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ABSTRACT 

This dissertation sets out to analyze the manner in which the writers of dramatic fiction 

deconstruct the mythology and ideology of the private boys' boarding school in their 

work. It also seeks to interrogate the sociological and philosophical notions that underpin 

this fictional work. The central thrust of this dissertation is to explore the representation 

of the private boys' boarding school experience on the South African stage, with 

particular reference to writers whose work reflects their personal experiences within such 

institutions. 

Private boys' boarding schools promote the ideology that they provide a supenor 

education based on liberal and democratic principles. These institutions supposedly 

oversee the development of the individual's mental, physical, spiritual, cultural and social 

education. The projected ideology of the private boys' boarding schools has become 

entrenched and has manifested itself as a pervasive mythology, which glorifies and 

glamourises the social reality of such institutions. 

This mythology is challenged and refuted by the appropriation of various sociological, 

and philosophical theorists, including: traditional Marxist critiques such as the theories of 

Samuel Bowles and Herbert Gintis (1976); structuralist theories such as those proposed 

by Louis Althusser (1971) and Antonio Gramsci (1971), whose notions of hegemony 

carry much relevance when considering private boys' boarding schools; and finally, 

Michel Foucault's (1977) theories of power and power hierarchies (Lotringer, 1989; 

Smart, 1985). 

Since South Africa's democratization in 1994, a number offictional works have emerged 

that have engaged with the social reality of private boys' boarding schools. Most 

notably, two plays, Anthony Akerman's Old Boys (2000) and John van de Ruit's War 

Cry (1999), have highlighted issues surrounding private boys' boarding schools in South 
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Africa. Together with a variety of texts written for different medi~ these works have 

formed a critical base that, to some degree, has undermined the supremely positive 

resonance of the entrenched private school mythology, and in so doing, challenge the 

projected ideology. This dissertation's prime focus is on South African private boys' 

boarding schools; however, it also includes texts that articulate the social reality of 

private education in England and America. These texts are relevant firstly because the 

South African private schools are modeled very closely on the English public school 

system and secondly, because their inclusion adds weight and variety to the discussion. 

Important areas of study within this dissertation will be the interpretation of the various 

thematic concerns raised, and character constructions created by the various writers. This 

will be underpinned by the theoretical framework, which analyzes systems of power and 

power hierarchies, and the notion of hegemonic masculinity. Finally, the private boys' 

boarding school will be examined as a site for hegemonic struggle where power and 

privilege are continually contested in a relationship characterized by coercion and 

consent. The critical discourse ofthe fictional texts and its theoretical underpinning will 

be placed in opposition to the elitist mythology ofthe private boys' boarding school and 

the ideology that these institutions espouse. 
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PREFACE 

This is an acknowledgement that one of the key texts used in this dissertation, War Cry, 

is written by the author of this dissertation. The text has been included firstly because it 

articulates the social reality of a South African private boys' boarding school. Secondly, 

it is the only South African text included that identifies the issue of race specifically as an 

important thematic concern. Finally, it offers a contrast to other plays discussed in the 

dissertation as it specifically works against character stereotypes. 

Having personally attended Michaelhouse, and pursumg a career m theatre and 

playwriting, I am interested in the intersection point between these two areas of my 

experience. War Cry is, therefore, a product of that intersection point. In the context of 

my thesis, which centres on the way that writers critique and engage with the private 

boys' boarding school experience, I feel that War Cry forms an essential part of the 

discussion. 

In order to maintain critical distance from the text itself, I, as the writer of War Cry and 

this dissertation, have elected to refer to myself in the third person within the confines of 

the dissertation. 
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INTRODUCTION 

Canon James Cameron Todd, the founder of Michaelhouse 1 
, once stated: "A man's tone, 

moral and spiritual as well as intellectual, is largely determined for life by his school" 

(Quoted in Barrett, 1969:13). This statement illustrates the absolute significance that 

may be attributed to an individual's education, and therefore, and more importantly 

perhaps, points the necessity to interrogate institutions of learning, like Michaelhouse, 

which claim this perspective. This dissertation seeks to unravel the various complexities, 

ideological standpoints and inherent contradictions that exist in institutions characterized 

by religious fervour and an extreme devotion to tradition by analyzing various theoretical 

positions and fictional and dramatic texts. 

Private boys' boarding schools have been a feature of the South African educational 

landscape for well over a century. These schools are amongst the most renowned 

institutions in Southern Africa and the education they offer is highly sought after. The 

principle underlying private boys' boarding school education is that it purportedly offers 

each individual a holistic education promoting the physical, mental and emotional 

development of each pupil. This belief has developed into a widely held private boys' 

boarding school ideology, which will be explored in chapter one of this dissertation. The 

Michaelhouse Chronicle of 1998 quotes Mark Henning, the national director of the 

Independent Schools Council, writing in Education Africa Forum, as saying that "private 

schools have been, and should continue to be living laboratories for educational 

development and initiative" (1998:37). However, in sharp contrast , to the 

overwhelmingly positive perspective on private school education, offered by its 

adherents, amongst whom Henning is one, a sustained and equally vocal body of work 

has emerged, that challenges the moral, spiritual and cultural ethic of these private 

schools. This oppositional work encompasses a broad area of academic study, debate and 

I Michaelhouse is a private boys' boarding school in the Kwazulu-Natal Midlands, established in 1896. 
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representation from sociological and theoretical analysis to popular culture, including 

literature, theatre and film. 

On a fundamentally obvious level, private boys' boarding schools offer researchers, 

sociologists and writers the opportunity to explore a specifically unique system, complete 

with its own norms, hierarchies and power dynamics. However, it is apparent that there 

is a marked difference between the projected institutional ideology of the schools 

themselves and the various dramatic and literary representations of the same social 

reality. These fictional works are largely supported by a vast body of sociological and 

philosophical analysis of private school systems. Brian Gardner, writing about English 

private schools in his book The Public Schools, emphasizes the extremity of the various 

debates surrounding these institutions: "There are few subjects on whom more irrational 

and extreme views are held, than the public schools" (1973: 1). This dissertation concerns 

itselfwith the way in which these extreme views provide a space from which writers may 

explore and interrogate the institutions themselves. 

The South African private schools are direct descendants of the English public schools 

many of which were built over five centuries ago. Schools such as Eton, Harrow and 

Rugby in England were the flag-bearers for later South African imitations. Most of the 

now famous South African private schools - Diocesan College (Bishops) in Cape Town, 

St John's College in Johannesburg, St. Andrews in Grahamstown, and Hilton and 

Michaelhouse in the K wazulu-Natal midlands - were founded by English clergymen and 

educators, eager to spread the elite British educational system to the colonies. Rob 

Morrell, writing about the early development of private schools in the K wazulu-Natal 

Midlands, articulates this connection clearly: 

At Hilton, for example the headmaster Ellis (1878 - 1904) 

vigorously implemented a policy based on the ideas of 

Thomas Arnold, Rugby's headmaster. Prefects were 

appointed and given great powers, the sport, rugby was 

introduced. (1994: 63) 
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In England, public schools were usually viewed by the general public in a positive light, a 

view supported by accounts of these institutions in popular or classical literary works 

such as Thomas Hughes', Tom Brown's Schooldays (1857). The status attached to an 

individual attending these sought after public schools ultimately served to reinforce the 

intense class stratifications prevalent in British society at the time, and attending the right 

school could, and usually would, pave the way forward to financial and social success for 

a young aristocrat. The traditions, idiosyncrasies and even the architecture of these 

famous English public schools were subsequently transplanted, lock, stock and barrel, to 

the southern tip of Africa where they still thrive well over a century later. Much like their 

English ancestors, the South African private schools are still widely regarded as being at 

the pinnacle of education in Southern Africa. 

Education, however, is not the focus of this dissertation, despite the fact that the object of 

this study is a specific mode of education; nor is a detailed sociological or historical 

analysis of private schools in South Africa the primary subject. The central concern of 

this dissertation is how the overwhelmingly positive ideology espoused by these schools 

is challenged dramatically on the South African stage. These dramatic representations, 

which include South African and international plays based on private boys' boarding 

schools, in addition to various academic studies of theoretical significance, stand as a 

counterpoint to the long held and widely believed private school ideology. 

The mediums of film and popular literature and, to a lesser degree, the field of 

sociological study, do much to provide alternative means of understanding social reality 

to a broad mass of people on an international scale. Theatre too, often proves a potent 

weapon in illustrating or challenging the very norms and foundations of society. This 

was aptly demonstrated in Apartheid South Africa, when theatre proved to be a major 

thorn in the side ofthe Afrikaner Nationalists whose desperate efforts to suppress protest 

theatre only served to fan the flames and confirm theatre's power as a revolutionary tool. 

Playwrights such as Athol Fugard, Paul Slabolepszy, and Maishe Maponya, used the 

immense power of the theatrical medium to create an international awareness of the 
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injustices of South Africa's Apartheid regime and in so doing, maybe said to have helped 

bring about its end. In a similar way, popular dramatic works offer a challenge to the 

prevalent private school ideology. 

In England, it was Julian Mitchell's play, Another Country (1982) which began to erode 

the widely held and much loved myth of Tom Brown's Schooldays by sharply revealing 

the argument that: 

The experiences undergone by boys at the great public 

schools, their glories and disappointments are so intense as 

to dominate their lives and to arrest their development. 

From these it results that the greater part of the ruling class 

remains adolescent, school minded, self conscious, 

cowardly, sentimental and in the last analysis homosexual. 

(Connolly, C, quoted in Mitchell, 1982:Frontispiece) 

Another Country created a certain amount of controversy and debate amongst the English 

elite and the play-going public. The play was made into a feature film (1983) and did 

much to create an awareness that the rosy-hued propaganda issued by the schools 

themselves, and widely accepted by the population at large, was at best idealistic and at 

worst a blatant, scandalous lie. Similarly, in the last five years, two plays, both of which 

are based on Michaelhouse, have questioned, and to a certain degree attacked, the glossy 

myth of the private boys' boarding school in South Africa. 

Of major importance in relation to this dissertation, is the fact that the studied 

playwrights are writing from a place of personal experience, having attended private 

boys' boarding schools themselves. One of these writers, internationally acclaimed 

playwright and director Anthony Akerman, premiered Old Boys on the 8th of June 1996 at 

the Natal Playhouse Loft Theatre. The play received positive responses from critics and 

audiences alike;2 at the same time, it was the target of some sharp criticism from certain 

2 A selection of reviews from the different productions of Old Boys appears in Appendix E. 
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members of the Michaelhouse old boys' community. Although the school's name is 

never directly mentioned in the script, the design, costume, use of slang and even a taped 

recording of the school hymn, left few in doubt that the immediate context of the play 

was Michaelhouse in the 1960s. Akerman's own experiences at the school were largely 

negative as he himself notes in an interview: 

It was a powerful institution, one that for four years 

dominated your life, one that I didn't have the strength to 

face up to. After a singularly undistinguished career at 

Michaelhouse, I left and never looked back. They weren't 

the happiest days of my life. (Sunday Times, June 23,1996) 

This reflection is clearly articulated in Old Boys and will be analyzed in chapter two of 

this dissertation. 

Three years later War Cry premiered on the 21 st of September 1999, at the Elizabeth 

Sneddon Theatre in Durban. This award winning play, written by John van de Ruit, (as 

noted in the preface to this dissertation), met with a similarly positive response.3 

Although far less specific in its setting than . Old Boys, War Cry nonetheless uses 

Michaelhouse as its source, the writer having attended the school in the early 1990s: 

The five memomble years I spent at Michaelhouse were at 

the very heart of War Cry. From the moment I began to 

write, I knew it was only a matter of time before I returned 

to the ghosts and wonders of my high school years. 

(The Mercury, February 23,2000) 

The play itself, although based on the same institution as Old Boys, differs markedly in 

that it articulates the private boys' boarding school in a completely different em. One of 

3 A selection of reviews and press material from the different productions of War Cry appears in Appendix 
D. 
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the issues raised in War Cry is the idea of race, which places it specifically in a post

Apartheid South African context. This is a reflection of the writer's context and 

particular agenda. 

Old Boys and War Cry form the foundation of this dissertation, for it is by analyzing 

these plays, written about different eras, by playwrights with contrasting agendas and 

experiences, but with a similar personal connection to the school, that one can begin to 

find a counterpoint to the discourses espoused in and by the private school canon. Other 

fictional works will be interrogated to add weight and offer support and contrast to the 

aforementioned two seminal texts. 

However, before embarking on a literary or dramatic analysis, a sociological and 

theoretical examination ofprivate boys' boarding schools needs to be undertaken in order 

to establish a theoretical underpinning for the analysis of the works themselves. Chapter 

one of this dissertation considers the framework in which the literary or dramatic works 

may be viewed. The chapter begins with a brief analysis of the traditional Marxist 

perspective on education with particular reference to the work of sociologists Samuel 

Bowles and Herbert Gintis (1976). Secondly, chapter one examines Antonio Gramsci's 

notion of hegemony and hegemonic power. Gramsci (1971), writing in reaction to the 

Italian dictatorship of Mussolini in the 1920s and 1930s, highlights the intense 

hegemonic power wielded by education in the socializing of all members of civil society. 

For the purpose of this dissertation, the private school will be treated as a complete 

societal entity and thus, the classroom and dormitory become the spheres of conflict and 

the sites for hegemonic struggle. The Gramscian hegemonic model shall be extended to 

include fellow Marxist structuralist and French philosopher Louis Althusser (1971), who 

draws a strong correlation between elitist education and the reinforcement of ruling class 

domination through ideology. His theories on the Ideological State Apparatus and the 

coercive Repressive State Apparatus,4 coincide with the Gramscian notions of hegemony 

and hegemonic control with direct reference to institutions and institutional power. 

4 Althusser's notions of the Ideological and Repressive State Apparatuses will be explained in chapter one 
of this dissertation. 
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These crucial systems of power and the unique power dynamics within private boys' 

boarding schools will also be examined with reference to Michel Foucault's writings 

around the various discourses of power and institutional control. Foucault undertook 

various studies of power within institutions, most notably his work on crime and 

punishment with reference to the phenomenon of incarceration (1977). These ideas and 

particularly, his theories on power and power hierarchies (Lotringer, 1989 & Smart, 

1985) will be applied. 

Sociological theories of masculinity and schooling will also be explored, with a particular 

focus on sport, identity, homosexuality and the struggle for hegemonic masculinity. The 

brief analysis of masculinity in chapter one is not intended to cover every element in the 

broad field of masculinity and men's studies, but rather seeks to identify the various ideas 

and theories that impact directly on the social reality of private boys' boarding schools. 

These theoretical and sociological ideas will be interrogated with direct reference to both 

the established private school ideology and mythology, and the dramatic representations 

of the private boys' boarding school contained in the various plays, films and novels. 

In the second chapter, a detailed analysis of the thematic concerns of the various texts 

will be contextualised within the framework established by the sociological and 

philosophical theories of chapter one. Chapter three will integrate the character in fiction 

with the debates around masculinity, power and identity. Besides War Cry (1999) and 

Old Boys (2000), the second and third chapters will incorporate other texts that engage 

with the private boys' boarding school experience. Plays such as Julian Mitchell's 

Another Country (1982) and Compton James'sA Crowd o/Twisted Things (1994) will be 

discussed alongside two popular films Dead Poets Society (1984) and The Browning 

Version (1996), and David Sherwin's screenplay If (1968). The novels Iron Love (1999) 

written by Marguerite Poland and Craig Higginson's Embodied Laughter (1998) will be 

briefly discussed in order to explore further the various theories and debates raised in an 

attempt to deconstruct the numerous myths and ideologies of the Sou,th African private 

boys' boarding school. 
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CHAPTERl 

THEORETICAL FRAMEWORK 

Introduction 

Jerry Paquette, writing about alternative agendas in secondary schools, emphasizes the 

importance of not analyzing education and schooling in isolation from wider sociological 

trends: ''Education policy and practice should not be considered outside some framework 

for understanding the major global and popularly understood ideologies of social 

purpose, which drive social policy debate" (1991:20). It is with the above premise in 

mind that this dissertation seeks to structure the theoretical framework into a three-tiered 

discussion of the social reality of private boys ' boarding schools. Firstly, there is a 

widely believed private school ideology or mythology promoted by the schools 

themselves. Secondly, there are a variety of theories around and criticisms ot: that 

particular ideology, formulated by the various philosophical and sociological theorists. 

Thirdly, there are questions about the construction of masculinity that such private 

schools promulgate. 

This study of private boys' schooling, and more specifically the South African private 

boys' boarding school, seeks to establish a sound theoretical framework within which the 

dramatic and literary texts selected may be discussed. The first area of the study concerns 

the constructed private school mythology and its created ideology. The difference 

between these two notions will be explored and their relationship to the sociological and 

philosophical theories will be examined. 

The second element in the theoretical framework will be established by analyzing the 

work of a number of different theorists . The official and popularly accepted private 
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school ideology, as projected by the schools themselves, will be interrogated using the 

notions of Marxist sociologists Samuel Bowles and Herbert Gintis (1976), who studied 

capitalist education in America in the 1970s. The structuralist theories of Louis Althusser 

and Antonio Gramsci's theories of hegemony and hegemonic control, will be directly 

applied to the institutional social reality of private boys' boarding schools. Michel 

Foucault's theories on power and the specific discourses of power are utilized to deepen 

our understanding of the complexities of the power structures in operation in societal 

institutions. These notions are easily appropriated in relation to the institution of the 

private boys' boarding school with its inherent power dynamics and specific hierarchies 

of power. It is important that these strata of power dynamics are established before 

engaging with the texts themselves in order to understand the constructions ofthe various 

writers. It should be noted, however, that the aforementioned theorists were not 

necessarily writing with direct reference to private boys' boarding schools; elements of 

their theories have been appropriated and adapted to the specific private school 

perspective. 

The final stream of analysis in this chapter is an exploration of various themes in the field 

of masculinity and men's studies. Particular aspects from the broad field of masculinity 

will be briefly examined with a specific focus on the concepts of hegemonic masculinity, 

sexuality and sport. This study facilitates a more profound understanding and analysis of 

the writers' creation of character in their respective plays. 

A private school ideology 

Before engaging in a theoretical debate on the social reality of South African private 

boys' schools, it is of major importance to establish the existing ideology projected 

directly by the institutions themselves. Understanding this ideology is important for a 

variety of reasons: firstly, it is this construction that has fOlmed the base of understanding 

of private boys' boarding schools for staff, boys, old boys and indeed, the general public. 

9 



Secondly, it is this very mode of thought around which the various theorists offer 

analysis. Finally, and most importantly, for the purposes ofthis dissertation, it is largely 

against this promoted ideology and constructed myth that the various fictional writers 

create their dramatic and literary work. 

Peter Randall, who studied the specific transplantation of the English public school 

system into South Africa, comments: 

For most it seems adequate to believe at a level of simple 

slogan that private schools are a good thing, manufacturing 

high standards in a deteriorating world and upholding a 

system of values in which such words as integrity, truth, 

duty, morality, service and responsibility feature. 

(1992:112) 

This reflects the commonly held belief and espoused ideology of these institutions. 

Randall, however, emphasizes the point that the initial traditions of the private schools 

were wholly adopted from the English public school system. These traditions, many of 

which still stand today, were swiftly incorporated into the South African model creating, 

in essence, a blurring between actual school history and a pervasive mythology derived 

from their age old English antecedents (1982: 112). A.M. Barrett (1969), in documenting 

the history of a specific private boys' boarding school - Michaelhouse,5 illustrates the 

link between the created traditions and the lived reality. Barrett comments on Charles 

Walton Hannah, one of the school's most celebrated teachers, and how he actively 

attempted to create a mythology about Michaelhouse: 

To be precise about his significance in the school's history 

is extraordinarily difficult, partly because the myth of early 

5 ~or the purposes ~fthis study, the school Michaelhouse, will be used as a representative example of the 
pnvate boys boardmg school system in South Africa. 
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Michaelhouse (the interpretation ofits essential qualities) is 

largely his creation. This is not to say he distorted the 

history ofMichaelhouse in his typescript reminiscences or 

in his conversations with boys and old boys; still less that 

he inflated his own share in the development of 

Michaelhouse. But he was proud of being one of Todd's 

early recruits and retained idealism about Michaelhouse. 

When he spoke of Michaelhouse, therefore, he could not 

speak with detachment but only in terms ofideals which he 

felt the school had achieved or should achieve; and to 

create a myth in this way is to contribute substantially to 

the growth ofan institution's roots. (1969:91-92) 

The above extract indicates that the constructed history is not necessarily based on 

objective reality, but rather on the subjective interpretation of various individuals' 

experiences and perceptions of the schooL 

This notion of a constructed mythology may also be seen in relation to fictional works. 

For example, Brian Gardner, writing about the English public school system, declares 

that "Tom Brown's Schooldays, an extraordinary best seller, did much to shape the idea 

of what a public school should be in the minds of several generations" (1973: 1 03). 

Hughes' fictional account, written in 1857, created a rather glamorous perception of 

private boys' boarding schools and did much to create a mythologised reality around 

private schooling in England. John Wakeford, however, also writing about the English 

public school system, believes that the ideology of the private boarding schools is 

predominantly created by the writings of headmasters and the public image that is 

presented to the wider society (1969:34). For the purposes ofthis dissertation, the private 

school ideology is defined as the projected image and the stated intentions of the school 

itself On the other hand, the private school mythology is defined as the widely held 

belief in the aforementioned private school ideology, and the way in which those that 

support and promote it, idealize the schools' existence. Barrett's definition ofa school's 
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myth or ideology, on the other hand, as being the interpretation of its essential qualities 

(1969:91-92) is reiterated by Randall (1982) who emphasizes the abstract concept oftone 

and concludes that it is, indeed, an indefinable construct that somehow incorporates 

similar abstract ideals such as spirit, standards and aura - although to many it quite simply 

represents mere sporting and scholastic achievements. He concludes that the entire 

concept becomes somewhat farcical when a school's overall tone can be judged on the 

strength of hymn singing in assembly (1982:121-2). It may be plainly argued then, that 

the mythology around private school education and life is not the result either of actuality 

or haphazard chance, but rather the result of a careful construction by prominent figures 

within the institution designed to foster the development of this ideology in order to 

elevate the institution above that of an ordinary school. The traditions contained within 

this mythology are reinforced through many fictional accounts of boarding school life 

and the active documentation of a uniform tradition by teachers, headmasters and old 

boys alike, and thus is born and sustained a perception which easily becomes entrenched 

as mythology. 

Wakeford, however, asserts a slightly more cynical view in comparing the development 

of private school ideology to that of the public relations of a corporate entity: 

They are dependent on public relations to attract the custom 

of their potential clients. Their school magazines and 

publications for past pupils, various public performances, 

speech days and exhibitions and the school prospectus and 

brochures all to some extent present an official ideology. 

(1969:34) 

This is reinforced upon perusal of, for example, the Michaelhouse Chronicle of 1997, 

which is immediately engaging by its cover photograph6 taken of the old school, 

conjuring up an image of tradition and haunting beauty. The keynote speaker for the 

1996 school speech day was the former Anglican Archbishop and icon of the South 

6 See Appendix F for a copy of this photograph. 
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African libemtion movement, Desmond Tutu, an interesting choice considering the fact 

that the school itself never openly opposed Apartheid and, with its exorbitant school fees, 

primarily educates the children of the white elite. This is a direct example of the 

intention to present the image of the school as an outwardly libeml and progressive 

institution despite its conseIVative core. The glossy pages of this school magazine are 

filled with stories and photogmphs of the school's success in a broad mnge of subjects, 

from sporting to academic and cultural. It is obvious that such a publication is designed 

primarily to advertise the school and secondarily to document its achievements. It is 

exclusively positive and intended to be congratulatory. While this is, in itself, not 

necessarily problematic, and is certainly considered standard practice in any field of 

business where advertising and self promotion are central elements, it is nonetheless a 

carefully calculated image that in itself does much to construct a myth around the school. 

This myth consciously and delibemtely ignores any potentially negative aspects that may 

threaten this apparently harmonious reality. It is this mythology that the writers are 

seeking to deconstruct. 

The final word, however, should perhaps go to the character of Gerald Everett, the 

headmaster in War Cry, who articulates the difficulties of leading a private boys' 

boarding school. His conversation in the following extract is with Steven Ball, a forward 

thinking English teacher. Everett posits the importance of the school's reputation and the 

general public relations of the school: 

Everett: Steven, I have to justify these fees. (Lifts his 

financial report) Forty thousand Rand a 

year and rising fast ... One thing goes wrong 

and that telephone doesn't stop ringing! 

Parents, old boys, board of governors - even 

the bloody Anglican Bishop. Those people 

out there expect perfection! 
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Ball: 

Everett: 

You aren't giving them perfection Gerald -

you're lying to them. 

Steven - they don't want to know the truth. 

(van de Ruit, Unpublished manuscript, 1999:64)7 

A Sociological Model 

Liberal Humanism and Marxism 

Before engaging in a discussion of the Marxist structuralist paradigm, the traditional 

liberal humanist understanding of education, which is fundamental to the private school 

ideology, needs to be interrogated. While it is not generally articulated as a specific 

theoretical paradigm, liberal humanism forms the nexus point against which the ideas of 

Antonio Gramsci and Louis Althusser are formulated.s It is plain to see that the private 

school ideology is strongly aligned with liberal humanist ideals on education whereby the 

supposed promotion of each individual is of paramount importance. Private school 

education, in its emphasis on concepts such as diligence, competition and the ever

present lure of potential success could, in many ways, be seen as the epitome of the 

liberal humanist ideal of education. 

Antonio Gramsci (1971), on the other hand, in his writings on capitalist education, clearly 

demarcates the difference between what he terms the functional school and the more 

prestigious classical school. These latter schools serve the interests of the ruling class by 

7 All future references to War Cry are by page number and refer to the manuscript attached in Appendix A. 
S Haralambos defines liberal-humanist education as attempting to foster "personal development and self
fulfillment It encourages the individual to develop his mental, physical, emotional and spiritual talents to 
the full ... Academic credentials are awarded on merit in a system of fair competition. In the same way, 
jobs are awarded on merit, and there is a strong relationship between educational qualifications and 
occupational status." (1985:178-179). The notion of a meritocracy is crucial to the mythology around 
private boys' boarding schools in South Africa. 
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educating their children with a curricular emphasis on languages and Mathematics, whilst 

the former teach the children of the massive proletariat the manual working skills that 

ensure and sustain their class status and position. Although Gramsci does not articulate a 

specific position with regards to liberal humanist education, it may be argued that liberal 

humanist education constitutes a form of capitalist education since its fundamental 

function is to serve the needs of the capitalist system. 

Marxist sociologists Samuel Bowles and Herbert Gintis also reject the liberal humanist 

educational ideal. However, they do acknowledge that the greatest strength of liberal 

humanist education is its inherently seductive ideology: 

The educational system fosters and reinforces the belief 

that economic success depends essentially on the 

possession oftechnical and cognitive skills - skills which it 

is organized to provide in an efficient, equitable and 

unbiased manner on the basis of meritocratic principle. 

(1976:103) 

The various fictional texts studied in this dissertation reflect this opinion by, either 

directly or by implication, rejecting the liberal humanist notions of education rendering 

them as mere ideological manipulations by the schools themselves. 

Louis Althusser, in his studies on the impact of education on society and the creation of a 

labour force, supports the view of Bowles and Gintis that the most efficient means of 

reproducing the relations of production in a capitalist society is via education (1971: 127). 

Althusser separated the maintenance of state power into two distinct categories. Firstly, 

the Ideological State Apparatus, which contains key ideological apparatuses such as 

education, religion, law and the family. These apparatuses transmit the ruling class' 

ideology through society and are largely in control of the maintenance of the capitalist 

order. Secondly, Althusser highlights the Repressive State Apparatus, which contains 

elements such as the police force and the army. These elements exist as a warning 
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deterrent and are only used in cases of rebellion or deviation from the capitalist system. 

According to Althusser, education is the key socializing element in the Ideological State 

Apparatus and although it claims to serve each and every individual, it is merely an 

ideological tool of the capitalist system: 

Children at school also learn the rules of good behaviour, 

i.e. the attitude that should be observed by every agent in 

the division of labour, according to the job he is destined 

for: rules of morality, civic and professional conscience, 

which actually means rules of respect for the socio 

technical division of labour and ultimately the rules of the 

order established by class domination. (1971 :127) 

This echoes the point made by Bowles and Gintis, that for all its idealistic ideology, 

capitalist education primarily serves the needs of the system, rendering the liberal 

humanist assertion that education is cocooned in the lofty ideals of neutrality, equality 

and self -determination subject to question. 

Private boys' boarding schools construct an ideology to promote and sustain the system 

that gives them power. A Marxist analysis would suggest that such institutions manifest 

an elitism that keeps societal control in the hands of a privileged few at the expense of the 

working class. A Marxist analysis ofliberal humanist education is, therefore, important 

as a theoretical base in which the more complex notions of Gramsci, Althusser and 

Foucault may be grounded. These critical theories provide the framework for analysis of 

the fictional and dramatic texts in chapters two and three of this dissertation. 
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Hegemony and Constructions of Power 

The writings of Antonio Gramsci (1971) are far more directly applicable to private boys' 

boarding schools than the traditional Marxist discourses on education. PJ. Rich, ~ting 

around the ritualism in the English public school system, claims that the subtleties of 

Gramsci's hegemonic theory allow a researcher greater freedom when analyzing 

contemporary social and institutional reality: 

Hegemonic forces a la Gramsci are not only crass class 

pressures or blatant social control. They also include the 

social rituals. In contrast with Marx's rude analysis, a 

Gramscian analysis has room for the small nuances, the 

court dances. Nowhere did such nuances flourish as fully 

as in the public schools. (1989:73) 

Gramsci wrote largely in response to the fascist regime of Benito Mussolini in Italy in the 

1930s and his work draws greatly on that of Karl Marx. Gramsci attempts to understand 

a discourse of power that was by its nature oppressive yet simultaneously fluid and ever 

changing. The unique nature of an exchange of discourse between a controlling group 

and a subaltern group that is, at its worst, extremely coerced yet fundamentally 

consensual, opens up a myriad of possibilities for an academic researcher or social 

theorist. Although Gramsci's hegemonic theory highlights the traditional Marxist class 

stratifications, the concept of hegemony itself creates a dynamic means of studying 

various social formations and groupings. Briefly, Gramsci's notion of hegemony 

suggests that there is a continual contestation of power between the ruling group and the 

subaltern group. This relationship is characterized by the ruling group's use of coercion 

and the consent to that coercion granted by the subaltern group. Such an analysis breaks 

away from the traditional Marxist constructions of class and privilege and impacts on 

society on all levels. According to Gramsci, the societal system is a complex network of 

hegemonic struggles continuing within the greater hegemonic struggle of Marx's 
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historical materialism. Williams, quoted in Harold Entwhistle, highlights the complexity 

ofthe notion of hegemony: 

We have to give a very complex account of hegemony if 

we are talking about any real social fonnation. Above all 

we have to give an account, which allows for its elements 

of real and constant change. We have to emphasize that 

hegemony is not singular; indeed that its own internal 

structures are highly complex and have continually to be 

renewed and defended; and by the same token that they can 

be continually challenged and in certain respects modified. 

(1979:11) 

As Rich (1989) highlights, public schools, or private schools as they are known in South 

Africa, are institutional structures containing various sites of hegemonic struggle. The 

multi-layered infrastructure ofleadership and control creates a subtle network of coercion 

and moral and intellectual leadership. Such leadership does not necessarily begin only 

with the school's headmaster and teachers but often extends well beyond the school itself 

to parents, old boys, the board of governors and various shareholders who may lead the 

school from largely unseen positions. Within the school, the intellectual and practical 

leadership comes under the domain of the teachers, house masters and prefects who fonn 

a network of control over the school by means of consent or coercion. This leadership 

bloc strives to maintain the status quo and to identifY and correct those subjects who 

resist its systematic and hegemonic control. 

The above notion may be illustrated by examining a key practice in private boys' 

boarding schools, namely that first year boys have to provide menial services for prefects. 

Such activities include making beds, cleaning shoes, doing laundry and preparing food 

and snacks for prefects and older boys. In addition, these younger boys are expected to 

behave in a highly respectful, polite and honourable manner as defined by the entrenched 

traditions of the school. This essentially reinforces the hegemony of the leaders whose 
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control depends on obedience to, and possession of pride in, the institution and its 

traditions. The twin pillars of discipline and respect constitute the foundation upon which 

the system rests and is sustained. In Julian Mitchell's Another Country (1982), a play set 

in an English public school in the early 1930s, the new boy Wharton accepts his subaltern 

status with a grim obedience: 

Judd: 

Wharton: 

Judd: 

One reason the proletariat is so exploited, 

Wharton, is its fatal fatalism. The way it 

expects the worst 

Yes Judd 

So don't connive at your own oppression. 

Don't assume that just because you're a fag 

you must be in the wrong. Resist the 

tradition! 

(He pours water out for Wharton) 

Wharton: 

Judd: 

Wharton: 

Thank you Judd. 

From those with the greatest means, to those 

with the greatest need. Not school practice. 

But then school practice is simply designed 

to make people like you say sony the whole 

time. 

Yes Judd. 

(Mitchell, 1982 :32) 
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Wharton, even in the face of the rebellious Marxist schoolboy Judd's attempted 

persuasions to the contrary, refuses to challenge his powerless position within the school. 

His consent is given and he accepts his position, thereby reinforcing the power that others 

have over him, and continuing the cycle of his own oppression. 

In contrast to this, the character of Vaughan Cockburn in Anthony Akerman's Old Boys 

(2000) refuses to 'fag,9 for his prefect Julian Carlyle. His silent rebellion is perceived as 

a major affront to the traditions of the school and, more importantly, as a challenge to the 

foundations of the ruling group's hegemony. Such an action is what Gramsci would term 

counter hegemonic and results in the violent coercion of a brutal caning. Vaughan'S 

rebellion demonstrates the hegemonic flux in such institutions, and how repressive 

apparatuses, such as severe beatings and other punishments, are used to quell any threat 

to the current hegemonic order. Gramsci insists that such repressive measures are only 

used in cases where an individual resists the ruling group's hegemony and usually serve 

as a hidden warning to the subaltern group not to rebel against the status quo (1971 :28). 

As a system, private boys' boarding schools rely heavily on the threat of imposed 

coercion by members of the ruling group. Serious punishments, such as suspension or 

expulsion from the school, are used only in cases of extreme rebellion against the 

school's hegemony. The threat of these coercive forces alone, usually ensures the 

consent of the subaltern group to the ruling group's control. 

Michel Foucault, however, examines notions of power and discourses of power from an 

institutional level. Foucault likens the exercise of power in institutions to the operation 

of a machine in which each individual occupies a different position without ever 

controlling the machine itself (In Lotringer, 1989:234). Foucault's poststructuralist 

notions reject the Marxist structuralist emphasis on historical materialism and entrenched 

class and power stratifications. Instead, he proposes that power is transmitted 

discursively through and by the subaltern class or group: 

9 A term used within many boarding schools to describe the enforced performance of designated menial 
tasks for prefects or older boys by younger boys. 
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Briefly, power is not conceived as a property or possession 

of a dominant class, state, or sovereign but as a strategy; 

the effects of domination associated with power arise not 

by an appropriation and deployment by a subject but from 

maneuvers, tactics, techniques, functionings; and a relation 

of power does not constitute an obligation or prohibition 

imposed on the 'powerless', rather "it invests them, is 

transmitted by and through them. 

(Quoted in Smart, 1985:77) 

The unity of discourse and power is concretized in the formation and creation of an 

institutional truth or normalized action. Power creates a world of inclusions and 

exclusions according to the negotiated discourse ofthe power machine. Foucault (1977) 

emphasizes the fact that the discourse of power can never be absolute and static and like 

hegemony, is in a constant state of flux. Such a fluid theoretical perspective offers the 

researcher a far more flexible platform than the Marxist model from which to analyze the 

inner operations and power dynamics at work within the private boys' boarding school. 

Foucault believes that the exercise of power carries with it an inherent cost (In Lotringer, 

1989). Besides the obvious economic cost, there is a political cost to the maintenance 

and exercise of power. One of the key tenets in the Foucaultian notions of discourse and 

power is that where there is power there is always resistance. Ifpower is exercised too 

violently, the controlling group runs the risk of a revolt or revolution. In David 

Sherwin's screenplay .[((1968), the militant nature of the school's exercised power sparks 

a bloody revolt by some of the rebellious schoolboys, who fire rounds oflive ammunition 

into a large group ofteachers, parents and other boys at the school's speech day parade. 

On the other hand, too little power exercised - in other words ifthere is seemingly a lack 

of authoritative control - may very easily lead to civil disobedience (Foucault, in 

Lotringer, 1989:232). Robert Morrell, however, writing on masculinity and friendship, 

explains that whilst boys commonly transgress the rules and are punished for their 

transgressions, a violent attack on the system as exemplified in .[(is unlikely to occur: 
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Moments of defiance, transgressions of rules, or 

infringement of codes could bring violent recriminations 

and a reassertion of rules. In their response to power 

inequalities and to violence, boys did not challenge the 

dominant masculinity. (1996:62) 

A fundamental question asked by Foucault concerns the way in which power is exercised 

within the machine. His answer is that power is negotiated through a process of 

hierarchical observation, normalizing judgement and finally examination (In Lotringer, 
, 

1989:232). Hierarchical observation excludes the fictional monstrosities of the Orwellian 

"Big Brother" telescreen of Nineteen Eighty Four (1948), or the pervasive societal 

control of Aldous Huxley's Brave New World (1932), in favour of a systematic 

observation and surveillance from within. Returning to the private boys' boarding schoo I 

perspective, both Old Boys and War Cry emphasize the power of masters and prefects. In 

War Cry, the selection of prefects triggers the events that ultimately shape the outcome of 

the entire play. Foucault, however, pointedly identifies the fact that such observation is 

also performed by members of the subaltern group (In Smart, 1985:77). The possibility 

of one's peers performing the function of hierarchical observer is an interesting notion 

when theorizing the private boys' boarding school. It exposes issues such as peer 

pressure, group acceptance and rebellion. The insidious nature of such discourses of 

power is that they maintain the oppressive power structures with very little need for any 

formal and authoritative coercion by the masters and prefects. In Another Country, Judd 

and Bennett are persistently told by their peers to improve their attitude and show some 

school spirit. Although this falls on deaf ears, thereby making these characters 

exceptions to the rule, it is the manner in which the subaltern class generally responds to 

the discourses of power, that entrenches those dynamics at their very roots. 

Normalizing judgement is ostensibly the way in which the machine deals with non

conformists. It is crucial to the system of power that rebellion is not only quelled but that 

those who are instigating that rebellion are brought back in line and conform once again 
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to the system. Foucault believes that corrective regulation frequently takes the form of a 

promotion rather than a punishment (In Lotringer, 1989:233). This is obvious in both 

Another Country and Old Boys, where the respective rebels, Judd and Carlyle, are both 

silenced with their acceptance of a prefectship, which forces them to reform their ways 

and in both cases, undermine themselves. Both boys offer outspoken disagreement with 

the institution of prefectship and therefore, in accepting the position, they not only 

contradict their own moral values but conform themselves to the system. A closer 

inspection of these characters' rebellions will be conducted in chapters two and three of 

this dissertation. 

Finally, examination is the return to the normalizing gaze and the re-establishment of the 

current order, whereby those who placed themselves outside of the system are contained 

within it. The surveillance of hierarchical observation is once more continued and the 

system returns to a position of normality. Foucault emphasizes the circular nature of this 

system of power by observing that the system is complete when there is "subjection of 

those who are perceived as objects and the objectification of those who are subjected" 

(Quoted in Smart, 1985:86). 

The theoretical framework discussed thus far has highlighted four different modes of 

thought with regards to private boys' boarding school education. Those modes are the 

created mythology and ideology by the schools themselves; the Marxist critique ofliberal 

humanist education, as articulated by Bowles and Gintis and Althusser; Gramsci's 

theories of hegemony and hegemonic control; and finally, Foucault and his theories 

around power hierarchies in institutions. 
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Constructions of masculinity in the private boys' 
boarding school 

Introduction 

It would be impossible to formulate a detailed study of an institution such as the private 

boys' boarding school without engaging with some of the theories and notions debated in 

the field of masculinity. On the other hand, the ever-expanding field of masculinity and 

men's studies is too broad to explore fully in this dissertation. Therefore, one key area of 

masculinity studies will be interrogated, namely the theories associated with the 

schooling of boys and more particularly, the making of masculinities within the boarding 

school environment. Within this framework, three particular concepts will be discussed: 

hegemonic masculinity and the struggle for power; sexuality and identity; and, finally, 

the role of sport in the creation of masculinity. These three areas within the enormous 

framework of masculinity studies have considerable relevance when interrogating the 

various playwrights' creation of character and the manner in which the characters engage 

with each other and with the institution in which they find themselves. The creation of 

masculinity under careful surveillance from within the system itself: clearly dictates the 

institution's ideal in terms of the particular form that that masculine creation takes. 

Private boys' boarding schools claim to make boys into men and oversee that particular 

development. Anthony Ardington, the former chairman of the Michaelhouse Board of 

Governors, articulates that particular school's ideal of creating men in his 1996 address 

when he states: 

Let us produce young men who will be good husbands and 

good fathers, good neighbours and good work colleagues as 

well as men who will devote their lives to the service of 

their fellow man and their God. (Michaelhouse Chronicle, 

1997:Foreword) 
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However, what the various fictional writers studied in this dissertation clearly articulate, 

is that the process of an individual's masculine development within such an institution 

does not necessarily result in that individual reflecting the school's ideal of masculinity. 

Hegemonic Masculinity 

R. W. Connell, an authority in the field of masculine studies, highlights the fact that an 

individual's masculinity is continually contested and hence, becomes a site for constant 

hegemonic struggle. His belief is that the relationship between adolescent boys is a 

historically mobile one comprising of oppressive subordination and complicity, which 

ultimately leads to marginalisation (1995 :77). This notion is actively represented in the 

various texts discussed in this dissertation, which carefully document the hierarchies of 

power within the institution and the manner in which that manifests itself in patterns of 

domination and submission. The connection between masculine power and control, and 

the construction of character in the various texts, reveals the impact that hegemonic 

masculinity has on character creation and character interaction within the texts 

themselves. Mike Donaldson, writing about masculinity in Australia, however, defines 

hegemonic masculinity as ''the ability to define the situation, to set the terms in which 

events are understood and issues discussed .... to formulate ideals and define morality .... " 

(1993:645). This notion is concretized in the play War Cry, where the character of 

Merrick Butcher dictates the terms and morality of the dormitory. It is he who decides 

that Anthony Bates deserves to be destroyed and, due to his hegemonic control, is able to 

lead his subordinates Alan Greenstein and Sid Govender into morally reprehensible 

actions. 

Gramsci (1971) stresses that hegemony is transferred through and by the subaltern group. 

This is echoed by Morrell who believes that the boys themselves actively contribute to 

the creation and reinforcement of hegemonic masculinity (1994:57). This is achieved 

through the acceptance of various sex roles and discriminatory values inculcated through 

tradition, stereotyping and homophobia. Jonathon Salisbury (1966), writing about the 
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maturation process of adolescent boys, emphasizes the use of language as a weapon of 

control. He believes that the trading of insults leads directly to hegemonic control or 

subordination (1966:66). This is demonstrated in Old Boys, when Julian Carlyle gains 

the ascendancy over the rugby-playing prefect Miles Carruthers via his intelligent use of 

language: 

Julian: 

Miles: 

Julian: 

(sitting) This is an unexpected honour. 

What are you supposed to talk about when 

you have tea in the cop shop? All the 

floggings you've given out this term? 

House spirit? 

(Without looking up) It's about time you 

showed some house spirit. 

What are you reading Carruthers? 

Milesflashes the cover o/his Western. 

Julian: 

Miles: 

Adrian: 

Julian: 

Miles: 

Have you run out of comics? 

Piss off. 

(louder) Cack! 

Wouldn't you say in the Wild West the 

sheriff was a kind ofprefect? 

(Suspicious) What do you mean? 
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Julian: 

Miles: 

Julian: 

Well he's slow of speech, he runs ajai1, he's 

never very popular and in the end -

I'm going to toyes. lO 

- he never gets the girl. 

Miles grabs his shoes and blazer. 

Julian: Swotting already? 

Miles stops in front of the door. 

Miles: 

Julian: 

Miles: 

Some of us take matric seriously. 

Really? Okay, what did Neville 

Chamberlain say to the British people after 

he signed the Munich pact? 

Get fucked. 

(2000:111-112) 

The trading of insults is a daily occurrence in these institutions. Not only do they 

represent the male adolescent jostling for leverage and intellectual ascendancy, but also 

indicate the calculated and insidious manner in which hegemonic masculinity is contested 

and won. The assumption that hegemonic power is achieved by physical force and brute 

strength is refuted by Salisbury who claims that "Male power works quietly and secretly 

10 A tenn used at Michaelhouse to denote a study cubicle. 
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as an institutional reality in secondary schools. Its power is in its secrecy and taken for 

grantedness" (1966: 18). 

Kehily and Nayak suggest that within the hegemonic contest of power, humour has a 

cfUGial role to play and that "pupils use of humour is a class cultural ritual of resistance" 

(1997:70). It is difficult to determine whether humour is a subtle way to deflect or soften 

the insults of other boys or whether it is indeed a form of counter hegemonic resistance to 

insulting language. The character of Sid Govender in War Cry is, by all accounts, less 

intelligent than his peers; however, he uses his ignorance and stupidity to humorous ends 

by playing the role of the class clown. This enables him to cement a position for himself 

in the power hierarchy that allows him to function effectively, rather than being 

victimized and marginalized in the system. Govender buys into the role of class clown 

because it affords him a status position amongst his peers and within the institution as a 

whole. His response to Merrick's betrayal in the English class is not to demonstrate 

anger or resentment, which would equate with a loss of face, but rather to resist by 

making a ridiculous statement about Merrick's sister' s breasts (Appendix A:22). On a 

superficial level Sid Govender is sparring with Merrick Butcher; on a deeper level, he is 

resisting the ruling hegemony of Merrick Butcher by utilizing humour as a weapon: 

Ball: Alright Sid you've been rather quite, tell me about 

your socialist critique of the novel. 

Sid: Er ... what 

Ball: Merrick tells me that you have a socialist critique 

prepared. 

Sid: No sir he's lying 

Sidjabs Merrick in the ribs with his elbow 
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Ball: Alright tell us something else. 

Sid: Merrick's sister has big cans! 

Merrick jabs Sid in the ribs, more laughter and mocking 

jibes 

(22) 

Specific examples of hegemonic masculinity will be studied further in the discussion 

around thematic constructions and the character creations of the fictional writers in 

chapters two and three. 

Sexuality, Homosexuality and Sport 

Michael Kimmel, in his studies on masculinity in America, states that "Whatever the 

variations of race, class, age, ethnicity or sexual orientation, being a man means 'not 

being like women'" (Quoted in Brod, H &Kaufinan, M, 1994:26). The assertion of one's 

masculinity in the private boys' boarding school is one of the greatest challenges that an 

adolescent boy faces. The hegemonic nature of masculinity emphasizes the non-static 

nature of each individual's own masculinity, hence the constant need for boys to reassert 

their masculine identity. This particular point is reinforced by Mairtin Mac an Ghaill in 

his studies on sexuality and schooling when he suggests that 

Since men are born into male bodies, but not into the 

successful accomplishment of culturally appropriate 

versions of masculinity, becoming a man is a complex 

process oflearning and doing within shifting sets of social 

constraints. (1994:89) 
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It is important to note that within private boys' boarding schools, the notion of manhood 

is constructed as oppositional to femininity and consequently, the feminine or, by 

extension, the homosexual, becomes the ultimate sin against the masculine order. 

Therefore, a boy's masculinity constantly needs to be asserted and proved. Since the 

school promotes binary oppositions, this is often accomplished through the demeaning of 

weaker or 'othered' boys. This notion threads through many of the characterizations of 

the various playwrights mentioned in this dissertation. 

Joseph Pleck, however, highlights the irony in this obsessive need to prove one's 

masculinity by questioning whether such institutions are by their nature, truly masculine: 

"Though run at the top by men, schools are essentially feminine institutions - the 

conformity to be polite, clean, obedient, neat and nice" (1981 :117). A school such as 

Michaelhouse readily promotes cultural activities such as singing, music, performance 

and choir participation; however, these activities exist far lower on the hierarchical ladder 

in terms of the value system ofthe school. This is primarily because these activities may 

be considered, to some degree, to be feminine pursuits in as much as they do not project a 

strong masculinity since they do not rely on male physical strength. Whilst these 

somewhat feminine activities do not automatically render an individual feminine and 

thereby marginalized, they are often not regarded as asserting positive masculine traits. 

The character Anthony Bates in War Cry, is the exception to the rule, as he plays a 

harmonica and pursues intellectual activities rather than sporting activities yet is 

surprisingly not regarded as a'moffie'Y These somewhat feminine activities contrast 

with the hyper masculine pursuits of sport, and more specifically rugby, which embody 

the desired masculine traits projected onto the students by the institution itself The 

school rugby notes for Michaelhouse in 1951 state that rugby "provides a training in 

courage and self control and the best sort of toughness" (Quoted in Barrett, 1969:132). 

Outlining the notions behind male sex role identity, Hany Brod emphasizes the fact that 

11 An Afrikaans term denoting a homosexual. The word is frequently used within educational institutions in 
South Africa and is generally considered to be derogatory. 

30 



being a man has very little to do with one's biological sex but rather the specific roles and 

conditions that one has to achieve to be classed a real man: 

Individuals have to posses the correct sex appropriate traits, 

attitudes and interests that psychologically validate or 

affirm their biological sex. (1987:2) 

The complexity of the process of achieving one's manhood has seemingly more to do 

with the perception of others rather than any real organic growth as a person. The issues 

around sport and the value attributed to sporting prowess clearly demonstrate this notion. 

Perhaps the single most extreme resistance to the prescribed notions of what it is to be a 

real man is homosexuality. Mike Donaldson, in his study on the link between 

masculinity, identity and hegemony, states that homosexuality in private boys' boarding 

schools can be regarded as being truly counter-hegemonic (1993 :646). Homosexuality is, 

indeed the most powerful rejection of hegemonic masculinity and the traditions that 

reinforce masculine stereotypes, advocated by the schools themselves. The power of 

homosexuality, not only in terms of the impact that it has on the boys and the institution, 

but also on the audience, makes it a wonderful tool for the playwright to utilize and it is 

no coincidence that every playwright discussed in this dissertation deals with issues 

around homosexuality at some stage in their texts. This will be more deeply 

contextualized in chapter two of this dissertation. 

The prescriptions of masculinity have so fur settled on the rejection of the feminine or the 

homosexual; indeed, Ian Harris, articulating the various stereotypes and specific gender 

roles that men embrace, believes that the historical socialization of boys focuses around 

the negative: 

Gender role socialization of boys is often characterized by 

negative prescription: Don't be a sissy. Don't engage in 
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feminine behaviour. Boys push themselves to be masculine 

and bury their sensitivities. (1995 :43) 

Sport, according to the schools themselves, embodies the positive attributes to which 

boys should aspire. Randall reflects on these sentiments when referring to rugby at 

Michaelhouse soon after the Second World War: 

The school's sporting prowess is taken, more or less as an 

accurate indication of the tone of the school. The poor 

results of the Michaelhouse 1 sts in 1950 caused such 

serious adverse comment among old boys that the Rector 

felt obliged to deal with the matter in his report to the 

school governors. (1982:181) 

With the notable exception of Merrick Butcher in War Cry, every other first team rugby 

player in each studied text is a prefect, irrespective of their personality, ideology and 

leadership qualities. This is supported factually with reference to the Michaelhouse 

Chronicle of 1994 which reveals that only one first team rugby player was not a school or 

house prefect. Harris believes that 

Boys learn through sports to achieve a successful male 

identity by competing. Organised sports have become a 

primary masculinity validating experience - where men 

learn that they must constantly prove themselves to gain 

acceptance. (1995: 121) 

Indeed, sport encompasses not only a model masculine form to which all boys should 

aspire, but also a unity, an imagined spirit that binds the entire school into an army of 

support. From this premise, it is only a small leap to equate the passion and fervour of 

sport (particularly rugby) to that of fighting in a war. Veblin's famous quotation that "the 
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battle of Waterloo was won on the playing fields ofEton" (quoted in Tiger, 1969:115) is 

not merely an expression of patriotism. Of fundamental interest to the writers, however, 

is the impact of sport on the characters and the manner in which they affirm or reject its 

importance as a gauge of an individual's masculine identity. Obviously the characters 

that affirm sport as a means of asserting masculine identity are the sportsmen and prefects 

who are highly invested in the system as opposed to the rebellious types who challenge 

this dominant sporting hegemony. 

Stereotypes and Male Roles 

Harris (1995) outlines a number of generic male stereotypes, for example, the ''rebel'' 

(146), the ''tough guy"(151), and the "sportsman"(121). He believes that men naturally 

migrate to various roles and types as a direct result of the pressures of modem society and 

an intense process of socialization (1995 :55-6). In direct contradiction to this, Morrell 

(1994) argues that it is simplistic to try to group boys into such categories as such an 

action does not take into account the fluid nature of the power dynamics in such 

institutions: "IdentifYing gender types like the 'bully' or the 'troublemaker', is to offer a 

misleading or static account of gender" (1994:110). However, the notion of types within 

an institutional reality is useful in relation to the examination of character in fiction and 

will be appropriated and probed in chapter three. 

Conclusion 

This chapter has created a theoretical framework from which we may embark on an 

exploration of the fictional texts. The framework begins with the interrogation of the 

created mythology and ideology around private boys' boarding schools. This is 

examined from a broad philosophical and sociological theoretical base that questions and 

challenges the private school mythology. This theoretical base includes a traditional and 
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Marxist structuralist paradigm, the hegemonic theories of Gram sci, and Foucault's study 

of power hierarchies within institutional reality. Certain perspectives from the broad 

field of masculinity were also examined which not only critique the ideology of these 

institutions, but are also significantly relevant to the creation of character which will be 

explored in chapter three. The theoretical perspectives discussed in this chapter will be 

used as a benchmark against which to examine the various fictional texts and the way in 

which they reflect or engage with the social reality ofthe private boys' boarding school. 

34 



CHAPTER 2 

AL TERNATIVE CONSTRUCTIONS: 

THEMATIC INTERPRETATIONS OF THE. 

PRIVATE BOYS' BOARDING SCHOOL 

Introduction 

Chapter one grounded the various structures and ideologies of the private boys' boarding 

school within a theoretical framework. Without this sound theoretical structure to 

support the analysis the dissertation would be merely a collection of subjective 

interpretations of the various texts. However, as stated in the introduction, this 

dissertation is chiefly concerned with the representation of these institutions in dramatic 

works of fiction, and in the way in which writers interpret social reality. This will be the 

focus of chapter two. 

Chapter two begins with an analysis of dramatic fictional writing and the manner in 

which this writing illustrates or reflects social reality. It goes on to highlight the various 

thematic constructions raised in the studied fictional works and considers how these 

themes reflect the authors' personal experiences, and also challenge the stated private 

school ideology and created mythology. The various themes discussed in this chapter 

will include the issue of violence within these institutions, race and hegemonic power, 

memory, sport, prefects, and finally, homosexuality and sexual identity. Although the 

focus ofthe study is the representation of the private boys' boarding school on the South 

African stage, the discussion is extended to include texts that also articulate the English 

35 



public school system. This is of relevance primarily because, as articulated earlier, the 

South African private school system descends directly from the English public school 

system. Other media such as film and literary novels will also be included to heighten 

our understanding ofthe dramatic representations of these institutions. 

Writing the private boys' boarding school 

Before engaging in a broader discussion of theme and character, the different works 

under investigation need to be contextualised. The fact that fiction is a construction of a 

reality cannot be ignored and is, itself, a concept that needs to be interrogated before 

embarking on an analysis of the various texts. It would be presumptuous to state that the 

writers are perfectly recreating social reality, because their creations are fiction and 

therefore, stand only as representations of a particular social reality. The writers 

themselves may base their work on a known social reality and the resulting text may 

closely resemble actual reality; however, it must be noted that any writer of fiction 

manipulates reality - and the representation of it - to suit his or her own creative ends. 

This acknowledged subjectivity, however, does not mean that fictional works cannot 

have academic validity when analyzing an institution such as the private boys' boarding 

school. In this instance, the fictional works studied in this dissertation largely reinforce 

the realities ofthe structures articulated in the theoretical study of chapter one. While the 

writers themselves, many of whom have personal experience of private boys' boarding 

schools, each offer a unique view of a common institution, most of the texts articulate 

similar notions about the social reality of these schools. 

The seminal plays in this study, Old Boys (2000) and War Cry (1999), have been 

introduced in the introduction to the dissertation and, together with Compton James' A 

Crowd of Twisted Things (1994), make up three South African plays based on 

Michaelhouse. The three playwrights, Akerman, van de Ruit and Compton James 

respectively, all attended the school itself This dissertation has used Michaelhouse as an 
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example since all three ofthe aforementioned playwrights attended the school; however, 

it should be noted that the various ideas raised and discussed apply generally to South 

African private boys' boarding schools of which Michaelhouse is simply an example. 

Each of the above plays is specifically based on different eras of the school's existence; 

however, whilst they articulate the difference in those eras they also serve to outline the 

many similarities and this binds the three texts together. These three plays embrace the 

genre of realism,12 which seeks to create the illusion of real life. However, it is in the 

reflection of this reality that these texts embody the theoretical constructs discussed 

earlier in the dissertation. The direct experience ofthe playwrights within the institutions 

impacts greatly on the manner in which they are ''writing out" of the institution and, to a 

certain degree, reflects the way in which they reject or support the traditional private 

school ideology. 

The plays Old Boys, War Cry, and A Crowd of Twisted Things, articulate the private 

boys' boarding school on the South African stage, which encompasses the primary thrust 

of this dissertation. However, to restrict the discussion merely to three South African 

plays would greatly limit its impact. For example, it would lessen the richness of the 

study to exclude Julian Mitchell's Another Country (1982), which, although based on the 

English public school system, is nevertheless a key dramatic source for this dissertation. 

The strong links Another Country shares with the three South African texts and many of 

the theoretical constructions of chapter one, demonstrate the connection between the 

English public school and its South African descendant. 

In addition to these four plays, the study has been broadened to embrace texts from 

various other media. David Sherwin's screenplay .[((1968), has been specifically chosen 

as it reflects the violence within the English public school system which has impacted 

greatly on the South African private boys' boarding school. .[( is also the only text 

studied here which demonstrates a complete rebellion against the system and thus offers a 

contrasting perspective to the failed rebellions dramatized in the other texts which are 

12 ~he C:0llins ~nglish Dictionary defines realism as "a style ... that seeks to represent the familiar or 
typICal ill real life, rather than an idealized, formalized, or romantic interpretation of if' (1994). 
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ultimately contained by the system. Two films, The Browning Version (1994) and Dead 

Poets Society (1989), although embracing different systems of education (the latter 

reflecting an exclusive private school in America and the former once again representing 

the English public school system), are important to the discussion as they embrace the 

role of the teacher, the often complex student-teacher relationship, and the manner in 

which a teacher relates to and functions within the institution. This is in contrast to the 

aforementioned texts that deal primarily with the students. The notable exception to this 

is War Cry, which actively examines a student-teacher relationship, thus creating an 

interesting counterpoint with Dead Poets Society and The Browning Version. 

The intensely visual nature of the filmic medium creates the impression that films are 

more realistic and therefore, better able to reflect reality than other media such as theatre. 

This is reinforced by the fact that films are often shot on location, providing the audience 

with the illusion that it is watching reality. In contrast, the mechanics of the theatre 

dictate the set and size of the cast, and the fact that a play is performed in a theatre leaves 

the audience in little doubt as to its illusory nature. On the other hand, the experience of 

live theatre possesses the immediacy of real action, confirming its reality in the minds of 

the audience. Finally, the popular medium of film, and more specifically Hollywood 

film, has to conform to the dictates of producers and a market that is perceived to be 

sentimental, and this perception impacts on the way they are made. Films are produced 

at massive financial risk and hence, the artistic creation is often modified or compromised 

to serve purely economic ends. This is less of a factor with regard to theatre, which often 

allows more scope for experimentation and the performance of non-popUlist drama. 

The novel, by its nature, provides for a broader and more atmospheric version of a social 

reality. This is the result of the greater descriptive possibilities that may be derived from 

the manipulation ofnarrative and time within the story. The two novels discussed in this 

dissertation, Craig Higginson's Embodied Laughter (1998) and Marguerite Poland's Iron 

Love (1999), will serve to counterpoint the plays and films from a literary perspective. 

Craig Higginson, also a Michaelhouse old boy, articulates the plight of the homosexual 

and the danger of an ambiguous sexual identity within such institutions. Marguerite 
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Poland, the only woman amongst the writers, provides a historical perspective of St. 

Andrews College in Grahamstown, and explores the passion of sport and the agony of 

World War One. Iron Love is the least critical and most nostalgic ofthe texts analyzed in 

this study. It is also based on fact, which separates it from the other fictional 

constructions in this dissertation. The texts studied here have been chosen specifically 

because of key thematic concerns relating to and exemplifying the theoretical 

underpinnings interrogated in chapter one 

A thematic model 

The Aristotelian model, as articulated in the Poetics (1961) clearly defines a number of 

distinct elements that underpin dramaturgical analysis. Aristotle was specifically 

referring to Greek tragedy of the 5th century BC; however, his model has been 

appropriated by many scholars and theorists of drama. While this dissertation is not 

attempting an Aristotelian analysis, we may appropriate tenns like 'theme' and 

'character' as devices of organization and for ease of reference. For the purpose ofthis 

particular study, theme embraces the broad elements of plot, story and the ideological 

concerns of the writer as gleaned from the text itself. Character, on the other hand, 

includes a detailed analysis of character creation, and the manner in which this reflects 

the broader theoretical and dramatic assumptions of both dramatists and theorists alike, 

and whether it reflects or refutes the reality ofthe institution itself 

Thematic constructions 

All the texts under discussion, with the exception of Iron Love, to some degree or 

another, offer a critique ofthe private boys' boarding school system. Anthony Akennan 

argues the fact that, contrary to popular belief, he did not write Old Boys to undermine 

private schools and more specifically, Michaelhouse: "When I decided to write a play on 

39 



this, it wasn't just to do a hatchet job on the school" (Interview, 1997 :2).13 It is important 

to note that whilst Akennan's script may not intentionally 'trash' Michaelhouse, it is 

nevertheless highly critical of the school and many of its traditions and policies. The idea 

of 'trashing' something indicates a lack of objectivity and hence, an overwhelmingly 

biased interpretation of a particular social reality. The notion of critique, on the other 

hand, is different in that it implies a degree of critical distance and infonned debate. The 

critique of these institutions within the various writers' representations takes the fonn of 

a variety of different thematic concerns, some of which will be analyzed in this chapter. 

The represented notions of institutional brutality and the inherently violent nature of these 

institutions will be interrogated and the manner in which these representations contradict 

the private school ideology established in chapter one. Racial concerns will also be 

discussed, with particular reference to the wider South African political landscape. Other 

thematic notions such as memory, sport, prefects, homosexuality, and sexual identity, 

will be examined with reference to the representations of the writers and the entrenched 

beliefs and ideology of the private boys' boarding school. 

The private boys' boarding school- violence or serenity? 

The disparity between the image of the private boys' boarding school as represented in 

the various texts, and the image of the school promulgated by the official private school 

ideology, is illustrated in many ways. One of the ways in which this occurs is through 

the construction of the realistic brutality of the relationships between the boys in the 

institution. This is the reality of the internal experience of the school as opposed to the 

urbane and idyllic image of the school as seen from the outside. Part of the reason for 

this brutality, which has seemingly existed in these institutions over an extensive period 

of time, are the powerful hegemonic traditions which are reinforced by boys, old boys, 

parents and the teachers themselves. These traditions fonn an unwritten code of conduct 

13 A transcript of the Anthony Akerman interview appears in Appendix C of this dissertation, and all page 
numbers apply to this appendix. 
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that pervades these schools as strongly as the official school rules. Compton James 

asserts the point through his passive rebel character Gibbo: 

You want to know about real ghosts in this place? There 

are ghosts that don't let you sleep at night, Rigter. They're 

the ghosts of every cowering old boy who keeps his mouth 

shut about what goes on here. It's haunted by the guilty 

spirits of every housemaster who let the bullying go 

unchecked, because of tradition. You know what, I 

wouldn't piss on tradition if it was on fire. This place is 

haunted by the ghosts of all the new boys who sit there and 

take their beatings because they are too bloody scared. 

And most of all, it's haunted by parents who turn a deaf ear 

to their sons desperate cries for help. This so-called 

institution just wants to bend and crush you and if you 

won't fit into their mould, they destroy you. 

(James, Unpublished manuscript: 13-14i4 

Perhaps South African private boys' boarding schools present the most glaring examples 

of this duality between the serene outer image and the violent internal reality of the 

school. As has been established earlier in the dissertation, the South African private 

schools are direct descendants of the English public school model. This English system, 

when coupled with a typically South African hyper-masculine mode of behaviour, 

combines to create a contradictory institutional social reality, whereby the harmony 

portrayed in the school's propaganda contrasts sharply with most written accounts of the 

actuality of private school life. The vicious beating of Vaughan Cockburn by the head of 

house Adrian Baynesfield in Old Boys articulates the manner in which violence and 

typically English urbanity sit side by side in a school such as Michaelhouse: 

14 All future page references for A Crowd o/Twisted Things refer to the unpublished manuscript that 
appears in Appendix B of this dissertation. 
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Adrian: I have seen Mr. Laughton and he has given 

me permission to give you three strokes. 

Now buck. (In his confusion, Vaughan goes 

to the wrong chair) Not there. Over there. 

Hands flat on the chair. (He does so) Are 

you wearing any padding? 

Vaughan: No 

Adrian: How many pairs of underpants? 

Vaughan: One 

Adrian: Carlyle check that 

Julian looks angrily at him, then goes over and feels 

Vaughan's backside. 

Julian: No padding 

Adrianjlogs three strokes, with a/our second pause between each stroke. 

He jlogs hard. Vaughan has to fight back the tears. He stands upright. 

Adrian shakes his hand. 

Adrian: Well taken. 

Vaughan: Thank you Baynesfield. 

Vaughan leaves. 
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Adrian: That was fair wasn't it? 

(Akerman, 2000:143) 

The unwritten code of shaking the hand of the person who has beaten you in some way 

legitimizes the act in the eyes of the institution. The imposition of corporal punishment 

ideally exposes the duality between the brutality of the system and the old English 

tradition of the 'stiff upper lip'. The playwrights frequently use corporal punishment as a 

key inciting incident within their texts. This is evident in Another Country when the 

character of Bennett finally accepts a beating in order to protect his lover Harcourt, after 

resisting the hierarchical power domination of Fowler and the other members of the 

school prefect group called "Twenty TWO.,,15 The effect ofa beating is psychological as 

well as physiological, and the subsequent breaking down of a boy's spirit through 

beatings, reinforces the ruling group's hegemony albeit via repressive means. In the case 

of Bennett, he :finally gives consent to his own beating for what he considers to be noble 

reasons; nevertheless, his rebellious stand has ended because that consent has been 

granted to the dominant hegemonic power. The violence of the caning itself frequently 

leads to a radical reaction from the victim, such as Mick's savage rebellion in If. This 

exemplifies Althusser's notions about the Repressive State Apparatus and the manner in 

which the hegemonic group should use institutional violence only as a last resort or run 

the risk of challenge or rebellion. The power to exercise violence - in this case, a beating 

- is the preserve of the dominant hegemonic group who utilize this repressive apparatus 

as the final means ofregulating those who challenge the system. In conclusion, however, 

it should be noted that while corporal punishment has been officially outlawed in schools 

in post-Apartheid South Africa, the various texts that include incidences of corporal 

punishment are set in South Africa pre-1994. 

15 "T ty T " c. l' c. wen wo relers t~ an e lte group lor school prefects, membership of which confers higher status 
than mere house prefectship. Such membership in ''Twenty Two" is also considered by the students to be 
the pinnacle of achievement within the school system. 
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Private boys' boarding schools in the new South Mrica: 

Exploring issues of racial identity 

War Cry is unique in that it is the only one of the South African texts here studied that 

embraces the theme of race and racial integration. Although not ostensibly a play about 

race, the fact that the cast includes an Indian and a black character immediately brings the 

issue of race to the fore. In this regard, it should be noted that War Cry articulates the 

private school in post-Apartheid South Africa where issues such as racial integration and 

affirmative action are prevalent and exposed. Old Boys articulates the private school in 

the 1960s, a period when white South Africa had already begun distancing itself from 

other races and the international community. Compton James, on the other hand, writing 

in the early 1990s, chooses to ignore the impact of wider political concerns and focuses 

primarily on the microcosm of the private boarding school. In War Cry, the fact that 

Stuart Luthuli is the first black head of house in the history ofthe school is a point that he 

uses to his own political advantage: 

Merrick: 

Stuart: 

Merrick: 

Stuart: 

Merrick: 

Why Luthuli? 

Because you were about to self- destruct 

Butcher. 

I never asked you to lie. 

Of course you didn't, but you needed me. I 

was the one bit of proof that would always 

swing it around. I added substance to your 

lies and Everett had no choice but to accept 

the inevitable. 

I still don't think Everett believes it. 
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Stuart: Of course he doesn't. But we played his 

hand and made the decision for him. I mean 

what's he going to do, expel the first black 

head of house in the history of the school? 

(59) 

The fact that Stuart Luthuli recognizes his power as a talented black boy in a reputation 

driven institution, makes him the most powerful character in the play. The fact that he 

uses his power for questionable ends, articulates more about the specific characteristics of 

the institution rather than Stuart's character or race. Stuart's actions provide an excellent 

example of the value that these schools place on pragmatism and success rather than truth 

and integrity. This once again contradicts the stated ideology of the school, which claims 

to hold ideas such as truth and honesty in the highest regard. In contrast to Luthuli, Sid 

Govender prefers to suppress his racial identity with his white friends . Luthuli, however, . 

deals with the white majority within the school in a different way. He is wise enough to 

know that he can rise above Merrick's racial slurs by flashing his prefect's badge and 

calmly maintaining his superior disposition. He acts in such a manner because he is able 

to rely on his entrenched hegemonic power within the institution itself Despite 

Merrick's popularity with the boys, Luthuli knows that his power affords him a higher 

status within the power hierarchy of the school: 

Stuart: 

Merrick: 

Stuart: 

You know for once, just for once I would 

like some support from this dormitory. 

But we hate you Stuart, how could we 

possibly support you? 

Merrick, when are you going to get over the 

fact that the black boy is head of house and 

the white rugby hero, who was tragically not 
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Merrick: 

Stuart: 

the white rugby hero, who was tragically not 

made a prefect, has to carry his own laundry 

on a Monday morning? 

Don't push me Luthuli! 

I will do what I like Butcher, because I am 

in control here. This whole school may 

think you're a hero but as far as I'm 

concerned, you are pathetic. And this little 

badge proves it... (14) 

Stuart and Merrick both recognize the hierarchical power vested in Stuart. Merrick is 

angered by this power distinction and this fuels his hatred for Stuart. Their relationship is 

antagonistic with each character continually trying to outdo the other: 

Merrick: 

Stuart: 

Merrick: 

Stuart: 

Goodnight Mr. President. .. 

Shut up Butcher 

(aggressive) Come make me you spineless 

Kaf ... (he stops himself) 

(turning) Come on Merrick, say it. Six 

letters, one word and for a few seconds it 

will make you the most powerful man in this 

dormitory. Come on, I'm sure you call me 

that behind my back anyway. Have some 

guts for a change Butcher and say it to my 

face! (14) 
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Merrick stops just short of racially abusing Stuart; however, his baiting does finally raise 

the anger in the sneering Luthuli. This indicates that Luthuli is dealing with his own 

insecurities about his black identity in a predominantly white elitist school. These 

insecurities are exaggerated by Merrick's subtle insinuations that it is Luthuli's skin 

colour that has led to his being made the head of house. The concern here with issues of 

race and affirmative action reflects the wider social reality of post-Apartheid South 

Africa, a function of the playwright's personal context. 

It is difficult to pinpoint a particular private school policy with regard to race in an 

official or unofficial capacity. Private boys' boarding schools are by their nature and 

their economics elitist institutions catering for the children of the wealthy. These 

schools, however, have always claimed, at least in public, to be multi-racial in a typically 

liberal-colonial manner. Akerman is cynically doubtful about Michaelhouse's political 

leanings: "there is nothing in the play [Old Boys] about the way the cack16 was treated 

that was far-fetched. And what was that training people to do? It was teaching them how 

to deal with black people as slaves kicking them around" (Appendix C:5). This is an 

example of an institution reinforcing the hegemonic structures of the nation and 

corroborates the Marxist argument that education reflects and supports the needs ofthe 

bourgeoisie. This is paralleled in Another Country, which uses the school as a 

microcosm for the wider society, emphasizing the intense politicization of the English 

elite and the workings of the class system, which may be equated to some degree with 

Apartheid issues. The ambiguity of the private school attitude to Apartheid and race 

relations is succinctly documented in Old Boys: 

Adrian: We still don't get a cent from the 

government. We didn't let the last lot tell us 

what to do and we certainly won't take 

orders from this lot. Independence comes 

with a price tag. 

16 A cack is the term used to denote a new boy at Michaelhouse. 
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Julian: 

Adrian: 

Julian: 

Adrian: 

But we weren't exactly critical of the last 

lot. We even had a memorial service when 

Verwoerd was assassinated. 

Well he was the Prime Minister. We 

couldn't very well. .. 

I remember the rector saying his death was a 

great loss to the country. 

Did he? Surely not. (a beat) Still that 

doesn't mean the school supported 

Apartheid. We admitted black boys long 

before it was fashionable, Julian. Anyway 

the new lot are making such a dog's 

breakfast of the education policy that we've 

got a waiting list for the first time in years. 

Standards are what matter. (11) 

Such discussion reassert the subtle racism inherent in these institutions, ultimately 

contradicting the constructed ideology of these schools as liberal, and once again pointing 

the irony of a man like Desmond Tutu being an honoured speech day guest at 

Michaelhouse. 

Private schools such as Michaelhouse are intensely insular worlds, completely and 

deliberately removed from the wider social perspective. The liberal reluctance of the 

private schools to become embroiled in the political activities of the time was articulated 

by the Anglican Bishop of Pretoria in 1979 when he stated that the role of the English 

private schools was to be "a creative and constructive minority poised between the two 

main power blocks of Afrikaner Nationalism and Black Consciousness" (quoted in 

Randall, 1982:167). This political neutrality maintained the schools' liberal appearance 
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yet did little actively to challenge the socio-political oppression of the time. Therefore, to 

ensure their continued existence, whilst at the same time appearing liberal and multi

racial, private schools engaged in a delicate balancing act within the greater socio

political sphere of South Africa and its Apartheid legislation. 

Writing the past: memory and nostalgia 

For Akerman, Old Boys is a play about memory and how one's remembered experiences 

at school can shape an individual's life. The British writer Cyril Connolly states: "the 

experiences undergone by boys at the great public schools, their glories and 

disappointments, are so intense as to dominate their lives and arrest their development" 

(Quoted in Mitchell, 1982:Frontispiece). It is no coincidence that this quotation can be 

found in the published version of Another Country and in the programme notes for the 

production of Old Boys (1996). The manner in which Old Boys is structured, channels 

the audience's focus into the system via the memory of the characters looking back at 

their schoolboy years. The character of Adrian Baynesfield is a perfect example of a 

school prefect who could never outgrow his own school-minded attitudes and personality. 

As a result, he is perpetually attached to the school, involving himselfheavily in the old 

boys' community and in his own son's education at the school; however, unlike during 

his own schooldays, he is now devoid of the institutional power, which he used to 

possess. Baynesfield has become a man who desperately attempts to access the past, as 

articulated by Akerman: 

The thing that interested me was memory - how does your 

memory function. It has now been thirty-one years since I 

left school and I have a good memory although it might be 

faulty on some issues. Memory has a censorship function 

that erases thing that it doesn't want to remember. Things 

that are too painful to remember. I wanted to look at two 

things: one was how events that happened to people at a 
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very young age lingered on and were in some way ever 

present and affected their lives as an adult. And how they 

remembered it. (Appendix C:4) 

It should be noted that memory does not record the past in an objective manner but 

recreates a version of an event or social reality that is clouded by an individual's own 

subjective experiences, thereby becoming its own myth. This is exemplified by many old 

boys who block the negative memories of the school and remember and idealize the 

positive ones, thereby assisting in perpetuating the system. Akerman asserts this idea 

through the character of Julian: "Seniors bully cacks because they were bullied as cacks. 

Old boys who were miserable here send their sons here to make them miserable. It's 

called tradition." (Akerman, 2000:123). 

Memory is also a key thematic motif in Marguerite Poland's novel Iron Love. Poland, 

however, recreates with nostalgia the atmosphere of St. Andrews College in 

Grahamstown prior to the World War One. This nostalgia is compounded, no doubt, by 

the death of most of her protagonists while fighting in the Great War. The novel (which 

has its origins in a photograph ofthe 1913 school rugby team) is itself a careful recreation 

of fact. The story is littered with references to objects of memory such as photographs, 

plaques and gravestones. In many ways, Iron Love serves as a counterpoint to the other 

texts studied in this dissertation in that it offers a somewhat heroic and idealized view of 

a private boys' boarding school. This indeed echoes Veblin's famous quotation about the 

battle of Waterloo being won on the sports fields ofEton (In Tiger, 1969:115). Poland 

explains: 

The fifteen boys who gazed at me from the 1913 First 

Fifteen photograph in the school archives have been the 

source from which much of the story sprang. Those fine 

valorous young men embody the spirit ofthe time. Within 

five years, seven of them had lost their lives in battle. In 
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writing of them, I hope I have restored them to memory. 

(1999:ix) 

Poland paints a heroic picture of the characters and of the school itself, emphasizing the 

qualities of bravery, camaraderie, honour and faith. This image, that corroborates the 

ideal set out in the private school ideology, contrasts with most of the other texts in the 

dissertation many of whose characters are either weak, rebellious, pragmatically sly and 

manipulative, or any combination of the above. 

Memory is an interesting thematic concern to analyze because it is heavily linked to an 

individual's subjective perception of a particular time or place. This is relevant when it is 

considered that these texts were all written some years after the writers themselves had 

left school. Therefore, the entire process of recreating the social reality by means of 

fictional representation is deeply connected to the manner in which memory has shaped 

certain events that may have occurred in the writers' youth. 

Deconstructing the power hierarchies: Sport in the private 

boys' boarding school 

The link between the private boys' boarding school and sport, with reference to 

masculinity and the formation of an identity, has been briefly explored in chapter one. 

However, it is interesting to compare the manner in which sport is dealt with in the 

various texts and how that refutes or reflects the sociological analyses of sport and the 

impact that it has on adolescent life in such institutions. White South Africa's obsession 

with rugby and, to a lesser extent, cricket, creates a unique platform from which to 

observe the power dynamics at work within these institutions. Being a gifted sportsman 

in a private boys' boarding school immediately elevates an individual's status amongst 

both boys and masters. fu short, a gifted rugby player instantly receives respect and 

honour and, therefore, hegemonic control over his environment. 
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In chapter one it was stated that masculinity has been constructed in direct opposition to 

femininity. This has manifested itself specifically in the value given to sporting success. 

Sporting prowess encapsulates the notion of masculinity by testing the physical force, 

strength, and competitive edge of each individual. Talented rugby players, therefore, 

embody the ideal masculine traits within the institution and therefore, emerge as heroic. 

This instant respect and heroism immediately confers power on the sportsman and 

ensures his position of status amongst the boys in the institution. This hegemonic power 

is usually entrenched by the school in the form of a prefectship, as noted by Akerman: 

"When I was there, guys as thick as a plank were made prefects because they were gifted 

at playing with balls" (Appendix C:6). 

Merrick Butcher in War Cry who, exceptionally, is not made a prefect, still carries 

immense power with the school itself This is acknowledged by Anthony Bates: 

nobody believes that he would sacrifice himselfto get me. 

That's why Everett is listening to him. He's the school 

rugby hero, without him we lose this Saturday. Everett 

cannot afford to expel him. (48) 

Merrick's power is demonstrated by the fact that he successfully accomplishes his goal of 

ruining Anthony through promoting a clearly false lie and using his status to spread the 

rumours of the impending scandal. The point is that, certainly, were Merrick not the 

rugby hero, nobody would have believed his fabricated lie. Moreover, he is aware of this 

fact and the power that he has attained through his sporting achievement, and is not afraid 

to exercise that power in pursuing his intentions. 

Private boys' boarding schools claim that each individual's social, academic, cultural and 

physical development is of prime concern. However, what emerges, both in the 

theoretical analysis and the fictional texts studied in this dissertation, is that those 
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individuals who are talented sportsmen are pushed by the school, whilst those who show 

talent in other areas are often virtually neglected. Besides the character of Charlie Fraser 

in Iron Love, no other sportsman in the studied texts emerges as sympathetic. However, 

Fraser's heroism is a product not only of his sporting prowess but also of his general 

moral fortitude and his courageous patriotism. All of the other major protagonists in the 

texts are intelligent boys who question the sports-oriented hegemony. The manner in 

which this obsession with sport manifests itself in the creation of character will be 

examined further in chapter three. 

Privilege and power: The institution of prefects and boy 

government 

Within the private school system, prefects are the senior pupils chosen to perfonn certain 

duties within the school. These duties are predominantly associated with boy 

government and the day to ·day running of the school. Prefects are rewarded for these 

duties with a variety of perks unavailable to other boys. 

A key thematic device used in Old Boys, War Cry and Another Country, is the definite 

link between the bestowing of privilege via prefectship and personal betrayal. Akennan 

states that the "conferring privilege on one boy and not on another is a wonderful way of 

driving a wedge between friendships" (Appendix C:6). This is immediately obvious in 

War Cry with the fractured friendship between Anthony and Merrick, which has been 

shattered by Anthony's election to prefectship and Merrick's failure to be similarly 

rewarded despite his expectations to the contrary. Merrick reacts personally to 

Anthony's election and ultimately embarks on an extreme course of action to destroy his 

one-time friend. Merrick feels betrayed by Anthony's actions which he, somewhat 

irrationally, feels maneuvered him out of his rightful place and thus, fully justifies (to 

himself anyway) his shocking betrayal at the end ofthe play: 
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Anthony: What are you doing? 

Merrick: What does it look like I'm doing? 

Anthony: You're gonna smoke? 

Merrick: Why not? 

Anthony: (at a loss for words) But you can't. 

Merrick: Why not? 

Anthony: I'm a prefect! 

Merrick: Are you? (he lights a match) 

Anthony: Merrick, what the hell are you doing? (29) 

It is interesting that Merrick uses the device of smoking to bait Anthony. Although 

smoking is officially considered a breach of the rules, it is also widely regarded as a petty 

offence and a mild form of rebellion. The character ofJulian in Old Boys also smokes as 

a form of rebellion against the institution. In the instance of War Cry, Merrick has 

chosen to use smoking as the bait because it is a serious enough offence to warrant 

punishment, yet at the same time it is the type of offence that could quite easily be 

overlooked by a prefect ifhe so desired. This thrusts the decision onto the shoulders of 

Anthony Bates, keys into his own insecurities, and precipitates the crisis: 

Merrick: (blowing out the match) I've told you before 

I'm having a smoke, now would you just 

relax. 
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Anthony: No I won't relax, I'm a prefect and you can't 

smoke in front of me. 

Merrrick: Well you didn't seem to mind last term. 

Anthony: That's because I wasn't a prefect last term 

you cretin! 

Merrick: 

Anthony: 

Merrick: 

Anthony: 

Merrick: 

Don't call me a cretin Mr. Prefect. And 

besides you don't believe in the rules. 

That doesn't matter. 

Of course it matters Mr. Prefect or should I 

call you Mr. Hypocrite? 

Don't call me that! (Merrick lights another 

match) Merrick stop! Just think about what 

you are doing .... 

I have thought about what I am doing. (29) 

Merrick's manipulation is particularly effective in that is forces Anthony to choose 

between upholding the rules of the school (in which he does not believe) and maintaining 

his own sense of personal integrity. Anthony is intelligent enough to recognize the ploy 

and that Merrick has trapped him in a proverbial catch 22 so that either way he loses: 

Anthony: So this is the test? You wanna see if I've 

got the mettle to do this. You want me to 

make the choice. 
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Merrick: 

Anthony: 

You can walk out the door right now, you 

don't have to watch me smoke. 

And you'd love that wouldn't you, I mean 

that would just prove everything. Here I am 

a fraud, a hypocrite. (29) 

It is clear that the fact that Anthony has been elected a prefect has driven a wedge 

between the two characters. Merrick is using smoking as a means to expose the 

contradictions within the character of Anthony Bates and at the same time, to test the 

mettle ofthe newly elected prefect. Foucault emphasizes the fact that power is exercised 

at a cost (In Lotringer, 1989) and Anthony Bates exemplifies this. In having to exert his 

power to punish a friend who has broken a law of the school that Bates himself does not 

fundamentally believe in, Anthony is forced to compromise his own sense of personal 

integrity. 

War Cry, however, is not the only play to use the bestowing of privilege as an inciting 

incident. The moment that the character of Julian Carlyle in Old Boys accepts the offer to 

become house prefect, he begins to diminish as a character and, as a consequence, 

ultimately betrays his cack Vaughan and, to a certain degree, betrays himself Guy 

Bennett too, in Another Country, is betrayed by a prefect figure, the head of house, 

Menzies. This betrayal occurs when Menzies, after assuring Bennett that he will be 

elected into "Twenty Two" (the elite school prefect group), betrays him by appointing 

Devenish instead. In the context of the play, the importance of being elected into 

"Twenty Two" cannot be overstated as such an election not only guarantees the 

individual power within the institution, but also assures that individual of a prominent 

position and a successful passage into society once he has left the school. Bennett buys 

into this premise and is therefore emotionally distraught after his betrayal. 
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Although Menzies' decision eliminates the prospect of the bully Fowler being appointed 

head of house (his stated reason for his actions), it also serves fortuitously to exclude the 

rebellious Bennett whose overt homosexuality causes the house leaders considerable 

embarrassment. Once again, the hegemonic structures ofthe school are kept in place and 

a challenge to its status quo has been silenced. Menzies' betrayal takes on a greater 

significance when one considers that Bennett accepts completely the school's constructed 

point of view that an appointment to "Twenty Two" would have paved his way forward 

in life. Bennett articulates his belief in his conversation with Judd: 

Judd: 

Bennett: 

It's not the end of the world. 

Isn't it? When people like Menzies run the 

world and you want to be an ambassador in 

Paris? (in imitation) 'Bennett? Oh nice 

chap - quite amusing actually. We had high 

hopes ofhim once, but - oh you heard. Not 

quite one of us. Bogota, do you think? 

Perhaps not, no. Isn't Haiti coming up? 

That's about his mark. He never was in 

Twenty Two, you know. Only ever a house 

prefect'. (He ends savagely) 

(Mitchell, 1982 :98-99) 

The desire to be a prefect is understandable; not only is it an obvious honour to be 

elevated amongst one's peers and thereby assume a predetermined hierarchical power 

position, but a prefect also receives numerous perks and luxuries, most importantly, a 

new boy to 'fag' and perform all one's mundane daily activities. This creates an air of 

luxury, carefully explored in Old Boys, where the prefects seemingly exist like colonial 

landlords. Robert Skidelsky states that while the institution of boy government was 
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originally developed as a pragmatic response to the 

problem of maintaining order and supervision in large 

boarding communities with inadequate and incompetent 

staff .... [it]evolved into a highly conscious technique for 

training leaders to run the empire. 

(Quoted in Randall, 1982:20) 

The fact that three playwrights have directly engaged with the issue of privilege and in 

each case have explored the betrayals that stem directly from that bestowing of privilege, 

indicates that associated with privilege is a complicated network of power hierarchies 

which are contested in the continual struggle for hegemonic control within the institution. 

Constructing the subaltern group: Homosexuality and 

homophobia in the private boys' boarding school 

Homosexuality is probably the most binding thematic concern between the various texts 

studied in this dissertation. One is immediately engaged by the fact that there is a marked 

difference in the manner in which homosexuality is treated in South African private boys' 

schools to the English public schools. Homosexuality in South African culture has been 

ruthlessly attacked and marginalized, and the resultant homophobia has obviously spread 

to most institutions where homosexuality is seen by the mainstream as completely taboo. 

Due to the fact that the struggle for hegemonic masculinity requires the constant assertion 

of one's masculine traits and the rejection of all that is feminine, any individual 

performing an action that could be construed as remotely feminine or 'moffie' is 

marginalized into the subaltern group. Hegemonic theory accounts for two categories of 

individual, those who control power and those who consent to their own powerlessness; 

however, within such institutions the reality is that there is a far more layered chain of 

command. For example, a cack who is a promising rugby player will be shown more 
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respect than an aesthetic choirboy of the same age although they exist in the same 

powerless stratum. Similarly, an effeminate matric boy will be ostracized and rendered 

absolutely powerless within the power structures ofthe school itself, despite his technical 

seniority. Therefore, it is evident that while there is a clear hierarchy of power, there is 

also similar hierarchy of powerlessness. 

Compton James and Akerman utilize homosexuality in similar ways. Both their plays see 

the powerless character kissing a powerful character. In Old Boys, Vaughan kisses Julian 

on the mouth in a confession of his love for Julian and his own homosexuality. In 

contrast to this, A Crowd of Twisted Things sees Des trying to kiss Gibbo out of a 

confused search for his own sexual identity. These two playwrights have used 

homosexuality as their key inciting incident, which ultimately shapes the manner in 

which the climax in each play unfolds. The manner in which the kiss is dealt with in 

each play differs markedly. In Old Boys, Julian reprimands Vaughan, revealing the 

danger of admitting ones homosexuality: 

That's the way to make your life miserable here. What 

people think of you is the most important thing at this 

school. If you give people a reason to suspect you're a 

bunny, you'll get mocked until the day you leave. 

(Akerman, 2000:124) 

The truth of this statement is illustrated in A Crowd of Twisted Things when Gibbo tells 

the other boys that Des attempted to kiss him and, even more controversially, has 

admitted masturbating over Rigter's underpants. The subsequent verbal onslaught that 

Des receives is painfully humiliating: 

Jonno: Des, what did you see in ... uh ... Rigter's 

underpants? 
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Des: 

Gibbo: 

Jonno: 

Rigter: 

Des: 

Jonno: 

Shit Gibbo, you said you wouldn't tell 

anybody. 

Look, my oath, it won't go any further. I 

swear. 

Why Rigter though? I mean, I thought you 

had taste. 

Hey! 

(Starting to cry) Please, guys. It was a 

mistake man. 

Don't worry. Rigter's not ready for a 

relationship yet. (18) 

In Craig Higginson's novel Embodied Laughter (1998), the protagonist Marius, who is 

similarly unsure about his own sexual orientation, is also caught masturbating over 

another boy's underpants. The response to the act is, in this case, extremely violent: 

Marius had seen a shape coming quickly towards him, and 

then there was a leaden crack that seemed to split his head 

into lightning. His head cracked against the floor and he 

tasted the cement, his tongue lolling. (1998:226) 

This brutal example serves to point out the importance of an individual's reputation 

within the school. In the case of Marius, his action not only exposes the extreme 

homopho bia prevalent in the institution but it also instantly shifts his power position from 
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the dominant hegemonic group to the subaltern group, thus revealing the enormous 

implications of being branded homosexual in such institutions. 

War Cry, on the other hand, deals with homosexuality from a completely different 

perspective, by focusing on homophobia and the threat of a homosexual scandal. 

Merrick Butcher fabricates a story about Anthony Bates having a relationship with their 

English teacher Steven Ball. Merrick specifically chooses the issue of homosexuality as 

his instrument of manipulation because he is aware of the extreme homophobic response 

he will receive from the boys themselves, and from the senior masters who will fear the 

potential scandal. 

Throughout the play, it is obvious to the audience that Anthony and Mr. Ball are not 

having a physical relationship; however, in the final scene between the two, Anthony 

kisses Steven on the lips, creating a level of ambiguity around their relationship. 

Although an intensely dramatic writing device that serves to provide the possible 'twist in 

the tail', it also forces the audience to make their own conclusions and possibly explore 

their own homophobia. In South African mainstream culture, kissing another man on the 

lips is not really regarded as correct masculine behaviour. Therefore, the manner in 

which the audience perceives Anthony Bates possibly shifts from support to suspicion, 

depending on the audiences' interpretation of what the kiss means. This serves as an 

exciting dramatic device that challenges assumptions and prevailing social norms and in 

the case of War Cry, this challenge to the school is also constructed as a challenge to the 

wider society in which the school functions. 

There is a marked difference to be observed when examining works s~t in the English 

public school context. One is immediately struck by the high level of homosexual 

activity prevalent amongst the boys themselves. Both Another Country and If reveal a 

social reality where homosexuality is the norm rather than the exception. Physical 

relations among the boys are accepted if not openly advocated. The emphasis is on 

discretion and, as long as such interactions remain out of sight, they are not perceived as 
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threatening either to the individual or to the institution, as may be seen in the following 

extract from Another Country: 

Menzies: 

Bennett: 

Menzies: 

Bennett: 

I hope I can rely on you. The next few 

weeks are going to be absolutely crucial. 

We can't afford the slightest hint of scandal. 

You really are going to have to take a - take 

Myself in hand? (Pause, moving about) 

The problem is I do so much prefer doing it 

with other people. Don't you? 

I don't believe in talking about it. 

It's not the impression I've got when we've 

done it together. 

(Mitchell, 1 982:75) 

Akennan believes that despite the homosexual nature of these schoolboy relationships, 

the individuals themselves are not necessarily always homosexual: "there is so much 

sexual ambivalence in a place like that as you must know. I mean some of those boys 

singing in the choir in their first year are so pretty and ambivalent, almost hennap~odite" 

(Appendix C:7). He believes that the homosexual dynamic is fundamental to all single 

sex boys' schools and clearly articulates differing modes of adolescent behaviour 

(Appendix C:7-8). The fact that one's sexuality is constructed as being deeply connected 

to one's feelings of identity and masculinity, makes understanding issues around 

homosexuality, particularly in South African private boys' boarding schools, a priority. 

It should also be noted that homosexuality and the representation of homosexuality, make 
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excellent fodder for fictional dramatization because of the opportunity created for tension 

and conflict. For example, the final kiss between Anthony and Steven Ball, although 

making a possible statement about Anthony's sexuality, is perhaps more importantly an 

intensely dramatic moment and serves as a cunning means of concluding the play on a 

note of high tension. The use of homosexuality as a device of characterization will also 

be dealt with further in chapter three. 

Conclusion 

By appropriating elements from Aristotle's analysis ofSth century Be Greek tragedy, this 

dissertation has divided its discussion about the various fictional texts into the broad 

categories of theme and character. In this chapter, the various thematic concerns raised in 

the texts were analyzed with reference to the theoretical underpinnings discussed in 

chapter one. 

The inherent violence of the private boys' boarding school in contrast to the serene image 

projected by its own ideology and mythology, is a notion with which most of the texts 

deal, to some degree or another. The traditional English civility of the private boy's 

boarding schools' outer image is shattered in the texts by the inclusion of graphic 

beatings and the extensive use of corporal punishment. This echoes the notion of Louis 

Althusser concerning the Repressive State Apparatus which was discussed in chapter one. 

It is also relevant when discussing Gramsci's theories of hegemony and hegemonic 

control whereby the final and most extreme manner of correcting individuals who 

challenge the ruling group's hegemony is through the infliction of institutionalized 

violence and brutality. It is also important to note that many of the fictional writers 

demonstrate this violence in full view of the audience and, whilst it may be argued that 

this serves dramatic ends, it cannot be ignored that this visual violence also serves to 

deconstruct the liberal humanist ideology espoused by these institutions. 
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Of all the studied texts only War Cry, embraces specifically the thematic concern of race. 

In South Africa, race has been instrumental in systematically stratifying society and 

therefore, it is surprising that so few of the South African texts offer more than a passing 

comment on the notion of race. In War Cry, the character of Stuart Luthuli is the first 

black head of house in the school's history. However, what is more interesting to note is 

the way he manipulates his own power position, as a black leader in the school, to suit his 

own ends. Another interesting contradiction about the school Michaelhouse is its 

supposedly liberal political stance, as exemplified in their inviting of Desmond Tutu as 

honoured guest to the 1996 school speech day, a mere thirty years after having a 

memorial service for the slain architect of Apartheid, Hendrik Verwoerd. 

The thematic concern of memory and how memory affects fictional construction, is a 

notion that applies directly to Anthony Akerman's Old Boys. The play, by its nature, 

relies on flashbacks to the past in its weaving of a story that directly impacts on the 

present. The harsh nature of Akerman's recollections contrasts with Marguerite Poland's 

novel Iron Love, which takes a somewhat nostalgic view of a group of boys at St. 

Andrews College prior to the outbreak of World War One. It is argued by Akerman, 

however, that it is selective memory and nostalgia for the past that ultimately reinforce 

the school's hegemony and entrench various outmoded traditions and activities, thereby 

maintaining and strengthening the school's created ideology and mythology. 

The struggle for hegemonic control within the institution relates directly to an 

individual's status and how that status manifests itself in a definite hierarchy of power. 

The ability to play sport, the instituting of privilege by means of prefects hip, and finally, 

homosexuality, or displaying a lack of dominant masculine traits, are three elements that 

stratifY boys into various levels on the hierarchy of power. Of major importance, 

however, is the notion that one's hegemonic position is never secure as there is a 

continual contestation for power which challenges the hegemonic group. The fluidity of 

the system and the continual need to reassert one's hegemonic masculinity make the 

private boys' boarding school an obvious site for hegemonic struggle. 
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The various thematic constructions analyzed in this chapter do much to debunk the 

ideology and mythology of private boys' boarding schools. Coupled with the theoretical 

underpinning of the sociological and philosophical analysis offered in chapter one, these 

fictional constructions stand as a severe critique ofthese institutions and the ideology that 

they espouse. 
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CHAPTER 3 

CONSTRUCTIONS OF CHARACTER 

Introduction 

The creation of characters and the act of characterization through performance, are both 

extremely fluid manifestations that include the writer, the director and the actor in a 

dialectical relationship. Therefore, it is impossible to pinpoint a character without some 

degree of subjectivity on the part ofthe researcher. When a writer creates a character, he 

or she explores not only the emotional qualities that character will possess but also 

creates an imagined or real biographical history for that particular character. Another 

important point is that characters are constructed to serve particular functions within the 

play or story and are, therefore, not haphazard formulations that can be seen in isolation 

from the text. 

That said, it is possible to delineate aspects of character that are identifiable and hence, 

stand up to analysis and debate. Chapter one mentioned that Harris (1995) clearly 

articulates various roles and stereotypes into which males may be placed. In opposition 

to this, Morrell (1994) rejects such an analysis stating that by imposing character types, 

one is merely offering a static account of identity and character in private boys' boarding 

schools. Ultimately, both perspectives have merit; however, to deny the fact that certain 

stereotypes do occur within these institutions would be to miss the point because clearly 

the school system promotes certain kinds of behaviour that may be interpreted as 

stereotypical characteristics. Stereotypical characters are often used on stage because of 

the high level of identification that such character types foster in an audience. A Crowd 

of Twisted Things is a play with predominantly stereotypical characters whilst War Cry, 
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on the other hand, works against type by offering characters that contradict the well-worn 

stereotypes. 

This dissertation will use certain categories established by Harris (1995), but will also 

appropriate the notion of stereotypes to create a number of other categories. It should 

also be noted that Harris is not writing about any institution in particular; rather his ideas 

about masculine categorization have been appropriated for the purposes of this study. 

The purpose of this categorization is to create a framework within which the characters 

may be discussed rather than to impose a list of stereotypical characteristics onto any 

particular character. The categorization allows the researcher to analyze the different 

dynamics at work between the characters themselves and the hierarchies of power evident 

within the institution. Harris outlines a number of differing categories or types; however, 

for the purposes of this dissertation, only five categories will be interrogated, namely: the 

rebel, the prefect, the sportsman, the powerless and the teacher. 

The Rebel: Resisting the system 

Without imposing any distinctive character traits on any of the characters analyzed in this 

section, it would be accurate to assume that they all, to some degree, reject the espoused 

private school ideology interrogated in chapter one. They are all intelligent enough to 

acknowledge that these schools do not cater for every individual in a perfect, liberal and 

humane manner. The fact that many of the rebel characters expose what is wrong with 

these institutions, aligns them extremely closely to the writers themselves and, as such, 

they often appear to be mouthpieces for the authors. This is because much ofthe time the 

writer is writing with the specific intent to critique the system and, of all the characters, 

the rebel is most likely to articulate that discourse. Harris emphasizes the fact that there 

are many reasons for rebellion and hence, many different types of rebels: 
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Men rebel for a variety of reasons. Some who question 

authority because they feel the world is out to destroy them, 

rebel in order to survive. Others rebel because certain 

experiences have made them angry and hostile. Some rebel 

because they are concerned about justice. (1995:146-7) 

All of these types are represented in the fictional texts studied here. 

What unites all of the rebels in the various texts is the object of their rebellion, namely 

the private school system. A character such as Mick in lfrebels against the violence of 

the institution whilst Anthony Bates in War Cry, Gibbo in A Crowd of Twisted Things 

and Judd in Another Country, act against what they consider to be the injustices of the 

system. In Old Boys, however, the character of Julian Carlyle rejects the system with a 

self-mocking sense of cynicism. His rebellion does not seem to emerge from a place of 

deep-seated anger but rather as a means of surviving in an institution that he intensely 

dislikes. 

Anthony Akerman has frequently been questioned as to whether the character of Julian 

Carlyle is based on himself. He avoids answering the question by explaining that his 

characters are all versions of himself in some form or another. This emphasizes the 

importance of the creation of character from the perspective of the playwright and the 

manner in which his constructions shape the playas a whole. Julian essentially drives the 

action in Old Boys, and does not hesitate to set himselfup as the non-confonnist and the 

archenemy ofthe school system. The opening moment of the play finds him smoking in 

the prefects' room, a profoundly rebellious image in an institution where loyalty to and a 

belief in the system are essential to one's success and ultimately, one's survival. 

Akerman echoes this notion when he states: 

A rebellious questioning attitude is something that people 

are quite nervous about in institutions like that. Institutions 
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like that really demand belief and loyalty to the system. 

(Appendix C:6) 

It is also important to note the manner in which the reader or the audience tends to 

respond positively to the rebel character. Since the system is constructed as the enemy, 

the rebel character becomes the hero, rejecting the evil of the system and is, therefore, 

sympathetic. 

It does not take long for the head of house, Adrian Baynesfield, to try and buy Julian out 

and thereby silence him with the offer of a prefectship, which he accepts. Baynesfield 

recognizes the potential danger that Julian's rebellion represents to the house and 

attempts to quell this with the bestowing of privilege on Julian; after all, as the playwright 

says, "it's better to have a guy like Julian on the inside pissing out than on the outside 

pissing in" (Appendix C:6). It is Julian's decision to accept the position of prefect that 

essentially begins the slide towards the final collision between his ambition and his own 

value system. Although he accepts the position apparently on his own terms (one of 

which being that he does not have to witness floggings) and ostensibly "nails his colours 

to the mast," (Appendix C:6), he is deluding himself in thinking that he can accept the 

privilege without paying a heavy price for it. This echoes Foucault's belief that power is 

always gained and exercised at a cost (In Lotringer, 1989). This is a vital comment about 

the institution made by the playwright as he asserts the fact that there is no way to dupe 

the system and that, in the last instance, the ultimate hegemonic control remains with the 

system itself. Although Julian continues his rebellion in small ways such as smoking in 

the prefects' room, his actions sway between arrogant rebellion and a sense of self

mockery as he gradually realizes that the institution has systematically contained him. 

Akerman acknowledges that Julian's rebelliousness will never constitute a serious threat 

to the school since "the teasing putdowns to the system that Julian does are easily dealt 

with by the school in a liberalist tolerant way" (Appendix C:7). The institution easily 

smothers Julian's rebellion without the need for the application of any coercive force. 
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The entire system of fagging is an immediate challenge to Julian's liberal value system 

yet he accepts the luxury without recognizing what is obvious to the audience, namely, 

that he is merely undermining himself. When his cack Vaughan falls in love with him 

and, surprisingly, kisses him, it begins the first of many betrayals. The kiss, to Vaughan, 

is a sign oflove and so, when he discovers Julian passionately embracing his sister in the 

prefects' room, he feels genuinely betrayed by Julian. He subsequently refuses to fag for 

Julian (a massive breach of the unwritten school code of conduct), and thus rejects the 

entrenched hierarchical power dynamic of the institution. It may be argued that Vaughan 

is the real rebel character in Old Boys because his rebellion is the only acti.on that truly 

attacks the hegemonic traditions of the school. It has been stated in chapter one that 

respect and discipline are the pillars on which the system rests and in this context, 

Vaughan's refusal to fag constitutes a real threat to the institution. Meanwhile, 

Baynesfield coerces Julian into witnessing the flogging of Vaughan. Thus the cyclical 

system of violence and betrayal continues, and the rebel is contained within the 

institution. The shame, which Julian feels at betraying Vaughan and undermining 

himself and his own principles, paints Akerman's ostensible hero as weak and his 

perceived strength over the system as laughable. Adrian Baynesfield's pointed comment 

to Julian, "You are as much a product of this school as I am Julian, it made you what you 

are today" (Akerman, 2000:126), illustrates the point that Julian can never deny the role 

of the system in his own growth and development. It also asserts the belief that the 

institution outweighs the individual, a point that contradicts the liberal humanist notion of 

education which holds that it is the development of the individual that is of paramount 

importance. Thus, the reality of the characters' lived experience undermines the 

projected ideology ofthe school and its constructed mythology. 

When questioned over his rebel character being ultimately undermined and, in some 

ways, destroyed by the system, the playwright's response is: 

I suppose if I was doing a Hollywood movie, one would 

have to show how your rebel actually triumphed in 

adversity over the system and beat the system and was also 
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made head boy, but you know as well as I do that it just 

doesn't happen. (Appendix C:9) 

In the context of understanding the way that hegemony operates, it is clear that 

Akerman's point of view is accurate in its assertion that the hegemonic order retains 

control because of the consent of its own members. With reference to Hollywood films, 

one could rather ironically note that both Dead Poets Society and The Browning Version 

conclude with the protagonists receiving standing ovations. However, it should also be 

noted that both of these protagonists are teachers and that their ovations occur only when 

they are exiting the system. 

The character of Judd in Another Country has many similarities to Julian, in as much as 

they both construct themselves as being outside of the system. The form and nature of 

their rebellion, however, takes a different focus. Unlike Julian's ideals, which tend 

towards liberal humanism, Judd is a radical communist, expounding his contempt for the 

school system through his assertion of Marxist principles, exemplified by his secret 

reading of Das Kapital (Mitchell, 1982:32-34). The play's implication is clearly that the 

contradictions that Judd perceives in the school system are indicative of the wider socio

political and class stratifications inherent in England in the early 1930s, the period in 

which the play is set. The fact that Judd sees the school as a complete microcosm of 

society separates his character from Julian or Anthony Bates who perceive the institution 

as a system in itself rather than as the tool of a higher power. Judd rarely attacks the 

school as a single self-contained entity but rather places his attack in the context of the 

wider socio-political conditions of the time: 

Even a crusty old Tory like Devenish, must be able to see 

that it's absolutely ludicrous for four hundred boys to line . 

up and blub for a lot of people they never knew, and who 

only died in a businessman's war because they were too 

damned stupid to shoot their superior officers and start a 

revolution like the Russians. (Mitchell, 1982:14) 

71 



Although his fall from grace is neither as spectacular nor as obvious as Julian's, Judd is 

also lured with the bait of prefectship and, to some degree, denies his principles in 

accepting the position. He insists that he is only accepting the position to serve the 

common good of the whole - a profoundly socialist notion - namely, to avoid the 

possibility of Fowler's election to "Twenty Two"; however, his acceptance must be seen 

in relation to his earlier description of the prefect body as "a self perpetuating oligarchy 

of mutual congratulation"(Mitchell, 1982:12). The ultimate irony is that the position 

offered to him is later withdrawn - too late, however, to avoid the compromise of his own 

beliefs. The example of Judd clearly reinforces Akerman's belief that such rebels offer 

little threat to the institution as their rebellion is so easily contained. 

A Crowd of Twisted Things deals more specifically with the relationship between five 

boys in their final weeks at school and therefore, emphasizes each individual's struggle 

within the environment. The character of Gibbo is fiercely critical of the system; 

however, unlike Julian or Judd, he does not lay any claim to standing outside of the 

system and clearly articulates himself as a passive rebel more in the mould of a Gandhi 

than an anarchist such as the character of Mick in If. Unfortunately, his own inability 

actively to challenge the institution renders him a mere critic and, much like Judd and 

Julian, his opposition is easily silenced. 

The character of Mick in If, by contrast, is a radical who fundamentally believes in 

violence as a means of rebellion and enforcing change. His anarchism does not stem 

from any specific ideological paradigm, such as Judd's, but rather from the perspective of 

a loner who does not fit the mould and lurks dangerously on the outside of the school's 

rules and society's broader code of conduct. Mick's rebellion begins with his arrival 

back at school for his final year with a scarf covering a moustache. This epitomizes the 

often banal nature of the rebel stereotype's action against the system and may be 

paralleled with the apparently ridiculous rebellions of Julian and Merrick. Mick's 

moustache and Julian's smoking, in themselves, are unimportant actions, yet they carry a 

greater symbolic importance in the context of the notion of rebellion. Mick's rebellion 

72 



becomes increasingly more violent and ultimately leads to the horrifying attack on the 

speech day parade (Sherwin, 1968:187-191). Ifis the only text studied here that ends in 

such an eruption and the character ofMick is the single exception to the rule as far as the 

containment of the rebel is concerned. This is primarily due to the fact that Mick stands 

completely and consciously outside ofthe system as opposed to the otherrebel characters 

who seek to oppose the system from within and are, therefore, easily contained by it. 

Mick is not cowed by the system and his extreme violence illustrates his complete 

disregard for it. 

In contrast to the aforementioned texts, War Cry is a difficult play to analyze with regard 

to character types because the characters are carefully and consciously structured against 

type. This authorial technique surprises the audience and offers them an alternative to the 

well-worn stereotypes of adolescent boys. Anthony Bates is the closest character to a 

rebel type in as much as he verbally challenges the realities of the system. He is painfully 

idealistic and believes profoundly in universal notions of truth, love and integrity. These 

notions place a high value on the importance of truth and hold that, in the last instance, 

the truth will always emerge. Bates fundamentally believes the liberal humanist ideal 

that people are essentially well-meaning and that good will always triumph over evil. His 

love ofthe school is premised on the basis that the school runs on similar principles. His 

naive belief in these humanist notions ultimately leads to his downfall as the pragmatic 

Merrick manipulates the system - and Anthony within it - to perfection. Anthony, unlike 

other rebellious characters, has a deep love for the school; however, this is shattered 

when he realizes that the school's purported belief in the ideals of truth, honour and 

integrity, is false and his trust in the institution, idealistic and naive. 

The play begins soon after Anthony has been made a prefect and is still battling to come 

to terms with his decision. Although he maintains his principles to the end, it is the 

unfortunate contradiction inherent in his decision to accept the position in spite of his 

misgivings, that ultimately leads to his demise. Like Julian and Judd, Anthony has 

vocally attacked the institution of prefects. He is intelligent enough to stand outside of 

the system, yet his belief in the stated values of the school's ideology prevents him from 
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overtly rebelling against the system, and thus ensures his consent to the dominant 

hegemonic order. Unlike Gibbo inA Crowd of Twisted Things, Anthony's idealism is not 

born out of weakness and an inability to act on his principles. He states that he is no 

martyr but in a sense, he is, in that he is willing to suffer for his principles and his beliefs. 

Bates himself states to Mr. Ball, his co-accused (who is unwittingly caught ' up in 

something not of his own making): 

This is becoming a power struggle and if we lose we're 

finished. I'll be expelled and you'll be :fired for doing 

absolutely nothing wrong. I am not a martyr sir and I 

refuse to sit back and have everything taken away from me. 

Trust me sir, I will hurt someone to protect what's mine. 

(48) 

Whilst Anthony and Steven Ball have similar beliefs in the universal ideals of truth and 

integrity, it is Anthony who finally realizes that these notions are idealistic and do not 

pertain to, nor are supported by, the school itself. 

Another strong link between some of the plays is the connection between the rebel 

character and the powerless character. Harris believes that rebels are essentially heroic 

characters as they stand up for the underdog against a dominant force, making these 

rebels not only respected but also attractive (1995:147). Julian's complex relationship 

with Vaughan in Old Boys has been mentioned previously; however, it is important to 

note that Vaughan is attracted to Julian in the first place, therefore, in some way dictating 

the direction which their relationship will take. Similarly Des, the powerless character in 

A Crowd of Twisted Things, tries to kiss Gibbo the rebel. Gibbo's response, however, is 

to hit Des and then tell the others. The link between the two character types often 

provides the impetus for the rebel's self betrayal. The relationship between Judd and 

Wharton in Another Country does not manifest itself in any form of homosexuality; 

however, there is a strong nurturing bond between the two. It is during their interaction 
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that Judd's appraisal of the school emerges and for the first time we see Judd express the 

depth of his emotions and his commitment to his belief system: 

We all want to die sometimes. It's because other people 

have power over us, which they have no right to. Power to 

make us miserable. To stop us being ourselves. What you 

have to do, when they make you feel like that, is to say to 

yourself - they have no right, no right at all. I'm me. I 

won't be what they want me to be. They'll never get our 

souls. They'll never succeed in making us want to die. 

(Mitchell, 1982:42) 

Devoid ofthe political rhetoric, which he perpetually expounds, Judd chooses to speak to 

Wharton simply, in a vain attempt to inspire the young boy not to grant his consent to an 

unjust system. This displays Judd's true belief in socialism and, more importantly, his 

hatred for the political nature of the institution itself It also reveals that beneath the 

political exterior, Judd genuinely feels sorry for Wharton and attempts to connect with 

him on a profoundly human level. The fact that this genuine reaching out fails to have 

any lasting impact testifies to the entrenched power dynamics of the system and the near 

impossibility of succeeding in rebelling against it. 

Privilege and Deceit: A study of the prefect 
character 

For Akerman, Adrian Baynesfield is the most beguilingly powerful character in Old 

Boys. The playwright emphasizes the importance of the subtlety in the relationship 

between Adrian and Julian. This subtlety is revealed through the complexity of their 

relationship, which veers between grudging respect and open hostility. Like the 

relationship between Merrick and Anthony in War Cry, Adrian and Julian have regressed 

from a place of friendship to one of subtle power play and a continuous struggle for 
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hegemony within the house. Akerman likens Adrian to the figure of Mephistopheles 

playing to Julian's Faustus, where he tempts Julian with the offer ofa prefectship, which 

for Julian may be seen as selling his soul to the devil (Appendix C:6). Adrian's 

maneuvering leaves the audience in little doubt as to his complete cunning and intelligent 

reading of the situation in which he finds himself: such political acumen is essential to 

being a successful prefect within the institution. 

Adrian's antagonistic attitude towards Julian is first revealed when he asks Louise to the 

matric dance in the full knowledge that Julian was intending to do the same. Adrian is by 

nature an intensely political animal; a similar idea is evident in Another Country in Judd's 

assertions that these schools are by their nature deeply politicized institutions. Like 

Mephistopheles, Adrian returns to collect in the end by crushing Julian's moral integrity 

through making him witness Vaughan's flogging. Essentially, Adrian embodies the 

institution, complete with all of its contradictions. His cunning, like the school's, is 

veiled in a guise of gentle urbanity masking a ruthless and violent core. He also shields 

his manipulations behind a presentable and largely pragmatic approach to school life. 

This mirrors the disparity between the real interior of the institution and the projected 

image as set out in the school's ideology. 

Stuart Luthuli occupies an identical power position in War Cry, although he projects his 

power in a far less subtle manner than Baynesfield. Luthuli is intelligent but not 

exceptionally so; however, he uses his institutional power to great effect. The fact that he 

is the first black head of house in the school's history makes him appear somewhat 

invincible. In post-Apartheid South Africa, civil society has embarked on a rigorous path 

of affirmative action. Hence, talented individuals from previously disadvantaged 

communities have been propelled swiftly into positions of power within various 

companies and institutions. Luthuli has recognized his own position as a black South 

African holding immense power within a predominantly white school, and wields his 

power accordingly. His continual clashes with Merrick mark an obvious struggle for 

power. Merrick possesses a populist power illustrated by his immense popularity within 

the student body, achieved through his compelling personality and prowess on the rugby 

76 



field; by contrast, the teachers have instituted Stuart's power in the form of his 

appointment as head of house. Stuart, like Adrian, is a purely political animal. His 

decision to betray Anthony and thereby gain a modicum of power over Merrick is a 

purely practical and political one, made in an attempt to harness Merrick's popularity for 

his own good: 

In five days time the school votes for next years head boy. 

I need your power Butcher. You see those spoilt little 

racist bastards will never vote for me. But they'll vote for 

you. God knows if you asked them to vote for the devil 

they would. On Friday we have assembly. I want you to 

stand up and say a few words to the school. Naturally it 

will be about this weekend' s big game, but somehow you 

will mention the fact that anybody who does not vote for 

me is a traitor to the school. (59/60) 

Luthuli is the ultimate victor in War Cry because he wins the struggle for hegemonic rule. 

He fundamentally believes that the end justifies the means and unlike Merrick, who 

operates from pure emotion and ego, Luthuli's moves are carefully thought out and 

executed. In his pragmatism, Luthuli may also be considered the perfect product of the 

private school system. His self-assurance and belief in the need to win at all costs, 

embodies the unspoken private school agenda, at least in the view of those who criticize 

it. 

The prefect stereotype is generally less insidious in the English public school system as 

illustrated in Another Country. This is primarily because there are more prefect 

characters in the text and the threat of the rebel is more contained than in Old Boys, for 

example, where Julian appears as an initial threat to the status quo. Barclay and Delahay 

in Another Country are school prefects who have immense power in that particular 

institution. Like Baynesfield and Luthuli, they are first and foremost political animals. 

However, unlike Luthuli, whose primary drive is the systematic accumulation of his own 
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power, Barclay and Delahay are ostensibly committed to upholding the name of the 

school and do not seem to be driven by personal greed or lust for power. It should be 

noted, however, that as members of the elite group "Twenty Two", they have already 

achieved the pinnacle of boy government within the school. Nevertheless, Mitchell 

pointedly drives their perspective home in the prefects' response to Martineau's suicide 

after being discovered by a teacher committing a homosexual act with another boy. 

Delahay's immediate response is: "silly little fools, what did they want to go and get 

caught for?" (Mitchell, 1982:23). His second response to the tragedy is even more ironic: 

If you ask me, it all comes from having masters who aren't 

old boys. An old boy would have more sense than to go 

prowling around Phot. Soc. Dark room in the evenings. If 

you'd caught them you'd have had to report them to me or 

Barclay - someone in Twenty Two. That's school practice. 

Men deal with men. Once masters get involved, it's fatal. 

Old boys know that. (24) 

One is immediately engaged by the fact that Delahay does not seem to care about the boy 

or his suicide but rather laments the scandal and considers how it could have been 

avoided. Like a politician cynically weighing up how a national disaster will impact on 

an election, Delahay once again highlights the importance of protecting the school's 

reputation at any cost. Another interesting aspect is his obvious acceptance of the 

homosexual act itself The fact that two boys were engaged in homosexuality does not 

surprise the prefect at all, only that they were caught by a master. It has been established 

earlier in the dissertation that this attitude pertains specifically to the English public 

schoo 1 system but is still interesting when engaging with the hierarchies under discussion. 

Despite the fact that A Crowd of Twisted Things does not emphasize the issue of prefects, 

the character Flash essentially performs a similar role, namely defender of the system. 

He by no means obeys the rules of the school, but is a staunch believer in its ideology. 

He frequently opposes Gibbo's verbal attacks on the school: 
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If the system doesn't suit you then it destroys you! It's just 

the way it is. This place doesn't pretend to cater for 

everyone, so if you can't survive here then stay away. 

That's what you and your kind must realize! (20) 

Realistically, one cannot really equate the character of Flash with Delahay, Luthuli or 

Adrian Baynesfield, because Flash is a self-confessed rebel against society. He is 

ultimately a self-destructive character similar to Spider in Paul Slabolepszy's Boo to the 

Moon. Flash, however, cannot be seen as a political character, in the same way that the 

aforementioned others are, in that he does not manipulate the institution to achieve his 

own good. A glaring contradiction in the character of Flash is that whilst he is a societal 

rebel, his rebellion does not extend to the school itself, in which he fervently believes: 

Your folks agree to sacrifice their hold on you and hand 

you over to the system. I know that every parent prays that 

the system doesn't destroy their son. It is nothing more 

than a calculated risk, and ifit pays off then your son need 

never look back. And to tell you the truth, people like you 

and Des are in the minority. Most of the people who come 

out of here do so in one emotional piece. What happened 

to you in the showers is not our fault, it's not the old boys 

fault. It's your parent's fault for sending you here and it's 

your fault for letting them! (20) 

These sentiments are echoed by Anthony Akerman: 

My father was unhappy there yet he sent me there because 

he thought he was doing the best for me and I suppose part 

of putting the play on was a way of forgiving my father 
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because he was as much of a victim as I was at this school. 

(Appendix C:IO) 

If one equates the rebel character and his views with those of the writer, the prefect may 

symbolically represent the institution. With a combination of subtlety and brutality, 

entwined with the ability to manipulate others, the prefects articulate the complexities of 

the system and as a result, are never constructed as sympathetic characters. The fact that 

these prefects are created as sly and intelligent, pragmatic and completely aware of their 

own manipulations, articulates many of the writers' views on the institutions themselves. 

The Sportsman: Humour, idiocy and privilege 

Akerman describes the sportsman stereotype as "being gifted at playing with balls" 

(Appendix C:6). If one was looking for a male stereotype, this one would be the most 

obvious and, in South Africa, the most common. Harris establishes the fact that the 

difference between success and failure in sport crucially impacts on an individual's status 

within the institution and his feelings of masculine identity (1995:124). Akerman 

concedes that the character of Miles Carruthers serves a specific comic function within 

the play although he believes that despite the fact that Carruthers is not exceptionally 

bright, he is nonetheless a dangerous character. Carruthers' personality clash with Julian, 

although intensely humorous, takes on an ugly twist once Miles discovers Julian smoking 

and coerces him, with the help of Baynesfield, into witnessing Vaughan's flogging, 

which Julian finds morally reprehensible. The audience is deceived by Miles' stupidity at 

their own peril and ultimately it becomes apparent that this character possesses 

significant power within the institution because he is the sporting hero and has therefore, 

been appointed a prefect. The other function that the overtly antagonistic relationship 

between Julian and Miles serves, is that it enables the playwright to make the more 

important relationship between Adrian and Julian the dramatic focus. Miles' obvious 

lack of intelligence, and the fact that he is a prefect, should not be seen as contradictory 
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in any way, as the playwright explains: "when I was there, guys as thick as a plank were 

made prefects because they were gifted at playing with balls" (Appendix C:6). Akerman 

sets up Miles as a nasty, dimwitted, toast-eating lout, who spends his time reading comics 

in the prefects' room and bullying cacks. This veneer of overt hyper masculinity covers a 

sneaky and malicious core, and the manner in which Miles attempts to catch Julian out 

reveals a character, in many - if different - ways, as menacing as Baynesfield. It becomes 

clear to the audience that the only talent that Carruthers possesses is his ability to play 

sport and the tact that he has so much power within the institution reflects the value that 

the institution places on sporting achievement. 

The manner in which Miles skulks around trying to catch Julian is identical to the 

primary drive of Fowler in Another Country. Fowler is another dim-witted sportsman 

prefect who is determined to catch his peers performing some heinous misdemeanor in 

order to assert his own hyper-masculinity by exercising his institutionally granted power. 

Although not as idiotic as Miles, Fowler ultimately fulfills a similar function in that he 

feels that to act quickly and savagely is generally the best policy. His threatening manner 

and his desire to beat anybody who transgresses the rules, generally make him unpopular 

with his fellow pupils, although he is essentially considered to be a minor menace. 

However, this attitude proves to be a mistake when in the light of the outcome of the play 

and perhaps stands as a guarded warning that one underestimates these types of 

characters at one's own peril. In Another Country, as in Old Boys, there is a clash 

between the sportsman and the rebel and the altercations between Judd and Fowler are 

similarly amusing: 

Fowler: 

Judd: 

You can't make up rules just like that. 

Indeed not. Library is a democracy. Sixty

six and two thirds of eligible votes are 

required for any rule change. This one, I'm 

pleased to tell you was passed nem. con. 
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Bennett: 

Fowler: 

Bennett: 

Fowler: 

Bennett: 

(still not looking around) Which for those 

in the army class means unanimously. 

You're getting above yourself agam, 

Bennett. 

My favourite position. 

Your uniform this morning was a disgrace. 

You thought I was a bloody disgrace, didn't 

you Devenish? 

(Devenish refuses to acknowledge him) 

Fowler: 

Judd: 

Fowler: 

I've half a mind to ask Barclay for 

permission to beat you. 

Well-you've half a mind. We can all agree 

on that. 

Right that's it. You needn't think you'll get 

away with this, either of you! 

(Mitchell, 1982 :20) 

The humour of this engagement between the rebel and the sportsman is an important 

stylistic writing device. Not only does it demonstrate the intelligence ofthe rebel and the 

idiocy of the sportsman, but also provides welcome comic relief to the audience from the 

intensity of the drama itself. Ultimately, however, the stupidity of the sportsman 
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character is also a device for commenting on the system, rendering the system itself 

ridiculous for valuing these sportsmen at all. 

The character of Rigter in A Crowd of Twisted Things once again reinforces the 

stereotype of the unintelligent sportsman. It is interesting to note that in each of the three 

aforementioned plays, the sportsman is an undeniably stupid chamcter. Obviously, there 

is no dictate to state that every sportsman in reality is stupid; however, what is clearly 

indicated by the use of this device are the playwrights' views on what the institution 

values, namely sport and all the resulting traits that sport embodies. Rigter's standard 

response to anything that is beyond his realm of understanding is, "don't talk shit!" (8) 

Like Merrick Butcher in War Cry, Rigter is continually shining his rugby boots, a vivid 

motif for the sportsman in such an institution. 

Once again War Cry proves a difficult text to analyze in terms of character stereotypes. 

Merrick Butcher is obviously a great sportsman and the key antagonist in the drama; 

however, unlike the tmditional stereotype, he is highly intelligent, manipulative and 

confident. His controlling ease with masters and boys alike elevates him to a higher 

status than any of the other boys within the school. Unlike the sportsmen in the other 

plays, Merrick's sporting ability is coupled with intelligence, wit, articulateness and 

confidence. The clinical way in which he relates to the world is reflected in his views on 

success at the game of rugby: "If you're smart enough AI, you never have to gamble. 

You just find their weakness and go for the jugular" (25). 

Sid Govender, although not a sportsman, fulfills the important comic function in the play. 

His friendship with Merrick is an uneasy mix of humour, reliance and abuse. Much of 

the humour arises from Merrick's verbal bullying of Sid whom Merrick uses as a verbal 

punching bag. Sid endures Merrick's abuse because, by maintaining a close association 

and friendship with Merrick, he is able to attain a certain status level that he would 

otherwise not have. 
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It is obvious that the sportsman character type performs a vital function in each of the 

texts. This type serves, to some degree, the function of the antagonist, although in most 

cases their antagonism operates as a foil for other more subtle antagonistic dynamics. 

They also provide the writer with a tool for comedy and a medium for exposing the more 

overt idiosyncratic discrepancies of the institution. The sportsman type also offers the 

playwright a possibility for exploring a character that is somewhat extreme and larger 

than life - the irony is that this is the type of character that the audience will recognize 

and with whom they might possibly identify. The mixing of extreme and stereotypical 

characters with more complex ones makes for interesting theatre, not only because of the 

diversity of the character constructions themselves, but also in the way that these 

different character types interact. 

The 'Powerless': Exploring the hierarchies of 

powerlessness within private boys' boarding 

school 

As the tag 'powerless' connotes, this type of character is situated in the subaltern group 

of the school power structure. Unlike the rebel, prefect and sportsman, who are widely 

understood and recognized male stereotypes, the category of the powerless embraces a 

number of characteristics and identity forms. Harris does not identify this type, but rather 

stratifies those without power into smaller groupings such as the "nerd" and the "gay" 

(1995). However, for the purposes of this dissertation, the broader group of boys without 

power in the institution will be termed the powerless. 

All the texts contain characters that are relatively powerless in the institution; however, 

the reasons for their inclusion tend to vary depending on what form of powerlessness the 

writers choose to identify. Another important aspect is the direct link between this type 

of character and homosexuality. It has been mentioned earlier that part of the 
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exclusionary process in private schools is the stringent demonstration of an individual's 

masculinity. Boys who are effeminate, homosexual, aesthetic, and who have not asserted 

their own masculine identity, are frequently marginalized within the school and rendered 

powerless. This is clearly articulated in the texts. 

The first grouping in the subaltern group is the new boy. At Michaelhouse, new boys are 

called "cacks,,17. Cacks are expected to obey orders and behave in a submissive nature at 

all times. They are also expected to fag for older boys. This stratification is imposed on 

the boys by the institution itself and every new boy has to endure the process for one 

year. It is a temporary form of powerlessness and serves to reinforce the hierarchy of the 

school's power structures. Being a new boy ultimately positions the pupil as a victim on 

the lowest rung of the ladder within the institution's power hierarchy. The schools 

themselves maintain that being a cack is a fundamental part of a boy's development. 

They maintain that such servitude instills qualities such as respect and discipline, the twin 

pillars of the school's ideology, into each individual. Randall, on the other hand, 

questions the private schools' assertions that fagging is a positive and necessary element 

of private school education: 

This seems to suggest that fagging is actually a conscious 

creation based on sound educational principles, rather than 

a somewhat ridiculous relic of the feudal past, open to 

abuse and of very dubious educational value. (1982:21) 

This opinion is echoed in Old Boys, lfand Another Country where the texts themselves 

offer a stem critique on this subtle form of enforced slavery. 

Vaughan Cockburn is a perfect example of an individual who occupies this powerless 

position and, from the outset, it is obvious to the audience that Vaughan has the identity 

of the cack thrust upon him, dictating not only his actions but also his speech. He also 

becomes the victim of a manipUlative power struggle between Adrian and Julian and is 

17 Cack literally means "scum of the Earth". 
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ultimately flogged as a result of it. Vaughan does, however, take the most courageous 

step in the play by refusing to fag for Julian after Julian's seeming betrayal. This is 

acknowledged by Akerman himself: 

Vaughan takes the most radical position of the play by 

refusing to listen to him [Julian]. The intellectual teasing 

rebellion to the system ofJulian is coped with by the school 

with a certain degree of liberal tolerance, but a :first year 

boy who refuses to fag - you just can' t have that! You've 

got to kill the guy! It's unacceptable because it challenges 

the foundations on which the school is based - respect and 

discipline. (Appendix C:7-8) 

Akerman likens the character of Vaughan to another dramatic antecedent namely, the 

Greek character Antigone. (Appendix C:8). Both challenge the existing power structures 

in the face of overwhelming odds and stand up for the rights of the individual against a 

domineering system. The fact that this leads to their respective downfalls, reveals the 

immense strength that institutional power has over the individual. The violence of 

Vaughan's punishment illustrates the Althusserian notion of the Repressive State 

Apparatus, as the last resort ofthe institution is to contain any form of rebellion through 

the use of institutionalized violence. The intensity of the punishment itself reveals the 

enormity of the threat to the institution, whereby consent has no longer been given to the 

ruling group and hence, the use of institutional coercion is enforced. 

Akerman does not in any way construct Vaughan as a sweet, innocent boy; in fact, he 

embodies the role ofthe predator in kissing Julian. This is a deliberate choice on the part 

of the writer to invert the audience's expectation of the powerless character. The entire 

issue of homosexuality in private boys' boarding schools is thereby brought to the fore in 

spite of the manner in which the school denies its existence. The fact that Julian responds 
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to Vaughan by kissing him back, emphasizes the fluidity between homosexuality and 

heterosexuality amongst adolescent boys in such a cloistered environment. 

On the other hand, the character of Wharton in Another Country reinforces the 

powerlessness of new boys in these institutions. His status is almost identical to 

Vaughan's, although he refuses to challenge the system in any manner. Although not 

identified as homosexual, Wharton still exists in a perpetual state ofterror and his simple 

acceptance of abuse from older boys is an example of the consent granted to the 

dominant power. 

The second grouping in the subaltern or powerless category is the older boy who has 

been rejected and marginalized by the dominant hegemonic group. In contrast to the new 

boy grouping, that is a status shared by a large number of boys, the second grouping is 

often a result of a personal rejection of an individual's masculine identity by his peers. 

While it is not the only reason for this marginalisation, older boys are frequently 

marginalized within the institution because of their inability to assert their own 

masculinity. Most frequently, this marginalisation occurs as a result of an individual 

being branded a 'wimp' or a 'queer.' The reason for this rejection is the obvious group 

homophobia: "men tend to be homophobic, which means they fear sexual contact with 

other men, do not want to be considered gay and as a result are terrified about 

establishing close ties with men" (Harris, 1995:107). 

The character of Des inA Crowd o/Twisted Things is a perfect example ofa boy who is 

shunned and humiliated by a powerful peer group. Initially, this rejection is the result of 

his constant whining and reluctance to act in a rugged fashion; however, his humiliation 

becomes more acute after his possible homosexuality is revealed. Des himself is 

confused about his own sexuality and identity: 

I'm too weak willed to fight against them, just like I'm too 

weak willed too fight against you. I can't hit you, cause 

you're twice my size and you're the sort of person who 

87 



would enjoy hitting me anyway. I don't know ifI'm gay or 

not, I don't know what I am. (21) 

In sharp contrast to Des's weak submission, the character of Marius in Embodied 

Laughter (Higginson, 1998) acknowledges his homosexuality and is shunned for it. He, 

however, appears at an after school party to face his enemies and thus demonstrates his 

courage. This immediately brings the question of what constitutes true courage to the 

fore. Courage is widely regarded as a manly trait yet in Embodied Laughter it is, 

ironically, the least 'manly' boy who demonstrates the most courage. This once again 

constitutes a critique of the hegemonic masculinity of the system and the narrow 

masculine parameters in which the school operates. Ultimately, only the fact that 

Marius's homosexuality was discovered on his last day at the school saves him having to 

endure the isolation of the powerless group. 

War Cry, on the other hand, articulates the plight of a boy who is accused of being 

homosexual whilst appearing to be heterosexual. Anthony Bates is one of the only 

characters in the studied texts to straddle more than one category. He is ostensibly a 

rebel of sorts in that he questions the legitimacy of the institution itself Ironically, he is 

also a prefect and a powerful student in the school. Merrick's fabricated story about a 

homosexual relationship between Anthony and Steven Ball is the catalyst for Anthony's 

descent from an intelligent yet questioning prefect into the ranks of the powerless. His 

expulsion and final rejection by his peers places this proud character into the subaltern 

group. In this particular case, homosexuality is the weapon with which Anthony is 

defeated in the system. It is, however, important to note that his peers reject him because 

they buckle under Merrick's power rather than because they actually believe Merrick's 

lie that Anthony is homosexual. 

It is difficult to articulate exactly why the weaker characters in these texts tend to be 

branded as homosexuals. It seems that this is a deliberate choice on the part of the 

writers primarily because it provides for dramatic interest and tension. Mostly these 
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types of characters are branded homosexuals due to a lack of overtly masculine 

behaviour, or a general lack in personal and masculine identity or conventionally 

accepted masculine traits like strength, physical prowess and sporting ability, rather than 

because they are in fact homosexual. The issue is clouded, however, by characters such 

as Vaughan, Des and Marius, who actively engage in acts of homosexuality. This 

possibly reinforces the homophobic notion that aesthetic boys who do not engage in 

rugged activities have a tendency towards homosexuality. Wtimately, the responses to 

each character in this category highlight the extreme homophobia that exists in private 

boys' boarding schools and the manner in which an individual's personal identity and 

sexual orientation impact on that individual's power within the institution. 

The Teacher: An analysis of the teacher figure in 

the private boys' boarding school 

Although this category is not a distinctly identifiable grouping with regards to private 

boys' boarding schools, and Harris elected not to analyze this grouping or stereotype, it is 

still interesting to investigate the manner in which teachers are represented in the various 

texts. Although some of the texts exclude teachers and feature only pupils, there are 

three texts, which, to a large degree, centre around the characters of teachers and 

headmasters. The 1994 screen version of Terrence Rattigan's play, The Browning 

Version, articulates the world of Classics teacher, Andrew Crocker Harris and Tom 

Schulman's Dead Poets Society (1989) introduces the inspirational English teacher Mr. 

Keating. Steven Ball in War Cry is another teacher who radically contradicts the 

stereotypical authoritarian teacher model. 

Andrew Crocker Harris is fondly known as the ''Hitler of the lower 5th
" for his strict 

abrupt manner and harsh punishments. A teacher nearing the end of his career, he has 

somewhat unfairly been pushed into retirement by the principal and school board, 

primarily due to his lack of popularity amongst the staff and boys. Unlike Keating and 
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Ball, Crocker Harris is a somewhat unsympathetic character with a rigid teaching regime 

and an unsatisfactory marriage. The film chronicles his last few days at the school and 

the manner in which a young pupil named Teplo rekindles his inspiration for teaching. 

His hard-edged exterior melts to reveal a troubled, complicated man with a deep passion 

for teaching. His farewell speech to the school is an apology for not inspiring the boys as 

a teacher should. This reflects on the institution itself and the manner in which it forces 

teachers into a rigid, authoritarian teaching technique, in direct contrast to the stated aims 

of the private boys' boarding school ideology. 

In contrast to Crocker Harris, Keating is a revolutionary teacher whose motto "Carpe 

Diem" inspires the boys in his English class to rebel against tradition and literally, seize 

the day. His extreme teaching methods border on the absurd, yet ultimately serve to 

shatter the strict hierarchical transmission of learning and knowledge. Keating inspires 

one of his students, Neil Perry, to follow his dream of becoming an actor and to stand up 

to his authoritarian father. This leads tragically to Perry's suicide and Keating's 

expulsion from the schooL Steven Ball, nicknamed Scrotum by the boys, has many 

similarities to Keating, in particular his enthusiasm and zest for life. His lessons take the 

form of a lively kind of debate and he clearly inspires the boys to engage in their own 

thought processes. His special friendship with his top English student Anthony Bates, 

ultimately leads to Bates' demise. Like Keating, Ball becomes embroiled in a potentially 

dangerous scandal; however, in the final instance, he betrays Anthony and his own value 

system and accepts a promotion whilst Anthony is expelled. Ball's betrayal occurs under 

great pressure from the school head Gerald Everett and he finds himself too weak to 

defend Anthony against the might of the institution despite his stated intentions: 

Anthony if they believe him, I'll make sure this school's 

name is dragged through every mud pit in Africa. I'll show 

Everett a scandal with a capital S. (pause, he turns to 

Anthony) You forget that I also have power in this place 

and Everett knows that. He cannot afford to throw me out 
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because he knows I'm dangerous. (pause) Anthony, I'm 

not going to let anything happen to you. (48) 

These brave words prove ephemeral in the face of the coercion and persuasion exerted by 

Everett in his effort to contain the potential scandal and this reinforces the ruling 

hegemony and prevailing status quo. Ball' s failure is particularly poignant because of his 

promises to Anthony and constitutes yet another betrayal caused by the system itself. 

An interesting point of discussion is that in each text a teacher inspires a single boy and 

strikes up a relationship with that pupil and in each case, the pupil impacts on the way in 

which the teacher engages with his world. In the case of Keating and Ball, the results of 

the relationship are disastrous for both teacher and pupil. In addition to the personal 

relationships explored, these two teachers also offer a new and exciting manner of 

teaching and urge their pupils to challenge their limits and engage more fully with their 

world. This, on a more insidious level, constitutes a threat to the system and must be 

contained. Keating's expulsion and Ball' s betrayal of Anthony signal a return to old 

order and the destruction of any challenge to the status quo. 

Another point worth highlighting is the unsympathetic light in which the headmasters in 

the various texts are represented. Like the prefect characters, the headmasters represent 

the institutions and are thus, in the context of a critique, painted as malicious, unfeeling 

men, consumed by issues such as tradition, punishment and school reputation. The 

headmasters in both Dead Poets Society and War Cry are political animals, seemingly 

unfeeling and severe, and are deliberately contrasted with the humane and emotional 

characters of Keating and Ball. The playwrights, to emphasize the repugnance the 

audience should feel towards the headmasters and the systems that they represent, 

carefully construct these binaries which mayor may not reflect reality. These 

headmasters exemplify a system that places a higher value on tradition and reputation 

than on creativity and excellence. This is evident in War Cry when the headmaster 

Everett threatens Steven Ball: 
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Steven think carefully, you leave - you may never be 

employed as a teacher again. You lose your house, your 

salary, your pension and most importantly your reputation. 

You will be forever branded a pervert and a homosexual, is 

that what you want? (65-66) 

Clearly, Steven Ball's ability and success as a teacher are not considered important in the 

context of a failure of reputation. 

Conclusion 

It has been established that character construction is a crucial element of dramatic fiction. 

Not only do characters illustrate the plot or story, they also reflect the various paradigms 

and perspectives of the author. In the instance of the representation of the private boys' 

boarding school on stage, the playwright utilizes characters to present specific stances in 

relation to the institution. This is most evident in the clashes between the prefect 

character who represents and advocates the system itself: and the rebel character who 

challenges the system and questions the overall legitimacy of the institution. 

The use of stereotypes and the strong links between the types of characters that have been 

created, enhance the researcher's ability to understand the various frameworks of power 

inherent in these types of educational institutions. It is also clear that there is a 

correlation between the type of character created and that character's ability to exercise 

power within the hegemony of the institution. An important example of this is the 

sportsman character type whose power is derived simply from a talent for playing sport. 

Finally, it is evident that although these characters are fictional constructs and are created 

in the imagination of the writer, they have the ability to deconstruct the existing 
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propaganda of the private boys' boarding school, and thus exist as a vital weapon in the 

armoury of the writer of dramatic fiction. 
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CONCLUSION 

Theatre, and by extension dramatic fiction as a whole, seems, at the outset, to be an 

awkward means to choose for critiquing a particular social reality. Not only are these 

dramatic constructions fictional, but they have also been created through a long and 

subjective process that essentially articulates one particular individual's view or dramatic 

ideals. It is nigh impossible to ascertain where actual events end and dramatic license 

begins, or whether the characters themselves are based on actual people or are simply the 

fictional creations of the writer. 

Despite the restrictions of fiction, however, it is nonetheless accurate to state that theatre 

can be, and has been, used to engage in social critique to great effect. This is evidenced 

here clearly in the works produced in South Africa since 1994 that articulate the social 

reality of the private boys' boarding school. Two stage plays, namely Old Boys by 

Anthony Akerman and War Cry by John van de Ruit, made a major impact on the 

Kwazulu-Natal theatre scene. More importantly, however, they raised questions about 

private boys' boarding schools that hitherto had been largely ignored on the South 

African stage. These plays, in addition to other South African fictional works centering 

on such institutions, form a textual body of work from which an effective critique of 

private boys' boarding schools emerges. Therefore, the title of this dissertation refers to 

the texts that are written by old boys one of these elite private schools, who are reflecting 

on their experiences there, whilst at the same time constructing a dramatic critique of 

these institutions. 

However, to limit the discussion merely to South African stage plays that engage with 

these institutions greatly restricts the potential scope of the analysis. Therefore, in order 

to broaden the discussion, various other texts that embrace different media and contexts 
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have been included. Of these texts, Julian Mitchell's Another Country stands out as a 

seminal dramatic work in this field, as it articulates the English public school system, the 

system from which the South African private school system is descended. 

The majority of the texts studied in this dissertation reject the entrenched mythology and 

espoused ideology of the private boys' boarding schools and project these institutions as 

complex microcosms of the broader society, complete with a myriad of power hierarchies 

where the contestation for hegemonic control is ongoing and cyclical. The work of 

various Marxist scholars and more particularly, Antonio Gramsci's notion of hegemony 

and Michel Foucault's analysis of institutional power hierarchies, provide an effective 

theoretical underpinning for the ideas and concerns revealed in the dramatic texts 

themselves. The fictional texts and the theoretical underpinnings alike, seem to reject the 

liberal humanist thrust of these schools' ideology; in particular, the notion that these 

institutions purportedly facilitate the complete development of each individual in the 

tradition of liberal humanist education, is revealed, as idealistic, and theorists and writers 

alike identify the social reality of such institutions as harsher and more pragmatic than the 

projected ideology would suggest. 

Notions of masculinity and more specifically, hegemonic masculinity, are reflected in the 

various fictional writers' constructions of character. These character constructions often 

take the form of stereotyped character groups such as: the prefect, the rebel or the 

sportsman. Although not every character within these groups is stereotyped, each 

character group identifies its members in a similar way. This is best exemplified in the 

case ofthe sportsman whereby the individual is often painted as dim-witted, and in some 

cases downright stupid, whilst still possessing significant power within the institution by 

virtue of sporting prowess. This reflects the theoretical body of work on masculinity that 

asserts an emphasis on the physical and on the importance of sport in the struggle for 

hegemonic masculinity. The plays themselves clearly articulate this hegemonic struggle 

as members from each character group jostle for power and continually attempt to seize 

and exercise hegemonic control over their immediate environment. The character group 

of the 'powerless', clearly demonstrates the hegemonic nature of the institution, and the 
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delicate balance between coercion on the part the ruling group and the consent to be ruled 

on the part ofthe subaltern group. In connection to notions of hegemony it is important 

to note that rebellions against the system are almost always contained by consent or 

quelled by coercion. The character of Vaughan in Old Boys, is an excellent example of a 

member of the subaltern group refusing consent to be ruled and directly challenging the 

ruling group's (in this case the prefects') hegemony. His brutal beating exemplifies the 

coercion of the ruling group in its suppression of his rebellion, and the subsequent return 

to the status quo. 

The crucial balance between dramatic and fictional study and the broader theoretical 

perspective makes this exploration far richer than a mere sociological analysis or 

interpretive dramatic study. The underpinning of the key dramatic concepts, such as 

theme and character creation, with the theoretical work of Gramsci and Foucault 

facilitates the development of a unique form of critique that incorporates the solidity of 

sociological and philosophical analysis whilst still allowing for the subtlety and creativity 

that is to be found in explorations of dramatic fiction. Donaldson highlights the 

importance of playwrights in illustrating and critiquing the social reality of gender and 

gender relations, a central concern in a study related to masculinity and its ramifications 

in private boys' boarding schools: 

Playwrights form part of the orgaruzmg intellectuals. 

These people regulate and manage gender regimes, 

articulate experiences, fantasies and perspectives, reflect on 

and interpret gender relations. (1993: Introduction) 

Finally, the purpose of the theorists and the writers of dramatic fiction alike ill , 
attempting to deconstruct and challenge the private school mythology, is not to destroy 

the private boys' boarding schools themselves, but to highlIght the contradictions within 

these institutions and within their constructs of masculinity, thereby, perhaps, facilitating 

an awareness and subsequent resolution of the problems associated with these 
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contradictions. Of all those who critique these institutions, none are better equipped to 

accomplish a reconstruction of meaning than those writers whose personal experiences 

afford them the opportunity to stand on the inside of the private boys' boarding school 

and write out to the broader society. 
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ACT I 

SCENE 1 

The Dormitory 

The stage is in darkness, we hear the sound of Anthony playing his harmonica. At first it 
sounds as if he is playing random notes, however these notes soon form a chorus and 
then a melody, it is a lonely, haunting sound. The lights come up to a dim light indicating 
darkness, yet light enough for the action to be seen. Anthony is sitting up on his bed, the 
others are all trying to sleep. 

There is a loud groan: 

Sid: Hey shut that bloody thing up man. 

(Anthony continues playing) 

Alan: Don't lose your day job china. 

(still continues) 

Sid: How's this cowboy music. 

Alan: . Depressing shit. 

Mer: Would someone please shut the musician up! 

Ant: (stops playing) I think there's a serious lack of artistic appreciation in this 
dormitory. 

Sid: If that's art, then my mother's a monkey! 

Mer: That would account for a few things ... 

Anthony continues playing 

Sid: Ant man I'm trying to sleep. 

Al: Give it a break maestro 

Ant: (stopping) You guys are quite a tough audience. 
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Mer: Only audience you're likely to get my friend. 

Ant: I think you all need a little lesson in the appreciation of art. 

Sid: I've told you, that isn't art. 

Ant: Then what is art Sid? 

Sid: Stuffed if I know, but that's not art . 

Mer: Ant pass here, I'll show you art. (He makes a jailed attempt at playing the 
instrument) 

Ant: Now that's definitely not art. 

Mer: Well let's put it to the vote, what does the audience say? 

AI: You don't need an audience for it to be art. 

Sid: What? 

AI: Art is art, there's no need for an audience ... 

Mer: Here we go. 

Ant: Then who's the judge as to whether it's art or not? 

AI: The artist 

Sid: Jeez you okes can only talk crap ... 

AI: (continuing) See for you, art is music, for Merrick it could be rugby, but for me, 
art is a state of mind, it is complete control ... 

Mer: Rugby's got nothing to do with art, it's a bloody war ... (he makes ajailed attempt 
at mastering the instrument) 

Ant: Ever heard of the art of war? 

Sid: So what's art for me? 

AI: Probably cutting your toenails in a straight line. (they laugh, Merrick is making a 
loud noise on the harmonica) 

Sid: Jesus Merrick it sounds like you're strangling a cat. 
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Mer: I used to play this like a real muso, ask Ant. 

Sid: Crap man 

Mer: My oath, in fourth form we spent the whole holiday practicing this thing. 

Ant: And after 2 weeks, you could still only play Three Blind Mice. 

Mer: You lying bastard, I could also play The Piano Man. 

Al: On the hannonica? That sounds a bit Irish. 

Sid: Hey my Granny was Irish. 

Ant : That would also account for a (ew things . .. 

Al: But guys, we still haven't solved the question of, what is art. 

Sid: Who cares? 

Mer: Ja who gives a shit Greenstein. 

Ant: Art is just a label Al. It's something that pretentious people pin to pretentious 
things to make them seem significant. 

Sid: So you saying there's no such thing as art? 

Ant: Of course there is, but it isn't the same thing as indulgence Sid. You see we all 
believe that art can only be created by cocaine snorters and people with purple hair 
and tie-dyed shirts. The problem is that we miss the really good stuff We miss the 
real art. 

(pause) 

Sid: (highly confused) Which is what? 

Ant: You won't know until you find it. And even when you do fmd it, there's no 
guarantee that it will be art for anyone else - it's completely subjective 

A1: But that's my point, art is totally relative and without meaning. 

Ant: Of course it has meaning. If it had no meaning it would be totally pointless! 

Mer: I think the mere act of defining art is pretentious. 
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Ant: That's why I'm not defining it. 

Mer: You're full of shit Bates, you know that? 

Ant: I hope you're not trying to define me Butcher. Some people might construe that as 
hypocrisy. 

Mer: No, hypocrisy is when you privately covet something that you have always publicly 
despised. 

Ant: You mean like being a prefect? 

(Sidwho has been staring out of the window jumps up excitedly) 

Sid: Hey there's a shooting star. 

(Aljumps over to Sid's bed and looks out the window) 

Sid: Na you've missed it, it was one ofthose bright red bastards. 

AI: You know that those things are meant to be dangerous. 

Mer: AI, they're gigantic clumps of burning rock hurtling towards Earth at a thousand 
times the speed of sound. I don't think it takes a NASA scientist to work out that 
they're dangerous. 

AI: No I'm not talking about that, I'm talking about spiritual powers. Did you know 
that if you watch a meteorite for longer than three seconds, they start to unravel 
the fibre in your brain. 

Sid: Crap man! 

AI: It's a proven fact Sid, three seconds and you're on your way to the Happy Hills 
home for the cranky! 

(slight pause) 

Sid: (concerned) How long did you think I ... 

AI: No you'll be fine Sid, you didn't have any fibre in your brain to start with anyway! 

Mer: You know Greenstein, I have never met anybody in my life, who talks as much 
complete bullshit as you. 
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AI: Look I'm just telling you what I read. Whether you obey the warning is your own 
concern. 

Mer: Where do you get all this mumbo jumbo, freaky shit from? 

Sid: Ja, like that story you were going on about the other day. 

AI: What story? 

Sid: I dunno, I wasn't listening. Something about a butcher with one arm .. . 

Mer: I've heard that one. That's when that butcher sold his arm by mistake! 

AI: No man that's another story altogether. .. 

Ant: What the hell are you guys talking about? 

Al: Okay, this guy's having a big party, so he decides he wants a sheep on the spit. So 
off he goes to the butchery to pick it up. Anyway he goes into one of those huge 
freezers at the back of the shop to select the sheep he wants. So in he goes and 
starts going through the carcasses. Now as he gets to the one he wants, "click", 
the door locks behind him. He starts banging on the door, shouting for the owner, 
but the freezer's soundproof, nobody can hear him scream. So now he starts to 
ParllC, he's in this freezer with dead animals and it's closing time, he can see the 
butcher locking up but there is nothing he can do, the butcher doesn't hear him, 
locks the shop, goes home. The next day the butcher opens up the freezer and 
there's this guy, stone dead, as hard as a rock. (pauses for dramatic effect, the 
others think this indicates the end of the story) 

Mer: To be honest that doesn't really surprise me AI. 

Ant: Pretty much standard behaviour when locked in a freezer I'm afraid. 

Sid: Is there a reason for this story or is it just ... 

AI: The reason is, the freezer in which the guy was locked had been disconnected, it 
wasn't even . on. The temperature never got below 18 degrees, but his mind 
convinced him that it was freezing. He talked himself into his own death. 
(concludes proudly, as if he has proved something significant) 

Sid: Jees that's freaky! 

Mer: Wherever he is, he must be feeling like a real doos. 

AI: Power of the mind guys, power of the mind. 
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Ant: You really believe that? 

AI: What? 

Ant: That it's all in the mind 

AI: Absolutely, the only reason you can't do something is up here. (indicates his head) 

Mer: Jesus you can talk shit sometimes 

AI: You're always your own worst enemy 

Mer: That is such complete unadulterated crap 

Ant: Why Merrick? 

Mer: Your enemy's out there, not in here (indicates his head) 

Ant: What enemy? 

Mer: Everyone's got enemies. 

Ant: Oh really? 

Mer: Of course they do . 

Ant: Everything's black and white hey Merrick? 

Mer: Absolutely 

Ant: Easy game, right? 

Mer: You said it. 

Ant: (subtle mocking) Wait, let me guess, you look out the window and see your 
enemies lurking in the shadows .. . No wait, they could be under your bed .. . or in 
your locker. Have you checked in your trunk lately Merrick? 

Mer: That's exactly where they are ... (a beat, Merrick is a little tattled by being made 
to look foolish, he changes the subject) Hey AI, I've got a story you may just be 
interested in. 

AI: About what? 
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Mer: The supernatural 

AI: Bring it on. 

Mer: Now my oath this sounds weird, but it's no bullshit. (He pauses for effect) I went 
for a smoke just after lights out. 

AI: Tonight 

Mer: Ja 

Sid: Hey Merrick don't forget we have a Q.ewly elected prefect in the dorm. 

Mer: Oh of course, I'd better watch what I say 

Ant: Look guys I've told you before, I don't care if you smoke. 

Mer: Makes you wonder why they made him a prefect 

Sid: Probably because Scrotum thinks the sun shines out his arse. 

Ant: Look how many times do I have to tell you, I didn't ask to be a prefect, I didn't 
particularly want to be a prefect, and as far as I'm concerned you can smoke as 
much as you like as long as it isn' t in front of me. 

Mer: Well that's most gracious of you. 

Sid: So if you didn't want to be a prefect, why didn't you turn it down? 

Ant: (pause) Because I decided not to. 

Merrick looks disparagingly at Anthony, shakes his head and then continues his story 

Mer: Anyway as I was saying, I went to the chapel for a smoke 

Sid: (outraged) You can't smoke in the chapel 

Mer: Why not? 

Sid: Because .. . because ... its the chapel! 

AI: Sid it is your God given right to smoke wherever you like 

Mer: Ai's right Sid, you can smoke anyWhere you want as long as it isn't in a library, a 
cinema, a theatre, an office, a restaurant or in any public or private place. 
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Sid: You can't smoke in a church! 

Mer: Okay Sid, give me one reason why I can't smoke in a church. 

Sid: Well for one it's against the rules. 

Ant: What rules? 

Sid: The rules 

Ant: And who made the rules Sid, God or the school? 

Mer: Does it make a difference? 

Ant: 1 think it does. 

Mer: Why? 

Ant: Because some rules were made by God, and others were made by petty old British 
colonials a hundred years ago. 

Mer: So you're saying you don't believe in the rules of the school 

Ant: Some of them 

Mer: I'm sure you'll make a great prefect ... (Anthony glares at Merrick, Al defuses the 
situation) 

AI: Merrick can we cut to the chase? 

Mer: Where was I? 

AI: Having a smoke in the chapel 

Mer: So 1 was just sitting there thinking, enjoying my twak in the dark, watching the 
smoke spirals go up. (becomes more serious and intense) And then suddenly the 
smoke changed direction, like somebody was blowing it. 1 had this weird feeling 
like somebody was there. So naturally 1 thought that someone had come in or 
opened a window or something. The thing is, all the doors and windows were 
locked, there wasn't a soul in the place. (brief pause) So you tell me where that 
draft came from .. . 

Sid: Maybe you farted . 

8 



Mer: (he stares at Sid di.)paragingly) Anyway, I carried on with my smoke, (Anthony 
starts playing his harmonica under the story, the music is dark and creepy, 
Merrick is the master storyteller, intense and unhurried) but I could feel 
something was off, just strange. You know that feeling when you're being 
watched, but there's nobody there ... Just weird. Every now and again the smoke 
would blow in a different direction. I didn't think too much about it, I mean I 
thought there might have been a hole in the roof or something. But then I heard 
the organ ... 

Sid: What 

Mer: At first I thought I imagined it, but then it came again, just one long note 
baaaaaaaaaaaaa ... I tell you I just bolted. But as I was running I could feel this 
freezing draft behind me, something was chasing me ... (By now Anthony's musical 
accompaniment has gathered pace and volume, he is clearly enjoying himselj) 

Sid: Shit a brick 

Mer: I know I was alone in that chapel. 

AI: Obviously not 

Mer: Well lets just say I was the only living being in there . .. (Anthony's creepy music 
continues) 

Sid: Bates, stop that crap, you're starting to scare the shit out of me ... (Anthony starts 
laughing, stops playing) 

Ant: What a soundtrack. 

Sid: Guys lets talk about something else. 

AI: Do you think it could of been ... 

Sid: Who? 

Mer: Who else? 

Sid: Who? 

Al: It must have been 

Sid Who for shit's sakes? 

Mer: Mcarthur! 
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(Merrick and Al jump on Sid with a blanket, making ghostly noises) 

Sid: Shit! 

Mer: I reckon it was him. 

Ant: The ghost of Mcarthur has come to get you Merrick. . . 

Sid: You swear you aren't taking the piss out of me? 

Mer: On my mother's life 

Sid: You don't like your mother 

Mer: On my life 

Sid: Jeez, okes, I hate this shit. Bates doesn't this scare the shit out' of you? 

Ant : I think it's great, brings a bit of character to the place. 

Mer: Yip it was Mcarthur alright. 

AI: They say he never sleeps. 

Sid: Who? 

AI: Mcarthur. 

Ant: What a life, the eternal insomniac. I wonder what he does in the day, poor bloke 
must be bored out of his mind. 

Sid: Ghosts don't come out in the day, they hate sunlight. 

Mer: That's vampires you asshole. 

AI: By night he just paces the school, up and down . .. up and down .. . 

Ant: Well quite clearly tonight he was in chapel. 

Sid: Jesus that's spooky. Wasn't he a housemaster? 

AI: 1930's 

Mer: Committed suicide in 1937 
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AI: Hung himself in the chapel 

Mer: I heard he threw himself in front of a train 

AI: Na, that was somebody else, a homesick first year, somebody called Larkin .. '. 

Ant: Where do you get all this from AI? 

AI: Archives. 

Sid: So why did he commit suicide? 

AI: Nobody knows 

Mer: Ten to one he was a flamer! 

AI: Well whatever happened was too hectic to get out, so it was all hushed up. The 
archives merely say that he was found hanging in the chapel on the 4th of 
December 1937 

Sid: So who found him? 

AI: Rumour has it he was discovered half way through the Sunday service. One of the 
boys got bored of the sermon and looked up at the roof, and saw him hanging 
there ... 

Sid: Jesus that's sifL . 

AI: The chaplain at the time, a guy by the name of Simpson apparently had such bad 
eyesight that he thought the dead body of Mcarthur was part of the Christmas 
decorations. 

Mer: Must have livened the place up a bit. 

AI: Apparently not, there was only one small column in the paper saying that a master 
had died and that's all. There's nothing left in the archives. . 

Ant: So everything was hushed up? 

AI: Of course 

Ant: I tell you this school doesn't like a story, they just cover it up. 

Mer: That' s how the place works. 
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Sid: The press are waiting for a scandal, if they don't hush it up .. . 

Ant: But the truth will always come out. 

Mer: Truth's got nothing to do with it, this school runs on reputation. 

Ant: Reputation is just superficial crap Merrick and you know it. If there is stuff going 
on in here, it will eventually come out. 

Mer: Not necessarily. 

Ant: It has to 

Mer: Look at Mcarthur, that was sixty years ago and still nobody knows what 
happened. 

Ant: So you're honestly saying that the truth' s irrelevant? 

Mer: It's unimportant, if you convince the world this place is paradise, then it's 
paradise, the truth is neither here nor there. 

Ant: I disagree, if your leg has gangrene and you convince everybody it's fine, you still 
have gangrene. 

Mer: Not if you convince yourself 

Ant: Of course you do 

Sid: Who's got gangrene? 

Mer: Ant you have no idea how this place works. 

Ant: I do, and I don't like it. 

Mer: Some prefect you're gonna make. 

Ant: Well if that's the system then I don't buy it! 

Mer: That could be a big mistake ... 

Ant: Why you so scared of the truth Merrick? 

(Merrick stares at Anthony and then changes the subject) 
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Mer: What do you say Al? 

Al: I dunno, all I know is that as long as Mcarthur's story stays hidden, his ghost will 

never rest. 

Mer: Well he could be here for a while. 

Al: Poor bugger must be a bit bored - no wonder he's playing the organ ... 

Mer: Hey Ant you'd better watch he doesn't steal your harmonica it looks like 
Mcarthur' s ghost could be starting up a band! (They laugh at this as Stuart 
Luthuli, the head of house enters, with much bravado, bristling with irritation. It 
is clear that he has been lurking at the doorway jor some time.) 

Stu: Jesus guys its past One in the morning 

Mer: His royal highness the king of Larson House 

Stu: Merrick, I'm not in the mood for your crap. Its too . .. 

Mer: (standing) All rise for his excellency, the head of house now presiding 

Stu: Are you quite finished? 

Mer: (Nazi Salute) Ja Filhrer 

Stu: So tell me what scintillating topic of discussion is it tonight, girls, sex, or have we 
resorted to telling ghost stories? 

A1: Freedom of the mind actually 

Mer: Something you wouldn't know about Luthuli. 

Stu: Wow you're in good form tonight Butcher - in fact you've got me rolling in the 
aisles. Maybe you should write a movie. 

Mer: Actually we were discussing that earlier, we have this idea about a disgusting 
homosexual who lurks in public toilets and flashes at people on the urinaL I think 
you'd be perfect for the part! 

Stu: Only you would shoot a movie in a men' s toilet Butcher. 

. Mer: Well, when your lead actor is a great big floating turd, you have to make a few 
allowances. 
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Stu: You know for once, just for once I would like some support from this dormitory. 

Mer: But we hate you Stuart, how could we possibly support you? 

Stu: Merrick, when are you ever going to get over the fact that the black boy is head 
of house and the white rugby hero, who was tragically not made a prefect, has to 
carry his own laundry on a Monday morning. 

Mer: Don't push me Luthuli! 

Stu: I will do what I like Butcher, because I am in control here. This whole school may 
think you're a hero, but as far as I'm concerned you're pathetic. And this little 
badge proves it. (Merrick is seething but manages to restrain himself) Now if I 
hear one more noise out of this dormitory this evening, I'll be having a quiet chat 
to Scrotum after breakfast . So as always the choice is yours, shut up or get three 
hours of hard labour tomorrow. Oh and Anthony we haven't made you a prefect 
so that you can sit around telling ghost stories - you're expected to set the 
example, so kindly do so. (turns to exit) 

Mer: (shouting after him) Goodnight Mr President .. . 

Stu: Shut up Butcher! 

Mer: (aggressive) Come make me you spineless kaf. . . (he stops himself) 

Stu: (turning) Come on Merrick, say it. Six letters, one word and for a few seconds it 
will make you the most powerful man in this dormitory. Come on, I'm sure you 
call me that behind my back anyway. Have some guts for a change Butcher and say 
it to my face! 

Mer: Sleep well my Lord. 

Stu: Thank you Merrick I intend to . (Stuart exits) 

Mer: Jeez that idiot can get up my nose. How's the way he carries on - you'd think he 
ran this place 

AI: Ag don't stoop to his level man. 

Sid: Merrick just leave all this race shit out of it. 

Mer: He brought it up Sid. 

Sid: Ja he's a wanker man. 
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Mer: I think I may be forced to poke his eye out with a pencil in English tomorrow. 

Al: I wouldn't waste the pencil 

Sid: Oh shit! 

Al: What? 

Sid: English! 

Al : What? 

Sid: I haven't read Catch 22 

(They all groan in unison) 

Mer: Scrotum's gonna take you apart mate. 

AI : And he'll start with the scrotum 

Sid: Shit I don't even have the book here. Hey Al please can I borrow yours 

Al : Now? 

Sid: I've got five hours till breakfast 

Ant: Sid you can't read now it's two in the morning. 

Al: Where you gonna read, everything's locked up? 

Sid: I'll read on the bogs 

Mer: Sid if you read the whole of Catch 22 on the bogs you'll have piles like you've 
never seen before. 

Sid: (worried) You reckon 

Mer: You'll never shit again mate. 

Sid: Serious? But what the hell else can I do? 

Mer: You could start praying ... 

Sid: Ant, help me man, you're big buddies with Scrotum. 
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Mer: What do you mean big buddies? They're practically married. 

Ant: That's hysterical Merrick! (irritated) What do you want me to do Sid? 

Sid: I dunno you're the clever one. 

Ant: Alright I'll .give you a run-down at breakfast. 

Sid: Shot Ant, lowe you one. 

(They all begin to climb into bed) 

Mer: Well cheers buggers I'm hitting the sack. 

Sid: Sleep well ous 

AI: Hey anybody runs into Mcarthur during the night, wake me up - I wanna have a 
few words with the old bastard 

Ant : Will do AI, will do . .. 

Pause; the others have settled into bed, he reflects, after a pause he leans into his locker, 
takes out his harmonica and begins playing. The light fades to blackout. 

SCENE 2 

Steven Ball's (Scrotum) office 

Scrotum is seated behind the desk. Across the desk there are five chairs. The office is also 
the scene for his English classes. He is rather engrossed in his newspaper. Anthony 
enters with a short knock. 

Ant: Morning Sir 

Scr: Ah morning Anthony, how's my new prefect? 

Ant: I'm alright. 

Scr: (offering him a sweetfrom a bowl) Sweet? 

Ant: Just brushed my teeth 
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Scr: How you doing? 

Ant: Fine and you? 

Scr: Alive and kicking as always. Desperately trying to hold onto my sanity. 

Ant: I know the feeling. 

Scr: Really? Sanity is not a word I would associate with you Mr. Bates. 

Ant: You' re right sir, I think I should accept the fact that I am totally insane and move 
on from there with a clean slate. 

Scr: Well it would be the crazy thing to do. 

Ant: Sir I truly believe this world will only reach a harmonious state when everybody 
accepts that they are crazy and stops pretending otherwise. 

Scr: That's an interesting thesis Anthony. Care to elaborate? 

Ant: Alright let's say that at least half the Earth' s population is crazy. Now of all those 
people, only a minor percentage are certified madmen or women. Now the 
problem is when those nutters, who believe themselves to be normal take up a 
position of authority .. . 

Scr: Such as? 

Ant: Presidents, politicians, prefects, headmaster's of elite private schools . . 

Scr: I hope you aren't alluding to our dear friend and headmaster Mr. Everett? 

Ant: (with sarcasm) Definitely not Sir. 

Scr: And prefects? 

Ant: What about them? 

Scr: You tell me. 

Ant: Well I for one wouldn't have chosen a madman as a prefect. 

Scr: What about a boy feigning madness. It' s Hamlet all over again isn't it. 

Ant: Not Hamlet sir, I'm talking about Catch 22. 
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Scr: Ah my favourite novel, and by a strange quirk of fate, one of your set works. 

Ant: I'm not talking about the novel sir, I'm talking about a Catch 22. 

(slight pause) 

Scr: Go on 

Ant : Well, it's the feeling oflosing either way. The devil and the deep blue sea. 

Scr: Is that where you are? 

Ant: I'm not sure, but I've lost something. 

Scr: What? 

Ant: I don't know. Maybe my integrity. 

Scr: Bullshit! That is absolute bullshit and you know it. You have more integrity than 
everybody in this place, and I mean everybody. Perhaps what you're losing is your 
self-belief. 

Ant : Sir you know as well as I do that I've always stood out against petty authority, 
and look at me now - a prefect 

Scr: But you're forgetting why you chose to be a prefect. 

Ant : Oh corne on sir, nobody believes that crap about changing things from the inside. 
To them it looks like .. . 

Sct: You've never given a damn about what people think before, so why should you 
start now? 

Ant: I don't know, maybe I'm doubting my own motives. 

Scr: Well don't, you've made your decision. Now do what you planned and be a 
revolutionary prefect. 

Ant: But will I have anybody to lead, nobody believes in a hypocrite. 

Scr: You sound like Merrick. 

Ant: . Perhaps Merrick can see the weeds from the grass. 
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Scr: I think he only sees the weeds. 

Ant: Why did you make me a prefect? 

Scr: You know why and I'm not going to insult either one of us by defending my 
position. 

Ant: Tell me how can I turn to Merrick and say, do this or do that, when I don't even 
believe in the rules. 

Scr: It's never about rules Anthony, it's about what's in there. (He thumps Anthony's 
chest) 

(Anthony nods wearily, Scrotum embraces him) 

Scr: You'll be fine, trust me. 

(Merrick enters and sees them finishing their embrace) 

Mer: Sorry to interrupt the party gents 

Scr: Oh Merrick. .. Morning, uh sweet (offering) 

Mer: Great, jellybabies my favourite. (he takes one) Oh sir before the others arrive, 
please ask Sid for a socialist critique of Catch 22 

Scr: Sid? 

Mer: Trust me sir he's got a few sharp ideas. 

Ant: Sid the socialist and Merrick the Marxist, sounds like an interesting combination. 

(The others shuffle in, led by Stuart, as self-important as ever, followed by a scruffy Alan 
and finally Sid who makes his way r(lther sheepishly to his chair. His fear and 
embarrassment should be obvious to all) 

Scr: Morning boys 

(The three chorus their goodmomings) 

Scr: Sweet (they each take a sweet, Alan tries to take four) One Alan! 

Al : Sony sir 
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Scr: (pacing) Alright Stuart, we'll start with you, tell me something, anything about 
Catch 22 . 

Stu: Well firstly, it's a book about war. 

Mer: That's brilliant Stuart, absolutely brilliant, now did you think that up yourself or 
did your mother help you in the holidays? 

Stu: Shut up Butcher, your mother's a Catch 22 

Mer: Hey tune my mother, I'll break you Luthuli! 

Scr: I like this energy guys I like it, it's been a long time since Merrick got so fired up 
over a novel. Now Alan, I've been waiting all morning to hear some of that 
Greenstein logic. Tell me what is the core, the guts of the book? 

Al: Sir I know that everyone's gonna laugh, but I think it's about the power of the 
mind. (there is an uproar of laughter and mocking jibes) 

Scr: I agree completely with this man. (Alan jeers at the rest of the class) Anthony, in 
one sentence, what is Heller expressing about war? 

Ant: The futility of war and the rise of the madman 

Scr: Alright our learned friend Mr. Bates reckons it's about the rise of the madman. I 
can see Merrick shaking his head, do we have an argument brewing? 

Mer: I think it's bullshit! 

Scr: What's bullshit, the book or their comments? 

Mer: Their comments. It's obvious the book's about weakness and cowardice! 

(The atmosphere is loud and intense, Scrotum has the knack of keeping the excitement 
level high whilst maintaining control) 

Scr: Well, well, well, Merrick says your comments are bullshit gentlemen. Are you 
going to take that lying down? 

Mer: He's showing the link between fear and cowardice and how that leads to defeat. 

Ant: I disagree, he's showing us how war destroys your mind, plain and simple. 

Mer: Crap, they're cowards, terrified of dying! 
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Ant: But that's the whole point. They don't want to die in a war started by some power 
hungry megalomaniac. 

Mer: Sounds a bit like you Bates. 

Ant: Well would you die fighting for me Butcher? 

Mer: Not anymore. 

Ant: I think you've just proved my point Merrick. 

Mer: All I've proved is that absolute power corrupts. What do you say Luthuli? 

Stu: I say you'll never experience absolute power Merrick. 

Scr: .Gentlemen, I would just like to remind you that this is my classroom and not a 
bingo hall. So if you want to bicker like a bunch of old ladies then do it in your 
own time. Now we were talking about war's ability to destroy the mind. 

AI: But sir that's my point exactly! The war is fought in there (pointing at his head) 
not on the battlefields! 

Mer: Ah Jesus, not this again! 

AI: It's the truth Merrick everything goes on in their heads, look at any of those 
characters! 

Mer: That's fear, that's weakness! Those guys are sellouts! 

Scr: Aha, but doesn't every man have his price Merrick? 

Mer: Not if you're fighting a war. 

Ant: Whydo you think wars happen in the first place? 

Mer: Wars happen because the men who can' t be bought, have to be destroyed. 

Ant: Men are only destroyed when they sell out Merrick. 

Mer: I think you're being naIve Anthony. 

Ant: Rather naYve than cynical. 

Mer: Real not cynical. 
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Scr: My next question gentlemen, is war not the game of the weak? 

Mer: On the contrary sir, it's the game of the brave. 

Ant: War's not a game Merrick. 

Mer: Of course it is, it's Russian roulette with big teams. 

Ant: Then you tell me this, why does every man in this book go crazy? 

Mer: Because every man in that book is a coward. 

Scr: But aren't we all cowards sometimes Merrick? 

(pause) 

Mer: No. 

Scr: Well then you're a lucky man. Alright Sid, you've been rather quite, tell me about 
your ' socialist critique of the novel. 

Sid: Er .. . what? 

Scr: Merrick tells me you have a socialist critique prepared. 

Sid: (Sidjabs Merrick in the ribs with his elbow) No sir he's lying. 

Scr: Alright tell us something else. 

Sid: Merrick's sister has big cans! (Merrick jabs Sid in the ribs, more laughter and 
mocking jibes) 

Scr: Well that's good to hear Sid but could you relate that to Catch 22? 

(There is another outbreak of laughter, it is apparent that Sid doesn't know what to say) 

Scr: Sid have you read the book? 

Sid: Yes sir. My oath to God 

Scr: Alright then answer this question, why did the character of Y ossarian commit 
suicide at the end of the novel? 

Sid: (stumped, he then takes aflyer) Because he was sick of war. 
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Mer: He didn't kill himself you idiot! 

Ser: Listen to me Sid, if you haven't read the book then you haven't read the book, but 
don't lie to me. I've been your English teacher for three years and you know that 
lying is the one thing that I cannot tolerate. 

Sid: Yes sir, sorry sir. (the bell rings) 

Scr: Alright that's it for today. Tomorrow we will look at the character of Yossarian, 
who he is and why he acts the way he does. And Sidney read the book. 

Sid: Yes sir 

Ser: Thank you gents (they start to exit) Merrick! (he turns to look at Scrotum) You 
know sometimes the strong guys are weak. 

Mer: Never be weak sir. 

Scr: A man called Ferdinand Foch once said" None but a coward dares to boast that he 
has never known fear" . 

Merrick pauses as if to say something, changes his mind imd walks out. The lights fade to 
black. 

SCENE 3 

The Dormitory 

Merrick, Sid and Al 

Sid: Jussus Merrick I can't believe you set me up like that. 

Mer: Look it's not my fault you didn't read the book. 

Sid: Ja but you didn't have to tell him! 

Mer: I didn't tell him, it was bloody obvious. 

Sid: And what the hell is a socialist anyway? 

AI: Long story Sid 
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Sid: Check now I've lost my shares with Scrotum. 

Al: I don't think you had many to start with Sid. 

Mer: Yip, Bates is definitely the major shareholder round here. 

Sid: I promise you Anthony so much as opens his mouth and Scrotum says excellent, 
excellent! 

Mer: You reckon there's something going on there? 

Sid: What you mean? 

Mer: You know, like a bit of bandy-dozy .. . 

Sid: Na - I don't reckon Scrotum's a fag. 

Mer: Lives alone, teaches English, gives us sweets? 

AI : No ways, not a chance. 

Mer: Although it would account for Bates' meteoric rise to prefectship. You' know 
sexual favours ... 

Sid: He just loves him cause he's top of English. 

Mer: I'm still not convinced. 

Sid: Look Scrotum may be a bit of a twat, but I don't reckon he's a fruit. 

Mer: With a nickname like scrotum- you can never be too sure. 

AI: Just because the poor man had the misfortune to be named Steven Ball, that 
doesn't mean he's a pillow biter. 

Mer: It doesn't rule him out either. 

Sid: That's true. Actually now that you mention it .. . 

AI : Ah come on Sid you're just bitter because he shat on you for not reading the book. 

Sid: Crap, I've never liked him. 
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AI: Well you never mentioned it last term when he was giving you hours of extra 
lessons. 

Sid: That was last term. 

Ai: You're being fickle Sid. 

Sid: Ja well who gives a stuff. 

Mer: Well as far as I'm concerned you're guilty until you're proven innocent, and at the 
very least he's a potential fag . 

Ai: How can you be a potential fag, either you' re a fag or you're not. 

Mer: Easy . .. and Bates is another one who could be a bit dodgy. 

Ai: Please, you guys are homophobic. 

Sid: Bloody right ... (Merrick has taken out his boots and begins to polish them, they 
watch him for a while) You nervous? 

Mer: Na 

Sid: They reckon there's gonna be ten thousand people there. 

Mer: The more the merrier. 

Ai: 1'd be shitting myself 

Mer: What about the power of your mind AI? 

AI: Stuff power of the mind, that's playing rugby in front often thousand people. And 
ultimately it will all come down to the bounce of the ball. If it pops up for you, 
you're a hero, if it doesn't, you're zero . 

Mer: If you're smart enough AI, you never have to gamble. All you have to do is find 
their weakness and go for the jugular. 

(A beat, Sid glances at his watch) 

Sid: Shit the tuckshop's closing, 

Al: And you owe me a cheeseburger! . 

Sid: We're gonna have to send it. Merrick you coming? 
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Mer: I'm fine. 

Sid: Can we get you something? 

Mer: Nothing. 

Sidney and Alan exit to the tuckshop, Merrick continues to shine his boots. He polishes 
them with the utmost care, dabbing them with polish, rubbing them with a cloth then 
shining them with a shoe-brush. He then stops and carefully examines them, rubbing 
isolated spots, Anthony enters, but lingers at the door watching Merrick, after some time 
Merrick senses his presence, stops polishing and looks up at him. There is abriejmoment 
as they size each other up. 

Mer: Where've you been? 

Ant: (reluctantly) Prefects meeting 

Mer: (wry grin) Oh right (pause) Interesting? 

Ant: What? 

Mer: I said, was it interesting? 

Ant: Not really 

Mer: So I'm not missing much 

Ant: No 

(pause) 

Mer: You know Ant, there's nothing wrong with being power hungry. I think you need 
to be hungry to make it in this world. 

Ant: Which world? 

Mer: In here. In this school. You may say it's archaic, but it's essentially run like a big 
business. In actual fact it's very similar to the real world, just a smaller version. 

Ant: Then why do you despise me for accepting a position of power? 

Mer: Because you set yourself apart. You've spent so much time creating this image of 
you being the bastion of truth, the school Messiah, and everybody has bought into 
it. There are people in here who think you are perfect. Shit I even thought you 



were perfect! But there's a catch, there's always a catch. A weakness. And you've 
been exposed. 

Ant: As what? 

Mer: As a complete fraud. 

Ant: That is such bullshit Merrick. This isn't about me, it's all about you. You're not a 
prefect and it burns your guts and you're using me as the scapegoat because you 
don't know who else to blame. 

Mer: You are to blame. 

Ant: Do you really think the school rugby star ever gets overlooked. You're not a 
prefect for a reason. I don't know what that reason is, but it has nothing to do with 
me. 

Mer: So now you're trying to appease your own conscience by shifting the blame to me. 

Ant: Look Merrick, you know me, and you know that I am against the whole idea of 
prefects. I hate pettiness and petty rules. So when I was offered a prefectship, I 
was faced with a decision that I didn't want to make. I could refuse or I could 
accept and try and make a difference. 

Mer: Isn't choice the funniest thing. 

Ant: Sometimes it's cruel. (taking his harmonica out of his locker) You mind? 

Mer: Go ahead (Anthony begins to play, Merrick shines his boots; after a while Merrick 
stops polishing his boots and watches Anthony intently) You know it's very good. 

Ant: (stops playing) What? 

Mer: It's very good, the sound . .. 

Ant: I can never work it out 

Mer: What? 

Ant: If it makes me feel happy or sad. 

Mer: Probably both. 

Ant: Keeps me sane. 
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Mer: I know ... (pause) You must teach me again, I think I've lost it. 

Ant: Remember that holiday? 

Mer: Two weeks straight of playing the harmonica. 

Ant: Jesus we were crazy. 

Mer: The only reason I came on holiday with you in the first place, was because I liked 
your sister. 

Ant : And you ended up ignoring her and playing the Piano Man for two weeks 

Mer: She had bad body odour anyway. 

Ant: Tell me about it. 

(a beat) 

Mer: It was a good holiday ... 

There is a pause, they both reflect for a moment, Merrick resumes the shining , of his 
boots and Anthony plays a melody. This moment should not be rushed. After some time 
Merrick reaches into his locker and takes out a small pouch, he opens the pouch and 
takes out a ball of newspapers. Slowly he reaches inside and retrieves a pack of Camel 
cigarettes and a box of matches. Anthony is no longer watching him, engrossed in the 
music. There is something quite obvious and deliberate in the way Merrick prepares for 
his smoke, carefully choosing the cigarette, then wrapping the box back in the 
newspaper. Anthony looks at him, but doesn 't realise what he his doing until Merrick 
places the cigarette in his mouth. He stops playing suddenly. 

Ant: What are you doing? 

Mer: What does it look like I'm doing? 

Ant: You're gonna smoke? 

Mer: Why not? 

Ant: (at a loss for words) But you can't! 

Mer: Why not? 

Ant: I'm a prefect! 
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Mer: Are you? 

(Merrick lights a match) 

Ant: Merrick what the hell are you doing? 

(Merrick blows out his match) 

Mer: . I've told you I'm having a smoke, now would you just relax. 

Ant: No I won't relax, I'm a prefect and you can't smoke in front of me. 

Mer: Well you didn't seem to mind last term. 

Ant: That's because I wasn't a prefect last term you cretin! 

Mer: Don't call me a cretin Mr Prefect. And besides you don't believe in the rules. 

Ant: That doesn't matter 

Mer: Of course it matters Mr Prefect or should I call you Mr Hypocrite? 

Ant: Don't call me that! (Merrick lights another match) Merrick stop! Just think 
about what you're doing ... 

Mer: I have thought about what I'm doing. 

Ant: (realising the trap) So this is the test? You wanna see if I've got the mettle to do 
this. You want me to make the choice. 

Mer: You can walk out the door right now, you don't have to watch me smoke. 

Ant: And you'd love that wouldn't you, I mean that would just prove everything. Here I 
am a fraud, a hypocrite. In fact I resign. You be the prefect (throwing prefect 
badge at him) take it, come on it's all yours Mr Prefect - lets give you a big round 
of applause. Look how big Mr Prefect is ... (he pulls the cigarette out of 
Merrick's mouth and puts it in his) Come on Mr Prefect, now what you gonna do, 
are you going run me in or be a coward and tum the other way? I think you've got 
no balls Mr. Prefect, I think you're gonna run. You're gonna run with your tail 
between your legs. Because you're gutless! 

(Merrick pushes Anthony out of his face. Anthony stumbles and recovers quickly) 

Ant: Come on Butcher, show me what a big man you are. 
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Mer: I'm not going to hit you Anthony, I'm gonna fucking destroy you. (he jumbles for 
another cigarette, lights it and then takes a deep drag and blows smoke in 
Anthony's face, Anthony watches him unflinchingly) 

Ant: (almost (1 whisper) Fuck you Merrick 

Mer: (after a pause) Don't play with fire Anthony. 

Anthony exits, Merrick takes one more drag of his cigarette and then stubs it out on 
Anthony's locker. He picks up Anthony's harmonica and plays loudly and without tune. 
The light fades to darkness. 

SCENE 4 

Scrotums office 

Scrotum is working at his desk, Anthony storms in without knocking. 

Ant: Why was Milo not court-martialed for dropping bombs on his own men? 

Scr: What? 

Ant: In Catch 22, Milo bombed his own men after making a trading deal with the 
Germans. Why wasn't he court-martialed? 

Scr: You tell me? 

Ant: Because it's a catch 22. Ifhe doesn't bomb his own men, there's no food for the 
troops and ifhe does he kills them anyway! 

Scr: Anthony what are you talking about? 

Ant: Catch 22 sir, there's always a choice but either way you lose. 

Scr: Anthony, speak to me. 

Ant: I can't sir, its catch 22. I speak to you I lose, I keep silent I lose. 

Scr: As you said, there's always a choice. 

(pause) 
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Ant: You know it's funny sir, we spend so much of our time with people, but when the 
crunch comes you always seem to be alone. 

Scr: Perhaps that's something of your own choosing. 

Ant: Perhaps 

Scr: You know sometimes we build things up into insurmountable problems and in the 
end they hardly make a ripple. 

Ant: Trust me sir, this will not be a ripple. 

Scr: Sounds like you've already made your decision. 

Ant: I have, I'mjust scared of what's going to come. 

Scr: Don't be, if your decision comes from the right place, you have nothing to fear. 

Ant: Choice is cruel sir. 

Scr: Of course it is, but at sometime in our lives we are all faced with a moment of 
choice. That's when you have to be strong. 

Ant: Sir, do you think there's always a catch? 

Scr: Where? 

Ant: In life, do you think there's always a catch? 

Scr: I think that's sadly cynical. 

Ant: Me too. 

(pause) 

Scr: Anthony, do you have something to tell me? 

Ant: Yes sir 

Scr: What is it? 

Ant: I wish to report Merrick Butcher for smoking in the dormitory 

(Scrotum's face drains of colour as Anthony exits) 



SCENE 5 

The Dormitory 

Alan and Sid are clustered around Merrick who is relating the story to them. Throughout 
the scene Merrick 's demeanor is strangely calm in comparison to Sid's feeling of outrage 
and Alan's confusion at the event that has just happened 

Sid: I don't believe it, I just can't believe it - he bust you. 

AI: Jesus, maybe he's not as bright as we think. 

Sid: How's his mind, Saturday's the big game and we've lost our best player. Shit, if 
we lose ... 

AI: He'll be crucified. 

Sid: How long you banned for? 

Mer: Month 

Sid: That's basically the whole season. 

AI : I always thought he was so genuine. 

Sid: It's amazing what being a prefect does to you. 

AI: What else? 

Mer: Lost all privileges, gated till the end of the year and final warning. 

Sid: So how did he bust you? 

Mer: He didn't. 

Sid: What? 

Mer: He didn't bust me. 

AI: What are you talking about? Of course he bust you. 

Mer: I asked him. 

Sid: Asked him what? 
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Mer: If I could smoke. 

Sid: And what did he say? 

Mer: Yes 

AI: He said you could smoke? 

Mer: Yip 

Sid: And then? 

Mer: Then we spoke for a while, he played his harmonica and then went off to work. 

AI: Then he ran you in? 

Mer: Must have. 

Sid: So he didn't warn you or give you any idea or nothing. 

Mer: Not a thing. 

Sid: What a snake! 

AI: Shit, I can't believe it! 

Mer: Well believe it mate ... 

AI: So what you gonna do? 

Mer: What can I do? 

Sid: I say we kill him, my oath to God I'm gonna find him right now and ... (Stuart 
Luthuli has been lingering in the doorway) 

Stu: You touch Bates and I'll have you expelled before you can even reach for your 
balls Matthews. 

Mer: Ah it looks like the head of the wanking society has arrived. 

Stu: That's not very funny Butcher, I think: you may be losing your touch. 

Mer: That's why I'm not head of the wanking so"ciety. 



Sid: What do you want Stuart? 

Mer: Ja what is it Dingbat 

Stu: Oh I just popped along to see our new house rebel. 

AI : Stuart, we don't need this now. 

Stu: (relishing the moment) Hey Merrick, I heard your rugby season just went up in 
smoke. (he cracks up laughing) 

Mer: Wow you're a funny man Luthuli 

Stu: I thought we were going to see you burn it up on Saturday. (cracks up again) 

Mer: Stand by, it looks like he's on a roll guys! 

Stu: No more rugby matches for you Butcher. (falls about laughing) 

Mer: No, it looks like the roll has come to an abrupt end. He is no"w officially scraping 
the pot. 

Stu : Oh no you're the one who's scraping the pot my friend. 

Mer: (viciously) Don't you ever fucking call yourself my friend! 

Stu: It was a figure of speech Butcher. No need to lose your cool. 

AI: Stuart just leave, you're only making this worse. 

Sid: If you've got nothing else to say here Stuart, then leave! 

Stu: (playing along) Now I'm sure there was a reason for me being here .. . 

Mer: You mean besides pis sing me offi 

Stu: Mind you that's a good enough reason in itself. 

Mer: Get out Luthulir 

Stu: Don't tell me what to do, this is my house! 

Mer: Get out! 

Stu: I will go when I am ready to go! 
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Mer: (Merrick is now face to face with Stuart) Get out or I'll break you Stuart! 

Stu: You did a very silly thing Merrick - you gambled and you lost. And now I'm going 
to sit back and watch you destroy yourself. You see I know you Butcher, you'll do 
something, and when you do, I'm going to be there, laughing. 

Mer: I never lose, Luthuli. 

Stu: Only an idiot believes that he'll never lose Merrick. (exits) 

Sid: Now that oke is a serious waste of oxygen! 

Mer: Jeez, he gets up my nose 

AI: He's a wanker man, just ignore him. 

Mer: Now how in the hell does a prick like that ever become a head of house, I mean 
what is wrong with this place? 

Sid: Alright Merrick, how we gonna get Bates? 

Mer: You'll see. 

AI: Don't touch him Merrick, it's not worth it. 

Mer: I'm not going near him. 

Sid: So what are you gonna do? 

Mer: You'll see. 

Sid: To hell with it, I reckon we wind him! 

Mer: Sometimes Sid, subtlety can be far more vicious. 

AI : I don't think I even want to know what you're thinking Merrick. 

Sid: I'm with you Merrick, let's take him down. Jesus, he's betrayed you, his friends, 
his school, he deserves what's coming to him! 

AI: Sid just relax. Thank god you aren't in charge of nuclear weapons - we'd have 
world war three every time you had a spoon of sugar in your coffee. 

Sid: Well if you were in politics, nothing would ever happefi~ 

.35 



AI: Sounds about right ... 

(Anthony enters, moves to his bed and begins reading Catch 22) 

Sid: Hey Bates you feeling proud - feel like you've done your duty? (pause) 

Ant : (quietly) I did what I had to do. 

Sid: What? Betray the school? 

Ant : I think it was Merrick who betrayed the school Sid. 

Sid: Well you ran him in ... 

Ant: Well if you're stupid enough to blow smoke in a prefect's face, then it shouldn't 
come as a surprise should it! 

Sid: Jesus he's your friend man! 

Mer: Guys, go downstairs 

Sid: Noways, I wanna get some answers from this bastard! 

Mer: Sid go downstairs! 

AI: Sid let's go. (Sid reluctantly agrees, they exit. Merrick walks up to Anthony) 

Mer: Congratulations - I must admit you surprised me. 

Ant: Is that right? 

Mer: Yip. .. maybe you're a good prefect after all. r m actually quite impressed. 

Ant: What's the Catch Merrick? 

Mer: What do you mean? 

Ant: There's got to be a catch. I know you too well and you aren't stupid. 

Mer: So what makes you think there's a catch? 

Ant: You never gamble Merrick. 

Mer: There's always a first time. 



Ant: I know there's a catch Merrick. Why else would you throwaway your whole 
rugby season. 

Mer: Just remember Anthony I never lose. 

Ant: I think you've lost already. 

Mer: But we've only just started -we've only just fired the first shots of the battle. 

Ant: This isn't a war Merrick. 

Mer: You started this Bates and believe me this will be a war! 

Ant: Alright hit me now- I won't even stop you. 

Mer: I'm not gonna hit you, I'm gonna destroy you ... 

Ant: Destroy is a big word Merrick and you may just find that I'm stronger than you 
think. 

Mer: Well, time will tell (He begins to leave, then hesitates) Oh Bates I have a quote for 
you: "A man can never be too careful in the choice of his enemies" . (exits) 

Ant: Oscar Wilde 

Shakes his head, there is a feeling of unease about him now, he walks around the 
dormitory as if a little disorientateci, he then returns to his bed, takes his harmonica out 
of his locker and begins to play. The light jades. 
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SCENE 6 

Everett's office 

A knock at the door 

Eve: Come 

Merrick enters 

Mer: Sir I wonder if you have a minute? 

Eve: Sit Merrick (briefpause) not in more trouble I hope? 

(pause, Merrick ignores his comment) 

Mer: Sir what do you know of a Catch 22? 

Eve: Fine novel, I believe it's your set work. 

Mer: I don't mean the book sir. I mean the concept of a Catch 22. 

Eve: Ah you mean like having to suspend your star rugby player before the most 
important game of the season? 

Mer: Exactly 

Eve: If you do not punish him for smoking you set a nasty precedent ... 

Mer: However, if you do, you seem certain to lose the game and with it the school's 
reputation. 

(a beat) 

Eve: Yes I am aware of Catch 22. 

Mer: Sir, what would you say if that player told you he was falsely accused? 

Eve: I would say he's lying to save his own skin. 

Mer: And what if he knew something that could potentially free him from his 
predicament. 

(pause) 
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Eve: Such as. 

Mer: Something extremely dangerous to this school's reputation. 

Eve: I'm listening. 

Mer: What if he told you he was covering something up, something huge. Something the 
press would love to splash allover their front-pages 

(a beat) 

Eve: (icy) I hope this boy knows better than to blackmail his headmaster. 

Mer: I'm sure he does sir, but you must understand that the boy now finds himself in a 
tricky situation. 

Eve: Go on. 

Mer: Well it's a Catch 22 sir. 

Eve: I don't follow. 

Mer: Well if he keeps the secret, then he is in some way condoning the action tlm.t he 
despises. But if he tells his headmaster, then he is breaking a code of conduct, 
which makes him disloyal. 

Eve: Loyalty is a highly ovenated virtue Merrick. 

Mer: But nevertheless there is a compromise the boy has to make. It's a Catch 22 sir. 

Eve: Welcome to the real world Mr. Butcher. 

(pause) 

Mer: Sir, Mr Ball and Anthony Bates are having a homosexual affair. 

Eve: (stunned) What? 

Mer: They tried to get me involved sir. 

Eve: Involved? 

Mer: Threesomes sir. 
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Eve: Good God 

Mer: They're trying to destroy me sir. 

Eve: Have you any proof? 

Mer: I have witnesses. 

Eve: (with venom) Merrick, you listen to me carefully. This is an extremely dangerous 
allegation. I don't have to tell you what it could do to this school. (pause) You 
cannot afford to fuck this up, if you are lying and you are found out, I will destroy 
you. If you are telling the truth and you cannot substantiate this allegation, I will 
destroy you. So think carefully and make the right choice. 

Mer: (meeting his gaze) I always win sir. 

Eve: No Merrick, the school always wins. 

(pause) 

Eve: Well, do you still have something to say? 

Mer: Yes sir. 

Eve: What is it Merrick? 

(pause) 

Mer: I wish to report Anthony Bates and Mr Ball for sexual misconduct, harassment and 
attempted molestation. 

(!hey stare at each other for a beat) 

Eve: You know Merrick, I was a lot like you at your age, but I made the right choices 
and I never lost. 

Merrick grins and exits. The lights fade . 
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ACT 2 

SCENE 1 

Everett's office 

Anthony and Scrotum are seated, Everett stands behind his desk with his hands on his 
chair, appraising them gravely. 

Eve: Gentlemen as I have said, this is not something I take lightly at all. An accusation 
of this nature could very easily shake this institution. 

Ant: Sir with all due respect. ... 

Eve: I'm not finished Mr. Bates. Now as I was saying, the allegations against both of 
you are extremely serious. At this stage I have made no judgment and as far as I'm 
concerned, the matter is now under investigation. Therefore, your innocence, or 
your guilt for that matter, is yet to be determined. 

Scr: But Gerald this is absolutely absurd ... surely it IS obvious that (this IS 

completely ... ) 

Eve: At this stage nothing is obvious Steven, and I am taking these allegations 
extremely seriously. Believe me, if they are true there's no tellirIg what this might 
do to the school's reputation. 

Ant: Merrick Butcher! 

Eve: I beg your pardon? 

Ant: It's Merrick Butcher. 

Eve: And why do you say that Anthony? 

Ant: Revenge sir. It's what he calls the catch. 

Eve: Ah yes, the Catch 22. Seems like we've all been faced with them lately. 

Ant: He dehberately tried to set me up, sir. 

Eve: And how did he contrive to do that Mr. Bates? 

Ant: Be baited me, sir. He blew smoke in my face. 
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Scr: Headmaster, as his housemaster and teacher I am convinced that this is a ludicrous 
attempt at undermining us both. There is no way that you can take it seriously. 

Eve: Gentlemen, I am not interested in your conspiracy theories. What I need is proof I 
have listened to Merrick's story and I have now heard your denial. If you can 
prove that these allegations are false, I will drop the matter immediately. However, 
if a simple denial is all that you have, then the matter shall be taken further. 

Scr: Come on Gerald, you can't prove yourself against complete rubbish, we only have 
the truth. 

Eve: !fit is the truth you are speaking Steven, you have nothing to fear. 

Ant: I think you know it's a bit more complicated than that sir. 

Eve: Of course it is Bates. Scandals are always complicated. 

Ant: I just hope it is the truth that you are looking for sir. 

Eve: Bates, are you questioning my integrity? 

Ant: No sir, it's just that Merrick believes that this place runs on reputation, rather than 
truth. 

Eve: Merrick's a bright lad. (afterthought) And so are you Anthony. And that is why I 
don't need to remind you that this matter is to be treated with absolute secrecy. 
Believe me if one word of this leaves this school, I'll get rid of all of you. No 
scandal is ever worth the destruction of the school. And no schoolboy is going to 
hold this place to ransom. . 

Scr: We understand headmaster 

Eve: Gentlemen, that will be all. 

(Scrotum moves to the door, Anthony approaches Everett) 

Ant: What happened to Mcarthur? 

Eve: I beg your pardon? 

Ant: Mcarthur committed suicide in 1937. 

Eve: I have no idea what you are talking about. 

Ant: Of course you do, everybody knows. 
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Eve: I don't believe in ghosts. 

Ant: So you've heard of him then? 

Eve: Bates you're wasting my time. 

Ant: Well then answer my question. 

Eve: No. 

Ant: It was the same wasn't it? 

Eve: What? 

Ant: It was the same thing as tbis - the same reason! 

Eve: Get out. 

Ant: It was all co vered up! 

Eve I said get out! 

Ant: He was innocent wasn't he sir! 

Eve: (screaming) Steven, get this boy out of my office! 

(Scrotum starts pulling Anthony out of the office) 

Ant: Don't let it happen again sir! 

Blackout 

SCENE 2 

The Dormitory 

Sid: They're never gonna believe you Merrick 

Mer: Why not? 
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Sid: Well ... it's ridiculous. 

Mer: Is it? 

Sid: Of course it is. 

Mer: In my experience Sid, the only time people believe . in a lie is when it's totally 
ridiculous and utterly absurd. 

AI: That's crazy. 

Mer: The more obscure and elaborate the lie, the more people will believe you, look at 
Hitler, look at the Afrikaners for God's sakes, their entire culture was based on 
bullshit. 

AI: But it's obvious you're just getting revenge for being caught smoking? 

Mer: I wasn't caught smoking, I was betrayed whilst smoking. There's a big difference. 

Sid: Ja but it still looks like revenge. 

Mer: And that is why my accusation had to be creative enough to bring the school's 
name into it. You see Everett doesn't give a shit about smoking or drinking, its 
harmless, its no threat to this place, schoolboys are always caught smoking. But 
the one word he doesn't want to hear is ... scandal. 

AI: He's still not going to take you seriously Merrick. 

Mer: Well now he has to, doesn't he? 

Sid: Why? 

Mer: Because if this story hits the press irrespective of whether it's true or not, there's 
going to be a scandal and Everett knows that. 

Sid: Shit ... this could be huge! Jesus you're slimy Merrick. 

AI: But so is Everett, he can smell a lie from a mile off. 

Mer: That's why you lie with a straight face. 

AI: How can you do that? 

Mer: What? 
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AI: Just lie like that. 

Mer: Easy. 

AI: Haven't you got a conscience? 

Mer: He deserves everything that's coming to him. 

A1: I hope you know what you're doing here Merrick. Everett isn't a fool. 

Mer: I know how this place works AI. And so does he. 

Sid: Well whatever happens, it's going to come down to your word against theirs. 

Mer: Not necessarily. 

Sid: What you mean? 

Mer: I've got a few witnesses. 

Sid: Who? 

Mer: You! 

Sid: Us? 

A1: Whoa, hang on, hang on. I've got nothing to do with this Merrick. This is your 
story and I am not getting involved. 

Mer: You're already involved AI. 

AI: Bullshit! I've got nothing between me and Anthony, this is your little war, I'm 
staying out of it! 

Mer: You can't stay out of it AI. 

AI: Of course I can, I was never in it. 

Mer: You can't pretend you don't know what's going on. 

Sid: Look Merrick I don't reckon we should get mvolved. 

Mer: Sid, look at it this way, there is no more sitting on the fence, you're either with 
him or you're with me. Take your pick. 
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Sid: Well obviously I'm with you. 

(They both turn on Al) 

AI: I'm not gonna lie Merrick, you can't put me on the spot. 

Sid: AI you have to, if I'm in you're in. 

AI: I can't. 

Mer: Greenstein, if you sit on the fence here, you are my enemy. 

AI: I 'm no one's enemy. 

Mer: You know the truth so there's only two ways you can go, with him or with me. 

AI: Come on Merrick, that's not fair. 

Mer: Life's not fair mate, now make your choice! 

AI: I refuse to lie, I cannot stand in front of Everett knowing that . .. 

Mer: Have some fucking balls Greenstein, you apathetic shit! You wanna blow me out 
the water then blow me out the water, but believe me you're gonna pay. You side 
with him I'll take you both out of this place! 

AI: I can't do this Merrick. .. Anthony is my friend. 

Mer: Then go and tell the truth AI, go and speak to Everett right now and tell him I'm 
lying. Go on (AI doesn't move) Just a word of advice for you AI, don't back the 
wrong horse ... now get the out of my sight before I smash your face! (AI exits, 
they watch him leave) Right Sid lets get the story straight. 

Blackout 
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SCENE 3 

Scrotum's office 

Anthony and Scrotum enter 

Ant: He couldn't tell me. 

Scr: Tell you what? 

Ant: About Mcarthur. 

Scr: Oh come on Anthony, he can't be bothered with old ghost stories. 

Ant: You don't understand sir, it's not about ghost stories it's about scandal and truth. 
It's about the way this place buries things. 

Scr: He was a depressed old man who over dramatized his death by hanging himself in 
a public place. 

Ant: He hanged himself in the chapel for a reason sir. He wanted it to get out, he was 
trying to tell the world something. 

Scr: I tlrink that's your imagination running away with itself 

Ant: I think we're in a lot of trouble sir. 

Scr: Everett~s a smart man, hen see straight through Merrick. 

Ant: I don't even know ifhe wants to. 

Scr: Oh come on Anthony, he knows that Merrick is lying. 

Ant: But can't you see, they believe in the same things. Everett doesn't care about the 
truth, he's just terrified of a scandal hitting the papers. He will take the easiest 
option even if that means that innocent people are hurt. That's what Merrick is 
banking on. 

Scr: And you believe that Merrick planned the whole thing? 

Ant: Of course he did. He wanted me to report him for smoking. He knew I would do it 
and I walked straight into his trap. He's pulling the strings here and you don't 

. want to believe it. 
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Scr: But it makes no sense, he stands to lose as much as you do. 

Ant: That's why it's so clever, nobody believes that he would sacrifice himself to get 
me. That's why Everett is listening to him. He's the school rugby hero, without 
him we will lose this Saturday. Everett carmot afford to expel him. 

Scr: He can't prove it. At most he can round up a few of his mates to vouch for him. 
But there's no proof 

Ant: For God's sakes sir, you're blind. Proof means nothing and neither does the truth. 
If you can't see that then you are extremely naive. 

Scr: I don't see that Anthony and I won't believe it. You're becoming neurotic. 

Ant: You have no idea what's going on do you. This is becoming a power struggle and 
if we lose, we're finished. I'll be expelled, you'll be fired for doing absolutely 
nothing wrong. I am not a martyr sir and I love this school, nearly as much as I 
despise it. I refuse to sit back and have everything taken away from me. Trust me 
sir, I will hurt someone to protect what's mine. 

Scr: Anthony, if they believe him, I'll make sure this school's name is dragged through 
every mud pit in Africa. I'll show Everett a scandal with a capital S. (pause, he 
turns to Anthony) You forget that I also have power in this place and Everett 
knows that. He cannot afford to throw me out, because he knows I'm dangerous. 
(pause) Anthony, I'm not going to let anything happen to you. 

(Scrotum gives Anthony a reassuring hug and Anthony begins to exit) 

Scr: Anthony, we're stronger than them. 

Anthony stares at Scrotum, and exits, the lights fade. 

SCENE 4 

The Dormitory 

In the blackout we hear the sound of a harmonica being played The notes are discordant 
and the player frequently stops and then resumes. The lights come up to reveal Merrick, 
sitting on Anthony's locker playing his harmonica. Anthony is standing at the door 
watching him intently. Merrick is unaware of Anthony's presence. 
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Ant: You'll neverleam Merrick 

Merrick looks up at Anthony, meets his gaze and returns to the harmonica. He tries again 
to master the instrument. Anthony listens as he tries. 

Ant: Give it up, you're wasting your time. 

Merrick tries again, this time with a hint of desperation. The music is the challenge and 
Merrick is determined to meet it. Once again there is no music, only noise. 

Ant: That's not music Merrick. 

Merrick stops playing, Anthony walks towards Merrick's locker and takes out his 
cigarettes He holds them up to Merrick 

Ant: Smoke? 

Mer: Why not. 

Merrick lights up a smoke gives it to Anthony and then lights his own, there is a silence 
as they drag on their smokes 

Ant: You gonna do it? (Merrick nods) You sure? 

Mer: Positive 

Merrick shines his boots. Anthony watches him. 

Ant: Scrotum doesn't think you'll make it. 

Mer: And you? 

(pause) 

Ant: I think you might. 

(Silence) 

Ant: Why you doing this Merrick? 

Mer: I don't know. 

Ant: Seems a hell of a way to prove a point. 

Mer: It is. 
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Ant: You know there's a part of me that wants to kill you. To stick this cigarette right 
in your eyes and hear you scream. But there's al~o a part of. me that alm?~ 
admires you, that feels like you somehow have the nght to do this to me. But It s 

wrong. 

(silence) 

Mer: Like old times 

(pause, Anthony does not reply) 

Mer: You wouldn't think we were going to war. 

Ant: (shakes his head) Crazy. 

Merrick regards Anthony 

Mer: You know, you may just be perfect Anthony (Anthony stares at him for a while, 
stubs out his cigarette and moves to the door.) May the best man win. 

Ant: (turning) There are no best men in war Merrick, only sad faces. 

The lights fade. 

SCENES 

Everett's office 

Everett is seated, lost in thought, there is a knock at the door. 

Eve: Come! (Merrick enters. Everett has a pile of newspapers on his desk and he 
appraises them gravely) . Page four. Rumours of scandal in top private school! (He 
shows Merrick the offending article). Is this your doing Butcher? 

Mer: No sir, I haven't said a word to anyone. 

Eve: This is exactly what I didn't want to happen. I mean who in the hell leaked this to 
the press. Believe me Butcher, if I find out that it was you, I'll destroy you. 
(pause) On the bright side, nothing is conclusive which means we probably have 
some time before they run a follow up story. The board of governors have given 
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me two days to sort this mess out. And believe me, either way it will be sorted out. 
I just want to reiterate my stance and put it quite simply to you. If you are lying, 
you'll be gone by the weekend and that goes for anybody who defends your 
position. 

Mer: I understand sir. 

Eve: Right. Let's start with the two ofthem. Have you seen them together before. 

Mer: Yes sir 

Eve: What exactly did you see Merrick? 

Mer: I saw them kissing. 

Eve: Where? 

Mer: On the mouth 

Eve: I mean whereabouts? 

Mer: On his desk. 

Eve: Are you sure? 

Mer: Positive sir. 

Eve: It wasn't just a kiss of affection? 

Mer: Sir, I have never seen men kiss like that before. They were practically taking each 
other's clothes off. 

Eve: In his office? 

Mer: Right before class. They never bother to hide it. 

Eve: I suppose a kiss doesn't necessarily mean ... 

Mer: Ah come on sir you weren't born yesterday, I mean it's obvious, only a fool 
wouldn't know, it's all around the school. They're doing it everywhere, they don't 

. give a damn. 

Eve: Everywhere? 

Mer: In the classroom, in the dormitories, in the chapel. 
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Eve: The chapel? 

Mer: Saw them in there the other night, it gave me the creeps. 

Eve: Good God. 

Mer: I was prepared to turn a blind eye, until they tried to get me involved. 

Eve: Ah yes, threesomes was it? 

Mer: Yes sir. 

Mer: It was only when Bates reported me for smoking with him ... 

Eve: Did you say, with him? 

Mer: He tricked me into it sir, because I wouldn't join in. 

Eve: Would you say this relationship between Bates and your housemaster led to him 
being made a prefect? 

Mer: Sir it's common knowledge of what you have to do, if you want to be a prefect in 
our house. 

Eve: I see. Now I take it you have people to corroborate your story. 

Mer: Yes sir. 

Eve: Who's:first? 

Mer: Sid Govender sir. 

Eve: Send him in. 

(Merrick fetches Sid who enters too jauntily to be relaxed, it should be clear that he is 
petrified and making a badjob of covering it up.) 

Sid: Afternoon sir. 

Eve: Good morning Govender. 

Sid: (Sid glances at his watches and realises that it is indeed morning, sheepishly 
apologises) Sorry sir. . 
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(Merrick is comfortably seated, Sid stands rather awkwardly) 

Eve: Sidney are you aware ofthe consequences oflying? 

Sid: No sir. I mean yes sir. 

Eve: Are you lying Sidney? 

Sid: No sir I promise you. 

Eve: Alright Sidney, have you ever seen Bates and your housemaster together in a 
compromising position. 

Sid: What? 

Eve: In a sexual position, Govender! 

Sid: Oh! 

Eve: Well, have you? 

Sid: Yes sir. 

Eve: Go ahead 

Sid: Well sir, Scrotum was on his desk 

Eve: (horrified) I beg your pardon. 

Sid: I mean Mr Ball was on his desk (Merrick is glaring at Sidney, making him even 
more nervous) and ... and they were like... Kissing. 

Eve: Like kissing? Surely they were either kissing or not. 

Sid: No they were kissing. 

Eve: No they weren't or yes they were? 

Mer: Sir he's trying to say ... 

Eve: Shut up Merrick! I'm not speaking to you. 

Mer: Sorry sir. 

Sid: They were kissing sir. 
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Eve: Where? 

Sid: (stumped and looking desperately at Merrick) Well ... . All ... all over sir 

Eve: Where specifically? 

Sid: (very awkward) ell it was like on his . .. lips and neck and ... 

Eve: I meant whereabouts Sidney 

Sid: (relieved) Oh I see, in his office Sir. 

Eve: And what were you doing there? 

Sid: I was coming in for English sir. 

Eve: Have you ever seen this happen before? 

Sid: No sir. (Merrick whirls around and glares at him) I mean yes sir ... all the time 

Eve: Well which is it, yes or no? 

Sid: Yes sir. 

Mer: Sir as I said it's common knowledge ... 

Eve: Have they ever tried to get you to .. . you know . .. join in. 

Sid: Once sir. (defiantly) but I refused. 

Eve: Alright, who's next Merrick? 

Mer: Alan Greenstein sir. 

Eve: Send him in. 

(Merrick calls Alan in, his demeanor is in sharp contrast to before. His impending 
betrayal weighs heavily upon him, he cannot look Everett in the eye.) 

Eve: Alan, I want you to be aware of the consequences of this extremely serious 
allegation. You have to assure me that this is the truth. (no response) Alan is it the 
truth? (no response) Alan, I'm not going to ask again! 

AI: (Staring at the ground) It's the truth. 
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Eve: AIan the truth isn't at your feet. 

AI: (looking up hesitantly) Yes sir I know. 

Eve: Did you see Mr Ball and Anthony Bates kissing? 

AI: (softly) Yes 

Eve: I didn't hear you 

AI: Yes 

Eve: When? 

AI: Before English. 

Eve: Has this happened before? 

AI: (looks at Merrick on the brink of telling the truth, but Merrick's iron stare 
dissuades him) Yes 

Eve: Do you like Anthony Bates, AIan? 

AI: Yes sir, very much 

Eve: Are you his friend? 

AI: (after a pause) Not anymore sir. 

Eve: Has he ever asked you to join in? 

AI: (Alan is startled by the question, he looks at Merrick who tries to signal 
something to him. Alan looks away and then stares into the face of Everett 
defiantly) No sir 

Eve: Not? 

AI: No sir 

Eve: Have you seen them together in other places? 

AI: No sir (Merrick is glaring at him) 

Eve: Are you aware that they have propositioned a number of other boys? 
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Al: No sir 

Eve: You are not aware ofthese things happening around you? 

Al: No sir 

Eve: Are you lying Greenstein 

Al: (pause) No sir 

Eve: Are you trying to save your friend Greenstein? (Alan does not answer) Alan this is 
the last time I'm going to ask you, are these men homosexuals and are they guilty 
of trying to molest other boys? (Still no answer, Everett begins to lose his temper) 
Greenstein are these men guilty! 

Al: (his face is wracked with pain) Yes they are. 

Eve: (after a pause) Right who's next Merrick? 

Mer: That's it sir. 

Eve: I beg your pardon? 

Mer: I don't have anybody else sir. 

Eve: So you expect me to expel our top English student and fire a brilliant teacher 
because you and your two mates say they're guilty. 

Mer: Yes sir. 

Eve: Merrick, if this was your case in a court oflaw, you'd be laughed onto the street. 

Mer: Sir the others have been threatened into silence. 

Eve: So you two (gesturing to Sid and AI) are the brave warriors are you? 

(The door swings open and Stuart Luthuli strides into the room) 

Stu: Morning sir 

Eve: Ah Stuart, good morning. 

Stu: Sir I think I should say a few words. 
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Mer: Sir I object, this is my case and he has nothing to do with it. 

Stu: Of course I do Butcher, I'm head of house. 

Mer: Sir you cannot allow him to speak. 

Eve: And why not Merrick? 

Mer: Because he hates my guts sir and he's about as honest as Satan. 

Eve: Are you aware ofthe issue at hand Stuart. 

Stu: I am sir. And as head of house I believe I am in the best position to comment on 
Butcher's allegations. 

Mer: (frantic) Sir this is ridiculous, he hasn't a clue what's going on, he just wants to 
destroy me! 

Eve: Shut up Merrick and sit down. This is my office not a bloody circus. I will not 
tolerate such behaviour. Now Stuart, I trust that you will speak honestly and not 
allow your animosity for Butcher to cloud your opinion. 

Stu: Yes sir 

(Merrick is absolutely beside himself in his chair. Sid and Allook equally terrified) 

Eve: Now Stuart, Butcher has accused Anthony Bates and Mr. Ball of being 
homosexual. And even more seriously of attempting to include other boys in their 
activities. Can you comment on these allegations? 

Stu: I'm afraid to say they're true sir. 

Eve: Really? 

Stu: It's something I've known about for a while now sir, but decided to hush it up in 
the interests ofthe school's reputation. 

(Merrick is astonished at Stuart's turnaround.) 

Stu: It's something that I have struggled with for a long time sir, but it's now got to a 
stage where I have to do something. And as much as I hate Butcher, I have to say 
that he's telling the truth. 

Eve: Have they ever tried to get you involved Stuart? 
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Stu: Of course they have sir. Mr. Ball tried to lure me in with the position of head of 
house. 

"\ 

Eve: You mean bestowing privilege for sexual favours? 

Stu: Yes sir. 

Eve: Is that the reason that Bates was made a prefect? 

Stu: Of course it was sir. I was against it from the start, but there was nothing I could 
do. 

Eve: Good God, this is an abomination. 

Stu: Of course it is sir. And it's getting worse and worse. 

(pause) 

Eve: Thank you Stuart, I appreciate your honesty. 

Stu: Sir you don't have to thank me, it's my duty. 

(Everett takes a moment, the others wait for his orders.) 

Eve: Alright gentlemen, I must report to the board immediately. I thank you for your 
honesty, the matter shall be dealt with swiftly. 

(The boys exit) 

Eve: Oh Merrick 

(Merrick stops at the door and turns slowly to face Everett, who stares him down) 

Eve: You're a brave man. 

Mer: Thank you sir. I know. 

(Merrick smiles and then exits, the lights fade on Everett) 
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SCENE 6 

Scrotum's office 

Merrick enters to find Stuart sitting in Scrotum's chair. 

Mer: What the hell are you doing? 

Stu: Same thing you are. 

Mer: Why? 

Stu: You mean you don't know the answer? (pause) I thought you would have guessed 
it. 

Mer: Why Luthuli? 

Stu: Because you were about to self destruct Butcher. 

Mer: .J never asked you to lie. 

Stu: Of course you didn't, but you needed me. I was the one bit of proof that would 
always swing it around. I added substance to your lies and Everett had no choice 
but to accept the inevitable. 

Mer: I still don't think Everett believes it. 

Stu: Of course he doesn't. But we played his hand and made the decision for him. I 
mean what's he going to do, expel the first black head of house in the history of 
the school? 

Mer: I still don't buy it Luthuli. It's something else, you want something don't you? 

Stu: It's quite simple Butcher, you have what I want. 

Mer: What is it? 

Stu: In five days time the school votes for next years head boy. I need your power 
Butcher. (Merrick's face breaks into a broad grin) You see those spoilt little racist 
bastards will never vote for me. But they'll vote for you. God knows if you told 
them to vote for the devil, they would. 

Mer: What do you want me to do? 
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Stu: Friday, we have assembly. I want you to stand up and say a few words to the 
schooL Naturally it will be about this weekend's big game, but somehow you will 
mention the fact that anybody who does not vote for me is a traitor to the school. 

Mer: You're pathetic Luthuli. You're absolutely pathetic. 

Stu: What's your answer Butcher? 

Mer: If! say no? 

Stu: Then I walk straight back into Everett ' s office and tell him the truth. 

Mer: I've got to hand it to you Stuart, you're slimy. 

Stu: Do we have a deal? 

(Sid and Al enter) 

Sid: The moment we get out of this place you're going to buy me ten rounds of drinks! 

Mer: Aha, here come my boys, congratulations! 

Sid: He was easy man, you could see he beli~ved us from the start. 

Mer: Sid, I have never seen such a marvelous display of ham acting in all my life. 

Sid: Weh it just comes naturally to me. 

Mer: Hey Al, cheer up for God's sakes, you look like you~ve just been to a funeral. 

AI: Piss oill 

Mer: What was that? 

AI: I said piss off. 

Mer: Ah come on AI, he deserved it. 

(no response) 

Mer: You had to do it AI. 

AI: I didn't have to do anything. 

Mer: You're being an asshole Greenstein 
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AI: No, you're the asshole Butcher, you're the one who lied, you're the one who made 
all this up, and you're the one whose wrecked those guy's lives! 

(Merrick is about to argue when Stuart interrupts) 

Stu: Butcher? (Merrick turns around slowly) Do we have a deal? (Merrick moves 
closer to him, smiling) 

Mer: I could give you my word 

Stu: That doesn't mean much Merrick. (pause, Stuart holds out his hand for Merrick 
to shake, Merrick'sface is in his) 

Mer: I think it's another Catch 22 Stuart. (he stares at Stuart a long time and then 
shakes his hand) 

Scrotum and Anthony enter, the room becomes silent, Anthony sits on the empty chair 
next to Alan and Scrotum moves behind his desk. Alan looks up at Anthony stricken with 
guilt, Anthony stares ahead in stony silence. Scrotum stares at the class for some time 
before speaking. 

Scr: You can put your books away. (they do not respond) I said you can put your 
books away! (They obey, only Merrick is able to look at Scrotum) How can I 
teach you when you can't look me in the eyes. (silence) I don't know what 
happened here, I have no idea what made you all do this. (pause). Maybe you're 
right Merrick, maybe the truth is unimportant. (pause) The irony is that you're 
probably one of the most talented groups I've had the pleasure of teaching, and yet 
you're the only class to throw it all back in my face. (pause) I find it difficult to 
articulate my feelings, and I'm sure for some of you it's the same. You know 
Macbeth says, "False face must hide what the mIse heart doth know." And I 
sincerely hope that one day you boys will be able to lift your heads from the floor 
and walk taillike men. 

(Merrick starts a slow clap from his seat) 

Mer: Bravo. Come on chaps, that speech deserves a round of applause. (he tries to get 
them to clap, only Sid joins in momentarily) 

Scr: You never stop fighting do you Merrick? 

Mer: Never! 

Scr: One day you'll run out of enemies, and then you'll have only yourselfto .:fight. 
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Mer: Maybe. 

Scr: You'll never win Merrick. 

Mer: I've won already? 

Scr: Have you? 

Mer: Well I can see two losers and I'm not one of them. 

Scr: If only you co.uld see yourself right now. 

Mer: Oh for God's sakes, just shove your philosophical crap. It's just words, that's all it 
is, words, words and more words. You can never win if you can't act. 

Scr: What have you won Merrick? 

Mer: What have I won? I've won the war! 

Scr: All I can see is somebody whose lost his humanity. 

Mer: I don't give a damn about humanity and as far as I'm concerned it's just as well 
you're going to be fired because you're a waste of oxygen! 

Anthony who has sat in silence the entire scene, cannot contain himself any longer. He 
flies out of his chair arzd hurls himself on Merrick Merrick is caught off guard and the 
rest are stunned by the ferocity of Anthony's attack Chaos ensues as Anthony slugs away 
at the incapacitated Merrick, while the others try and pull Anthony off. He grabs a pencil 
from one of the desks and tries desperately to plunge it into Merrick's eyes. Merrick 
starts screaming in pain, Anthony is stabbing him in the eyes. 

Mer: (hysterical) My eyes! My eyes! I can't see! Get him off, my eyes! I can't see! 

Absolute chaos ensues, the lights fade. 
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SCENE 7 

Everett's office 

Everett stands behind his desk facing away from Scrotum who is seated in front of the 

desk. 

Eve: Thank you for commg in at such short notice Steven 

Scr: Well what choice did I have? 

Eve: Sometimes we have no choice. 

Scr: There's always a choice Gerald. 

Eve: Perhaps. 

(pause) 

Scr: You're going with them aren't you? (no response) You really believe him don't 
you Gerald? (no response) You're taking the word of an angry schoolboy and his 
mates above a friend and staffmember! What are you doing? 

Eve: The evidence is overwhelrrllng. 

Scr: You call a bunch of kids fabricating a story, evidence? 

Eve: Even your own head of house testified against you? 

Scr: I heard. 

Eve: Steven, I'm going to be frank with you. I have no interest in what did or didn't go 
on in your house. And I don't care about your sexual preference. My concern is 
the school and it is my job to ensure that the reputation of this school is held in 
place. This school is the greatest institution in the country. 

Scr: It's not the reputation that makes it the greatest school in the country Gerald. 

Eve: Come on Steven, we both know that's idealistic in the extreme. 

Scr: I'm afraid I don't agree with you Gerald. 

Eve: Steven, I haven't brought YOl,l in here to debate school reputation. We're 
discussing something that very nearly spiraled out of control. 
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Scr: What do you mean nearly, this whole bloody place is out of control! 

Eve: Steven please. (pause) Now all you need to know is that this little scandal never 
happened. The rumours were just rumours. Nothing was ever proved and nothing 
needed to be proved. There will be a published apology in Friday's paper for some 
irresponsible journalism and after that the issue is closed. There will be no evidence 
that a boy by the name of Anthony Bates ever attended this school. 

Scr: What? 

Eve: He's been asked to leave, his parents are arriving this evening. Violence in the 
classroom is a serious offence. 

Scr: Oh come on Gerald it was a schoolboy punch up! 

Eve: Stabbing somebody in the eyes with a pencil is not what I call a punch up. 

(pause) 

Scr: You're hushing it up, aren't you? 

Eve: It's in the best interests of the school. 

Scr: To lose Anthony Bates? Never! You want a scandal, that's a scandal! 

Eve: I would be more concerned about your future if I were you. 

Scr: I have no future here. 

Eve: Well that's completely up to you. 

Scr: Surely you have to ask me to leave. 

Eve: I don't have to do anything. In fact to the contrary, I have an extremely interesting 
offer for you. 

Scr: What? 

Eve: I making you head of the English department. 

Scr: I don't believe it! 

Eve: It's a fine offer Steven. 
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Scr: So Anthony's expelled and I'm offered a promotion. 

Eve: You're a fine teacher ... 

Scr: And he's is a brilliant student! 

Eve: Was a brilliant student. 

Scr: (realising) You can't afford me to leave can you? You know I'll blow this place 
wide open. 

Eve: Steven, if you take us on, so help me God, we will destroy you. We will fight you 
with every ounce of power we have. You can be assured that you will never teach 
again because your name will be poison. Is that what you want? 

Scr: You've made a terrible mistake Gerald and it is up to me to expose it. 

Eve: For God's sakes Steven stop trying to be a martyr. This is no time for heroics, 
your future is at stake. 

Scr: He's unique Gerald, he's one in a million, he's copping it for some stupid, pathetic 
lie that could potentially cause the school some blushes. What does that say about 
your school? 

Eve: It says that this is a school that stands up for principles, for rules, for dignity. 

Scr: Oh please this kid has more dignity than you and I put together. I'm begging you 
Gerald, let him stay! 

Eve: I'm afraid the decision has been made. 

Scr: (desperately) Well reconsider then! Don't make him the scapegoat! 

Eve: Sometimes one has to suffer for the benefit ofthe whole Steven. (pause) Now are 
you with us or not? 

Scr: How can I decide something like that? 

Eve: I report to the board in one hour, I need your decision now. 

Scr: I can't Gerald, it would go against everything I teach and everything I stand for. 

Eve: Steven think carefully, you leave - you may never be employed as a teacher again. 
You lose your house, your salary, your pension and most importantly your 
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reputation. You will be forever branded a pervert and a homosexual, is that want 
you want? 

Scr: Don't do this Gerald. 

Eve: It would be a shame that a teacher of your class would never teach again. 

Scr: I'm his mentor, I mean I'm practically his father! And God knows he needs one 
right now. (silence) He's my friend Gerald. I told him I would fight for him. I'm 
the only person who can ... You don't understand, this would be the greatest 
betrayal 0 fall. 

Eve: He'll move on, he's talented and he'll find his way. You're too young to be a ' 
martyr Steven and you're too old to be unemployed. 

Scr: He'd never turn his back on me. 

Eve: Time will pass, people will forgive and possibly forget. You owe yourself this 
much. 

Scr: So this is the catch? 

Eve: I beg your pardon. 

Scr: There's always a catch in life isn't there? 

Eve: Of course there is 

Scr: Catch 22 (ironic grin) 

Eve: Sometimes you have to choose the lesser of the two evils. (pause) What's it going 
~~ . 

Scr: This is crazy Gerald . . . 

Eve: Steven, this is your life, you're a teacher. 

Scr: He's my boy, Gerald! 

Eve: I know he is, but you're about to throw your life away. 

Scr: IfI don't fight, there's nothing to throwaway Gerald 

Eve: Then get out and go pack your bags. 
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(Scrotum doesn't move) 

Eve: Once you close that door Steven, that's it. 

(Scrotum doesn't move) 

Eve: This is your last chance Steven, your last chance to fight. 

(Scrotum doesn't move) 

Scr: I can't 

(pause) 

Eve: Congratulations on your promotion Steven. 

SCENE 8 

A spot comes up centre stage. Anthony and Scrotum are staring at each other. 

Ant: Catch 22? 

Scrotum nods, tears are streaming down his face. Anthony walks up to him and stares 
into his eyes. He leans forward and kisses him on the lips. Anthony turns and walks out. 
Scrotum is left staring after him. The lights fade. 
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SCENE 9 

The Dormitory 

Anthony is packing the last of his clothes into his suitcase. Whilst he is packing the voice 
of Merrick is heard. 

Mer: (vo ice over) Thank you for this opportunity to speak to you before what will be 
one of the most crucial weeks of this school's history. Tomorrow we take on the 
old enemy and as always it's going to be a war. We have a choice, either we submit 
like cowards, or we stand up and fight like men. Every one of you here today has 
to truly believe that we will win, for with the knowledge of victory comes the 
courage to fight. But most all, we have to show no fear, because if the enemy sees 
no fear, then he sees no weakness. And if there is no weakness then we will never 
lose. (applause) One more thing before I finish: on Monday, we vote for next 
years head prefect, and I believe there is only one person that we as a school can 
vote for. Only one man possesses the strength and integrity to lead this school and 
to maintain the values that we have helped create. Only one man can show that this 
school is a real part of the new South Africa. And that is why I implore you all to 
vote for Stuart Luthuli (more applause) Thank you for listening. (more applause, 
it gradually fades away) 

Anthony finally zips his case shut. He reaches into his locker and retrieves his 
harmonica, he looks at it for a while then, begins to play. As in the beginning it initially 
sounds like random notes, but slowly they form a familiar melody. He is now sitting on 
his locker as the lights slowly fade to darkness. 
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A CROWD OF TWISTED THINGS 

Written by Compton James 

PERFORMANCES 

May 1994 

July 1994 

October 1994 

Square Space Theatre 

University of Natal, Durban 

Standard Bank National Arts' Festival 

Grahamstown 

Natal Playhouse Loft Theatre 



A CROWD OF TWISTED THINGS 

By 

Compton James 



A Crowd a/Twisted Things was first performed in May 1994 at the Square Space 

Theatre, University of Natal, Durban, with the following cast: 

Flash Compton James 

Jonno Paul Turner 

Rigter Ross Garland 

Gibbo ShaunEde 

Des John van de Ruit 

Gabby Miranda Young 

Directed by Compton James 



"The memory throws up high and dry 

A crowd of twisted things .. . " 

The Players 

Flash 

Jonno 

Rigter 

Gibbo 

Des 

Gabby 

T.S. Eliot 

Rhapsody on a Windy Night 

(NOTE: The writer apologises for any inconvenience associated with the poor quality of 

this archival copy of the script.) 
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IN A BOYS SCHOOL. THE THREE BEDS AT TH~ FRONT Ur THe. Slhbc Hnc 

VERTICALLY PARALLEL WITH EACH OTHER WHILST THE OTHER TWO BEHIND 
THEM ARE IN A HORIZONTAL LINE. THE FLOOR CLOTH IS ALSO TO BE 
PAINTED MATT BLACK. STANDING IN THE MIDDLE OF THE STAGE, BUT 
HIDDEN FROM THE AUDIENCE, BY THE DARKNESS~ IS JONNO. HE IS 
STANDING I N BETWEEN THE TWO ROWS OF ROSTRA. A WHI TE SPOTLIGHT 
FALLS DIRECTLY ONTO JONNO FRCM ABOVE, THUS CASTI NG A SHADOW OVER 
HIS F·ACE. HE IS l'JEBF: Hi(:; :::1- BL;iC-i<- fA I F~ OF" SCHOOL BOY THOUSEF:S AND A 
WHITE T-SHIRT. ON HIS FEET ARE THE 80G STANDARD PLACK SCHOOL 

;~,.k J:I S'3UE: GF: (':')S '3HOF'F'EF:;: SHOE.S. Hi::: I S A YOUrl(; t1?-'-1N OF E IC~HTEE~· j ~l,H-lO I S OF 
~~~'ER BUILD AND At-HABLE F~ACE. ~l F~ER f~ BF:IEF F'AU:3E HE SFEA:,:: :::; 

ri:>t/..~ ,]or-mo .; To ask what happened ~·;oLlld be ·3.S futi Ie as· to 2,:; k ~'J~l'/ ' " All 
~ I know is that the sun was shining~ the world was splnnlng l 

rtt ' _ and God was smiling on us when suddenly it all turned to 
~~G~ . rust. We came face to face wjth life and as Flash would say 

(American South accent) ... it hit us like a diamond ... 
~ike a diamo~d b u llet like a diamond bullet right 
through our' foreheads. ' 

THE SPOT IS IMMEDIATELY TURNED OFF · AS HE 'FINISHES SPEAKING AND 
THE LIGHTING FOR THE REST bF THE PRODUCTION COMES UP. IT IS A 
BASIC +JASH . OF LIGHT!:; _ INDICATING THE IN!:;I DE OF A LAF~GE F:om'l fIT 
NI~Hi. jONNO IS NOW ~iTTIN~ ' ON THE END OF .. HIS BED READING A COPY 
SA S~ORTS . ILLUSTRATED WHILE · FLASH IS SITTING ON HIS BED CUTTING 
THE DEAD SKIN OFF ~HE SOLES : OF HIS ' FEET WITH "A B~UTISH LOOKING 

'. FISHIN I::J LNIFE: : 'FLASH IS l.<JEAF:ING A BLUE r:UGBY JEF:!:;EY l·JITH ·A PAIR 
~ ~ OF . ~LUE TRACKSUIT LO~GS. THtRE I~ A CARDBOARD BOX AT THE FOO~ OF 

HIS BED, WHic~ ~S ~ULL OF A~COHOL ALtHOUGH THE AUDIENCE WILL ONLY 
FIND THis OUT LATER. AFTE~ A FEW GRUNtS AND GROANS~FL~SH FINALLY 
REMOVES A STUBBORN PIECE WHICH HE EATS AND THEN HE SPEAKS ' 

Flash: You know what I wanna do when . 1 q~t out. I wanna make 
movie. Ar~ally good 6ne : 

Jonno ~ Look, Fla~h, I've hear d this a thousand times and I don't 
want to hear it again ~ 

Flash : No ma n , I've th ought up a new movie and its gon na be a 
bl i r,de~- . 

Jonno: All y our bloody p lots are the ~ame. Its li ke the Star Wa~~ 
movies. "We fly into the space station a nd knock out the 
fn.::\ir: r;?E\ctar .' 

Flash: No! T~ll'~ l" S gr_i nn~_'. b~_' or- IT' I - - , It::' !e ·:?n seque . 
Janna,: (Reluci:2mtly) What? 
Flash: J u rassic Pint! 
J onno,: 
Fl ·=t·:;h: 

Fl ·3.sh: 

Jurassic Pint? That's stupid. 
I knm·J. That's \rJh .~t :m.akes it so good. 
You can 't call a movie "Jurassic Pint'. 
l·t.,l h '/ til:] t ~' 

Bee a.'-~ ·=,E~. 
o h to r ill l' ,=<,. n t_" I " - c "".n see you 1 n Ttl is m3.il is 

. :.'~ :.' . =-::.-
.. : .. ::-

':' ;::, : .. ,- . 

-." 

.... --.. 



; . 

". 

----.· -Fl a ·::.n:-EricoClr ·:3g·e? ! " Cht~i st! '1' m -no·t · ·thi c k 'iJ du-~:rioVr:--I "C DLll d get a. 
coup l e of A's if I wanted to. 

Janna: Then why don't you? 
Fl ash: 'Co:: its too much eff m-t . 
Jonno:Oh that's very ~onvenient~ 
Flash: Yes, .it is actually. . 
Jonno: Okay~ ' Fine. Don't do a~y work for final s and 

.: you do.· \. 

" 

s;·ee \.'Jell 

' Flash:Look, Janna. I 
you but your name 
scholarship! 

don't ~an t to be the one who breaks it to 
is not _ on the short list for the Rhod e s 

Jonnc.:At 1e .~st I'll .. get·· ·-int·o -t-h~ 'varsi.ty .of my choice. 
.-- '----

• ' I . - - ' 

ENTER DES, RIGTER, A~D GIBBO. DES IS S K ITTISH AND NERVOUS WITH 
VIRTUALLY ~OSELF CONFIbENCE. HE IS CONSTANTL Y LOOKING AROUND FOR .~~: 

r ..• FEAF~ OF . BE I NG CAUGHT. HE IS 'THE ONLY ONE OF ' THE THF~EE DF~ES~;ED I N /~: 
'- "FULL SCHOOL 'UN I FORI'1. HE 'I S vJEAR I NG BLAO:: LONGS, \~H I TE CO LLARED ,:.;>~ 
:. :\' 'SH I RT • . ·A . :SCHOOL I IE, AND YET AGAIN, THOSE EVEF: F:EL I ABLE BlACf< ':<~' 
;: .:;~'j: ·, t3RQSsHOF'F'ERS. ~' R:li:;TER '. IS ·TALL · AND ATH~ET I C ~ .. W I TH ' CLOSEL Y CROF'PED :;;~~2 

.... :.' " , -:L . ..... . . " • - ' ,:.. • - .. . . ' . '. _ . i t o 

~~i<1(~-;~~~"HAIR .. AND >:ONE ·.SEES AN IMMEDIATE TENSION BETWEEN HIM AND FLASH.HE·:.;::;·t( 

h~i : ~~:.:}~ S ,H~~\~~~:~.~ ·:'1:~E. :.~.AtlE ~·~S .fLASH, .' ON~'Y .. HIS RUGBY .. ,J ER?EY j S OF ~ ANOTH}~R .:: ··.i~~~· 
:·} ~ 'I€it'. ~" -SCHOOL;·;:AND ~ :THIS .·.WILL,BE t1ADE PAINFULLY OBVIOUS LATER ON. · GIBBO IS .: >~~?:1::;' 
~;~;i ··{~t:· 'dBViOUSCY':.ClN ".-A ';':DI FFERENT :: r=fANE TO . ·THE ClTHERS. >'>HEI S '. ~WEAR it~G'" A' ··:X~~ 
~J}:i:J!:;:/t.~Ji.x:r9lD~:~:r~F:~YA CA:~~pI§A"~~ . :;.WI TH '·}A .... ~:;- I~ ~ ' :'~~~,~ .. ~D"Y~.~ . ::T ·.:~·~ SH'·~ iRT, :;·.·.TA!TY .'.· .. ·~,~1~ 
~~j ' ;'$ift:- ~TRACKSU I T , ;PANTS ,W I TH · J ESUS .SANDALS. · · ALL .DF_· THEI'1 . AF~E .OUT , OF . BREATH . .. ~o.;~~~ 

. 'Des :Oh ", " forget ·it' . .. ··jLldt keep " i tdo"w;-; ';':J'l' 11 ':.y' o' l 't ' I ' '. . ... ' :" . -'::,:~:~.:~.~ 
. . .• . , Y' _ • ... • .• 

fFla. sh: ~ · ,-:?d~::, 'i .! ' you'r:e ; gonna get so up-:;et 'aboLlt ·this, then I'll :f: 
thro\.'J the who1 e Jot out the wi ndow. / .' 

Jonno: .. Loo·~~ , .. e."~t~yone · is " a ' bit ten~eso [.o..:hy don't ~·Je just chi11 ":~ 
.. Ollt for awhile . FI.ash, pass me ;the ·. bm~ sp .... Ie Ca.ii get 

. st~H-ted. -
FLASH REACHES FOR THE BO X AT TH~ END OF HIS BED AND P ASSES IT TO 
JON~O, WHO OPENS AND BEGINS TO PULL OUT'BOTTLES OF LIQUOR. DES 
CAN HARDLY BELIEVE HIS EYES. 

Jonno=Okay, um •.. 
not ba.d ••• 

Rigt: , Com~ on, coms 
, . . .' . :..-

I 
I 

a bottle of vod ka, whisk~y hmm Glerifiddich, 

on . . 

. J' 



._ .Jonna: .. ,Chill , out, _.okay. T~'IO _f ,ivelitr:e ".things of red wine. Blood y' 
Tassenberg. God, these bastards are cheap. 

Fl ,3sh: No ~o,j \l-Je can hC'lve a tht-ash. (In arl Italian American accent ) 
As long as I can remember all I eye~ wanted to be was a 

).. 
gan'gster. 

Des: JesLls, man. Can't yOLl keep quiet, please. l'-le' r-e, gonna get 

caught up here. 
Flash: Hey, that line is from 

'. 
just shut 

Fd gt: Sur-pr-ise sLlrpr-,i 5e ~ Do 
, 

one of Scor-sese's best movies so 

you ever- have anything to 

was pretty origi n al. 

shut up~ Des, I'm gonna 

why 

I;~! gtti~l~.~' ···· ;~~ ·3."'?:··r~~1~~"-' ::~i<~ 
: ' ~ :. ::.:~~~~ .... ~·.:f.:::~~~hJ n~f ~~ "~J}.~h,f.-~ .~ ) .. ·~~~~. i ::~ yOL(·c6Gi.~' v-'; g'of~t(~ ~bi_(st • ::. :-. :. :':. 

Flash: , ' Th~ only' :bLf?t , 'Yburgonna"'g 'et 'is YOLl ·rm~tti-~r;s. 
F~i gt': -'~(L -i vi 0) t , ~-Jesl~~s (~ ~ :" . , ' '- '. :- . -~ ' 

\ . . Gibbo: ' Gi.rl .s,' ,'g'irls,pl ·ease. No violence. Here, 
, ., ~ ', your- ~i in e : ;;,~:: : ' '' ' '." ~ ', ' 

De'~: " P'l e~.~e c;;'n · ha\;e~'ome? 

, .' 

Rigter, ; dr-in~( 

Fla.sh: (Condescending) No, you can't. YOLl r-e'v'olting ' little rn,;;.n. 
Janna:' , .(.Di, s ,3,PP't-oving - glance' at Fl~. ::'-' . t_hp_n h h d 1 .£ __ I., IE ian sag ass o . 

\l-Ji ne to. Des) ,Her-e, dr ink' tt-Ss. " 
Gibbo: '(Looking Olit the ~lindo\l-J) Its vmnder-ful ' oll.t 

So col d. The moon .must be f r-eez i ng out 
h~rself. Do yo0 think,she E ver- gets l00el y? 

thet-e ton i gh t. 
ther-e, all by 

Flas~:JEsus, you ar-e weir-~, Gibbd. 
F:igt: This is cominl;;) from someone who spendshis...lif~ ,quoting 

movies. 

. ' -- ' / 

, j 

, 
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--_.-.- . 'Fl ash: ( I tal i Edi Amet- i c .3n . 'accent "vii th 'rfloC k ag gr es's ion) -· You-··t a1 kni > . 

to me? You ta~kin' to me? Well, I'm the only one here. Who 
do you think you're talkin' to? (He chuckles) 

Des: Shut up, man! 
Flash: Hey, relax, oke. 
J o nno: Flash, ' he's right. Keep it down, okay. 
Rigt: Why dcin't we just put him down instead? 
Fl ash: (Sarca<::.t i c) Ho ho . ho. Ger-bhardt, Y'ou such 2. funny 

"mar; • 

.-
Rigt: Piss off, dickweed. 
r: ' bb C ' L -, . _ .L. thp ":n-n Its like 2. g~-eat bi l:;) ell 0: orne on, guys .. _ O'_H:. C\'- _ !11_tJ I. 

silver- ' bandsa. ,~ _ __ sl, ·i~-iTi·g · _tJ!rough the ar-tet-ies of life, the 
Yet-y sj_ne~-r6f-·~ure>:.i stence. 

Fl 2.-:=·h : (To ' the others) ' ~Jho : i s th i s man? 
Ri gt: L6o ~;:Gi bbo. · i ~<."/6Li . start talking about a deeper' commi tmer-It 

. - .. : ," \:.~ 't":"e~l i t y· . · o~- ~.::a,HY ·_ :sFI. n:, ·JiJ:.~ tbat, I'm 1 ea '~~ i ng. 
·.jonrio:Y~Ll :::shoLi1d~actLlailY · 1 ·lst2i-,to the things he s·ays. They'n:o> 

;-;.~':'.~,~:- . FIj~~~,~; ·~}h:::~l~j:~}{¥~.::;J~i~i·<~~\- ~·~:'- ¢:~:ft:;i~~~~:~": h;d . mt= : __ f 001 ed ~ '; . 
:~ :,::::· ; -"Gi b\:ia-··:';b6r{·;F·:tal V····~-boht: " '1 i ke.·-:r' m ·not . he~-e. ~, ,- .. . . .. !. " .• • : 

''-'''''~~'''-''~;'' ' . .. L~ ..... ;-,,~. ~~ ~L(it:~~~r;.~~,.-- ;;~ -,,)~·~'~~· .. :!2~~;c .~ ; , .... , ,~~I. ' " .:' . • '- _ ~:' .~ ' ... 

.. ,,·=s ... ..., · :-. :~ : 
.. '.:.,;. ;: 

.'ito: 

.' f.:, 

.. ::. ... : 

. ..... 
~ .' 

~i ~;rt :~ '~iJt1ovi :hg ~ i 6 ' bh~fl ash) )-:-:1.' m: .'gi:mn·a -:c:tac::~~ .. OU, .. :bo.y! ... .-~ - '~f 
: Fi" a~hJ · : .~~jh:a.t,~'~/~?,:.~y·ou,?&:<~d9~~~}' '(i\~nfi'8'rC:t;rie~W~r~C' .... ;~:~<, :,;:'.:~: ::1 . . :. ':.:: ,-.. .. ;_.": .... ,<:: .• 

De's:","'''h 11 ·~: ·You . keep -i ··t" :· down ~ .• p'l e·a·se! :~;'perrI2{n· ~.s .. oLlse ' Xs ·"tLere ; .. ': rrl '~n . ~ . . : 
::~::"" , ~c' (He -'indic~tes the . wirldo~J) <'::.C· , : ~ ~:; ::.,: "~. ~,.~ •. '.' - · -·:· -:;·: .:. ·c· . , . - .' ~;;::< 

Ri gt~ ' ~I ts ' ,tt-i is ba:stard.· He ' r~f u~~sto grOvJ Lip;~:: 
onno:Tonigr:t :w2:S ·supposed to 'be -fL;n,' remember~ .' . , 

''i,,-. Fla~~: ~VJ.el1 · ~0~l ~~11 this neD ~.Nazi· f2.g (Indic2.t~s ~igter-) 
~~. . . :. to pull ' h 1 S _, 2.C kboot out h 1 S arse and r 'e1 a:·: a ,b 1 t. . . , . , 

I 
' . . 

RIGTER IMMEDIATELY GRAgS FLAS8-BY T~E LAPELS OF -HIS RUGBY JERSEY 
AND IS ABOUT TO ~IT HIM. BUT T~EN JUST HESITATES AND LOOKS INTO 
FLASH'S EYES. THEN JONNO ' tOMES BETWtEN THEM~ WITH HIS FACE TO 
RIGTEF: AND HI? BACK TO FLASH . . HE THEN PUSHES F:IGTER A!;.JAY QUITE 
AGGRESSIVELY AND 'LOOKS AT l HIM. DURING THIS WHOLE EPISODE FLASH 
t1P,f:::ES NO ATTEt1PT TO DEFE'ND HH1S~LF, AND ~;::EEPS THE SAME GF:H~ ON 
HIS FACE THROUGHOUT. 

".,. : '.. :.:~ 

..-: . : 

. ' ., -

. ; 

. : .. 

-... , .... . -

:: '~.': :'.; ,~.~ 

' :?1jlJI~i~Wttfi~~~tEf~~)~~4r~~~:::E;~~~1~~\Gi2~~;~'fi:~~~if~ 



.Ri gt: ... (Sti 11 ....aggressi ve) . One day , my boy, one ,day. , . .. ' 
Flash: One day what? Hey? Come on, come on. 

, __ ... ____ ' . 1 

~ 

Rigt: Forget it, you"re an idiot. 
Gibbo: (Genuinely upset ) llJhat ' is 

thing has ·to come to blows. 
then just ignore each other. 

it with you two? Ev ery little 
If you hate each pther so much, 

Flash: . You tr-y ignoring him! (Points to Rigter) 
filled with Gibbo: (Frustt-C<.ted) YOLl, you you ••. ·you at-e SD 

,hate. 
Flash: (Mocking) And you - you are so filled with shit. 
Gibbo: I don't believe this. I have to go and brush my 'teeth! 
D<:>-=;' llJL. - t '" '- _. II ~ : . . ____ -- - - - ___ _ 

Gi bbo: I .. hav'e j:'_D-- go"-and brush my~· teeth. 
Jonno: At .2 '.-in the rriot-nin ';t. 

'Gibbo: 'Its thet-apeutic'~' (E:dts) 
De~: '~J~\--'J look wrlat you've done: : c - '·~" ·' · :>:1. ~ .• :.::.:..- ._;~ - ~ - . ' 

. ,:,~~:~h,~~~~~i ~~ I~ ~~~~~, tal k tOdoh i m: .. <~ ',_ '.' .' . ~ ' .~:~~ ;.~~.~~~~ ... ::~~:.:,::' ~. ~~ .. ~ :. 
'.:; · Fiash! : ·,('S~rc ·a ·:;ticl-y) .Dh you that, 'Des. ':_.:c.-·~>" ,. '~. :: :<': __ : ,.: .. .. 

;T~:it;~i~~i;~~~~t~;,: ;~~j~~~~llfWf~~:~t;~f~\tf~~~~1;~\~=itG~r •. t o 

Oo;;;;~. , No. "he ·,w lbu sen,=>ltlve. - """~''''' _''· .. _ .. ·'i, '~ '" " ,'··_ : __ . . , :, ,'. 

F' . a~'h:~~}~.· ;': ':': " \'~"~' ~;:'\- ~ ~~~;:i~}:'~{'::~ " . '."' .. ,:~:.,/,-. -;,;<;:;:;,~<>. 

"Fl 
. 'Rig't • 

•• ..,;& :';-..: .- :-... ; .:::# 
. Jon ri 0': . ' .:_-:: ,' j.;._ 

:}~.:~~~~~:~:~ :~ap , ' . , , ~.Y • ... :c:_ : l-" '- "·~'{"'" . 
F:i gt::":: ~~ . ~I,,~.~ai 9,/'::~ie: ~. ~'"'~~~:: t~~g ~h'y ' yoi~!irE': suc'tl-' :a 'Y{LICk ·'. -t.tp .:.~-: 
~,l ~.s~ :~:~;l.:~ M ~,~:e~r.(t ~ ~~~,~bby : :"" } ' . . , -:~~~' ' . . , -- ,\!.- ;~= '.'--' .~ .. ~: ".:': ,:'?)H,::: ~ :~-->/.

_,,·.' ·C.· ·Jonno; c· Or:-lt'( .. w,he::n yOu.'re : 'prss2d~:"':; ~ ' 
:T'- Flash:~ . K~.k, · ITld·6! :. >.' .' ~ .,., . 
. ' . Jonno: ' Vak, my ' at-::se~ . . Ansi,.ler the q~le ·:;·tion f 

Fla.sh: ·'Coz G~_.bby' 'c:' gu-t_'=tl'tc:::, --~ _ d.nd you I ' trust '. 
F'l' g~" ·W-II ·· " t' L. - i." " ...J 

, 1... '=-' ". Ilat.. ,S d.S goo'-l 'd.S ,d.n e;·: cus,e as · any~ ' Shit, no 
r., . ~~~ ' d~~p~d ~~0. , 

f 

., .f 

Flash: (Dir-ectly d.t Rlgter-) 
Jenno: Shut up,Rigter. So 

I "--f:~NP.¥J wt)y she d umped mE~, d.rsehDl e. 
the c.nly thing" you saLol in G9.bb·,,;, v-J ·:3. S 

,/ tits~ \ 
Flash: And arse. 
Jonna: ' Don't lie! 
Flash: About what? 
Janna: ' About her! ' 
Fl as.h : 'Stop me! 

, 
.' 

I 

. - "~'-

' .. -

: ..: ;: 

-., -, ... ..... . ;. 

: '- ':;"7 

"" ::!: 

'- -. " . :;~'. 
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® 
- "-- :rc,n'I:-;'(j"= - Fa c-e' - r'e 'ali E'1;- ITI·.;..;'---b oy . -sh'e-' 5- 1'·lot.-' -a--b'i t c li ~ s h e d o:::? s n' t ' j i g'" ,-"---, 

'lOll a rY)l ITlore so wh y don' t you just 1 e t i t be . ' No 3 incun t o f 

" 

boo ze is ganna ch a nge thing s , Fl a sh. 
Fl ash: Oh . please, ma n 
Jonno: Face re a lity . 
Flash:I d o . Every single d ay . 'f"I' Janno: Ali.' come ·on. Grm'i up. man . Ch t-ist~ This is not a blood y 

I I , ' h' . ' on n'/ e'- \10Llt- los t loves . . . 4 '-'.'-" ., . soap , opera \l-J er-e you can ca~- r y u, T 

~? F;ober-t ' De Ni 1"'0 pone i ng a bout the sct- een ' is. no t hm'i you 
get over something. This is the real world where ther e ar~ 
plen ty of other ' ~·JO m en. You 'r'e eighteen ~ TrLlst me, )/ou 
ha v e n 't i Llst.-1 ost - th1'2 - "tilt-d- -'lOll' re gonn a ma n-y. So all t h is 

. , ' . 

I- t·---.... ," b ' . t 1 - - T 1-." n n 1 \' .- e - - - n v 0 I \ crap ~uoLr_ S ,_ eal.lng o o ze 1S pOln e::·::· . II~ W i • ' 0=> '-1 T - " ' " 

do it is to get c:~u g h t. _ .... :: 
: - Fla.·~. t-I . : Let='s 'change the sLl b jec~ , ~.hall wp~ .: .. .. :. ~.::-

" .. 'J ;::)nnc: You ·haveno ide.? v-Jh c\"l:thi s , is about , do you? This is .... ,<t1~{{~ 
.. , \ ,; ,ser ioLls shit, you1r-edoin ,~i; Fl a s h", . If you ge t caught, ~!6u ~.J Cl.n· 't '·-':'~:",:if. ; 

,,; '\ -" .:'<:-': . just get . e :-: p~lled, )'oll'il ge t arrest·ed, Th ey ~'ion't . ,see 'y:~u' .. ', .~~'.'~;~, 
,~;~ ,. ,,>::( ':': '::.:',~\:'.:::::~C\. s (" 'sc h 0'0 1 " b by,- ' t hey ' 11 ',. see 'you CI. s a sp oi 1 t, : rich,. ~J h i t ~ /~"::~:-;!;;~ •. 
\,~,:}~, .. }::;;tl;~~::~~h.~ ; ... ~ :. go~ : r:1?th .i n'~ .'to :do:' · ~L\:: ~thro~~a\.jaY , hi s ' . pri \ii leg~.~ .. '::':;'~';'~<:::'5l~l~ 
~~~\fJ=:~f:i. gt: ·;Uh ;.: ~J orjhp,- . I tt::iOlig ht ,VOLt -~;erE Sllpposed ~ to :be ~~~ s~opp i ng ·."a.,;:::::~.~~~ 

~. n : ~ " ;~'" l ,.? :;"S e_t1tl n.g .:.p e .Jtc .. :.J) :,: shlt,.::··~ts;.::i"'Qk~y .-;::.f .ar:·~ .a~~JfllJe . "but ::". 
:: ,.~~[~§: =~~~~~.Tl1:~'!J~ ~'f:~" . : L""~fl~rt~i~gci~~~~,:~lf~g1tg~~g~ 

'"t: nl-s"'-::rloc l.·l ' mage ;'1.'1 t:l" '~'i;;'~~ . ~;..,-",~ .. , ;<;:;:i;:;',C"?';;-'::t.~ 

~:~~~~~~,~:f~l;'?fm~~~·~'·- .. . -'. Jt!:~~{;t~~i~~1f ~r~~'»Br 
',\~Jcinr.o·: ·:r,-Doh [ot~gef.~hac :: e " t 1 ·'·me :bkax'~ ·'Al ·f~~r~ ·m"'~5's~Yfrig , 5' ' ffki:~ 

'" j:;~?i~@¢:· '4~~"~?~·6 1~@~~:fl6r~~-lh1'f.tR~na ~~~ft'2~~'=~p-i~b\H ' .~Ch6 :~16it~'iftl~~~':i ;; v.~;o;of ·i;ht:~ · 
,~ " .. ' .... ~ ..:. ~iJ."":-"" . ... .-;-~ '-". ~~." :J' ':=- ~'~~':' #'\,l,1~ , ~.:r ;~ ""t;""_ ........ ~.-,,~ ... .. .. ~:::~ ••• '"=!3\"=~~:._ -r ... r...,:-:._..... -;, .. : _. -. ;-_~~~ ~-;:-.; :. "'r. ".j . ...:.~~t·:'.·,. .. ~ ':. .. .-::-~':'" -::;-:--.:.,~:;..r.-_~ :._~~-::-:--:- -_.~. 

:;:~2;:~~7-·~1 i f/:f;t.W91E t:.~";-an7¢,ighi;e~fi ·~,,~iE;?'a~.~T·:bl.d :":J.kJtjg ~~!g 'o-t j;~pl,impe,d 2 p:y ~:D.i s ·~, ', 

~~J~~if~f~~~ii;C:'f;~:l%~~s~!f~i l~t~~"o;{:;::t~~~-~-W:'5~;~~"t:l\9~~S __ ~f~ot:,~tt~}1 
~>'1:~'~)J 9!'1 nq: _~J, :.;l:;no,ItJ,>'but ·there'll.:be ' oth.ers .~iho ~\f.io"n'::t : bugge'r ·, :you'·~cu-oLmd ::·;"~~j:~'·t: :!, 

¥~,~?~':~-\:.":{~~~~~~:s }~~~c ~ ::~·~:~·· f~:::::<i<:'<t~,;~·r-' : \~~.:~:;;~ .. :'~~.r_ ~ .. ' ,: .' -. .... :.: !;:~?L <'.' :.,; .. :. ~,>:.:.: ~~.':~ .::~Y.: :::.\;~',{~\-:· :,::g:tt~li;-
".·: ·-:,.:~'.·· F.l ash: ' l.;.ook :1 I ve had a rO ~ lgh yp;.'r --' ,, ' ' ...... ,:. 'i . .. .... '..:~ ..• , , . · .. . ~.>. 7 ,-' 0:~ '~ 
"~ '., .. . _;,; ' . ... . '. _., . .. , '. . . . . - - -. . . . - : .... ,,'.. . . . .--~ , . -" ... . .... \- - ;"\ " ... 
;;:~ ~< Jonnci':All : the mor:e rea."s·on 'to' 'mo'~ e on. ' You' re' just .'.f eel i ~Ig s'~n-y ''''~:,.~f~ 
;~_.~.~ .. ~~ . ' f -or .'.y ·cILlrs·el"f,- Flash·. . . ' ;-" 
'".,; Fl ash :- "8ull shi t I . .> / '":: :~~ .~ .: ; ~ 
,. Jonno: ' YpL\ CITe, -F:lash. Andyo.ur old 1nC\.n ~mL!ld've hated that . 
.. , F:igt= . i4"ello! I'm in the room. 
" Flash: I am not acting,Jonno ,~ . 

,Jonna: ' I know you're upset 0 but don :..t run 
~verybody~Christ! Just, li ke, act normal 

./ s.tart s to e :-: it) vJher-'e CI.r:e --you. goi ng? 
FICl.sh: I told you. To t<od:;t2 : a shoItJe r- . 

! 

around 
C\:bout it. 

tell i nq 

(Fl CI. ·::;h 

Jonrlo~ This is , e~< actly h'-lhCl.t I me~. il, ' Flash. You're just beiri'g
'heayy, man, Who the ~~ll goes and has a sho~er in the middle 
~f the . night. Its ~tupid 

.F1.~v3h: . 1'm · trying to a'ioid : you. 
" ~. 

J~*i!i~ljil~K~ill~~:s~I('Hf~';~~~;I~ti~~~]::~:~>~~~f~~i 



_ .. '--" J onno: -l\Jhy-? - -~~e ' c an ·--s·cr-ew ·th e -sc.\Ille 'ch i"C ks ~ n . -be -·at-r,e~. t ed by- ' the ' ... ----... . 

same cops but I can't tell you when you're being an 
arsehole. Get real, Flash. 

Flash: Look. Janna, I'm going to have a shower. 
F:i gt: At ~t,h.is it i mei of In i ght ? ' ''' 
Flash: ' Why? Do you . want to show me how to pick up the soap, 

F:igie~ Th,at ,is · ~-.jhat she calls you, isn't it? 
Ri gt: She doe 'sn' t ",call ine an~ith i ng anymore. 
Flash: ~~ally? So it w~s over before it really began, then. 

That's ~uit~ jronic 'coz ; th~t's the way she de~=ribed your 
d i c k. (E~d t s) 

Rigt: (ShoLtting afteT bi,mf--ArsBh91e~ JesLls, 
. ': to take .c-rr-tTc'i Sill. . 

that oke !TIust learn 

Janna: You :;on't know h~m, Rigter. so don't judge him. That's 
'$. . ' .' . ..... . 

. problem .. wlth Germans all round really. They're 
\ . . . 
. j udge fTt ent2,l ~. ' 

too 

,. 'f :igt: ' 1 afl1 not Ger·man. llJhen l-Jill yo'u i .diots. realise that? 
-' J anna :Ha'w' -'~::can Y'QLl . ': say that .YOll' re not GEn-m2.n ~"i th a name 1 ike 

: ,i' ~\«·;:Ri .gt~~~;· ,G~:t;b!1ar~dt .. ~.<. :~ ." . "., , . . '" .. '"> . ". ,.' . 
. (gt: . '.:,~li'gt-i\iid5a.tt,e~ :;wa's ~errrl~n ' but .I'm . not; ~Iright. . . 

o~nr16-( ·· D;;n\.t·:~:i;get .~.6··~;.:.~'t'r-es':~ed · . <in'an:-:: . We", re on I y' ~:<ri pp i ni;) ;Y;01l o'f f 

. i~~~t~:J~~¥~~~L~~Hl~~Ht~tl&~~~~r:f:\t. O~_{t~r·:·· ... I.~:: .;o ~>1. i .k~ .. c . . 

'~ " "'»<!L;c.,.~·;t:I~'i:t~: ~ .~", ,: e:: . __ '.' ' . ' ,.' _ . _~~/~~", .. , . _.,~,. " 
' JoCl1:';o : : "!':~Arid ?:.t.ef,Dc _',.·:yoi..! . ;::~k c<w .;~·i 't, e en -:iip "'!a ':' r 'e"a(iy" '~good ", 

:' T ~.~}~~~;~~ t 8. i ?Ig' :~:'r-~-c(fi~l~-i ~. " '~As\~~;i~'~:'-~<: 'f~} ::f\tr:S-:~,f'~y'6~~~~,: :' ~~\ ~ ~ ~~~xo6 e ~~ 
c~ • . : : :'· .: .,. can ":understand , you -l-J.:uht 1 ng . to do .that ... ,,; . . .. : .... -.:~~ :.., •.. !:." - .i:'::· . 

. .' . " . , . ' . ' .. , " ': . ."- .' 1 . . " . ...... . " ~ .•. ':'" -. .. .. . 
. f;igt: ~< '. CF:?a.lising' ) . . ;It~4!~\'5 a. l;i2.s tard thing t "o d9, '·: ~J2.sn't ·it. ";··· .. ' ..... 

aonno:- Yeo. .... , \ .. 
.. '·c.·: F\igb ' ~t ~ius.th2ppe;;ned;~Jon~,o. . ..1 ; 

" J onno :', Th i ng 5 ': 1 i.ke that ·· don't ·justhappen.· Even if she beg'ged 
YC~I_!, 'you shoUld've ref,used,- 'man. Fat:" Chr-ist;s sake. Flash is 
i n ~he .. same rugby si de' 2.S . YOll and he hates Y~_l '50 ' much th2,t 
he . ~JC<n' -I: even. pass YOLI t~ bal i" . 

Rigt: We~l, s~e's fucking hot an~ she came onto me so I shoulBn't 
: .,/ h a ',' eta fee I g u i 1 t y • 
)o~no: Yes, YOLl ShOl~d. 
~igt: '{ol_; - Y.~_rp_n'. t_ tl-I~_-.~P_, J . v d 

r - onno. ' IOU on't know what happened. 
I 

AT THIS MOMENt ·JONNO MOVES TO THE SIDE ·OF THE STAGE . eND WATCHES 

.' , ' .. _-

. '- .' .... . . - . Y.. -: ~ ~. :: .• , 

~-'c-fl~~i~~I~~3~f;~~~'~~~!~~~~itjl~~~'~~~~~~~~ 
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--.--~ --. --.. - V!!J ... -- ---

AS ·IF ··F:IGTEF: -IS RELATHIG·-THE·-STORY ·8F · HIS~;EDUCTION.-·-:·FdGTER-·HAS -'--
TAKEN OFF HIS SHIRT AND STARTS TO BRUSH HIS HAIR~ AS IF HE IS 
GETTING DRESSED. THE ENTIRE STAGE IS DARK EXCEPJ FOR A POOL OF 
LIGHT AROUND RIGTER INTO WHICH GABBY MUST ENTER. GABBY IS WEARING 
A SCHOOL UI'H FOF:i"1. SHE I S PI . BEAUT I FUL BF:Utl'-TTE AND THE FRUI'1F'Y -' ' . m 

UN I FOF:r·1 CANNOT HIDE HEr: FIGUF:E. ~Io~~e. 
Gabby: How2it, Rigter. How are you? 
Rigt: Hm'<:::it, Gabs. Fine. I don't knO\-J whe~-e Flash is. I thir!k he 

might be having a shower. I wouldn·t ~ait for him in the 

donn. 
Gabby: (>Jr:IY not? _ .-.- __ ---__ ._ 
Rigt: 'C02 cl·-Li·e:ks ar-en·t e.llm·Jed in here e.nd Apem.=".n cculd come 

t-ound " n chec k. 

, .. ..... 

L::: r .... · G.ab9Y~ ,No. I sal·! all- .-yout- membe i~s of s'taff down at the field 
~~>. ' .. watching the 15 A's. ' Noone ~. ~ coming up het-e. 
':-';;f:ig t : . \.>Jell, do you .\'-Iant me togo ca11 Flash . for- you. 

··.· .. Gp.bby: ·.Not p al":"t i cLlI a~-l y • . ... _ . .. 
· ·'Rlgt ·: ~C~(Star-t(n.g :.td getner-YOLls) ·\J.Jell ·· •• .YC?u lim . can·t wait 

.. ~_ .. '. " _·r ~~~~t\~$~~:60~fi\ ~k1~,,;;:;d,;r~j:~!3~hi",~1~j ......... .. ,," ' 
~,,: .•. 2.. -:; •• _ ., .•• , _ ,~_,' O;:'~-·~'~:<:2C"7.~,,_' . .".':. -} " 

• ~~~~e~~ .J~~~~~ . 
. :.:, .F:igt; :FLlckin,:;) hell! ' ~ ' I I 

~:~:-c~::~.-':: :. Gabby: . Tha.t· s t.-;t-I ·at .t.-le sai d·.·. .-
... Rigt:T Ulought :Iou t.-Jer-e- supp~sed t~ be ,a hectic chr-is.tiarl. 

;,..':;..G2,bby: Even/ a : <h.ectic cht-istian' he-.s to fante.size. / 
Rigt: What about Flash? . 
Gabby: Bor-ing! : (Eyein~Rigter's0che~t) Have you ever noticed " the 

; '/ dif:fer-ence .betv-Jeen !(len e.nd v-JOmen's nipples. 
Rlgt: Can't say I've ~ver ~eallycompar~d .them. 
Gabby: Women's nipples should be sucked. T~ey'r-e made thatway~' 

,Pit least mine clr-"e.· / 
Rigt: Probably b~c~~se of the baby. You know. ~hildbi~th. 
Ge.bby:t1m·m. BLlt . I have ver-y · 5 ens i t i v~ nip pIe s ~ F: i 9 t e r- • -Ve r- y 

:oJ,'.; 

"::"., 

'. '. / " .. -

~~1~i~*¥-,f~~~~~~~~:1i;;:ii~~~4\~%ii;,~·~i_J;~~Hi~~;~~~lit~lll 
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sensitive. ···· - .. ---.- - . -. -.-- --- - ----

Rigt: (1ncreas.ingly nervou<::.) Hm·J nice for you. 
Gabby: Are you coming to our Matric Ball? , 
Rigt: I dunno. I don't think so. 
Gab b y" : vJ ell ~ I' 1 I s pea k toy a u at Tim' s house. You at-e gonna go 

there after the game, aren't you? 
Rigt: Ja. What abo0t Flash? 
Gabbyi He's not going out this weekend. He's got too much work. 

That's why I came up t6 see him today . 
Flash: (Off s.t.age) Gabb,/~ You het-e? 
Gabby: (Shouting to Flash) Coming, babe. <To F:igter) 1' ,11 see you 

at Tim's then. Bye._(Ex-it~ 
Ri gt: . No ~ . w·ait--.--;-:-~~hi t. -

' . ~~'. . . 
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----.- .. -- - ·c:a:·ITli~- in to ·s.ee ··if · I · ~'>J2. s Ok3Y. He st .:3Tted talking to ms·,-and·----
then he sat down nex t to me~ like right, right, next to m~ .. 

Janna: That's no reason to belt him for being a iag. 
Gibbo: (A bit ailgl~'>-/) · I didn't belt him for' being a fag. I hit him 

'C02 he wouldn't stop sticking his tongue down my throat! 
11 '. __ JI C' -._-'-

Rigt: Stop bullshitting and t~ll us what rea y napp2n~u : nr 1~~1 
its like getting blood out of a stone. 

G i b b 0: . I don't rea 1 1 y t h ink t h-2\ tit i san y D f you r b u si n e 5 s , I 
mean if Des wants you to know~ he'll tell you himself. 

F: i 9 t: D a Ii 't be stu P i d. O·f co u r E e its. Co iJ t- bus i n e ·:=:· s , 
Gibbo: Well. he doesn't want the whol~ world to know about it. 
Jcinno: He's· got a e.p_int. ~i:-gt-er· .. - ._.It I<'muld be a bit e rnban-as·::in ';j 

. fm- ·the pD6t--bugge~-. 
Rigt: lriel1, he sh,=,ul~' .Y.¥ thought of that before he bec2.iTl i:? a pcof. 

:' Come on. Gibbo; out with: it. ~ . 
.. Gi bbc, ·: (RelLl'~tant~ y) ::m::ay . . 'He ·· star:ted tell i ng me about the time 

\ . • . . ~J·ell--': ': : ~ ' 1 i k·e ···· ~ : .~ . he ~. ~ . i..ih ". the one ti me he put your 
• III • . ~ . • _. • '. . ' • • • : 

.. , . underpdnts .oh .hl s .. -head an_d ·jerked .off over them.-
- -. ..- .. ' ~ -.. \ _ . , ~ ,_ . ~. -, ' - .. . . ' - ~ . - - \.. . . . . . :',>. Rigt: : (Ut te-~.hd.isbeli ~f ).- ,J1e wh.~t ?!]! ..... . ~ . ,.. .. . 

~ ,: ~ .. ' -·-Gi bbo: · ·· He ~·p'Li(··:y~;L\< ~Ul}.Cle:~pan~:(;.oi-}~_ ri_ .~· -head .· .. ~nd " . ' . 
k ill t"! i m. M'I. ~ ' . 

. . .. r e~~t ; .. ~~ .. ; :~; 
· 1 . _, . . , " ... . . :-. 

nlJ 1 n.9 · d:;~{8 . . . 9tm. ~::a-a:Lg 

. ..... .. .. . . .. ,":~.~ ':~~{~i!:~)}tJf¥~~?~~~~~~;: ~tS~)~}~:'~i ,~-,,~." _'-'''' 
I,1JDr-r.ied} .; o-~.ybLi know . ey vJE:re ·'theMickey · MoLlse DrieS? 

,. , : .. Ri 9 .t~~;l tt~,~~~{f~0gi~¥~ij~:~ ~~~f:~:t1t~~· ~! ~i}~~L'~h~. t~, ev:: ,w~~ .~·' ·~-.• ·'·' ··'·'~"·o;", 
(':.~'::~ .· .Jonn·6~ ,. YOLI' ;..:;,;; . .• \.i~.a:r i j-,g · the~ ~ are·n> t yaLl? ·Gross ~ in"a-n • . He prob 2<.b 1 Y . 
. ,, : :"'~ . ·C:-2\:T,e .'.in them. - -: : :... . .1 • . 

" : · .. :· F:igt: shit, shit,·shit .... shit!_ I 

At;: F;I~i-EF: : · i:::;· DI~-GI~;~T-ED 't;·~~H . THI:::; F~ATHEF: REVOLTINC~ -DEl.,JELOF'l'lENT AND 
THRUSTS HIS .HANDDOWN HIS PANTS AND STARTS TO ~OP AROUND THE 
STAGE · IN AN ATTEl'lF'T TO .F:IF' OFF .. HIS, UNDEF.:PANTS, . AFTEF: A SHOPT 
WHILE, HE SUCCEEDS, ~i W~ICH HE LETS OUT A SCREAM OF AGONY AS HE 
HAS NEARLY CASTRATED HIMSELF IN THE PROCESS. HE SINKS TO THE 
FLOOR IN ,AGONY. HOLDING THE OFFENDING . ,UNDIES IN HIS HAND, ALL 
THIS TIME JONNO HAS BEEN HAVING FITS OF LAUGHTER AT RIGTER'S 
11 I SF'OF:TW~E, ! . 
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--'wi ITo~e-hea\I"'/ sfiTt~" ----. 
Janno: Just calm down. 
Gibbo: You don"t understand. We can't let something like this 

get out~ not in a place li ke this. It'll kill him. The oke 
is messed up, ~ot infe~tious. Please don't tell anybod y . 

F:igt: ' (To himself) My undet-pants! 
Jo~~o: Tell 0swhat else hap~~ned. 
Gi~bo: When he told me the thing about Rigter's underpants, he 

tried to kiss me. 
Jonno: 
Gibbo: 

What 
Ja. 

. ', . he like just s o me'r tt-ied to grab you? 

Rigt: (To himself) HCHLColdlct-h€_Llse m')i under-pants? Shit, m·2,n. 
Gibbo: I dOfJ't·-tf,lr,The " s ga'>, though. \ 
Rig t : ( Be g"i nn i n g to ' r e co y er) 0 h • definitely, G i b b 0 . : I mean 

, ~t i c~: i n';l a.nothet- 'of::e' s joe ks over yow- head is" like .heet i c . 
'. h~terosexual beh~viour. . .. 

" 

"Jonno: F:igter"'"'S . got a point, Gibbo:-" ' ' . .. . _ ·':"'C;' :": , 

Gibbo:. No. ' The ake's screwed up from thisPlace. :':' Yo\t ~ ve. ::· g~:t .i: ~t 
.. :~ ' .',' . Lin d e'r- s t a:n d :.:\. . .. .. ... , ;:;.'.: "'; ;><.:> . '. / .. , .... , :,'" .': , .... : ... : .... 

. ..;~::~J 'o~~ ~ : ' . Lin d.er-s 1; apA: .~0·h;~? · .. ' . " . . j .• >' " ". >/_ :'.: ': >·.o:~,:::: :.:::.:,' '. , ,\.'~> -.::'.," .. 
i("{~ ' ; G~ .?,? ~: ' .. ~.~ ~ .~ . T~} ;;;::'.J?}/~,e? ' .. : ~\{eryt h i n~ . . . : Com.i ng ::>.h.~e~.~·: :": '!les;~~~. ".~~h 1, (11 : 

~~~t;I~L~~~ir: . ~~:~i~~~~J;3~;/ .;~.r::~:· .~ ·.~ .. ~ ,e:~.~:'~;~\~~~:".? :]I~~:::X;n;h7:f~:~.';;.~rl~;.~0 .. ·.c . 

:;;:·:;f~.\ · ~i,gb .·The . p~:~e's.·.; C!.~ po'O{ r--~i ~bo • .'An ·.:A#l r~.ctqm r.ai,.d~r ~ ~t'r.::;~~~~~~~ 
\'~~~+'\'~,~f~~~~~X i<:.~SS~:.kl' ·· · -R~~ .. ;:'''.~'"i~~~ .T.~ ~J r;:r::;/- - h'~.,} ~~L~~t'.~, ;,.:; : ~ ~~ . ~ ~ ,~::l4:;'~~~t9 .J.:;., ,e ., 
. d~--::':'l~':.~~:;~;:-:f;SJ9y.,:~;:I).9..t.:..:~~d?.e:c;: ~:p?e.)I~, .. ~~:! l,.tall y . ~ ~ ""::I't~ .. ,9 L~§:1;. : ,kj.3"nt§.~Lt9. ~b.e.,.,..c 1 ~.l ~ 1"-.;.v-. ~.,.:\:"'''"-':.o... . '-''' '''. ' -:\ .~ ... _ ~-..; -!' -·r ~~~ ... ,:·:l; cro:,.; :::-...., r..~ _.:, - , ' ,:/7-'- -.... ' I . -.'~' '- ~. _ -... "T' _ .. ,- , ~.:.,- - .. 1 -{.- . ... ~;- · ~ 1 t ..... , ..... "' ... -,. ..... - t-
· ·{;:;~;::,.:~r'<.';~ttl··~s-omeone .)an .cr;< 'le·~hou9h·t.;th'at· ' .was -"tile :· best .. ~wa./' 4, 0 "~do ·J .0 

~\f{~fa~i~~~f~'?!ff&bJS~~tti~:~(~:;~~l~i~~.Jt~~)!~fti£~i-
""" '~ 1?£}.~ .f.P, .. WPJ.,lr~ __ Lt?J,ng:~ .. :S <·x:;~'- ·d?.;;;:·k "-',:, !it'~~..f~~ •. ';i;. . . !,; . 
~1~: ... :J.9 . : .~~St-~r7crinll~Y~{Er-~!fg~"'3'?:'t?3" "ht"s?;:,· S :·., "i'S ~.a ·.,.2b'~~T~'T~:if-~ etec't? '. 

~~. ~Jl!~j~w:~~~~ilt].~r~r€j.il!~~ri~1}i;~~f~~%-r;~; ~~;E~~~Zf~~1~~@;~~·t~~:~.:S;, 
.~~: ./_Fii.gt (~·Ah·'}':,tt'6me:~.6r;,,::.~~E;~erY~:i6ay .1:£hTnJ2s~:Jle: · s' ;:a --,b i t .::Susp.'e'ct· ::'::5~J~.~ ·~,~"':~ · 
• - -, ..... ... ~.l-., .. ...-:.· ... f ::l t· • • ~;; , .. .. ~ • •. ' , ·-!·-I ·,!..·~o\~ ·--.:a: .. · ... 'l .. .'·;:- .. ·.-r.- - _" .+:-· ..... ... ""':!t,., -. t :.,;t:.- .:. ~...-.· ·u-~. -: .. ""'~~ .• ",!',. J "'l # .' • • • '_r N "l~ -. ' - •. ".. ' -fo·; ... ............ ". 

~~ &ti'~~;l?i pp·g\:~;~Tp.~: tF.!.i, gt~.r) ·;; E.\~i.~fYb:c?~y_" .... :~tt"l!~f1\~ ~~th?·.t.~yqu-' r,~'2~a.'fi ·,:'.~fs·er!.ol e 

~~.~~~l~~~~:~~i§:~fPIt~~~~e~~¥~~~i~~i~1~ff~;~{~'~;~~~~~~~.:t~~\-~i.~:~~J!!;~3·~~:"·;' .'b··";O':"·""·~~ 
~l~:·!;fJ~S~{hJ ~'·~;g·6i7n?r;;:~7a.n: Y-:fu:rth-er<~:: :th ;n · · .Lts ' · ~\~~,.)s··: ' O~~'ay': ';" Gi'bb',;? ' p.r~ ~;o 
~Vt~~~1i;)?'':4~~':l~ .~-~h~ :~t~~{ e"a,:·.'tc{'g·r:'ab ·· .. :y~'~l:: ·\hci·Llgh?· ~)~{- L"L,<;' ·· .. '·.: ·~.:i· ~ .: ,:.'-- , ... .... : '. '.~~\ 

%~t~ '/i.A~J:~r~:~(~'c ~~i~~~?~:tt:i3J~Ht;~.{.~:rr~5J..;~~17:~:~:~.~:~.~Y}~~;:~,~~(·1t~f~;.;:t~ ·~.· ~ s c r~g:§: ~ .. 
.. 2':'" Ri gt: ': Go' , E2.S·Y · PI.! , '. th i s schoo'l ,th i rig: You 'me<. ke '. i t Oo sound 1 i ke t[-. is · .. . 

' .0.-:' '. . .. .. •· .. 'p-l ace i'5 ha.Llq'\:.ed . . ' , " . . . ' - ' . . .... . 

'Gi b b 0: ' ,YoLl . v-J .::<.r;.t 'to know.about -real" ghost s· ' i n th i '5 pI a.ce ...... 
F
::,. l' Tgt-t,~.=_:e.' . ,.~::: .• :.,.::~.,.:~;~,.~.~ .... ~ 

',at-e . . ghos.ts . that don't let you sleep at 'night, -" '" 
~'if,fi~s : They're. the 'ghosts of e~/ery cm-je~ 'i ng ' 01 d bo,,-:'. ~-Jho keeps hi s ' ~ .. <.:.:,:, 

\ !\.\Jg~ 'mouth shut a.bout ~,hat goes o n het-e. , Its Ihaunted by .the ...... 
v - gui It Y sp i r its of e v ery r:;siad m.~ster \r,ho 1. et the bull 'Ii ng go 4 

. u .nel;eeked, bec'a. u se of tradi tio~. You kn m-J V-Jh2.t, I v-JO u. IBn't 
.""- pissoi-, tt-2.dition if it v-i ·3S on fire. This place . is haurited 

by th~ ghosts of ali the new boys wh6 sit there and take 
be'a. tings but ne\' er sp~ .~k o ut becau se t l~,ey 2.re toe:: bloodY' 
~cared. And most of : all, its hau nted b y p~rents who turn a 
d2a~ ear to their sons desp e rate cries for h~lp. This so 
calied :; institution just wa.nts to bend you and crush you, and 

.' 

". . . .-.~ 

r\~;{-'IA,1I1~i~~r~~jitl:~~f~:li1=1~~~l:i~-_3;J-~iitl 



--------- --If -y-OI~:I'i:JOn' : t ~ i ~-lr='tothe ---I-nolllcr~ -~h-e-·;j-- -oE-;-sTt'-"ci;y' -,>'OL:I. That' ~:- --- --

,,,,hat t~(' ~gpra2P.C to Des. This school has m.3de hi in feel so 
alone and confused he's clutching at ~traws'in the hope that 
they might md~e him a little less lonely. 

F:igt: If Des is g.3-;", then it is no fault of the school. 
-Gibbo: You igIlOt-a.nt ar-sehole! It's no fault to be gay. IT you'r-e 

gay then ' you're . gay. Bu~ it is a fault to ostracize someone 
• till they think they're the one with the problem. Dp~ lodks 

around and sees ars~hales like Flash giving him nan - stop 
uphill and he thinks ~hat he desrves it so he must be 
screwed up. So he~~ie~ to get i~to me. 

Janna: Don't r-uilJ-it--by -g"Lri:tlg---U-V·2r-bc .. ar-d on this. pS'/chology thing. 
You ' ,.Jer.-e ,beginning to make ~,en-=,e ther-e fCI'- 2 . second. 

,Gibbo: Chr:-is,·t JOrlno: FD_r- the millionth time~ this i~ not funny. ' 
Ri gt: . Lciok-~ man. You canno-t ":."~,:'} 

5.i bb'o : 'i-LJh .:\-!:. · , do ' you ' ' knm·j 2,boLI"t ' it,. F:i oter-? You've Dill y been here '-:,<:::ii~' 
::,:~ ; >-:.:<:.~, i~c;:e ft-;e -begi'n'ni n ';J . of. th i 5 ' ';'~~r-" '~ Us bLlg l;JE'r~, have _ b~en heC~-: .. - ;: ~:'t;~:}~j 

the S ,3me t'tu ng to m.=. ': : ~',::~ , 
t. : ~, sh i rt s _p-~op 1 e' +:hi 'nj::~if.t~ ·,:-, 

.'~.,..;'. - .-
_ . H ~: 

.' ~ .. .. ~. ' : ... -.::; .i.-·: .. 

='RJ. on-n9t.oc'·J ' In 9 :--_acjdl ct ~: TheI_:" L!st 
. : - .~ .. ;:;t~~~~:· . ..... -. . " : .1. : ... : . .' . . ~ . . 

t02=:t , i ,; -DUj ::'!.'.:;·<: 
The pr~e7eC:·ts .'.:';' . :.~.~~~~ ~.~ 

• .' . . :~~ ... ,r' 

c ·_·tt; --'n --rt:=. _ , _ J. I I I-=; 

e~2mple. / 
:_ F:igt:'Ja.] but. ';/ou get to do it t.oJ he r! your ~n r,i.3t.:r·i c. " 

Gibb6: 01'-: ~'ih-oc)p~ doo! , I -CF-irt''twai l:: : til.l ' m ~.:.vr,ing, , then I'll go 2.nd 

': . . ~ ..... 

" beat , the_cr~. p .- o ut o-F sO!TJen_e~~ :· boy ' ::>~ca :..t se ' I'm ir; rn,i(t ri.c:. In 

~i~~t~I~~;~~~!i~"ii~~ltiJi~~~1~§{K'-~~J;it~~~~~lli~j 

' I 
;: 

di 
I d 

11 
I ;j 
, " 



_ I ....••. __ _ ~ 

-f ,;:;I.e t ~, - .. ·kr y - s.h ou.l d · ~.I '.-:? - -\"I ,,!\ 'l· t ·_·t i"t}. ,1" .. " ..... ."'. ".r~\L:·.·_.( r .. ;.r.; ... ~.' .t ::": r' ~l 'l'" .~, •. e :~.<.;·-J~.:; .t. ~. ' ~'~.:.~:: 2 ,~; ; !.:,~ .. L ~~·l~.~ ~ I:'I ~' 
poor t hi rteen YEa r o l d an d ," . - -
go 2.nJ !Th=:ik€:, him CI" Yl "".hall .... e·") '(c~..I ::. E2E:' ! 1 -F ,]I'" ,i=<. l i t t l E~ '".'.:'~'::; !.: e :, 
tr-ane, Ri gte r-? 

- Rigt: That's not what I me ant. , 
\k Gi bbo: The sc:.~ry . th~ng is that ~hat's e;.: a~tly what ,:i OU mEant. 

>. . \Jonno: Look. bIbbo. lts llke ..• ld:. e ••. we!l 
~Gi bbo: You ' do"n'tk~~'w' wh.=\t its like, ~ ,Itt! And becau""e of th 21.t,. 

, . 
-.: .' 

Des is sitfin~ ~llalone in the shower . room bawling h is 
eye=. outanc ~Dne af us have got the guts t.o go and s.peaf:\: to 
him because we think he's gay. 

.. - ._._------_. 
FLASH ENTERS ~.t1DI< ING' A CIGARETTE~ BUT HE HAS NOT HAD A SHo\~ER • . 

; _ .. 

' FI ash:' Speak to .. ·;ho? " 
JonAo; ' ~of in · he~~,Flash. · Y6u~ll . sti~k the whole , . 

Th~n open . a windpw. 
Des~' ' c:.. 

~ ~f6'V:jco~e?': \ . . . ' .. 
. ·c·~u sEt . hH X~ .· ~ n 

o.~tg·h . 

., 

, 

. : .. -

. ....... : 

' iJ~~i,~p,~:t\:Y~~~i~~i~~~1~:!t~f~'k~~~~~~1:71 :~ : :t~::~~;~~~;r!~;s~~~t~ ' ;',;' 
·Janno:No.man. , .~Jt= .bet . on . " ~Jhether ' Des W2. S " 92. '1' . bt- no ___ : Flc.=.h :. ,c ... ... " .'. -"" . . ... . _ .. ... . .. . . . " . . "'. . I 

•. _ .. .. . ::..: t:eckorH2d he · .(..lasn'ta.nd 'I ' said'he lo-jas~ ;- . , 

): ~~.:(- .Gibqo: ; (Di· sbelief and dj.sgust~d) -Oh my G~d~ " / .. 
; ..... -.. : ~:~ . Flas~: · .. l,tJell, ... yO~_t seE!TI ~ t·o .~e··· ~. cor-i ·ng ~"Jith . e 'v'er)."qne tt-te ·s2 da'f=· , :: · .~-
.. . ~ ' .. :-Gerbhardt. - ." ' I .. : , '}~ 

. ," Pi g't: I-ta bloody \-,e<. !' / · · ;~i 
. - Gi bbo : De-=:. rea.II;1 need 's our hE?rp .. gu ·i-~. ~ '. 

Fla.srl: vJell; I think F~ igter iSj'" our ma n . A bit 
.• /- I" eli e f, hey! 

~igt: ~isten,mat~. I 

! . ~-~ ~\ ~$lfL E~JCE • 
} 

learn~ everything I know f~om 

/ 
, 

of 

G2.bby. 

JONNO AND GIBBO .. LOOK AT RIGTER IN DISBELIEF WHILE RIGETR STEELS 
··t . ). . .. .. ~ . . . .. 

~1'~~t~~~i~tV:iI~1~;,J:i~~~~~l~Jl~~11~~iJi.!iI 

I 

; \: 
, I 

lot 
II 

: I 

, 
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HI t'1SELF 'FOR AF'HYS I CAL . ONSLAUGHT FF:Oi'1 ' FLASH. - FLASH'-5 CHAF:(;CTEF: --IS --_. __ .
TOTALLY DIFFE~ENT AS. HE WITHDRAW~ INTO HIMSELF AND STARTS TO DRAW 
ON A HORRENDOUS MEMORY. THE LIGHTING BEGINS TO CHANGE AND ALL THE 
CHARACTERS ARE FADED INTO DARKNESS EXCEPT FLASH. GABBY EMERGES 
FROM THE WINGS, ·THIS TIME WEARING A T-SHIRT AND LEGGINGS THAT 
SHOW OFF HER FIGURE. SHE MOVES INTO THE POOL OF LIGHT THAT 
SURROUNDS FLASH AND THEY BEGIN TO RE - INACT A SCENE FROM FLASH'S 
MEMORY. THEY ARE SITTING WATCHING A RUGBY MATCH. 

Flash: Christ, ref ar~ you blind? 
Gabby~ Flash! Don't say that • 

. Fle.sh: That · 'was a hi gh._t~\(;;kl-e-. --m.C\n. The 
Gabby: . 'B~lt you. ... ---al w'ays s.,.e:3.r · so -- much. 

ref ~an·t just ignore it; 
It's a sign of stupidity, 

. ·.you · ~::n"";~J th·.:3.t? 
:~. }:: l .~~h.~.: ~Y?'::~ ; · . ~f1d. 1 _. both knm'l that I ain not stupid. 
:.? Gabby: / 1 . ~ne"F?t- :sai d 
;·,~ .. \fl .a _sh : ' )::i~'~~e ~~. 'G2;bby! .'1' m tryi ng to--' ~latch the inatch and I can't 

~. ':.~·<'~//~4.~:.:/~Ha~-_-·~~'I~_th\Vcj~l ,-. ya~.::ki ng . i r my ear aJ 1 the time. 
~ ...... ~GabbY:··:·: (Visibly-"':hurt) .. -SorrY· -.:~ .. -.: . ' '. . ' .. : . . " ~:-~: 
.~ . .. ..,\ , ..... ,'".s. - ... ,~ ..:.. ~.-. ':.' ' v· . - _ ..•.. _ . '.:. ' .- "', .- ... . . d.·.. . .. . .. . ~ ' . - .::,.... 
~~--Flash_:·- J~Jhat :-<do yeill ;::,m-ean : a .ki-10ck on? It ca'me off his .chest. ---- for ... :- . ~-;~ 

1;:il«t~lf~~it~~~i~l~~~;i~, :;:: ~~i,~t~~t:~I::.c; :.~;:,~p,,:;~::jJ'.~,%~~~~:, -~;t i?~~~~~ 
~(~. Gabby n ': We' ve ,,-got t: a" :tal k '··ab oLit:~:;t:h'i ng-"s'- -Fl ash • - ~. -~ . ~-:': - ' . ".-'- _':-;'=.':-- -: -:~-:~., .. ; ...... ;: ': :.:. · -~:::~~~~~- ::;;.(t 
:'~~"::"", .• ";:" . .... ~ "; : ::i. '- ;-:· T .. <;: ,"': :~ . -. ,; .~ ,, 'l':,,-. ,_ , ..... ~, .. ,. # ..... . . • , ,1,'_' -..; ' _.' .. -'._ " -.~ ' ''- ' .! ..... ~ • .' • • • . ~::: ••• :: ' ••• -.1 . ... .. _ . ·:a- ·;~c· :I .. '::;.!.':"~ 
~·,r : f.1.9-.sh :' " _~ ( I r r p.ta tea) :.,;I::'m .:watch i n-(;( ~th e -- m'a tch . '1 ' ::. ' ,- '.,', !:~',.. ,:; -- ': .. :::.~ .~.:-~.-< '~:,-;:"~:.~., .: ;. .. ;:\'..::.: .... ~'-.; 
;. .... !. ~_ .. ~ .... . . _ • • ,,~ .'\ • • _ .. _;., &:l~'l~ _ -~'.: .. - .:" .1 • .1..... .. . ......... _~ . . ; . .. .. . _- " .~ . . I .- -. \'!':. _. ~ .... . . ... ... .:r, : ... -._,~."":.r;i._. - :: ... ... , ... ~ .. . 
~~;:\Gabby(:j¥Jh·at-~:s ·-:-inor_e' :~~~i mporlaD.f? ~.~"·:r a1 ~: i 'n'g" -;;:t:o ~-fne ' :"-or :~ ~-:~ra'tc:h i ·ng·:'.~the ·":~~,,J - , 'i 

11G]~b:~b~i~ht.~i!\i~~t~~~~:fu~~~:~t~1~i~ltt:ilt~f~h¥1~:~<;~Jlr!§~"i 
'i;:.,-~ 'a Y: '-;·:I. Ings ·-'ar-en.-~ "c olng ;'50 .• ' . " ·· -s~ ~ e -same· ··-·· .. ··~...,"~,c~.,.· .;.-:·"'- . 
~.J::cF·~l"t'l:~':;,,;~t:.,.&J.:4-.:.; ..... .i,. ~;k-:t .... -":i:';~·}:i--·.;:.~.::;-...;-~~f .:::t~·:.Tj~(~~;, ~ '.: ~ ...;.....,;.-. .. _ --, - - . - - "'.ta-:-~J('t-:!f{2·:·!\~~ 
~~.~~ ..... asJl.·_;~~LI'Ji':t;N.!_§!\;:'tt "'.;,. ~' . :.;.;;,.:' 
~~-{Gc:\Ijfj"y"7>~i30bl~-=:·\it · · ... ~-- - J n - ··t ·a -'" ~.: ~.~ 

~~y:i~~~~t{~,§~~tl~J~:~ _ _ ~~i#~~~'" ~.w' ~·;i~it~~1:s~~ .-2~~~~ ·~\~~t 
~, d?_~2by. ;:[W~lJ~'-.:.-.ar~. -:1YOll -: onna .:. ~a ~-somethl n ? :::~~ -' ''':';::;''~;'\''':-;; ' , ,.t, ·" .~ ;.~.:. - :<:~ 

-:.~ ., .. :> 

-:: .. :: ' . : flrsehol e and you m-:3.ke me si c k. (Fl ash trl. es, to PLlt - his a.rms · -"::5, { 
' . _~ . .' ar-oLlnd ~Ier: No:, -don't touch rrle! ' .' - _. ' I ,' . ".~ ... ,! -::, 

Fl<:\::>h: IrJhC<.tlS It wlth YOLI. for Christ's s ,3ke! - ' . .. ~~ :: ~-
. .... Gabby: .-non' t sc<.y 'that ! - ~: F::i; 

Flash: Every time I 'dare todis-~gree "'lith YOL(, you take it" 
' _" per·;:onally. It's b-e i,Ji_nr;ir:19 ~o piss me off. " 

Gabby: That is not true. 
Flc<.sh: It is" my girl. 
Gabby: -' Don't call me <my gi,r1' either. 
Flash: Why don't you 1earn i to take criticism? 
Gabby: You make me so crosk. · . -.: 

.-' 

Fl ash: Oh for God's sc<.k e ~ Gabby! Just be';C'lLlSe ~le hCl.ve . ali ttl e- ' -", 
d i sa,;weement there's . no n~ed to get dr ama.t i c a.pout it! ... You , .. <.; 

'. -
.... ~ 

- '. '. -: ..... 

£~,:Mk~~~3 ,'f:~~~~~'i¥f~-i7fFf#J~~ '" -"',' ;:.' ." .. ,-
.\ 



··-·--·---+-81\...,,3Ys -do this! -' - ' . 
G 3 b by: I' m not get tin 9 d I~ 3 mat i c • I' m s e I~ i 0 us. 
F13sh: What do you mean? 
Gabby: What I say. May be things should be platonic for 
Flash: Platonic? Did you hav e to look that word up 

c3me here today. 

awhile. 
befot-e you 

Gabby: Sere .. 1 you, Flash! (Tr-ie 's to e~dt) I don't even l'i .=mt to be 
friends with you. 

Flash: (He stops Gabby) Friends? ! Have you any ide3 ' hm" 
humiliatinq that word i~?(Mocking) Let's just be friends. 
Christ, Ga~by! You're friends with your dog. I'm the guy · 
)lOU're suppo,:::.ed to _gE·:t--naJ:..~d wi th, .remembet-. 

Gabby: I kne~:j .. -ymC\-jo'::;ld re .act liT:e .-j:his. 
Flash: ' llJel (.- hOI-lam · I supposed to reaet! Do you 

':,:' . ,'<phoutit from th~-r-oof -t;ops? -<,.~ 
'-:.- ' , __ Gabb~' : . Look, don' .t make -me -feel -; -any ' \.AJOrsethc\.n . I 

e ;.; pect me to 

X:)- \ ..... ". okay. :, :. ' - .<~. -, - : .. >::.:- .' .'. ·: -... · -'~·'_.~t:\::·~. '::-;.>~>' 
~,:>.:. Fl ash:. 1"1ake YOLl feel any worse? ! " . i :: -.. ;_:. . .. . ! . ~ - .:; . -

... ' .• ; ~~b,b:>'.: :'God !,.} :~ .. s~lc~. _._;a~-,.p· iJ<h~. :~,~~K\:~:~?::':;i -·· · ··.r~~::-)~ ·: ;:;{::,'. ~ : . ' ':>-. ' ~ , . 
. ,Sl.a~t:1 : : .~Sarcast.l.c) ·:·.Q0, .,: I . t-I0u19r1't - Y tha,t. · J _ mlght .:thl[lk.~ _t . but ." .. 

, ;:'. 

. j:' 

. :~~: :0,~:~<.~:;~:·t:.-;: d ., _~ e v~. < :~~a Y} ,~} ,~J;:; :·~·:-; ·:t~~;~;~~:~·L '. , : .. :~ . -. '7:'~;;J\<\c;·.~:~~ ~ ::: . \:.:: ~i:-:1- ·;.;; i~' :.:: -):~ 
'- G~bb • ".) ' .in no.t _::'?2.-Yi ng . ~I~:stJoLtl. d . . .,'pec'mariantl . · b · ~Je. -'- .' 

-~~. ,~; ·· o.ti~t ·,"·:!r;t: :~ ·~::: '·· .. ;>:;~J~iy':"> ' . · ~<tl;§t~F: : .:.... . : 

ca 

f~~Ji.\i .' . . .. ~,,_~ ~\~~~:~';'<;j:~')'?'" :;':;Y., 
···· !m~ t',~~~s~:~~:~t~}Y~~~ ~~-~~~f ~?~~CLj:;~';73E;~:"·";:<?~1::~'.;, 1C,: ··t· . 

~~'. ;.:.- Fl a.sh: '. (Laugh i rIg )-1-. shaul d 've l:n'a~m.· . . '. . . '. - . / .. :':- ; .~;~ 
:::" "; Ga.bby: We' -re _jLtstfriends, ' o~:: ay: ...'~d, 
::~'~~" Fl ash: .-C~ap ! '. :~ :~~ 
;:. ,.' ·Ga.bby: . I "Ia.lit t ,o- see you agai n ! . : ! , . . '/j 

Fla.sh: (F·Ll ·::.hing het- · out of :the " light) Tell YOUT pr-oblems fo " 
Rigter! ~ 

G:;;.bbY:.<From the clad:: ness) Please? 

THE LIGHTING RETURNS TO : WHAT IT W8S BEFORE THE FLASHBACK AND 
FLASH IS LEFT STANDING WHiLE . THE OTHERS LOOK AT HIM WITH WARY 
CURIOSITY. GABBY HAS EXIJED BY THIS TIME. - .... .... , 

.. " .. ... .... :. 

I 

;l 

, 
I, 

· ... r·. ....... ,, _. .":' .. ...... ~ . . . . ~ ~ "'<_~/. . . . . .. , .. , .. : ·.t~ 

tf~~f:i~~~s~~I~~r;~iil;f£-I2l}~ ',!,~)~~t~~J¥1~;,)it!~~~!, 



., .... 

--Flash: ·- - (Defea.ted) ' --F'er-haps --I'd " -better- " finish 
out sid e. (E >; its) 

Jonna: Well played, Rigter. Very tactful I 

Rigt: He asked for it! 
Janna: You don't ask for shit like that. 

He's a bastat-d. 

this 

Rigt: 
~onno: You'~e 6nly known him since the 
Rigt: That's long ~naugh' Everything 

true. He's y~b yah .yah at 

beginning of the year. 
Gabby said about him is 

e ve r yone's throat the whole 
time. He's a wanker~ man. 

Gi~ba: Well why don't you j0st stay away 
Janna: Just let it .be· fQt-_..;;..-w~-iJ.e, o kay. 

hi(i), then. 

----- ----- . -
DES ENTEr;:S '~JER\'!OUSL Y • 

. '. , '. ~ :. '. ~ . 

ar-~ you? 
kno'w \-';n .:<.t make':::; peop 1 e 
is with a chick? 
the . chance to ,k iss me 

do it. <To 

properly, 

" J~~ 

•. ••• ,< 

i 1 , 

I 
I 

·1 , ., 

, 
" ,. 

,. 
I 



-_ . ---.-- .. - --- .~ .. -- ---- . - - - -
--d~;: ay -. - - - , 

,a: Come on, man. You okes have done 
men of the wbrld. Was it better or 

_. (To Janna) How waul d Des knm-J that? 

t hi s 

n o: Have you never grabbed a 
Shut up, okay. 

chic k , Des? 

no: You poo~ bastard. 
,bo: What diffe~~nce does it make if he's 

before. 
than a 

grabbed 

Yo u 're both 
chic k? 

a chick or 

not? 
, no: (A'5i de 

you're 
facts. 

to 
in 

5ibbo) I~ you haven ' t grabb ed a 
·then its uh time 

chic k b y the time 
to face up to the 

bbo: \!.Jha.t __ f .. :l-ct §!
-- ._.' - -~--- .. -

n ho : Thaf old pes here might 
1 -he could .beauthen-t i c::'d I y 

. bbo: t:'iha.t? 

actu ally 

"-

Jnnp: Gav!There. I .·said it. yo~' h~ppy now? 
e-s: ·;-Lisa-Milton.\ ~ 

well you 

. . -~ 

-, ." 

_.- .: 

. ... -.... 
.1 .. - ~ -. ' • - - ._:-. • .i..: : .. _ ~--: .-i-

: --::;: - .-: 

. , 
" 

t 'r6 b -0;' -~':Y OLtVS'-~'"" J I tii. -~·;fLt~t?fha { \ L -i sa', S-;':: .~f ot k S "'"Einl q rat ed .. ~ -. to . '6u s 'h' ali ~ ··:.f:j:;;11;.~ 

~tt~!f~4 t:: .:;~p~f~~Ed?~£:i~~t:~1~t;~~9i:~>!~-:~ -~-:~~j:~~~~r\{ ;~<;~:?~~,~; :;i.~~~~K:~;~";~lJ~:;~~~~;:~~;~ .~, 
~De5: :::; vJhen ·.:..shE ·kame<1oack ,:..her..e ; b!y-;:ho11 day ':\,vJe ." .had 'a -'-f 11·ng. -.:' ~';·:':~· [~~a~:~~B; 

~'~~i~~f'~~-~¥!~~~~!~k~~~i-~t~~t~~tf k~~~~iiJ~~;,J~~t:{:~::;itl'~~~2;f-~:~~~~l 
r ,'-t -;:.!.i ~-1til'-... -•• ~£:re- v".w~.i.a t"L!--? ~-,~ .... c~-T-" '?~i'!'<~-D' '-r'::--; ~~~J~h'; ~~-=i":,f>?(' !: "t" Y. - ' ~ 'd" -. ~ ·:ft\:'''~~.i.l . -:;:::'t -t. -;;:::G'-· ·b"· .... b · ~ .... ~ 
~r,-, _f1np _: ,:~_Gi~c ." - :\.'-~ : ~c?J~~ __ ~.~ -"=~~_ , ~-r;.~b.;;Y ,:.L.J:~~I?, #.·,_8.:·~qZ·. -E..,.t. ) ".-9. :t~ 
f-' ·-t ='~~'~h""'L; · '-~=l '!:U-t' · ""'f?'.:;;~·-:r '<-" '''r.~'"",;7...,.,,,,~ t"'''h'-,':"'-,-,,--c~-t7"'-" "' '''::;"'-''''~'''~;I -t--;""':r.:":r 1 -. - onlf~. L.-, e ~.L. s .... ~J..i9LlS_ ' -- .;5 ' . e · .",~ ·lmes • .!",,·~· 5 1- -

:~ -:dcf~~Jt11'{~~ {~in_ '~t~~¥~~::· ~l." ._ J;,~~~~1f~xi~::~:: 
:;.. - ~Ti"' ~'_J:._~!"~;~."~~ ."g., ..... ·.~-"'-~~l;-ll.:"~~~ ,_ "'6-'!-.... ,-,.!:t:.a;r:-~!,-,-~"1;t·'~~~~·~";.l: 
?~:,~..f~i~1 ·~t- ~~~~) ft·ilh~f#r,~=~i~~~P';1f"·~~~£·A~~WC· · ,,,~p.~~~te~~I.~~~ii~,.9;:~.~~~1:_~~~-:.J.:~~_ ii, ' 
t.-::';:?~7'~-::~j::l.~J~.: / :fP·?sLf2 ;....._ . ~-P.(Js.1!~(J~?-=~_;,. pr.:,':: lIle ,~ . <,.R'r!~ ;- ~~'}.; :}"'.9 '~\Y? ~.·~1~ ; ~~f.<~?:~:~.::~-, : _ ~~~ , . R' . ·,-. t · ..... ' ·i.:1' ~"" 'b":-"·< ~'''' = '. "".,....,.----A~··""· .... "?'~'t-:-;.;".-A" h..,..,.".:. -..,.~--· -,..e:!::~e --·;;f·' ·~-~ l ~d - -"t" "-'--b-~""" ""''''''t C' ' f-__ .19 : .;II~ay' ~.·~lT,-...:yO!,l :· ~Jer:.en·.,: ;.tSuc :;·.a .MoeS;·::i~.."::yOL\ ;.WOLl _ n.~·.:._.~, _e _~+. r:-,-, :; ql . _.~ 

f.~~~~~~?i£ ·,~~.p·~~K:g .. reff.~ '-;~}f~~~:~ .. ::.f~~~~~~q~~~·'~; 1~~;~1f~:~rf~i~~'~~i~l~f~0~'~?~-~~t~11~~J¥K¥ 
~ ;.: ~~}?~~.9.: :;~}r:!~~_ : 1 'E;, :~~_~j:-, ~_~lpp~.~e? .::\: 0 ' 'fr~e~n? _-~'~)-:~:.~ · .\~~F~::· > ~> ' ~/0; ~~ -':;~:-=:::~"";'.:E~ (. ~ .\t~f:~-;'1< .. 
~c· _R.ijjt -:-._:~.I~. ::-.\~-f!l~ejtr:-is : he :~? -_~al ~a.Y~- : y~fJJ n'gin'g ·:an.·d ~Jle ~c?-ri "t< takl? a :be?t i _ng ... ~>~:J.:,:~ 

5-_ Zl}~:~~,~~t').~~~~;{~~~~~m:~;~:i0¥&\~: .• · .·~\'~71;E~·W';~('>:·:~~i:':;::t7j::·~1/~.':;'W~1 
.:~ - 51 bbQ: ., Chr.i st ! ,· -You-·2.r-e· brai ndead .. . 5er-bh .::\rdt ; .:' Don't 'you Llr,dersta.nd· < '~;<f t~~ 
.... ,'-" ..• ' . . - . ..... ' . .' . I ' .. . '. ' .. - , . . . . .. ' ', ' . ..,. ""'f"'" 
- .'. >,.t-hB.t ~~people .can't .grm.: in this .i type· of envirpmeht: ·· This .. ·:' \;'l2t 

'- . : . ··. whole · ~cho61 , · h;is:. ~...tag ~lated. . "- r · :I. "~;·~: ·,'}ii 
.F:19t:.Don't talk-shit ". .... ' , <-,"~,c ., 

5i bb'o: ~Oh th :.=..t' s '-g'reat ,F:igter-.~ A6 ythi 6g you' don ' t u n der'stand 'i s . ·,· ... c:;i 
shit. You. r .eally .2Te ·stupid. . / '~>: 

Ri gt: Hey! vJ::'.tch it, o k a y ? -- ~ .' 
5i~bo: Watch what! You cer t~i nly hav e rec iev ed an openmind~d 

/' educatio~" ha.'1en't -yOLl ~ . . 
~igt:W~at are you talking : ~bout ? 
Gi bbo: Th~ wa y you thi~k. The wa y you'v~ been ·educated. 
F~igt: vJ h a t ...:'s that got. to d~ ~J-it h · a.n ything? 
5ibbo: (La:ul~h 'in9 in disbelief) ' Bloo d y everythinl~! 
i::mr~: .. He',s got a .poin,t, · 5ibbo • . ·. We don'.t ·ccilT;e her-e 

. - - - ; , 
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- ed u cation, 
I d o n't actuall y believe wh a t I' m hear ing', 

0 : l'Jell ~ its tt-UE 1 Yo u come \-i':.? t-e for- ~h t"? n 2. me~ f o t- th i,~ 
p r otection, for the old boys cl~b, That's what you c o me here 
fo r . Your matric means no more t h an if you g o t it fr o m 
Pon dokkie High. I~s the tie that c~unt s . 

~R FLASH. HE IS NOW COMPOSED AND HIS FORMER ACID SELF. 

3h : 
1 0: 

I've finished m'T' tl--Jak . . 
Ask -flash~ go o~~ ask him. 

::.h : Ask me what'":' 
: \.<Jhy · we" t~~_--f-l'2f"e '. _.' 
sh: Ho"rny parents·-::'. 

_._-----
: Ser-iOLi'sly, .. m2.n. Do' you think this sc h o ol is l--w r t h it? 

. I .": ~ . :---. ~ . ': ~. . .: - : :.: .. .. . . :. _ 

It : ·.: Of . 'c our- se .i tl s .- .. 
: sh: ·:r'\~ih~, t ~bLlid-: ' -Y:~Li,knm'J 2.bout if? Yo u 've o nly been here since 
~:~: , 'd:·~-~ 't.~Z.~~Eigl~n·n.:rr~·g '~"~'f .. thisy'ear bu t.) s s e yoUt- loyalt.ies ar~e .: .': 

~ri~~~~ttfftf,%~~g~~i:~:,~~~~~~£,~=· . ·_~.~~ _:~ \gt.~,.;':s .: .:~~9b:' : jeF.~e:)~ : .: ". :, : ;>~~~'.::~~ ,:t~~~ 
... " _. "y':;", 'So--';yot(:ca:ri:'~ell ·ever-·ybne ' ho~\j good . ~;oLlr ne\,<J school '."i ~'. ':'.;.: .. '~.,,; 

....... ;.~t:t' ... ~ . ... . ~-::r- ~~ .. "f '~ l' -'''': '~ :' ' - .• ~ . :-.. ", .... J. , _ _ .}::. ', . . .. '. ~ , . ". - - " ., , • • p •• ;.-. ';"'~ ~ .... . ~, =-=;:: 

( 'a:t l;y 'od : ': loy OLl ':'wan t ~t 0 be on eo"' bf \ .1. s . so ba.d 1 y .b 1I t . YOLl ' !l ey.e~~,: 

}"~?b"~~~tttiT;;~~~~~:k~~%~:;t-~ <l~~~i'~:~~~I~" ?:~~~~~:'~:'~~ ~.?~~~~~,~ ,~~~~:!~' . . 
'7"" "," ""Pt "-" " . er-e- ' . '. '1 ke ·. p-r:?sllmptLloi..is :st .' er . 

": . " . '''': . ." . . ! .' .:' .. . ~ p : ' •• ~ " • 4.. 4 

. dentlty ·'.. . 
" ~'f'i':"1''"'r~ '~;-, :.:·jf~:~ '>"in .. ~Z. ~q ~~~"iit:l:iJj1~:~1:~Jl:~~:' 

1 e .~ f . .' 

~:~;~?::,; : , " =~t :t e~ :r~. ~. ~;;f'~~~~,t£§~1!~~·,~~~~~s'¥i~~~~~.;2;;~~~: 
l. i..!:)~ ,O:. ·: : ( I.r:1cl i gnari . 

;ii~t~'~~~1~n!li~}:il~i~t~kf~¥H~!~"~:L>~~:Y }~ ;<::::- \ C\ ,,:-;:'t-_; __ 
=-1 ash : They -a:gree '1:"0" sacr'i f:1 ce "t -he'i r .. hal d on . YOLl an'd . they '. hand '··',,~·.:"'Y. 

y-C1Ll over . tci' . 2. ·····systerTl. '; 1 .' kno'w th :'l t e v e ry parent pr.i<,'y;sthat 
' the system doe=:n't," destroy ' the(r s o n. It . i snoth i ng morE ' 
, than a. · ca1.culateq ri .sk, ' .and · if it pa y·~off then your' 'so~ ' 
ne~dn~ver lciok'back~ · And - t6 . t~11 you the trOth, people like 
you arid Des Cl.re in the mi nor'i tV. t-10st of . the p<20pl e who come 
out o ·f here do so i none'-:emotiofjal pi ece. I;-)hat happened to 
yo u i nth e s h 0 Ito! e r sis hot ." 0 ur f au 1 t, i t =. not tile 0 I d bo y s 

/ fault. Its your parents fault for sending you here and its 
Your fa u lt for lettin~ them. " 

'Des: (Crying) I didn't l-<.ant to. They wouidn't listen to me. THEY 
. WOUlDN'T LISTEN! / . -

Flash: 86 that gives you the rig h t to blame 
Well? Doe :~ .. i t? 

LtS. 
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.. - (PaCI ·:::.e) - . ND. No, FI ash, . it doesn> t I ' r' m to we21k ~·ji 11 ed ·tc.::J ··----
fight against them, just like I'm too weak . willed to fight 
against you. When you start ripping me off, all I can do is 
st a nd there and take it because anything I say you'll use to 
humiliate me even more. I can't hit you 'coz you're twice my 
size and you're the sort of person who'd enjoy beating the 
shit out ' of me.' 1 don't know if I'm gay or not~ I don't know 
what I am and you'll probably ~ip me off about it till the 
end of the y~2r when hopefully I will never see you or this 
'place again; I'm not . the brightest oke around so you will 
allrJa ';l s be more succe'3<;;ful than ·me. I ~...;ill ne"v'er play' fir3t 
team anything _~nd_l':--l--l-mOi::~_ th2TI likely ma.n-y ;:H-I ugly ~...;om ·2n 
Irlho 'll __ hF-n ' -::::~'peck me and have la.ads of affairs. You will be~ . 
in ~1~1'2 e 'y'es of oL~r- society~a SL\tC~S'S, ~·k,et-eas me, I'll be 
:the guy no one ~rel1\embers . in ' ' ter, years time. Desi=' i te all 

. th~t, 1 ~;n~ ~outo kno~t~6 f~ih~i: ;One~ without guys 'like 
tne, guys 1 i ke you would beo'nj'ina(rY''-' jwo,- ' 1 'never h .2 'v'e, and 

.. h<;Jpefull y ne~er. ~i I} <, ~u~. l .. y~ }"jYb?~X~ .: .·.,'., .. · : ,~ : ~ ' .. " 
. ', ~ . . , ,. ':;(: :;" :~) ~ ,:-', / ; .:~:" -:~:J' .~·~~~.:.~:··t. -'. :. ".~ .~ \..:.:' "'.-- .... ~ ~:~~{~ , 

RE IS A F'AUSE :DUR.nd~ ).Jl-LI~f:1 'J) t:1F ':£;l;::ASH )3lfiRES . AT .. ~ I r::?O ANp ~ES . :. ,.:~'''; ' 
HAF'SDES'S Et'10TIONAL··OUTPOURING . HAs ' REACHEDFLAsH'.S HEAF:T ~ .' IT :,~:·'· '.· 
~::~L~9ST :A~ I( .r::;jH:(~BrftEF)t~:~~_s. ·:·:r:.8?T ~/(OWS ·~;:~60,T ·::;.oF-.: FLA~; [j · ;B·~~.· ' 
A.LL y .. BED~ .BTEt'1MED. ::";SUDDENLY ~F.LASH COMES TO .HI S _SENSES ~ . . ·,:J~.;;~r:i 

" , :-.'{::,:.~~;{ ':i>~i?~:;f: : ~', ;.~ :~:~}~\~;l;l : ~~!:'·~~:·.~:-;0~~>~/ :-~' :~:·i~~,>;~~!i:~;.::~ t/~~~~~;.J:.;:)¥~::~.:711;;~~· ·';:1~1?,-y; : .' '.' . 

. ' -,' '. ~,=-~.:-:-:-:~;.-

C:~1~'{ . 
p ' ;" :'~'",..:;::~.,\ >~' ~ ~~:~>',~>, I':' .. <:~: ~f6~ :~.'·.··'~ 2::. ~· · ::,r,·. . 
_op 1 e, .don . t ".yOlo : -,. _ . ... ,. . - ' . • ' .. :.. '. 

1no.: : . ~J.h~ ~ ?..:':::'.~:.: :.;.~ .:~; L.,~,. ;. . . . · .~1~~0~g~.!~.ti~·.:5~f.:~;~~~e::a~~~··~ ::::: .. :'~c:.\:;: : ~·:·~;:::l:~t~~?~.;;~ " .. < .... 4."~0<. 
tsh; .Wit,h "the,TI g6r,e, · "ther-e;s ·· ir; 6re~·· bo~z~' fo:~ ' ~~~,,~ ·· _ .. - ~. 

lno:- .' (Di sbel i e{ ·a.nddi sgust) ' -Grea-t~ " .' 
it: ·. vJell,)'m goh"a . h.:i ·'je · ~.nother drink. 
lno:. : Get us ' one, ; .~Ji·ll .. Yc;~i. " .. :< • . 

~sh: "vJhclt's the .·time. ·Jcir,nc:;· ~- : · 
lno: Half~wo. · ' .. 

'/ 

/ 

~t: (Dot,.-Jninl;J hls dr-'ink) S~,it. l'm supposed to be at the ' 
compound. 

1no: / NO ~'J? 

~ t: I won" t bel on I;) ... ,. 

1no: But its .themiddle of the bl~ody niqht. 
,t-. J- ..., I ,..., I! ' 
=1-' c, ~ so :' S2.11..J wouldn"t be long. 
lno: What are you gonna do? Bo~k one bf the coon. girls? 
3. S:. h : Hey! 

. ( 

, . ~ .. 

, 
.4 '. 

! . -- ' . . 

--::=-. -;.-.{,~ 
. ~. : ~ 

: ':.:;.-:::~ 

. ~:..::.::..~.: 



j : ···--{-A ·--- l ·i t t ± e- - arH.O'/E:d---3t - - t hecm-r-Eet ion) ' . Sm-ry .. Af t- i ·c an 

ladies. 

! " 

, . 
0: 

0: 

.0: 

Don't apologise to 
Of cour-se I'm not. 
Let him go, Jonno. 
~ell, if you want to go, then go. 

I'll· see you .guys new..) - nOl'i. (L: ii:s) 
Where's he .buggering off to? 
He's going to bu0 dope, you cr-etin. - ./ . , 

He' s ~-.) hat? 

h: Drugs, Jonno~ Marijuan~. 
\ 0 : Rig t e t-? __ . _---___ 
.h: I Itmnde.t>--i: f-·G-.3bbv kne!t4. 
10: StLlff-Gabby~ If 'h~ ';.lets bust, they' ll e ;.: pel him like a. 

. phot:· .. .. 
;.h : That,s.? thought. 1'1avbe I shoul d tell. Apem.c\n. (L.3Llghs) .. .. _ '.' 
-!o: I maq i ne bLlyi ng the stuf f at -·school ~ .. ; •• _ 
:.h: H~.v~ YOLI .eVertr-i.ed it? ~ .. ~~,<~ -:~. 

-. 

. . 
: ... ~ .. 

lo: ·No •. · ·.~ay.e ·Y~L~7 ,::.<:>-. '::::"). \. ' . ., . . ... ... . "" .. ~; , .. ~~. ·· ... t'i>\:: .. 
::.h: ' .. A . . :c 'oLlple · :. ;, c,f_ \ . · ;:;time=.~ · · JL\~· t .rnakes yC'Ll :,feel r. .2al. ly ~. pi ... ~.se¢, .. .. ... ,,, .. --"-' 

i~~~m"~~n:-~D~1~1 ~~~f6#~i~{~#ti~:r~:~~iLli:;~~~~;;~~,iiFrj7~~; ' 
-Y9}-.(, go . . ~t :-: toget.~.e,:,"A;Jlt- .,h~t- . . . ..... . . . . :-; ~ .... '~f-' . 

un 

t{f9:~,~1~~tf~~ · . _.' _ _ : ..... -- .,-
,"h. A lIt h eb e e. . • .,.- ~ . . : < .S.~';!1:;K::1 "::·,~:'::{X .. ~~".'_-' .~c~;:::.", 
~;~~C~~~~~t~~?t~~~~f~/+~)}~{';?iz~;~!?·-O:,~-·~ ,, : . . '. ' 
?sh: But don 't ' ,yClLI"~J .atlt her · :t·o"know?1. _ .~,: :~>j 
nf-to:.Jc;., . 1: d6.>BLit · -. ; •• a.h- ~~; . ~ shit,- IdLlnno. ' . : :: C·~( 
~. ·=h; ·-C·Oii:lE- on; · Donno. ! Y~d'v~ got nothirig to ' lose! :> .>~ 
nno: Even still ·~ ··· ·_Irecko~she knOl'Js a.n'd sr·le thin~/sl I'm stLlpid~ 
~. sh: Th.at' s;. ' C02 · you , are sbJp i (j. Yqu' ve got to i rnpres's. her. 
nnCl: With what~ Flash! I cOLlld~'t impress a toil~t. ~ 
a~h: ' With that attitude I'm ,not surprised. Yo0 need some ~ort 
~ .-. of I dunno millryl conf i dence boostet-. 

n no: L ike Itl hat? 
ash: 
'nno: 
ash: 

. ". !' 

Li l :e 
Make 

J 2" 

G;t. start ~ a 
her ~ a .. I~lgh? 

toe~old. Make her laugh Or 

I pr.clmi"s. e VOl I L - LI ·ghtp~ I 1 _. ~ .. I _I. 

~ : --~.!--~ ;', :,,~ : , -' 

As far a.s 

... '.'..... . "" .,. ~ .. - ... 

someth i n·g. 

women go its a 
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, 

.'- . __ . ------spt-i ngbDard ~--' -i f -not '-i nto thei r pants, · - then --at --· leastinto -.. ------ \ 
their address Soaks. 

Jorlllo: I won't be ab12 
Anyway~ I can't do 
out of the blue. 

to make her laugh, 
that sort of thing~ 

I'\l be to pissed. 
just start spading 

Flash: Well, you might as well c6me to the party anyway. Chances 
are that YDu'll pick up sDmedrunk chick and be able tD grab 

her-. '. -
jon~D: Wh y are you so keen for me tD gD? 

-:, Flas.h: 'Coz _YDu't-e the Dnly ·.oke W8:f' 'ee,ks oro ,ooiiddgA ta . i:!u't t1,,: 
~L--d~ whose fDlks won't mind ·if we come home legless . 

. " JonnD: Ohgreat. I tee.1-'.Ea-l---l-y.--J:~nted, Fla~. h. 
Fl ash: Come o n...,,"mar;-. You've got tq take the first step. l.tlhat h .3 \ie --YDU got to lose by talking to her? 
Janna: Sh~ co~ld embar~~ss me~ 

"" Fl a~h ': Oka.y, I' 11 . admi t that . your chances ~'ii th th is babe ale 
. ~ \ pret:ty s'l i m .. ' ''; '. ~~- . ., 

~·.jQ~~o: Sli~? TheV~r~ bloody anorex ic! ~ 
: :<Fi 'ash: _:O~:: aY~':Bl\t': :YoCl~ar 'e .still ·in with a chance. ' 

:~~. C?~~cJ:,~r~~7 )'~' .{:' . ' .:]:.·L-~<:~c\I~:.'.:~ .:'.:- ~ / '1 

. . ', .;; 

.~: F.lash: ~Well~- c::::,she .~ is ".::'IC\ - bit ~ .of -·a . -s.lLit so i~_ you get her 
. '. .~ .. - : . . ;!- " ' : ';:.~";' ~ '~~;-'- ' ~~'. , . . " , .:..~.' ... : .~;.-~ ., ... - ' . - - ,' '. ', : - ' - . /' -" ' . . 

, .... ' .' qtl.gh-.. then_ ::.;~you ·.Jl be,"· a.ble -.to · gra.b her_. -· .. +!e..11, · get her: .. to -. .:~ .' 

. ' 
: .... ' ~ 

. ¢f!ir¥~e\~}~~d ci~f.~·~~~6~:.;~C~;~h~:2:~W;f~;~~l;t~.ih J,~~:i1~:Af 
. ".d.n ._ Qffi_ ._ 1 ng. 
'3: t Ii . -" &"~~e b~?i'f 

'" ', ••• ~ ... --•• ..>.-.",. •• • " . 

· .~~ .. a;. ..... ; ~~ . ~ _ •. _.~'. :, .~_ '-J ~~_.' __ .. _ y ~ ' -:" .. .. <:.~~:\f.~ -- )5f~\~-~:~~\:~V:?-0~~ 
.. ~~:~I?~h;~·~~-~,;}~ ~J. ~s.%~:6t~--.·.~~rf}-~X{-.~~~~~~. :r~ -~~-~~:_fi~-~~"~ -': a~~ ~ ·~o{ .~~~e~ .. m .. _ ,~~~~~.1~~,-:-~;·.~ ":.~ ~·d:;i:~~ 
F12.sh :.- Stuf f ; yqL.! -! ": ~he' s :ho:t ter ': tha.ri anyt~i ng YO~I' ve .grabbed. 
Jo'nno:Ja;JJ7tt -~h~.t\snpt,_ t'tle ·point. "1 ce:n't tell you I.>Jhe,t I ·wa.nt .~ 

. to do -vil th .ller . - - .. :. '.' .,... ' . • " <.,;.~ ;; 
Fl a.s .li: -J..L .. lha.t do you · I-i~: nt : ~odo to her? . -., \ -, 
Jpnno: . Take her- to the library, FL3Sh. Christ, Yiha.t ' do you think! 
Fla.sh: YOUT my friend, J6rino!-. .:~ 

Jon~o: W~at'~ .that . got to . do with , it. My relationship with ' you 
./ .do.:sn't change the shape of her bum. 

Flash: ·It's blo':Jdy nice,he'r'(' 
~onno: Tell me about it . . " 
Flash: She ~ad great tits ioo. 
Jorino: And she. Llsed tD I-Jea.r · thos.e tight little bla.ck-dr,:s·:::;E·3. 
F~ash: Shit.~a~ .~hosethi~gs : ~ere ~hort, .h~y. 

. # 

I 



J onno : -l\lot---short -enough;-- ---- --
F 1 a s-h: I ~'J ,3 s - stu P i. d t o le .!::. h i? i~ 9 c . 
Janna: So why did you? 
Flash: You kno~, man . 
Jonno: I know the reason you spout off when you're pissed. I wa n t 

to hear a reason when you're sober. 
Flash: We split because of fuck, I dunno. 
Jonno=Yes~ y o u dq. 
Fleo.5!"i: (Be~ ginst.o tCl.lkr-eluctantly) Sh e told me th~. t·she need ed 

time, ' space, the .usual sh.it. The whole thing .was a .big balls 
up. She wanted to . take it easy -but still remain faithful. 
Well, she kept ' pboni-r:-t"';t-~ and e ver-yth i ng. BLtt all the time 
she ~as QrabbT~~ Rigfer. I ~idn't . know this and she wasn't 
Qonna -:t~ i 1 me es.pec i all y si nce I accL\sed her- of h.av·i ng a 
fhi~~ for - Rigter-~nyhow. And then Dad died. When I heard 
~ha~.all I can rem~mber 'is wanting to be 0ith her~ wanting 

\ '-' he~ : ~o ma k e me feel ' better. 52 r phoned her and she gav e me 
;, \ ,--::~/: the llsL~al _speel that chic k s -give you when they don't give'a 

~(, ' . . ~~~~~:-'l~~li t'~:~_t:.~Llti YOI_l; . >~. < .. ;.:>_ . '. <," . . ' . . ' " :: 

j~~O~~~o: '::vJb.at.? _.:The ":1')1 :~)w,ays :- be ··_:th.ere .for . ' 'lOLl no mat:ter what' , 

'" ,-i.r~~~~~~.t;~-: ; ';-{~?;:,;::~~~r~',:-,:~'§1 /fhi-ngi '! .Wh~ t I ~i d n ' (. k~~~ :' 
. , , W2<.s ,·that t rea she . vias :~ stIckIng RIQtet- ',s dICk ,In ' 

_ .. -.! :~: ... :.~. 

". :, .. :.: " .: ~ 

~c"'~'-"" "" ':'i'_';' __ '_ % r~g~~~' : C '- g'.: - ', '. ~- . <,.: '::r~%-~~ ~~; ;~'( " ~- '_'''~-: ~ " ::.'.~ -.. , . _,: . ~.~ .:~ ~ .: ,~:~ '-~-j~t~,:~~r ':;.;, ,"h".~;"", 
k : ,!'rri -. ; oki rig·. )'.-She ··tol d -:: me- ~ '
('~ '- :':::\::-:,:j, ',,;::2!,~ -''' '~:~-F'; "'; ';;""~ b~"<' .:'}~ ;.t·t~~·t P{' ~,: . 
~. t~.:=;: ,;:,::' .~9 0. ,~ :/r'r: e m ~_T~ '. ;.~ <,;i: "'-~.,. >:;;;,:~." ,.~: , _ :':r,~:'i!-']:.~ 

: h'at " ~,i~\s . ~··;~" I ·.coi:.il ·dn ~: .t :' ·, __ "O~,,",-, -,~. ' ,' , ,~ , >: '~,,,,ij,;:~ 

. .. _ .' _:s :':~. t ' 
, e'l-ni cai t fh,j ;,man . .sp -: rea 't ~s '~/l t't-i' \f em.3.1 e:h'or'mo'n 

._,:-: ..... j~~;'f~~;~~~~ j _t~ ;1q~~:;:!'~oe5J;~t'g~\I'~ :,~j-;~.~~~~~~}~.~.~~~{~" 
:.;', f!10m.ent.' you st 1 ck your_ tongue '1 n .:.her mouth ;st'le becomes th s 

. L~nre_2<. s6n2. b i'e~men i ac ,al ' j bCl.n,5hee. In I tha.t split · se'cond .they ,. ',-~ ._: ;;' 
change .from bei~g like an :oke to b~in~ like a woman, an~ i~ -~ ;: 
t-ui ns ever y_th i ng • '. - -: . ..' . , . .. -'. ; '~'-?:?; 

Jonno: / (Ignoring ' ~lCl,~,~"s ·r-eo.rT-,bling)' . Look, Fla~h. I'm son-y about ,.~,. 
_ , what 'I sald eCl.rlier ". VJith the dr-iri~::i' ng Cl.n ' E{ler-ything. ' I'm 
'_. ,-iust vJOrri(2d a'bout you, that's-all. 

Flash: , C~:"ap! Vou'-~-e not s;.or-t-y. V'cSu me~nt it. And e \/er- 'l'body 2.gr-ees 
. ,~ wit~ you. Jhey look at ~e and the y see a big drunken lout. 

They look ; ~t Gabby a~d ~hey see a sweet little Bible thump~r 
who's just been dump~~ by Rigter a~ter going through the 
,living hell of a re-lati6nship ~·lith me. · r j:_ISt get lost in 

. the equ.ation so of ' cour'se she's gcmn2. get the s'l-mpath.'1. 
Jonno: Sq those .two ha~e ~ef~nitely broke~up~ then? ' 

"." -. ' 
.- r. '- . 

. --,. .. . ' . - :.. . 
... '.-: :=.i.: . / >:~. ~ : ~: 7 . ;-~ _ ..... !: . ,".' ' ": ." . 
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ash: u l>Jell~- ' You heard him. "" 
.nno: I wasn't too sure. 
ash: Yep! I got a hysterical phone call yesterday afternoon. 

(Imitates Gabby) <Clio Flas. lo~ I made such a mistake. I can't 
believe I lost you. Rigter's such an arsehole.' I knei-l it 
would come. You've got to handle that chi~k differently. She 
likes to act things out a bit. Do you know that when we used 
to go out ' sh~ hardly wore panties? 

Jnno: Gabby?~ Are you serious? 
lash: Ja. 
:.nno: I didn't think .shehad it in her. 
lash: She ' didn't have ,-~ftytl-ti-D.g in hel'- until she stat-ted going 

out with-R-i:.gGr--. · (Th~.'Y both' start to laugh but Fla'sh tt-ails 
off C!.~ the imp'lic~ti6ns of his ct-ude joke sink in) Do you 

~ r~ck;~ . they act~all~~ y~~inow, like m~de love? 
onno: D~:Jn' ,t ,t-hi n ka.boLIt. it; , F(a:s.h • It: 11 f t-ea.k you out.- . 
l.ash: ' J a '; '· Ybi.> r.e" r ,i .g·ht ." :: Bu'tj : ~i.s's·' he.r :·though. 1'1i ss my Dad too. ' 
onno: BLlt)'(S.·-!':lci:t.-,~O·LI~ ' ;faLli·r · tieY'. re'·g6ne. ~ is it. '. 
(~~sh,:) ,~l~e.,Y:e,~/~:,~.rd ·· . '. ',' ' ..... " ',. .,' ,. ' .. ";~. -; . ' 
onna: '- T '·. i5to ' ., ', . ,-' 
l 'ash: 'o j:: ' , i'.,~ · ·~::-

": : \ .. ~ ~ ~~ ~; ~ 

. ';~ 

.~.~,~+..~'"-: '.' ,~." ,. ~,~,iL . . . r it~J~hif~1~f~1~{;~{1·~;h. '" ,..,._ .. C~'''' 
-::~ ,;: ':, r:u ':::/~ : ,:~~ .. ~ . ,~. '_::: .~ ;~ij .~ y.;< -::1'.0111 ' ~':. ~l ,O~~~ , < I!e. :~o.-t: h e C, ':C:l.€1 'i.,:'.i ,n , p t , a:c t i se. :. I .w~ ~ ;.~ .,> :<)n 2, l~ose m.aL,.i : ~he,:, · .r ' - Sa.l-'l '. Rigtef 's ' : .r-lXgby ·' .· -'jet-~'2Y : em' the: " 

~ ~'g.y-our:-id •. I , .. ' C oul d-"-. ,!e - ru·= ke·d. h i m' sh i t~ es,s. : 1'1y 'f Dot 'was..h<icng i n'g , 
';\ o'ler . hi,=. : he3. d~ c . Jon.bro: " . I ce,l.,llda : torn him ·· . tos:hred-s. · t \-'Jas ': 

:-': ·. · goin.;) to, .,..J'7r'mc.. ··. I wa's this far ' .f~om 'sq,~\ashing himi-'lhE?~,'olci ": 
.· V~lskerm bl~~th~ ~!ciody whi~tle ~ 'Je-s0s, o~~ ~ay I'm gb~na . 

kIll ·that ·oke. ' 
Jonno: 
Flash: 

. / ' I 

c.='.n' t ' "YOI~l ju'stj gnore bi ffi;" .' 
You ~ound lik~-5ibbo. Its imposs i ble 
w~uld if I ~oG1d, Jo~no • 

for me to ignore him. 

E~·~'TER R I GTEF: CAF:F.:-.iI NG Asr'lPtLL F'LASTIC PACKET l.<JHI CH CDNTA INS THE 
DOPE-HE HAS ~UST PURCHASEd. 

. F:igt: I'm back. 

. . J 
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-- '- -'- '-J Orlrlo':'-App'ar:e-ntl ·'Fsd:--Y'oT.C""r':-e·'-"i··ot gt:HinasiTlc k2 ·Ui2.t 

Ri'Jt: l'4hat?' 

: ., 

":..: 

.. J 

Jonnc= That dope. 
Rigt: Well, you can't stop me. 
Janna: Lock, I"m not gonna ~et bust for something 

done, so take that shit somewhere els~. 
Ri~t~ Chri~t!Its okay to steal booze but its not 

little dope. 

that 

~qij)o: I ' stole the boo::e sD~that's 'Ti';/ pr-ob12m. I'm 
<) \!-\\' t- i s.1-:: you smok i ng dope in ,the dot-ITI. 
Rigt: No one is ,gonna catch us at thi~ time of night. 
F 1 .::<. sh : ' You he ,;IT d hi ri] .• .. Ge.l·-.;.yrrar-ot .... _ You' r- e Ii 0 t SinD L: i'n (} i t 
'-"J.' g.L.,_", I ~ I ,-;n '·t . - ~;:r:.:.;--:·:;-,.;J.. J.·:- 1' .:::. L., ,,, .: ;"-,j-' to d- ''', ," ," t'-, · Y·'L' \. r\ W __ . ". __ • _ ._ _ ~ ~ I • _. L L ,' _ I. q --' Y w _ """" "..,. J. . 1 . \....i 

I haven't 

to 

nCJt 

ill here. 

Flash: Look. That's h~avy shit an' we don't wann~ take 
so why' dOli' t. 'IOU s~moke it outs.i de. ~. -~ - · ~·~~:~;iL 

<r: i gLy~::l ~;~ i ~~ Af t'et-the nc: :~ S ',~, YI?~_l m,sd.,~ Vjl~;~.'·i_~~~. bc~':~ .. ~7A~~t~~.;~ .. ~:!< ~~~~~"ll:§ 
the 

' J 'QllII'::;": that ~::;h i ;t.e-SO ' we - don ~ , :~ ;,wi::l,nt ·.to , 

.'. ~'~., \;~".:~ i:>: ~~.~r~:~;\~"~~~~~~f~·,:{?~f~~ii~)1~~i:lf";r;: · 
: ~ ~-Lcitik ~ - .jus-f'da it :,-of..l't sTde ! ._·7 

. ...- '··:.i::;~l ~. ~ ~:~~;'~;~X~·:~J~·~·~~;.~:~:~:~ , . 
.'.~~:: .. "f:" .. -' ........ :::", 

::::);,.:..;:.::. . .. 

,; .,;~ tt·,;)~~ S;:·;~~~;~,'about '. ~~·~i.d:r~tf·~::~~f: ;·r;l'~~~i;~·/:;;';,'e"\\o:; ·~ 
., '-1:t -Y6ur-~.e.1L ,~Y6u '~ianna ·· para. · \-lith . (ne.·· Fl'ne. " But dD .it "o\/e~ 

· _ . s:.6me~. hi nl~- -- \.'~or:thwl~ i e,-' not ; . Ga.bby ~ '. \i-Je both kr:'l~lI-' she '5 Ii (:J't 

" ~JPr-th .sh.it;:,. Sh'e::sa : lying bitch. ' . . 
Jon~o~ ~ (Se~si~~ €h~i~~in~nl · ex~losi~n cif~iolen~e) Look. Flash, 
.:: v-ihy tl ;{;','t-~i2 go tOti':'IE showerr-oom 2:nd h~~ve a /dr-i'nk ~.nd th~\t 

. '. --
~ way everybody can calm do~n. . . 

Flash: I don't ~i ,3 nt to~r Itla.nt:, t.~; · ~:ill this ,=-tuPt'-.'l fuc::~:,. <'I-l\,<d ~e..I-;' 
. Rig~~ Why? Wh~t have 1 ~ver done to you? 
fl~\sh: t'1ade me . feel like shit, t.hat's ~'-i;;2'\t~ 
Ri';Jt: ' (Losing CCJiTh"ol of .his vLiice) Je',;us- Chris-t! Itw2,sn't fn~ 

. ' "ItJho took. Ga.bby cl'-i-l .ay J She just 1 ef tYDua.nd f.t ~la 51!' t rriS' ~'J:-i (J 

~ _'made you~ .. father die. I'm really ~Qrr-y it hap~ened but I'm 
.. ... ' a~raid 'its,:--.not my fault and it ne 'y'er ~Jill be 3 , no m:?tter- hC:'~'J 

, .. , . - - . -.-. . . ' . 

1~~i~iJiilflll~~~~lrf~~t~~~~~~~.~£~:c~~~~~-_~~~:l 



r ·· , ._ . ... ". 

__ . _ __ . ____ ,_~_L__' _ . ___ ___ _ .. " ., , _ .. , - ,- -.'- - - - ' '-"-- ._ ,-. 
. much you want It to be. 

..... .. -

.f,; ; . 

~r· ··, '. 

Fla:;h: [Ii-"! really! I can just im (:tgin F~ you telling he!'- ~--Jhat a 
bC'sta.rd I ' ~~2S and gi \l' in':] rH:?t- YDUr gr"eat bi,':] s,hc.uld ,=t-;; _to 
cryan. Aren't you just so fucking sensitive! You really are 
a. good ft-ielld. And tlle3,t last crol-'min ,:] , j'=~'Jel '\<\lc\5 the bes, t~ 
Rigter. Offering to ta~e her to my Dad's funeraf. That just 
showe~ ~hat a big man ' you werE. The ultimate nineties man. 
W~ll, my fri~nd, let me tell ' you this. lam not tile only 

' arsehole in this ~oom . DoyoLl honestly think that Gabby and 
I stopped goiri~ for it just;coz she wa~ with you? If you 
do, then your , fucking stupid. . 

Rigt: Jesus Chris!J. __ I ·eon-'t-w~:n-na hear this"Flash. I'rntr--'y'in t:J to 
, sa y I ',JII s6ff-y. l~hat do you ~'Jan t ;1'1(2 to do? " : 

", ,Fl ash: Sor:-ry? Sorry! H.a~,.r e YOLl an y i dea hOI~--J ' I fe 'e1 '? ,-Do you knm-l 
what it's lik~ to phone Gabby and ~eg her to come back all 
the time knowing th ,3t 'yoLl're 'the're and a=:, soon ' a '~, ' so,he p u ts 

... ~, dm>m · the' phqne, the ' first ,thir;'g she isgonna do is kiss you. 
,. 1 · us~d to ' ~r~ andk~~p : heron that ph6ne as land po~sibl~. 

' :':<~~'~:J o'il"no ~ ' Fl 'ash ~" dLi'st ,f orge't abOLl"!: ' i LTh i s 6kedaesn' t ':g'i ve ' 'a" sh i t 

'L-;.l" -"" "' : ~" '':. \~N~l ~:~;~c~t~~' : 'f EH '~:\~~:~~ ~M,~~~/'w~ y~ o~'\, ~'ya,!g .. 6<~~ ,up ~,~d ~ et , 
i "i::./ 7:~':7~'C1" :(;;fri- ::~Ji th ,1 f e? ~ ;, I , S ' :~·over ', , ' boytj i e. : , ' and ,,:,~yoLlr :.' amatuer- ,, ' 

'\l;!*k;j(&~J~tF , )\i;;~~ .. · j~~ei;t:t·i~~;~o~: t:~ d:;~;Rl ~~\t~fj{~'~~~~ 

rd '~- ' 

" ' ' ~~y~;,;~~~n 
_ ~ , ... me ck. _".Y 
. ' ~ '_ .. 1-'1 . . . ' ~:;'" .• :::;.: .... ,,;..7 :".-;:.'7 .> .... . ". " . ' .'!"". -.~ . '. . '. 

:' ,"::.''';; : : bID y..:spo,r:-,:ts" scholar P" 
I~;"·','c '::'· :'~ <' "~:, , ',"j 'Wei i " ~' :~: rr:Y "\'f r'r~'r,'d ~ '~ Yd~l.l E"Qn~ , 

you \,"Jfll , n,;:; ~j.er :' L!i-d~l"'=, t~'nd 

i " , . _ 

~j~ .. ":' : ~ . ' :-
~ ~{ " : ' 
:-:" -

y61~l ' 1 e~ve '::':here',you ' : " ~j"i 1 f I~o .back · ther-e anddie.-' ,'You neve'r"': /':, 
c~r-edaboLd~.her'~ ' 'arid ybu never cared about ': lrJ~lat yOI_1. 
m~, . YC'Lt " th~nkthat ,: yoLI.'reso f\-lcking ,<.::,ensq:i -'/e a,nd c~,r-ing, - <::~ 
and yo~ ' thin~~hat Yo~'~~ ' ~a rebel11bus ; wi~h your dope. 
Well " , yol~l.ca,n go f ,I_l.ck YO I::iself.~ 'C02 nO ,one e{se ' ~·Jill. 

Rigt ,., ("1 1" 1 , ,'2 lC10LlS Y quiet) You know 'that if you get Gabby horny 
__ / ' e ,nough : t~:=: ,n r!ergc:iOd, .Christia-r; 'mCtrals go ' out the I-'iindow. I 
. , would ,never ,have guessed that infidelity 'lrJas banned by the 

ten commandments. , _ ', ' . ' 

FLAS~ FLIES AT RIGTER L1K~~ RABID DOG. HE INTENDS TO DESTROY THE 
MAN WHO RU1~EDHI~LIFE AND R1G~ER lstEMPO~ARILY STUNNED BY THE 

' ~~ ,~~CITY o.r" T~EA.TTAU:::. Jm~NO STANDS F'ARALYSED~JITH FEAR l,IjH1LE 
' # • • ~ .- ':: . ' , ~ .,. . ~-. .. ~:;,.~ . .. : • __ . ; . : ,,- ~ )'. ' . -

k~~I!ifl~~t~~I~I~lli~t1lii1lilifJ-~~r;j{r~i~~j 
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- -". - ·'--Com::u.TG- A1:---THE t'1AN HE KNEl~J TUF:N INTO -A~rA-Nn"fAC-B'EFOF: E -'Fils' -VEF:Y 
EYES. THE DIALOGUE SHOULD BE AD LIBEED BY ~HE ACTORS, BUT SHOULD 
BE RESTRICTED. TO ANIMALISTIC GRUNTS. IN THE FIGHT THAT ENSUES~ 
RIGTER IS THROWN AGAINST . THE SIDE Of A BED AND KNOCKED 
WNCONCIOUS. FLASH GRABS THE FISHING KNIFE FROM THE BED AND MOVES 
IN ON BIGTER. JONNOGRABS HOLD OF FLASH IN THE NICK OF TIME AND 
SF'EAt=::S. 

\ 

J~n~o:For ~uck'ss~~e~ Flash. Are you out of you~ ~ind?~ 
~. r.:.:: ":' 
. -:~;.~' . '_ ' ,:, ' FLASH STOPS AND LOm:: S 'AT ~JHAT HE IS DQH~G;, HE TURNS TO ' JONNO BUT 
'} . ' "' BEFORE HE IE; GIVEN IHE-OF'POS:TLttH-TY TO JLISTIFYHH1SELF .GIBBO 

DES HURTLE _IN.-oE~irOUSLY ATTF:ACTED BY THE SHOUTING. ' . . . , , . . 
' . ' . . . ' -

;j~: :Gi bbo: yOu ~ ve' wc'k~n o.i..lp: 4 the ~Jhol 'esch:o~l, (nan . .( Loc+~i '~g " .' _- .. 
'. ' ;" around ') ~Jhere's F:igte'r? . . · .. </: .>, .~ . ',~, : .. ' .. , .' ' . . ' .' '. ' ... , .. ': ,~ .. :::;.;..',:>.?::;><.:.:.. 

. . \b;~,;,};;;~l~~~~t;;~2f':;: ~~~~;':j;~{t ·. m~ .;GOd· ':.H8 ;\~;r;f.~d.:~,;2' · · 
no .HE;? ' S, hot : 'dead. ~:'yo.u "fLlCkl1-Ji D! ::r.-;- " , :~ ..... ;: . : ~ . 

. : .• . . . . ~ -:: . . .... . _ · . •. ·) ... ·v.:..'1'.:- · . .. . ,. : __ ... ~.~ ~":.~. : .... -· •. : .. :r .... · .. '.:..., ~ . ;. . ~ •• ':. ~ ' / ' ..... . ".:';' . # ' ... .: .. . . 

'flil :~ .. thq"t ·-;m .3tte~~ ' :is:- hat ':1 _.wis.h he .. was;<::I, ;a . . 

'!;.t ii: "i n " br~~~t'l~~ . "." "m" lb;'fE;';- C"'b" ::2')"~' E ~.~~~~~ 

• ' .> . ':':'l-: 

•. ,.: 
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INTERVIEW WITH ANTHONY AKERMAN 

Edited transcript of an interview with playwright Anthony Akerman conducted by 

John van de Ruit on 11 November 1997. 

JvdR: When you reflect on your schooldays at Michaelhouse, what sort of feelings are 

you left with? Would you categorise them as positive or negative? 

AA: When I left the school I was very negative about it, I didn't like [it] much at all- I 

hated being a cack, I hated all the authoritarian stuff, I hated the snobbery. There was a 

lot that I didn't like about it. For me it was a bad school- at prep school I was in the top 

class and won most of the prizes, yet within a year at Michaelhouse I dropped several 

classes. The school never did anything for me besides put me on daily report and try and 

beat me. I became very rebellious. I spent my energy on fighting the system. It did not 

mean I was miserable - you make the best of a bad job. I didn't even get my matric - I 

had to do that in March once I had left the school. I did go back for an Old Boys' day to 

get drunk on the school property and insult the masters a bit - but otherwise I had nothing 

to do with the school for a long time. I did live in exile for seventeen years - in Holland. 

If I ever explained the kind of school that I went to, my Dutch friends, they never would 

have believed it - it's so typically British. I suppose I tried to deny that I went [there] 

primarily because I didn't like the whole snobbish ethos. When I came back to South 

Africa I went to have a look at the school; it didn't necessarily happen on that particular 

visit but I had to accept that I went through the school, that it was part of my past and part 

of what has formed me. It was still a moulding experience for me. 

JvdR: Is there anything about the school you see in a positive way? 

AA: Maybe. I don't know - possibly the upside of a very privileged institution is th-ar 

it does give people a confidence that they don't have to earn. I even noticed in my exile 
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in Holland (although to what extent is that just your personality?) other South African 

friends in exile - who had been to Government schools - with me, didn't necessarily have 

the confidence I had in terms of making things happen for myself. It is possible that there 

are some positive sides to it. So when I decided to write a play on this, it wasn't just to 

do a hatchet job on the school. A lot of people thought it was going to be a 'satire' - I'm 

not aotually capable of writing satire - it's very ephemeral, it doesn't interest me. I also 

wanted to write about other things and the school provided a context in which it could 

happen. It provided a language, backdrop, a hierarchy of things that are interesting in a 

drama. I became fairly ambivalent about what my position was: people would say, "You 

are Julian! II - I think I am all of them. 

JvdR: What does the word tradition conjure up for you (with reference to 

Michaelhouse )? 

AA: Michaelhouse had a certain idea of what traditions are - I think it's probably 

loosened up quite a bit now. Michaelhouse would have had to invent a tradition anyway 

because in the grander scheme of things it's a young school- it's only just celebrated its 

centenary, and if you look at the schools on which Michaelhouse is based - Eton, Harrow, 

Rugby - some of those schools are seven hundred years old, so Michaelhouse just bought 

in a tradition, lock, stock, and barrel, a bit from this school, a bit from that school, so a lot 

of the traditions are not even traditions but have now become entrenched. Tradition is 

something that is usually shit. You have a cold shower because you have no hot water -

so it becomes a tradition. Upholding a tradition in this way is basically a very 

conservative impulse. If you were a cack and had to fag, when you're in matric you are 

not going to want to abolish fagging. If you were an old boy and you had to have cold 

showers you are not going to want have cold showers abolished because you somehow 

convince yourself that it was good for you - that it toughened you up. After four years of 

cold showers, I have never taken a cold shower in my life. So traditions can be stupid 

things; but then again, there was something about the chapel services that they used to 

have which was high church Anglican with the King James version of the Bible and 

hymns, ancient and modem - I enjoyed the theatricality of it - which is now translated in 
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a Reader's Digest way, which makes a lot of sense if you want to convert people to 

Christianity although we weren't really converted to Christianity anyway. I suppose if 

you do something long enough it becomes a tradition, but I think the venerating [of] 

traditions becomes a stupid thing. 

JvdR: Was Old Boys a play that you always wanted to write? As opposed to a play such 

as Somewhere on the Border that, since your army days, you always wanted to write and 

get out of you - was Old Boys a similar experience? 

AA: I think it was. What Old Boys and Somewhere on the Border have in common 

was that they were both set in institutions. So that is quite fun because you get a 

language that comes with it, a hierarchy that comes with it, which is very nice to use 

dramatically. I think after having written Somewhere on the Border, I thought it would 

be nice to do something in the context of Michaelhouse. Although I thought of it more in 

terms of television and film, with hundreds of boys running down the corridors and lining 

up and having to say 'adds' at role call- to show some of the stupid traditions in a visual 

way. But that was out of the question as I was living out of South Africa and not even 

allowed in South Africa and they certainly weren't going to put anything I wrote on 

television. But then it was really when [1] was back in South Africa and bumped into a 

few old boys, one of them being Robert Greig, a theatre critic for the Sunday 

Independent, who was with me at school (he was in the school smokers photograph.). He 

said to me, "When are you going to write a play on Michaelhouse?", and at the time, I 

didn't have an idea of how to write the play. It would never be about therapy - if I 

needed therapy I could have written a notebook about it. When writing plays, the 

therapeutic side of it is only a spin off, there has to be something else. It took me a while 

before I found a hook and knew how to go into it. Then I applied for a grant to write the 

play and received some money from the Foundation of the Creative Arts. So once I got 

that money I was committed, I couldn't back out. So it wasn't something that I have 

been walking around with all my life. 
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JvdR: What was your intention in writing the play? Where you making a comment or 

trying to capture how life was at the time? 

AA: You try to do various things. I did want to make some of the absurd things of an 

institution like that more visible. You don't have to go a long way out of your way to do 

that. By the time I knew that I wanted to write the play, the thing that interested me was 

memory - how does your memory function. It has now been 31 years since I left school 

and I have a good memory, although it might be faulty on some issues. Memory has a 

censorship function that erases things that it doesn't want to remember, things that are too 

painful to remember. I want to look at two things: one was how events that happened to 

people at a very young age lingered on and were, in some way, ever present and affected 

their lives as an adult, and how they remembered it. If you think of the play, a guy like 

Adrian [Baynesfield] the head prefect who gives Julian the choice of saving his own skin 

or letting the vulnerable cack take the rap. Julian ends up selling out his principles that 

he had and lets Vaughan [Cockburn] get flogged and that scene on stage can be a fairly 

upsetting scene - it used to make me very angry in rehearsals anyway. And then, when 

we see them in the final scene which is thirty years later, Adrian seems to have no 

memory of ever having beaten Vaughan, that is what particularly interests me - the 

concept of memory. And also I suppose if I had anything specific to say about an 

institution like that, it's how those types of institutions, whether it be school or army or 

parliament, is the way they often bring out the worst in people, they bring out the 

potential for corruption. And I suppose my hero in the play ~ Julian, who's the glamour 

boy, the clever guy, the rebel ect is ultimately crossed by the system and all the things he 

says he believes in - he compromises. And Adrian, who is certainly not a stupid guy, has 

so much cunning, is actually a very corrupt person. There is the story in the play about 

his son who has been caught drinking and rusticated [ which] is actually based on a story 

by the boys while I was interviewing. It's about a boy who was caught smoking and he 

wasn't expelled because his father was on the board of governors. It's true, it happens! 

And that was only in 1995. That's why some of the schools felt it was a bit close to the 

bone and got a bit nervous - and it was banned from the Hilton Festival. If I had any 

point to make or an attack on the school, it would be how those institutions - those very 
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hot-house institutions where they're single sex and boarding school institutions - that no 

matter how civilized a school like Michaelhouse is now, you put five hundred boys 

together, there's bullying that goes on, they gang up on the weaker guys - it brings out 

the worst in people. And I spoke to the masters - in fact, everyone received me very 

hospitably and was very helpful - but I asked the masters: "Do they have workouts still?" 

And they said, "We don't know", but they don't really want to know. It's just the way 

that the cack was treated. There is nothing in the play about the way the cack was treated 

that was far-fetched. And what was that training people to do? It was teaching them how 

to deal with black people as slaves kicking them around. 

JvdR: I want to question you about style, why the emphasis on old boys rather than five 

boys in a private school setting? Was that because you were an old boy looking back? 

AA: I didn't want to do a slice of life play that could easily have turned into nostalgia 

about a group of guys. I don't find that interesting, and I suppose that's got to do with 

me being older now. So much that you write about, you go back to the past anyway. I 

was interested in how that place formed me - so I was, in a sense, like Julian, turning off 

the road after not having been there in thirty years. It did, however, mean that I had to 

cast the play in a specific way. I had to find actors who could plausibly play boys and 

plausibly play people in their forties. There are plays like Another Country that have just 

been set in schools, where you've got 23/24 year old actors playing schoolboys and that 

can work, but the audience sees the characters as adults in the first scene and, after a 

quick costume change, accepts them as schoolboys. It's a stylization that the audience 

accepts. Nobody is going to say: "He was thirty playing somebody who was seventeen!" 

The actors bring their knowledge and experience of being thirty year olds to the 

interpretation of seventeen year olds. Funnily enough, a number of the actors had been to 

those particular schools. 

JvdR: I want to ask you about characters. You have some characters of type, i.e. the 

prefect, the 'rugger-bugger', the rebel and the wimp (not to say that they were 
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stereotypical or one dimensional). Do you think that in institutio·ns like Michaelhouse, 

characters migrate towards types? 

AA: Well yes there is a certain amount of that. I was interested in Julian who is the 

main character in the play. Part of the story is what happens to him. In an institution like 

this [he] adopts a stance that he is the non-conformist, he's not going to let the system 

beat him. He's smart and has a lot going for him. He's not sporty but he's the brightest 

guy in the house. Adrian is a genuine friend of his, they genuinely are friends. By the 

time we meet them they aren't any longer. Conferring privilege on one boy and not on 

another is a wonderful way of driving a wedge between friendships. I was a leader of a 

rebellious group and they made my mate a prefect - they put the other guy in the sixth 

form dorm and me in the matric dorm - given the privileges . . So Julian is the rebel in the 

story - he's causing shit. He has a rebellious attitude and that's something that people 

are nervous about in an institution like that. Institutions like that really demand belief, 

loyalty, belief in the system. 

Adrian is clever enough to have a guy like Julian on the inside pissing out than on 

the outside-pissing in. -So you buy him out. It makes perfect sense. If they made me a 

prefect, I would have done the same. I would have been a good prefect, any boy is 

tempted with honour and privilege. Julian goes in for it but lays down very clearly what 

his parameters are - he says he won't witness any floggings, he nails his colours to the 

mast. Julian thinks that he can accept those kind of privileges without paying any price 

for them. He's deluding himself. So he carries on, he smokes in the prefect's room for 

fuck's sakes. He thinks he's untouchable. Julian's hubris is his arrogance - he's 

arrogant. So Julian is really the guy who compromises himself - the shame that Julian 

feels, that the school actually broke him, is why he never returned to the place. 

That friendship with Adrian, with Adrian acting as a kind of Mephistopheles -

he's the kind of guy who goes to Faustus and says, "Just sign this in your blood." And 

Adrian comes to collect later. But I didn't want Adrian to be an unsubtle character. I 

knew I needed an antagonist, a more extreme type of character and Miles is the prototype 

of the rugger-bugger. But you know, when I was there, guys as thick as a plank were 

made prefects because they were gifted at playing with balls. I wanted a guy like Miles 
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because he serves a comic function but he is quite dangerous - a different type of 

antagonist, so that the conflict between Adrian and Julian could be more subtle. And 

then, of course, Vaughan is an important character, because if Julian hadn't been the way 

he is, Vaughan would have bumbled along; Adrian may never have found out about his 

sister - all the boys got ragged about their sisters, in fact having a pretty sister could be a 

plus. If you had a sister who was goihg out with a guy in matric you were protected. Of 

course, I complicated the matter as much as possible. Those little betrayals where Adrian 

knows that Julian is working up courage to invite Louise to the matric dance and he gets 

in first. Why does he come down so hard on Julian? Is it be(;,~use Julian has to start 

getting into line or is it because he has been humiliated in front of the whole school 

because everybody knows that his best mate got tit of his date? In a sense, Vaughan 

becomes a pawn in that struggle. There is a sense that Vaughan is a victim, where Adrian 

[has] maneuvered him into that position where Julian will ultimately betray him. 

Vaughan is a more interesting character for me - I think he is the bravest character in the 

play. Vaughan is the one guy who says "no" to the system - it doesn't last for long. You 

see, Julian has paraded the fact that he is not like the other guys and of course, there is a 

sexual ambiguity that is there. What I find interesting is that people always say with 

regards to school homosexuality that ''you have to look after the young boys". Yet he is 

the one who makes the pass at Julian. Julian is not gay - but there is so much sexual 

ambivalence in a place like that, as you must know. I mean some of those boys in their 

first year singing in the choir are so pretty and ambivalent, almost hermaphrodite. It is a 

momentary slip on Julian's part that he kisses him [Vaughan], and enjoys kissing him. 

But from that moment, there is a thing where Vaughan will feel that there is a kind of 

bond. But Vaughan is not a sweet innocent guy; when Julian shits him out as he leaves, 

he says, "I saw you smoking." So then when Julian makes his move with Louise at the 

matric dance, he's not only betraying Adrian, but in Vaughan's eyes he's been betrayed, 

and also Louise - he's just using her. So when Vaughan feels that betrayal, he takes the 

radical position and says: "I won't listen to you anymore." The teasing put downs to the 

system that Julian does, is easily dealt with by the school in a liberalist tolerant way, but a 

boy who refuses to fag - you cannot have that! You've got to kill the guy. It's 

unacceptable, it challenges the foundations and all the beliefs that a school like that is 
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based on. So in a sense the most brave gesture [is] when Vaughan refuses to pick up the 

book thrown on the floor - it's like Antigone, if you're looking for dramatic antecedents. 

So that explains the five characters. 

JvdR: Did you use homosexuality as a device, and why was your ''weak'' character the 

one to be homosexual? 

AA: As I said, I don't think he was the weak character. To me it makes perfect sense 

in the scheme of things and the sequences of betrayal. I was always intrigued by this 

because Michaelhouse had a reputation of being a 'poofter' school when I was there. It 

was known as 'Michaelhutch' by the other schools because we had so many bunnies there. 

Because a guy had been expelled a couple of years before - there was a notorious 

incident which was all over the papers about a guy called Ben George, who left the 

country and has since returned and is a chiropractor in Howick, was expelled for 

homosexuality. And that was in the late fifties. Because of all this the school was about 

as homophobic as anything; you weren't allowed to shake hands with your mate because 

you were touching him. I was very intrigued about what went on in the homosexual 

subculture, because I wasn't homosexual. This one friend of mine who was head boy at 

Michaelhouse a few years after me - he was an actor and played in the very first 

production of Somewhere on the Border. He was living in London and I did a taped 

interview with him and asked him specifically about the gay scene. I mean it was 

incredible the stuff that was going on and nobody knew about. One of the boys that I 

interviewed when I was researching the play was a prefect, and I could see that he was 

wanting to tell me, and half way through the interview, I asked: "Are you gay?" and he 

said he was. His big problem was when his father finds out, because he was an ex

Rhodesian and a farmer. People pretend it doesn't happen but it does. It seems very 

natural for it to find its place. I mean if you had left it out altogether people would have 

asked me why I left it out. Boys at that age are so insecure about their sexuality and their 

own sexual identity. 
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JvdR: With reference to Somewhere on the Border and Old Boys, which are both plays 

based on South African institutions. In both plays, the rebel character begins by openly 

rejecting the system, but is somehow turned around and ultimately ends up undermining 

themselves? Is this a comment that you are making about institutions in general? 

AA: You've picked up a similarity between those plays. I was aware that Julian and 

Campbell were linked and Campbell is a different type of rebel. But there is something 

very similar in the dramatic development of those two characters, in a different context. 

Julian is more sophisticated. Campbell was more of a Durban beach boy. If you were 

doing a Hollywood movie you would have to see how your rebel triumphed in adversity 

over the system and beat the system and was made head boy. Somewhere on the Border 

stops at the point where Campbell does the last thing in the world that he ever would 

have had to do. But like Julian, Campbell shoots the black guy to save his own skin. 

But we don't ever see how he deals with that. With Julian, I have looked at that a little 

more. 

The one thing about the school that really interested me in my research, was the 

constant refrain of the complete lack of skills learned at the school relating to women, not 

even knowing how to relate. And if you look at the track record of a lot of the 

heterosexual relationships, there are a lot of disasters around. It seemed to me that with a 

guy like Adrian - he's with Louise who is a looker and comes from Zululand money, 

she's a prize - he doesn't know how to handle her. .. . But I guess the self-mockery of 

Julian interests me - where have his flash Jo 'burg morals got him? He still exists within 

the system - he's now in PR. When Adrian says to Julian, "You're as much of a product 

of this school as I am Julian, it made you what you are today", it's the truth. 

JvdR: I am interested in the audience response to the play. As an old boy myself, I felt 

at times nostalgic and identified strongly with the play despite the fact that I experienced 

Michaelhouse in a different era. For example, the flogging scene in no way shocked me 

whereas my partner was horrified at the brutality of it and even more horrified that I 

responded so calmly to it. 
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AA: Mostly I think the old boys enjoyed the play very much. I think people who 

hadn't been to similar institutions were more horrified than those who had. My wife 

went to St. Johns in Pietermaritzburg so she knows that kind of shit. People did laugh a 

lot - in Grahamstown, it was almost impossible - although that wasn't the intention of 

the play. I had one or two', one of the prefects in my time, his wife said to me, "What 

about the happy times, why do you only hm"p on about the negative things, where you 

unhappy there?" But generally speaking, the response was very favourable. I think 

people take away from it what they want. Some people loved the play and yet have no 

qualms about sending their sons there next year. It wasn't written as a deterrent, to say 

that private education is a bad thing. 

JvdR: Would you send your son to Michaelhouse? 

AA: The question is academic, becaus~ I don't h~ve a son. I suppose my answer 

would be that, had I the kind of money to send a son there, it would depend on the boy. 

If he wanted to go there and he was good at sport, then I suppose I would. If I said that 

he had to go to another school, then I suppose I would have been as unimaginative as my 

father was in sending me to Michaelhouse. My father was unhappy there yet he sent me 

there because he thought he was doing the best for me and I suppose, in a sense, part of 

putting the play on was a way of forgiving my father because he was as much of a victim 

as I was at the school. 

JvdR:. How did the play shift in the direction for the stage? 

AA: I trained as a director and worked as a director long before I wrote my first play, 

Somewhere on the Border, which I wrote when I was thirty-two. So I had ten years as a 

professional director, directing other people's plays. When I write, I have to stop 

thinking like a director, stop trying to solve directing problems while I'm writing. 

Normally in professional theatre, there's a large lapse oftime between writing a play and 

staging it. I had a very good idea of the meaning of the play and the characters and what 
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I was trying to say, but I want input from the actors. I'm not fussy about stage directions 

- I put in very few stage directions really. Those are the things we discover during 

rehearsals. But I do write and rewrite and I try to write very economically_ There's not 

much flab in the play - no long still standing moments ... So I don't find it problematic. 

There might be a play that I write say with fifteen characters (which doesn't happen 

nowadays) that I want someone else to direct. I am very happy with five or six-handers. 

On the other hand, I think, without wanting to sound arrogant - it might very well be 

arrogant - who would do a better job on this play than me? I see a lot of theatre and I 

know what's out there. I would enjoy other people to direct my plays - but I'm a 

working director myself 

JvdR: You had an enormous amount of publicity in the press. Did you engineer it, or 

was it a natural, organic response to the subject matter? 

AA: Publicity is always important - you look at any theatre company and you'll find 

the one thing that is bad is its publicity. Most companies don't have the money to hire 

good publicists and if you pay peanuts you get monkeys! A play like Old Boys had a 

built-in target audience - we did do very well in Durban, selling out halfway through the 

run. I approached a number of the old boys' associations - but there is such a demand, 

even from people who had been to [ other] schoo Is. 

JvdR: Do you think Old Boys will still have relevance in decades to come? 

AA: You would hope not, but probably. I had a cack at Michaelhouse, who saw it in 

Pietermaritzburg, and he said to me, "It's still exactly the same," so I am sure that a lot of 

the dynamics will be the same even if the superficial things change. A school like 

Michaelhouse is not in trouble because people are very jittery about state education. 

People are willing to pay. It still is elitist, you have to be rich to send your kids there. It 

does create a snobbery, clubbish kind of attitude. I thought at one point - because I was 

treated very well by the Michaelhouse community when I researched the play, except the 

Rector who didn't see me - but at one point, I thought, "They've all been so sporting 
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maybe I've been a little har4 on them", but then I went to ' a Hilton! Michaelhouse rugby 

match at Hilton with Charlotte Bauer, who was doing a story on the play and the 

Michaelhouse centenary. It wasn't as ostentatious - you know, the kind of old boys who 

have never grown - those old farts with kids at the school who shout "Come on 

Michaelhouse!"; and making little racist remarks about the black wing for Hilton. I 

thought you're a bunch of cunts! A bunch of fucking wankers. But no, I don't think I've 

been too hard on them at all. 
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WAR CRY: CRITICAL MATERIAL 

War Cry has been performed as follows: 

September 1999 

February..:..- March 2000 

September 2000 

Elizabeth Sneddon Theatre 

Natal Playhouse Loft Theatre 

Hilton College Theatre, Hilton Festival 

War Cry was norrrinated for 12 FNB Vita Awards in 2000 receiving the awards for Best 

Script of a New South African Play and Best Newcomer. It also received the Noupoort 

Farm Award for New Writing in 2000. 

The following articles represent a selection of the critical reviews, press material and 

programme notes from the various productions of War Cry: 

1. Pillay, Terence. 1999. War Cry heralds a serious talent. Sunday Times. 19 

September. 

2. Smart, Caroline. 1999. War Cry Triumph. Daily News, Tonight. 23 September. 

3. Bell, Suzy. 1999. Powe~ but falls flat at the end. The Independent on 

Saturday. 25 September. 

4. Greer, Graham. 1999. Some fine acting in War Cry. Sunday Tribune, Sunday 

Magazine. 26 September. _ 

5. Programme Notes. 1999. '~Elizabeth Sneddon Theatre. 

6. Els, Colleen. 2000. On the warpa.~. I;1qi/y News, Tonight. 24 January. 



7. Smart, Caroline. 2000. War Cry. Artsmart. 21 February. 

8. Von Klemperer, Margaret. 2000. Fresh and invigorating. The Natal Witness. 22 

February. 

9. Suter, Billy. 

10. Suter, Billy. 

2000. Rivalry and revenge. The Mercury. 22 February. 

2000. Red-faced in the ladies' 100. The Mercury. 23 

February. 

11. Von Klemperer, Margaret. 2000. A writer.in full cry. The Natal Witness. 22 

August. 
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co?tinu~ tbis affair with drama at . recognition they deserve. balance,'" he says. . . . 
unIversity, where he was first "Theatre In Durban is in trou- Van de Ruit -is pleasedwjth the 
brought to the atterition of Durban tie," he says with conviction, direction in which his life is mov-
audiences. "But then ' again this prOvince ing ;md feels confident of greater 

ul guess I started getting more has always been marginalised successes in the future. And if his 
serious about the mediu~ when I with regard to the arts. I would like new play is anything to go by, it 
got to university," he explains. . to see a theatre-going culture d~ won't be sUrprising if this:happens 

"I w~nted to cultivate this natu- velop here. We have a great core . sooner than he expects; 
ral aptitude I had for theatre and it of really amazing actors, like Su- • War Cry runs at the Elizabeth 
w~s here fr.!at I wrote my first play saIl Monteregge and Ellis Pearson Sneddon Theatre from September 
PrIVate UnIVerse. It made mp. rp,,- t() n;\mp hl1t tW() "nn it rn"ir.,c Tn., ? 1 t,,?~ R""lrinac "t rnrnnntirir.,t 



2_ Smart, Caroline. 1999. War Cry Triumph. Daily News, Tonight-
23 September. 

WarCry 
• TRIUMPH 

CRY(S) . 
<=""'-'-'->'" Sneddon Theatre 

. By CAROLINE SMART 

. is a new playwright to be reckoned with on' 
. African theatre scene. . 

van de Ruit's" first full-length piay, War Cry, is 
impressive. Finely directed by Tamar Meskin, 

part of the 50th anniversary of the 
of Natal's drama and performance 

department. 
McMurtry's cleanly designed set provides 
boarding schooi background for a battle . 

between Alithony Bates (Van de Rttit) and 
Butcher (Ben Voss) who play out a scenario 

liUilds in intensity to a highly dramatic 

:';."c8een in a very different context to their well
k;nown comedy shoW, The Final Cut, both give fine . 
an.~$llature performances. 

Dr;<iwn into.the metaphorical boxing ring are th~ir 
~9.w-~ates Sid Govender, an endearingp.ottrayalby 
~~J-tiran Moonsamy, and Alan Greenstem, well
·'P~a.Y~d by Tyron Akal. . . 

. Rakau Boikanyo gives a sustained and forceful 
.. performance as head of house, Stuart Luthull, and 
Bn~G.~ Piper is suitably blustering and pompous as 
th~:i¥aru.pulative headmaster Gerald ;Everett . . 
. Q.ne of the most impre~~ive andunder-play~d 

pefformances of theeverung came from Patrlck 
KeWlyas teacher SteveriBiill who recognises the 

;'§:PJi.it of .genius m .Bates but is helpless to halt its 
.·de~ction. . " 

'n,mector Meskin has 
moUlded a production . 
9~.~JlxtremelY high 
standard. 

it~QiUy runs at the . 
Elizabeth Sneddon 
Theitre until Saturday 

do !fot miss it! 



, " 

Powerful, but fallsfiatattheend. 
@ theatrerP,)iew 

By sun BelL 
Arts and Leisure Editor 
Review: War Cry 

, , 

. . . . . 

,.. ,.The story is not just about The 'Boys. Tbere are some won-, 
boarcling' s~hool but wider issues of ,derful comic I:p.oments as van ' de 
truth, honour and reputati6n. Van RUithas a great ear for the natural 
de Ruit has writt;en a fine . script flow of dialogue and he skilfully 
with well-draw,ncharacters. ' combines quiet ' dialogue with 
, . War Cry is a powerful production ' more fiery moments. 

AT ONE stage I thought War Cry superbly directed by Tamai Meskin But the ending ' aside, from 
was about ,to spiral into a homo- with strong performances from the seething with Betty Blue pretension 
phobic soap opera. Thankfully it entire cast, notably Bim Voss, - remember the arty French movie ' 
didn't. Patrick Kenny' and the playwright ' where Beatrice , Dalle's ' eye gets 

Having so much enjoyed Anthony himself. . jabbed? - it somehow manages to 
Akerman's Old Boys, I was im- Van de Ruit also co-wrote and fall flat. ' , 
pressed to see how cleverly bright performed in The Final Cut and he That's the only weakness. ' 
young playwright John vall de Ruit, was nominate<;l. for a 1998/99 FNB War Cry il:1 on tonight at the , 
treated the same subject matter - Vita Award for his impeccable Elizabeth Sneddon Theatre, Univer-
boarding school. ' " ' performance ill Master Har'otd and ,sity of Natal, Durban at 7.3Opm. . 

3. Bell, Suzy. 1999. Powerful, but falls flat at the end. The 'J 
Independent on Saturday. ' 25 September. 

--~--------~------------~ 



4. Greer, Graham. 1999. Some fine acting in War Cry. Sunday 
Tribune, Sunday Magazine. 26 September. 

Some· 
fine ' 
acting in 
WqrCry. 

· 'J' o~ van de Ruit's War Cry 
. which played at the . 

. Sneddon Theatre this week 
as part of the 50th anniversary 
of the University of Natal's 

· drama and performance studies 
department, is a significant play 
in many aspects. First it reveals 
the cloak of English colonialism 
that our school fraternity still 
hankers 'after and, second, for · 
the coming of age of ;Ben Voss 

· as an actor. But mote about Voss 
later. . 

The play is set in a private 
school somewhere and could 
have been any of the so-called ' 
"better schools" in the Durban 
region where fathers still turn 
up tp watch rugby wearing col
larand tie. Why? Because they 
want to impress the board of " . 
governors. Another colohlalism. 
Such pretentiousness is amaz
ing. 

Van de Ruit played the lead 
role of Anthony Bates with sen
sitivity and Santhiran . 
Moonsamy played the easily led 
and gormless Sid Govender to 
perfection. Oui pseudo public 
school system is filled with Sids. 
However, it was Voss who. stole 
the show. He brought out the 
Machiavellian. cunning that 
only schoolboys are capable of, 
with a performance that I will 
remember for many years. Voss 
did it all, the change of expres
sion, the turn of injured inno-

·· cence when confronted by the 
headmaster played by Bruce 
Piper- A masterly performance. 

Piper showed the great ' 
lengths headmasters are pre- .' 
pared to go to protect the good 
name of their school going 
beyond the natUral justice and . 
fairness that they supposedly 
teach their pupils . . 

Tyron Akal' and Patrick 
Kenny gave good performances 
as the sensitive Alan Greenstein 
and the naive teacher, Alan Ball. 
Special mention must be made -;' .' 

, of the performance of'Rakau .. '. 
Boikanyo who played the . 
"coconut" Stuart Luthu,Ii, (who 
.these schoolS depend on for 
legitimacy) with an acting skill 
bevonc1 hie: "".,,.'" r> _ _ L _ __ _ 
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WRITER'S NOTE 

When War Cry hits the stage it will be the end of a long and wpnderful 
journey that has taken me into the minds of seven men and an ' amazing 
institution; a journey that has taken me to so many places that I cannot even 
remember my starting point At times it has been excruciating, at others it 
has been nothing short of magical. 

Unlike many other plays set in private schools, most notably Anthony 
Akerman's Old Boys and Julian Mitchell's Another Country, my .pnmary 

. aim' was not to offer a critique of such institutions, but rather to use them as 
a foundation for dramatic action. Therefore, the school in War Cry 
becomes a .'system','a battleground on which the 'war' is fought, rendering 
the particular Identity of the school unimportant. 

I have alw1:l.Ys resisted the temptation to explain a play's meaning in the 
programme, primarily because I feel it limits the possibilities of what it 
could mean to you, the audience. member . . Therefore, I leave you to watch, 
think and decipher your own truth. 

Finally, I would like. to thank the 'director Tamar Meskin for her belief and 
talent, and the cast of War Cry who have brought meat to my words and 
inspiration to my script. I would also ' like to thank the Drama and 
Perfonnance Studies programme for their dedication to new writing. 

DIRECTOR'S NOTE 

The notion of a catch 22 is a strange and difficult one - faced with a crisis 
and no way out without loss of some kind, what would you choose? This is 
the central premise of War Cry. This play speaks finally about the making 
of character - how and why we become who we are - and therein lies its 
power: we. ~e forced to confront fue best and worst in ourselves and others, 
which makes for compelling theatre. . 

If the world isa battlefield, then the measure of our greatness is in how we 
choose to play our part in the battle, how we determine what matters to us, 
and how we act on our decisions.' Life is all about choices and action; the 
choices we make shape us, fOf .good or ill, in ·the course of our life's 
journey, and they are irrevocable in so many wayS'. In the words of Khalil 
Gibran: 

"The moving fmger writes, a.tid having writ, moves on; 
Nor all thy piety nor wit could lure it back 
To cancel half a line, nor all thy tears 
Wash out a word of it." 

This is the real truth: no matter how much we might choose to do things 
differently a second time around, there is no going back; "what's done is 
done and cannot be undone". If we learn this, we learn that we should 
consider carefully before we act, with an · awareness of the potential 
consequences. Institutions, like the one represented here, offer one possible 
·set of 'rules' by which to determine our choices, rules by which to live and 
wage the 'war'; but, as the adage goes, rules are made to be broken and are 
only proved in the exception. Perhaps it is the rules themselves that must be 
questioned~ the notions of what it means to be a man and what constitutes 
true coUrage. 

~ 

This play pits twq world views against each other - one that sees only black 
and white, enemies and friends, with nothing and no-one in between; and 
one that understands that life consists ' only of shades of grey, and is a 
constant striving, a searching for the answers by which to shape our future 
in the face of the everyday perils that surround us. This awareness makes 
for Anthony's tragedy and, ironically, his triumph. . 

It is every director's dream to work on a new play, to see it through from 
conception to final birth, and I am no exception. This project has been a 
labour of love for so many people in too many different ways to note here. 
There are two people in particular, though, who have helped to make the 
project a reality: Mervyn McMurtry, whose dedication to promoting new 
writing creates the environment in which we are able to challenge ourselves 

. and take the risks that lead to this kind of magic; and Paddy Meskin, who 
has provided the bedrock on which we have built the work, and the support 

. system for making it happen in ~ll the pragmatic, necessary ways. I want 
also to thank with absolute apprec!ation the wonderful, dedicated cast, 
whose. professionalism and enthusiasm have made. the experience such a 
joyous one for me. Finally, I want to express my deepest personal gratitude 
and profound appreciation to John van de Ruit, for having trusted me with 
his 'baby', and for affording me the opportunity to help shape it and give it 
form and life - it has been an honour and a privilege. 
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17. Smart, Caroline. 2000. War Cry. Artsmart. 21 February. 
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Having given a production a rave review in a former run, I'm always a little 
apprehensive about facing the same production some time later for fear that it will not 

. come up to expectations. 

I needed no such fears with the season of John van der Ruit's War Cry now running in 
the Playhouse San lam Loft. The production was first performed at the Elizabeth 
Sneddon Theatre in September last year as part of the University of Natal drama and 
performance studies department's 50th anniversary celebrations. 

It impressed then and, on a much smaller stage in the intimate Loft Theatre with two 
new cast members, it still impresses. In fact, it's better - John van de Ruit has 
tightened up the diaiogue considerably and added several scenes, the original cast 
members are comfortable and settled in their parts and Tamar Meskin's direction is as 
controlled as before, 

War Cry is set in an exclusive boarding school and IS based on one schoolboy's 
jealousy of another when he is passed over for prefectship. Despite the fact that they 
were good friends, he sets out single-mindedly to destroy him and uses the most . '. 
diabolical means to do so. 

Ben Voss plays rugby hero Men-ick "I never lose" Butcher with a strength and,passion 
that is impressive, subtley altering his performance to suit the smaller,performance 
venue. As the more sensitive Anthony Bates, John van der Ruit squares up to his rival 
with calm and dignity carrying out his duties as prefect responsibly even though he 
may not always agree with the rules. . 

On the outskirts . of the twosome's "boxing ring" are their dormitory mates (Santhiran 
Moonsamy and Tyron.Akal) and head of house (Rakau Boikanyo) and all.three have 
grown considerably as performers since the first run . As Sid Govender, Santhiran 
Moonsamy is mercurial and suitably gullible,pulling in most of the laughs, Tyron Akal 
offers a nice detached quality as the upright Alan Greenstein forced to renege on his . 
principle never to lie. As Stuart Luthuli, ~akau Boikanyo endures Menick's constant . 
jibes ahd racial slights with equ.animity and forbearance and is quietly imposing when 
the tables are turned: . . 

. . . 

Newcomers' to the play - Tim Wells as Steven Bail and. Peter Gardner as Gerald 
Everett- bring their own s~rengths to an already gripping and tension-filleQproduction , 
Tim Wells puts in a conSistently sensitive and strong performance' as the genial and 
likeable young teacher who becomes the innocent victim in a battle for supremacy. 
Peter Gardner's stage presence is undeniably commanding as the brusque and . 
perceptive headmaster whose sole concern is the good name of the schoof - all e(se is 
expendable. It is a pity we don't see either of these actors more often on the Durban 
drama stages. . . 

Mervyn McMurtry's well-designed set, created as it was for the Sneddon stag~. is 
. somewhat cramped in the Loft but still provides three clear .performance areas and 

Julian August's lighting is sensitive and well -placed. 



8. Von Klemperer, Margaret. 2000. Fresh and invigorating. The 
Natal Witness. 22 February. 

John Van de Ruit (left) and Ben Voss in the excellent War Cry at the 
Sanlam Loft in the PJayhouse. ' 

h·and 
rating 

~ Th~atre led shirker Sid Govender (Santhiran 
MoonsamyY, the decently weak Alan ' 
G~eenstein (Tyron Akal) and' the , 

War ,Cry , .. head of house, ' Stuart Luthuli 
Venue: Sanlam Loft, Playhouse (Rakau Boikanyo) . He is theappar

ent triumph of the system. ' the 
smooth, assured Upholder of truth, 

I, T'S not new to use sch~61 as a integrity and rules - and, even' 
microcosm of the world; to see more than the angry .Butcher; he has . 
coming -of-age as loss. of inno- made his leap into ¢.e world of dis

cence, but War Cry, written by John guised cynicism and deceit, irnper
van de Ruit and directed by Tamar fectly hidden by the l1Qnourable, 
.Meskin, brings spark and freshness ethical surface . . 
to.these,well·worn themes.·' Tim Wells plays the housemaster, 
. The setting is ' a boys' private sagging ' from his own· idealism into 

. school in the new So'uth Africa _ . weary compromise and Peter Gard
which mercifully. is seen .as a place ner is : the headmaster, his long
a,nd time ' like any other: It has its ~stabii.shed disregard for truth and . . 
own peculiarities but is not- treated his manipulativeness disguise~ as 
as a. scab .to be· picked at. Inust is. ' reasonableness having got him to 
Van de Ruit, his own s,ehooldays not the top of his profession. All the per- ' 
so far behind him, p'erfectly creates . fonmmces are excellent as the char-. 

, the atnlosphere of adolescent teas- . acters, in their :own' w.ayg, make 
iilg ;- funnYi,;often ,quick-witted; ,: theirchoii::es .. ·ltisno "coincidence ,· 
sometimes crude and, on"the -sut" · -'that ·the- b6ys':are'lstudyiIig-Catch-22 ," 

.' face, friendly, But menace arid cru- . as their setWork. " . .' '., 
elty are neverfar iway.·.. : The precocious talents of Van de 
. Van de Ruit plays Anthony Bates, . Rliit and Meskiri have served up a 
a .clever, idealistic boy .wbp has . pacey' piece .of theatre .in. War Cry .. ' 
wrestled with hi~ conscience and There is htimour arid pa~os in this 
accepted a prefect's badge; eve!). realisation ' that fair play is just 
though he has no faith· in the rules. another construct. .. It. is a young 
Opposing him is his long,time friend piece and it brings tremendous 
a~d school .rugby hero, .Merrick . energy to what has recently been a 
Butcher, ' played with frightening ' tired local theatre. F'or 'that alone 
intensity by Ben, Voss. Butcher is (and .it offers much more), . it 
envious and is determined. to push deserves support and applause. 
Bates into making ·the only decision . Margaret von Klemperer 

.. an idealist faced with a difficult 
ch?ise ~ can. -malee. Once ' Bate~ has " ~ W:~r_ ~ry . ~nS...:!l~ the San'!~~'=0f! 

r ,-



W
· ITHsometighteningofitslooser Re . I d . .' Boikanyo), with whom the racist Merrick 

. ends . since itS· debut . last I v'a ry Q' n' . reve n 9 e doesn't exactly get along . . September at the University of " The ensuing awn. plays very heavily on 
. Natal, Durbail graduate John van. ... .. _ . , ... ',' . . . . Catch:2Z situationS - Catch 22 being the set-

de Ruit's play about rivalry; deceit, revenge .. book of the matrle pupilS. It's a case of no-
and .the shaping 'of character m.akes for an one wins, and even when they think they 
engaging two-hour drama: .' '. ' STAGE: War Cry. (7) _ Playhb~se .Sanlam- Loft do, It is at a cost .. .' 

However, notwithstanding some early lave. Van de Ruit, last seen in Mast", Harold and 
press, War Cry is 'not .quite the ·triumph for . the Boys, 'and Voss, last seen as the lead in A 
Durban theatre some have painted it to.be, . Mervyn NrcMurty has designed an ·effec- and rather dim-witted Sid Govender (San- Time To Die, seem to get better with each out- . 

Certainly Van de Ruit, who also heads the tive set comprising two raised'stage sectiolU, thiran Moonsamy). " ing, but the supporting .performan~es from 
<2St of seven .lI)ales, . has penned a· .lively, . each backed by ~ of frosted window Trouble raises its hea,d when Merrick, Akal .and Moonsamy .are every bit as goo!! 
intelligent and well-paced script with mostly . . panes, To. the left is . a dormitory with four pushing his iuck,lights up a Cigarette in front here. . . 
finely developed characters. . . . ' .• beds; to the right'a headmaster's plush office, . of Anthony and blows smoke into · the pre- WelI5 dbes his best in the underwIitten 

That this .is a' young talent with much " with desk, cfiair, carpet.and plant. fect's faCe. This leads to' a battle of wills that . role of Mr Ball, a character greatly.lacking 
potential there is 'no doubt. ' .' " . In front; beiow these sections, we have a results in the rugby hero being reported, balls, while Gardn~ provides the requisite 

But his subject matter is 'not new.- rivalzY desk. and several armchairs, depicting . the dropped from his . team and given .. other stiffness and ,low enundation'his role die-
m a local private school was a theme much office of an l!nglish t.acher at an elite South punishments. . tates. . 
better . explored in AnthOllY Akerman'·s Old African bo'arc!ingsehoo!: .. Merrick' then swears to destroy ~thony Although depicting a world where the dor-
Boys - and it's just a little cliched. . . . ' : and sets in motion a devilish plan that will · mitory and. thl! classloom are battlefields, 

Also on the downside ~ that War; CryIS ' Cocksure muddy the name of his old chum. War. Oy, as Van de Ruit points out 'in pr?-
plotting·tends to become largely"pretlictable, . .' .'. '. ' It will also'· affect the easy-going Engllsh gramme notes, Is also a human story ~bout 
while the dialogue in its. early II)oments is a . . The play centres .on the. rivalry between ,teacher, Mr Ball rrlffiWells), and tamjsh the gu>wing up, and the sad reaIisation that 
tad waffly. ' . ' . . ' . two matrie friends at this school - amiable school~s reputatioll; something the 'crusty soqle men will· never progress beyond the 

,.,.~.~d ~lIectQf .;r!l!llarM~kIrl, "wh)lS. other: ,.' m.d .l=Opsden¥ow ,?-,dent ,Anthony Bate$ prindpaL Mr ~verett (peter Gardn~),. simply. window bars of their youth. . . . . 
;:~e ' dQ\l\~ <t :goo(t jpb<'apd ' ~l'!iI1& com- ',_ !;Y.a.!ide Rllit), ~:n~%ap~. ~te~rpt~~ and~:ffill:1l0t allo~~~"" ~ }lie ·jllay, .presen..ted by the Playhou.se 
, m~ndabJ~ ·.~fo~~~~, , m~,~s .·" ),wrong 'Mer'ricls; '~utcl\er ,Ql~v.~), thec'~. a'.ld . { :jl.e.1uct;.httt ~QP:4l,. Compan}' Itr. ~sOdati.on. With . Underdog 
,mo~e Wltlthl;l'·gjolce:o~.~ord~ miISlc dur- i~!~b~h~nli9,\~eijY'r~enl$ not: ;,pJan;are ~nand 51 . Prixl~pns,iS.. being staged.Until'March 5, ' 
~g ~lackouts' beiWeeh scenes, ;It's so. overly ··. !J.avlI1g.ljeenS!ven4It)iil-(j,ge'~ \ . . : .. ; .. . ,. the;sutcess of the t . ,*~:.ii!Put by Booking Is at.Computicket.." . 
f01,ld and melodramatic ltbecomes corny J:Q ·.".;The two' slim aiOoirl'w'ith easygoing Alan the dorm's stUdent h , . 'L\lthul! (iii!' . . 
·the point .of taising unintentional smiles, . \: Greenstein (lYron.AkaJ) ~ jovial, amUS\ng ~\lresSive, but ·.too-mature-looking. Rakau BILLY ~UTER 

. ." . • . ' . ' .' ", I" . ..••• . . • i .... --=----- -

9. Suter, Billy. 2000. Rivalry and revenge. The Mercury. 
22 February. 



10. Suter, Billy. 2000. Red-faced in the ladies' 100. The Mercury. 
23 February. 

cal thea~e personality JOHN VAN DE RUIT, 
'FNB Wa·Award·nominee last year, is , . 
19in9 War Gy, a play he wrote and in which 
stars, at Durban's Playhouse Loft until 

arch 5. He is today's subject in our fun fort
~htly seri':5 putting personalities on th~ spot 

N
OULD you 'tell us a bit about War 
Cry, what Inspired you to write it,. 
when you Wrote it and how long you 
spent creating the play? ' . 

The five memorable years I .spent at Mic\lael· 
lUSe y/ere at the very heart of War Cry. · From the 
oment I began to write;Umew it was only a inat· 
r of time befate I returned ' to the ghosts and 
Jnde[S of my high school years: 
The story is· a combination of lived experience, a 
lOd deal of embellishment and an intriguing plot 
ith a multitude of twists and. turns for good mea
Ire. It has taken me two years to write and I've 
ved every minute of it. . . . . 
What would you say to people to encourage 
lem to see the play? . . . . . , 
'War Cry is an extremely gripping story thattlkes JOHN VAN' DE RUlT • , • funny, intense, ambitious, moody and a touch off-beat 
Ie audience into the'world of five boys and two " . 

~~I~1;'=~Red:..facedin the ladies'loo 
You had some rave reviews for War Cry when , . . 

: was staged at the.University of Natal last year. 
I'hat makes you most proud about it? 
What pleases me most Is. when I look back to 

'hen the. play was a ~w scribbles in the middle of 
n old notebook and, how, over the past two years, 
: has developed into a Script, and fui.ally into an 
ccomplish~ piece of theatre. The fact that the 
~nse to {lie play \vas so positive Is merely the 

What words best deScribe YOU? " . Plays: Harold Pinter's Betrayal and Arthur At the. time w~ didn't really enjoy his sage wis
Funny; Intense, ambitious, moody and a touch Miller's A View From a Bridge. FUrns: 71,. Silena of dom. However, when faced WIth an audience of 

off-beal . ', ' ' the Lambs, Apocalypse Now and Withnail and 1. My four and there Is no rent·a-crowd in sight, its 

herry on lOp. .' ', ' . , 

What are your views on the state of theatre in favourite playwrights are Pinter and NF Simpson. , something I like to reflect on. ' , 
South Africa and' what do you see 'as the best What sort of music do you listen to and what· What pin-ups were on your bedroom walls 
ways of getting bums on seats? " music do you detest? · , . when you were younger? . 

South Africa has so many talented artists and ' I Uke most music, espedally that by U2, But I In my early days my. walls were covered With 
, wonderful creators that it Is such a shame we do wouldn't charge out to buy a 'r~p album, sports stars. However, In time, they were replaced 
not possess 'a CuJ.tur~ of the theatre. Theatre needs What traits do you most despise in others? with pictures of beautiful women in varying states 

_ to be marketed in all its forms as an event, no dif- Indifference, ignorance and pessimism. of undress. ' , , , '. ' 
What other writing have you done, and do ferent from those of sport and music. ThIs has to Where is home for you, what is It like and What is the most trouble. you have ever been 

'Ou enjoy it as much as performing? . be accompanied by theatre of high quality and with whom do you ~hare it?, in? ' . . . 
I have written two one-act plays - Private entertainment value. " .' ... . I live in a flat just of Ridge l\Dad with fellow actor . Women trouble! I can't evo;n begin t<;> explain. 

fmv"?, aod Ca/llcomb - and . a sitcom called What' have been among your m<?st embai' ,. and good .(rien<\, ~en Voss. I!ntrance is dearly at What are your hobbles, pastimes and 
lobbmg Hood which Is currently being pitched -to . rasslng mOments - on stage and off? your own risk. favoilrite things? ' , 
~tv and the SABel am alsp·now adapting War cry On stage, It wasforgettfug my lines during a per- . ' llove wildlife and getting away into the bush. I 
nto a ?ovel (·Iove ,Writing and when I picture. fomlance of Mlist,er Harald and the BoyS. In a pan· AdviCe also ' enjoy fishing. sleeping and all ,sp,?rts 
nyself ~ 30 years time, I see a grizzled aid man Icked attempt to buy myself some time, I bit into a (although 1 have, of late, scratched go)f off my list). 
'Ilth a p'pe, furiously thrashing away at an old rotting fridge cake. Trying to get rid o( a mouthful What l\Ie the best things'you can coOk? l' also like drinking wine late into the night while 
:ompuler. But still nothing beats thefeeling oflive' ' o~ cake In front of a pai;ked audience Is as tough as I cook a mean:pasta and as soon as our stove'ls having Intense discussions about nothing in par-
?etformance! It. . plugged in, I thiDk l'Il dabble with a few roasts: " ticular., . 

What have been'tWo t think it was. In the .' What Is the best bit of advice you ever What are your Views on Calls to reintroduce 
~ent .career and two at the Kwasuka , . who gave It? . - I ' , the death penalty Ih South Africa? 

sd)oo) 'c:ricket coach, Andrew. AccordlI)g to -It has 
to 

"'(wel ' 



11. Von Klemperer, Margaret. 2000. A writer in full cry. The Natal 
Witness. 22 August. 

With the backing of a Vita, -J ohn van der Ruit is proving his worth 

Awriter .infuUcry 
by 
MARGARET 
VON 
KLEMPERIER 

JOHN van de Ruit is riding the 
crest of- a wave. His play, War 
cry, which will be the opening 

production at The Natal Witness 
Hilton Arts Festival on Septembe'r 15, 
picked up a fistful of Vita norluna
tions and' two awards - including 
Best Script of a new South African 
Play - and his new three-hander, 
Foul Play; is coming to the Hilton 
frioge from a successful run at :Gra- ' 
hamstown. 

I first saw Van de Ruit when he 
was playing Oliver in a school pro
duction at Michaelhouse, the experi
ence which, he says, . got him hopked 
on the theatre. But knowing that he 
was at boarding school and having 
seen War Cry, which is set in a South 
Afrkan private school, I have to ask 
the obvious question: is the :play 
autobiographical? . : 

"No," he says. "I have taken bits of 
reality but the overall story i~ not 
something that happened at sch.ool." 
He explains that the choice of subject 
for his first full-length ' play ~ame 
because it was a world he knows inti
mately. Like anyone looking back on 
school, ·there were things he hated: 
the loneliness, the realisation of, just 
how brutal boys can be and how they 
can humiliate each other. But there 

. was also a positive side: the taste of 
.success, the bonding. With hindsight, 
Van de Ruit reckons he was happy at 
school. 

WarCry looks at intrigue, rivali-y 
aod deceit played out in the some
times stifling school environment. 

. Unlike other plays with similar set
,tings - Julian MitcheU's Another 
.Country, which looks at homosexual
ity and the Burgess and Maclean spy 
scandal, or Anthony Akerman's Old 
Boys which is set'in a thinly fiction
alised Michaelhouse during the six
ties, War Cry deals with characters 

and how they develop in a close-knit, 
masculine world. ,,Van de Ruit, who 
spoke to Akerman while he was 
working on the play, felt he had a 
new story to tell. . 

It is a very South African play. The 
,head boy (played bl Rakau 
Boikanyo) is black and another of the · 
boys (Santhiran' Mo'onsamy) is 
Indian. But race is not ani issue and, 
although Van de Ruit was lconcerned 
that he might face accusations of 
reinforcing stereotypes, t1ie play has 
met with a positive response. "I 
wanted to get the feeling ~f everyone . 
being in it together,"1 he ·says, 
explaining that was his. e1'erience of 
school. . '.1 . 
, For him, the acknowledgement the 
Vita' award gives .to his I writing is 
somethin'g very . special. ,"It's· very 
hard for anyone to say, '1 am a writer' 
- it is usually a spare-time thing. 
But the Vita says to me that I am a 
writer. It's a big boost for my first 
full-length play; I still have a lot to 
learn about writing." . 

While Van de Ruit enjoys acting -
he plays a major role in . War Cry -
he sees it as something of a rat race. 
"Acting is more of a craft; there's a 
lot of imitation and tricks. But I ·am 
at peace with myself when I am sit
'ting writing," he says. "Acting is how 
.I earn a living but when I am SO I 
wpuld like to be a professional 
writer." , ' 

That may be a long way off - 25-
year-old Van de Ruit is still some
times asked for his ID when he goes 
into bars' - but already he is busy on 
a novel based on War Cry. .' 

His other work on the festival is 
Foul Play, which fo11o",s on from his ' 
first success, Final Cut. ''It's lowbrow 

. fun for people to go to and have a 
laugh," he says, explaining that the 
popular success of this kind of work 
earns him money so that he can' con
centrate on more serious work like . 
WarCry. ' 

The cast of Foul Play is Van de 
Ruit, War Cry director Tamar Meskin 
and. Ben Vos~, ' also a veteran of War 
Cry and Final Cut. Voss and Van de 

Photo: MARGARET VON KlEMPERER 

Busy actor and playwrightJohn van de Ruit. Two of his works will be ' 
performed during the Natal Wltness Hilton Arts Festival next month. 

Ruit play two down-and-out guys 'who 
somehow need to raise some funds to 
get to Britain to collect an inheri
tance. It's a complex tale of a rugby 
Springbok who choked to death on.an 
orange at half-time and ashes that 
hav.e to lie scattered. The simplest 
way the two can think of raising the 
money is a little robbery. And what 
better target than an American. 
tourist? 
, The three have workshopped the 

. comedy together and after Hilton 
will be heading off to Hermanus with . 
it for the Whale Festival. . 

. A 

And in the midst of all this, Vall; de 
Ruit is still working on his master's 
thesis through the Drama depl/r:t
ment at the University of Natal ·in 
Durban on the depiction' of private 
schools in South African drama and 
fictiQn. It is an . impressive catalogue . 
of achievement for someone who Is 
still asked to'prove !hat he is ove~ 18. 

• Booking for the Hilton Arts Festival 
is now open. Booking kits .are avail
able from selected Spar stores and 
The Natal Witness. 
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OLD BOYS: CRITICAL MATERIAL 

Old Boys premiered June 1996 at the Natal Playhouse Loft Theatre. Subsequently, it has 

been performed at the Grahamstown Festival and at The Agfa Theater on the Square in 

Johannesburg. Old Boys received the 1997 FNB Vita Award for Best Scdpt. The script 

was published by the Witwatersrand University Press in 2000 in a collection entitled 

Dark Outsider with two other plays by Anthony Akerman. 

The following articles represent a selection of the critical reviews and press material 

from the various productions of Old Boys: 

1. Shevlin, Ingrid. 1996 . . Taking revenge on the old school tie. Sunday 

Tribune, The Other Mag. 9 June. 

2. Von Klemperer, Margaret. 1996. The past shaping the present. The Natal Witness. 6 

June. 

3. Coleman, David. 

4. Bell, Suzy. 

5. Bauer, Charlotte. 

1996. Akerman's winning drama calls back the past. The 

Mercury. 12 June. 

1996. Telling it like it was. Daily News. 13 June. 

1996. The lofty redbrick tradition. Sunday Times. 23 

June. · 

6. Bristow-Bovey, Darrel. 1997. A quest for theatre amid millinery nightmares and 

kudu steakrolls. The Sunday Independent. 13 July. 

7. Jordan, Mary. 1998. Drama about Michaelhouse in a class of its own. 

Business Day. 8 October. 



1. Shevlin, Ingrid. 1996. Taking revenge on the old school tie. 
Sunday Times, The Other Mag. 9 June. 

Taking revenge on 
:,!:; .. ,:the old schQol:,tie 

pia; '6!d ~~OYS take~ a . i1y falls in U;e ODF c~;~~~:~, 'i~ a.·· ~il~ ~L ·conStitution ... He smiles 
cal look at the long-term delight (as is his play) to inter- wrYly. . . . 
:ts of private boys-only view. He is · articulate, . frank, ' ~e reacted to, the bullYlllg . 
., 'funny and irreverenl . regime by beconung a complete 

:atlon. I~ wIll m~ke,You Emboldened by this I read him rebel. "So I wasted my time. I 
ge even If you dIdn t a programme quote by the author stopped working. In fact I failed 
~d the Ita,llowe? Nalal. of Enemies of Proillisc, Cyril Con· my mah'ic there. . . 
101 on WhICh thIs play IS nally, who alleges that public "When I \vent .back III 1990 I 
!d. Old boy Anthony schoolboys always remain adoles· hadn't been there since Old Boys 
rman speaks to INGRID cent, school·minded; self-con- Day iii 1968 when I only went back 
:VLIN. . SciOllS, cowardly, sentimental to smoke ill forbidden areas." He 

: is no secret that the play Old 
Boys, which has just pre· 
miered at Durban's Play
house, is based on Michael
;e and the experiences of 
y old boys including those of 
IIl llesburg·based playwright 
lony Al(erman, who spent 
, mostly miserable, years 
~ in the 60s. 
though the name' of the 
01 which has educated some 
le countrY's most infl.uential 
orate. captains is never 
:tly mentioned in the play, 
use of its uniforms, archival 
.ographs, slang and traditions 
Id make its identity obvious to 
ut the "Natal Nitwit". 
It Akemlan is quick to point 
tha t what happened in this 
tigious school was mirrored 
lery other British'style public 
,o\. 
le 60s may have been a time of 
!1Ii0l1 but at the school which 

fit to expel pop singer 
.fred Mann, the rigid tradi
s of prefect power and kack-

(fagging), floggings and 
lours Clines with a difference) 
the order of the day. So was 
ndance by generations of 
less males. 
Iy father loathed it here, I 
t know why he sent me here" 
~nts one of the characters in 
~lay. ' . 
:'s called tradition," was th'e 
cal response from another. . 
his script Akerman selLles 

;cores (and expiates old angst) 
. his references to ' Natal 
lits (dull and conforming 
5), divine swines (hypocritical 
Icllers), Rectums (rectors) and 
telling version of grace: "For 
t we are about to receive may 
~ord have mercy on us. 
:et to chat to 'Akerman during 
~ak In rehearsals when I com· 
t all his obvious enjoyment of 
:many) funny Iines."Well," he 
,onds dryly, "It's not baring Ille 

and, in theJast analysis homos ex- grins gleefully at the memory and 
ual". lights up another cigarette. 

Which of these "qualities" does "The school seems to be a much 
. he "boast" of I ask? gentler place now. There is more 

He laughs and fobs me off of a protective attitude to chil-
adroitly: "Connolly was talking dren and more of an interest in 
about the ruling classes; the SUt· the arts. In my day to be head of 
cesses. And I don't count myself school you had lo be in the lirst 
among these." 15. And DOW there are even 

He explains that his play is raunchy pin-ups up in the prefect 
about "how the past lives on in room. So this play is not a reflec-
the present. to the ext"llt where tion ofMichaethouse as it is now," 
you are conditioned by places, by In any event, he says, he woulel 
ideas and by what you choose to never send a 'child of his to Ii 
forget. place like Michaelhollse (the fact 

"Apart from the personal angle, that he doesn't have any makes it, 
it was very tempting to write happily, an academic dilemma): 
about an institution that had a "For the simple reason that I 
strict hierarchy and a special Ian· don't believe in siogle sex inslitu-
gllage. It is a nice framework to tions. It's not very conditioning for 
work within". adult life. Many of the gnys I 

Anthony Akerman was sent to spoke to who had been to one 

, :: My father 
loathed it here, I 

~ don't know why ' 
t he sent me here 
'~i . 

line from Anthony 
Akennall 's play. . 

"014 Boys" 

spoke of women as if they were 
another species". 

It is only lately that Akerman 
has, as he puts it, "come out of tlle 
closet". "I now admit I went to 
Michaelhouse. Before I said I was 
born in Durban, grew up in Natal 
and went to Rhodes University." 
So this play has been a sort 
. of catharsis? . 

"I have a high degree of 
ambivalence about those 
years but yes, ·there is an 

'Michaelhouse bec~use it ~a's 'a element of exorcism. And 
family tradition. "My father was in a way I have been able. to 
unhappy there but he felt tilat he have the last word." 
owed it to me because it was an . '. Although the play is 
elite school and because the Old based.on his personal expe·: 
Boy Network would be a powerful riences it not autobiograph· 
ally. " . . lcal l'l a literary sense, he 

"In trulh it was not active in tile says. He inlerviewed scores 
theatre world and it never did me of old , boys and was even 
any good in j!;urope". . given carte blanche to 

This tall, burly man admits his speak'to present pupils. 
first year at the school which is "I believe the rector has 
celebrating its centenary was his not had time to read the 
most miserable evel·. "I lived in play but a lot of Michael· 
fear. The bullying was quite house boys 'are CODling 
severe. Tlm'e were humiliating down to see it . 
things like having to push a chalk "Although they have no 
around the floor with your nose, problem with It, perhaps 

"I wasn't flogged all that much they would prefer I hadn't 
though; about a dozen times in done it. In a sense they have 
four years: But I'll nevcr forget taken the same kind of ideo· 
... . ~ ..... "O~I" 1 a,..f '" QI) tin rnr ~ whnlo tnail'~1 d:.nrl e\;~t thp. V~t. i-
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.', h' .:' ... ' .. e· ··· ·!:tF·::,·,···· t:h.·· .'., " 
S ap"' 1"fl' ~. "'g;.. . . ;, "e ," .; ' /,' '",.. :1',: . 

.'. . . . . . . ,. .:' .' 

... ',' :..". . .: . Thep'ast pr 
.. 

... ':" \ -. ' . . . . ... . ;. -, . ~ . - . . -.. . 

AMTliON\' Akerman's Oid Boy< is set 
in an · exclusive ' private school for. 

. boys in the midlands in the 1960's. 
Akerman was himself a pupil at Michael-

ence would 'be 100 busy IrYing 10 Identify pupils " . ' " - 'wilh "character. paradox. ambivalence and 
the schoolto listen 10 the play. '. .: . ~nd while Coleman ·had · Honours for' . : al.1 those Ihings which mlke up life". . 

Akerman says he is nol out 10' knock drama in his schooldays ' at College. he . . : But the theatre pays so badlY; says 
elitist · education. "What interests me is feels that there were two schoQIs ....:. one . J\.kerman. that writers get tempted away to . 
how the past lives In the . presen~ 'how it which appreciated what lie did. and one . other things 10 make money. "It is impossi· 
shapes the present. And how the experi-... which followed a . m.o .... :ii'~<!itional : path .. " . bl~ .rod/erio·us theatre 10 survive withoul .. 

. ence of that kind of instl.lution '- a!'y ·. Rehearsing 'old Boys ' b.a~· .• bj-odghf.il .. ·.11 .: ;.slale,,·funding.'.' . he says. explahjing that 
single-~ex boa~ding scl)6~1 -;-:~hapes you a~ . ·back. .:'~" ,. ':. '.:> .':-*1;, •. ,;:. ,;' ·:;';' .i~\! .. ~.witho~t ··. i.~ . ',there would ' be no National 

· house during the sixties, and makes no 
· secret of the source of his inspiration. 

. : .. _ His cast will be dr.essed · in Michael-' 
" ' hopse ' uniforms ·and the name ':Michael
'-::house!l will. be used ~ with the permission 
.' of the school. He co~idered creating a fic
·. titiouS1letting, but was concerned the audi-

A new play, which is about .. 
:<'to openjn the Playhouse' 
'Loft, has strong' Natal . " 
· Midlands connections:- : 
. ·.through the cast, the autho.r: 
', and th~ sUbject ~attei:. 
. MARGARET· . . . 

· VON Ki.EMPERER report~. 

a very l~presslon~~le .age.'~ ,.::,', . -: ·:::..: ... ~.:·:.I~J;y:<'~ .. ~.;. Away (rbm .the,se . spe~~fi~s . Akerl11~n:..: .' ... :!fhe .a.t~~.;,or ,.~pakesp~are Company in 
Playing a homeSIck fag whose atiracl1ye ;g$ees'. hIS play belOg. :aoout character~,.: ,:.Britaln ",,~)u~~ more MISS Saigons". 

older sister.ls an obje.ct of interest to. I~~ ;.r,ct;l;endshiPs and ' b~ayals; .alfOiif'liOiY'O'r, ?;~~~On'e"iirfl~ .)Vhere thin~s. do look a little . 
· ·senior',.boys'·is 'An~ony Coleman, ::who ~~x. ;".11': 8 , oIesce~Ln.i!!J)yes 1)0, in:.oQr p_r~~en~~ .. ~:.~:m9r~ . pr~r.llIslOg is t~le~lslon. Col.eJl~an In . 

years .. go left 'Marltzburg' College .for WIts · ;. ''&i'l!ltn!1l describeNhe"'p+ay--a·s:"ilr.emQ-. ' " parhcular Is .enlhuslashc that thIS IS the 
UniversitY aria ·the··bright lights .or Johan-: ; :·.tioqal ·ratller ·than .. didactic experien~e .. ·:· medium of the future in South:Africa. Bul 
nesburg:' Whlie,he was 'never a boarder at" ': ·.And Ihey',feel that even ifthe play . cau'ses ';:'.' even"so;, hii"ls ·eoncerned Ihat not enough 
College, 'the ·,day ·. b!)ys :still 'had "to ' spimd ~ unease among powers th'at be; thos'e ·. who: :,. tim"-is.{ake,) 'ovel' produCtion •• tlial the 

: their breaks . .'irurinhig arier the sixth ' form-. ;;"'have been through this' kln~ 'of experle.n.e i ' ' . produCtion teim does. not bave the time·to 
ers".::anil he kno,!,s all .aDout the .huniilili·· '-:- the old boys - will . ~njoir the ·play.· .. .').s . ~ifilriw.n ·.iid ~iScuss a script. . 
tions jun.ior" face ... :;·.::,;-;:~:· .. ,:.;;": •. ': ;' '~' :'.~ \A~erman S~YS, "Who d!,e( lhe.place bel.on~ ~; 'j,?,Akerinan is hopeful that local ,":ork »:111 

. Wo,rkme o!l ... th~ .~1ay six. years a~er ;he < to? .. r!>.os~ p{ us who .,wen.t.; thro.~gh ·,lh~J. s~9n.Jetmof~;or.a look 10. SABe 3 "beglO
len Coliege, fie admits thaI he .was h,t by a " sausage mach me". . .. . "',,.;:.~( ,·.,''';:~·:;~,,~'!· ",ng tli .comnnsslOn writers and I\e 's hop
sense' .of "horrible .familiarilY·! 'when 'ne ---:.'. "';' Old ;BoV":/s"-not 'Akermari's 'first \plai ' .• ~.ing to get it fo'il~:part adaptation of William .' 

· . starled :work. "It's ' amazing "how Jh." 'feel- : .-,·;'vith a local seltlng - but 'the problems fae" :' 'Plomer's '7Utbol Wolfe made for television. 
ings you have worked through'cJ>me bac1!-~:.>:'irig' theatre'meari thaI his Grahamstown hit ._ .The. book .cau~ed a scandal in Its time. and 

Mosl peol.'le·s :·meQ1'cirI.es .of ,~.chool...a~e .: :f~orii:I99.5:'D(lrk 'Outsid<1; which is , • . fa.s~I:.~· ,' A~erjllan'·f"els. the story. s~t in Zululand, . 
powerful -:~nd seldom .entlrely·.pleas~nt:·,. ':,natlng look into ,the life and exile of Natal . has reverberahons for now. . 
Akerman ·lias · tapped .-intQ :lh·e:;.~~.!lii!,is;.)'::i>oefRoy :j::~inPI!~J1, ·hM not been 'se"n' in :.' "·,~The:. way the various television chan-

· cences 'or ~ariy old boys .i.~ 111.5 re$.~~!sttf~r t:.~U~~ .s· p~py'ince. :·:~.;,:~~:·.~~ .:: . ',- ..... :.;:·;.:(;:~:.:··~:nl3:ls ·aTe ... p6~iti~ning the~selve~. m~8ns . 
· the play, and .. asked ~.b?)ll .h\s :ow!l. s,ch.~OI~:rr:;'.:','I'9: get).h~.t, .was already an .ward,wm;.;·;::' thal SABC 3 can afford to be more upmar
years, '; he ~'·ays " be' ,')\'as ". ':."xtremely '~i':niilg ' play :staged al all 'took Akerm'an four '.; kel, says .Akerman. "So much has had to 
unhappY'\~·~~!':~·f.;'-'~' ;;;:'. 2(f<'I;;t;i;::*,: .L:~;:7i~';:y~~rs . an<\;, sJthcitigh ~PACT offered theIr ';,"'lul,ve broad. :prime time appeal for the kids 

· ."I.was :ooJ ;an.~~hle.llef . 11\ terllls .,l!tthe ;..t~i'-ro~4ction' ·_~9 .:;the. ,~Iayhouse, ther.e·.just ,,". a~a the .Jrl\~~ie~," he says. '.~But .now we 
school's values.-,"il. whe.n.p,en:Uhqoi!, the. {(~.wa~n'nhe·,$oneY .for a Durban run.'So a ',' can 'use' polysyllabic word. and be broad
~ust QrrmY~i!oe!,'~p'jJ!~v~.~:iine,(l~. War~;t&.I.y;~Y 'i .. ,N!it;ili~il_ abaut a N.talian, · b9th\:;,c~sl ai p'p"m at nlghi ~ and these are the 
m li\urope.~nd ~~~$!,ss .. ~s:,a pl~>""rl~ht,:!le ·,Uiif .th!i.m ·d~s~~n.~e<! fr~m Byrne .seUiers, has .... programm~ .• we ~an sell o~erseas." 
found ' .lii1"s'e!!:,I'/,9nilerIAg':.!0 ~w,h~t.: extent.,,, .. stil.1 }!l:!\y:~~~e.1\ ) ee!"'in Gauteng .. and . !he.~ 1· ·}.!la(ji~ .alsJ> .has potenllal '- Dark Out
the,)c~ool : :w~s.. ~\1~1 tl1~r~." 1\ .~~~. '!l.akeuP:. · "" Ea.~te"!.C~pe, '~'.i.-:f~'.: ..... ,. ";" .:! ,.:> .. #.<1 haS ~een _~roadcast - and Aker"!an 
uYQ~ ~re· rl?hne.d .an~~.~~J?e,~ ,py. s.~.h4?9~C:. h.e J~;;~.k~~.m!lri.)1~'~r~~trong . vj~w~ a~01.t~, .t~e .:·is,:worki~g on 8n.ot~er Idea .lor a senes, ' 
says .. ';;[And tl, i~y,!I .·,Ii!,y~-"-:t5ro!g~lte!! :,!l)e " ~(;r.ut.\I~~.::p.f.;\Ij~!tt~e ;! n . South~frlca, :an(l :1S ;','al~o set 10 l-{aUI. T~ls one would be based 

: nan'e~ a1)ql";~",!8t.tp<\. ~~~ple "'.h~ . bulh!d ',l!'pa~~I~,!!l~~ll ;~9.nFerned thaL~ny .c.u.t~,;wlIL>on the Ilambal. !1prlSlng. . . 
" m~.'!!~A :~ouple ,:p~;.r~sp~~\!,~le .iP11I~!~ .o t.~1!'.~!e a 41~~.s!ro,!, ~ffect, .~<;:,'; .. " .~ ";'/' ;~ " < ", " f'On~ nice ;thmg about rad,o Is you can 
~~I.~!y getn'!.me~ ~hl)~. w.e.\al k{,;(:f~'" .ct;'~":~;::;;':;'I~I,t's .~~.ry'ii~Qn.rq!!s )0 '~ .. y t~atpeople. : ·: us,~ ... . b!g cast. -f and have wonderful sets!" 

.. .. ',J as~ .A~e~manJ>ow,,~e. thl~1qi .t~e schoo.r.~~~''''I)l .. d~!n,a.n~. : to.~.~~.v_~,:ba~t''Y?at ·has been .,. sals ',4,kerman . . B~t . t~e downSIde of film, . 
· . wlll.fr~a~t,'J'? .!P..41.:~oyo!""rher..)lave .b~.en ;:,!:;~,!f;'r~o.:g~~~'!'l'l~n,t. :WiJl :II',ve 'I. ~ack,. :an~ .5"rapi.Q a!,~ . 1~1,~.,slon IS that one .In .10 000 .. 
· helpf~!Jo .. ~'.ltl;ln ~~!~ .:re.sea.'l'h;- the. scr}pt!~'!:~,ir'I!.~!;~.~me;;~l!\tu):all~ !1)lpoverls.hed.:· '·""; 'scripl~ . ever ' lIets .made - a dIspIriting 
has.:p ee,!·~enlto. thelll and..t~~ /loys ,,:,11 ~ee;" ;'::.-~i;.J4ild ;:'[Illis.l ... ttl!~.'!!r.e ... ma,!~gemellts_.: are. :··," staUsti9. rof}\''!fers.·, . " . 
th~ ·. pla.l " dl1r~g it~ ·,~un.r·AJierm~n .~lOs;,-,~;; ~otP~~lnglhelr.moneyw!Jere thelfmoulh ··:.V t's one reason why writers and actors 
petliaps, the : ~ch9ol ·I.~.fol!0)V!ng· t~e:,exam· :';·iis.~'J:ljere: .. a '.10\ of · lip . ser~ic.e It> 'local is .:_ see theatre .a~ ·,having the edge. It·s not easy 
p.le· .0r.t,I!~'Yati~an:~.!la ,k¢ep,mg a d~s~reel ;i:.,I'ekk\ir;· I?-,it tlieie'~· also.a ~neejerk col.onial ':"Io:-gel playS: staged, 'but interesling new 
Sllepce .m the.,(aGe"o(icrIUclsm .. ~I 11) .nol "-;rea~tion that BritISh and American plays . work does .tlll have a chance. It can also . 
taldngcheap shots; but.ifthe cap fits , :',,· .. ;,··1;-:;;.ie·· .. gaine· .to· be' better. That's rubbish -'.- ' ;be '·done 'withoul 'costing a forlune . "We 

· . ::p .o,en:>an)· s'choolda:Y'·:.r~ .1eS.. d.l~taii~ ;\'We're just .'t capable ,of .doing stuff that·"i~'.could have'·d(uie Old}IOVs really cheaply - . 
' .. ~ave, .. thl~g~ "c~~I!,i.ed ;.s.I~c,e :· the is'~H.~s.?, I\{gQQd.,'We .shou14.~(deyeI9Ph!g our own tak.< in'a garage, If \Y,e'd had to." says Akerman. 

I, •• 

T~.e .;t'l'~ .. d."c~~s.A,.:?~.nd ,)!Thll,e .. ~e.r~alq:.? ;~I)t,s.~;.i.i\,';;;A _\; ;;";:, .,:"',.' ~,.-:: . , .;.,' .. '. '.. .. ','Apd .even' If t1,I~ play ·.treads on a few toes, 
thmgs;.hke 1)9gg~!lg, ~~e n~ m~re, tbere ar.e .' :.~."~,l S.~m~:~.writers ,: are':havlOg problems .. 'it's iiew :and It~ local:'. ," . : 
shU ;pl.~llty .,.ilf '~IlIJ.l~""lhe.~, :-~ltl! •. $q.~t~,':;,; .. djiI$tjng:to,the ·ne\V.sltuation in Ihe coun- ' .. ·).'C?ld Boils ope~ •. at the Playhouse Loft ~n 
Afr.lca~ . scb~ol. SeelJ!lP.g gene~a!ly .conser· ,.~, try .bnd there i. a need to 'l10ve away from.' June B and run. until June 30. Booking IS 

· vat,ve 10 theIr atlltude to Ihe rights of tlielr polemical theatre 10 writing that has to do at Computickel 
. Anthciriy 'Akerman (above), wrller. and dlrecto"r of Old Boys, which Is to open In Durba 

soon, and Anlony: ~oleman (I~ft~~. whQ takes the lead rol~ as a homesick tag. 

PRODUCED BY THE 
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iAkermanfs · 
':)~",' ,~, " ," .;:~.:;:, 

winnihg)'<" 
drama calls 
back the"past 

STAGE: Old Boys - Sanlam Loft, Playhouse 

A
WORLD premiere forthe'Plavhouse Drama Com
pany, Anthony Akerman's aid Boys should please 
discerning theatre-goers long starved of such 
worthwhile fare. ' 

. It's also a play that; being set in a boys' private school, 
.. will have added appeal for the select few who have been 
educated at siffiilar seats of {earning. ' , 

While Akerman all but names the school as Michael
house, his Alma Mater, the experiences recalled will be 
shared by many others with similar backgrounds. 

Certainly at a time when a nigh-Spartan order pr!;!vailed 
and conforming and upholding tradition were seemingly 
deemed every bit as important as learning. 

·To .what extent this has changed through the years is . 
, made evident by the play opening in the present, then 

switching to the past for most of what follows. 
:",::; It's Old Boys' Day when, by chance, Carlysle visits his 
;~ 'old school, there to encounter former friends and foes 
'.: 'and, as the day progresses, recall his own school days. 
" He's long since shed any association with the school and 

lost contact with fellow pupils. But once back in familiar 
surroundings the past jntrudes. ' 

He remembers the time when, long a rebel, he was per- ' 
suaded to conform and so become a prefect. And how this 
shaped his matric year and what followed. , ' 

All tak~s place in the ' prefects' room with Cockbilrn, a 
first-year boy, at their beck and ,call to make tea; clean 
shoes and oil' cricket bats as communal "fag". " 

Carlysle is' contrasted With Baynesfield whose very 
thought and act is dictated by fonn 'and convention. And 
with Carruthers, a'htmlourless, sports-mad bully. , 

On the riightof the school dance Carlysle and Baynes
field. vie for the attention of Louise, Cockburn's demure, 
but determii1ed sister who is a pupil at a nearby girls' pri- : 
vate school. ' . 

How their youthful interaction was to surface in 'their 

SCHOOL DAYS: A homesick. Vaughan Cockburn 
(Antor:1Y Coleman) sings for prefects Adrian Baynesfield 

, (Timothy Wells, centre) ' and Julian Carlysle (Nicholas 
Ashby) in a scene from Anthony Akerman's Old Boys. 

adult lives emerges when the play returns to the present. 
If the outcome is not unexpected, this doesn't diminish 

one's enjoyment. ' 
For while Old Bol's proves that a boy's connection with 

his schbol is not severed when he leaves, this is done ,Vith 
much humour, not least in the schoolboy slang. ' '. 

Although competently cast overall, It's Nicholas Ashbv 
, as Carlysle who's best remembered: Other roles are filled 
by Timothy Wells (Baynesfield), ~tony Coleman (Cock
,burn), Ashley Dowds, {Carruthers) , and 'Jacqui ' Logie 
(LOUise) .. . . , . ' 

, Logie most successfully bridges the time gap from maid
en to matron. With the "youths", their "five o'clock shad-
ows" intrude somewhat. , ' 

Stephen Gurney supplies the voke of the s~hool chap
lain backed by those of boy choristers singing h,TIlns 
betvv'een the various scenes. The simple but effective set 
was designed by Rod Smith. 

Akerman, who also directed Old Boys, ~villbe remem
bered fpr his Somewflere all tJleBorder, one of the best plays 
of the Loft Thea.tre Company era. . 
, ' With Old Boys he ,scores again. The season ends on June ' 
30., ' " 

DAVID COLEMAN, 



4. Bell, Suzy. 1996. Telling it like it was. Daily News. 13 June. 

", ,. 

Ie, 
. ... ..-... ••• ':,: M. • • '-• .. ~ ::. ..... ~ 

• 
t 

..... 

OLD BOYS (9) 
Sanlam Playhouse Loft 
Review: SUZV BELL , 
N

OSTALGIC, frighteningly familiar, 
poignant, very, very real," were some 

, ufthe words ,rolling off the tongues of 
, Michaelhouse Old Boys to describe a 

really magnificent play currently on at The 
Playhouse. It's OLd Boys; ' written by highly 

It 1 , 
:.~ ." .. .~:' .: 

" , 

like Ixopo High, will feel things are a. bit too fright
eningly familiar. Akerman dissects the heart of the 
issue ofprivatej all male school.s. He doesn't simply 
insinuate or imply, he tells it as it is ~ with a frank
ness that will make you shudder. But there's subtle-
"ty of course. " , 
, Nothing over the top unless required, like the 

, character Conithe~s ' a dim-witted rugger-bugger 
played by the highly talented ,Ashley Dowds. His 

, performance, although ' a small role, is quite out
, standing. He's an incredibly focused actor, totally 

absorbed in his comical but veiy iqentifiably South 
African character. 

Talented 
1 . . 

, acclaimed phi.ywright, Durban's Anthony Akerman, 
who did "time" at that exclusive all-male, private 
school in the Natal Midlands -' Michaelhouse. The 
play is ba~ed: on his personal experiences (and 
interviews with old boys) but he claims the charac
ters areficticiotls, so I expect every school had a fag ' 
nicknamed Bograt and Spaz (short for spastic). ' ' 

It's a fine script without indulging in sentiment Dowds is also a talented playwright - he won the 
yet there are scenes, even to an old girl like me, that , ',1995 BAT ,Centre F'estival of Tables Best .script 
are familiar (we had the "Mamba" which was a ·' award. , ' 
cricket bat use9' for punishment instead of the ' Timothy Wells plays Adrian Baynesfield (a pic
cane). ' ' ture-perfect ,name) who is in fine form as the 

tiptight,upright, moralising Head of House, and ' 

Marvellous , later as an old boy. Very natural ailc3. quite superb in 
, ,his role. His wife is Jacqui Logieand'she is very, 
" very 'good. Her cOlllic timing and quick dialogue 

The dialogue isma~ellous and witty - mosquito relay is' spot on as the bitchy but quite liberated 
bites on w'afer-thin sld.n. AC,kerman has spiked his' wife of Ba~esfield and also as the coy St Anne's 
script with poetic lines like: "Don't slouch around girl in her baby-doll blue matric dan'ce dress. 
like a public schoolboy ... remember your breed- Akerman has a strong '<;ast of fine actors in this 
ing." He even satiri:ses the sacrosanct game of <production. Even ,Anthony Coleman as the lily- , 
rugby. , ' , , white, spiridly,leggedfag, is suitably vulnerable and ' 

There's the psychological play on cruelty, decep-' nervous.~ The perfect homesick victim keen to run 
tion, hypocrisy and the sheer sinfulness of forcing , away from perpetual.taunts and mockery from the 
boys to withstand a range oftreacheries in the naine sinister seniors. Playing a senior, but a rebellious 
of the Father (in both senses of the word) and the chain-smoking one, is the very ,smooth and cock
good of the school. ' " sure Julian Cai'lysle played by the highly confident 

Bollocks! says Akerman in this play, "What did actor, 'Nicholas Ashby. 
the old boys club do for me as 'an actor?" , The play' is centered around the notion that 

, With a simple set and a groovy 60s soundtrack and " Michaelh,ouse in the 60s was seen to be the EtDn ' of 
a real rendition of Michaelhouse pupIls singing South Africa. Those who went to. the schooi (seen to 
Stars 'of the Morning, Old Boys is certainly a waltz some as a mighty priVilege based on tradition) were 
down memory lane. "Making ,tea was exactly like forced to display good breeding, conformity, no ' 
,that! 11 exclaimed a chuffed old boy ' wearing a .individuality at all, in order to literallY,survive the 
school-boy , grin . and , . uniform , navy-blue then "warped" system. So even ifyou,didn't have to 
Michaelhouse blazer. "His attention , to detail is wash' the prefects dirty coffee mugs, a can now 
absolutely amazing," enthus~d 'another. During the , unabashedly admit I washed them in the loo!); this I 

performance I oyerheard a shocked wife ask her play, Old Boys will appeal to tlH~ 'obvious'targeted 
" hubby: "Did you do things 'like that?" ,after witness- ' audience but also those who are curious to know 
, ' ing a renactment of a flogging on a terrified fag. what they (thank-God!) iIiissed:,Highly reco.mmend. 
,"Absolutely," saiq hubby, 'suitablYsmug. ' , , ,' , 
, ,Wifey fro\Vns, hubby smirks. His eyes look slightly 
sad. ~efect power lost and found, here in this the- ' 
atrp? ' " 
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The I,olly redbrick Iradition<"'«:~~ 
!ERE is a story about Michael
louse that I am assured is not apoc-
1'phal. At a'trafCic intersection in 
wriuburg there is a beggar 
whose -:cardboard supplication 
'eads: "Destitute. Please help. Ex
thouse". It Ls said that Old Boys 
nelimes moved. to roll down .the 
'S of their BMWs and Rav (s and 
aian to pull bimstll together. . 

! a Michaelhouse Old Boy down on " 
:k ls on,t "thing, but to flaunt it. on a ~ , 
(f 'grubb, ca,rdboard at a traffic 
an unpardoq.able ~reacb of House . . 

But rve:also been told that most 
'$ would never Jiream of reacting . 
pously. and that the unfortunate 
ituation is being ' ,oOked into" by . 
' it:zburg branch, of the club to see 
tn be done to belp. . . 
,crt of people who send their sons 
uelhouse are so discreet about 

you'd th1n1c.' they acquir~ it 
I osmosis', ' ", ':. '" ',' 
~hick: Henderson bow much it easts 
a,boytbereand he'U teUyouln that 
gvoice familiar to all who Usten to 
C rugby commentaries: "Two bul
term!- He is quite serious. -That's 
~st to years ago ari~ that's what, ' 
DOW: ..he boasts. -We've kept pace " 
1ation.· .Put tbe question another ' 
j ask: him 'bow ncb one bas to be., 
ldenOn, who sent all three of hii . 
Michaelbouse, says: ~t's not the . 
t riche of SaJidton who come here, . 
w, lt's good, solid citizens who~ve 
p their money.- • . 
lps.men fired in the Michaelhouse 
:onsider it vulgar. to put a rands
is price tag on so lofty an edu
P~r~p's they simply enjoy fO

rthe past. when Michaelhouseprl· 
served tbe sons of we.althy Natal 
I w~ readily crasped the bani
Jpbemlsm. for the . school ,fees 
- ~ 'about '. 
a year; ·basic) .. 

.I Michaelhouse 
00. 

. when he declared: ·A boy's CODnet 
with his school is not. severed whe 
leaves but lasts throughout life. 1 n 
that ~ Whole lone, moral and spiritu: 
well as intellectual, is largely detenr 
for life by his schQol; and to his dyin( 

· he will be different from what be ~ 
bave been if be 'had been at any i 
schooL- Five years aCter the .Sl 

· opened, Todd gathered up bls 77 r 

~~f~~~a~~:A~~~~!t~~~::~f~~; 
move to Balgowan -in l?Ol about ~ 
away from Maritzbur& as you c~ul, 
without leaving the province. IDs ain 
to pat sale distance between his boy 

· the nesh pots 01 Marlt.burg, then a 
rison town offering risqu~ theatrical 
Charley's Aunt ana Oscar Wildt! 
Woman 0' No Importance . . '. 

.. CanooToddwouldspln lnbisrravf 
knew the board 9f ,overnon w~ cc 
eriD, admittinc' girLs to the s 
school. 

' .\ . 

B
· liT ";'me things b.a..ven't changed 

, sumably th.t's ball the -point 
institution whose Illure . relie 

heavily on tradition. Rogers says 

C~~~:~us~e~ft,~~tng~y:e~ :: 
!lvely' isolated". And the old schc 
network worlts like a charm, .even 
new Soutb AIrica.· 

Ben Parham ls the school's Hue 
feel He is 17 years old, captain ( 
rugby first team and. unU.k:e the ~ 
Clyoastic scholar, be is the first io 1ili 
Uy to attend the school If.Parham I 
leal of any thing, It is the. new breed. f 

':nf~~~s:~od:,~'! ~:n ~c~~e: 
beCause his best friend was enrolle 

'"I've been able to live a ille. her 
beinr me, it's a. vf£ry open-inlnded ~ 

, and I love il- Yel 

..•. 
be bas ab30rbed t 
school-tie'· ethos, 
served In the sill 
CtlJ)n 01 ages. 
Micbaelbouse . 
meet people who~ 

you opportunIUes for ~e" ·be says, : 
iDg remarkably like Henderson. 
know youll get a job /rom an O~ 
eveD if be wasn't your fri~d at sci 

The Dext 'day ParhAm led 1W t .. 
;~ .~.'. • • "' ., .. ....: '1'':. ' }' • . lS.U victory over Hilton College h :A'" DRlAN ·.RO<}~, sec;:r'etary of the . -fiercely and festively contested , 
~ MlcbaelbojISe Elld Boys Club, arrived rugby match. This year the event W4 

.'0- /rom IIrtWri 1D 1965 to teach EnClish .t Bilton, and bundrecb 01 par .. t: 
_jnd Histo&,: 'r...: '.:~ " :.' . . elled 1ar and wide to set up their 
· . <::In ;30 ~jem he bas seen .the school ~~ ;::::i!~~ p~:~~~ o~~~ 
, ~~':~~yio': ~~~:J~bl~~' ne-wspapeD to .take sc:.~:1au"'td sw 

: i~~~~:::n1.~~~;:'~~~~enc~ of ::te!e:~~~;=e~~~dR:J~~ 
;.' .~Oioj101ini¥rWiilt to,chooIb-..n lets are gleefully sent up. . " 
bd be''''didn't ~eome'''oUt j 'snob, but was 'The truth of the matter is ralh 

•. w~:aT'~~'f:?'~ 't~1.; ·!~;;;~"t'~e::~~~-:;;i~ . 
~ Cin' ~~~le;'lW':~troP'Ii'.u..: . woman with big hair biDlaok I 
:coiu-iiebhllrtn·, ind a b9}' ~u~t .dom, it ':pan~ stuck out like 'a sore 'thum~, 
~llow would b"~.a.·;;:)~·' . . ' ' :. " : ... ~' .. .. 'l'hl> WI! .Dld money (well; In 
." ;lI 7-caCkiD.? "stifl eZl.t&, 'b~ ~es. days Afiic;i..any\hui,that'~, ~nar~unl 
: th~ sor! Of Iliging a boy IS required to dO~~!:~~:Sp~~C~!~t~ 
'for a senior amounts to'pollshin, his rue· ~i'd chicken "- la Woolwortbs alll 

· ~~t;:~~'::':We ~Jf"e1e:~~a..:~ terrtble old rubing hais andba(v 
· pie .. 0(. cIiaIk Iton, the lfoor wit: his . coloured thln, .. At «bools .llke N. 

"",, :;;,,' ;;"J;:;;:~ :f:',~i""-': ~os~ ~y"e.l~ng been ouf:lawed. :.'- ': , _~ . boUse 'and HllloD, these are the 0 

.' The aatbOritaiiaa excesses of the ~st · signs 'Of the diScreet charm and 
:baelhouse, ue Dotforcotten, butratherrom.nUclSd .trable power that are bred In th • 
• mood bronght . bi.oontempi>.rur pupil;' In the MIchael, Anthony Akerman : (linma, 
lelDed the perfect eurnple. trad!ilo .. ~ • . , . ho .. e centenary .coffe .. table . book. the dressed In cream), tried for along 
. car, Ak~ bad regaled me When Akerman, wbo sp«;nt 17 yean 10 . flrs\ authenticated case aI , caning is -amputate-. his Mlchaelhouse pasi 
baelbouse stories and tried to ilUt ' • . : Holland, returned to Michaelbouse last plalning recnrded as a cOlourful anecdote. Some of the rugby he can't restst the.tempL 
II's more arcane rituals into some J" .. ", " .~:.. , year to research his play, he spob ~ sev:" bet'!'~ . ways and the boys eVeD,..J2Y ... t.hey ~ the; qai~ egg on his bome team, '-." ' .. ,' 
!tipectlve.Ilearntofthe-c:ack-'!. eral. OLdBoysw~con.fided"tha~~~~,YD;ad ; -,;: .! ... <.~. . :. :!'; . . . ju.stIceofthe:J)~b> .. "~. :·'v . . "'You caa't escape trorq,lt or 
- cacb beine the name by which ::: felt SlmUarly -disturbe~ by~ th .. ~:;scb091 · .. ': .i.~ .' . . ': " .:' " : Mlchae.\JlOus,~ , w~ founded ~ ~u· out.- be comments niefully .. ~o 
year boY' are ' called, mea.alng : .. ... "f .... experi~ce. Others look bact '·artheir THE Mlchaelhouse myth mu.shrOomed . barg In 1896 ~y 'ClDon James 'Cameron part 01 a. privileged eme ~~4 s"Ot 
I the earth". In Akerman's day, .. . :..... Michaelho.\ISf dan as a glortaus honour, a around cbarac!er-bulldln; bnllyIDg, ·. Todd, a 'GOd-learlng Scoffuh ·Angllcan had to rub oU ••• 1 guess It's Ume 
!I'e at the mercy of pref~ts who menu and almost succeeded in deralllng ' tou,h-love edueaUon ' that instilled in c:old.bowen and ponidgelor sUpperj , who set the: tone for the aext 100 yens to come o~t"of the. c1o~l-
:hem for the smaUest Infrln,.. the train .t Gennlstoti: '. . . . them values of decen<i, phUantbropy and o"Spartan rttuals Intended to deUver un\O . 
llke putting their hands In their "It WI! • po"erfullnstttuUoD, one that hODesty; a rarefied experience that bound the boy his birthright - the .nperin.rtly 

octets or unbuttoning their blu- ' for four years dominated your Ute, one I them to each_other forever in the upic of . required to become U ,rl,* .and power1pl 

~~ c:ha~ed for ~se biaber 'fx~v~~~!C:O :a:'~i; pe1:~o~:~tO~':;~~c:~y wm,- ~ns a~ ~ ~:W::~a1'rulitY jssomeWha~ g~_ 
j about the C:ripplinC effects of undistinguished career' at Michaelhou.s~ I Henderson, commeatln, OD the muscular tier. the sbowen have warmed up, flog· 
d ' isotaUon- pbyslcal and splr- lelt itnd never looked back. They weren't Christlantty that prevaUed Dp DntU the 70s ging Is banned Ind porrldge bu been put 
ro!" family, frleods, and Iodeed .the bappiest days 01 my W!'-" ' . and that rested largely In the Head Pre- In 1t.1 place '- on the breakfast table. 

:::~~~~~m~~~ ::r:s~1 ~ ex:3!~ ~~:b:!bp~f~es::a~ a:;~Y: ::t'~:t~t~a-a:edt ~::700lf$ m ~~lls tb~ t~i:.re::ee~e:~:P::~ 
,to theatory 01 the famoas 0'lUI . febel prefect,. Julian Carlysle, IUms 'up eourse. it's DOt Uke 'that anymore..- couaselllng are buUt into the school rou
blboys,mcludlnl pop star Man. Akerman's feelings' -Old Bovs wbo were No, itlsn"l Todaf, those Uke Henderson tine. And Mic:baelhouse Is no longer an ' 

J, wbo on a term-.end rail trip to lI1.berable here se~d . their ions' bere so who believe a sWf·upper redbrick school exclU!ively Wup affair. The rector, John 
burg tore up their compart- ' tbey can be miserable too. It's eaJJed llke ' Michaelhouse Jt1ll oUers those who Pluke,cuasestl1ataboutlSper~totthe 
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. A quest tor theatre amid millinery nightmares and klldu steakroll~ 
Anthony Akerman's Old Boys and Stev~ B~kqff prove thm is something to thd Grahamstown festival other than offensive hats and nostalgic rock 'n roll srwu;s 
· . .' · T:' he Standard B"ank National Fes- :framlng 'a, flashbacl< to 30 .years p~viouslY: . ~~essthebeatin~rath:r th~ ~a;ive i~. He· 
'. tival of the Hats is a cO~ing The flashlJack captures. the peetPiar tempo- "I is !iever 'outwardly pt,rushedi .h!s IS a sm of 

. ' . plac~ ' to spend a mid·winter 's ral dislecation.that comes with hearing the . complicity rather th.an comrrusSlen. . . 
. weekend in the late 1990s." old slang, e11during the old schoql-spirit !lep ' . "Ju1iaittak.e~up ~s pqsiti0r: as an . am· 

'. 1'm sure some' die-hC!fds, spirfted away ' ,talks and .even seeing the 'familiar pimply· bIvalent partiClpant lI\ the ongom& cham .of . 
. somewhere on the farthest edges ·of the faces that polluted one's e~lier life. . '. violence .that is vi.sitedonthe fath~~ and the 
· fringe; still try to pretend that it's all about Julian Carlyle, one-time ~ebel and uneasy .': father~ s sons until th~ last g~eration. Pe:-. 
the fine and performing arts." But, 'for the house prefect, play,ed with slightly. ambiva:' haps, ~ti.mately, the dramatiC strategy 15 

1nost part, the festival is merely ~ opportu- lent charm by Nick Ashby, returns to his old . more appropri,!-t.e to. a cO!JIl,trY and a class in 
nity ~er South Africa's culhiralsector to geri- . 'schOol e~ a whim, only to confront a ghost .' which ·complicitY·with the:order was more' 
erate revenue - nothing wrong with that -: from his past: his fomi.er friend and head of culpable than any act of de~an:c;.. · ,. . 
art9, for the common or garden-gneme festi- house (play'ed with' comic poise 'and ti.J:rring .. Old IJoys is very effective ,as a traditional
val-goer to indulge 'iiI his or her most per- ' by Terenc~ Re~ ),who h~ foun~ the outside. )y we)l~fashio~ed play: It shquld prove suc- . 

· verse hat-wearing fantaiies. . world something of a disappomtment He . cessfuL If so, It would represent the aCcept-
:Grah~town is a riot of unSightly head- returns obsessively for Old~Boy AGMs and. able face . of a public appetite for "theatre" 

gear. At first I thought it was the hallucina· ru~by matches withHs Wife Louise (a.de- that has··mar#es~ed itsel! in Grahamstown 
tory effect of ~tibiotics and red Wine (a Sea,- lightful Kathy-To Ross), the lW'1 w~o . carri.e .. .. U:t the overwheln)irig p'opjlarity 6f n9.~talgic . 
sanal Grahamstowri. cecktail that shoUldn't between the two. .friends all those,}'ears a'gci. : cover-band· IOc!<:. ~hicin .. shows,.).il<e S4.iy:,· .. 
be Irussed); but the sighting's have been COTh . ". The ' fias'hb.ack to th'eir scheoldays- a ·,~()i¥.thin:f~Vi14; Th-~J'!hq.Ws..C\re"tailQr~mi\de . 
firmed by sober witnesses. ' . time capsule of muSic; schoolyard argot artd for punt~, whqse idea. :Of·a . daring artistic 

There are jesters' c~ps, gnomes' hats, avi- adolescent attitudes - 'unfolds a' more intri- .. weekE!1'.d is a kudu steakroll (I'm not jokiIl:g) 
ators' helmets; Ebenezer Scrooge night-caps . cate plot involving LoUis!!~s broth~r, Julian's· . and ' it Savannah Dry cider · in the' b~er:.tent . 
with be~ on the end, those horrible velvety . fag In'school, whose homoerotic attachment . before trooping off to watch somebne sing .' 
Mad Hatter-type things that sag in the rai.h, to Julian biings to ahead a'confrOntation be- · D()hovari's greatest hits, It's the kind of atti- . 
an~ one especially foul headpiece resem- tween principle, personal integrity and the .tude that would make Steven Berkoff sf.larl. . 

. bUng a stegosaulUs's body armour that expediei.1CY ef conforrrity that Will mark Ju- : : Undisputed c~ntre-piece ofthe filst 
.. set:ffiS to follow me around wherever I go. I lian fer the rest of his life. . ' ;., : weekend was Berkoff's One Man: 1ickets . 

woke up screamihg last night, hideous '. Old. BOys is a sUce of what must seem'like . ,w.!!re sold out months in advance, malriIy to .. 
scales aancing before 'my eyes. . .. 'a' slightly surr~allife to the uninvolved ob- blue-rinsed cu\ture-tourists who didn't 

. Grahamstown's qeativity and inspira-. . . . ". " . . . know hiS work and wouldri't have liked it if 
tion seem to COn)e from devising new and .. 1 The play represents they did. It was fun 'watching them snUle 
more ludicrous ways' ef covering your hair- .' . '1 th"e accep!ab lefac:e bravely through hiS savage one-man assault 
cut. Clowns to the left of me, jokers to the of a publtc appettte . on their theatrical senSibilities . . 
right, here I am stuck in the middle with 'flu. . for theatre that has . Don't get me ~ng: this was not Berkoff 

The theatrical ' events themselves', offer . manifested itself at ' at his 'most ferocious. The three short pieces 
blessed and alHoo-brief respite ' from .the G h he performed - Poe's The Te/l-Tale Heart and 
pre-millenarian millinery madness. A per- . I ra amstown his own Actor and Dog - were fairly innocu-
sonal highlight of the first weekend was the . Olls comp~d to previpus works like Deca-
opening of Old Boys, Anthony Akerman's serveri asoap opera involving elaborate So- dence,.Greek, or my personal favourite, .East .. 
new play. rhe piece pi-!lvides strange and al- cial and economic elitism, sophisticated tra- This tiri1.e he confined his ferocity to peo- . 
most guilty pleasures. Strange, . beca,:!se it · ditions of. genteel bru.taHty, inhuman pie who coughed in his perfonnances. You 
ciperates at that nexus of fear, fascination treatment of young boys .and rituals haven't had .a good time in a theatre until 

· 'and naked loathing that characterises the bizarrely out of place in Africa, miles and . you' ve watched several hu~4red flu
most well-balanced adults' memories of years frem their birthplace. in the public bugged pillars of society trying to. hold their . 
theii: scheoi days. And guilty, because the schools of England. '.' .breath for two-and-a-quarter heurs. . 

· mtlieu it evokes - the rules; rituals' and ' . Wisely, it is played strongly forlaughs - . Berkoff's writing has always been able to. 
· senseless traditions .of South Africa's private Ashley Downes is outstanding as boorish, . renew one's faith 'in the theatre; in Graham
schools fer boys - while endlessly, morbidly half-witted sports hero Miles Carruthers:'" stown the force .of his performance had the 
fascinating to those who have passed but that. doesn't quite erase the strong emo- same effect. In a way I was pleased the ma
through that system, is largely ilJ'elevant to tional resemblance the play bears to Julian terial Was as comparatively bland as it was
the vast majoritY who have not. . " . Mitchell's Anotw Country, a remarkable it allowed the concentrated power of his 
, ~ case, ~en. of elitist whit~ male South study ef individual desire <md aspiration in performance to attract most of the audi-' 

." Africa making theatre to rehash its self-ob- the British public schools of the 50s. If Old ence's attention. 
sessions for its own hermetic entertain~ Boys seems, in the end, to lack some mea- Berkpff alone on a darkened stage 'in ' a 
~ent? Only if the same can be said of works . sure. of weight or real diamatic substance, . single spotlight is breathtaking, riveting. 
hke Greig . Coetzee's White Men with the reason can be found in a direct compar- Physically he 'looks like Hannibal Leeter 
Weapons, or Darryl Roodt's film The Stick or ison with Another. Country. . . '. doing an impersonation of Rowan Atkin
Akerman's ?wn Somewhere 1111 the Border - That play (and the subsequent ravishing son, bu~ in descnbing the effect of his per
powerful pieces that examine and try to film that dripped Rupert Everett into a zil- formance one fumbles for adjectives imply, . 
make sense of an. experience exclUsive to a lion fantasies like melted butter from a ' ing an admixture of Mike Tyson, Johnny 
Iev.:- virtually :impenetrable to others, yet' warm crumpet) was re~lly about Guy Rotten and the great Cri\n<ildi. It is pointless 
which ~layed an ID:portant part in creating Burgess and a system of class privilege and trying t.o describe a Berkeff performancei it 
the fabnc of our vanegated national psyche. individual alienation that 'weuld drive 'a is far more than the sum of its parts. . 
. To those wh.ohave exp~i.eni:ed institu- man 'to betray his country. But Jiilianbetrays Let me rather say that if you'.re feeling 

tions such as Michaelhouse, .vliere Old Boys neither his country nor the role into whicli jaded with the state of the performmg arts, if . 
15 set, ~r ?ne of their myriad governmeilt- he has been manipulated. . you've seen one silly hat toe many and need . 
scho.ol. urutators, the play prindpally effers The plimal scene, the moment of truth, iIi. to be re.mirlded that th.eatre can move and stir . 
the shiver ill'\d. shock of the familiae both pieces involves a floggm' g as a means 'you 'and leave you better. than Y9u. were be· 
· The story IS told t . I I ' Th . . on wo time eve s: a ef peer-group punishment. But whereas fore don't miss Berkeff at the Market eafre 

· contemporary encounter at Old Boys' Day Burgess ' is . flogged, Julian is .called upon to 8lis week. And don't forget the cough drops. 



7. Jordan, Mary. 1998. Drama about Michaelhouse in a class of its 
own. Business Day. 8 October. 

THEATRE 
OLD BOYS directed by Anthony 
Akerman (The Agfa Theatre on 
the Square) 

, ANTHONY Akerman has written 
a play about Michaelhouse which 
is both evocative in its setting and 
subtle in its characterisation. 

Part of the remarkableness is 
that the work transcends its 'ori
gin. You do not have to have been 
to a private school yourself to en
joy it. If you did, however, the 
truth of the experience is made 
uncomfortably believable. 

School, like all other miseries, 
has to be accepted, though for 
some, like Adrian Baynesfield 
(Steven Raymond) it is the forma
tive and defining period of his life. 
He wears the cross of Christ on his 
blazer and as captain of house, 
tries to tell the truth and keep oth
ers on the straight, and narrow 
path. Miles Carruthers (Ashley 
Dowds) is completely physical, the 
team player who thinks with his 
fists. Julian Carlyle (David But
ler) is the full-tim~ rebel, his 
cigarette tucked into his towel on 
the . way to the showers; and 
Vaughan Cockburn (Antony Cole
man) is the new' boy who lives in 
ignorant tenor in a world where 
everyone seems hostile. ,. ' 

The four actors are each seri
ously good in their roles. ' 

There is burning , sincerity in 
Raymond's, upright 'dullness. 
Bathos and pathos comingle in the 

., 

Adrian and L~~ise atthe matric dance if') the Vita awa;d winning Old Boys. 

determimition of muscular Dowds 
to follow the hidden meanings in 
an ordinary conv.ersation. Watch 
long words confuse him utterly. 
Butler sneers and taunts, rejects 
and argues: to the secret delight of 
Col,eman, whose quiet smile sud
denly illuminates his twisted, ag
onised features. 

. Enter Louise Cockburn (Jen-
riifer 'Steyn). She is elegant and 
mesmeric, thoughtful and intelli
gent. She is crucial to the plot, a 
reminder of the blazing power, 

, wielded ,by women, a catalyst 

counterpointing the inane , atti
tudes struck by boys, who will 
grow into men striking similar 

, attitudes. 
Later they will send their chil- , 

dren to the same establishII1ent so 
thq.t they, in turn, can be s*bject
ed to the same ridicUlous rituals 
and be unhappy. Therein Ws the 
stupidity of men. " ' ':l. ' 

Do not miss it. You are unlikely 
to see anything as good on My oth-
er stage in the country. ' I " 

MaryJordan 
.. ' · i 
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