g  scenes.
And y e t be p a t ie n t .  Our Playw right 

may show
In  some f i f t h  Act what th i s  w ild  Drama 

means. 51 •
Such an a c tio n  might have avoided th e  storm  of c r i t i c a l  abuse which

f

g ree ted  th e  p la y . I  s h a l l  now provide some background in fo rm ation
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necessary to an understanding of it, consider the critical responses,

 ̂both hasty and measured, to it, and, by an analysis _pf ,,spm̂ , pf.the__
text and performance, attempt to discover 'what this xdLld Drama means'.
Havelock himself will be my central focus.

H, or, as it was subtitled, 'Monologues at Front of Burning Cities ',
was Wood's first full-length play to be staged at the National. Theatre,
following the rejection of Dingo. The printed text occupies a massive
185-page volume, complete with a useful historical introduction by
Michael Edwardes, reprinted from the National Theatre programme (which
also included contemporary accounts of events at the time of the
Mutiny, photographs, and drawings); comments by the author; and an
indispensable glossary. This printed version shows several major
alterations, additions, and excisions from the National Theatre's
Prompt Copy which, in turn, differs from the original typescript.
Clearly, the play was altered considerably in the progress from page
to stage, and the printed version represents the author's ideal, rather
than actual, stage presentation.

The play was written after 'The Charge', and grew from it in both
form and content. As Wood told Ronald Hayman:

I constructed a completely artificial language for 'The Charge', 
which was a parody of Victorian memoir language, because I'd 
read an awful lot of Victorian memoirs written by soldiers. 52.

Kenneth Tynan, the National Theatre's Literary Adviser, seized on this
material:

... it was Charles Wood's subject. He said that while he was 
doing research for 'The Charge of the Light Brigade', he had leamt 
a lot about what happened to mazy of the people involved 
immediately afterwards. A lot of them had served in India, and 
been caught up in the Indian Mutiny. He fascinated me, talking 
about it, so I said, for God's sake, write a play about it. And 
he did. 53.

Wood has said that he wrote the play because he was in a rhythm of 
writing in that particular idiom, and explained its conception to 
Hayman:

I wrote 'H' because I wanted to try some of the techniques of 
screenwriting in the theatre - a series of short, close scenes. 54.

The^resulting script was commissioned by the National Theatre and, as '
Tynan says, it was:

a commissioned play and a flop. Not to my mind an artistic flop, 
but a critical flop. 55.

There-are many possible reasons for this, but perhaps John Russell
Taylor's statement that

the play seems to call for a fantastically equipped ideal theatre 
of the mind 56

is the main one, for, although he was commissioned to write the pl^y.
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Wood admits that it was not written as a work that could necessarily
be performed in the theatre. As with the films cript s of 'Flashman'
he allowed his imagination full rein, knowing that the first draft
could not be staged:

Consequently I  wrote this enormous thing - which is the way I  
always write my screenplays - an outpouring, about 300 pages long, 
a great sheaf of words and ideas. But I  didn't, I  think, make it 
into a very good play. When Methuen published it, I rewrote it 
and I think I  staged it better on the page. The last act i s  now
almost back to the kind of poem I wrote at the beginning. 57*

Hence the discrepancy between the three versions already mentioned: the
original, a challenge to Director and Designer to extend the limits of
what the theatre was capable of achieving - an important consideration
when the play is seen as the filling of the sandwich of the two
associated films cript s, and in the context of the techniques Wood was
able to employ in the cinematic medium with its relative freedom in the
imaginative exploration of Time and Place; the Prompt Copy, the actual
theatrical achievement; and the printed version, for an ideal theatre
of the mind.

As a result of Wood's artistic indulgence, and the sprawling
nature of the play newspaper critics, forced to make snap judgments
about it, found its content indigestible and bemusing. Many of them
also show a depressing facetiousness, which was partly the reason for
Richardson's attack on them, and it is worth recording seme of their
statements to show how ill-equipped many of them are to assess unusual
new methods and techniques.

Benedict Nightingale agreed wd.th B.A.Young that Wood was 'prone
to bringing frivolous and irrelevant passages into his work at the 

*most august moments', and Nightingale mentions a specific instance:
At one point a soldier falls beside him. 'His was a lovely 
death, my lambs', cries Havelock. 'He died in the service of 
his country, some of him upon my boot'. The play's ironies 
aren't usually expressed as facetiously as this. 59.

Since this is a strong and well-defined criticism, it will be of some
value to examine it more closely, tracing Havelock's remarks to their
source. Wood has marked the following passage in his copy of
Archibald Forbes' Havelock:

Havelock was close by. He took a long look at what remained of 
poor Laurence, and then remarked: "His was a happy death, 
grenadiers. He died in the service of his country." The 
anticlimax came from somewhere down the line: "For mas el', sir,
gin ye've nae objections, I wad suner bide alive i* the service 
of ma cuntraX" 60.

Here, Wood has taken Havelock's original line, substituted a favourite
adjective, 'lovely', for 'happy', and altered the rather foimal
'grenadiers' to 'my lambs', the nickname of Havelock's troops which, if
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anything, emphasises Havelock's bravery in adversity, his warm,
shepherd-like relationship with his men, and his ability to enthuse —
them. Forbes gives the Scotsman's realistic fear of death. Wood
tacks on a new sentiment, 'some of him upon my boot', which gives the
awareness to Havelock himself, a moment of horror when the reality is
all too close, and contrasts with the apparent heroism of the language.
Nightingale shows the depth of his criticism when he argues that H is
'a longer, wordier Dingo in fancy dress, no more. ' *  Even a cursory
glance at the text disproves that, notwithstanding the totally
different'emphasis implied by the two titles and periods. Any further
examination makes it totally untenable.

Irving Wardle was attracted by the play's language, and saw it as
of great importance:

The intention, I think, is to contrast the barbarity of the 
military action with the verbal convention that masked its real 
character. 62.

This tentative statement has some truth, but the play is by no means
whol^ concerned with the barbarity of military action, and Wood uses
many variations in language to point up differences in attitude, as
will be demonstrated. Wardle adds that the play 'shows Mr. Wood
rivalling John Arden in recapturing the demotic speech of another
age*^^ However, he found as a whole that:

Poised between an exploration of patriotic legend and camp 
Victoriana, the play has no evident expressive purpose beyond a 
devouring interest in the detail of military life for which Mr.
Wood is well known, 64.

This is a totally erroneous view, as will also be shown later.
Other views of the play's meaning were expressed by John Barber:
-in depriving the Indians of their leaders, their self-respect and 
their religion, the British were in the wrong. 65.

Herbert Kretzmer:
' The British in India were but actors playing a script, and that in 

the long reach of history they were but puppets in an ageless 
land. 66,

and Peter Lewis:
a senseless and avoidable tragedy in which nobody understood what

-they were really fighting about. 6?.
All these, of course, are hasty first impressions, but they all make the
cardinal error of diminishing the play by trying to reduce it to just
one sentence, necessarily implying a political statanent. Closer
study will demonstrate that the play is much more complex, and that the
careful-attention paid to the character of Havelock, together with the
warmth of relationships established in spite of the horror of events,
give it a much richer texture than any other of Wood's works.
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The newspaper critics are much clearer, and more helpful, when

they describe the play's presentation. B.A,Young hints at a positive
audience reaction:

Without so much visual ingenuity... the play could never have 
generated so much excitement. 68.

and at a unity in the production (again by Geoffrey Reeves), missed by
most other critics:

The splendid designs that often uncannily reflect the irony of the 
writing are by Michael Annals. 69.

'Uncannily* is perhaps the wrong word for, in the same way as the author
had used diaries, documents, and original accounts of the events as
source material, so Annals based his designs on photographs, prints,
and paintings of the period, in consultation with author and director.
The relationship between Annal^ original material, his designs for the
play, and their eventual realisation on the stage is worth a study to
itself. Space precludes this, but some photographic evidence is
provided in Appendix D wliich is analogous with Wood's own imaginative
use of sources, and I shall draw attention to this when particularly
relevant to the text and its presentation.

John Barber recalls some of the details of the sets;
Behind painted velvet curtains, barley-sugar columns, and a row of 
mock gas floodlights - and on an inner stage got up like a toy 
theatre. 70.

/The 'toy theatre', a specially constructed inner stage based on Pollock's 
Victorian toy theatres, built, like the Comic's booth in Dingo, to be 
wheeled on and off (see Appendix D p. 18.2-186. ) was a source of seme 
contention. Wood comments on it in his Introduction to the printed
version of H. He found it to be at odds with his intentions, and
somewhat 'arch'. My own impressions from the National production were 
that, though it was entirely in keeping with the overall style of the 
presentation, it failed to provide a much-needed artistic unity. Had 
it been used for battles, or interiors only, it could have made many of 
the 'shifting scenes' more coherent. Instead, it seemed to come on 
and off quite arbitrarily, a costly device that had to justify its 
existence by appearing as often as possible.

Barber's description is clear and evocative. Herbert Kretzmer,
however, seems to have been somewhat bemused by it all. He informs us 
that :

The play is performed on a Victorian melodrama stage, with a 
bewhiskered master of ceremonies in a filly (sic) white shirt 
introducing the gory chronicle. 71 •

No evidence of such a character exists in any version of the play, but
he continues:

At the end, all the scenery disappears to show the Old Vic stage 
as it really is, with stacked props under the bank of electric lights above. ?2.
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This suggests that he had probably dined rather too well, watching the
production in a state of total confusion, and left before the
Transformation Scene in the Epilogue.

Fortunately, Philip Hope-Wallace, possibly because of his long
association with the spectacular effects of opera, redresses the
balance somewhat. Although he found that Wood had 'not organised his
material', and that the National Theatre audience 'quite evidently
thought it had misfired', he was prepared to admit that the play was:

no doubt ready to yield more than it did last night under second 
examination. 73.

Yet, those critics who have had the advantage of studying the play are
still divided. Hinchliffe, for example, finds the whole thing just
as confusing as the newspaper critics :

His subject here, could be the dilemma of being a Christian and a 
professional soldier, although this would hardly be a dilemma in 
1857 and, for different reasons, would hardly be so now. Or the 
theme could be the plight of those Englishmen who loved India and 
felt rejected by her, or simply a study of military men. 74.

The critic here makes the fundamental mistake of trying to assign, a
basic argument to Wood. The dilemma he mentions is certainly present
in the play, particularly in Havelock's saintly approach to his men,
and Neill's vengeful bombast. Wood himself has acknowledged it:

Havelock on the top, explaining himself and trying to get an 
attitude out of it, trying to be a Christian and a soldier at the 
same time which he was desperately anxious to do. And as an 
intelligent man, he must have found it impossible. 75.

The other themes are in the play, too, though not so prominently as
Hinchliffe suggests. He goes on to criticise the play's construction,
and considers that the long solo speeches hinder it, putting the
-characters into counterpoint rather than conflict. Since the importance
of monologue is stressed in the play's alternative title, and since it
is "concerned to a large extent with Havelock's inner conflicts, the
contrasts between the private and public man, and his relationships with
his immediate family and his acquired family (of men), these criticisms
seem somewhat tenuous. He also criticises some of the short interludes

/-which, though amusing, he finds extraneous. These are not specified 
so it is difficult to comment. Wood has been unfortunate in attracting 
generalised and rather nebulous criticism of this kind.

Elsom, too, is critical of Wood's construction, but praises the 
ironies and contrasts of the play, particularly that between the 
-Christian general whose beliefs drive him towards unchristian and blood
thirsty acts, and the more humane professional soldier. This points 
in a more considered direction, but it is left to John Russell Taylor 
and"Katharine Worth to restore balance, and probe beneath the surface 
chaos to find at least some order and depth.
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T a y lo r  e s t a b l i s h e s  a  l i n k  betw een  H and  'T he C h a rg e ',  and  s t r e s s e s

t h a t  w hat he saw a s  a  l a r g e l y  r e a l i s t i c  p o r t r a y a l  o f  m i l i t a r y  and

human f o l l i e s  i n  th e  l a t t e r  work i s  capped  b y :

th e  f a n t a s t i c  and  u n r e le n t in g  s ta g e  s p e c ta c le  he h a s  w r i t t e n  i n  
H from  c lo s e l y  com parable  m a t e r i a l .  ?6 .

He makes c o n n e c tio n s  iv ith  Dingo and  S p a re , and  p o in t s  t o  th e  im p o r ta n t

f a c t  (m issed  b y  everyone  e l s e )  t h a t  c h a r a c te r s ,  l i k e  th o s e  i n  S t r i n d b e r g 's

A Dream F la y :

s h i f t ,  f u s e ,  change p l a c e s ,  d ie  and  come b a c k  t o  l i f e  w i th  
d re a m lik e  freedom  and  u n p r e d i c t a b i l i t y .  77*

M ost im p o r ta n t ly ,  T a y lo r  s t r e s s e s  th e  em phasis o f  th e  t h e a t r i c a l  fo im

an d , c o n t r a r y  t o  th e  c r i t i c s  o f  th e  p l a y 's  c o n s t r u c t io n ,  n o te s  t h a t :

The l i m i t a t i o n s  o f  th e  t h e a t r e  become p o s i t i v e  a d v a n ta g e s , 
a llo w in g  th e  d r a m a t is t  t o  ta k e  a l l  s o r t s  o f  s h o r t  c u t s ,  t o  
e sca p e  from  e x p o s i t io n  and  l i t e r a l  s c e n e - p a in t in g .  78 .

T h is  t o t a l l y  f r e e  u se  o f  th e  t h e a t r i c a l  medium p rom pts K a th a r in e

W orth t o  s e t  W ood's te c h n iq u e  i n  r e l a t i o n  t o  O 'C a s e y 's ,  an d  th e

Y e a ts ia n  w o rld  on w a l lp a p e r ,  th o u g h  she  i s  more c o n c e rn e d , l i k e

T a y lo r , w i th  t h e  p l a y 's  p e r ip h e r a l  m y s tiq u e . She s e e s  t h e  B r e c h t ia n -

s t y l e  h i s t o r i c a l  p e r s p e c t iv e  a s  b e in g  m a n ip u la te d  b y  a  k in d  o f  g i a n t

t h e a t r i c a l  hand  (Wood h im s e lf  was v e ry  aw are o f  t h i s  a s p e c t ,  a s  th e

s ta g e  d i r e c t i o n s  show ), w hich s e t s  th e  p la y  i n  a  h i s t o r i c a l  c o n te x t

encom passing  many d ra m a tic  form s :

A s e n se  o f  u n s to p p a b le , m a lig n  d e s t in y  comes th ro u g h  th e s e  s t r a n g e  
s c e n e s ;  p a s t  and  p r e s e n t  ru n  to g e th e r  i n  a  b le a k  e p ic  "now" i n  
w h ich  te n s e s  can  no lo n g e r  be  d i s t i n g u is h e d .  79 .

and the dislocation of historic time is seen in the context of an
a l i e n a t o r y  t h e a t r i c a l  d e v ic e  :

The heroic world dissolves into the personal in a thoroughgoing 
Victorian scene change. 80.

The e p ic  q u a l i t y  h a s  b een  narrow ed  i n  fo c u s  t o  a l lo w  u s  t o  v iew  th e

c h a r a c te r s  from  a  p r iv a t e  v ie w p o in t ,  in v o lv in g  u s i n  th e  a c t i o n  i n  a

new way. She em p h asises  th e  p a rad o x  t h a t  a r i s e s  from  t h i s ,  and

concludes that the epic gains in stature from the juxtaposition.
F i n a l l y ,  sh e  n o te s  t h a t ,  i n  s p i t e  o f  th e  h o r r o r ,  so m eth in g  h a s  b e e n

sa v e d , and  l i f e  can  c o n tin u e :

a  c h i l d  f o r  a  c h i l d l e s s  c o u p le , a  k in d  f a m i ly  f e e l i n g  t h a t  h as  
b e e n  a b le  t o  c u t  a c ro s s  th e  c r u e l  b a r r i e r s  o f  r a c e  and  r e l i g i o n .  81 .

I t  sh o u ld  b e  n o te d , how ever, t h a t  T a y lo r  ta k e s  a  d i f f e r e n t  v iew  o f  t h e

e n d in g , s e e in g  M rs. Jones P a r r y 's  f i n a l  l i n e  ( 'T im o th y , t h i s  ( s i c )  i s

w here y o u r  f a t h e r  was s h o t  and  d ie d  i n  agony ' ) a s  a  d e f l a t i o n  o f  th e

c o n v e n tio n a l  h e r o ic  p i c t u r e .  I n  my a n a ly s i s  o f  t h e  s c e n e  I  s h a l l

p ro v id e  t e x t u a l  e v id e n c e  t o  s u p p o rt  W o rth 's  v iew .
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H o p e -¥ a lla c e  p o in te d  th e  way tow ards a f u l l e r  c r i t i c a l  a p p r a i s a l  o f  th e  

p l a y ,  and  T a y lo r  and  W orth have d ev e lo p ed  i n t e r e s t i n g  p e r s p e c t iv e s .

They are, of necessity, generalised, and I shall now turn to the text to 
look closely at the opening and closing scenes of the play to attempt 
to unravel the author's meaning.

The Prologue and Epilogue present, in very different theatrical 
styles, which reflect accurately the change of mood and tone in the 
play, the events leading to the Mutiny, and the developments after it. 
Wood's dramatic method in the Prologue follows that of Hardy in 
The Uynasts;

to establish a firm setting of time and place and then to move 
rapidly into an action. 82.

Hardy's work offers many parallels with the printed version of this
p la y ,  and  w ith  th e  s c re e n p la y s  o f  th e  a s s o c ia te d  f i l m s ,  th o u g h , a g a in ,

there is no evidence that Wood had it in mind as he wrote.
The c h ie f  p r o ta g o n i s t s  o f  th e  P ro lo g u e  a re  th e  B om bard ier and

Ensign Mullett, the former epitomising the rape of India by the British,
an d  th e  r e s u l t a n t  b a s t a r d i s a t i o n  o f  n a t iv e  c u l tu r e ;  th e  l a t t e r ,  th e

naivete and high-handedness of the British in expecting privilege and
t h e  s t a t u s  quo t o  be  m a in ta in e d  a s  th e  n a tu r a l  Im p e r ia l  o r d e r ,  i n  th e

f a c e  o f  deep  and  d e v e lo p in g  n a t iv e  re s e n tm e n t. H ere , t h e r e  i s

c o n f l i c t  r a t h e r  th a n  s u b s e rv ie n c e ,  and  th e  p o s s i b i l i t y  o f  s o c i a l  change,

even revolution, is real and necessary. By the Epilogue the Bombardier
is dead, having met a violent end in retribution for his series of
violent actions which include, ironically, the rape of a Victorian
l a d y .  A n o th e r b a s ta r d  i s  b o m  as  a  r e s u l t  o f  t h i s  u n io n , b u t  Tim othy

Jones Parry is the new India, conceived in the passion of battle, his
- birth-pangs those of a developing nation, his childhood spent in the
love and care of parents of nations who have suffered, but reached a
new m a tu r i t y  and  u n d e rs ta n d in g . The Jones P a rry s  embody th e  fa m ily

wholeness of the new outpost of Empire, freed from the commercial
- exploitations of the East India Company. The Bombardier's hope for
the future has been realised: . ^

your child shall be a gentle child 
and brought up son of an officer, 
have him in a Queen's regiment,

- n o t  cocky in a  Company c o a t .  83.
E ven M u l l e t t ,  t h e  u n w i t t in g  r e p r e s e n t a t i v e  o f  th e  o ld  E n g lan d , has

- - l e a r n e d  th ro u g h  b i t t e r  e x p e r ie n c e .  He i s  ' r e s u r r e c t e d ' ,  h id e o u s ly

disfigured, for the penultimate scene, and confesses that he never
understood India because:

I  never knew what to say. 84.
and exits awkwardly, a cautionary reminder of what had been. »
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The theatrical presentation of the two scenes is determined by the 

progression of the play from unrest, through chaos piled upon chaos, to 
the eventual restoration of order. The Prologue heightens the 
violence by presenting it in terms of a Music Hall sketch, whilst the 
tr-anquility of the Epilogue is achieved by an enchanting Victorian 
pantomime transformation scene. Wood's original working script for 
the Prologue starts with a file of Sepoys looking at a chupatty, but 
the Prompt Copy of the National Theatre production has a long, disem
bodied chorus-style speech, giving the historical background: 'Present 
in India in 1857, two armies'. The Prompt Copy version tells of 
the Sepoys' discontent, mentions chupatties, and the prophecy that 
'English rule shall last for a hundred years/from the battle of 
Plassey', besides the Lee Enfield rifle, and the greased cartridges.
All this was spoken to the accompaniment of the tune 'Barbara Allen', 
and the visual context was a Front Cloth of British India. For the 
printed version. Wood has used a description of the visual effect as 
his starting-point, for it clearly shows the opulence of the British 
in India, with the implicit system of privilege, and cleverly points 
out its foundation:

the whole supported left and right by smiling Johnny Sepoy. 85. 
Wood stresses the importance of scenic cloths in his Introduction to 
the printed version:

The front cloth is very important and must be painted by a good 
scenic artist in the best trompe-l'oeil manner on old or soft 
canvas so that it hangs from a batten with the curves of a sail.
It is used to stop dangerous sharp action from spilling into 
the auditorium where paying people have a right to feel safe 
from bayonets and involvement, it used to shut off din and let 
us hear ourselves speak, not easily done in battle; it is used, 
to paraphrase an apt phrase... to give style and description to 
what might otherwise be vulgar sprawl. It fails in all these 
things, I hope. 86.

Apart from being a good example of Wood's avoidance of pomposity, which
could be construed as facetiousness, this extract also gives an
insight into his attitude to the audience. His own background as a
scenic designer and constructor is recalled, and the idea of the
theatre as a giant plaything is also contained in it. He elaborated •
on the importance of the front cloth to Ronald Hayman:

The only thing I wanted, really, was a frontcloth and people 
marching towards you all the time. And every now and then 
the frontcloth came down and as the soldiers charged towards 
you, the bayonets went through it. It was a continual march. 
Because I saw it as an epic screen version of something like 
'The Charge', but right down in the right-hand corner two little 
people saying 'Look, my feet ache'. 87.

The Bombardier makes his entrance through the cloth, as the front-cloth
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comic of the Music Hall, speaking directly to the audience. His 
first line draws attention to his grotesque appearance,'arid‘'the'juxta-''* ’ 
position of the words 'black' and 'Irish' point up his own personal 
dilemma in relation to the implicit hierarchical correctness of the 
scene depicted behind him. He is by no means self-conscious about it, 
however, and makes objective references to 'black niggers in white 
cloths', 'Heathen niggers', and even goes as far as labelling them 
'Fiends' and 'Soors'. His second line sets up more resonances. 'The 
day war broke out' is, of course, Robb Wilton's catch phrase, and this 
not only sets us even more firmly in the Music Hall context but 
effectively dislocates the Time scale too, whilst relating the play to 
other wars. Wilton, like Charlie Chester, whose catch phrase Wood 
used in Dingo, was a favourite radio comic of the Second World War, 
and the Vietnam War was still in progress when the play was presented 
at the National, in 1969. If we add the mention of Plassey, it is 
clear that the play is not just about the Indian Mutiny, nor Victorian 
India, but occupies Worth's 'bleak, epic "now"', wi.th an underlying 
historical perspective.

To be fully effective, the stand-up comic needs a foil, and this 
is provided by Ensign Mullett, the perfect straight-man and stooge.
He comes fresh from Addis combe, the officer training centre in England, 
his head full of book-learning and theory. Although well-meaning and 
well-educated, in the bookish sense, he is, at the same time, callow, 
inexperienced, and pompous, the prototype of an easily-recognised 
theatrical caricature - a sort of Wise to the Bombardier's Morecambe. 
This is to simplify too much, for the characters have a far longer 

- theatrical pedigree. Caliban must surely have been one of the 
Bombardier's ancestors, whilst his slyness and artfulness are worthy 
of a machiavel, an appropriate role for a play which deals with 
revenge and vengeance, envy and deprivation. In this scene alone, 
the Bombardier is narrator, commentator, and intermediary, alternately 

" inside and outside the action in an alienatory Brechtian sense. He is 
always the Outsider, one who transcends the Music Hall form and gives 
the scene a context more like Meyerhold's 'devil's vaudeville'*. There 
is a sense, too, in which he is a black and mischievous Harlequin, 
instigating and disrupting the lazzi, a reminder of .early Victorian 

^pantomime, and of the 'evil harlequinade' of The Dynasts (I vi vii).

* The method Meyerhold devised to cope with, 'the fantastic realism 
and contrasts of horror with vulgarity, laughter with despair, 
and the combining of history with everyday life'. 88.
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The Boinbardier also provides an interesting insight into the
author's dramatic method and imagination. Forbes-Mitchell, who was
discussed earlier in the Chapter, mentions an incident in his book
in which an Indian named Jamie Green (later transformed by Wood into
the Jemadar) arrives at an army camp, accompanied by a coolie who
intrigues the men. They inquire about him, and are told:

Oh, never mind him; he's an Irishman, and his name is Micky.
His mother belongs to the regimental bazaar of the 87th Royal 
Irish, and he lays claim to the whole regiment, including the 
sergeant-major's cook for his father. He has just come down 
from the Punjab with the Agra convoy, but the commanding officer 
dismissed him at Cawnpore, because he had a young wife of his 
own, and was jealous of the good looks of Micky. 89.

From this relatively scanty information. Wood has built up the character
of the Bombardier, and linked him with Mrs. Jones Parry (yet another
historical character, who functions differently in the play from real
life). He did not appear in the original script, but was inserted,
and developed through rehearsals. His speech before facing death
from a Firing Squad relies heavily on Forbes-Mitchell, with the
addition of some startling and grotesque Wood images:

I am Irish, has you never seen a black
Irish? And my mother black
as the bottom of a pot. My father is the
w hole reg im e iit o f  th e  87th R oyal I r i s h
who has been through my mother,
very often carrying their boots
and wearing their packs, for she
is of the regimental bazaar and
very bandy,
as well as Irish. 90.
Language, props, and stage 'business* also lift the Prologue from

being merely a Music Hall sequence, or a pedantic re-enactment of a
historical event, or even a pale copy of a commedia scenario.
Language, in particular, is shown to be a great barrier to understanding.
All the characters, except the Havildar, have a 'second-hand' way of
s p e a k in g . Such  l i n e s  o f  th e  B oihbard ier a s  ' t o  t h e  w hich  I  r e p l i e d

him', sound like ill-digested grammar exercises, wiiilst the long section
. /of his first monologue :

never did 
a Government or a People meet a 
terrible disaster with a more 
Undaunted Front than that displayed 
by the Government and White people 
of India, when the full extent of the 
Peril caused by the rising of the 
Sepoy Army was first understood. 91.

reads suspiciously like a passage from an English History textbook.
Both are the results of an inadequate and inefficient system of native
education and development, and are directly related to the cultural'
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c o n f l ic t .  M u lle tt , of course, t r i e s  hard  to  coim uricate  id .th  th e  
n a tiv e s  in  t h e i r  own language, but he has made no e f f o r t  to  le a m  i t .  
and reads from a prim er, only to  be rescued  by th e  H av ildar, who uses 
th e  v e rn acu la r. There i s  c le a r ly  no s u b s t i tu te  f o r  f i r s t - h a n d  
experience , and th e  p r iv i le g e d  su b a lte rn  i s  h o p e less ly  unprepared.

The H avildar embodies ano ther of th e  play*s i r o n ie s .  A 
re p re se n ta tiv e  of th e  o ld  In d ia , p a ss iv e , accep ting , b u t w ise, he i s  
p repared  u lt im a te ly  to  f ig h t  f o r  h is  deeply-held  b e l i e f s ,  rem aining 
t o t a l l y  tru s tw o rth y  u n t i l  h is  hope of e te rn a l  s a lv a tio n  i s  th re a ten e d  
by th e  d esecra ted  c a r tr id g e , and he i s  in c i te d  to  v io le n c e . His 
d e fe re n t ia l  re fe ren ce  to  th e  green young Englishman as » fa th e r» , 
although  he h im self i s  o ld  enough to  be M ulle tt»s g ra n d fa th e r, 
con tains th e  ro o ts  of th e  l a t e r  c o n f l ic t ,  w h ils t i t s  O edipal n a tu re  
i s  e x p l ic i ty  summed up by th e  Bombardier *s l a t e r  co n fession  o f h is  
p r iv a te  fa n ta sy  6f  coupling w ith  th e  Queen, a s t a r t l i n g  c o n tra s t  to  
th e  V ic to rian  id e a l  of n a tu ra l  o rder expressed by Tennyson* s »The 
mother fe a tu re d  in  th e  son. » 92.

The a c tio n  of th e  Pfologue i s  developed from th e  use of two p ro p s, 
bo th  w ith  v i t a l  h i s to r i c a l  s ig n if ic a n c e , a chupatty  and a c a r tr id g e . 
According to  th e  Prompt Copy, th e  chupatty , a f l a t  p iece  of unleavened 
b read , was passed  f i r s t  of a l l  through the  c u rta in  in  th e  N a tio n al 

Theatre  p ro duction , th en  from Sepoy to  Sepoy in  m u s ic -h a ll fa sh io n , w ith  
M uU ett perform ing a v a u d e v il le - s ty le  funny walk backwards along th e  
l i n e ,  read ing  h is  Manual. Although warned by th e  Bombardier th a t  i t  i s  
a  message o f »Some D istu rb ing  Kind», M u lle tt laughs and p asses i t  on, 
an a c tio n  v iv id ly  i l l u s t r a t i n g  th e  p rev a len t E nglish  incomprehension 
o f , and in d if fe re n c e  to ,  th e  p o te n t ia l ly  ugly  s i tu a t io n .  The 
chupatty-w as, h i s to r i c a l ly ,  a symbol of imminent u p r is in g , and was 
passed  from v i l la g e  to  v i l la g e  w ith  th e  in s tru c t io n ,  as th e  Bombardier 
say s : -

In  th e  A ffa ir
Of th e  G hapati, th ey  a re  to  make te n
more, keep one and pass on th e  o thers  ^
i s  g e n e ra lly  to ld  them. 93.

As a m a tte r of h i s to r i c a l  f a c t ,  th e  accepted  symbol f o r  th e  Sepoy was
a lo tu s  flo w er, b u t th e  chupatty  presumably made a b e t t e r  th e a t r i c a l
p rop . The r ip p le s  of underly ing  v io lence  caused by th e  m ention of
th e  u p ris in g  a t  Meerut by M u lle tt, and h is  use of th e  word »Mutiny», are
made more d is tu rb in g  by th e  ending of th e  sequence, when th e  Bombardier
catches th e  chupatty  a f t e r  M u lle tt has in d if f e r e n t ly  thrown i t  over
h is  shou lder, and, using  i t  as a swab, rams i t  up th e  b a r r e l  o f h is  gun
on a ramrod: ano ther v iv id , v io le n t th e a t r i c a l  image u n d e rlin in g  th e

'menace of th e  s i tu a t io n .
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Next comes th e  c a r tr id g e , and th e  exp lanation  th a t  i t  i s  smeared 
•with th e  f a t  of e i th e r  p ig  or cow, and th e re fo re  o ffen siv e  to  Hindu 
or Moslem. The c a s ts  system i s  exp lained , and th e  f a c t  t h a t ,  once 
d e f i le d ,  th e  only way f o r  a Brahmin to  be re s a n c t i f ie d  was to  spend a  
la rg e  sum of money, an im p o ss ib ility  on th e  Sepoys* (most of whom 
were Brahmins) pay of seven rupees a month. The in e p t B r i t i s h  a ttem pt 
to  r e c t i f y  th is  fundam ental e r ro r  i s  po rtray ed  by M u lle tt *s 
dependence on th e  d r i l l  o u tlin ed  in  th e  P latoon E xercise  Manual o f 
I 8i;7 ( re v is e d ) , and th e  dem onstration of how th e  c a r tr id g e  should be 
h e ld  and to rn ,  no t b i t t e n .  This i s  a l l  too  much fo r  th e  In d ian s , and 
th e  Ha-vildar m u tila te s  M u lle tt w ith  h is  own sword. The Bombardier 
throws in  h is  l o t  w ith  the  n a tiv e s , who have wheeled o f f  h is  gun (a 
cu tou t in  th e  N atio n a l p ro d u c tio n ), th e  symbol of h is  s e c u r i ty , and a 
F reud ian  o u t le t  f o r  h is  understandable  aggression , w ith  th e  f i n a l  
words *Alas, poor M u lle tt, I  knew him w ell* , a jokey parody r e la t in g  
M u lle tt ,  h is  s k u l l  c l e f t  by th e  H av ildar, to  Torick th e  Fool, th e  
s k u l l  beneath  th e  sk in , and th e  Prologue to  th e  themes of u su rp a tio n  
and revenge, and th e  cataclysm ic events to  fo llow .

Thus, th e  h i s to r i c a l  f a c ts  have been o u tlin e d , th e  ro o ts  o f th e  
c o n f l ic t  d e ta i le d , though i t  i s  very  doub tfu l i f  an audience would 
be ab le  to  id e n t i fy  and understand  a l l  th e  is su e s  involved . One of 
th e  drawbacks to  a c le a r  understanding of th e  p lay  in  th e  th e a t re  i s  th e  
d e n s ity  and u n fa m ilia r i ty  o f th e  language, though, p a ra d o x ica lly , th i s  

i s  a lso  one of i t s  s tre n g th s . P e te r  N ichols, ¥ood*s fe llo w -a u th o r, 
commented a t  an advanced Dress R ehearsal th a t  he thought i t  would be 
d i f f i c u l t  f o r  an audience to  a ttu n e  i t s e l f  in  th e  f i r s t  q u a r te r  o f an 
hour, which means th a t  much of th e  r e s t  of th e  p lay  would be very  
confusing . This obviously  happened in  perform ance, and here  l i e s  a 
fundam ental weakness of th e  p la y , to g e th e r •with a p ro l i f e r a t io n  of 
necessary  h i s to r i c a l  d e ta i l ,  and a d u p lic a tio n  of words and im ages.
Both D esigner and D irec to r were concerned w ith  making th e  m a te r ia l  as 
lu c id  as p o s s ib le , and ensuring th e  audience understood what was 
happening, bu t in  a sh o rt re h e a rs a l  p e rio d , w ith  a f lu id  s c r ip t ,  a  
huge c a s t ,  and e lab o ra te  scenery , th i s  was not r e a l ly  p o s s ib le .

The Epilogue could h a rd ly  be in  g re a te r  c o n tra s t to  th e  alm ost 
a g it-p ro p  c a r ic a tu r in g  of th e  Prologue. The f u l l  resources o f th e  
s tag e  were used f o r  i t .  In  th e  N a tional Theatre p roduction  fo u r c u t
out c lo th s  were flown in ,  and Havelock*s monument ro se  on a H i t .
At th e  r e a r  of th e  s tag e , a p a le - t in te d  c lo th  -with an In d ian  tem ple 
and mo^untains in  th e  background provided a backdrop. In  f ro n t  o f 
i t ,  a grove of t r e e s  appeared, then  a verdan t glade of th e  D ilkusha,

I
w ith  a sm all bandstand, and th e  B r i t i s h  f la g  proudly f lu t t e r in g ;  a t
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th e  f r o n t  of th e  s tag e  more tr e e s  were flo im  in ,  and Havelock* s grave 
occupied th e  c e n tre . I t  i s  a scene , of g re a t t r a n q i^ l i ty ,  . su ffu sed  —

- w ith  the  n a tu ra l  beau ty  of In d ia . There i s  no h o t sun b ea tin g  down, 
nor t o r r e n t i a l  downpour, and th i s  i s  c le a r ly  a p lace  f o r  r e f le c t io n .
(see Appendix D p.187-190. ) .  The mood i s  r e f l e c t iv e ,  to o . The
h ie ra rc h ic a l  s tru c tu re  s t i l l  remains as p a r t  o f th e  v is u a l  con tex t o f 
th e  scene, f o r  n a tiv e  servan ts  s t i l l  hold  sunshades over th e  Jonas 
P arry s, and th e re  i s  an Ayah to  look a f t e r  th e  c h ild , b u t, of course, 
th i s  i s  no more th an  a V ic to rian  fam ily  o f good s tand ing  would expect a t  
home. In s te a d  of th e  confusion over r e l ig io n  of th e  Prologue, th e re  
i s  now a sense of fo rg iv en ess . A ll  su ffe re d , and th e  p laces  of 
g re a te s t  s u ffe r in g  have now become sh rin es  r a th e r  th a n  excuses f o r  
vengeance. Once ag ain . Wood quotes d i r e c t ly  from h is  so u rces . Jones 

Parry*s l in e s :
So long as th e  memory of g re a t 

deeds, and high courage and sp o tle ss  
s e l f  devo tion  i s  cherished  among h is  
fe llo w  countrymen, so long w i l l  
Havelock* s lo n e ly  grave beneath  th e  
scorching  E as te rn  sky, 
hard  by th e  v a s t c i ty ,  th e  scene 
a l ik e  of h is  t o i l  and triumph 
and h is  death , be regarded as one 
of th e  most holy of th e  coun tless 
spo ts  where B rita in * s  p a t r io t  

. s o ld ie rs  l i e . '  9h» -
a re , in  f a c t ,  th e  f i n a l  paragraph of Forbes* Havelock, unchanged. The
sentim ent i s  V ic to rian , a hymn to  heroism , echoing Tennyson*s

r The man rem ains, and whatso*er
He wrought of good or brave 

W ill mould him thro* th e  cycle -y ear 
That dawns beyond th e  grave. 95.

The u se , l a t e r  in  th e  speech, of words l ik e  *brotherhood* and * weary
blanks in  th e  fam ily  c i r c le  * b rin g  home th e  im portance o f Havelock* s
fam ily  to  him, and extend in to  th e  w ider con tex i o f eveiybody*s lo s s .
Here s tands a new fam ily , th e  r e s u l t  of th e  c o n f l ic t ,  a  new hope f o r
th e  f u tu r e ,  b u t th ey  have lo s t  to o . Timothy i s  not to  fo rg e t  th a t
th i s  p lace  was a lso  where h is  r e a l  fa th e r  was executed , a s a c r i f ic e
to  a b e t t e r  w orld . Once more a Tennysonian no te  i s  s tru c k :

and never more
C areless of our growing k in
Shall we sin our father *s sin. 96.

The im m aturity  of th e  Prologue has been l e f t  behind , memories o f th e
p a s t a re  seen as cau tio n ary  re_minders, and th e  fu tu re  i s  to  be g iven
over to  wholeness and adulthood.

A c a re fu l co n sid e ra tio n  of ju s t  two scenes has re v ea led  r a th e r
more th an  m erely meets th e  eye. The play*s t i t l e ,  however, suggests
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th a t  th e  events of th e  Mutiny, and i t s  a fte rm ath , p rovide a framework 
f o r  th e  more im portant c e n tra l  f ig u re , Havelock, and_since he ex is ted _  
as an extrem ely well-documented h i s to r ic a l  f ig u re , i t  w i l l  be of 
i n t e r e s t  and value to  examine Wood*s own h i s to r i c a l  sources fo r  
Havelock and th e  M utiny, and to  o u tlin e  h is  th e a t r i c a l  development of 
them.

Wood used two main books by m il i ta r y  h is to r ia n s  which d e a l 
s p e c i f ic a l ly  w ith  Havelock; one by A rchibald  Forbes, f i r s t  pub lish ed  in  
1890, the  o th e r by Leonard Cooper, in  1957, th e  cen tenary  of th e  
M utiny. Cooper r e l i e s  h eav ily  on Forbes, and ano ther b iography by 
Havelock* s contemporary and b ro th e r- in -la w , Marshman. Wood* s use of 
Forbes* f i n a l  paragraph has a lread y  been m entioned, and o th e r examples 
w i l l  be quoted, but Cooper provides th e  v is u a l stim ulus f o r  Havelock, 
and, indeed, f o r  a t  l e a s t  some of th e  play* s p re se n ta tio n , a f a c t  on 
which th e  au tho r and M ichael Annals a re  agreed, and one which i s  
s u b s ta n tia te d  by th e  i l l u s t r a t io n s  (see Appendix D p . 183. )•

_^The. f ro n tis p ie c e  of Cooper*s book (see Appendix D p . 1 91. ) i s  th e  
rep ro d u c tio n  of a p a in tin g  of Havelock by an unnamed a r t i s t .  In  i t ,  
Havelock s i t s  under th e  awning of h is  t e n t ,  a s lim , im m aculately- 
d ressed  o f f ic e r  in  fro ck  c o a t, o v e rla id  w ith  sash , and medal. On th e  
ta b le  a t  h is  l e f t  l i e  maps, an open d isp a tch  box, and bound B ib le . To 
th e  r ig h t  o f i t  stands h is  m il i ta r y  chest w ith  th e  in s ig n ia  o f th e  78th ,  
and h is  sword of o f f ic e .  To i t s  r ig h t ,  a s o ld ie r  in  H ighland d ress  
i s  on guard b efo re  a camp of t e n t s ,  and beyond l i e s  an In d ian  c i ty ,  
looldng e x a c tly  l ik e  a p a in ted  th e a t r i c a l  b ack c lo th , complete w ith  
low ering clouds, rays of sun breaking through, and t a l l  palm tre e s  
which prov ide l i t t l e  shade. Havelock*s sharp , i n te l l ig e n t  gaze i s  
f ix e d -o n -th e  observ er. His expression  i s  a s c e t ic ,  and th e  a q u ilin e
nose i s  more suggestive  of a sch o la r th an  a man of a c tio n , an 
im pression heightened  by th e  q u i l l  pen in  h is  r ig h t  hand.

Forbes, however, f in d s  th i s  p a in tin g , and a m arble b u s t of 
Havelock, to o  id e a l is e d , and p ub lishes in s te a d  th e  only photograph of 
him, a m in ia tu re  worn in  a lo c k e t by h is  w ife (see Appendix D p .192. ) .  
Here, he looks o ld e r and rounder. The h a i r ,  im m aculately w hite and • 
well-groomed in  th e  p r in t ,  i s  g r iz z le d  and u n tid y . The p a in te r  
caught th e  nose w e ll, bu t th e re  i s  woriy and a n x ie ty  in  th e  furrows 
above i t  in  th e  photo . These do no t appear in  t h e ‘p a in t in g , where 
th e  high forehead  i s  accen tu ated . The sharp in c is iv e n e ss  o f the  
p a in tin g  i s  transform ed, in  th e  photograph, in to  th e  w is t fu l  expression  

o f a man who has su ffe re d  much. There i s  a m a tu rity  and experience 
i n  i t  which th e  p r in t  lo se s  in  i t s  id e a l is e d  s u p e r f i c i a l i ty .  The
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p a in tin g  i s  of Havelock, V ic to rian  s o ld ie r  and hero , th e  photo of 
Havelock, th e  man. There i s  a t  l e a s t  one o ther p o r t r a i t ,  th a t  
reproduced on th e  f ro n t of th e  N ational T heatre programme (see 
Appendix D p .193. ) , wliich shows th e  splendour of h is  re g a H a , and 
makes him look a l i t t l e  o ld e r.

Cooper describes Havelock v e rb a lly :
Havelock* s h a i r  was p e r fe c t ly  w h ite , but he was as e re c t as ev e r.
He wore, as he continued to  wear throughout th e  campaign, a b lu e  
f ro c k -c o a t, ta n  leggings which were buttoned  from th ig h  to  an k le , 
^ d  a fo rage  cap w ith  w hite cover. 97.

Wood*8 d e sc r ip tio n  a t  Havelock*s f i r s t  en trance in  th e  p r in te d  v e rs io n
of th e  p la y  i s  very  s im ila r :

G eneral Havelock i s  a sm all, grey-w hiskered gentleman in  blue 
undress fro c k  coat w ith  forage cap and white cover. He i s  
tanned aliaost b lack  by th e  sun and looks very  o ld . He wears 
drab coloured w aterproof leggings buttoned  th e  len g th  o f h is  
le g s . He i s  n e a t, e r e c t ,  and quick as a b i r d .  93.

Wood s tr e s s e s  h is  sm allness, and gives him grey w hiskers r a th e r  th a n
w h ite . He a lso  emphasises th e  p h y s ica l problems of th e  campaign by
s tre s s in g  Havelock*s w e a th e r-s tr ick e n  complexion, and emphasising h is
age. The man of a c tio n  i s  d ep ic ted  in  th e  p o s s ib i l i t i e s  fo r
movement o ffe re d  by th e  s tag e , and th e  a c to r  i s  ab le  to  tak e  up th e  ,

/

h in t  of b i r d - l ik e  q u a l i t ie s  to  develop th e  ch arac te r *s extremes o f 
hawk and dove.

I t  was Wood*s o r ig in a l  in te n tio n  and wish th a t  th e  ro le  of 
Havelock should be played by S i r  John Gielgud, who had p layed  Raglan 
in  *The Charge*, and O liv ie r  was to  have d ire c te d  th e  p ro d u c tio n . I t  
i s  id le  to  sp ecu la te  what m ight have been had th i s  form idable team 
brought th e  p lay  to  th e  s tag e , b u t, in  p ra c t ic e , th i s  proved im possib le . 

_ G eoffrey  Reeves was brought in  to  d i r e c t ,  and Robert Lang p layed  
Havelock. Lang*s photograph (see Appendix D p.19U. ) ,  shows a 
s t r ik in g  resemblance to  th e  l a t e r  Havelock p a in tin g , bu t h i s to r i c a l  
v e r is im il i tu d e  i s  only a s ta r t in g  p o in t, and I  s h a l l  now examine th e  
ro le  of Havelock in  terms of i t s  dram atic development.

Two of Forbes* statem ents seem to  be p a r t ic u la r ly  re le v a n t in  
th i s  co n tex t:

There a re  two occasions on which a man, reserv ed  by n a tu re  and 
t r a in in g ,  i s  ap t to  d isc lo se  h im self w ithout r e s t r a i n t ;  in  
c o n f id e n tia l  communication w ith  h is  c lo se s t and most t ru s te d  
f r ie n d ;  and on h is  deathbed face  to  face  w ith e te r n i ty .  99.

and,
among th e  b e s t evidences of h is  q u a lif ic a t io n  f o r  le ad e rsh ip  was 
th e  ready  magnetic t a c t  w ith  which, w hile indu lg ing  h is  p ro p en s ity , 
he could by a happy word g e t a t  th e  h e a r ts  of men who were 
adamant to  o ra to r ic a l  bunkum. 100.

S ince th e  f i r s t  of th ese  q u o ta tions appeared on th e  f i r s t  page of. ,
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Forbes* book, and th e  second i s  s ta r re d  in  Wood*s own copy, they
provide a firm  b a s is  from which to  develop a co n sid e ra tio n  of th e
p r iv a te  man, confid ing  h is  f e a r s ,  w orries_and doubts to  h is  w ife , and
son, H arry; and th e  p u b lic  s o ld ie r ,  th e  G eneral urging on h is  men,
a g a in s t e v e r-in c rea s in g  odds.

Like Dingo th i s  p lay  i s  very  much an ep ic  p re se n ta tio n  d esp ite
i t s  dependence on V ic to ria n  th e a t r i c a l  p ra c t ic e s .  I t  ranges over
wide a reas  of tim e and p lace , p re sen tin g  a heightened and s ty l is e d
view of r e a l  ev en ts , and seems to  owe much to  Brecht*s dictum:

The p o e tic  approach to  h is to ry  can be s tu d ied  in  th e  so -c a lle d  
panoramas a t  sideshows in  f a i r s . 101 .

As in  Dingo, war i s  seen to  be i n t r i n s i c a l l y  wrong, and f u l l  of
d read fu l happenings, but th i s  p lay  i s  s o f te r ,  more compassionate, the
ta rg e ts  and c r i t ic is m  d iffu se d , and th e  su ffe r in g  and s a c r if ic e  a re
not w ithou t n o b i l i ty .  Dingo h im se lf, a sm all man, was th e  c e n tra l
f ig u re  o f h is  p lay , and h is  fu n c tio n  as a key fe a tu re  of epic th e a tre
in  th e  B rech tian  sense has a lread y  been examined. Always a su rv iv o r,
he remains very  much a liv e  a t  th e  end of th e  p la y . Havelock, on th e
o th e r hand, i s  a * g re a t * man, one who occupies a h igh p o s itio n , has
f a t a l  f la w s , and d ies  a t  th e  end. He i s ,  th e re fo re , a d ire c t
opposite  o f Dingo, one who seems to  be c a s t d ram a tica lly  in  an
A r is to te l ia n  mould but i s ,  in  f a c t ,  much c lo se r  to  th e  kind of modern,
p re -e p ic  «bourgeois* dram atic hero o u tlin e d  by Lukacs. With h is
p o r tr a y a l .  Wood comes c lo se s t in  a l l  h is  works to  th e  conception of
a dram atic hero f ig u r e ,  although th e  c h a rac te r  i s  o ften  overwhelmed by
th e  e x tra o rd in a r i ly  complex th e a t r i c a l i t y .

Lukacs * essay  was f i r s t  completed in  1909, bu t h is  views seem
p a r t ic u la r ly  re le v a n t to  th i s  c h a ra c te r is a t io n , n o t l e a s t  in  the
im m ediate-link  th ey  provide w ith  th e  p u b lic  and p r iv a te  p ressu res which
a s s a i l  Havelock:

. .  . th e  more th e  v i t a l  m otivating  cen tre  i s  d isp laced  outward 
( i . e .  th e  g re a te r  th e  determ ining fo rce  of e x te rn a l f a c to r s ) ,  
th e  more th e  cen tre  of t r a g ic  c o n f l ic t  i s  drawn inward; i t  
becomes in te rn a l is e d ,  more e x c lu s iv e ly  a c o n f l ic t  in  the  
s p i r i t . 102. ^

There was no c o n f l ic t  in  th e  s p i r i t  of th e  commanders in  *The Charge*,
much more a c la sh  of w i l l s .  Havelock has as much to  contend w ith
e x te rn a lly  as Cardigan and Lucan b u t, un lik e  them, has inner q u a l i t ie s
to  f a l l  back on, and th e  c o n f l ic ts  in  h is  s p i r i t ,  though deep and
seem ingly i r r e c o n c i la b le ,  a re  a t  l e a s t  capable of re so lu tio n  by h is
C h ris tia n  f a i t h .  The w i l l ,  however, i s  fo r  Lukacs th e  means by which
man grows in to  a dram atic hero . His essence i s  poured out in  deeds
which depend on th e  in te n s i ty  of h is  w i l l ,  and th e  e s s e n t ia l  dynamism

i s  provided by th e  t o t a l  id e n t i f ic a t io n  of w i l l  and deed. In  f a c t .
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drama remains p o ss ib le  so long as th e  dynamic fo rce  o f the  w i l l  
i s  s tro n g  enough to  nourish  a s tru g g le  o f l i f e  and death  dim ensions, 
where th e  e n t i r e  being i s  rendered m eaningful. IO3 .

I t  i s  an outward fo rc e , though, one which remains a l ie n  to  th e  hero ,
which moves him to  a c tio n . Man i s  m erely a pawn, and h is  w il l  i s  h is
p o ss ib le  move, no t h is  a c tu a l , which i s  su b jec t to  *the abstractum *.
C erta in ly , Havelock i s  a man of s trong  w i l l  who has trium phed over
a d v e rs ity  to  gain  th e  h ig h est p o s it io n , a lthough , as a pawn, he has
i t  taken  from him a t  a c r i t i c a l  moment. There i s  no doubt th a t ,  f o r
him, »the abstractum * i s  God, b u t Lukacs* statem ents th a t  th e  modem
hero i s  p a ss iv e , and re q u ire s  le s s  of outward sp lendour, success , and
v ic to ry  th an  h is  p red ecesso rs , a re  s u rp r is in g ly  tru e  o f t h i s  unusual
s o ld ie r .  His r e g a lia  i s  c o rre c t ra th e r  th an  o s te n ta tio u s  and, a lthough
success and v ic to ry  a re  im portant to  him in  what he sees as a crusade,
h is  p a s s iv i ty  i s  th a t  of th e  Lukacs hero who i s  more ac ted  upon than
ac tin g  fo r  h im se lf, who defends r a th e r  th an  a t ta c k s , and whose
heroism i s  one o f * anguish , of d e sp a ir, no t one of b o ld  aggressiveness.*
Moreover, according to  Lukacs, th e  new hero should have a sense of
th e  e c s t a t i c ,  and a view of Death as a round ing -o ff which w i l l  f u l f i l
and p e r fe c t h is  p e rs o n a lity , and o f fe r  him *the transcendence , g rea tn ess
and illu m in a tio n  which l i f e  w ithhe ld . * Havelock* s C h ris tia n  view
of th e  a f t e r - l i f e  as an id e a l  C h ris tia n  (and s o c ia l i s t )  U topia i s
h is  constan t p reoccupation .

In  II, Havelock i s  g iven f u l l  he ro ic  prominence as b e f i t s  h is
p u b lic  s ta tu s ,  b u t h is  in te r n a l  s tru g g le s  -  h is  p r iv a te  w o rries ,

, sense o f p e rso n a l inadequacy, and the  im portance of h is  s tro n g  and
lov ing  fam ily  re la tio n s h ip s  -  are  given even more d e ta i le d  trea tm en t.
His beginnings appear to  have been r e la t iv e ly  humble (the  r e a l
Havelock* s f a th e r  was a sh ip b u ild e r who pu t a l l  h is  money in to  land
and was fo rced  to  s e l l  i t  ju s t  as h is  son was about to  e n te r  U n iv e rs ity ) ,
In  th e  p lay , he has been in  th e  se rv ice  f o r  over i|.0 y e a rs , most of them
spent in  r e l a t iv e ly  low rank , p re fe r r in g , as a non-purchase o f f ic e r ,  to
spend what l i t t l e  money he earned on h is  fam ily . Aimiy l i f e  has not
been easy f o r  him. He informs us th a t  he has been purchased over by
* th re e  so ts  and two fo o ls* , a statem ent which a c tu a l ly  f i r s t  occurs in
one of h is  l e t t e r s ,  quoted by Forbes; and, when f i r s t  in  In d ia , was
fo rced  to  look f o r  employment which would o f fe r  him th e  opportun ity
of prom otion. Unlike th e  p r iv ile g e d  Binghams and B rudenelles h is
climb to  fame was long and arduous. He i s  a t  a l l  tim es m otivated by
h is  C h ris tia n  f a i t h  a lthough , i r o n ic a l ly ,  he can a lso  be seen as a
vengefu l im p e r ia l is t  w ith  a pu rg a tiv e  m ission .

R elig io n , V ic to ria n  views of so c ie ty  and th e  Army w ith  i t s  ,
h ie ra rch y , provide Wood w ith  chains of command and s tru c tu re s  to
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p re se n t, compare, c o n tra s t ,  tu rn  in s id e -o u t, and provide th e  audience
w ith  an a s to n ish in g  th e a t r i c a l  experience. Across -the stage,--m en -
from th e  h ig h est of V ic to rian  generals  to  George Hodge, and from 
s a in t ly  Jemadar to  foul-m outhed Bombardier -  and even a woman -  
f i g h t ,  lo v e , e x c re te , argue, trem ble , and d ie , in  f r o n t  o f , behind, 
and through f ro n t  c lo th s , re p lic a s  of to y  th e a t re s ,  b ack c lo th s , wings, 
s e t s ,  and even f i r e  e x tin g u ish e rs , in  a s e r ie s  of com plicated 
panoramas. Through th i s  chao tic  morass Havelock ploughs on, o r , 
r a th e r ,  f l o a t s ,  f o r ,  a u th en tic  as th e  p a in ted  backclo th s and unifoim s 
may be in  terms of p e rio d , th e  p lay  i s  r e a l ly  a more su b lim in a l, 
dream -like evocation  of b a t t l e ,  and once again , as in  Dingo, people 
d ie ,  bu t a re  re su rre c te d . Havelock him self has an e e r ie ,  g h o st
l ik e  q u a li ty , something which was h in te d  a t  in  th e  f i lm s c r ip t  
p o r tr a y a l  of Cardigan b u t f a i l e d  to  m a te r ia l is e .  He o fte n  appears 
from darkness, or s i l e n t  as a ghost, or watches from th e  shadows, 
and th e  already-m entioned d issem ina tion  of h is  speech in  Act I  s c .v i i  
by the_use of th e  *Voice Over* technique occasions h is  comment to  
H arry *Tou see , I  ^  everywhere. * He has very  s o l id  p h y s ic a l 
a t t r ib u te s ,  to o . H ariy wonders in  adm iration  how many horses he has 
had sho t from under him ( in  th e  Sikh War a t  Moodkee, Forbes inform s 
u s , * Havelock escaped u n h u rt, bu t had two horses sho t under him*)]^^ 
and r e fe r s  to  him, a f fe c t io n a te ly , as *The Hammer*. He was strong  
enough to  march 126 m iles under In d ia  *s h o t te s t  sun (a f e a t  
s u b s ta n tia te d  by th e  Order of th e  Day Havelock p ub lished  a f t e r  the  
b a t t l e  of Cawnpore, quoted by Cooper), and i s  a b le , a t  th e  h e ig h t o f 
h is  d e liriu m , to  tak e  h is  p lace  a t  th e  apex of th e  pyramid of s o ld ie r s ,  
in  s p i te  of th e  f a c t  th a t  when he sways the  s tage  sways w ith  him, and 
we share  in  h is  sickness (a t  l e a s t ,  th a t  i s  what th e  p r in te d  v e rs io n  
say s , b u t t h i s  e f fe c t  was im possib le to  achieve on s ta g e ) .  He i s  
aware of h is  f a i l in g  powers, however, and does not f in d  i t  so easy to  
s ta rv e  now, aged 63, as he d id  when i+I and shut up in  J a lla la b a d  (a 

f a c t  again  r a t i f i e d  by F o rb es). By th e  time Lucknow i s  re]i.eved  
-even h is .e n e rg y  i s  sapped as death  approaches, and H arry has to  take  
h is  p lace  in  th e  p a in tin g  of th e  m eeting w ith  Outram and Campbell.

_ His bravery and courage are much respected by his men. One of 
his officers. Captain Maude (another factual character who wrote a 
book about his experiences, though a minor character in the play) 
says admiringly that he could willingly follow Havelock along the 
Grand Trunk Road for ever. Another, the Surgeon, Sooter, has formed 
a relationship of some wamth with him, whilst George Hodge sees him 
as a kind of Messiah. There are dissenters, too. Colonel Neill,^ 
the self-styled scourge of the natives thinks Havelock is too meek, a
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B a p t is t ,  wey fa c e , time w aste r. 105.

b u t much of th i s  i s  pique a t  th e  way Havelock a s s e r ts  h is  a u th o r ity  a t
t h e i r  f i r s t  m eeting. Hopes and w ishes, s tre n g th  of c h a ra c te r , and
magnanimity, a re  a l l  p a r t  of Havelock* s makeup, and d e sp ite  N e ill* s
c r i t ic is m , he always speaks g e n tly  and h ig h ly  of him. Maude, to o ,
complains o f th e  way in  which Havelock lo s t  the  i n i t i a t i v e  in  the
narrow s t r e e t s  of Lucknow, p u ttin g  Outram, and th e  s o ld ie r s ,  in  an

- un tenab le  p o s it io n :
Where was your fa th e r  

, when we looked fo r  a d ire c t io n , 
a bound, an o b je c tiv e , 
a word to  ca rry  us? 106.

and th e  men in  the  f i e ld  h o s p ita l  a t  Cawnpore condemn him in  chorus:
ALL. Damn you Havelock, I  am dead. 10?.
Although su sta in ed  by h is  f a i t h ,  and the  love of h is  fam ily ,

Havelock i s  s t i l l  a s s a i le d  by doubt and f e a r .  A compassionate man,
he ta lk s  sad ly  of th e  deaths l ik e ly  in  th e  un re liev ed  g a rr iso n  of
Cawnpore, and i s  p a r t ic u la r ly  concerned a t  the  p l ig h t  o f m arried  peo p le .
This concern extends to  h is  s o ld ie r s ,  to o , and he has h a lte d  the
advance guard f o r  Cawnpore because, he says, th ey  need h is  p ro te c tio n .
His a t t i t u d e  to  women i s  unexpectedly ca rin g , both  f o r  a V ic to ria n  man
and a Wood s o ld ie r ,  and he urges h is  so ld ie rs  to  re sp ec t B r i t i s h  la d ie s ,
p a r t i c u la r ly  C h ris tia n  m others. He inform s h is  o f f ic e rs  th a t  he expects
them to  reg a rd  him as accompanied by h is  w ife a t  a l l  tim es, except on
th e  a c tu a l  f i e l d  of b a t t l e .  Forbes quotes an I r i s h  s o ld ie r  who was
im pressed by Havelock*s g en tlen ess:

' Sure he ta lk e d  to  us as to  la d ie s  in  a drawing-room, so q u ie t
and p o l i t e . 108.

This hom eliness i s  p resen t in  Havelock*s exp lana tion  of what faces  th e
la d ie s  of Cawnpore. For those  a t  home in  England, he t e l l s  th e  men,
death  i s :

m erely th e  going from the  one
room to  ano ther
to  meet c h ild ren  who have
gone b efo re  so o ften tim es and g en tly
w ait t h e i r  m other. 109. ^

and i s  a common occurrence, alm ost taken  fo r  g ran ted . In  Cawnpore,
however, what th e  la d ie s  a re  faced  w ith :

w ithou t s h e l te r ,  
w ithou t calm, 
w ithou t Peace,
w ith  f e a r  of savage Carnage, 
i s  to  s u f fe r  the  agony 
of h e l l  though 
no t y e t judged. 110.

They a re  to  face  th e  heathen onslaught w ithout th e  opp o rtu n ity  of 

coming to  terms w ith  th e i r  Maker, and th i s  pu b lic  agony i s  to  be made
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by th e  s o ld ie rs  in to  a * poignant memory*, of which vengeance i s  th e  
keynote. Havelock*s vengeance d i f f e r s  q u a l i ta t iv e ly  from N e ill* s , 
and h is  in s is te n c e  th a t  some of NeilL*s p riso n e rs  be hanged * w ithout 
b r u ta l i ty * , though seemingly absurd, i s  seen to  make sense when th e  
k ind  of to r tu r e  meted out by N e il l  and some of h is  men i s  observed. 
L a te r , Havelock shows tru e  C h ris tia n  concern, s ta t in g  th a t  though he 
would no t advocate mercy fo r  th e  p e rp e tra to rs  of some of the  h o r r i f ic  
a c t io n s :

The tim e f o r  such t e r r i b l e  punishment 
i s  gone, i t  can only appear now 
as th e  b l in d  rage of an unreasoning 
b r u te . 111.
Havelock* s p re d ile c t io n  fo r  p u r i f ic a t io n  i s  emphasised by Jack 

B rian  *s use of words l ik e  * sweep* and * clean* fo r  him, and th i s  i s  
ju s t  one f a c e t  o f th e  Old Testament element of h is  C h r is t ia n ity  which i s  
tempered by h is  compassionate view of th e  lower o rd e rs , bu t hardened 
by h is  f i r s t - h a n d  experience of them in  the  Army. . A p a te rfa m ilia s  
by in c l in a t io n  as w e ll as by convention, he lam ents th e  f a c t  th a t  he 
has not had tim e to  t r a i n  h is  men to  tem perance, and bemoans th e  f a c t  
th a t  th e  rum r a t io n  does no t seem to  dry  up, because:

th ey  improve out of a l l  
im agining when th e  grog i s  
run  o u t. 112.

H is o p in io n  o f  h i s  men d i f f e r s  v e ry  much from  t h a t  o f  t h e  Crim ean 

o f f i c e r s .  F o r  him  th e y  a r e :  

sw eet p e r s o n s ,
very  d u t i f u l  and kind to  t h e i r  
o f f ic e r s  and c iv i l i a n  vanquished. 113.

and th i s  d ecided ly  ro s y - t in te d  view i s  seen f o r  what i t  i s  worth l a t e r
in  th e  same speech, when he t e l l s  u s :

: 7 - i t  i s  very  ra re  to  have
them  ra p e  when th e y  a re  s o b e r ,  t h a t  

- is  a  th in g  n o t  known t o  th o s e  who
would c r i t i c i s e  th e  so ld ie rs  o f B r i ta in  as th e  scum of l i f e .  11i^. 

His speech to  th e  so ld ie rs  in  th e  r a in  (Act 2 scene 7) rev ea ls  more 
o f h is  a t t i tu d e  towards them. Although drunk, they  s a t i s f y  him in  
b a t t l e ,  he t e l l s  them, p e tu la n tly  s in g lin g  out a s o ld ie r  w ith  h is  
head uncovered. In  h is  eyes th e  only remedy f o r  bad behaviour i s  
s tro n g  " d is c ip l in e , and he makes hard  r u le s .  Any man caught ou ts id e  
th e  l in e s ,  or catch ing  game, w i l l  be flo g g ed , and anyone caught 
s e l l in g  lo o t  w i l l  be hanged in  h is  unifoim , though th e  men are given 
a day to  sack Cawnpore. Drunkenness, ra p in e , and sack ing , a re  as 
endemic to  a V ic to ria n  anny on th e  march as ch o lera , and Havelock has 
a co n stan t s tru g g le  to  cou n terac t t h e i r  e f f e c t s .  He i s  no t e n t i r e ly  
depressed , however, by th e  low s tan d ard  o f m o ra lity  among th e  lower
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ra n k e rs . Before dying he t e l l s  us th a t  he has been th in k in g  a l o t
of England, where, on h is  l a s t  leav e , he had seen signs o f g rea t
s o c ia l  changes:

th e  m iddle and
even th e  low est c lasses  have
improved t h e i r  m o ra lity  and decency. 115*

and he notes w ith  some p leasu re  the  form ation of tra d e  unions:
fo r  th e  promotion of in d u s try , 
com fort, and decided ly  of r e l ig io n .  116.

There does seem to  be g re a t hope in  him f o r  a new, c la s s le s s  so c ie ty ,
w ith  a l l  men equal befo re  God, and m orally  decorous. The only cloud
on th i s  U topian horizon  i s  provided by th e  upper c la s s e s . England,
he says, seems to  be more in te n se ly  a r i s to c r a t i c ,  and th e  w ealthy and
g re a t seem e n t i r e ly  wrapt in  them selves, * av a rice  i s  t h e i r  g rea t
id o l* . In  th e se  sen tim en ts , ¥ood*s ch a rac te r echoes th e  thoughts and
language of th e  r e a l  Havelock, who recorded h is  im pressions of
England in  1850, a f t e r  a 30 years absence:

England appears to  me to  be more in te n s e ly  a r i s to c r a t i c  than  ever.*  
The g re a t changes a re , th e  r a p id i ty  of communication by locomot
iv e s , th e  ex trao rd in a ry  in c rease  of th e  power of th e  p re s s , th e  
improved m o ra lity  and decency of h a b its  of th e  m iddle and low est 
c la s s e s , and th e  accum ulation of unions fo r  th e  promotion of
in d u s try , com fort, and decided ly  of r e l ig io n  The w ealthy and
th e  g re a t a re  e n t i r e ly  wrapt up in  them selves and t h e i r  own 
in te r e s t s .  A varice i s  the  g re a t id o l ,  g re a te r  even th an  fame 
ju s t  now. 117.

His own main c o n trib u tio n  to  th i s  id e a l  so c ie ty  l i e s  in  th e  prom ulgation 
o f C h ris tia n  v a lu es , and th e  men subm issively  form h is  f lo c k . He i s  
seen g iv ing  a B ib le -read in g  c la s s ,  where h is  s im p lic ity , s in c e r i ty ,  and 
h u m ility  a re  in  c le a r  c o n tra s t w ith  the  in f la te d  and m eaningless 
* re lig io u s*  rh e to r ic  of th e  Dingo o f f ic e r s ,  and a b so lu te ly  un th inkable  
f o r  Cardigan or Lucan. Joshua i s  th e  s u b je c t, and th e  name is
equated w ith  *God th e  Saviour*, and a lso  w ith  th e  s lang  word fo r
s o ld ie r ,  * josher* . This invo lves th e  so ld ie rs  p e rso n a lly , and 
Havelock extends th e  analogy. For him s o ld ie rs  and C h ris tia n s  must 
have th e  same q u a l i t i e s . Courage i s  one of them, but t h i s  v ir tu e ,  
f o r  a C h r is tia n , s ig n if ie s  f a r  more than  mere courage in  b a t t l e ,  f o r  a 
C h ris tia n  s o ld ie r  should a sp ire  to  do a l l  th a t  i s  w r it te n  in  th e  law of
Moses. There i s  no lik e lih o o d  of Havelock being c a r r ie d  away by
hu b ris  in  any of th e se  m eetings. He knows th a t  he i s  n o t the  S av iour.
He i s  a commander who w i l l  watch over and care f o r  h is  s o ld ie r s ,  b u t th ey  
must la y  no g re a t t r u s t  in  h is  human s tre n g th . In s te a d  th ey  must 
p lace  i t  a l l  in  God. Havelock sees In d ia  as a g i f t  from God, and th e  

B r i t i s h  are  e sp e c ia lly  favoured  by Him to  ad m in is te r i t .
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For Havelock, C h r is t ia n ity  i s  no t m erely a m oral code to  be
adopted to  avoid t r i a l  and t r ib u la t io n  on e a r th , he i s  a lso  concerned
w ith  th e  in ta n g ib le s  of tim e and e te r n i ty ,  and th e  care  o f th e  immortal
so u l which, w ith  h is  sense of th e  e c s ta t i c ,  and th e  id e a  of death as
a ro u nd ing -o ff of th e  m o rta l c o i l ,  l in k  w e ll w ith  Lukacs* conception
of th e  dram atic h e ro . He im plores th e  so ld ie rs  in  th e  f a l l e n
pyramid to  g ive them selves to  C h ris t ,  and to  speak to  Him w ith
h u m ility  and fe llow sh ip  as they  would speak to  Havelock. His v is io n
o f an id e a l  C h ris tia n  so c ia lism  w i l l  be f u l f i l l e d  a f t e r  d ea th , when:

you s h a l l  speak w ith  them as eq u a ls , where 
th e re  i s  noth ing  p r iv a te ,  a l l  
worship of th a t  g lo rio u s  company 
i s  p u b lic . 118.

The general*s hope fo r  a b e t te r  e a r th ly  so c ie ty , and h is  conv ic tion  of
a heavenly a f t e r - l i f e ,  a llow  him to  see th e  p o s s ib i l i ty  th a t  h is  men
w i l l ,  as he appears to  have done,

re v e rse  th e  V ile  Falsehood th a t
i t  i s  never p o ss ib le  to  be a
s o ld ie r  and a C h ris tia n  a t  the

^  once. 119.
This v is io n a ry  q u a li ty  does no t allow  him to  n e g lec t p r a c t i c a l i t i e s .
He i s  concerned th a t ,  a f t e r  h is  own death , h is  grave s h a l l  n o t become
a sh r in e , and he h im self s h a l l  no t become a m artyr to  a f a ls e
r e l ig io n .  People must not s t a r t  a new re l ig io n  based on h a tre d , and
sim ple words o f C h ris t must be pu t up in  fo rg iv en ess .

His p u b lic  avowal of C h r is t ia n i ty ,  and th e  f o r t i tu d e  he rece iv es
from h is  f a i t h ,  a re  not always reco n c iled  w ith  h is  in n e r  doubts and
f e a r s .  He i s  only too  w e ll aware of h is  is o la t io n ,  and o f th e
u ltim a te  r e s p o n s ib i l i ty  th a t  i s  h is  a lone:

i t  i s  th e  f a te  of Generals to  have
no conversa tion  o th er th an
monologues a t  f r o n t  of burning c i t i e s .  120.

H arry-des c r ib  es h is  mood a f t e r  Cawnpore as one of *blackest glocm*, and,
a f t e r  in v i t in g  th e  lu c k le ss  Jones P arry  to  d in n er, Havelock h ard ly
i n s t i l s  confidence in  him by asking^ i f  he has ever been n ear to  death .

. /
-He i s  consumed by an x ie ty , and th e  f e a r  of f a i lu r e  i s  c o n s ta n tly  w ith  ' 

him. The death  of co lleag u es, and of Lawrence, h is  d e a re s t f r ie n d , 
adds to  th e  p re v a ilin g  sense of depression  bu t he i s ,  a t  l e a s t ,  aware 
o f i t ,  and asks Harry i f  he thought h is  fa th e r  was * drowned in  my 
gloomy forebodings *. Harry i s  p e rcep tiv e  enough to  see  th a t  the  
p re ssu re  caused by h is  replacem ent by Outram has a f fe c te d  him deeply, 
and th e  s e n s i t iv i ty  of h is  p o s it io n  v is -a -v is  th e  new commander w orries 
him, though th e  l a t t e r  regards him w ith  re sp e c t and ad m ira tio n .
Havelock was never happy about th e  l ia i s o n  w ith  Outram, who delegated



—1 6 2 —

command to him immediately after superseding, and the decisive 
moment .when he and Outram were in the street at Lucknoif and Havelock 
made his fatal hesitation has tarnished" his military reputation. It 
was:

not military correct
and it gave me such times. 121.

Havelock is only too well aware of his own limitations as a man and a
commander. He admits that he is a general who relies on intuition in
battle, and knows that much success depends on luck. In a moment of
truth (*in confidential communication with his closest and most
trusted friend* ), he admits that he made a bad decision at Lucknow;

I had reasons, when I can, when my 
brain stops its whirl, I shall put 
my reasons to you. 122.

He dies before telling us what they were, but refuses to make excuses.
His doubts and fears lead him at times into horrible imaginings

and, like Dingo, he has vivid dreams which he recalls clearly. After
the liberation of Cawnpore, he dreamed that he was taken by a child
into a nightmare of horse and cannon. , His sword was cardboard, and
there was mud to his thigh. Although he hacked and slashed, and fought,
he was impotent, *as a woman*, and his horror at the treatment of
women and children is captured in a series of vivid verbal images of
children hanged on a hook, of the natives butchering so horribly that
Sepoys were unable to look, of women pathetically offering themselves
so that their children should be saved, of their pitiful attempts to
defend themselves by tying rags to their doors, of their crying in
vain:

They cried, but therê  was none to 
hear, even unto the Lord they cried 
but he answered them not. 123.

He watched, a ghostly observer, adopting the other-woiĵ dly quality  ̂I
noted earlier:

I stood ignored,
a spirit in the real fleshing. 121;.

It is this speech that Wood has Sir Geoffrey Kendle, played by Gielgud; 
the original choice for Havelock, speak twice in his next play Veterans.

These inner conflicts, fears, and anxieties, are compounded by 
external events, but, unlike the characters in *The Charge * who, in 
the earlier scenes, did not know who their opponents' would be, Havelock
has a clear sense of history, nourished by reading Macaulay, and is
positive and well-informed about the aims of his mission. He sees 
these as embracing both politics and religion. His political objective 
is to:
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r e s to re  th e  Supremacy of 
B r i t i s h  ru le  and avenge the  

. f a t e  of B r i t i s h  men and woment 123. - ...... -  - - - ....... .......:---------- -
but he a lso  sees h im self as th e  le ad e r of a crusade :

This i s  a f ig h t  fo r  the  pure C h ris t , 
a f ig h t  a g a in s t th e  d e v il fo r  a 
C h ris tia n  In d ia . 126.

His f a i t h  su s ta in s  him throughout th e  campaign, and he i s  secure in
th e  knowledge th a t  God i s  on h is  s id e . Cawnpore, f o r  example, was

127*won by God*s b l e s s i n g ,  non v i  s e d  a r t e  *, and  when, a f t e r  a l l  h i s

s tru g g le s ;  th e  hand of death  i s  upon him, he i s  ab le  to  b ear th e  p a in
w ith  equanim ity because:

God Almighty has seen f i t  to  a f f l i c t  
me f o r  some good purpose. 120.

Glimpses of th e  p r iv a te  Havelock a re  seen a t  various tim es when 
he i s  w ith  h is  son H arry, a lso  h is  a id e , who has no t y e t f u l l y  
accep ted  th e  C h ris tia n  f a i t h .  When the  men of th e  70th remain 
s i l e n t  and re fu se  to  cheer a f t e r  Havelock* s speech urging them on to  
Cawnpore,—he confides to  Harry th a t  i t  was *a w orry ltil moment *, and 
l a t e r  c a l l s  him over to  p ro te c t him. His h e a r t i s  bea tin g  f a s t  w ith  
excitem ent, and he does not want th e  men to  see him l e s t  h is  e la t io n  
m ight appear to  be *madness in  an o ld  gentleman*. Havelock s u ffe rs  
th e  to r tu r e  of th e  s p i r i t ,  but madness i s  seen only when he i s  in  
d e liriu m , a p h y s ica l m an ife s ta tio n , and Wood lay s  no s t r e s s  on i t  i n  
th i s  p la y . The tw in  props of a loving  fam ily  and a profound f a i t h  
h e lp  him towards achieving  an in n e r t r a n q u i l i ty .  Hannah, h is  w ife , 
i s  seldom f a r  from h is  though ts .  ̂ She forms fo r  him a sac red  id e a l  o f 
womanhood, a concept which none of th e  o th e r works in c lu d e s , and one 
which is , based on f a c t .  Forbes informs us th a t  Havelock*s m arriage 
*was th e -so u rce  of unalloyed happiness t i l l  th e  l a s t  day of h is  l i f e .  *
As h is  death  approaches, Havelock speaks to  Hannah, th e  fam ily  t i e s  
s tren g th en ed , f o r  H ariy , to o , i s  a t  h is  s id e . The de liriu m  of h is  
i l l n e s s  appears to  le ad  him in to  what seems ano ther fa n ta sy , in  which 

—he sees h is  w ife  d is f ig u re d , her house burned down, and her c h ild  

“k i l l e d .  Cooper*s n a r ra t iv e , however, shows th a t  th i s  was a  f a c tu a l  
occurrence ;

In  1836, when th e  regim ent was a t  Kum ool, Mrs. Havelock had gone 
w ith  th e  g i r l  and h er younger b ro th e r , th en  aged f iv e ,  to  th e  h i l l -  
s t a t  io n  of Landor, ^ e r e  they  had a bungalow. ' One n ig h t th e  
n a tiv e  se rv an ts  ran  out of th e i r  q u a rte rs  and gave th e  alarm , when 
th e y  saw flam es leap ing  frcm th e  ro o f and p lay ing  round the 
wooden w a lls . They got Hannah ou t, bu t the  l i t t l e  g i r l  was dead 
and f o r  weeks Hannah*s l i f e  was in  danger. 129.

Hannah shares  h e r husband *s deeply-held  f a i t h ,  and th i s  su s ta in s  him
to  th e  end. Her name i s  on h is  l ip s  as he d ie s :  ,



I  thank God dear Hannah, I  thank 
God f o r  our hope in  th e  Saviour,
We s h a l l  su re ly  meet in  Heaven. I 30.

This speech i s  spoken so s o f t ly  th a t  he can hard ly  be heard , and th e  
moment of h is  death  i s  sp ec ta cu la rly  b a re . A ll th e  trap p in g s  o f th e  
s tag e  have been removed, even th e  c lo th  he was ly in g  on, and th e  w alls  
o f th e  th e a tre  a re  seen, complete w ith  f i r e  e x tin g u ish e rs . And so , 
as in  *The Charge *, th e  panoply, th e  co lo u rfu l uniform , th e  neighing 
of h o rse , th e  excitem ent, of b a t t l e ,  and th e  p e t ty  b ick erin g s  of 
commanders have le d  to  no th ing . Havelock, th e  hero of Lucknow, d ie s  
o f dysen tery , a lone , and unencumbered by wordly goods. The c o n tra s t 
between th e  p u b lic  and p r iv a te  man i s  complete.

Both H in c h liffe  and E ls am came c lo se  to  a sen s ib le  assessm ent of
H. There i s  an in h e ren t c o n f l ic t  in  th e  demands o f th e  Army and 
Church, and a s tro n g  element of th e  c la sh  of c u ltu re s  in  th e  p lay ; b u t, 
much more fundam ental to  the  au thor * s th in k in g , i s  th e  sim ple, b a s ic  
q u estio n  how do people come to  terms w ith , or succumb to ,  o r overcome, 
t h e i r  own inadequacy, p a r t ic u la r ly  when they  have a p u b lic  façade , 
and have to  make c ru c ia l  decisions? Wood's emphasis has s h if te d  from 
D ingo 's easy c r i t ic is m  of lead e rs  from ou tside  to  an exam ination of th e  
in te r n a l  s tru g g le s  behind th e  he ro ic  e x te r io rs ,  and from c le a r  a n t i 
war propaganda towards an awareness of complex issu e s  and u n d e rcu rren ts . 
The sim ple condemnation of Mont g emery, C h u rch ill, Cardigan e t  a l .  i s  
now rep laced  by a very  f u l l  exam ination of a m u lti- fa c e te d  man f o r  
whom th e re  a re  no easy d ec is io n s , and who can be muddle-headed and 
no b le , in e p t and in c is iv e .  Havelock i s  th e  most p o s it iv e  of Wood's 
c h a ra c te rs , one f o r  whom we can f e e l  g re a t sympathy though being w e ll 

. aware of h is  f a i l i n g s .  These a re  the  r e s u l t  of human weakness which 
we a l l  share  r a th e r  th an  th e  bumptious p rid e  Wood wanted us to  see in  
o th e r p u b lic  f ig u r e s .  Dingo was always quick to  c r i t i c i s e  o th e rs  b u t 
gave us nothing to  admire in  h im self. Havelock i s  eq u a lly  aware o f 
m a lp ra c tic e s , b u t deals w ith  them, on th e  whole, com passionately and 
s e n s i t iv e ly ,  showing co n sid era tio n  ra th e r  than  carping u n n e ce ssa rily .
He i s  n o t, l ik e  th e  o th er o ff ic e rs  Wood condemns, p r iv i le g e d . He had 
to  work hard  to  achieve h is  p o s itio n , learn in g  much a t  f i r s t - h a n d  on 
h is  way to  th e  to p . Wood shows th a t  h is  p u b lic  persona is^ moulded by 
such e x te rn a l fa c to rs  as th e  ir re c o n c ila b le  c o n f l i c t .of c u ltu re s , and 
th e  deep d iv is io n s  in  E nglish  so c ie ty , exem plified by th e  Aimy. He 
i s  th e  commander, th e  apex of th e  pyramid, a man to  be admired by a l l  
d e sp ite  h is  f a i l in g s ,  and who, a f te r  h is  death , j u s t i f i a b ly ,  i f  r a th e r  
i r o n ic a l ly ,  became a popular hero th u s , in  Lukacs' term s, achieving  
'th e  transcendence , g rea tn ess  and illu m in a tio n  which l i f e  w ithheld .*



- 1 6 5 -

His in te r n a l  s tru g g le  -  th e  d i f f i c u l ty  of re ta in in g  a C h ris tia n
meekness and h u m ility , the  importance, of caring  fo r  n th e rs  JLess- ---- --------
fo r tu n a te , h is  sense of p e rsonal inadequacy, and th e  magnitude of th e  
d ec is io n s  to  be made -  i s  to  some ex ten t reso lved  by h is  f a i t h ,  bu t 
t h i s ,  in  i t s e l f ,  i s  no t always easy to  m ain tain  when anger r is e s  a t  
deeds o f ap p a llin g  and unnecessary v io len ce . Strong c o n f l ic ts  a r i s e ,  
to o , in  h is  accepted ro le  as a man of a c tio n . He has d isp layed  • 
s tre n g th  of w i l l ,  f o r t i tu d e ,  r e s i l ie n c e ,  and immense stam ina to  reach  
h is  p re se n t p o s it io n , bu t h is  very  m a tu rity  as a le a d e r and fa th e r ,  
coupled .with h is  q u a l i t ie s  - of im agination , slows him down, breeds 
p a s s iv i ty  because of h is  re co g n itio n  of danger to  o th e rs , and makes 
him o ccas io n a lly  in e p t and in d e c is iv e . Unlike a l l  th e  o th e r 
c h a rac te rs  mentioned so f a r ,  Havelock i s  capable p f  forming deep 
and la s t in g  re la t io n s h ip s , which surv ive g re a t a d v e rs ity . Even so , 
h is  em o tio n ^  s ta b i l i t y  i s  s t i l l  no t su f f ic e n t to  s h ie ld  him from 
anguish  and d esp a ir and h is  death  i s  not only th e  r e s u l t  of h is  
d re a d fu l p r iv a t io n s . I t  i s  a lso  brought on by h is  in te n se  personal 
w orries  about th e  r ig h tn e ss  of h is  d ec is io n s , and th e  u su rp a tio n  o f 
h is  p o s i t io n . There i s  a sense of h is  tak ing  on too  much too  l a t e ,  
o f which he i s  w e ll aware;

I  am to o  o ld  fo r  fame
b u t I  th in k  I  s h a l l  have i t .  , 131.

V
and Wood leaves us, in  th a t  l a s t  pow erful th e a t r ic a l  image, a f in a l  
view of a man of ra re  q u a li ty  destroyed  by circum stances. In  Lukacs» 
te rm s, Havelock i s  as near as Wood comes to  p o rtray in g  a hero of 
t r a g ic  dim ension.

The problem w ith  attem pting  to  w rite  coheren tly  about H i s  th a t  
th e re  i s  enough m a te r ia l in  i t  fo r  a t  l e a s t  f iv e  p la y s . Havelock i s  
e v id e n tly  th e  main ch arac te r b u t, as th e  au thor p o in ts  out in  h is  
P reface  to  th e  p r in te d  v e rs io n , th e  p lay  should r e a l ly  be about 
an o ther o f f ic e r ,  Jones-P ariy . This l i t t l e  man, y e t ano ther re a l  
c h a ra c te r  who wrote an account of h is  adventures, i s  an absurd , clown
l ik e  f ig u re  in  th e  p lay , who c o n sta n tly  seeks advancement b u t never 
f in d s  i t  because of h is  in e p titu d e . His w ife acconpanies him, and 
h e r m o tiva ting  fo rce  appears to  be ded icated  to  achj.eving sexual 
f u l f i lm e n t .  She fin d s  i t ,  bu t in  h o r r i f ic  circum stances which, 
p a ra d o x ic a lly , lead  to  happiness, as th e  Epilogue shows. In  h is  

book. An Old S o ld ie r 's  Memories,th e  r e a l  Jones-P ariy  recounts how he 
s e t  s a i l  from England w ith  h is  new b r id e , b u t, hearing  from an o f f ic e r  
o f th e  ^ d r a s  F u s i l ie r s  th a t  ' a l l  In d ia  was in  a b la z e ',  he sen t h e r 
home from Suez only a month a f t e r  th ey  m arried . As a c h a ra c te r , she 
i s  Wood's own in v en tio n , the  only woman in . th e  p la y . '
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Jones-Parry provides a contrast with Havelock's dignified
saintliness. He is a natural fool of fortune. At crucial moments,
when called to parade for example, hi.s trousers cannot be found; he has
a finger tip shot off, and the rest of it is unceremoniously and
unexpectedly bitten off by Sooter to avoid infection; the Monkey God
(another of Wood's stage devices, a gold-painted dancer) squirts water
over him from its outsize phallus, though he does have his own back
later by cuffing it around the ear with a rifle. Worse still is his
behaviour when invited to dinner by Havelock. He commits numerous
faux pas, and is snubbed on several occasions by both Sooter and Maude.
On another occasion, when the Jemadar is strapped to the gun, waiting
to be launched into eternity, Jones-Parry embarrasses everyone by
breaking from the ranks and delivering a long, passionate speech about
the inherent superiority of the British, even though he eventually
realises his-mistake and ends lamely 'Oh dear'.

Although a born loser and accident-prone (the real Jones-Parry
tells many amusing stories against himself: 'I ran back, and, just
as I reached the guns, I tripped up and came head over heels, much to
the amusement of the gunners. I gave my message, and was about to
rejoin, when I found I had lost my revolver' )] % e  does have private
moments when he reveals inner qualities.. He has a deep concern for .
his wife's fate, and a private, sadness descends on him when, weary and
bloodstained from the battle, and after his marvellously atmospheric
rendering of 'Watchman What of the Night?' Sooter tells him of his
wife's capturé by the natives, and the probable consequences. He
is ah efficient officer, too, well-versed in the function of Enfield
rifles and, like his leader, intolerant of sloppiness in thp men,
whom he smartens up before they shoot the Bombardier. In an important
moment in the play, which relates directly to the 'theatrical'
instances noted in the two films, he is faced with the enemy, and loses
his grip for a moment, not because he is a coward, but because he is
suddenly faced with reality:

Here we see the greasepaint for a moment. Captain Jones-Parry • 
seems to lose way, his mouth opening and closing and no words to 
bite on, a slackening and grinding down. For an instant. And 
then back again. 133.

This reaction is surprising in one who normally shows a bland equanimity
to difficult circumstances, a characteristic ̂ which Sooter finds it
difficult to understand:

You has no doubts whatever you 
are to survive, you has no doubts 
you are destined for glory you 
has no doubts in any way that, this
shall be the most famous of wars, ‘
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y ie ld  th e  most honours,
and have th e  most value to  c iv i l i s a t io n .  13h .

and Jones-Parry is just as surprised at Sooter: --------------------- —
I shall be astonished to find any 
normal ambitious officer in India 
today has doubts. 135.

War and battle change him, and, later, worried at the way in -sdiich
some of Sooter »s words have called into question the whole purpose and
nature of existence, and with the change in tone of the play from
heroic to pathetic, he eventually sits down:

exhausted , shaking h is  head and plucking a t  
th e  d e b r is , p u llin g  on a p iece  of c lo th  and 
sooth ing  i t  on h is  knee. I 36.

His main theatrical function in the later part of the play is to set 
up the cloths.

Like Havelock, his wife is of great importance to him, and 
being without her is like losing a limb. Their reconciliation is 
touching. They talk only of trivia - health, friends and pastimes.
He has ga^ed no advancement but has collected some gold and silver, 
"and his attitude towards the natives has hardened for none of them 
assisted his wife when she was in desperate straits. She smells, but
he is so delighted to have her back that he offers to wash her clothes
himself.

He-is at his sensitive best in the Epilogue, although, even here, 
he perpetrates what Havelock would construe as false religion by 
telling 'his* son, Timothy, that Havelock's grave is sacred, and 
recalls his earlier embarrassing speech about the holiness of places.
He reads the inscription, which honours the memory of great deeds, high
courage, and spotless self-devotion, and notes the cross which Outram
had carved"himself, a generous gesture indeed. His wife sounds 
perhaps the most private note of all with her reminder to Timothy, 
and'Samuel, that, besides being a pla.ce of great tranquility and 
beauty, hallowed by the General's grave, it is also the spot where 
the Bombardier was shot, a cautionary reminder of the horror of war 
-rather than a deflation of heroic sentiments. For all hiŝ  silliness, 
Jones-Parry never utters a word of reproach to his wife, and accepts 
Timothyzunquestioningly.

Jones-Parry is another well-rounded portrait of an officer who is 
by no means totally stupid. There are two other contenders for 
inclusion in Wood's new gallery, set apart from the cartoons of Dingo: 
the hubristic Neill who actually says that the play should be about 
him (and the fact that Wood relegated this thoughtless, vindictive 
commander to a relatively minor role shows the way that his approach
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has changed from th e  m ud-slinging of Dingo -  he would have made an
id e a l  a n ti-w a r , a n t i - o f f ic e r  ta r g e t  J; and th e  " th o u g h tfu l, p e rcep tiv e
Surgeon Sooter, seen by John Russell Taylor as:

the  only ch a rac te r ab le  p a r t i a l l y  to  b ridge  th e  gap between 
id e a ls  and r e a l i t i e s .  137.

Each o f f ic e r ,  from Havelock to  S oo ter, i s  of in te r e s t  in  h is  own
r ig h t ,  and Wood seems undecided which one should be of most in ço rtan ce .
Havelock has to  be because of h is  undoubted prominence, b u t f o r  h is
ro le  to  be as dominating and im pressive as i t  should be , th e  o th e rs ,
p a r t i c u la r ly  in  such a huge p lay , needed to  be pared  down to  provide
more of a background. As i t  i s ,  th ey  perhaps occupy th e  foreground
to o  much.

P r o l i f e r a t io n  of d e ta i l  hampers th e  p la y 's  p ro g ressio n  g e n e ra lly , 
and clouds understand ing . We cannot be sure whether i t  i s  a drama of 
ch a ra c te r  w ith  t r a g ic  overtones, or of id e a s , o r a h is to ry  p lay  w ith  
contem porary re lev an ce , an an ti-w ar melodrama, a grand sp ec tacu la r 
showing th e  advantages of l iv e  perform ance, .o r a f a n ta s ia  in  which an 
audience o f th e  Swinging S ix tie s  could fu r th e r  indulge i t s  fa s c in a tio n  
w ith  c o lo u rfu l m il i ta r y  uniform . I t  contains a l l  th e se  elem ents, and 
fu r th e r  confusion i s  caused by i t s  hybrid  th e a t r i c a l  form which uses 

th e  p o te n t ia l ly  b a th e tic  methods of V ic to rian  sp ec ta cu la r  th e a tre  i n  an 
a l ie n a to ry , B rech tian  manner, w ith  a 'b o u rg eo is ' hero a t  i t s  cen tre ; 
and i t s  l in g u is t i c  spectrum which ranges from th e  ap p a llin g  language of 
th e  Bombardier to  th e  s e n s u a li ty  of N e i l l 's  re c o lle c t io n  of youth in  
th e  In d ian  s e rv ic e , from th e  p id g in  E ng lish , sp rin k led  w ith  n a tiv e  
language and slang  from th e  Sepoys, to  H avelock's b ib l i c a l  rh e to r ic ,  
and from th e  fulsome phrase to  th e  odd twang of th e  B r i t i s h  s o ld ie r s .
A r ig i d  h ie ra rch y  i s  r e f le c te d  in  th e  language, and i t  r e f le c t s  uncommon
ly  w e ll th e  d iffe ren ces  between p u b lic  and p r iv a te  a t t i tu d e s .  I f  to  
a l l - t h i s  we add th e  rich n ess  of f a c tu a l  and im aginative re c o n s tru c tio n  
o f p e rio d  and even ts , th e  r e s u l t  i s  a v e r i ta b le  T rim alch io 's  f e a s t  of 

-  drama which, because of i t s  fa s c in a tin g  v a r ie ty  and u n fa m ilia r i ty , i s  
bound to  be in d ig e s t ib le .  One could perhaps wish th a t  th e /a u th o r had 
been more f ru g a l ,  bu t th e  p la y 's  flaw s come from an excess of im agination  
and experience ra th e r  than  d u l l  pedan try .

In  f a c t ,  H i s  so much denser in  te x tu re  than  th e  two film s 
.a s s o c ia te d  w ith  i t  th a t  i t  i s  d i f f i c u l t  to  understand how Malcolm 

-=-Page'-could surm ise th a t :
Wood's s c r ip t  fo r  th e  f ilm  'The Charge of th e  L ight B rigade' (1968)

 -may be su p e rio r to  h is  p lay  about . " the  B r i t i s h  aimy of th e  same
p e rio d  H (1969). 138.

In  th e  f i lm s , th e  language tends to  be subordinated  to  th e  v isu a l
im pact o f th e  scenes, th e  camera being an im portant a d d itio n a l 
'c h a ra c te r» , through whose 'e y e ' we view th e  dram atic events on
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th e  sc reen . Thus, the  f i r s t  scene of Wood's screenp lay  of 'The 
Charge' has us seeing i t  through th e  camera 'A t lower orders eye 
l e v e l ' ,  im m ediately making a s e le c tiv e  s o c ia l  comment about th e  way 
we should view th e i r  su p e r io rs . In  H th e  whole s tag e  i s  be fo re  u s , 
and we have to  work liard to  s e le c t  our own d e ta i l  from th e  mass of 
in fo rm atio n  p resen ted . The f ilm , th en , can be sa id  to  be more 
'd i s c ip l in e d ', and has a c le a re r  view point th an  H (though i t  i s  
imposed r a th e r  than  allowed to  develop), b u t lacks th e  depth of 
c h a ra c te r is a t io n , l in g u is t ic  r ic h n e ss , and sheer th e a t r i c a l  amaze
ment o f th e  p la y . 'F lashm an', had i t  reached th e  sc reen , would have 
made fa s c in a tin g  viewing s ince  i t s  p re se n ta tio n  grew from th a t  of H, 
and would have used the  freedom of th e  screen  and i t s  resources to  
g re a t e f f e c t ,  bu t i t  would have been empty a t  th e  co re . Flashman i s  
to o  nebulous a c h a rac te r , too  sub-Casanova, f o r  him to  r e a l ly  engage 
our a t te n t io n  am idst th e  w e lte r of cinem atic e f f e c t s ,  as Havelock 
ju s t  manages to  do in  the  th e a t r e .

The a u th o r 's  development from th e  t a u t ,  s h o r t ,  sm all-screen  
o r ie n te d  Army p lays to  th e  p ro d ig a li ty  of H, v ia  th e  s t r i c tu r e s  of 
Dingo, shows an in c reas in g  confidence in  handling v a s t amounts o f 
m a te r ia l .  The p o e tic a lly -h e ig h ten ed  r e s t r i c t e d  language codes of th e  
e a r ly  p lays a re  opened out in to  a f lu e n t ,  though p o ss ib ly  loquacious, 
use o f rh e to r ic  and imagery, and th e  s in g le  s e ts  th ey  occupied a re  
now fes to o n ed  w ith  ever-changiiig panoramas. In  the  move from 
r e la t iv e  s im p lic ity  and te c h n ic a l f r u g a l i ty  towards in c re a s in g  
com plexity something has been lo s t ,  and much gained . The e a r l i e r  
p lays were t ig h te r  in  co n stru c tio n  and more focussed  on an event o r 
s e t  o f c h a ra c te rs ; the  l a t e r  one i s  ram bling, lo o se , and b u rs tin g  a t  

- th e  seams w ith  ideas and in fo rm ation . The su b jec t m a te r ia l ,  though 
b a s ic a l ly  s im ila r , now needs more c a re fu l c r i t i c a l  a p p ra is a l ,  and th e  
would-be c r i t i c  req u ire s  seme sp e c ia lis e d  knowledge of h i s to r ic a l  
background and th e a t r ic a l  techniques to  examine them.

H, 'The Charge' ,  and 'Flasliman' a re  a l l  about war .and b a t t l e ,  and
t h e i r  e f f e c t  on so ld ie rs  and, o ccasio n a lly , c iv i l ia n s .  A survey of
o th e r f a c to r s  common to  these  works has po in ted  to  th e  w r i te r 's
p reoccupation  w ith  s ta tu s ,  and th e  g re a t chain  o f be ing , which extends

from God a t  i t s  h ig h e s t, in  H avelock's v is io n  (though Cardigan i s  seen
s in g in g  h e a r t i ly  'The heathen in  h is  b lindness bows down to  wood and
s to n e ' in  church), through commanders and subord inate  o f f ic e r s ,  to

NCOS and lower ranks, n a tiv e s , and women, c lo se ly  follow ed by h o rse s .
S u ffe rin g  of a l l  kinds i s  a lso  an ev er-p resen t in g red ien -1 , only
p a r t i a l l y  m itig a te d  by an occasional deep ly -held  f a i t h ,  and th e  support

and love of fam ily  and f r ie n d s ; and human f a i l in g s  a re  om nipresent,' from 
th e  b ig o try  of th e  a r is to c ra c y  to  th e  loathsomeness of th e  Bombardier.
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C hief among them i s  the  sense of inadequacy, the  in a b i l i t y  to  cope 
w ith  in te n se  and demanding p re ssu re , and make im portan t, co rre c t 
d e c is io n s . These were a l l  p re sen t in  Dingo, bu t Wood has now 
developed an a b i l i t y  to  c h a ra c te r is e  r a th e r  than  m erely c a r ic a tu re .
This p rocess s ta r te d  w ith the  f i l l i n g - i n  of Dingo h im self as a 
c h a ra c te r , and continues w ith  Cardigan, who comes over s tro n g ly , 
c re a te d  w ith  a few bold  s tro k e s , though he fu n c tio n s  a l l  on the  
su rfa c e . I t  culm inates in  Havelock, Jones-P arry , and Forbes M itch e ll, 
who a re  a l l  s e n s it iv e  men, u n lik e  most o f Wood's e a r l i e r  c h a rac te rs , 
t ry in g  to  re so lv e  the  c o n f lic ts  they  f in d  in  them selves and th e i r  
c ircum stances. In  p lace  of D ingo's c le a r  d id ac tic ism , th ey  have 
problems to  overcome, am biguities to  dea l w ith . They do not always 
make th e  r ig h t  d ec is io n s , bu t now Wood does not condemn them. He 
p re sen ts  them, w arts and a l l ,  w ithout b ia s ,  fo r  us to  make our own 
judgments on, n o t, as in  Dingo, as a foregone conclusion . This i s
no t n e c e s s a r i ly  so b e n e f ic ia l  a development as i t  sounds. On the
w hole, th e re  i s  much more to  admire in  th e  l a t e r  p la y , as an an a ly s is  
of seme scenes has shown, but i t s  impact i s  decided ly  fu z z ie r ,  le s s  
d i r e c t  and challeng ing  than  th a t  of Dingo. The constan t and b ig o ted  

c r i t ic is m  of Dingo fo rced  th e  audience to  come to  term s w ith  i t  in  
' some way. The b land  humanity of H o fte n  submerges in  a sea of 

th e a t r i c a l  magic (which Dingo' s B rech tian  bareness r e je c te d ) ,  o cca s io n a lly  
su rfac in g  to  allow  us to  glimpse i t ,  only to  d isappear again  as we 
s tru g g le  w ith  th e  complexity of h is to ry  and i t s  symbolism, and fumble 
f o r  our programmes to  check what e x ac tly  i s  happening.

In  th e  th e a t r e ,  the  au thor has an assu red  m astery  of stage  
tech n iq u e, which i s  not always so apparent in  h is  c o n tro l and shaping of 
m a te r ia l .  Indeed, th e  q u a lity  of h is  v is u a l  im agination , based in  
p a r t  on an obsessive a t te n tio n  to  minute d e ta i l  in  v a s t panoramas, and 
enhanced by th e  sonic  e ffe c ts  of language, i s  perhaps unique in  modem 
B r i t i s h  drama; w h ils t the  tak ing -over of techniques from one medium to  
an o th er i s  an im pressive and e f fe c t iv e  way of extending th e  l im its  of 
b o th . These l a t e r  works s u ffe r  from th e  very  w eight of th é  m a te r ia l • 
used , and i t s  tra p p in g s , and th e  ending of th e  exp)loratory, ex travagan t 
'60s sees Wood's obsession w ith  the  Army per se beginning to  fad e .
Uniforms continue to  fa s c in a te  him, b u t, in  th e  p lays o f th e  '70s th ey  
a re  worn by a c to rs  p lay ing  ro le s  in  the  ep ic c o n f l ic ts  of th e  film  

w orld . Two of them w i l l  be considered in  the  next ch ap te r.
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APFENDIX D.

VISUAL MA.TER1AL REIATING TO *THE CHA.RGE OF THE IIGHT_.BRIGADEU. H, ..MR,
*FIASHMAN».

’L ast Stand a t  Gandamak’ .
’Encampment of Horse A r t i l l e r y  near B alac lava’ .
’ Charge of th e  L ight Cavalry Brigade ’ .
H. The F ro n tc lo th .
’The Meeting of G enerals Havelock, Ontram and Campbell 
a t  Lucknow’ , by T.Jones B arker.
’Gunners aw ait th e  order to  b la s t  m utineers from cannons. ’
H. The Toy T heatre . Designs by M ichael Annals and
p roduction  photographs.
H. The E pilogue. Designs by M ichael A nnals.

H. The Epilogue. Photograph of Mrs. Jones-Parry  and
Timothy.
H. Havelock. 
H. ' Havelock. 
H. Havelock. 
H. Havelock.

The f ro n tisp ie c e  o f Cooper’s book. 
The Forbes photograph.
P o r t r a i t .
Robert Lang as Havelock.

p .1?6 .

p .177.
p .178.
p .179.

p.180.
p . l 8 l .
p .182-

186.
p .187-

189.

p .190. 

p .1 91. 
p .192. 

p . 1 9 3 .

p .1 9h*
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H. The F ro n tc lo th .

^LUeKNOW

FUTTAPÔ

This i s  a photograph of th e  f r o n tc lo th  a c tu a lly  used in  th e  N a tio n a l 
T heatre  p ro d u c tio n , not th e  one desc rib ed  by Wood in  th e  p r in te d  
v e rs io n . Havelock (Robert Lang) i s  seen in  th e  foreground  r id in g  a 

p ro p e rty  h o rse .



—1 80—

’The M eeting of G enerals Havelock, Outram and Campbell a t  Lucknow’
by T.Jones B arker. ..........

(H. Act Three, Scene S ix  w ith in  Scene One).

1 • The P a in tin g .

2 . The Key.
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’Gunners aw ait th e  o rder to  b la s t  m utineers from cannons. This was a 
t r a d i t i o n a l  method of execution  in  In d ia , bu t i t s  adop tion  by th e  B r i t i s h  

shocked W estern n a t io n s .’
(The B r i t i s h  Empire n o .23. ’The In d ian  M utiny’ . ed . M.Edwardes.)
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H. The Toy T h e a tr e .

The Toy T heatre  in  use fo r  Havelock’s d in n e r. Act 2 s c .v .  C haracters 
from l e f t  to  r ig h t  a re  C aptain Jones P arry , C aptain Maude, G eneral 
Havelock, H arry Havelock, and Surgeon S o o te r. The d e t a i l  o f the  
carv ings on th e  u p rig h t p i l l a r s ,  and of B rita n n ia  above th e  proscenium , 
a re  p a r t i c u la r ly  notew orthy, as a re  th e  gas fo o t l ig h ts  and r o l l e r  
c u r ta in ,  (see d e ta i l s  in  M ichael A nnals’ o r ig in a l  designs below .)
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H. The Toy T h ea tre  ( 2 . )

M ichael A nnals' design  fo r  th e  to y  th e a t re  back c lo th  i s  c le a r ly  ta k en  
from th e  background to  th e  Cooper f r o n t is p ie c e ,  (see p .1 53 &191 ) .

; 1 f ! ! i ‘
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H. The Toy T h ea tre  ( 3 » )

fA

Act 2 s c .v .  An * in-scene* showing th e  Jemadar. The e la b o ra te
d eco ra tio n  of th e  main s tag e  i s  c le a r ly  v i s ib le .

i

Act 3 s c . i .  ’CAPTAIN JONES PARRY has go t th e  p a in te d  c lo th  out now, 
i t  i s  p u lle d  over th e  p ro te s tin g  groaning SOLDIERS and HAVELOCK who 
shou ts  in  h is  d e liriu m , ( s .d .  p .1 6 6 .)
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H. The Toy T h ea tre  ( l i . )

The f r o n tc lo th  of Cawnpore i s  g rad u a lly  r o l le d  up to  re v e a l  th e  
b lo o d s ta in ed  h o rro r of th e  B ib ighur. (see s .d .  Act 2 .)

’The use o f shock and sen sa tio n  to  shock and h o r r i f y  i s  a 
n ecessa ry  p a r t  o f Gothic melodrama, e s p e c ia l ly  in  th e  appearance of 
ghosts and a p p a r itio n s  of every k ind , th e  tra n s fo rm a tio n  of hooded 
f ig u re s  in to  sk e le to n s  a g a in s t a suddenly l i v i d  re d  background, th e  
s tre a k in g  of B luebeard’s chamber w ith  b lo o d .’
(Booth, M ichael R. V ic to rian  S p ec tacu la r Theatre  1850-1910. p .6 2 .)
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H. The Toy T h ea tre  ( 5 . )

•p,» PatU, of
BUSSrrP.tITGUÎÎG2

s/ JluiuaUai

BITHOOR

CA -V V TSTPO RE

-  -■ ■ -SSK'-T-:."' t ' -
The S t^

LUCKNOW
J. — :

TicMRv iH tiM R t -  .kN % ,N

B re c h tia n -s ty le  cap tions to  be in s e r te d  above th e  proscenium  a rc h .

:,H -

h\

i
I n t r i c a t e  d e t a i l  in  a f l a t . ■tf
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H. The E p ilo g u e .

“'S'.. M '- ' 1

rtSH:

The b ack c lo th ,

F i r s t  e u t - out c lo th .



—180-

i
Second o n t-o n t c lo th .

T hird  c u t-o u t c lo th .
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H. The E pilogue.

The t o t a l  e f f e c t .

;NAT\cNttVliî*ni '  .

Mrs. Jones-P a rry  and Timothy.
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H. The E p ilo g u e .

M rs. Jones P arry  (Jane Wenhaui) and Timothy (C hristopher R eynalds),
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H. H a v e lo ck .

M A J O R - G E N E R A L  SIR H E N R Y  HA V E L O C K ,  Bart, k .c .b .

{From the print in the possession o f  Lady Hauelock-AUan)

The f r o n t is p ie c e  of Cooper’s book, (see p . 153).
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H. H avelock ,

The Forbes photograph (see p .1 5 3 .) .
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H. Havelock.

The p o r t r a i t  of Havelock pub lished  in  th e  N a tio n a l T heatre  programme, 
The o r ig in a l  i s  in  the  possession  of th e  Somerset L igh t In fa n try  
Museum, Taunton.
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H, H a v elo ck .

Robert Lang as Havelock,
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CHAFTER V,
T r- '  -  r . .

TURKISH TORTOISES AND AMERICAN EAGLES.
THE ARTIST/SOLDIER ON THE SET/BATTLEFIELD.

The -imperformed screenplay  of ’Flashman’ was th e  f i n a l  a c t  in  th a t  
phase of Wood’s w ritin g  in  which he had been obsessed w ith  th e  id ea  of 
war as e v i l  r a th e r  than  necessary , and as th e  expression  o f a v io le n t ,  
oppressive so c ie ty  which needed ra d ic a l  change. As th e  f a i lu r e  o f 
th is_  f ilm  to  reach  even th e  shooting stage  showed, th e  a r t i s t i c  f r e e 
dom and extravagance Wood had enjoyed in  h is  la rg e -s c a le  works of th e  
l a t e  1960s, p a r t ic u la r ly  in  th e  language and s tag in g  of H, was unable 
to  su rv ive  th e  more au s te re  world of the  1970s. The p lays and film s  
d iscussed  in  Chapter IV had, to o , to  a la rg e  e x ten t used up Wood’s 
burning contempt fo r  th e  Army and a l l  i t  stood f o r  and, in  any case , 
th e  immediacy of th e  h o rro r of war was lessened  by th e  ending of th e  
Vietnam c o n f l ic t  which had been a co n tin u a l backdrop to  th e  works so 
f a r  d iscu ssed , in  1972. I t  was necessary , th e re fo re , f o r  Wood, l ik e  
se v e ra l o th e r of th e  p o s t-1 956 d ra m a tis ts , and indeed those  s o c i a l i s t  
w r ite rs  in flu en ced  by th e  events of 1968, to  re a p p ra ise  h is  su b jec t 
m a te r ia l ,  and to  f in d  new, more u n iv e rs a lly  re le v a n t, concerns, and 
more economical methods fo r  t h e i r  expression .

His output in  the  decade to  1980 continued unabated, and can be 
d iv ided  in to  th re e  c le a r  sec tio n s  according to  h is  chosen medium. His 
work in  th e  cinema showed considerab le  d if fu s io n  in  th e  development of 
a wide range of m a te r ia l .  In  th i s  p e rio d , he w rote te n  sc reen p lay s, 
which inc luded  an ad ap ta tio n  of F r . Rolfe ’ s book Hadrian th e  Seventh, 
which P e te r Luke had tu rned  in to  a su ccessfu l s tag e  p lay ; and ’Cuba’ , 
a tough t h r i l l e r  s e t  ag a in s t th e  background of th e  C astro  re v o lu tio n , 
w ith  some ex p lo ra tio n  of th e  r e la t io n s  between e x p lo ite rs  and e x p lo ite d , 
c o rru p tio n  amidst id e a ls ,  and th e  im p o ss ib ility  of lo v e . This f ilm  

was ano ther c o lla b o ra tio n  w ith  R ichard L e s te r , and s ta rre d /S e an  
Connery. In  complete c o n tra s t Wood, su rp r is in g ly , w rote a f ilm  v e rs io n  
of L ehar’s o p e re tta  The Merry Widow. Of th ese  te n  screenp lays only 
one, ’Cuba’ , a c tu a l ly  reached th e  screen , in  1979.

His te le v is io n  p lays were much more su cc e ss fu l *in being  shown, and 
in c luded  a t r i lo g y  ’A B it of a H oliday’ (1969), ’A B it of Family 
F e e lin g ’ (1971), and ’A B it of V is io n ’ (1972). These p lays were 
n a tu ra l is t ic a l ly -c o n c e iv e d  comedies about th e  adventures o f a fam ily , 

v e ry  l ik e  Wood’s own, in  various s i tu a t io n s .  »A B it  o f a H oliday’ ,
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f o r  exam ple, i s  a b o u t th e  e x p e r ie n c e s  o f  a  w r i t e r  who goes on l o c a t i o n

• " ' t o  Rome to ., do some w r i t in g  f o r ' a  f ilm ^  ta k in g  his__wif e .and  .c h i ld r e n ----------

i f i t h  h im . Wood a c t u a l l y  to o k  h i s  f a m ily  t o  Rome t o  w ork on 

S k o lim o w sk i’s f i lm  ’The A d ven tu res  o f  G e ra rd ’ ,  b u t  l e f t  a f t e r  a  week 

o r  s o ,  u n a b le  t o  f i t  i n  w ith  w hat he saw a s  t h e  l u n a t i c  c a p e r in g s  o f  

t h e  i n t e r n a t i o n a l  f i lm  s e t .  The a u to b io g r a p h ic a l  e le m en t and  th e  

n a t u r a l i s t i c  form  o f  th e s e  s h o r t  p la y s  lo o k  b ack  t o  t h e  c o n c e p tio n  o f  

t h e  e a r l i e r  s ta g e  p la y  F i l l  th e  S ta g e  w ith  Happy H ours, and  fo rw a rd  

t o  V e te ra n s . John R u s s e l l  T a y lo r  th o u g h t ’A B i t  o f  a  H o lid a y ’

c e r ta in ly  one of th e  b e s t p lays ev er w r it te n  about film -m aking. 1 • 
Autobiography and na tu ra lism , u n d e rla id  w ith  a r i c h  v e in  of f a r c e ,  

a re  a lso  im portan t fa c to rs  in  the  te le v is io n  s e r ie s  ’Don’t  Forget to  

W rite ’ (1977/ 78) ,  which co n sis ted  of tw elve 50-minute ep isodes.
T hese c h r o n ic le d  th e  a d v e n tu re s  o f  Gordon M aple, a  w r i t e r  w i th  a  

T r i g o r i n - l i k e  o b s e s s io n  ab o u t w r i t i n g ,  th o u g h  he w ould f a r  r a t h e r  b e  

in. t h e  g a rd e n . Gordon m oves, a s  Wood had  done, from  a  s u p e r io r  

m odem  house  i n  B r i s t o l  t o  a  m a g n if ic e n t  c o u n try  m ansion  w ith  a  b a l l 

room . -G ordon s u f f e r s  a l l  th e  a n x ie t i e s  o f  th e  p r o f e s s io n a l  w r i t e r ,  

and  Wood shows h im s e lf  t o  be e m in e n tly  c a p a b le  o f  c o n t r o l l i n g  h i s  

m a t e r i a l ,  and  o f  sh a p in g  a  d e f t ,  wry comedy, w i th  o c c a s io n a l  f a r c i c a l  

m om ents, whose g e n t le  s a t i r e  i s  v e ry  r e m in is c e n t  o f  Chekhov’ s s h o r t  

v a u d e v i l l e s .  The a u to b io g r a p h ic a l  e le m en ts  a r e  t h i n l y  d i s g u is e d ,  

l i k e  Wood, Gordon has a  w ife  and  two te e n a g e  c h i ld r e n ,  and  s e v e r a l  o f  

t h e  e p is o d e s  f e a t u r e  Gordon’s f r i e n d s h ip  w ith  a n o th e r ,  more co m m e rc ia lly  

s u c c e s s f u l  p la y w r ig h t ,  Tom L aw rence, who i s  c l e a r l y  b a s e d  on Wood’s 

lo n g - s ta n d in g  f r i e n d  and f e l lo w  d r a m a t i s t ,  P e te r  N ic h o ls .  T here  a r e  

-m any r e f e r e n c e s  t o  th e  p la y s  and  f i l m s ,  t o o .  The t h i r d  e p iso d e  o f  

t h e  f i r s t  s e r i e s  opens i n  a  t h e a t r e  w here Gordon i s  w a tc h in g  a  p e r f o r 

mance o f  h i s  p la y  ’T o r to i s e ’ on t o u r .  As w i l l  be shown l a t e r ,  a  

t o r t o i s e  i s  u se d  m e ta p h o r ic a l ly  i n  V e te ra n s . He a l s o  r e f e r s  t o  h i s  

— p la y  ’E le p h a n t ’ a t  th e  N a t io n a l ,  and  say s  ’I  d id  Gordon o f  Khartoum  -  

c a l l e d  i t  ’G’ ,  obv ious r e f e r e n c e s  t o  H; and  t e l l s  a  v i s i t o r  »I u se d  

d ra g  i n  my p la y  ’Dog” , w hich i s ,  o f  c o u rs e . D ingo . The r e c o g n i t i o n  

o f - th e s e  ’i n - j o k e s ’ and o b liq u e  r e f e r e n c e s ,  a s  w ith  much o f  Wood’s 

o th e r -w o rk , adds i n t e r e s t  b u t  a l s o  o b sc u re s  th e  r e a l  q u a l i t y  o f  t h e s e  

two t e l e v i s i o n  s e r i e s  w hich i s  co n cern ed  n o t  w i th  th e  ’ drame a  c le f*  

a s p e c t  b u t  w ith  th e  i n s i g h t  th e y  o f f e r  i n t o  th e  w r i t e r ’ s  p ro b le m s, 

a r t i s t i c  and  d o m e s tic , and p a r t i c u l a r l y  th e  w r i t e r ’s  own v iew  o f  t h e  

q u a l i t y  o f  h i s  w ork. Thus, Gordon o f te n  comments p e r c e p t i v e ly  on h i s  

d ilem m as. The c o n f l i c t  be tw een  e a rn in g  enough and  th e  s t r i v i n g  f o r  

h ig h  a r t i s t i c  s ta n d a rd s  i s  r a i s e d  when he t e l l s  a  f r i e n d ;
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I  have to  do a t  le a s t  th re e  th in g s  a t  once to  su rv iv e , and i f  
one of those  takes more th a n -th re e  months, we don’t .  2 .

His concern w ith  th e  ageing p rocess, th e  fe a r  of an a r t i s t i c  menopause,
th e  sense of th e  passing  of time w ithout r e a l  achievem ent, a re  voiced
by th e  w r i te r  when Gordon t e l l s  h is  w ife th a t  he has never been ab le
to  w rite  tra g e d ie s , and th a t  he i s  ’to o  o ld  and to o  s tu p id  to  r e a l i s e
I  could do som ething’ . He gives a candid summing-up of h is  progress
to  date  when he confesses :

I  used to  be re le v a n t, b i t in g ,  new. Now a l l  I  can be i s  
amusing, k»

This i s  a p a r t ic u la r ly  re lev an t comment when one considers th e
development in  th e  p e riod  under co n sid e ra tio n  from th e  swingeing
s t r ic tu r e s  of Dingo to  the  b lander lau g h te r of Has ’’Washington” Legs?.
Gordon even composes h is  T r ig o rin - lik e  ep itap h :

He shouted, but they  d id n ’t  h ear. They only  walked away. 9 .
I f  th i s  f ran k , uncompromising s e lf -d e p re c a tio n  i s  re le v a n t in  a

survey of Wood’s development as a d ram atis t i t  i s  doubly so when
examined in  th e  context of a p o e tica lly -co n ce iv ed  and executed
d ia tr ib e  on th e  ro le  of te le v is io n  which Wood wrote in   ̂971 • Couching
an argument w ith in  the  loose framework of a p o e tic  monologue (a technique
which presages th e  form of th e  ram bling, p u rp o se fu lly  in coheren t views
on asp ec ts  of cinema, and n a tio n a l c h a r a c te r is t ic s ,  expressed  by
ch arac te rs  in  Has ’’Washington” Legs?) enables th e  au th o r to  allow  h is
thoughts to  form in  a fo u n ta in  of consciousness r a th e r  th an  c o n stru c tin g
a lo g ic a ] ,  developed sequence of reason ing . This unusual method s t i l l
manages to  s ta t e  c le a r ly  h is  c e n tra l  concern which i s  th a t  te le v is io n
should adopt i t s  own ro le  in s te a d  of becoming a p a le  im ita t io n  of
cinema and th e a t r e .  There i s  some confusion in  th e  ways he sees
te le v is io n  achieving  th is  bu t he, as a te le v is io n  w r i te r ,  seeks
f i r s t l y  to  break  through the  an ae s th e tis in g  e f fe c t  o f th e  medium, and
e s ta b l is h  a dynamic, p o s it iv e , and s tim u la tin g  rap p o rt w ith  th e

audience. Indeed, h is  approach would have a c r e a t iv e ly  d is ru p tiv e
q u a li ty ,  f o r  he says th a t  h is  experiences of w ritin g  f o r  te le v is io n
’have been concerned w ith the  p r a c t ic a l  o b jec tiv e  of g e tt in g  in to  a
home and d is tu rb in g * . ' As a te le v is io n  w r i te r ,  he wants to  use
th e  medium to  make:

a poke a t  a recumbent mind, an appeal to  compassion, 
p e rsu asio n  fo r  p o l i t i c a l  aims, and th e  le s s  obvious 
a t ta c k  on p u b lic  decency and inducement of f e a r .  7»

Although th e  e a r ly  p a r t  of th i s  statem ent has a neo-B rechtisin q u a li ty ,
th e  mentions of a tta ck s  on pub lic  decency and th e  inducement o f f e a r
a re  more A rtaudian , and he extends th is  emphasis by p o s tu la tin g  a
te le v is u a l  drama of ’m ystery, mood, magic, f e a r f u l  g h o s ts ’^ whose *
fu n c tio n  would c o n s is t o f:
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preparing  US fo r  
death , our own, th e  death  of our ch ild re n , our c h ild ren  
fo r  our death . 9. ^

Even th is  leaves th e  audience as a p assive  e n t i ty ,  and Wood p o s its  a
te le v is io n  of p a r t ic ip a t io n  and a c tio n  in  which th e  sc reen  would a c t
as a ’g ig a n tic  r e f le c to r  telephone f o r  tran sm issio n  of emotion and

i 0
sympathy’, a source of in te ra c t io n  in  which th e  audience would
change the  face  of th e  medium them selves through te lep h o n ic  communic-

11a t io n , making i t  a  v e r i ta b le  ’to o l  f o r  th e  peo p le ’ . Texts spoken by
a c to rs  would be ban ished , and rep laced  by an ’ uneasy b lend  of film ,

12w ritin g  and jou rn a lism ’ , peopled by th e  faces  of r e a l  c h a rac te rs , l ik e
th e  ex tra s  in  F e l l i n i ’s film s (h is  own E ng lish  ad ap ta tio n  of the  f ilm
’F e l l in i  S a ty rico n ’ had been completed in  1969). The raw m ate ria ls
o f th i s  new a r t  form would be ’not words b u t ideas and w ritin g  them 

13th en  and th e r e ’ , and th e re  would be a dynamic, c re a tiv e , uncon tro lled
q u a li ty ,  in s p ire d  by a new te le v is u a l  superman, r a th e r  l ik e  a clone
of C raig -s  man of th e  th e a t re ,  one

. .  .w ith  a t a l e n t  and a compulsion to  t e l l ,  t e l l ,  t e l l ,  
a b e l ie f  th a t  th e re  i s  no th ing , no a r t  form o th e r th an  
te le v is io n  and i f  he doesn’t  t e l l ,  t e l l ,  t e l l  through 
i t  he w i l l  never be anything bu t dumb. 1 ij..

Wood, th e  v is io n a ry , however, gives way to  Wood, th e  r e a l i s t ,  whose
own p r a c t ic a l  experience of w ritin g  fo r  th e  medium has made him, l ik e
Gordon Maple, conform ist and despondent :

But i s
te le v is io n  th e  p lace  f o r  th e  w r i te r ,  has i t  a p lace  
f o r  him, i s  he l is te n e d  to?  
watched? 15.

he a sk s , and glumly admits th a t  he now concerns h im self
. . .w i th  w ritin g  p lays fo r  

th e  th e a t re  of th e  19kOs fo r  te le v is io n  in  th e  1970s. 16.
a s tatem ent which c la r i f i e s  th e  reasons fo r  h is  change of dram atic form 
in  bo th  th e a tre  and te le v is io n  in  th e  1970s.

Pragmatism d efeated  Wood’s a sp ira tio n s  in  the  1970s. Although 
id e a s , l ik e  th e  ones on te le v is io n , teem, he i s  no lo nger ab le  to  
m anipulate  a medium in  q u ite  th e  same b rash , challeng ing  fash io n  as he 
had a ttem pted  in  h is  e a r l i e r  ex travangas. He even re tu rn e d  to  the  
Aimy f o r  m a te r ia l  fo r  a sh o rt te le v is io n  s e r ie s  in  1975, which co n sis ted  

-  of th re e  ep isodes, and was c a lle d  ’Death or Glory Boys’ , b u t the  foim 
used  was n a tu r a l i s t i c ,  harking back to  the  e a r ly  Army p lays though 

- la c k in g  t h e i r  su rrea lism . This s e r ie s ,  to o , had a s tro n g ly  au tob io
g ra p h ic a l b ia s ,  and explored th e  e a r ly  experiences and t r i b a l  r i t u a l s  

-of young Army r e c r u i ts  a t  C a tte r ic k , and i t  appears to  have f i nal l y  
exo rc ised  th e  Army as a source of su b jec t m a tte r  in  h is  work.
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Between 1970 and 1978 Wood w rote f iv e  s tag e  p la y s . » C o ll ie r ’"s 
Wood’ , and ’The S c r ip t ’ had sh o rt runs a t  th e  Bush Theatre i n  1970, 
and th e  Hampstead T heatre Club in  1976, re s p e c tiv e ly , w h ils t  ’ J in g o ’ , 
a p lay  s e t  in  Singapore a t  th e  tim e of th e  Japanese in v asio n  of 191^2, 
had a lim ite d  showing a t  th e  Aldwych Theatre in  1975- As i s  th e  case 
w ith  h is  te le v is io n  p lays in  th i s  p e rio d , h is  s tage  p lays re v e r t  to  a 
more n a tu r a l i s t i c  form, which enables him to  leave  th e  g re a t ep ic , 
p u b lic  pronouncements on War and concen tra te  on h is  o m  p r iv a te  
experience, which he then  expands in to  p u b lic  s tatem ents on th e  i n t e r 
a c tio n  between th e  d isp a ra te  components of drama and cinema and th e i r  
a r t i s t i c  and commercial d ic h o to o ie s .

Two of th e  au thor ’ s p lays V eterans (1972 ) and Has ’’Washington”
Legs? (wlxLch I  s h a l l  subsequently  r e f e r  to  as "Washington" ) provide 
th e  m ajor focus o f t h i s  ch ap te r. They a re  b o th  comedies about f ilm - 
making, and mesh w ith  th e  te le v is io n  works ’A B it  of a H oliday’, and 
’Don’t  Forget to  W rite ’ in  terms of t h e i r  su b jec t m a tte r . Both 
examine th e  te d io u s , unglamorous, lo n e ly , and o f te n  dangerous o n -se t 
l iv e s  of a c to r s , d ire c to rs  and te c h n ic ia n s , and, as w ith  th e  War p la y s , , 
d e p ic t f ra n k ly  th e  b la ck e r s id e , no t of War, b u t of an a rt-fo rm  
m arketed ( l ik e  War in  Wood’s opinion) by th e  p o w ers-th a t-b e , as rom antic, 
fa s c in a t in g , and e x c it in g . I  now propose to  o u tlin e  how Wood’s 
th e a t r i c a l  method accommodates th i s  s h i f t  from th e a t re  w ith  a f a c tu a l  
b a s is  to  th e a t re  b u i l t  from c lose  p e rso n al experience o f events and 
peop le , and from r e a l  b a t t l e f ie ld s  to  th e  sim ula ted  b a t t l e f i e ld s  which 

Wood’s f ilm  se ts  in e v ita b ly  become. I  s h a l l  exp lore  some of th e  m ajor 
ro le s  o f th e se  two p lays to  a s c e r ta in  i f  th e re  i s  any development in  
Wood’s d ep ic tio n  of c h a ra c te r , and use my own f i r s t - h a n d  experience of 
observing re h e a rsa ls  of th e  N ational Theatre p ro d u c tio n  of "Washington" 
to  c h a rt th e  progress of Wood’s p lay  from page to  s ta g e . F in a lly , in  
a sh o rt concluding Chapter I  s h a l l  tak e  Gordon Maple’s s tatem ent ’I  
used to  be re le v a n t, b i t in g ,  new. Now a l l  I  can be i s  amusing’ and 

t r y  to  a sse ss  how f a r  i t  i s  tru e  of Wood’s work to  d a te .
V eterans and "Washington" a re  bo th  p la y s , l ik e  F i l l  th e  S tage , s e t  

in  th e a t r e s .  In  th e  e a r l i e s t  of th e se  th re e  dramas th e  s tag e  i t s e l f  • 
was an unseen, alm ost m y s tica l, p resence, and th e  a c tio n  took p lace  in  
th e  ra b b it-w a rren  backstage a re a , o ff ic e s  and b a r  of th e  dow n-at-heel 
Midlands playhouse. V eterans , on th e  o ther hand, ‘i s  s e t  in  an ageless  
am phitheatre  in  Turkey, where two o ld  men who have s a c r i f ic e d  th e i r  l iv e s  
to  th e a t re  s i t  in  modern deckchairs befo re  th e  a l t a r  o f Dionysus, Primus 
Motor o f t h e i r  c a l l in g . The w hite th e a t r i c a l  l ig h t  s ig n i f ie s  th e  over- . 
powering h ea t of Turkish noon, and r e c a l ls  th e  in im ic a l N ature p re sen t
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in  D ingo's d e se r t,  w h ils t th e  in d e s t ru c t ib le  p la s t i c  cups a re  p a r t  o f 
th e  trap p in g s  o f  a modern te ch n o lo g ica l so c ie ty , epitom ised by th e  
f i lm  team, the  d e tr i tu s  of an army on th e  march, and provide an 
uneasy te n s io n  between th e  an c ien t and th e  very  new. The a c tio n  o f 
th e  f i r s t  h a lf  of "Washington" occurs in  th e  N ational T hea tre , London, 
where th e  o r ig in a l  p roduction  was p re sen ted . The s tag e  d ire c tio n s  
a re  a poem (o r p o ss ib ly  a hymn of h a te )  to  th e  new b u ild in g  on the  
South Bank, and th e  c u r ta in  r i s e s :

On wet concre te ,
sh in in g  w h ite r than  w hite concre te , 
g re a t s ilv e r /g re y /w h ite  s lab s  of i t ,  
tow ering and looming and ju t t in g  out 
over ch a irs  of p la s t i c  and s t e e l  on 
th ic k  p i le  carp et of brown wool; 17.

In  t h i s  u ltra-m odern  s e t t in g  technology i s  ap p o site  r a th e r  than
d e s tru c t iv e ly  a l ie n ,  and Wood s k i l f u l ly  in co rp o ra te s  a l l  th e  media
in  h is  dram atic schema. In  h is  im agination  a l l  th e  'b a s t io n s ,
b ag n o ires , boulevards, b a ttlem en ts , bocages' have t in y  te le v is io n  s e ts
in co rp o ra ted  in  them:

In  every  Sony eye on every concrete
prow, a f l i c k e r  of b lack  and w hite
and sound of voices ta lk in g , ta lk in g , 18.

and from them issu e s  a sound co llag e  of th e  voices o f a l l  th e  famous
Hollywood s t a r s .  Once again  Wood had imagined a s e t t in g  u n re a lis a b le
on s ta g e , and th e  a c tu a l p roduction , in  th e  prom enade-style C o tte s lo e
aud ito rium , gave a r e a l i s t i c  im pression of an o rd in a ry  committee room.
There were no te le v is io n  s e ts ,  bu t th e  sound co llage  wus an im p ressiv e ly -
compiled c o lle c tio n  of th e  voices and phrases s p e c if ie d  in  th e  s c r ip t .
The anç)h itheatre  i s  a lso  p a r t  of a f ilm  s e t ;  and th e  c h a irs  and ta b le s

" o f th e  f i r s t  p a r t  of "Washington" a re  im ag in a tiv e ly  removed during th e
in te r v a l ,  and an a c tu a l f ilm  s e t  i s  s u b s t i tu te d . Both p lays a re
abou t"the  b a t t l e  th a t  making a film  in e v ita b ly  becomes.

Wood ded ica ted  Veterans to  R ichard L e s te r , a d ire c to r  who would
understand  v e iy  w e ll th e  t r i a l s  and t r ib u la t io n s  o f film -m aking, and

in  h is  P reface  p o in ts  out th a t  he decided to  suppose th a t /h e  had been
asked to  w rite  th e  screenp lay  of h is  s tage  p lay  H. S ince Gielgud,
who p layed  th e  major ro le  of S i r  G eoffrey Kendle, had a lso  ac ted  th e
ro le  o f Raglan in  'The Charge' ,  and sin ce  th a t  f ilm  was sho t in
Turkey, i t  i s  perhaps too  easy to  jump to  th e  conclusion  th a t  V eterans

-=grew from Wood's experience on lo c a tio n  in  Turkey where he became
v e ry  f r ie n d ly  w ith  Gielgud. He i s  a t  p a in s , however, to  inform  read ers
th a t  a l l  th e  film s he had worked on had c o n trib u ted  to  V eterans r a th e r
th a n  any s p e c if ic  one, and he a lso  fo rg es  lin k s  w ith  F i l l  th e  S tage,
making th e  im portant d is t in c t io n  th a t  th e  e a r l i e r  p lay  was about ' th e
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f a i l u r e  o f  t h e a t r i c a l  f a i l u r e ' ,  w h i l s t  V e te ra n s  i s  a b o u t ' t h e  f a i l u r e
1 9o f  t h e a t r i c a l  s u c c e s s '.  -• T h is -c y n ic is m , s o  a p p a re n t  i n  D ingo , b u t  

se em in g ly  m o d if ie d  i n  H, i s  a g a in ,  a s  i n  F i l l  th e  S ta g e , b a se d  on 

in t im a te  e x p e r ie n c e  o f  a c to r s  who l e a r n  t o  s u r v iv e ,  a n d , a s  i n  

V e te ra n s , even  m a n ip u la te  f o r  t h e i r  own ends th e  com m ercial an d  a r t i s t i c  

im m o ra lity  o f  th e  b u s in e s s  ty co o n s  who now ta k e  o v e r t h e  r o l e  o f
20v i l l a i n s  from  p o l i t i c i a n s  and o f f i c e r s .  'B u t ' ,  a sk s  Wood, ' f o r  w h a t? ',  

an d  th e r e  i s  a  n ih i l i s m  i n  t h i s  q u e s t io n  w hich  c a r r i e s  o v e r  h i s  o f t e n -  

m en tio n e d  p e s s i m is t i c  d i s i l lu s io n m e n t  w i th  th e  t h e a t r e  t o  t h e  new er 

medium, c inem a, w hich  has b o th  n u r tu r e d  and  d e s tro y e d  h i s  own t a l e n t ,  i n  

common w i th  t h a t  o f  many o th e r s .

I f  D ingo lo o k ed  t o  c o n t in e n ta l  e x p e rim en t and  II t o  V ic to r i a n  

p o p u la r  t h e a t r e  f o r  t h e i r  i n s p i r a t i o n .  V e te ra n s  i s  f i r m l y  s e t  i n  t h e  

m ain s tre am  o f  th e  E n g lis h  comic t h e a t r i c a l  t r a d i t i o n .  The c h a r a c te r s ,  

e f f e t e ,  d i s ta n c e d ,  and p r iv i l e g e d ,  seem t o  b e  d e sc e n d a n ts  o f  th o s e  o f  

W ilde and  Coward, and  th e  t h e a t r i c a l  te c h n iq u e s  -  b r i t t l e ,  in c o n s e q u e n t

i a l ,  p o l i s h e d  d ia lo g u e , th e  u se  o f  p ro p s  t o  b u i ld  seq u en ces  o f  a c t i o n ,  

t h e  comic s u r p r i s e  c r e a te d  b y  o f f s t a g e  h a p p e n in g s , th e  u se  o f  costum e 

a s  d i s g u i s e  t o  change r o le  and  i d e n t i t y  -  a re  i n  t h e  id io m  o f  t h e  w e l l -  

made p l a y .  Y et Wood i s  n e v e r  c o n te n t  t o  rem ain  t r a p p e d  w i th in  t h e  

c o n f in e s  o f  a  g e n re , n o r  t o  be a  p a le  ca rb o n  copy o f  a n o th e r  d r a m a t i s t ,  

an d , i n  V e te ra n s , th e  f i lm  c o n s ta n t ly  b u r s t s  i n t o  th e  s ta g e  a c t i o n ,  

f o r c in g  th e  a u d ie n c e  t o  r e a d ju s t  t o  th e  n o t io n  o f  w a tc h in g  a c to r s  i n  

a  p la y  a c t in g  a c to r s  i n  a  p la y  a b o u t a  f i l m ,  an  a l i e n a t o r y  d e v ic e  w hich  

K a th a r in e  W orth d e s c r ib e s  a s :

t h e  F i r a n d e l l i a n  r e c e s s io n s  o f  i l l u s i o n  s u g g e s te d  b y  th e  s i g h t  
o f  John  G ie lg u d  p la y in g  h im s e lf  p r e p a r in g  t o  p la y  a  p a r t  i n  a  
f i l m  he had  a c t u a l l y  p la y e d  i n .  21 .

" W a s h in ^ o n " , t o o ,  has a  s im i la r  p e d ig r e e ,  b u t  i t s  s t y l e  re a c h e s  b a c k

beyond  W ilde and  Coward t o  th e  s c h o o l o f  S h e r id a n . I t  i s  a  m odem

comedy o f  m anners (w hich a re  o f te n  co n sp icu o u s b y  t h e i r  a b s e n c e ) ,  an d

a f t e r  t h e  s t a s i s  and  c o n s c io u s ly - c o n tr iv e d  v e r b o s i ty  o f  t h e  f i r s t  a c t ,

a c t u a l l y  h as  p e r iw ig -p a te d  f e l lo w s  m aking lo q u a c io u s  s p e e c h e s . The

seco n d  a c t  s e t t i n g  f o r  th e  f i lm  o f  th e  A m erican  R e v o lu tio n , w i th  i t s

t o y  s h ip s  and  t r o m p e - l 'o e i l  s c e n ic  e f f e c t s ,  i r r e s i s t i b l y  r e c a l l s  t h e

s t r i c t u r e s  on th e  e x tra v a g a n t  con tem porary  t h e a t r e  o f  M r. P u f f  i n

The C r i t i c .  T here  i s  no a tte m p t t o  c o n fin e  th e  a c t i o n  w i th in  a

p ro scen iu m  a r c h ,  how ever, and  G e o ffre y  R eeves, th e  d i r e c t o r ,  c r e a te d

a  dynam ic r e l a t i o n s h i p  w ith  th e  C o t te s lo e  a u d ie n c e  b y  h a v in g  A lb e r t

F in n e y , a s  John  Bean th e  g r e a t  f i lm  d i r e c t o r ,  u s in g  them  a s  ( s t a t i c )

a c to r s  i n  h i s  s h o ts  a s  he com piled  them .

I n  c o n t r a s t  t o  W ood's e a r l i e r  w orks, th e n ,  b o th  p la y s  a r e  com ed ies .
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and although Veterans has a b lackness stemming from Wood's lo v e /h a te
- re la tio n sh ip  w ith  th e a tre  and cinKna, and "Washington" -sets-out* t o   --------
‘ dem olish the  Hollywood myth, neitheïT  has" th e  anger of Dingo nor th e  
r ich n ess  of H. The emphasis in  th e  l a t e r  p lays i s  no longer on th e  
h ie ra rc h ic a l  g rada tions of th e  c la ss  system, though th e re  i s  c e r ta in ly  
a chain  of command which s t a r t s  a t  th e  top  w ith  commercial backers, 
th en ' descends v ia  d ire c to rs  and a c to rs  to  th e  te c h n ic ia n s , though th e  
im p lic i t  s o c ia l  comment in  th i s  s tru c tu re  (the  a c tu a l  workers a t  th e  
bottom ) i s  n u l l i f i e d  by th e  enormous earnings th e  te ch n ic ia n s  make. 
In s te a d , both p lays focus on the  m iddle-aged an d /o r th e  middle c la s s .
S i r  G eoffrey Kendle, th e  a c to r , in  V eterans, and S i r  F lu te  Parsons, th e  
w r i te r ,  in  "Washington", a re  bo th  s e l f - s a t i s f i e d  Englishmen who have 
worked w ith in  th e  commercial system c o n tro llin g  th e a t r e  and /o r cinema, 
adapted to  i t ,  and, by th e i r  comparative su ccess, become in u red  to  i t ,  
and cushioned by i t ,  t h e i r  a r t i s t i c  p re ten sio n s  sub jugated  to  a d e s ire  
f o r  ease and com fort. Wood d e -c e n tra lis e s  th e se  c h a ra c te rs , howevei, 
by prov id ing  each w ith  a dram atic f o i l .  S i r  Laurence d 'Orsay i s  as  
b ra sh , p h y s ic a l, and bom bastic, as S ir  G eoffrey i s  m ild  and gentlem anly, 
w h ils t  S i r  F lu te  i s  as overwhelmed by th e  huge presence of John Bean 
as everyone e ls e .  A ctors a re  a t  th e  h e a r t of V eterans, and th e  
d ir e c to r  and te ch n ic ian s  a re  e e r ie  o ffs tag e  presences ( r a th e r  l ik e  th e  
unseen 'c h a ra c te r ' k icking down dust in  S pare) ,  except when they  
obtrude f o r  b r i e f  moments in to  th e  a c tio n . In  "Washington" Wood 
f i r s t  shows th e  in - f ig h t in g ,  b ick erin g , and in e p titu d e  o f th e  » a rt-  
by-canm ittee* p an e l of so -c a lle d  'e x p e r ts ' who a ttem pt to  p la n  a f ilm  
o f- th e  American R evolution f o r  the  b ic e n te n n ia l. They a re  l ik e  

/G e n e ra ls , away from th e  b a t t l e f i e ld ,  whose in te r n a l  te n s io n s  and 
d issen s io n s  make them l in g u is t i c a l ly  in co h eren t, and h o p e le ss ly  s t a l e 
m ated.. F o rtu n a te ly , th e i r  in^asse  i s  overcome by th e  en trance  of a 
r e a l  man of a c tio n , la rg e  in  body, mind, and g e n e ro s ity  of s p i r i t .

John Bean i s  a S u p e rd irec to r who plunges in to  th e  a c t io n , h is  decisions 
a lre ad y  made and u n a lte ra b le , a parody of a deus ex machina (an 
im pression  re in fo rc e d  by th e  way he i s  c a r r ie d  a lo f t  on a camera j ib  
to  make h is  sh o ts )  who a c tu a lly  f a i l s  to  pu t every th ing  r ig h t .

— Although Wood i s  cas tin g  a jaundiced and s a t i r i c a l  eye on the  
-  manoeuvrings and m achinations of a l l  concerned in  th e  cinem atic  

p ro cess , he i s  a lso  concerned w ith  i t s  lik en ess  to  w a rfa re . • The 
-sw itc h  of s e t t in g  from committee room to  Ire land /B unker H i l l  in  

"Washington" i s  h ig h ly  rem in iscen t of th a t  from th e  Globe to  F rance/ 
-Ireland /A gincourt in  O liv ie r 's  f ilm  of Henry V, and th e re  i s  ano ther 
echo of-Shakespeare (and imminent b a t t l e ) ,  echoing Henry V, i n  a scpne
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where Bean goes in cogn ito  to  th e  te c h n ic ia n s ' q u a rte rs  during th e  
n ig h t before  th e  f i r s t  day of shoo ting . In  bo th  p la y s , th e  a c to rs  
work and f ig h t  on th e  b a ttleg ro u h d  of th e  set^  ra th e r  Like th e  o f f ic e r s  
in  th e  War p lays (though more f u l l y  ch a rac te rised  on th e  whole), 
sandwiched between th e  commercial p ressu res  and p o l i t i c s  on th e  one 
hand, and th e  foul-m outhed rev o lu tio n a ry  tech n ic ian s  and drunken 
fo c u s -p u lle rs  on th e  o th e r. There a re  echoes of a b e l l ig e re n t  
B r i t i s h  c o lo n ia l p a s t ,  to o , in  th e  way th e  B r i t is h  behave on lo c a t io n . 
S i r  F lu te  Parsons has an in n a te  sense of s u p e r io r ity  in  h is  dealings 
w ith  th e  American en trep reneurs which m irro rs  th e  a t t i tu d e  o f h is  
p redecesso rs  of 1776, and th e  f ilm  makers of "Washington" annex th e  
I r i s h  f i e ld s  w ithout demur. In  th e  same way, th e  B r i t i s h  o f V eterans 
behave as overlo rds in  Turkey, usurping eveiy th ing  th ey  need, even 
th e  T urkish  Army, and d esecra tin g  th e  co u n try 's  an c ien t c u ltu re  by 
t h e i r  greed and c u p id ity . Film-making, l ik e  War, according to  Wood, 
breeds an a r id i ty  of th e  so u l, achievem ent, and surroundings, which s e ts  
th e  a r t i s t  no h igher than  the  low -ranking s o ld ie r ,  d e sp ite  h is
i n f i n i t e l y  su p erio r s o c ia l  s ta tu s .

!

Having now o u tlin ed  those of Wood's them atic  concerns which a re
common to  bo th  p la y s , I  s h a l l  now examine Veterans as an expose of

th e  a r t i s t ' s  tru e  n a tu re . Wood h im se lf, in  h is  P reface to  the
p r in te d  v e rs io n  of th e  p lay , says th a t  i t

. .  . i s  concerned w ith  d e c e it ,  e x p lo ita tio n  and tre a c h e ry  w ith in  
an em p ire /in d u stry  run by g an g ste rs , funny in  t h e i r  p re te n s io n s , 
v ic io u s  in  t h e i r  a c tio n s , showing a p a th e tic  reg a rd  f o r  s k i l l s  
and t a l e n t ,  and how th ese  gangsters can be used by ta le n te d  
people who have acquired  o th e r ta le n ts  l ik e  d e c e it ,  tre a ch e ry , 
and th e  a b i l i t y  to  be t o t a l l y  s e l f i s h  y e t remain on th e  b e s t o f 
term s w ith  everyone, but fo r  what? 22.

The equation  of th e  f ilm  in d u s try  w ith  an empire i s  re le v a n t in  term s
of i t s  po rten tous trea tm en t of ' i n f e r i o r s ' ,  and th e  f a c t  th a t  i t  i s
run  by 'g a n g s te rs ' r e c a l ls  th e  w orst fe a tu re s  of Fascism . Yet i t  i s
s t i l l  unable to  d e fea t i t s  most im portant component, th e  a r t i s t ,  f o r ,

in  Wood's eyes, th e  seemingly su ccess fu l a c to r  accep ts th e  system,
succumbs to  i t ,  and becomes p a r t  of i t ,  then  bends i t s  seeming in f le x - .
i b i l i t y  to  h is  own e g o t i s t ic a l  needs. In  V eterans Wood gives a sour •
p o r t r a i t  of th e  a r t i s t ,  using th e  th e a tre  alm ost as he m ight a p iece
of f ly -p a p e r  to  lu re  him, catch  him, and p u l l  o ff  h is  g l i t t e r i n g
wings to  re v e a l the  o rd inary  f i l t h  beneath . Real f l i e s  do buzz
around th e  s e t  and o th e r animals such as horses and e lephan ts  a re
o fte n  mentioned as p a r t  of th e  f ilm  a c tio n . There i s  a l i z a r d ,  to o ,
which i s  ab le  to  c a s t o ff  i t s  o ld  sk in  and change i t s  ways, u n lik e  th e
c h a rac te rs  in  th i s  p lay , bu t Wood uses two d if f e r e n t  anim als v e iy
s p e c i f ic a l ly  to  show th e  g u lf  between th e  a c to r 's  a sp ira t io n s  and th e
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r e a l i t y  of h is  achievement.
— - --- ----------Penelope,..wafe of J i r j A u r e n c e . d'Or.say (D o ttle ) , and th e  only

 ̂ ' — woman-with a "speaking "part" in  th e  ̂ p lay ,“'ra 'is e s -h e r  eyes to  the  heavens
as she e n te rs , and sees what she th in k s  i s  an eag le  soaring  th e re .
Unlike th e  a c to r /p o e t Peer Gynt, who sees th e  eag le  as a symbol o f 
freedom o ffe rin g  th e  p o s s ib i l i ty  of escape from a w orld ly  ex is ten c e .
S ir  G eoffrey Kendle sq u in ts  in to  th e  firmament b u t i s  un w illin g , or 
unab le , even to  see i t .  His s a c r i f ic e  to  Dionysus has e n ta i le d  no 
p u r i f ic a t io n ,  nor s p i r i tu a l  enlightenm ent, and he soon d isp e ls  any 
m y s tic a l s ig n if ic a n c e  in  the  e a g le 's  soaring  f l i g h t  as a metaphor f o r  
t h e . a r t i s t ' s  a sp ira t io n s :

Like th a t  eag le , poor
o ld  b i r d ,  g e t c lose  to  him y o u 'l l  probably 
f in d  h is  fe a th e rs  are  dropping ou t, 23.

an a p t ,  i f  c y n ica l, summing-up of th e  r e a l i t y  of th e  a c to r 's  a tta in m en t,
' s tr ip p e d  of i t s  glamorous tra p p in g s . Wood f in d s  a more ap p ro p ria te

metaphor f o r  th e  f a i lu r e  of a r t i s t i c  success in  th e  humble to r to i s e ,
 ̂ a c re a tu re  in troduced  by S ir  G eoffrey, as he ev en tu a lly  sees th e  e ag le :

I Now I  see your precious eag le , i s n ' t  he 
‘ la rg e  I Oh I  am glad  not to  be a to r t o i s e .  21;.

and a r e a l  to r to is e  i s  brought in to  th e  a c tio n  ju s t  b e fo re  th e  end o f
th e  p la y . The two old  men in  deckchairs watch i t  id ly  u n t i l  one of
them p icks i t  up and n o tices  th a t  i t  belongs to  th e  e le c tr ic ia n s
because i t  has 'S p a rk s ' w ritte n  on i t s  back. S i r  Laurence muses on
th e  c re a tu re  and asks :

I s  i t  u p se ttin g , th i s  
, poor to r to i s e  marked f o r  l i f e ?

and S i r  G eoffrey re p l ie s :
I  th in k  so . D on't you? 2^.

C lea rly , Wood sees th ese  two old  a c to rs  as to r to i s e s ,  marked fo r  Id fe
as belonging to  th e  m asters of t h e i r  c a l l in g ,  r a th e r  th an  as e ag le s .
They had a lre ad y  been questioning  th e  v a l id i ty  of t h e i r  ex is ten ce  when
S i r  G eoffrey asked;

I  mean th e re  d o e sn 't 
seem to  be anything th e re , do we develop /
as people do you th ink? I  c a n 't  see us 
being anything more than  two o ld  men in  
deckchairs can you? 26.

At th e  end of th e  p lay  they  s i t  on t h e i r  c h a ir s , ju s t  as th ey  had a t  th e
beg inn ing , having achieved nothing of human v a lu e . ‘ In  th e  s ile n c e
b efo re  th e  earthquake, alone in  th e  tim eless  tem ple of t h e i r  a r t ,  t h e i r
slovmess and th ick -sk inned  egotism a re  r e f le c te d  in  th e  t o r to i s e .
There i s  an ag eless  q u a li ty  in  th e  to r to i s e ,  to o , and, in  th e  p la y 's
f i n a l  sequence Wood juxtaposes t h i s ,  and th e  v e n e ra b i l i ty  of th e  two
a c to r s ,  w ith  th e  in d e s t r u c t ib i l i ty  of th e  p la s t i c  cups, exposing s t i l l
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fu r th e r  th e  c h a ra c te rs ' in s e n s i t iv i ty  in  th e  c lo sin g  l in e s  and a c tio n .
S i r  G eoffrey, aware of th e  s ile n c e  and absence of movement (and here  
th e  tim e-scale*  of th e  p lay  moves in to  a kind of lim bo, s tre tc h in g  
beyond th e  mundane p re sen t in to  e te r n i ty ) ,  asks i f  th ey  should c le a r  
away th e  p la s t i c  cups which l i t t e r ,  p o l lu te ,  and d e se c ra te , to  which 
D o t t ie 's  response i s  f irm ly  n eg a tiv e , and i s  accompanied by a wantonly 
d ism issive  g estu re  as he throws h is  cup onto th e  o th e r p i l e .  This 
a c tio n  and re a c tio n  of u t t e r  n e g a tiv ity  sums up th e  a c to r 's  t o t a l  
s e lf ish n e s s  and unw illingness to  do anything of p o s i t iv e  b e n e f i t  to  
c u ltu re  o r s o c ie ty , and shows him as Wood b e lie v e s  he r e a l ly  i s  -  
pampered, p r iv i le g e d , and d e se n s itis e d , amoral and a lo o f .

W hilst Wood uses metaphor much more in  th i s  p lay  th an  in  any 
o th e r (inc lud ing  th e  opening and c lo sing  sequences o f 'T r a i to r  in  a 
S te e l  Helmet ' ) he again  uses th e  th e a tre  as a means o f making stro n g  
and im aginative  v is u a l  s ta tem en ts , and th e re  i s  once more, as in  H, 
th e  sense o f a g ia n t th e a t r ic a l  hand a t  work, m anipulating  a l l  th e  
resou rces o f th e  s ta g e , and extending i t  to  accommodate f i lm , to  

enhance th e  p la y 's  te x tu a l  themes. This fa s c in a tin g  m ixture of 
media i s  brought in to  th e  th e a tre  from th e  very  s t a r t  of th e  p la y . In  
th e  f i r s t  f iv e  m inutes of a c tio n  th e  c u r ta in , th e  p re -B rech tian  
d iv id in g  l in e  between th e  au d ien ce 's  sense of r e a l i t y  and th e  'm agic ' 
o f th e  th e a t r e ,  i s  brought up and down th re e  tim es . I t  f i r s t  rev ea ls  
two o ld  men s i t t i n g  in  deckchairs, then  th e  same two o ld  men in  
n in e te en th -ce n tu ry  uniform , a woman (apparen tly ) m astu rb a tin g , and th en  
on tof th e  o ld  men in d ecen tly  exposing h im se lf, a lo n e . This sh o rt 
s e r ie s  of s tro n g  th e a t r i c a l  images makes immediate and s t r ik in g  

v is u a l  s ta tem en ts on the  a c to r 's  lo n e lin e ss  and i s o la t io n ,  and h is  
w oeful i n a b i l i t y  to  make re la t io n s h ip s , and Wood uses th e  th e a tre  
i t s e l f  to  s t r i p  away i t s  own m agical connotations and become n igh tm arish - 
ly  re v e la to ry . The ac ts  of m asturbation  and indecen t exposure, 
e x tra o rd in a r i ly  unexpected in  a comedy, became metaphors which re v e a l 
th e  barrenness of th e  a c to r 's  p r iv a te  l i f e ,  and, as th e  p lay  develops, 
th e  au tho r in troduces the  d i s ta s te f u l  su b jec ts  o f hom osexuality, ra p e , • 
and th e  f a i lu r e  of m arriages, to  fu r th e r  u n d e rlin e  th e  p e rso n a l 
inadequacy of th e  seemingly g re a t, and to  update comic su b je c t-m a tte r  

f o r  a d is tu rb in g  age. When th e  c u r ta in  i s  low ered, th e  rushes of th e  
f i lm  th a t  i s  being made o ffs tag e  s p i l l  across i t  i n  v a s t ep ic  s c a le , 
w ith  i t s  cacophony of noise and w e lte r of e f f e c t s ,  and when ch arac te rs  
leave  th e  s tag e  f o r  th e i r  f ilm  c a l l  th ey  cross an o th er d iv id in g  l in e ,  
from th e  r e la t iv e ly  safe  area  of boredom and w a itin g , and e n te r  th e  
dangerously  exposed world of work. There i s  a m ag n ific en tly  e f fe c t iv e  

th e a t r i c a l  moment in  Act 1 sc .i; where D o ttie  i s  rev ea led  performing' h is
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obscene a c t ,  and free ze s  in  h o rro r, w illin g  th e  c u r ta in  to  descend
to  , cover h is  embarrassment, as S i r  G eoffrey re -e n te rs - f-ra n  th e - f i lm -s e t- :——

 ̂™   ̂ " ■^" '̂"■"“■■^■'ktoodied
bowed, dusty , t a t t e r e d  and exhausted, 
no t a t  a l l  p leased  to  f in d  the  c u rta in  
where i t  i s .  27.
The n igh tm arish  q u a li ty  of th i s  device f o r  uncovering nakedness, 

o r causing th e  e a g le 's  fe a th e rs  to  drop ou t, i s  developed in  th e  
second p a r t  of th e  p lay . In  Act 2 sc.1 when th e  c u r ta in  r i s e s  th e  
s tag e  has become p a r t  of th e  f ilm  s e t ,  and a sca ffo ld in g  tow er, 
festooned  w ith  l ig h ts  and cables s tre tc h e s  skywards. I t s  top  i s  
in v is ib le ,  and although none of th e  l ig h ts  a re  a c tu a l ly  sw itched on, 
th e  sun c a s ts  i t s  white g la re  on th e  s ta g e . The o v e ra ll  e f f e c t  i s  of 
a p u rg a to r ia l  vo id  where th e  a c to r  i s  l i t t l e  more th an  a speck of 
d u s t, t o t a l l y  a t  th e  mercy of whoever i s  above, bu t unable to  communic
a te  w ith  anyone except by carry ing  out th e  disembodied orders conveyed 
by a megaphone o r ra d io . By the  end of th e  scene S i r  G eoffrey i s  to  
make-his most im portant speech fo r  th e  f ilm , sea te d  incongruously  on 
a box. The l ig h ts  f la s h  on in  b laz in g  a rc s , and th e  sense of nightm are 
in c rease s  when a d is ta n t  rumble of no ise  and a f a r - o f f  shout of pan ic  
i s  heard , whether r e a l  or as p a r t  o f th e  f i lm 's  sound t r a c k  i s  no t 
s t ip u la te d .  S i r  G eoffrey has a moment of ab so lu te  pan ic  h im se lf, f o r  
he i s  l e f t  t o t a l l y  a lone, w ithout in s tru c t io n s ,  th e  epitome of 
vuln erab le  man, l e f t  to  h is  own devices a t  th e  whim of » sp o rtiv e  ' gods ' ,  
and fo rced  to  face  th e  r e s p o n s ib i l i ty  he has always t r i e d  to  avo id .
As he ev en tu a lly  begins h is  speech (the  pre-Cawnpore speech by Havelock 
a lre ad y  mentioned in  Chapter IV) th e  c u r ta in  comes down to :

.Noise, n o ise , no ise  and l ig h t  of ho rse , 
fo o t and elephan t engaged in  th e  w alls  
of th e  auditorium  in  w ide-screen co lo u rs . 28.

VJhen-the c u r ta in  r i s e s  again , allow ing th e  audience i t s e l f  seme r e s p i te ,  
th e  l ig h ts  on th e  tower a re  ou t, and S ir  G eoffrey s i t s  on th e  box, 
looking in  v a in  fo r  someone to  ta lk  to ,  though he appears to  be alone 
in  th e  v o id . Soon th e  c u r ta in  descends ag ain , seem ingly /to  h ide h is  
exposure, bu t only , c ru e lly , to  show on film  h is  puny e f f o r t s  to  g e t 
o f f  th e  box, w hile a voice e e r i ly  t r i e s  to  f i t  cue words to  th e  screen  
a c t io n . A ll t h i s  i s  accompanied by a d e so la te  howl of wind, and th en  
S i r  G eoffrey re p e a ts  th e  whole of th e  speech, accord ing  to  th e  s tag e  

z= d ire c tio n s  ' c o ld ly , and in  f u l l ,  in  d a rk n e ss ', a s tunning  coup de th e a t re  
w hich fu ses  nightm are and r e a l i t y ,  th e a tre  and f i lm , and tu rn s  from 
b la ck  comedy to  a re v e la tio n  of s ta rk , e x i s t e n t i a l  t r a g ic  i s o la t io n  in  

Havelock, S i r  G eoffrey Kendle, and even G ielgud h im se lf, th e  a c to r /  
a r t i s t .  .S i r  G eoffrey/G ielgud i s  th e  focus of Wood's probe in to  th e  
a r t i s t ' s  psyche, and th i s  e f fe c t  i s  th e  cu lm ination  of th e  moments of
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s t a r k  r e a l i t y  i n  H and  ' The Charge * w here * t h e a t r i c a l i t y *  i s  s t r i p p e d

away t o  r e v e a l  th e  f r a i l t y  o f  th e  human b e in g  u n d e rn e a th .

As i n  h i s  e a r l i e r  w orks. W ood's m a jo r co n cern  i n  t h i s  p la y  i s  t o

expose  in e p t i t u d e  i n  th e  s o - c a l l e d  o r  w ould-be g r e a t ,  and  t h i s  t a s k  i s

s e e n  t o  be  o f  some m agn itude  when th e  a c to r  chosen  t o  p l a y  S i r  G e o ffre y

was a c t u a l l y  th e  p e rs o n  on whom th e  c h a r a c te r  was b a s e d . R onald

E y re , th e  d i r e c t o r ,  saw t h i s  c a s t in g  a s  a  d i f f i c u l t y ,  and  a s  a  p o s s ib le

w eakness i n  th e  p l a y 's  c o n s t r u c t io n ;

One o d d i ty  o f  t h e  p ie c e  i s  t h a t  th e  man who sa y s  a l l  t h e  w ords -  th e  
p a r t  p la y e d  b y  G ie lg u d  -  i s  i n  a  way n o t  th e  le a d in g  p a r t .  And 
t h a t  was a  p ro b lem . When you r e a d  i t  you do g e t  a  s l i g h t l y  o u t -  

■ ^ o f - fo c u s  f e e l i n g  from  th e  t e x t  b e c au se  you  th in k  a  g r e a t  d e a l  o f  
c a re  and  lo v e  and  o b s e rv a t io n  i s  b e in g  la v is h e d  on somebody whose 
p red ic am e n t d o e s n 't  e x i s t ,  b ecau se  h e 's  e n t i r e l y  co m p la ce n t. 2 9 .

and  he i d e n t i f i e d  a n o th e r  p rob lem  f o r  r e h e a r s a l s ;

I t  i s  a l s o  v e ry  d i f f i c u l t  t o  d i r e c t  an  a c to r  p la y in g  a  c h a r a c te r  
b a s e d  on h im s e lf .  Are o th e r  th in g s  ab o u t th e  p e rs o n  i n  l i f e  
r e l e v a n t  a s  background  t o  th e  c h a r a c te r  i n  th e  p la y ?  W ith  w hat 
a u t h o r i t y  -  and  w i th in  w hat l i m i t s  o f  a u th o r i t y  -  does a n  a c t o r  
p la y  h im s e lf?  30 .

The seco n d  prob lem  seems t o  have b een  s a t i s f a c t o r i l y  r e s o lv e d  b y  w hat

Wood re g a rd e d  a s  E y r e 's  ' s e n s i t i v e ,  e x a c t  p ro d u c tio n » , an d  t h e  a p p a r e n t ly

harm onious c o l l a b o r a t io n  betw een  d i r e c t o r ,  a c to r ,  and  a u th o r ,  d u r in g

th e  r e h e a r s a l  p e r io d .  . As Wood p o in ts  o u t i n  h i s  P r e fa c e :

C h a ra c te rs  on th e  s ta g e  a r e  th e  r e s u l t  o f  a u th o r  come t o  a c to r  and 
a c to r  come b a c k  t o  a u th o r ,  i n e v i t a b l y ;  even  a  p e r f e c t l y  t a i l o r e d  
s u i t  r a r e l y  f i t s  snug th e  f i r s t  f i t t i n g .  31 .

an d  E yre  saw t h i s  harm onious c r e a t i v i t y  d e v e lo p in g  th ro u g h  W ood's

la n g u a g e :

He ty p e s  i t  l i k e  f r e e  v e r s e  on th e  p ag e , g u id in g  th e  d i r e c t o r  i n  
m a t te r s  o f  s t r e s s i n g  and  sh a p in g . He does i t  t o o ,  I  t h in k ,  i n  
o rd e r  t o  i n d ic a te  t h a t  r a p id  r e w r i t e s  o r  p a ra p h ra s e s  w hich  a r e  
n e a r ly  r i g h t  a r e n ' t  r i g h t  enough. I  know nobody l i k e  him ; h i s  
words a r e  r e a l l y  p e b b le d  and  i t ' s  a b s o lu te ly  w hat he h a s  ch o sen  
t o  s a y , w hat he w is h e s . He seems t o  have t o  m in t t h e  i n f l e c t i o n  
a s  w e l l  a s  th e  se n se  o f  th e  la n g u a g e . He r e w r i t e s  e x tre m e ly  
r e a d i l y  i f  he has t o ,  and  he a ls o  r e w r i t e s  e x tre m e ly  f a s t ,  b u t  
he  w o u ld n 't  l i k e  l i n e s  in v e n te d  b y  a c to r s  o r  d i r e c t o r s  t o  be  
w r i t t e n  i n .  32 . . /

The f i r s t  p rob lem  r a i s e d  b y  E yre  w i l l  now be  c o n s id e re d  b y  an

e x a m in a tio n  o f  S i r  G e o f f r e y 's  r o l e  and f u n c t io n  i n  th e  p l a y ,  fo llo w e d

b y  a  s h o r t e r  s u rv e y  o f  th e  c o n t r ib u t io n  by  S i r  L aurence  d ' O rsay , th e

o th e r  'v e t e r a n '  o f  th e  t i t l e .

S i r  G e o ffre y  i s  one o f  W ood's in a d é q u a te s ,  a n  a r t i s t  whose s k i l l

and  a r t i s t r y  l i e  c o n c ea led  b e n e a th  th e  nebu lous e n t i t y  who a v o id s

r e s p o n s i b i l i t y ,  le a n s  on o th e r s  w herever p o s s ib l e ,  and  o f f e r s  n o th in g

o f  h im s e lf  i n  r e t u r n ;  th e  ep itom e o f  s e l f - a b s o r p t i o n  an d , t o  u se



- 2 0 8 -

E y r e 's  w ord, com placency . T h is  n e g a tiv e  s id e  o f  th e  c h a r a c te r  i s

'o n e  " th a t  Wood r e p e a te d ly  s t r e s s e s ,  b u t  he a v o id s  . . f l a t n e s s  o r .  s te r e o » ------

ty p in g  by  show ing S i r  G e o ffre y  t o  b e  f r a n k  and  s e l f - d e p r e c a t in g ,  n o t

o v e r - c o n c e i te d ,  n o r  unaw are o f  h i s  own f a i l i n g s .  W ith d raw al from  th e

h a rs h n e s s  o f  th e  w o rld  h as  b e e n  h i s  means o f  s e l f - d e f e n c e ,  an d  has

e n a b le d  him t o  s u rv iv e  i n  th e  ju n g le  o f  p ro f i t -m a k in g  d i s g u i s e d  a s

A r t .  He to o  i s  u s e d  b y  o th e r s  a s  he u se s  them . He i s  cheap  t o  h i r e

a s  a n  a c t o r ,  and  h i s  a c q u a in ta n c e s  ta k e  a d v a n ta g e  o f  h i s  i n d i f f e r e n c e ,

a s  he d is c o v e r s  when he w alks o f f  th e  s e t  i n  a n g e r  an d  d ism ay  (em otions

r e v e a le d  f o r  t h e  o n ly  tim e  i n  th e  p la y  b y  th e  sc en e  on th e  h o rs e )  a t

h i s  t r e a tm e n t ,  and  r e a l i s e s  t h a t  h i s  f o u r  hom es, i n  London, New Y ork,

th e  c o u n try , and  Languedoc, a r e  a l r e a d y  o c c u p ie d ;

I  c a n ' t  go anyw here. I  do w ish  f r i e n d s  
w ould n o t  ta k e  i n v i t a t i o n s ,  so  l i t e r a l l y  
le a v in g  me nowhere t o  l i v e .  33*

T here i s  a  s e n se  o f  B re c h tia n  i r o n y  and  wry d e tachm en t i n  h a v in g  

G ie lg u d  comment on h i s  own f a i l i n g s  w h i l s t  s ta n d in g  o u ts id e  h im s e lf  

i n  a n o th e r  r o l e ,  b u t  th e  d u a l i t y  i n  b o th  th e  p la y  and  t h e  c h a r a c te r 

i s a t i o n  e n a b le s  th e  a u th o r  t o  s t r e t c h  th e  c o n te x t  f a r  b eyond  th e  

a c t o r ,  T u rkey , and  th e  f i lm in g  o f  î ^ 'T h e  C h a rg e ',  and  r e a c h  th e  

a u d ie n c e 's  m ore u n iv e r s a l  concerns a s  he r e v e a ls  t h a t  S i r  G e o ffre y  

h as  no r e a l  se n se  o f  h i s  own i d e n t i t y ,  n o r  th e  f a i n t e s t  id e a  o f  w hat 

he i s ,  r e ly in g  o n ly  on o th e r  a c q u a in ta n c e s  t o  make h i s  e s s e n t i a l  

l o n e l in e s s  b e a r a b le .  As I r v in g  W ardle p o in te d  o u t :

However p r i v a t e  i t s  s o u rc e s ,  t h e  r e s u l t  i s  a  l a r g e - s c a l e  p u b l ic  
w ork , e x t r a c t i n g  some m a rv e llo u s  comedy from  th e  i n t e r p l a y  o f 
c h a r a c te r  and  s i t u a t i o n  and  to u c h in g  on i s s u e s  much beyond  i t s  
im m edia te  c ir c u m s ta n c e s . 3k .

 ̂ A l a r g e - s c a l e  p u b l ic  work d e a lin g  w ith  th e  i n t e r p l a y  o f  c h a r a c te r  an d

s i t u a t i o n ,  and  h a v in g  u n iv e r s a l  s ig n i f i c a n c e ,  s u g g e s ts  a  p o t e n t i a l l y

e x p lo s iv e  m ix tu re  o f  Chekhovian u n d e rs ta te m e n t and  S ta n d s  la v s  k ia n

i d e n t i f i c a t i o n  w ith  r o l e ,  co u p led  u n e a s i ly  w i th  B r e c h t ia n  a l i e n a t i o n

—from  r o l e ,  and  B e c k e t t ia n  o v e rto n e s  o f  e x i s t e n t i a l  s u f f e r i n g .  The

—c h o ic e  o f  G ie lg u d  p ro v id e d  an  i n t e r e s t i n g  f u s io n  o f  t h e  se em in g ly

i r r e c o n c i l a b l e  S ta n d s  la v s  k ia n  and  B re c h tia n  e le m e n ts , a n d  Wood

d e v e lo p e d  a  s t y l i s t i c  u n i ty  b y  in c lu d in g  th e  f i lm  a s  a  B r e c h t ia n

d e v ic e  w hich  c o n s ta n t ly  d i s r u p t s  th e  n a t u r a l i s t i c  C hekhovian  i n t e r p l a y

o f  c h a r a c te r s  i n  t h e i r  B e c k e tt ia n  lim bo as  th e y  w a it, f o r  a  r e l e a s e

-^ fro rn  t h e i r  p u r g a t o r i a l  e x is t e n c e .  D e ft C hekhovian to u c h e s  ( th e  camp

Rodney, a  c a r to o n  hom osexual, l ik e n s  S i r  G e o ffre y  t o  U ncle Vanya,

a d d in g  'Chekhov t o  th e  T , Tchékhov?'"^ ) a r e  in c o r p o r a te d ,  S t a n i s l a v s k i -

s t y l e ,  t o  p o in t  up th e  c h a r a c t e r 's  in ad e q u a c y  -  th e  c o n s ta n t  a t t e n ^ t

t o  bo rrow  c i g a r e t t e s  from  someone e l s e ,  th e  b o i l e d  sw e e ts  he pops ,
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in to  h is  mouth G aev-like -  and he shows h is  p e tu lance  when he i n s i s t s  
on having h is  own ch a ir  which.noons e lse  must s i t  in .

D espite h is"co n sid e rab le"p e rso n a l d e fe c ts , he i s  a cu ltu red  man, 
whose paperback reading  during long periods o f w aiting  i s  a volume of 
Herodotus, and O rw ell's  D ecline of th e  E ng lish  Murder, and h is  
conversa tion  i s  sp rin k led  w ith  a llu s io n s  to  th e  c la s s ic s  and Shakespeare. 
He o fte n  rem inisces about th e  th e a t r e ,  bu t h is  words a re  g e n e ra lly  
more f u l l  of gossip  than  a r t ,  and he knows th a t  th i s  i s  a constan t 
f a i l in g ;

I 'm  always doing i t . . . s a i d  a d read fu l th in g . 36.
Unlike th e  o th e r c e n tra l  ch arac te rs  in  Wood's p la y s . S i r  G eoffrey
remains th e  same throughout, unmoved in  h is  tenuous s e c u r i ty  and
unchanged d esp ite  th e  t r i a l  of e x te rn a l events and a c t io n s . He and
D o ttie , f o r  example, have been fr ie n d s  fo r  f o r ty  y e a rs , b u t th e i r
l i a i s o n  appears sim ply to  have happened, q u ite  f o r tu i to u s ly ,  and th en
continued, w ithout developing, fo r  th e  whole o f th a t  p e r io d . As S i r
G eoffrey say s , 'W e're only chums because we always have been chums'.
He a c tu a l ly  goes out of h is  way to  avoid  forming r e la t io n s h ip s :

r e la t io n s h ip s ,  you c a n 't  know th e  brown 
g rey -h a ired  f la n n e l- s u ite d  ea rn es t hours 
I 'v e  s k i r te d  every p o ssib le  re la t io n s h ip . 37.

though he does inform  us th a t  he was once m arried , to  an American la d y .
His n a tu ra l  meekness and m ildness, and h is  f e a r  of extending h is
boundaries beyond th e  sa fe  and knoijn, le d  to  th e  f a i lu r e  o f the
m arriage . In  a long speech towards tiio end of th e  p lay  he re la te s
th e  s to ry  of an occasion in  America. His w ife and h e r American
f r ie n d s

. . .  half-naked
swimming about l ik e  th e  Taraans th ey
resem bled and even tu a lly  te s te d  f o r  38.

swam g a ily  in  a pool w h ils t he, a non-swimmer, te e te re d  tim id ly  on th e
edge, th e  weakness of h is  own m ascu lin ity  rev ea led  to  th e  v i r i l e  young
denizens of th e  New World. They laughed a t  h is  fe e b len e ss , and he ,
unable to  face  th e  challenge, l e f t .  Viewed m e tap h o rica lly , th is  t a l e  ■
i s  a canment on h is  own lack  of d rive  and am bition, and f e a r  of p h y s ic a l
a c t iv i ty ,  and i s  echoed by h is  f e a r  of s tre tc h in g  h is  own a r t i s t i c
boundaries a t  th e  suggestion  by Trevor, th e  f ilm  d ir e c to r ,  th a t  he
m ight le a rn  to  sing  and dance. He remains cocooned‘now in  a s e x le s s
ex is ten ce  which i s  r a re ly  ru f f le d ,  and he i s  th e  only c h a rac te r  in  th e
p la y  who seems u n affec ted  by th e  f e a r  o f d im inishing v i r i l i t y .  The
o th e r  males judge th e i r  own m ascu lin ity  and th a t  o f o thers  by t h e i r
a b i l i t y  to  r id e  d i f f i c u l t  h o rses, bu t S i r  G eoffrey has a genuine
t e r r o r  of them, and i s  t o t a l l y  unw illing  to  be involved  in  physical*
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a c tio n  of any k ind . This b land equanim ity i s  shaken only once, when 
Penelope jo k in g ly  suggests marriagé" and h is  h o rns '*ârê* d r a m “qüicî3ÿ* 
in to  h is  p ro te c tiv e  s h e l l ,  where he remains secu re ly  t im e 's  eunuch.

His occasional emergences from th i s  p ro te c tiv e  covering in v a r ia b ly  
r e s u l t  in  f r e s h  w ithdraw al. When to ld  of th e  death  o f h is  f r ie n d  
Carole (they  were, says D o ttie , ' l i k e  David and Jonathan ')^£e  makes 
token murmurings which seem to  p re face  some p o s i t iv e  a c tio n , but th ey  
soon evaporate  in  a s u r r e a l i s t i c  exchange of d ialogue w ith  th e  o th e rs , 
and he lap se s  back in to  i n e r t i a .  He t r i e s  to  h ide from Rodney who 
em barrasses him, i s  cowed by tech n ic ian s  ( 'th e y  might w e ll decide to  
make me look a fool* )^^ is  t e r r i f i e d  of P enelope 's  overblown s e x u a lity , 
bu t a t  l e a s t  goes through th e  motions of a c tin g  as an in te rm ed iary  fo r  
D o ttie , who has been banished from th e  s e t  f o r  h is  indecen t a c t .  In  
f a c t ,  he does show kindness towards D o ttie , bu t only so th a t  he can
d en ig ra te  him a t  th e  same tim e, and th e  essence of h is  i n a b i l i ty  to
come to  term s w ith  o thers i s  shown when he r e p l ie s  i r r i t a b l y  to  Trevor, 
th e  d i r e c to r :

D on't keep c a ll in g  him
my f r ie n d ,
i t  p u ts  such a re s p o n s ib i l i ty  on one. k1 .

At th e  end of th e  p lay  he s i t s  w ith  D o ttie , in  th e  sequence a lread y  
d esc rib ed , and laments h is  own s in g u la r i ty :

I  r e a l ly  d o n 't  have anywhere to
go where I  w on 't be a nu isance. k2.

b u t, w ith  a l l  h is  f a i l in g s  he shows h im self no t to  be devoid of s e l f -  
knowledge. As a p o r t r a i t  of th e  man behind th e  mask i t  i s  a pow erful 
ind ictm ent of lo n e lin e ss  and inadequacy masquerading as glamour, though 

_ th e  mask i t s e l f  i s  an o b jec t of d e r is io n  r a th e r  than  awe. Wood i s  
u nw illing  to  allow  a r t  a lo f ty  and u p l i f t in g  q u a li ty , and he purposely  
squashes th e  development of any re fe ren ces  to  G ielgud as th e  g re a te s t  
Hamlet of h is  age, or as an a c to r  who appears to  have b rid g ed  most 
su c c e ss fu lly  th e  chasm between th e  c la s s ic s  and th e  most modern of 

-w orks acro ss  th e  media. l e t ,  in  h is  review of th e  p ro d u c tio n , Ronald 
Biyden thought th e  p lay  was a paeon of p ra is e  f o r  G ie lg u d 's  a r t ,  on th e  
same l in e s  as Shaw's c e le b ra tio n  of E lle n  T erry  in  C aptain B rassbound's 
C onversion. He saw S ir  G eoffrey as a kind of a c to r - s a in t .  I f  so , he 
i s  of th e  p la s t e r  v a r ie ty  fo r ,  r a d ia n tly  su c c e ss fu l p i  th e  ro le  though 
G ielgud was, he acc u ra te ly  conveyed th e  underly ing  m isanthropy and sense 

o f f a i l u r e .
— The words used by Ronald Eyre to  sum up Wood's a t t i tu d e  to  S ir  

G eoffrey , however, were 'c a re ,  love , and o b s e rv a tio n ',  which suggest a 
com passionate understanding of one who has been s tr ip p e d  of every th ing  
r a th e r  th an  a v in d ic tiv e  ch arac te r a s s a s s in a tio n . The d ire c to r  a lso
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6aw S i r  G eoffrey 's  ro le  as being 'o u t -o f - fo c u s ',  and he went on to
ex p la in  th e  reason  f o r  th isi%  "

Whereas th e re  i s  another man alongside him very  much aware of 
what he i s  as an a c to r  and where h e 's  going and how f a r  h e 's  
f a l l e n ,  a s o r t  of L u c ife r c h a rac te r , who i s  can p a ra tiv e ly  
unexplored. k3.
The m ention of a L u c ife r f ig u re , a f a l l e n  angel who now skulks 

in  H e ll, makes th e  b r ig h t l ig h t  a g a in s t which everyone i s  fo rced  to  
sh ie ld  h is  eyes an emanation of th e  in fe rn a l  fu rn a c e s . These ch a rac te rs  
a re  lo s t  sou ls who have committed th e  s in ,  no t o f hub ris  f o r  which 
th ey  a re  to o  a p a th e tic , but of t o t a l  s e lf -a b so rp tio n , and pass t h e i r  
tim e in  o b liv io n  r a th e r  than  ex p ia tio n , a s ta t e  of t o t a l  n e g a tiv i ty  
which i s  punctuated from tim e to  tim e by th e  H e ll- l ik e  to r tu r e  of 
film -m aking.

D o tty 's  very  name, Mr. Laurence d 'Orsay, i s  obviously  a parody of 
O l iv ie r 's ,  and he has a l i t t l e  of O liv ie r 's  dash and e lan , besides a 
h arsh , aggressive  p h y s ic a l i ty  which c o n tra s ts  s tro n g ly  w ith  S ir  
G eo ffrey 's  p a s s iv i ty .  From th e  clues l i b e r a l l y  sp rin k le d  around th e  
t e x t ,  however, i t  becomes c le a r  th a t  D otty i s  a  composite c h a ra c te r , 
made up from se v e ra l r e a l  peop le. Like Trevor Howard, who played  
Cardigan in  'The Charge' ,  he i s  a well-known f ilm  a c to r  who has p layed  
in :

s t i f f  upper l i p  th in g s  and s ta t io n  p la tfo rm  
th in g s  w ith  th e  g i r l s  e a r ly  on. kk.

These re fe ren ces  r e c a l l  Howard's performances i n  Coward's B r ie f  Encounter,
and in  various wartime f ilm s . Howard h im self being  u n a v a ilab le , i t
was an in s p ire d  p iece  of cas tin g  to  in v i te  John M ills , a  contemporary

of Howard's, and a famous exponent of ' s t i f f  upper l i p '  ro le s  to  p la y

Laurence.
Unlike S i r  G eoffrey, D otty i s  q u ite  expensive to  h i r e ,  can sing  

and dance, and has a la rg e  fo llow ing in  America. Penelope i s  h is  
th i r d  w ife , and, according to  S ir  G eoffrey, 'He used h is  f i r s t  two 
most sham efully '^^  Penelope h e rs e lf  sp o rts  a b la ck  eye from him, and 
h is  neat and t id y  appearance covers a see th ing  anger a t  th e  world and 
everyone e ls e .  T heir g ree tin g  k is s  i s  m erely a  'bumping to g e th e r  o f 
jaw and t e e t h '4^  His aggression  stems from h is  f e a r  of p h y s ica l 
d e c lin e , and he p a r t ly  blames Penelope f o r  i t  because she re fu ses  to  
have h is  c h ild re n . He a lread y  has ch ild ren  from h is  previous 
m arriages, bu t th ey  a re  a l l  ' i n  j a i l ,  t r a n s i t  o r expensive sana to ria '!^^
He has always been w e ll-o f f  f in a n c ia l ly  bu t t h i s  i s  no s u b s t i tu te  f o r  
happiness, and h is  sad a c t a t  th e  beginning of th e  p la y  i s  an expression  
of hope lessness . As a r e s u l t  of th i s  a c tio n , he i s  d ism issed  from th e  
f i lm  s e t ,  and although th i s  i s  not th e  f i r s t  tim e , (S ir  G eoffrey  comments
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th a t  'he au to m atica lly  f le e s  to  h i s / f l i e s  in  tim e of s tre s s '^ ^ a n d
th a t  he was a r re s te d  tw ice a t  E ls in o re , and reminds him 'But D otty
you th rive/on~  b e in g 'd r  oppe^_fr cm p i c t u r e s '  ) ,  i t  i s  se r io u s  enough
to  p revent him fin d in g  work in  th e  fu tu r e . S i r  G eoffrey fe a rs  th a t ,
under th i s  s t r a in ,  he w i l l  go to  p ie c e s , and even h in ts  a t  th e
p o s s ib i l i ty  th a t  he might commit s u ic id e . As he looks through th e
v iew -finder a t  him. S i r  Geoffrey f in d s  a new o b je c t iv i ty ,  and becomes
aware of th e  human being under th e  harsh  e x te r io r ,  and no tes the
' f r a i l ,  c h ild lik e  sh o u ld e rs ', seeing  him shunned by everyone, and weary
in  h is  i s o la t io n .  Like S ir  G eoffrey, he fin d s  i t  im possib le to
f o s te r  re la t io n s h ip s , and has a b i t t e r  view of f r ie n d s h ip :

f i r s t  l i e s ,  second l i e s ,  t r u th
and th en  more l i e s  s im ila r  to  th e  f i r s t .  50.

He i s  t i r e d ,  to o , but re fu ses  to  break  away from th e  a c to r 's  l i f e ,  d u l l ,
r e p e t i t iv e ,  and u n f u lf i l l in g  as i t  i s  in  h is  view, because th e
a l te rn a t iv e  i s  u n thinkab le  ;

I  need th e  l i f e  o ld  son, money no 
b u t I  do need th e  l i f e . 5l •

His f i n a l  a c tio n  in  the  p lay , to s s in g  th e  e v e r la s tin g  p l a s t i c  cup to
jo in  th e  o thers  th a t  l i t t e r  th e  an c ien t s i t e ,  i s  a g e s tu re  of d e r is io n
a t  every th in g , and shows him to  be irredeem able , u n lik e  S i r  G eoffrey,
whose m ild  acquiescence could be tu rn ed  to  b e t te r  u se . I t  i s
p a r t ic u la r ly  in te re s t in g  th a t  Eyre thought th a t  D otty m ight have been
th e  more s ig n if ic a n t  r o le :

Now l e t ' s  say Charles Wood were to  be w ritin g  th a t  p la y  w ithout 
having had th e  experience of worldng on th e  f ilm  'The Charge of 
th e  L ight B rig a d e ', and th e re fo re  g e ttin g  to  know John G ielgud,
I  th in k  p o ss ib ly  h is  balance would have s h if te d  r a th e r  more in  
favour of D otty, th e  ch a rac te r John M ills  p la y s , and away from 

—th e  Gielgud c h a ra c te r . 52.
This d if fu s io n  o f in te r e s t  by Wood can be seen as a weakness in  the
p la y , as i t  was in  the  d issem ination  of major ch a rac te rs  in  H.

Three o th e r ch arac te rs  req u ire  some mention befo re  "Washington"
i s  examined. Trevor H ollingshead, th e  d ire c to r  of th e  f i lm , has an
a n g e lic , e x t r a - t e r r e s t r i a l  q u a li ty  as he descends th e  la d d e r , sublim ely
happy, to  converse w ith  th e  mundane S ir  G eoffrey, th en  re tu rn s  to
p re s id e  over h is  torm ent on th e  ho rse . His m inion, B em ie  th e  V o lt,
i s  one of Wood's g ro tesques, h is  f a t ,  re d , cockney face  sh in in g  out
under a shock of w hite h a i r .  He uses th e  long screw d riv er; kept in
a pouch between h is  le g s , as a p h a llu s , and fu n c tio n s  as a D ionysiac
s a ty r ,  a  comic whose sheer p h y s ic a li ty  has brought enormous m a te r ia l
rew ards. Unlike th e  crude low er-rankers of th e  Army p la y s , whom he
most resem bles, he has g re a t w ealth , owns th e  m otion p ic tu re  r ig h ts
to  a film s c r ip t  about Genghis Khan, d riv es  a R olls Roy ce , and has a, 
Georgian house in  Putney, though he s t i l l  keeps h is  fa ce  a v e r ted  in
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in  th e  presence of th e a t r i c a l  k n ig h ts , as th e  o rd inary  so ld ie rs  o f '
'The Charge' were advised to  do to  t h e i r  o f f ic e r s .  Penelope i s  alm ost 

. h i s  female equ ivalen t .w ith , h e r .sw ir lin g  .g eo rg e tte  which re v e a ls  a l l  
from tim e to  tim e, though she i s  an e s s e n t ia l ly  m idd le-c lass  lad y .
She i s  h a rd ly  th e  woman to  whom a wanderer would want to  re tu rn , and i s  
a p ro to type  Wood fem ale, f ro th y  and empty, a male sexual o b je c t, 
devoid of any o th e r i n te r e s t .

The a u th o r 's  main achievement in  th i s  p la y  was to  use the  
conventions of th e  well-made p lay , break  them by a p o te n t ia l ly  t h r i l l 
ing  use of cinem atic technology, and weld th e  p ieces to g e th e r  in to  a 
modern v e rs io n  of a m o ra lity  p la y . Though i t  could be argued th a t  th e  
su b jec t-m a tte r  i s  too e s o te r ic ,  th e  lin k s  w ith  Gielgud and 'The Charge' 
to o -o v e r t,  th e re  a re  moments when th e  hell-m outh  of th e  s tag e  re v e a ls  
a su ffe r in g  more u n iv e rsa l and common to  a l l  o f us th an  perhaps any of 
h is  o th e r p lays has shown. Two moments s tan d  out as being of 

p a r t ic u la r  i n t e r e s t .  The sequence w ith  Gielgud on th e  horse has 
been d e a lt  w ith  a t  seme le n g th . I t  i s  a p o in t a t  which th e  most 
p a ss iv e , i n e r t ,  and complacent a r t i s t  i s  faced  w ith  th e  u ltim a te  i n  
is o la t io n ,  and jo l te d  in to  th e  r e a l i s a t io n  of th e  p o s s ib l i ty  of 
f a i l u r e ,  a k ind of a r t i s t i c  death . The o th e r, th e  moment of s i le n c e  
b efo re  th e  f i n a l  sequence of th e  p lay , o ffe rs  an in tr ig u in g  suggestion  
o f p o ss ib le  fu tu re  a r t i s t i c  development fo r  Wood. A ll  th e  o th er 
p lay s  so f a r  d iscussed  were f u l l  of a c tio n , movement, n o ise , and 
c a ta ra c ts  of words mixed w ith  s t r ik in g  v is u a l  images. W hilst th e  

same i s  t ru e  to  a certaiix  ex ten t of V eterans (though th e re  i s ,  on th e  
whole, f a r  le s s  a c tio n  and movement) i t  i s  in  th i s  p lay  th a t  Wood uses 
t h a t  most p recious and rev ea lin g  element of th e  modern d ra m a tis t 's  
vocabula iy , s i le n c e . Through i t  he rev ea ls  more than  words can 
convey (as he had done a lread y  in  H w ith  a s trong  and consciously  
t h e a t r i c a l  v is u a l  statem ent of H avelock's death , which i s  a lso  s i l e n t ) ,  
and in  th a t  calm moment of in a c t io n  we can m ed ita te  on th e  in e v ita b le  
approach of death  fo r  th ese  o ld  a c to r s , and not only a n tic ip a te  th e  
coming of th e  earthquake which a c tu a lly  occurred during th e  film in g  

of 'The Charge' (though few of th e  audience a re  l ik e ly  to  be aware 
o f t h a t ) ,  b u t th e  ending of tim e i t s e l f .  A ncient and modern can be 
d estroyed  by as t r i v i a l  an a c tio n  as D o t t ie 's ,  and our own c o lle c t iv e  
apathy  and an tip a th y  tow ard 's  l i f e ' s  problems w i l l  r e s u l t , u ltim a te ly , 
in  th e  o b liv io n  of the  mushroom-shaped cloud.

"Washington", w r it te n  s ix  years l a t e r ,  does n o t, however, seek  to  
develop t h i s  a b i l i t y  to  u n iv e rs a l is e .  I t  i s  much more s a t i r i c a l  in  
to n e , pokes fun  a t  th e  ignorance of ccommercial backers and a r t i s t i c  
a d v ise rs , th e  v e n ia l i ty  of w r i te r s ,  and th e  megalomaniacal am bitions
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of d i r e c to r s .  No backers were seen in  V eterans, though th e  play-
purported  to  be about t h ^ , .  but. in /'W ashington" they_ocjcupyL the.w hole___
of th e  f i r s t  h a lf  of th e  p lay . The second h a l f  i s  in  th e  hands of 
d ire c to r  and te c h n ic ia n s , and a c to rs  now becœie th e  p e r ip h e ra l 
p resen ces , though th ey  have no m y s tica l au ra . To p o r tr a y  these 
c h arac te rs  Wood re v e r ts  to  th e  c a r to o n -lik e  c a r ic a tu r in g  o f Dingo 
(S ir  F lu te  Parsons i s  described  as 'h inged  a t  th e  k n e e s ') ,  bu t the  
d ia logue , conceived in  th e  American idiom , i s  much more n a tu r a l i s t i c  
th an  th a t  o f Dingo, a t  l e a s t  in  th e  f i r s t  h a l f ,  and Wood's acute ea r 
f o r  rhythm and s t r e s s  develops an in te re s t in g  b lend  of d ialogue and 
ram bling monologue which adds to  th e  p re v a ilin g  a i r  of in s e c u r i ty  
and chaos.

I  s h a l l  now examine "Washington", g iv ing  a b r i e f  o u tl in e  of i t s  
p ro g ress io n  and c h a ra c te rs , a co n sid e ra tio n  of some inqportant speeches 
on th e  a r t i s t ' s  view of Theatre/Cinema, and American p o l i t i c a l  and 
c u l tu ra l  in f lu e n c e s , before  o u tlin in g  in  more d e t a i l  my own f i r s t 
hand experience o f th e  development o f th e  p la y  from page to  s tag e , 
gained by w atching re h e a rsa ls  a t  th e  N atio n a l T h ea tre .

The f i r s t  a c t  shows a planning se ss io n  i n  p rog ress between members 
o f th e  Film  I n s t i tu te s  of America and B r i ta in ,  a t  B r i t a in 's  new 
N atio n al T h ea tre . The p lan n ers , who a re  m ostly  American, w ith th e  
considerab le  excep tion  of S i r  F lu te  Parsons, a famous E n g lish  w r i te r  
who i s  p repared  to  a tte n d  th e  m eeting, bu t only  f o r  a f e e ,  include a 
Tale h is to r ia n ,  an e x p a tr ia te  f iim  maker from New York, and two new- 
wave, h ip p y -s ty le  d ire c to rs  from th e  West C oast. They a re  a l l  s tu p id , 
s e lf -s e e k in g , and incom petent, pasteboard  conveyors of varying 
a t t i tu d e s  to  c u l tu r a l  cinema, and th e  s ig n if ic a n c e  o f t h i s  c ru c ia l  

moment (th e  R evolu tion  of 1776) in  th e  development of t h e i r  own 
c o u n tr ie s . No one i s  more incom petent th an  Joe V e ria to , th e  dapper 
l i t t l e  American who convenes th e  meeting a t  M el's  in s t ig a t io n .  Mel 
i s  a shadowy o ffs ta g e  presence, th e  e rs tw h ile  le a d e r  o f th e  p ro je c t, 
who has b o lte d  in to  th e  o b scu rity  of Utah, leav in g  Joe, whose few 

—thoughts appear to  be f u l l  of th e  cinem atic p a s t ,  t o t a l l y  unprepared, ' 
bu t determ ined to  t r y  to  keep everyone happy. A s e r ie s  o f co n tra s ts  
and te n s io n s  i s  s e t  up between ch arac te rs  l ik e  S i r  F lu te , and th e  r e s t .  
S i r  F lu te  i s  a bored , rude, bu t su cc e ss fu l E n g lish  w r i te r :

who once wrote a very  good p lay  indeed  and went through th e  
Golden Gate w ith , once wrote a very  bad f i lm  indeed  which won a l l  
th e  p r iz e s  and became b r i l l i a n t .  53.

At 53f p lead ing  poverty , he appears to  be th e  re p re se n ta tiv e  of a
post-w ar England, p e n n ile ss , and r e l i a n t  on American f in a n c ia l  su p p o rt.
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Pat S ligo  and Mickey Boorman, the  rev o lu tio n a ry  film, m akers, seek a
very  d if f e r e n t  a r t i s t i c  experience from most o f th e  o th e r s . Mickey,
not s u rp r is in g ly  i s  a g a in s t:  -

goddam th e e 's  and th o u 's  and three-w ays 
looking h a ts  and V alley  Forge and our 
Germans ag a in s t t h e i r  Germans and why 
do I  have to  go to  war Pop, because we 
want to  be f r e e  son, looking l ik e  Henry 
goddam Fonda? 5k.

He wants 100 hours of f ilm , no in te r fe re n c e , and te n  y ears  to  shoot i t ,
w h ils t Pat has some confused a r t i s t i c  n o tions abou t:

Buckminster F u lle r  and Joyce and you know m usic. 55.
Thé im p o s s ib il i ty  of any agreement between such d is p a ra te  opinions leads
to  s ta lem a te , which i s  broken by th e  en trance o f John Bean, ju s t  as
everyone i s  ta lk in g  about George W ashington. W ith h is  m assive
experience and presence, h is  in fe c tio u s  enthusiasm  ( i  am come here w ith
a fev er* ) he g ives r i s e  to  a ty p ic a l ly  American o v e rre ac tio n , an
u n b rid led  sense of excitem ent. He envisages some of th e  sh o ts ,
swooping up in to  th e  a i r  on a camera boom, and h is  heady im agination
in s p ire s  everyone. Ominously, however, he does demand 75^ of th e
producers* p r o f i t s .

When th e  second a c t opens on th e  v a s ty  f i e ld s  of I r e la n d  th e  mood
i s  more subdued, and th e re  i s  a sense of impending doom. The view of

Wesley, V eria to  *s a s s is ta n t ,  o f th e  screenp lay  S i r  F lu te  has w r it te n
i s  th a t :

People a re  bored a t  th i s  moment, a t  
th i s  very  moment, people who h a v en 't even 

read  th e  s c r ip t  are  bored . 56.
B ean 's euphoria begins to  evaporate a t  th e  horrendous scope of the  

- ta s k  he has undertaken, and h is  in s e c u r i ty  i s  f u r th e r  undermined by 
th e  a r r iv a l  of th e  Chief Technician, th e  G affe r, on th e  f i lm  s e t .
The G a ffe r 's  fo u l language and in su rre c tio n a ry , a n ti-e s ta b lish m e n t 
in v e c tiv e  ( 'th e  workers w i l l  make th i s  f i lm ')  a re  a m ajor d is ru p tiv e  
in flu en c e , and th e  rumblings of an in c ip ie n t modem re v o lu tio n .
Money i s  withdrawn from the  p ro je c t ,  bu t re p laced  a t  th e  ^ in s tig a tio n  
o f a German, H einrich  G uttm eier, who l iv e s  in  Hampstead and re p re se n ts  
th e  B r i t i s h  Film I n s t i t u t e .  G uttm eier compounds t h i s  iro n y  by 
suggesting  th a t  th e  f ilm  should be shown a t  th e  Royal Command Perform
ance. The f in a n c ia l  s tru g g le s , and squabbles over who w i l l  be allow ed 

to  f i n a l ly  e d i t  (the  f i n a l  cu t) th e  f ilm  occupy th e  c lo s in g  s ta g e s , 
and th e  p la y /f ilm  reaches a d izzying  climax a f t e r  Bean has s e t  up 
some of h is  sho ts using  th e  audience. A f ilm  i s  p ro je c te d  onto a 

sc reen :
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THROUGH THIS on a sc reen  a t  th e
back we are  watching a p iece  of f ilm  of a _ _ ___________ _

—  dying MAN who l i e s  held^by M s f r ie n d s  . ■
on th e  redoubt;~"the“ p o st sync l in e s  cross 
and cross and he says something wMch 
we d o n 't  h ea r . The dying man DOCTOR 
WARREN. A bevy of ragged buckskin 
c lad , s h i r t  and breeches c lad , homespun 
c lad  PATRIOTS kneel a t  M s s id e . As th e  
death  of Wolfe a t  Quebec. 57*

At th e  he igh t of M s enthusiasm  Bean a c c id e n ta l ly  re ce iv e s  an e x t r a 's
bayonet in  M s stomach, and M s r e a l  a c tio n s  on s tag e  now m irro r
th o se  of th e  f ilm  a c to r  (who, of course, i s  Bean h im s e lf ) . TMs
m ingling of th e  ' r e a l '  happenings on stage  and th e  i l l u s io n  of f ilm
i s  su sta in ed  when, as th e  f ilm  loop continues i t s  in ex o rab le  cy c le .
Bean looks a t  M s own r e a l  blood oozing from h is  very  r e a l  wound and
complains th a t  i t  i s  no t r e a l i s t i c  enough, c a ll in g  f o r  more props
b lood to  supplement i t .  He exp ires as Joe t e l l s  him th a t  he i s  to  be
given ' f i n a l  c u t ' .  The p lay  ends on a M ghly f a r c i c a l  n o te , r e je c t in g
any se rio u s  emphasis on grim r e a l i t y  in  th e  m idst of i l lu s io n ,  w ith
th e  only female a r r iv in g  on th e  s e t  f o r  th e  f in a le ,  lo u d ly  complaining
th a t  h e r tu M c i s  too  sm all to  accommodate h e r ample bosoms, as S i r
F lu te , w ired up to  sev e ra l sp e c ia l  e f f e c t s ,  i s  s tru c k  by a mock arrow
and M s chest appears to  explode. Unlike B ean 's , however, M s d eath
i s  no t r e a l ,  and he ends, as he began, asking f o r  money. F in a lly :

The p o s t sync loop goes on over th e  
c u r ta in  and words a re  thrown a t  i t ,  
a l l  m iss . 58-

Many of Wood's e a r l i e r  themes can be d e tec ted  in  tM s  work -  th e  
incon^etence of those  in  a u th o r ity , a r t i s t i c  f a i l u r e ,  th e  p red a to ry  
q u a l i ty  of those  w ith  commercial in t e r e s t s ,  th e  r e v e la t io n  of inadequacy 
beneath  a seem ingly s trong  e x te r io r ,  th e  b a ttle g ro u n d  o f a r t i s t i c  
endeavour, and a t o t a l  la ck  of care and c o n s id e ra tio n  by th e  c h a rac te rs  
f o r  o th e rs . In  th i s  p la y , though, he t r e a t s  them more am iably and 
b la n d ly , and th e  tren ch an t observations of M s e a r l i e r  p lays a re  n o t 
so e v id en t. in  "Washington" th e  ch a rac te rs  a re  amusing d e sp ite  t h e i r  . 
d e fe c ts  in  a way th a t  S i r  G eoffrey and D o ttie  could never b e .
"Washing ton" i s  undoubtedly th e  fu n M est p lay  he has w r i t te n ,  a 
M la r io u s  pantomime wMch lacks th e  c u ttin g  edge of Dingo , and th e  
b le ak  u M v e rsa li ty  of V eterans.

Again, however, g e n e ra lis a tio n s  about Wood's work need to  be 
q u a l i f ie d  by c lo se r  s c ru tin y  of th e  t e x t .  Some of th e  lo nger speeches 
i n -I*Wasbington" a re  rem iM scent of Wood's t i r a d e  on th e  in e f f ic a c y  of 
te le v is io n  as an a r t i s t i c  medium, and make in te r e s t in g  ccanments on 
many asp ec ts  of an a r t i s t ' s  endeavour. S i r  F lu te , th e  w r i te r ,  and'
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John Bean, th e  d ire c to r ,  have long monologues in  th e  second a c t on 
th e  b a t t l e f i e l d  of .th e  s e t . . .  S i r  .F lu te  d e liv e rs  what he c a l l s  a 
'Pastiche*  on th e  r o le  a n d -re sp o h s lb ili ty ' of a film, d ire c to r ,  a man 
he sees as holding th e  a r t i s t i c  d e s tin y  of a l l  h is  a c to rs  f irm ly  in  
h is  hands. S ir  G eoffrey on th e  horse faced  th e  idea  of an a r t i s t i c  
death  be fo re  th e  a l l- s e e in g  camera, and i t  i s  in te r e s t in g  to  see S i r  
F lu te 's  development of th i s  through th e  im p ersonality  o f f i lm  tech n o l- 

— ogy. He t e l l s  of a c to rs  whose re p u ta tio n s  can be ru in ed  by an uncaring 
d ire c to r  and become:

d isc a rd ,
c u t, c o ils  on the  f lo o r ,  sn icks and c l ip s ,  
h a lf  a performance here 
a U ne th e re . 59.

A part from lo s in g  h is  liv e lih o o d  as a r e s u l t  of a poor perform ance, and
p o ss ib ly  destroy ing  h is  m arriage (though Wood wickedly adds ' t o  h is

newest w i f e ') ,  th e  a c to r  can always be pursued by th e  memory of h is  poor
perform ance, 'r a s h ly  o ffe red  in  l a t e r  years on t e l e v i s io n ',  and h is
c h ild re n  w i l l  be fo rced  to  share h is  shame. This a r t i s t i c  su ffe r in g
has a s im ila r  e f fe c t  to  th e  end less c ir c l in g  of th e  p o s t sync loop and: .

th e  death  of an a c to r  fo llow s on th e  
f i r s t  showing and th e  showing and th e  
l a t e  n ig h t showing, though he h im self 
d ied  th a t  day he d ies  again  a thoiusand 
tim es on th e  show ing ... 60.

S i r  F lu te  p u ts  th e  onus on the  d ire c to r  to  ensure th a t  th e  a c to r 's
perform ance i s  th e  b e s t p o ssib le  f o r  p o s te r i ty ,  bu t he sounds a no te
o f cau tion  when, a f t e r  ap p aren tly  arousing  sympathy f o r  th e  a c to r ,  he

t poses th e  qu estio n :
how can th ey  be c h a r ita b ly  viewed 
who d ie  in  b a t t l e  when money was th e  
argument? 6 l .

In  h is  monologue, which im m ediately fo llow s S ir  F lu t e 's ,  Bean, 
d isg u ised  so th a t  he can gain  so lace , Henry V s ty le ,  from th e
u n s o lic i te d  comments of a l l  concerned w ith  th e  f ilm , n a tu ra l ly  tak es
th e  d i r e c to r 's  s id e . He reminds S i r  F lu te  of th e  number of occasions 
when, as a d ire c to r ,  by means of te c h n ic a l  t r i c k s - o f - th e - t r a d e ,  he has •
managed to  cover th e  incompetence or sheer i r r e s p o n s ib i l i ty  of th e
a c to r .  His language takes on an alm ost b ib l i c a l  rh e to r ic  as he 
thunders :

Let them answer to  God and th e  f ro n t  
o f f ic e ,  and i f  th ey  d ie , l e t  them not 
blame h im .. .  62.

He regards th e  r e s p o n s ib i l i ty  fo r  success o r f a i lu r e  as a shared  one, 
and demands th a t  a c to rs  should come to  th e  shooting purged of drunken
n e ss , sexual demands, and love of money, so th a t  he can d i r e c t  them^ 
p ro p e rly , adding a strong  suggestion  to  th e  G affer th a t  th e re  should  be
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no s tr ik e s  by te ch n ic ia n s  to  h inder th e  p ro je c t ,  nor 'p e t ty  squabbles
as to  h o u rs ',  -L a te r  in  th e  p lay  Bean a ffirm s th a t  he has more- t e  -  —
lo s e , a r t i s t i c a l l y  and f in a n c ia l ly ,  than  anyone e ls e ,  and re je c ts  
any suggestion  o f p e rso n a l am bition .

The language of th e se  speeches has s tro n g  overtones of a catechism  
fo r  th e  a r t i s t  b u t Wood has purposely , as in  many of th e  e a r l i e r  p lays 
and film s  d iscu ssed , caused incoherence to  creep in .  The strong 
c a te g o r ic a l  s ta tem en ts become b lu rre d  and o u t-o f-fo c u s , a l in g u is t ic  
convention which shows th e  in te r n a l  muddle of th e  a r t i s t s '  minds in  th eI
m idst o f e x te rn a l chaos. The same muddled, s tream -o f -  cons ciousnes s
technique i s  used in  ano ther of S ir  F lu te 's  so lilo q u ie s  which, in  f a c t ,
precedes th e  p rev iously -quo ted  monologue. This speech i s  considerab ly
lo n g e r, and i t s  su b jec t i s  th e  a t t i tu d e s  of th e  E ng lish  o f S i r  F lu te 's
c la s s  and g en era tio n  to  th e  Americans. He sees th e  essence of
A nerica a s :  ,

The s e c re t  of e te rn a l  youth I  mean, 
sp o tty ,

v ic io u s , b u t o ften  g en tle  and sometimes k in d . 63.
and adds to  th i s  p a tro n is in g  view th e  p la t i tu d e  th a t  th e  American
R evolu tion  was 's o  much n ic e r  th an  everybody e l s e ' s ' . In  h is
opinion th e  r e s u l t s  of th i s  event were p o s i t iv e  fo r  America. Unlike
th e  E n g lish , th e  Americans learn ed  from th e i r  m istakes and began to
s t r e s s  th e  freedom of th e  in d iv id u a l. As S i r  F lu te  p o in ts  ou t:

you s a id  a l l  th a t  p re te n tio u s  r ig h ts  
o f man nonsense and then  went and 
d id  i t .  6k.

L a te r  in  th e  speech he appears to  change h is  mind:
- th e  m arvellous th in g  about your excuse 
f o r  a R evolution i s  th a t  i t  w asn 't one 
a t  a l l . . . h a r d l y  n o ticed  when a l l  was 

-- r—— sa id -an d  done, hard-headed business 
' men who very  se n s ib ly  used what th ey  

needed
and th e n  got on w ith  i t  as freem en, 65. 

and moves away from th e  more i d e a l i s t i c  concerns to  a co n sid e ra tio n  
_of -the  re la t io n s h ip  between th e  two co u n trie s  as  th a t  between whore 
-and  c l i e n t ,  th e  B r i t i s h  tak in g  money and g iv in g  l i t t l e  in  re tu rn . '
Money i s  ag a in  uppem ost in  h is  th o u g h ts , and he demands h is  fee  
' i n  cash , in  a s u i tc a s e , in  d o l la r s ' so th a t  he may go:

o ff  w ith  a c le a r  
conscience having done a l l  th a t  I 'v e  
been asked w ithout embarrassment, 

w ithout
shame, w ithout argument, w ithout 

co n v ic tio n . 66.
His a r t i s t i c  s t e r i l i t y  i s  matched only by th e  t o t a l  la ck  of understaiiding 

between th e  two c u ltu re s  in  what should be a momentous and f r u i t f u l
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a r t i s t i c  c o lla b o ra tio n , but serves only to  b rin g  deep -seated  re s e n t

ments to  th e 's i i r f  a c e " . ; ' T  ^  -
Bean, to o , has a long speech, in  th e  f i r s t  a c t ,  about what he 

sees as th e  s ig n if ic a n c e  of th e  R evolution. He s t r e s s e s  th e  f a c t  
th a t  i t  was a popular re v o lu tio n  'b rought about by r e a l  people w ith  
r e a l  u r g e s ',  and f u l l  of sex and v io len ce , id e a l  in g re d ie n ts  f o r  th e  
popular k ind of f ilm  he env isages. E ig h teen th -cen tu ry  America was, 
f o r  Bean, a land  of abundance, f u l l  of rom antic youth :

and th ey  can ge t caught in  th e  r a in ,  
and th ey  can sp o rt under w a te r fa l ls ,  
and th ey  can tak e  a b a th  once in  a w hile 

i""'^our rom antic in t e r e s t .  67.
and h is  f ilm  w i l l  s t r e s s  th e  o ld  de M ille , H ollyw ood-Epic-style
n o s ta lg ia  f o r  an u n su llie d  E den-like p a s t .  Moreover, he i s  ab le  to
secure th e  re le a s e  of a famous s t a r  to  p la y  Tom Paine, and, as he
inform ed th e  Panel on h is  en tran ce , John Wayne had always wanted to
p la y  W ashington.

A bored , s e l f i s h  w r i te r ,  and a m isty-eyed Republican-minded
d ire c to r ,  p rovide a re c ip e  f o r  c e r ta in  a r t i s t i c  d i s a s te r ,  b u t Bean,

' s tand ing  up th e re  l ik e  M oses', and S i r  F lu te , ' l i k e  a b u t t e r f l y ' ,
in s t ig a te  and develop th e  p la y 's  a c tio n , and i t s  metamorphosis in to
f ilm .

Indeed, th e  p la y 's  a c tio n  i s  i t s  essence , and c h a ra c te rs  a re  
su b se rv ien t to  th e  oveiwhelming te c lm ic a l demands of th e  making of a 
f ilm  on s tag e  w h ils t  th e  audience w atches, and even a s s i s t s .
"Washington" i s  an e s s e n t ia l ly  t h e a t r i c a l  experience which i s  
d i f f i c u l t  to  re c re a te  from th e  f la tn e s s  of th e  p r in te d  page. S ince 
I  was fo r tu n a te  enough to  be allow ed to  a tte n d  re h e a rs a ls  of th e  
p roduction  a t  th e  N atio n a l T heatre in  November, 1978, I  s h a l l  now 
consider th e  p la y 's  t r a n s i t io n  from page to  s ta g e , o u tlin in g  some of 
th e  p r a c t ic a l  problems encountered, and a ttem pt to  o f f e r  some in s ig h t 
in to  th e  worldngs of th e  c re a tiv e  process which re s u l te d  in  th e  perform 
ance. A ll  q u o ta tions and d e sc rip tio n s  a re  from my notes^ taken  a t  
th e  tim e, except where otherw ise s ta te d .

O rig in a lly  w r it te n  fo r  one of th e  la rg e r  N a tio n a l T heatre 
a u d ito r ia ,  i t  was f i n a l l y  decided by th e  N a tio n a l T heatre  management 
th a t  "Washington" should be p resen ted  in  th e  sm a lle r , promenade- 
s ty le  C o tte s lo e . The p la y 's  free -flo w in g  a c tio n  and experim ental 
q u a li ty  seem more n a tu ra l ly  su ite d  to  th i s  space, b u t, a lthough  

G eoffrey Reeves, th e  d ir e c to r ,  was ab le  to  invo lve  th e  audience in  
a very  d ir e c t  and e x c it in g  way, something of th e  p o te n t ia l ly  huge 
sp ec ta cu la r  e f f e c t  was l o s t  in  th e  sm aller aud ito rium . With f u l l
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t h s a t r i c a l  trap p in g s  in  one of th e  la rg e r  th e a tre s  th e  p roduction  co sts
would have been p ro h ib i t iv e . E v ^ _ so , th e  g an try _ se ttin g . fo r_ th e _________
camera which Bean uses to 's u c h  sp ec ta cu la r  e f f e c t  co st £2,000 a lo n e .

Other problems, besides f in a n c e , a s s a i le d  th e  d i r e c to r .  S a fe ty  
f o r  bo th  c a s t and audience ivas a m ajor co n sid e ra tio n . The g an try  
s e t t in g  req u ire d  th e  c o n stru c tio n  o f a s e t  of r a i l s  in  th e  t h e a t r e 's  
ro o f , along which th e  crane tra c k ed , moving forw ard as i t  ro se  in to  
th e  a i r .  Pu lleys a t  th e  fo u r com ers added s t a b i l i t y ,  bu t A lb e rt 
F inney, p lay ing  th e  m assively  p h y s ica l John Bean, encountered s e v e ra l

t

d i f f i c u l t i e s  during re h e a rs a l  in  th e  m anipu lation  of th e  r e la t iv e ly  
com plicated p iece  of m achinery. E x c itin g  though i t  was to  see th e  
a c to r  tow ering te n  f e e t  or more above th e  audience, th e re  was a lso  a 
c ir c u s - l ik e  fe e lin g  of awe m ingled w ith  imminent danger.

The p la y  had a five-w eek re h e a rs a l  p e rio d , sh o rt enough f o r  a 
la rg e -s c a le  work (though Reeves p re fe rre d  t h i s ,  arguing th a t  th e  
a c to rs  would perform  b e t te r  because th ey  would be f r e s h e r ) ,  and th e  
d i f f i c u l t i e s  caused by th i s  were added to  by th e  Union ru lin g  th a t  
a c to rs  should work only 7 i  hours per day. A ll  o f them were appearing  - 
in  o th e r N atio n a l Theatre p ro d u c tio n s , and Finney h im self was a c tin g  
m ajor ro le s  in  Macbeth and The Cherry Orchard as w e ll a s  reh ea rs in g  
and le a rn in g  l in e s  fo r  John Bean, a s te r n  t e s t  o f even t h i s  s tro n g  
a c to r 's - s ta m in a . Reeves was a lso  concerned w ith  th e  com position of 
th e  p ro sp ec tiv e  audience; He commented:

i f  we were doing i t  in  Nottingham we could assume th a t  h a rd ly
anyone knew anything about th e  making of a f ilm

bu t fe a re d  th a t ,  in  London, many of th e  audience could be members of 
th e  A sso c ia tio n  of Cinematic and T h e a tr ic a l  T echnicians who m ight be 
v e ry  knowledgeable about th e  te c h n ic a l  in t r ic a c ie s  of f i lm  making. 

-C onsequently , a g re a t d ea l of tim e in  re h e a rs a l  was sp en t by a c to rs  
le a rn in g  to  use a l l  th e  equipment in  an assu red  p ro fe s s io n a l manner, 
and th e  f i lm  sho ts had to  be s e t  up convincing ly . B esides a l l  t h i s ,  
th e  l a t e r  re h e a rsa ls  of th e  p la y  were d is ru p te d  by a s t r ik e  o f th e  
N a tio n a l-T h e a tre 's  te c h n ic ia n s , p u ttin g  th e  schedule a  day behind a t  
a _ c ru c ia l tim e, and fo rc in g  Reeves to  cancel one of th e  p ro je c te d  
p rev iew s.

Perhaps because of th e  sh o rt re h e a rs a l  p e rio d , th e  problems 
caused by ' s t a r '  b i l l i n g ,  and th e  heavy a c tin g  lo ad -o f th e  c a s t .
Reeves ' d i r e c to r i a l  method in  th i s  p roduction  was le s s  experim ental 
and im prov isa to ry  th an  in  th e  Dingo re h e a rs a ls , though th e  a c tu a l  
f i lm  sho ts  were im provised by th e  c a s t ,  using  t h e i r  own d ia logue , 
which Wood, who was p re sen t a t  many of th e  r e h e a r s a ls ,  watched and 
l i s te n e d  to ,  th en  w rote a f ix e d , f i n a l  v e rs io n . Reeves generally*
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kept a low p r o f i le ,  encouraging a c to rs  to  adapt them selves to  t h e i r  
ro le s ,  tak in g  in d iv id u a ls- a s id e_ to  make q u ie t comments a f t e r  a bout 

of a c t i v i ty .
I t  was p a r t ic u la r ly  in te r e s t in g  to  w itness th e  growth o f th e  

perform ances of Robert Stephens as S i r  F lu te ,  and A lb e rt Finney as  
John Bean. Stephens was concerned a t  a  very  e a r ly  s tag e  o f re h e a rs a ls  
w ith  th e  exact w eighting and in to n a tio n  o f p a r t ic u la r  words i n  h is  
speeches. He spen t some tim e w ith  Wood try in g  out v a rious s t r e s s e s  
of such words as 'w onderful*, and 'a w fu l ly ',  and wanted to  know how 
to  make h is  e n try  in to  h is  long second-act monologue. A part from 
th e se  irtgDortant te c h n ic a l p o in ts  he a lso  asked about S i r  F lu t e 's  
c h a ra c te r is a t io n , wanting to  know p a r t ic u la r ly  how f a r  he was 
capable of fe e lin g  any emotion. Wood's re p ly  was th a t  'F lu te  means 
every th ing  he says a t  th e  moment he says i t ' ,  which suggests th a t  
every th ing  comes o f f  th e  top  of h is  head r a th e r  th an  from th e  depths 
o f h is  h e a r t ,  and accounts fo r  th e  i n te l l e c t u a l  confusion  a lre ad y  
noted  in  th e  long speeches. Reeves saw S i r  F lu te  as being  l ik e  a  
b u t te r f ly ,  and Wood added th a t  'S i r  F lu te  s t a r t s  w ith  a tw in k le , th e n  
becomes se rio u s  ' .  The au thor a lso  f i l l e d  in  th e  n o n -te x tu a l back
ground in fo rm ation  th a t  'S i r  F lu te  has about £2,000 in  a Swiss bank, 
and i s  r a th e r  w orried  and q u ite  ex c ited  about i t ' .  A more g e n e ra l 
comment by Wood i s  of some i n t e r e s t ,  to o , in  view of th e  speeches 
a lre ad y  analysed :

th e se  ch arac te rs  a re  ta lk in g  about what i t  i s  to  be E ng lish  
o r American.

and th e  essence o f th e  re la tio n s h ip  between S ir  F lu te  and Bean, as 
w ith  E n g lish  and American, in  th e  p lay , i s  th a t  th ey  e v en tu a lly  
compromise r a th e r  than  oppose, u n lik e  t h e i r  fo rb e a rs .

From th e se  h in ts ,  Stephens b u i l t  a perfoim ance which John B arber
68of th e  D aily  Telegraph described  as being  'o f  S itw e ll ia n  s o p h is t i c a t io n ',  

and of which F ranc is  King, in  The Guardian, w rote:
As th e  epicene E ng lish  s c r ip t - w r i te r  (some debate i n  th e  

in te r v a l  about h is  p ro to ty p e ), Robert Stephens pu ts  over a long 
speech about th e  Americans w ith  such consummate v i r t u o s i ty  th a t  
a passage of no p a r t ic u la r  d is t in c t io n  becomes th e  h ig h lig h t o f 
th e  evening. 69.

th u s  em phasising th e  lim ite d  scope of a s p e c i f ic a l ly  l i t e r a r y  a n a ly s is  
o f Wood's work.

F in n ey 's  approach was more d i r e c t ,  l e s s  qu estio n in g  th a n  S te p h e n s ', 
s in ce  h is  ro le  was much more e x tro v e rt and c le a r ly -d e f in e d , though 

Reeves made th e  im portant d is t in c t io n  th a t  Bean must be a d i r e c to r  
r a th e r  th an  an a c to r , and th e  audience must only be aware o f him in  th e  
form er ca tego ry . Although F in n ey 's  perform ance was f u l l  o f v i t a l i t y  
and energy, and Bean was p o rtray ed  as be ing  la rg e r  th a n  l i f e ,  th e  a c to r
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showed h im self to  be a m aster of s ile n c e  and s t i l l n e s s  to o . In  an
e a r ly  re h e a rs a l  he handled a. musket , and .ra p ie r  during one o f - S i r --------
F lu te 's  long monologues w ith  a consummate d ig n ity  and a u th o r ity  which 
r e c a l le d  th e  c o n tro lle d  s k i l l  of Noh a c to r s .  Above a l l ,  h is  a c tin g  
had an im pressive dynamism whether in  a c tio n  or s t a s i s ,  and he a l l i e d  
to  th i s  an e x c it in g ly  im aginative q u a li ty  during th e  re h e a rsa ls  of 
th e  s e tt in g -u p  of th e  f ilm  sho ts ( in  which h is  ex tensive  experience as 
a f ilm  a c to r  and d ire c to r  was p a r t ic u la r ly  v a lu ab le ) as he le d  th e  
o th e r a c to rs  in  im p rov isa tion . His comments on th e  t e x t  were a s tu te .  
As he developed h is  own performance in  terms of heightened c o n tra s ts  
in  rhythm and a c tio n  so he qu ick ly  r e a l is e d  th a t  th e  p lay  as a whole 
depended on th i s  v a r ie ty ;

C h a r l ie 's  w r i t te n  anarchy, bu t he wants o rd er.
\

a p o in t which Reeves took  up when d ire c tin g  th e  f ilm  sh o ts , t e l l i n g  
th e -c a s t :

your o b je c t i s  to  make a sho t from th e  rag , ta g  and b o b ta i l  
t h a t 's  going on,

and th e  d i r e c to r  b u i l t  a re h e a rs a l around th e  f i n a l  shooting  of th e  
f ilm  in  which th e  chaos and ka le idoscop ic  movement b e fo re  th e  film ing  
c o n tra s te d  w ith  th e  s ile n c e  and co n cen tra tio n  of th e  f i n a l  sh o t.

Reeves saw Bean as 'a  g re a t d ire c to r  in  f u l l  sp a te  -  te n  fe e t  
t a l l  u n t i l  he d i e s ' ,  and as 'a  man of v is io n  w ith  a sense o f fu tu re  
developm ents '. Much a t te n t io n  was given  to  h is  v is u a l  p re se n ta tio n . 
Finney thought he should be ' leon ine  ' ,  and added th a t  he thought ' h is  
c lo th es  appear c asu a l bu t th e y 'r e  very  c a re fu l ly  ch o sen '. His 
American accen t was co n fid en tly  d e liv e red  from th e  beginning of 
r e h e a rs a ls ,  and th e  a c to r  g rad u a lly  worked on an ageing p ro cess , 
adding a b re a th y  q u a lity  to  h is  speech, though lo s in g  none of h is  

dynamism. A h ig h lig h t of re h e a rs a ls , and one of th e  most e f fe c t iv e  
moments in  th e  perform ance, was h is  d e liv e ry  of B ean 's second a c t 
speech beginning ' I  c a l l  th e  s h o ts '.  This was con sid erab ly  re w ritte n  
by Wood to  enable Finney to  b u ild  a d an ce -lik e  sequence in  which he

i
was to  assume (a t  Reeves' d ire c tio n )  th a t  th e  'A m ericans' were on one
s id e  o f th e  audience, and th e  'B r i t i s h ' on the  o th e r. In  th e  a c tu a l
perform ance Bean s in g le d  out members of th e  audience, hold ing  h is
f in g e rs  cam era-sty le  as he framed them. Thus, he would choose a male
on one s id e  f o r  th e  l in e ;

GUT to  B r i t i s h  O ff ic e r , young man w ith  
b lue  eyes

and sweep to  a fem ale on th e  o ther f o r ;
CUT to  c lo se  up, Mrs. Boring

" I  love  you, k is s  me hold  me you make
me f e e l  so *

a l iv e  and I  g ive n o t a f ig  fo r  convention.
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an a c tio n  which caused as much m irth  a t  th e  la d y 's  amused d iscom fitu re
as a t  th e  a c tu a l l i n e s . _ . ________ .. _

In  f a c t ,  as th e  f i r s t "  n ight”'drew n earer, Finney, because of h is  
many o ther commitments, was s t i l l  s tru g g lin g  w ith  th e  words o f h is  
long and demanding r o le .  He was not a t  a l l  w orried  by t h i s ,  saying 
th a t  he needed a weekend f re e  of o th e r p lays when he would be ab le  to  
absorb th e  l in e s  'b y  o sm osis ', b reaking th e  speeches in to  sec tio n s  and 
developing them as n a r ra tiv e  -  *I l ik e  to  t e l l  a s t o r y ' . He was 
w ord-perfect fo r  th e  f i n a l  Dress R ehearsals d e sp ite  a l l  th e  p re ssu re s , 
and sev e ra l re w rite s  by th e  au th o r. His re sea rc h  f o r  th e  ro le  
inc luded  a v i s i t  w ith  Reeves to  th e  BBC s tu d io s  to  see a f ilm  document
a ry  on Joim Houston. Reeves, to o , had been read ing  a book on m oral 
am biguity in  H ouston's f ilm s , which seems ap p ro p ria te  in  view of 
B ean 's own s e lf -d e lu s io n , though Reeves d id  no t p re ss  t h i s  p o in t in  
re h e a rs a ls .

As he f i n a l ly  appeared, in  dog-tooth  ja c k e t, g rey  tro u s e rs ,  
yellowy-brown b o o ts , w ith  whitened h a i r ,  and smoking a long c ig a r , 
Finney made a s tro n g  im pression on audience and c r i t i c s .  John 
Barber wrote th a t  th e  p lay ;

' p rovides A lb ert Finney w ith  a joyously  se ized  o p p o rtun ity  to  
d ep ic t a l io n -h a ire d  and trum pet-voiced d ir e c to r  of th e  Ford- 
Houston ty p e , who galvan izes h is  team w ith  th a t  shameless 
au d ac ity  and charm th a t  Jewish people c a l l  chutzpah. 70.

and Jack Tinker ex u lted ;
How long have I  been crying -  and in  what w ilderness I -  th a t
A lb ert Finney i s  our f in e s t  modern c h a rac te r  a c t o r ? . .  I t
i s  a performance b u rs tin g  w ith  comic w it and n o v e lty , exploding 
w ith  megaton power. 71.
These two f in e  performances in  th e  major ro le s  dominated the  

p lay  as Wood had in tended  them to ,  y e t bo th  a c to rs  were im pressively  
concerned w ith  th e  q u a li ty  of th e  ensemble, g iv ing  advice and help  to  
th e  le ss-ex p e rien ced  c a s t members, and making many c o n stru c tiv e  
suggestions on th e  shape of th e  p roduction  w ithou t being o b tru s iv e .

Reeves d ire c te d  th e  two c o n tra s tin g  p a r ts  of th e  p lay  d e f t ly  and 
s k i l f u l ly .  He and W illiam  Dudley, th e  d esig n e r, d id  not fo llow  
Wood's s tag e  d ire c tio n s  f o r  th e  opening of th e  f i r s t  a c t  (th e  sound 
co llag e  was p layed  as th e  audience en te red , w ith  Joe V eria to  sea ted  • 
a t  th e  ta b le  -  th e  voices of Hollywood's p a s t is su e d  from h is  mind, 
echoes of th e  t r a d i t io n  from which he i s  unable to  f r e e  h im self 
im ag in a tiv e ly ), and s e t t l e d  in s te a d  f o r  two ta b le s  pushed to g e th e r 
and surrounded by c h a ir s . This seemed to  me a bad m istake , and I  
wrote to  Reeves follox-dLng one o f th e  previews ;

The s e t ;  What has happened to  th e  ' c h a irs  of p l a s t i c  and 
s t e e l  on th ic k  p i le  c arp e t of brown w ool'?  And th e  'g la s s  ta b le  
w ith  tu b u la r  s t e e l  le g s '?  We should see an a i r  o f p lushness to
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c o n tra s t ivith th e  r e a l  working cond itions in  Act I I .  S urely , 
i t ' s  s t i l l  p o ss ib le  to  g e t something b e t te r  o r , a t  l e a s t ,  cover 
th o se  two t a t t y  ta b le s  w ith -g reen  b a ize  o r som ething. - S h o u ld n 't 

i'::— Wes. be s e t t in g  out snazzy fo ld ers- ( Jo e 's  s p e c ia l i ty )  to  match 
th e  p e n c ils  etc?  And p la s t i c  cups a re  r e a l ly  f o r  G affers and 
lower orders on s e t .  Good though th e  business o f smashing one 
i s ,  th ey  d id n 't  seem r ig h t  to  me.

The reason  was, of course, f in a n c ia l ,  bu t th e  American executive  s ty le  
might have been aimed f o r ,  and could have succeeded w ith in  budget 
r e s t r i c t i o n s .  However, in  Reeves' p roduction , Sy. Holmesbagger's 
slow se rio u sn ess  c o n tra s ted  w ith  V e r ia to 's  n e u ro s is , and S ir  F lu te  s a t  
away from th e  ta b le ,  more of an onlooker, th e  o u ts id e r  from th e  Old 
World. The s ty le  of p lay ing  was re lax ed  and n a tu r a l i s t i c ,  and Reeves 
had to ld  th e  a c to rs  to  p la y  to  th e  au d ien ce 's  re a c tio n s  to  heigh ten  
th e  comedy, a t  th e  same tim e cueing t h e i r  l in e s  q u ick ly  (Stephens had 
complained a t  th e  slow pace in  one re h e a r s a l) .  Sy. was to  be th e  
only  slow c h a ra c te r , th e  o thers  were to  speak qu ick ly  and b u ild  th e  
comedy. In te rsp e rse d  w ith  th e  dialogue was an in te r e s t in g  o rc h e s tra 
t io n  of th e  use of p e n c ils , paper, p l a s t i c  mugs, th e  moving of c h a ir s ,

-  and a f l u i d i t y  of movement around th e  ta b le ,  w ith  su b tle  and e f fe c tiv e  
changes of rhythm. Again, th e  v is u a l  im pact, t h i s  tim e of th e  
c h a rac te rs  them selves, seemed lack ing  in  d e f in i t io n .  ]ŷ y l e t t e r  
continued:

The costumes: They d o n 't  look American enough -  th e re  i s n ' t
a bow t i e  in  s ig h t ,  and th e y 'r e  no t 'p o sh ' enough. W esley 's 
w hite c o l la r  d o e sn 't look r ig h t  somehow. The s u i t  i s n ' t  r e a l ly  
good enough fo r  him to  know how to  wear. C arl should  look 
much more l ik e  B recht -  even r im less  sp ec tac le s  would h e lp .
Pat and Mickey d o n 't  look r ig h t  e i th e r .  One should  have a 
W este rn -s ty le  checked s h i r t  and one should look l ik e  Mans on, o r 
a t  l e a s t  have a lo n g -h a ired  wig and a beard , w ith  hippy emblems 
sewn on th e  denim, or badges l ik e  »I voted  f o r  McGovern' a l l  
over-him .

The second a c t  was much more com plicated v is u a l ly ,  and in  terms
of movement. At one end of th e  ac tin g  .area a w ater ta n k  about s ix
f e e t  h igh  had been e re c te d , and to y  boats were s a i l in g  on i t  to  make
a sim ula ted  model of Boston Harbour. A o n e -in -fo u r ramp had to  be

/
-c lim b ed  to  reach  th e  top  of th e  tan k , and th e re  was a stockade on 

——e i th e r  s id e  of i t ,  and a t  th e  r e a r .  S evera l b a r re ls  had been s e t  
o u t, and planks were p laced  so th a t  a c to rs  could reach  th e  Diorama 
a g a in s t which a l l  th i s  was s e t ,  and which tw ink led  w ith  s ta r s  when 
th e  a c t  opened. The f lo o r  was covered w ith  p la s t i c  g ra s s ,  complete 

_ w ith  mud t r a c k s .  Cannons p o in ted  towards th e  s tockades, and a b a t te ry  
o f l i g h t s ,  s p e c ia l e f f e c t s ,  and props were s e t  to  th e  r ig h t  o f them 

f o r  c inem atic  purposes. A one m etre deep trap d o o r was provided in  
f r o n t  of th i s  s e t t in g ,  and was used l a t e r  by v arious te ch n ic ia n s  

during  th e  film in g . A ll  th i s  had been s e t  up in  f u l l  view of the*
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audieace by an anny of stage-hands during th e  in te r v a l ,  xfnile a t r i o ,  
dressed  and made np to  lopk_JLike ,th.e_ famous p a in t ing »The- S p i r i t  of 
*76* played such a i r s  as * Yankee Doo'ile* and * B r i t i s h  Grenadiers* on 
f i f e  and drums. These stage-hands, c a lle d  *grips*  in  film -m aking, 
p lay  an in c re a s in g ly  im portant p a r t  in  th e  development of th i s  
a r t i s t i c  ven ture  in to  a v io le n t b a t t l e  between th e  r e a l  workers and 
p r a c t ic a l ly  everyone e ls e .

In  perform ance, th e  ro le  of th e  G affer, a d is ru p tiv e , fo u l-  
mouthed le ad e r of th ese  ra n k -a n d -f ile  te c h n ic ia n s , becomes much 
more c le a r ly  th e  p iv o t of th e  a c tio n  between th e  uncommitted apathy  
of S i r  F lu te  and the  overbearing d riv e  of Bean. As th e  a c t  develops, 
more and more ex tra s  a r r iv e ,  d ressed  in  e ig h teen th -cen tu ry  costumes, 
and th e  f lo o r  becomes festooned  w ith  th e  ropes and cab les of th e  
te c h n ic ia n  army. When, ju s t  befo re  th e  end of th e  p lay , Sy and 
Wesley a r r iv e  to  stop  th e  f ig h t in g  and film in g  and th e  v io le n t  b a t t l e  
now rag ing  between g rip s  and a c to r s ,  th ey  to o  wear red  coats  over t h e i r  
everyday c lo th e s , and provide an echo of th e  B r i t i s h  Army a r r iv in g  to
sto p  th e  e ig h teen th -cen tu ry  renegades. Reeves found th i s  h in tin g  a t

!
h i s to r i c a l  events a major d i f f i c u l ty .  His main concern was to
c l a r i f y  any a b s tra c tio n  or necessary  h i s to r i c a l  re fe re n c e , say ing :

C harles has w r it te n  i t  a b s t r a c t ,  e .g .  G affer as Putnam, but t h a t  
couldn*t p o ss ib ly  happen. The audience needs to  be c le a r ly  to ld  
about i t .

Few v e s tig e s  remain of th i s  * ab strac tio n *  in  th e  t e x t ,  and Wood has 
tended  to  drop s p e c if ic  a llu s io n s  to  events in  favour of more g e n e ra l 
sta tem en ts  and a c tio n s , such as th e  one ju s t  d e sc rib ed . Reeves had 
a lre ad y  ta ck led  th e  problem of c la r ify in g  th e  w e lte r  of f a c tu a l  
in fo rm atio n  in  H to  make i t  a cc e ss ib le  to  an aud ience . The problem 
would have been insuperab le  in  **Washingbon'* s in ce  i t  i s  no t ju s t  a 
p lay  about c e r ta in  events and t h e i r  e f fe c ts  on p e r s o n a l i t ie s  as H 
was, b u t a p lay  about th e  making of a f ilm  about h is to ry ,  re q u ir in g , 
id e a l ly ,  an audience w ell-v e rsed  in  th e a t r i c a l  method, cinem atic  
tech n iq u e , and having a good grasp of h is to ry .

A part from th e  long catechism s of S i r  F lu te  and Bean, th e  
G affer*s v io le n t and chao tic  d is ru p tio n  o f an uneasy sense of o rd er, 
th e  g radual c lu t te r in g  of th e  a c tin g  a re a , and Bean*s *Gut* speech, th e  
main dram atic moment in  th i s  a c t  i s  th e  fu s io n  o f f ilm . R evolu tion , and 
p la y , in  th e  c lim ac tic  a c tio n . The bayo n ettin g  o f “Bean had caused 
some d i f f i c u l t i e s  in  re h e a rs a l s in ce  Reeves had wanted a sense of 
im paling , bu t th e  bayonet a c tu a l ly  sup p lied  had to  be used w ith  a 
s la sh in g  a c tio n . Dudley had a lso  c a lle d  a h a l t  to  re h e a rs a ls  in  
costume f o r  th i s  a c tio n  because th e  use of s tag e  blood would be
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ru in o u s. Reeves arranged th e  ta b le a u  of Bean*s death  to  resemble
as f a r  as p o ss ib le  ,th s  f ilm  loop - (which xms b ased  .on.Trumbull*-s-------------
p a in tin g  showing Major P i tc a irn  being  c a r r ie d  from th e  f i e l d ,  
m o rta lly  wounded, in  th e  f i n a l  a c tio n  a t  Breed *s H ill in  1776). The 
ch arac te rs  were asked to  respond as a c to rs  to  t h e i r  d ir e c to r  *s death , 
bu t to  continue to  a c t so as to  ensure th a t  th e  f ilm  was as w e ll sho t 
as p o s s ib le . I  was never happy w ith  th e  production*s f in a le ,  and 
made th e se  suggestions :

There was f a r  too  much happening in  th e  f i n a l  scene. Bean 
should be moving up towards th e  Diorama and be between the  s to ck 
ades, i s o la te d .  The no ise  of th e  so ld ie r* s  e n try  can make him 
tu rn  round, and we could then  a l l  see th e  bayonet go in  and come 
o u t, th e  s o ld ie r  r e t r e a t in g ,  and Bean l e f t  m a je s t ic a l ly  alone to  
do a 30-second s tag g e r in to  h is  ta b le a u  p o s i t io n  -  p re fe ra b ly  
w ith  every th ing  e ls e  dimmed and Bean in  a fo llow  spo t (we*re 
w atching an a c to r  d ie  in  th e  th e a t r e ) .  I t* s  a p i ty  th e re  i s n ' t  
film - o f A lb e rt dying on screen  in  th e  same way (a lone) so th a t  
th e  f i lm  and th e a t r i c a l  images a re  one, and th e  audience i s  
a b so lu te ly  c le a r  about what has happened. When he f a l l s  in to  
th e  ta b le a u , th e  f ilm  loop could th en  be p ro je c te d , and eveiyone 

y -in -th e  ta b le a u  could do a slow tu rn  to  r e g i s te r  i t ,  th u s  t e l l i n g  
th e  audience th a t  i t  i s  th e re . I t  was t o t a l l y  confusing to  look  
a t  th e  f ilm  ( d i f f i c u l t  to  see w ith  l ig h ts  on) and to  l in k  i t  
w ith  B ean 's death . Then th e  l ig h ts  could come back on the  group 
and th e  p o in t would be made very  c le a r ly .  There needs to  be a 
fa n fa re  or something to  p o in t up Dan's en tran ce , and he should 
tak e  up a prominent p o s it io n  where w e 're  expecting  a S av io u r 's  
wisdom b u t only g e t th e  pipe gag. Perhaps Bean could be - 
c a r r ie d  out by a cortege le d  by th e  G affer (or a couple of S t .  
John 's  Ambulance men) w h ils t a l l  th e  d e f la to ry  l in e s  a re  being 
s a id .

Perhaps, however, th e  l a s t  word should be given to  A lb e rt Finney, who 
emphasised th e  g u lf  between le is u re d  th eo ry  and time-consuming p ra c t ic e  
when, he c r ie d  out a t  an e a r ly  re h e a rs a l  fo r  th e  f i n a l  ta b le a u :

T o -h e ll w ith  S ta n is la v sk i, i t ' s  th e  end o f th e  p la y .
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CHA.PTER V I. 

CONCLUSION.

*I u se d  t o  b e  r e l e v a n t ,  b i t in g , - n e w .  Now a l l  I  can  b e  i s
amusing. '

F o r t h e  c r i t i c ,  Gordon M a p le /C h a rle s  W ood's s ta te m e n t  i s  a t t r a c t i v e l y ,  

b u t  d e c e p t iv e ly ,  s im p le .  I t  w ould be  a n  e a sy  m a t te r  t o  a g re e  w ith  i t  

s in c e  t h e r e  does a p p e a r  t o  be a  sw ing away from  t h e  b i t i n g  s a t i r e  o f  

Dingo t o  t h e  am using b la n d ish m e n ts  o f  "W ash in g to n " . C o m p lic a tio n s  

a r i s e ,  how ever, when th e  c r i t i c  em erges from  b e h in d  th e  (v e ry  n e c e s s a ry )  

d e fe n s iv e  b a r r i e r  o f  s p e c i a l i s a t i o n  on a  p a r t i c u l a r  them e t o  c o n s id e r  

th e  w id e r  c o n te x t  o f  W ood's o u tp u t a c ro s s  th e  m ed ia .

Appendix: E (see p .232.) gives a ch ro n o log ica l o u tlin e  o f th e  
a u th o r 's  work, and a glance a t  i t  shows th a t  th e  su b je c t of war and 
s o ld ie r s ,  v a s t though i t  i s ,  i s  bu t one fa c e t  of a complex and v a rie d  
achievem ent. To be re le v a n t, b i t in g  and new fo r  one g en era tio n  i s  o ften  
to  be d u l l  and obvious to  an o th er, and, in te re s t in g  .as th e  e a r ly  Army 
p lays and Dingo were, th ey  a re  f a s t  becoming s ig nposts  to  a receding  
p a s t .  H b i t  o cca s io n a lly , bu t not so sh arp ly , i t s  re lev an ce  to  th e  
la te  60s was d o u b tfu l, and i t  was too  V ic to rian  in  con tex t to  be new.
By th e  tim e  "W ashington" a p p e a re d . W ood's s a t i r e  was l e s s  c o n t r o v e r s i a l ,  

and  th e  o v e r a l l  e f f e c t  was o f  b u f fo o n e ry  and  f a r c e  r a t h e r  th a n  a n g e r =

To c o n c e n t r a te  on th e s e  c r i t e r i a  a lo n e , th e n ,  i n  o r d e r  t o  a s s e s s  th e  

a u t h o r 's  ach iev em en t i s  t o  ig n o re  h i s  m ost a p p a re n t  v i r t u e s ,  w hich l i e  i n  

h i s  im a g in a t iv e  f l a i r  f o r  m aking th e  f u l l e s t  u se  o f  h i s  ch o sen  medium, 

and  i n  h i s  _ command o f  a  r i c h  v a r i e t y  o f  modes o f  lan g u a g e  ; and  t h e r e  have 

‘ b e e n  o th e r  deve lopm en ts w h ich , th o u g h  l e s s  im m ed ia te ly  s p e c t a c u la r  and  

a r r e s t i n g ,  a r e  l o n g e r - l a s t i n g  and  o f  g r e a t e r  r e le v a n c e  t o  t h e  m a tu ra t io n  

o f  a n  im p o r ta n t  w r i t e r .

The te le v is io n  s e r ie s  'D o n 't F orget to  W rite ' (1977/78) had an 
-e a se  and f a c i l i t y  in  th e  w ritin g  which made i t  appear to^be a bland 
'S i tu a t io n  comedy b u t cloaked i t s  r e a l  q u a li ty .  Through th e  episodes 
=Wood developed a probe in to  re la tio n s h ip s  w ith in  a fam ily , and w ith  
- f r ie n d s  and acquain tances of a l l  kinds which explored  a t o t a l l y  
- d i f f e r e n t  k ind of dram atic world from th a t  of th e  p lays and film s 

s tu d ied  h e re , a ca re fu lly -o b serv ed  ' Comédie Humaine' tak in g  th e  p lace  
of sp ec ta cu la r  cataclysm , and gain ing  a new re levance  in  teim s of an  
au d ien ce 's  in t e l l ig e n t response and id e n t i f ic a t io n  r a th e r  th a n  i t s  
shocked and bemused in d ig n a tio n . I t  i s  a su b tle  and a l lu s iv e  drama.
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shoxmig deep compassion fo r  o th e rs , s i l l y  though many of them may b e .
Gordon i s  a r e la t iv e ly 's u c c e s s fu l  middle-aged. ^ i t e r _  who_yiews_tM _____ —
world and, l ik e  most of us t r i e s ,  bu t g e n e ra lly  f a i l s ,  to  understand 
i t s  com plexity, y e t s t i l l  manages to  e x is t  e n te r ta in in g ly  d e sp ite  h is  
doubts and f o ib le s .  In  th e se  s e r ie s ,  to o . Wood has w r i t te n  h is  f i r s t  
ro le  of r e a l  depth and in s ig h t f o r  an a c t r e s s .  Mabel, Gordon's w ife , 
i s  lo n g -su ffe r in g , s l ig h t ly  d o tty  b u t a t t r a c t iv e ly  so , but she 
manages to  cope d e sp ite  a l l  a d v e rs ity , and i s  p re sen ted  lo v in g ly , as 
p a r t  of a d e e p ly - fe lt  r e la t io n s h ip . These developments a lo n e , which 
show th e  au th o r in  a su rp r is in g ly  neo-Chekhovian co n tex t, dem onstrate 
th a t  he i s  o fte n  a t  h is  b e s t when being  amusing r a th e r  th an  s t r iv in g  
to  be consciously  re le v an t and new, and tu rn  Gordon's statem ent on i t s  
head.

I t  i s  f u r th e r  n u l l i f i e d  by an exam ination of film s c r ip ts  as 
w idely d i f f e r e n t  as Wood's ad ap ta tio n  o f P ie rre  S choendoerffe r's  novel 
'F a rew ell to  th e  K in g '(1972) which cap tures a Douanier Rousseau,
Robinson C rusoe-like  world of ex o tic  images in  i t s  p re se n ta tio n  o f 
th e  s to ry  o f a mad re d -h a ire d  Irishm an who has s e t  h im self up as king 
o f a la rg e  t r a c t  of th e  Borneo jung le  a t  th e  end of th e  War, and h is  
in u re s s iv e ly  im aginative  cinem atic trea tm en t o f W agner's l i f e  and 
achievement in  'W agner'(1977). At th e  tim e of w ritin g  (1982) th i s  
l a t t e r  work i s  being film ed by Tony Palmer, and s ta r s  a re ju venated  
R ichard B urton . The f i r s t  d r a f t  of th i s  screen p lay  has no d ia logue, 
bu t f i l l s  a whole book w ith  v iv id  d e sc r ip tio n s  of episodes from W agner's 
l i f e  em bellished  w ith  Wood's f u l l  d e sc r ip tiv e  range. I f  we add to  
t h i s  an o th er new d ire c tio n  fo r  Wood's drama, which he i s  a t  p re sen t 

-engaged in  w ritin g  -  th e  s c r ip t  fo r  a community p roduction  a t  Sherborne, 
under th e  a eg is  o f Ann J e l l ic o e ,  who has been experim enting in  th i s  
idiom w ith  o th e r D orset towns -  i t  i s  c le a r  th a t  th e  m ajor dram atic 
work-he has always promised i s  s t i l l  a d i s t in c t  p o s s ib i l i ty .

Wood, th e  s a t i r i s t ,  d e f la te r  o f h e ro ic  myths, and exposer of 
human inadequacy, has, over th e  y e a rs , developed a wry, o b jec tiv e  
o bserv atio n  of human na tu re  in  a wide v a r ie ty  o f s i tu a t io n s .  He has • 

-employed th e  techniques of th e  c a r ic a tu r i s t  and th e  o i l  p a in te r ,  and, i f  
th e  form er were o r ig in a l ly  too  b lack  and w h ite , he has now re f in e d  them 
in to  a d e f t ,  economic shorthand fo r  conveying c h a ra c te r , and, i f  th e  
l a t t e r  were perhaps to o  in d u lg e n tly  d isp lay ed , th e  screen p lay  of 'Wagner' 
whets th e  a p p e ti te  fo r  a new deployment of th e  k ind  of v is u a l  w ealth  
of 'Flashm an' in  a more c o n tro lle d , bu t no le s s  e x c it in g , way. W ith 
a l l  t h i s  in  mind, Gordon's statem ent seems to  be le s s  and le s s  a ccep tab le . 

I  should  l ik e  to  f in i s h  by quoting  from an in terv iex f w ith  Wood which
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was re c o rd e d  in. 1979, a t  an  e a r l y  s ta g e  i n  th e  developm en t o f  t h i s

DW. I  loiow p e r f e c t l y  w e l l  t h a t , -  h av in g  w r i t t e n  q u i te  a  l o t  on 
y o u r work now, t h a t  I 'v e  nowhere re a c h e d  t h e  c o re .

CW. P erh ap s t h e r e  i s n ' t  o n e .
DW. T h e r e 's  g o t t o  b e .

I  now know t h a t  t h e r e  i s .
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CHARLES WOOD; A CHRONOLOGY OF WORKS.

p re -1961. 'The P rincess  and th e  R i f l e ' . unperfoniied p la y .
'A rth u r Had a Dream '. ” "
'P la s t ic  I g lo o '.  " "
' S tep Short in  F ro n t' .  " " (TV) .

1961. ' 'T ra i to r  in  a S te e l  Helmet ' .  TV p la y .
1962. P riso n e r and E sc o rt. Radio.

'Cowheel J e l l y ' .  "
'Not a t  A H '. TV.

1963. Cockade. New A rts T heatre , London. 1 6 .1 0 .63 . d i r :  
P.Dromgoole.

196b . Tie up th e  B allcock . B r is to l  U n iv e rs ity  Drama Dept, d i r ;
A. Dossor.

1- 'The D r i l l  K -g '. TV.
1965. 'D o n 't Make Me L augh '. RSC. Aldwych T h ea tre , London.

i;.2 .6 5 . d i r .  D .Jones.
'Meals on W heels '. Royal Court T heatre , London. 19.5*65. 
d i r ;  J.O sborne.
'The K nack'. F ilm . d i r :  R .L este r.

! 'H e lp '.  F ilm . d i r :  R .L este r.
19662 F i l l  th e  Stage w ith  Happy Hours. Nottingham Playhouse.

9 .1 1 .6 6 . d i r :  P.Dromgoole.
1967. Dingo. B r is to l  A rts  C entre. 28.1;.67.

Royal Court T h ea tre . 15.11*67. d i r :  G.Reeves.
'How I  Won th e  W ar'. Film , d i r ;  R .L este r.
'The Long Day's D y ing '. Film , d i r :  P. C o llin s  on.

/- -  - 'Drums Along th e  Avon'. TV.
19687“  'L a b o u r '. B r is to l  A rts C entre. 12 .10 .68 . d i r :  D.Weeks.

'The B ed -S ittin g  Room'. Film , d i r :  R .L e s te r .
'The Charge of th e  l ig h t  B rig a d e '. F ilm , d i r :  T .R ichardson. 
'P e t u l i a ' .  unperformed screen p lay . /

1969* g .  N atio n a l T hea tre , London. 1 3 .2 .6 9 . d i r :  G.Reeves.
'F lashm an '. unperfoimed screen p lay s.
'F e l l i n i  S a ty r ic o n '. Film . E ng lish  a d a p ta tio n .
'A B it  of a H o lid a y '. TV. *

1970. 'The Emergence of Anthony Purdy E sq '»  TV.
1971. - 'A B it  of Family F e e lin g ' .  TV.

'C o l l i e r 's  Wood'. K ing 's Head. 1 0 .8 .7 1 .
'H adrian  th e  S ev en th ', unperformed screen p lay .
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1972. V eterans. Royal Court T heatre . 9 .3 .7 2 . d i r :  Ronald Eyre.
'Pocock and P i t t ' .  unperformed screenp lay .
'F a rew ell to  th e  K ing '. unperformed screenp lay .

. 17,-. -  'A B it of V is io n '.  TV.
'Next to  Being a K night' .  Radio.

-, 1973. 'F o x e s '. unperformed screenp lay .
I 97U. *A B it  of an Adventure I TV.

'Mntzen a h '.  TV.
; - 'D eath or G lory B o y s '. TV.

'The Merry Widow'. unperformed screenp lay .

1975. 'J in g o '.  ESC. Aldwych T heatre , London. 19 .8 .7 5 .
d i r :  R ichard Eyre.

1976. 'The S c r i p t ' .  Hampstead Theatre Club.
'Love L ies B le ed in g '. TV.
'N o '. TV.

1977/ 78. 'D o n 't Forget to  W rite . TV.
I  ■ ‘'Wagner ' .  screenp lay .

'C u b a '. Fi]m. d i r :  R .L este r.
!

Has "Washington" Legs? N atio n a l T heatre . 29 .11 .78 . 
d i r :  G.Reeves.
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1 • Author * s Published Texts •

Cockade.

Tie up th e  B allcock,

F i l l  th e  S tage w ith  
Happy Hours.
Dingo. ( I I ) .

Dingo. ( I I I ) .

ik
V eterans. '

in  T ay lor, J .R . ( e d . ) .  New" E n g lish  D ram atists
8. Penguin, 1965.
in  Durban ( e d .) .  2nd P la y b i l l  3 .
Hutchinson, 1973.
New E ng lish  D ram atists 11. Penguin, 1967.

Penguin Modern Playw rights 8 . 1969.
Grove P re ss , New York, 1969.
Methuen New Theatres c r ip t s .  Eyre Methuen, 1978. 
Methuen, 1970.
Eyre Methuen, 1972.

Has "Washington" Legs? Methuen New Theatres c r ip t s .  Eyre Methuen, 1978.

2 . A u th o r's  Unpublished T exts.
(a) S tage P lay s .

( in  a u th o r 's  po ssess io n  un less s ta te d )

carbon copy in  paper co v ers , c.1958.

1; d u p lica ted  copies in  fo ld e r s .  In  possession  
D.Weeks.
Prompt Copy. D up licated , in  f o ld e r .  In  

'p o ssess io n  D.Weeks.
Revised v e rs io n  f o r  'W elfare T h re e ', L iverpool,
1971. h9Pf lo o se . Typed and photocopied sh e e ts .
Photocopy, l6 p . lo o se .
D uplicated . 30p. lo o se , (w ith re v is io n s ) .
Typed sh e e ts , lo o se . Prompt Copy of B r is to l  
v e rs io n , 1968, w ith  p roduction  photographs, 
reviews and programme. In  p o ssessio n  D.Weeks.
D uplicated  v e rs io n  in  red  card  cover. 1i;5 p .
In  po ssess io n  M ichael A nnals.
D uplicated  v e rs io n  in  b lue  card  cover. 125p.
carbon copy in  red  hard  covers; In  po ssess io n  
M essrs. F ra se r  & Dunlop.

' Has - "Washington" L egs? '.carbon  copy v e rs io n  in  re d  hard  covers. 111;p.

(b) T e lev is io n  P lay s .

D uplicated  80p. card  co v ers . 1961. 
D uplicated  72p. card  co vers, 1961;. 
D uplicated  W;p. card  co v ers , undated. 
D up licated , card  covers, 1966.
D uplicated  2l;0p. hard  co v ers , c .1 970.

'The p rin ce ss  and 
th e  R i f l e ' .
'D in g o '. ( l a ) .

'D in g o '. ( Ib ) .

'Meals on Wheels ' •

'T ie  up th e  B a llc o c k '. 
'L a b o u r ',
'L a b o u r '.

' H ' .

'V e te ra n s '.
■ 'J in g o '.

'T r a i to r  in  a S te e l  Helmet' .  

'The D r i l l  P ig . '
'S te p  Short in  F r o n t . '
'Drums Along th e  Avon. '
'The B unker'.
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'S t ic k  Man*.
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D uplicated  v e rs io n , approx. ?0p. card  covers 
undated.

Next to  Being a K night*. D uplicated  v e rs io n . 30p* 1972.

(d) F ilm sc r ip ts . 

'The Knack'.

'How I  Won th e  W ar'.

'The Long D ay's D y in g '.

'The B ed -S ittin g  Room'

'The Charge of th e  
l ig h t  B r ig a d e '.
'F lashm an '.

'P e t u l i a ' .

\ '
'F e l l i n i  S a ty r ic o n '.

_ 'Chips w ith  Everything*

Approx. 200 typed s h e e ts , d iso rd e red  & lo o se , 
of v arious screenp lay  v e rs io n s , in c lud ing  one 
by M ichael H astings. 1961;.
F i r s t  d r a f t  sc reen p lay , card  co vers. 89p.
D uplicated  v e rs io n  of 'A Film  by R ichard L e s te r , 
Screenplay by Charles Wood, From th e  Novel by 
P a tr ic k  Ryan. Copyright Petersham  Films L td . ' 
card  covers, 1967.
D uplicated  v e rs io n  of 'S hooting  S c r ip t ,  7 th  
November, 1967. From th e  Novel by Alan W hite. 
Junction  Films L td . Twickenham. ' card  covers.
S ev era l loose  d u p lic a ted  v e rs io n s  of screenp lay , 
inc lud ing  o r ig in a l  sc reen p lay  by John Antrobus, 
and a to u rin g  v e rs io n  o f th e  p la y s c r ip t . c . 1968.

'Paste-U p s c r i p t ' .  D up lica ted , in  card  covers.

D uplicated . 'Flashm an. 1 s t  d r a f t  August, 1 969, 
re v ised  O ctober, 1969 .' card  covers.
F i r s t  d r a f t  of a sc reen p lay  based  on a screen 
p la y  by Barbara Turner. D u p lica ted , undated.
I t a l i a n  v e rs io n  in  cardboard f o ld e r ,  
t r a n s l i t e r a t io n ,  lo o se . 79p.

Wood's

F i r s t  d r a f t  sc reen p lay . D up lica ted , hard  covers, 
undated.

'H adrian  th e  S e v e n th '. F i r s t  d ra f t  sc reen p lay , g rey  card  covers. I66p.
F i r s t  d r a f t  sc reen p lay , re d  card  covers.
August, 1971. 131 p .
F i r s t  d ra f t  screenp lay  from th e  novel by 
E l l i o t t  Baker. Ju ly  I8 th , 1 9 7 2 ./card  c o v e rs .136p. 
'S creenp lay  by Charles Wood from th e  novel by 
P ie rre  Schoendoerffer. March, 1972, B ris to l^  
Typed, hard covers. 1 l6p .
'F i r s t  d r a f t  trea tm en t f o r  a sc reen p lay  based 
on in c id e n ts  in  'The Game of th e  Foxes * by 
L ad is las  Farago. March, 1973, B r i s t o l ' ,  carbon 
copy, hard covers. 21 Up.

'F i r s t  d ra f t  Screenplay . December 10 th , 197U- 
Based on th e  o p e re tta  and th e  E rn s t L ubitsch  
film ^  Copyright Dino de L a u re n tiis  C orporation ,
197U.' D uplicated , card  co v ers . 11 Up.

' pocock and P i t t ' .  

'F a rew e ll to  th e  King*

'F o x e s '.

' The - Merry Widow ' .
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( d ) ' F i lm s c r ip ts  ( c o n t . )  

'W agner' •

'C u b a '•

'A Film  trea tm en t by Charles Wood. M ilton, 
October, 1977.* D uplicated , card  covers. 208p.
Screenplay , D uplicated , card  covers, 1977.

3 . Primary Sources.
I

(a ) 'How I  Won th e  W ar'.

Ryan, P. How I  Won th e  War. M uller, 1963.
Ib id .  ' Ib id . Corgi, London, 1967.

(b) 'The Long D ay's D ying '.

W hite, A. ' The. Long D ay's Dying. Hodder, London, 1965.

(c) 'The Charge of th e  l i g h t  B rig a d e ,'

Woodham-Smith, C. The Reason Why. C onstable, London, 1953*
Penguin, London, 1958 cIb id .

(d) H.

F o rb es-M itch e ll, W.
!

Forbes, A,
Cooper, L.

Ib id ,

The R e lie f  of Lucknow. F o lio  S o c ie ty , London,
T5S2T
Havelock. M acmillan, London, 1890.

Havelock 1795-1857. The Bodley Head, London^
T ^ . ----- -------- ---------

Jon es-p arry , C apt. S.H. An Old S o ld ie r 's  Memor i e s .  H urst & B la c k e tt ,
london, 18^7.

(e) 'F lashm an '.

MacDonald F ra se r , G. 
Ib id .

U. A r t ic le s .

Page, M.

-Ansorge, P.

Tynan, K.

u n a ttr ib u te d .

Flashman. H erbert Jenk ins, London, 1969. 
Ib id . Pan, London. 1970.

"Charles Wood: 'How I  Won th e  War, and Dingo»". 
L i te ra tu re  and Film Q u a rte rly . Ju ly , 1973.
p . 2 5 6 - 2 6 2 .

"D irec to rs  in  In te rv iew : No.3 . G eoffrey Reeves 
in te rv iew ed  by P e te r A nsorge". P lays and P lay e rs , 
November, 1968,
"Stop th i s  War Game". C harles Wood and R ichard 
L es te r in terv iew ed  by Kenneth Tynan. The 
Observer . 22nd O ctober, 1967.
" In  th e  P ic tu re " . . The Observer Weekend Review. 
19th January, 196U. p.'26J • ,
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-
u n a ttr ib u te d . "In terv iew  w ith  R ichard L e s te r " . Movie 

(London) N0. I 6 . (Winter 1968/69) p . 23. ( l i s t e d  
by Page o p . c i t . ) .

Schneck, S. "John Lennon, p lease  d o n 't  d ie  w hile th e re  i s  
s t i l l  hope % " .  In te rv iew  w ith  R ichard L e s te r  
on 'Hoxf I  Won th e  W ar'. Ramparts Magazine. 
October, 1967.

Tinat t r i b u t  ed. Excerpts from 'How I  Won th e  War' in  F lo u r ish , 
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French, P. "A Myth f o r  our Time". P ro f ile  o f John Boorman. 
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u n a ttr ib u te d . Programme of th e  Royal World Prem iere of 

'The Charge of th e  L ight B r ig a d e '. 10th A p r il ,
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5 . Reviews.

- Dingo.

y Young, B.A. "Dingo". The F in a n c ia l Times. 29th  A p ril ,  1967.

y

y

S h o rte r , E. 

B il l in g to n , M.

"Dingo p le a  i s  m erely ju v e n ile " . The D aily  
Telegraph. 30th A p ril , I 967.
"Ignoble view of war g e ts  h e a rin g " . The Times. 
29bh A p ril ,  1967.
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Joung, B.A.
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"Has "Washington" Legs? 
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King, F .
✓ Young, B.A.
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30th November, 197o. ------------------------------



-239-

V• biblio g ra ph y  ( c o n t . ) .  ..

6 ,  G e n e ra l .

B en jam in , ¥ .

B e n tle y , E . ( e d . ) .  

B i l l i n g to n ,  M.

B o o th , M.R.

B rook , P .

Browne.

E lsom , J .

F i n d l a t e r ,  R .

I b i d .

G elm is, J .

G oorney, H.

G rundy, J .
. I

H ardy, T.

Haynan, R.

I b i d .

H in c l i l i f f e ,  G.

I n n e s ,  C.D.

K a n to r. B la c k e r  & 
Kramer ( e d s . )

K o z in tse v , G.

M ayer & R ic h a rd s  ( e d .)  

McLuhan, M. & F i o r e .  

Morgan ( e d . )

O sborne, J .

T a y lo r , J .R ,

Tennyson, L ord  A.

V inson  ( e d .)

W ard le , I .

W i l l e t t ,  J .

W orth , K.

Understanding B rech t. NLB,London. 1973.
The Theory of t he Modern S tage^ Penguin, 1968.
The Modern A cto r. Hamish Hamilton, London, 1973.
V ic to ria n  Specta cu l a r  T hea tre , 1850-1910. 
Roatledge & Kegan P au l, 19^1 •
The Empty Space. Penguin, 1972.
Playxvright*s T heatre . Pitman, London, 1975.
Post-War B r i t i s h  T h ea tre . Rout ledge & Kegan 
P au l, London, 1976.
Banned. Pan ther, London, 1967.
Ib id . McGibbon &. Kee, London, 1967.
The Film  D irec to r as Supers t a r . Seeker & Warburg, 
London, 1971.
The Theatre Workshop Sto r y . Eyre Methuen, 1981. 

Hardy and th e  S is te r  A r ts .  M acmillan, 1979.

The D ynasts. M acmillan, 1965.
Playback. D avis-Poynter, 1973.
The Set-U p. Eyre Methuen, 1973.
B r i t i s h  Theatre 195 ^ 7 0 .  B lackw ell, London, 197U.
Erwin Pi s c a i w i c s - I  T hea tre . CUP, 1972.
D irec to rs  a t  Work. Funk & W agnalls, New York, 
19707' "

King L ear: The Space o f Tragedy. Heinemann, 
London, 1977.
W estern Popular T h ea tre . Methuen, 1977.
The Medium i s  th e  Massage. Penguin, 1967.
Contemporary T heatre : A S e le c tio n  of Reviews. 
London Mag. E d ., 1 ‘
A B e t t e r  C la ss  o f  P e rs o n . F a b e r  & F a b e r, 1981..

The Second Wave. M ethuen, London, 1971. ■
T en n y so n 's  P o e t i c a l  W orks. M acm illan , London, 
lff99V"................ ..
C ontem porary  D r a m a t is t s .  S t .  James P r e s s ,  
London, T m T
The T h e a tre s  o f  Ge o rg e  D ev in e .C a p e , London, 1978, 
B re c h t M ethuen , London, 196U.
R e v o lu tio n s  i n  Modern E n g l is h  Drama, B e l l ,  1972.



-2^0-

BlBUOGaâPHY -.Ccont4 - , - .-, • -  ____ _ .„ _ , . . . . -----------

7.
Appendix
Inform ation  taken  from 'The Playhouse K idderm inster: A Souvenir, 
19U6-68». 32pp. in  po ssess io n  Mrs. V .C ro fts .
Appendix
Inform ation  and photographs taken  from 'A Souvenir Programme to  
commemorate th e  5 th  A nniversaiy  of th e  Playhouse, K idderm inster' .  Nov.
19 th , 1951. . C heshire & Sons, P r in te r s ,  K idderm inster, in  possession
Mrs. V .C ro fts .
Appendix C.
•m Jr JT m -m ^  ^  ^

Dingo a t  B r is to l  A rts  C entre. Photographs by Bromhead, B r is to l .
O ther in form ation  on th e  p roduction , inc lud ing  accoun ts. A u tho r's  
C o n trac t, and v arious l e t t e r s  a re  in  a fo ld e r  in  th e  p o ssess io n  of
B r i s to l  W atershed.

/

Dingo a t  th e  Royal C ourt. Photographs from Plays , a ^ ^ ] ^ e r 3 ,
January , 1968. '
Appendix D.
'L a s t Stand a t  Gandamak'. from The B r i t i s h  Empire, V o l.2 . n o .19.

Orbis Publish ing  Co.,  London.
(see a lso  V o l.2 . no. 23 fo r  p ic tu re s  and in fo rm ation  r e la t in g  to  th e  
In d ian  M utiny).
'Encampment of Horse A r t i l l e r y  near B alac lava ' ,  and ' Charge o f th e  
L ight Cavalry B rigade ' from 'The Crimean War' ed. Langdon-Davies. 
Jackdaw S e r ie s .  No.11 -

H.
Designs and re sea rc h  m a te r ia l k in d ly  loaned by M ichael A nnals.
A f u l l  l i s t  of designs sup p lied  i s  as fo llow s:
I . -  Sepoys -  22nd N atiye In fa n try . Colour.

‘ 2 . ' I t o  Henry Havelock. (John McEnery). Costume d esig n . Colour.
3« 'Peep Show' scen e iy  designs :

; ' (a)-L andscape.
■--- i ( b  ) I n t e r i o r . (Havelock' s te n t  ) .

(c) House R o lle r  C u rta in .
(d) Ruined House in  Luclcnoif.
(e) F ie ld  H o sp ita l.

. ( f ) B a t t le .
(g) S tr e e t  in  Lucknow. '

U. R o lle r B lind  C aptions.
5 . Mrs. Jones P arry  and Timothy. Costume design . C olour.
6 . Clouds c lo th . S e t 16.
7. F orestage f l a t s  and header.
8 . B ibighur hanger and French f l a t .

Cawnpore on th e  Ganges.
9 . The Transform ation scene, k  p a in tin g s .
P roduction-photographs by Zoe Dominic.
8 . Miscella n e o u s .
V ideotape o f te le v is io n  showing of 'The Charge o f th e  l i g h t  B rigade ' .  
B r i s to l  P o ly techn ic  L ib ra ry . , .
C asse tte  tap e  of a conversa tion  w ith  Charles Wood, M ilton , 2.5*79* 
in  p o ssess io n  D.F.Weeks.


