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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 superior
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 of fictional 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



Africa. Together with a variety of texts written for different media, 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 concems 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 of the fictional texts and its theoretical underpinning will

be placed in opposition to the elitist mythology of the 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 pursuing a career in 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 myselfin the third person within the confines of
the dissertation.
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INTRODUCTION

Canon James Cameron Todd, the founder of Michaelhouse', 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. Thé
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

' Michaelhouse is a private boys’ boarding school in the Kwazulu-Natal Midlands, established in 1896.



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 concemns
itself with 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 Kwazulu-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 Kwazulu-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 Amold, Rugby’s headmaster. Prefects were
appointed and given great powers, the sport, rugby was
introduced. (1994: 63)



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 Aftican 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 of the 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



injustices of South Africa’s Apartheid regime and in so doing, may be 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 8™ of June 1996 at
the Natal Playhouse Loft Theatre. The play received positive responses from critics and

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

% A selection of reviews from the different productions of Old Boys appears in Appendix E.



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% 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.’
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 memorable 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 OIld Boys, differs markedly in
that it articulates the private boys” boarding school in a completely different era. One of

? A selection of reviews and press material from the different productions of War Cry appears in Appendix
D.



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 of private 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,® coincide with the Gramscian notions of hegemony

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

* Althusser’s notions of the Ideological and Repressive State Apparatuses will be explained in chapter one
of this dissertation.



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 concems 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’s 4 Crowd of 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

aftempt to deconstruct the numerous myths and ideologies of the South African private
boys’ boarding school.



CHAPTER 1

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 of, 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 concems
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



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 exploréxtion 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 1deology is important for a
variety of reasons: firstly, it is this construction that has formed the base of understanding

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



Secondly, it is this very mode of thought around which the various theorists offer
analysis. Finally, and most importantly, for the purposes of this 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,” 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

> Eor the purposes of this study, the school Michaelhouse, will be used as a representative example of the
private boys’ boarding school system in South Africa.
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Michaelhouse (the interpretation of its essential qualities) s
largely his creation. This is not to say he distorted the
history of Michaelhouse 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 of ideals 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 of an 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” (1973:103).
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 of this 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 of a school’s

11



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 of tone
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 photograph® 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

® See Appendix F for a copy of this photograph.
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African liberation 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 liberal and progressive
institution despite its conservative core. The glossy pages of this school magazine are
filled with stories and photographs of the school’s success in a broad range 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 deliberately 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 pérhaps 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!

13



Ball: You aren’t giving them perfection Gerald —

you’re lying to them.
Everett: Steven — they don’t want to know the truth.

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

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
Antonjo Gramsci and Louis Althusser are formulated.® 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.

® Haralambos defines liberal-humanist education as attempting to foster “personal development and self-
fulfiliment. It encourages the individual to develop his mental, physical, emotional and spiritual talents to
'-che 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

oc_cupational status.” (1985:178-179). The notion of a meritocracy is crucial to the mythology around
private boys’ boarding schools in South Aftica.

14



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 of technical 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 viaeducation (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 of liberal 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. P.J. Rich, writing
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 4 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

of the notion of hegemony:

We have to give a very complex account of hegemony if
we are talking about any real social formation. 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 of leadership 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, housemasters and prefects who form
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: One reason the proletariat is so exploited,
Wharton, is its fatal fatalism. The way it

expects the worst
Wharton:  Yes Judd

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:  Thank you Judd.

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 sorry the whole
time.

Wharton: 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” 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 waming 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:

® 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 po ssession
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 of the 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. If power is exercised too
violently, the controlling group runs the risk of a revolt or revolution. In David
Sherwin’s screenplay If(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 of teachers, parents and other boys at the school’s speech day parade.
On the other hand, too little power exercised - in other words if there 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 Ifis 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). Hi‘erarchical observation excludes the fictional monstrosities ofthe 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 school
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 of liberal
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 pattemns 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: (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?

Miles: (Without looking up) It’s about time you

showed some house spirit.
Julian: What are you reading Carruthers?

Miles flashes the cover of his Western.

Julian: Have you run out of comics?

Miles: Piss off.

Adrian: (louder) Cack!

Julian: Wouldn’t you say in the Wild West the

sheriff was a kind of prefect?

Miles: (Suspicious) What do you mean?
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Julian: Well he’s slow of speech, he runs a jail, he’s

never very popular and in the end —
Miles: I’m going to toyes. '’
Julian: - he never gets the girl.
Miles grabs his shoes and blazer.
Julian: Swotting already?
Miles stops in front of the door.
Miles: Some of us take matric seriously.
Julian: Really? Okay, what did Neville
Chamberlain say to the British people after
he signed the Munich pact?
Miles: 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

"% A term 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

grantednéss” (1966:18).

Kehily and Nayak suggest that within the hegemonic contest of power, humour has a
crucial role to play and that “pupils use of humour is a class cultural ritual of resistance”
(1997:70). Tt 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

Sid jabs 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 &Kaufman, 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 of learning 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 of the 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’."! 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, Harry Brod emphasizes the fact that

" An Afnkaans term denoting a homosexual. The word is frequently used within educational institutions in
South Africa and is generally considered to be derogatory.
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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 far settled on the rejection of the feminine or the
homosexual; indeed, lan 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 1sts 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 of Eton" (quoted in Tiger, 1969:1 15)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 modemn 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 Gramsci, 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 of the private boys’ boarding school.
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CHAPTER 2

ALTERNATIVE 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 of the 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 of the 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 of the 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’ 4
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 thfee of the 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,'? 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 of the 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 4 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 Aftican
plays would greatly limit its impact. For example, it would lessen the richness of the
study to exclude Julian Mitchell’s dnother Country (1982), which, although based on the
English public school system, is nevertheless a key dramatic source for this dissertation.
The strong links dnother 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 If (1968), has been specifically chosen
as it reflects the violence within the English public school system which has irﬂpacted
greatly on the South African private boys’ boarding school. If 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

'2 The Collins English Dictionary defines realism as “a style .

he C _ .- that seeks to represent the familiar or
typical in real life, rather than an idealized, formalized, or rom

antic interpretation of it” (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 deri;/ed from
the manipulation of narrative and time within the story. The two novels discussed in this
dissertation, Craig Higginson’s Embodied Laughter (1998) and Marguerite Poland’s Jron
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 of the 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 5™ 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 terms like ‘theme’ and
‘character’ as devices of organization and for ease of reference. For the purpose of this
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 of the institution itself

Thematic constructions

All the texts under discussion, with the exception of Iron Love, to some degree or
another, offer a critique of the private boys’ boarding school system. Anthony Akerman
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
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this, it wasn’t just to do a hatchet job on the school” (Interview, 1997:2)." It is important
to note that whilst Akerman’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 informed debate. The
critique of these institutions within the various writers’ representations takes the form 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 ofthese
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 form an unwritten code of conduct

** 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, 1
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:13-14)"

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:

Al fujrure page references for A Crowd of Twisted Things refer to the unpublished manuscript that
appears in Appendix B of this dissertation.

41



Adrian:

Vaughan:

Adrian:

Vaughan:

Adrian:

Julian looks angrily at him, then goes over and feels

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?

No

How many pairs of underpants?

One

Carlyle check that

Vaughan's backside.

Julian:

No padding

Adrian flogs three strokes, with a four second pause between each stroke.

He flogs 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.”!® The effect of a 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 of regulating 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.

' “Twenty Two” refers to an elite group for 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 Africa:

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. OId 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 of the school is a point that he

uses to his own political advantage:

Merrick: Why Luthuli?

Stuart: Because you were about to self- destruct
Butcher.

Merrick: I never asked you to lie.

Stuart: 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.

Merrick: 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. [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: You know for once, just for once I would

like some support from this dormitory.

Merrick: But we hate you Stuart, how could we

possibly support you?
Stuart: 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 morming?

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
concemed, 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 concem 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
liberalcolonial manner. Akerman is cynically doubtful about Michaelhouse’s political
leanings: “there is nothing in the play [Old Boys] 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” (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 of the
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.

' A cack is the term used to denote a new boy at Michaelhouse.
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Julian: But we weren’t exactly critical of the last
lot. We even had a memorial service when

Verwoerd was assassinated.

Adrian: Well he was the Prime Minister. We

couldn’t very well...

Julian: I remember the rector saying his death was a

great loss to the country.

Adrian: Did he? Surely not. (@ bear) 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 himself heavily 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 Jron 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 of the 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, Jron 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 of Eton (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 of the 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. In 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 perform 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. Akerman
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 of the 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 of Julian 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 if he 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:

Merrrick:

Anthony:

Merrick:

Anthony:

Merrick:

Anthony:

Merrick:

No I won’t relax, I’'m a prefect and you can’t

smoke in front of me.
Well you didn’t seem to mind last term.

That’s because I wasn’t a prefect last term

you cretin!

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: You can walk out the door right now, you

don’t have to watch me smoke.

Anthony: 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 of the 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 of the 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 beliefin his conversation with Judd:
Judd: It’s not the end of the world.

Bennett: 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 of him 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.... [itjevolved 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 of the 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, 4 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 OIld 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 4 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. 1

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

homophobia 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 set 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 Ifreveal 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: I hope 1 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

Bennett: Myself in hand? (Pause, moving about)
The problem is I do so much prefer doing it

with other people. Don’t you?
Menzies: Idon’t believe in talking about it.

Bennett: It’s not the impression [’ve got when we’ve

done it together.

(Mitchell, 1982:75)

Akerman 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 hermaphrodite”
(Appendix C:7). He believes that the homosexual dynamic is fundamental to ali 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 of 5% century BC 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 concemns 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 prefectship, 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 of these institutions and the ideology that

they espouse.
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CHAPTER 33

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 of the 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. 4 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 of the 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 If rebels against the violence of
the institution whilst Anthony Bates in War Cry, Gibbo in 4 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 play as a whole. Julian essentially drives the
action in Old Boys, and does not hesitate to set himself up as the non-conformist and the
archenemy of the 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 oné’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 forit. 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 of love 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 actipn 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 systém 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 of the 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:

[ 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)
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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
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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 of Mick 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 other rebel 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-womn 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 of the 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 beliefin the stated values of the school’s ideology prevents him from

73



overtly rebelling against the system, and thus ensures his consent to the dominant
hegemonic order. Unlike Gibbo in 4 Crowd of T wisted Things, Anthony’s idealism is not
bom 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 rélationship
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 of the 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 inJudd’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 arigorous 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
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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. 1 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

school system but is still interesting when engaging with the hierarchies under discussion.

Despite the fact that 4 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. Iknow that every parent prays that
the system doesn’t destroy their son. It is nothing more
than a calculated risk, and if it 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:10)

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 fact 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 dnother 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: You can’t make up rules just like that.
Judd: 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: (still not looking around) Which for those

in the army class means unanimously.

Fowler: Youre getting above yourself again,
Bennett.

Bennett: My favourite position.

Fowler: Your uniform this morning was a disgrace.

Bennett: You thought I was a bloody disgrace, didn’t

you Devenish?
(Devenish refuses to acknowledge him)

Fowler: I've half a mind to ask Barclay for

permission to beat you.

Judd: Well — you’ve half a mind. We can all agree
on that.

Fowler: 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 character. 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 traditional 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 Al, 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”"’. 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, If and Another Country where the texts themselves

offer a stemn 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

"7 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 of Julian 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). Bdth 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 of the 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 of the 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 of terror 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 in A Crowd of Twisted Things is a perfect example of a 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

youw’re twice my size and you’re the sort of person who
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would enjoy hitting me anyway. Idon’tknow if I’'m gay or
not, I don’t know what [ 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 1s,
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. Ultimately, the responses 1o
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 5% 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 expelied. 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 '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 may or 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

92



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 4nother 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 concems 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 of the 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 of the 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 ofa
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 organizing 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, in
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 1

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) 1 think there’s a serious lack of artistic appreciation in this
dormitory.

Sid:  Ifthat’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.



Sid:

Mer:

Mer:

Sid:

Mer:

Sid:

Sid:

Only audience you're likely to get my friend.

I think you all need a little lesson in the appreciation of art.
I've told you, that isn’t art.

Then what is art Sid?

Stuffed if I know, but that’s not art.

Ant pass here, T'll show you art. (He makes a failed attempt at playing the
instrument)

Now that’s definitely not art.

Well let’s put it to the vote, what does the audience say?
You don’t need an audience for it to be art.

What?

Art is art, there’s no need for an audience. ..

Here we go.

Then who’s the judge as to whether it’s art or not?

The a.rtist

Jeez you okes can only talk crap...

(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 ...

Rugby’s got nothing to do with art, it’s a bloody war... (he makes a failed attempt
at mastering the instrument)

Ever heard of the art of war?

So what’s art for me?

Probably cutting your toenails in a straight line. (they laugh, Merrick is making a
loud noise on the harmonica)

Jesus Merrick it sounds like you’re strangling a cat.



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 harmonica? That sounds a bit Irish.

Sid:  Hey my Granny was Irish.

Ant:  That would also account for a few 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 find it, there’s no
guarantee that it will be art for anyone else — it’s completely subjective

Al: 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.



Mer:

Ant:

That’s why I'm not defining it.
You’re full of shit Bates, you know that?

I hope you’re not trying to define me Butcher. Some people might construe that as
hypocrisy.

No, hypocrisy is when you privately covet something that you have always publicly
despised.

You mean like being a prefect?

(Sid who has been staring out of the window jumps up excitedly)

Sid:

Hey there’s a shooting star.

(Al jumps over to Sid’s bed and looks out the window)

Sid:  Na you’ve missed it, it was one of those bright red bastards.

Al You know that those things are meant to be dangerous.

Mer: Al they’re gigantic clumps of burning rock hurtling towards Earth at a thousand
times the speed of sound. T don’t think it takes a NASA scientist to work out that
they’re dangerous.

Al: 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!

Al:  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 ...

Al 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.



Mer:

Sid:

Sid:

Mer:

Mer:

Sid:

Sid:

Mer:

Look I’'m just telling you what I read. Whether you obey the warning is your own
concern.

Where do you get all this mumbo jumbo, freaky shit from?

Ja, like that story you were going on about the other day.

What story?

I dunno, I wasn’t listening. Something about a butcher with one arm. ..
I’ve heard that one. That’s when that butcher sold his arm by mistake!
No man that’s another story altogether. ..

What the hell are you guys talking about?

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
panic, 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)
To be honest that doesn’t really surprise me Al.

Pretty much standard behaviour when locked in a freezer I’'m afraid.

Is there a reason for this story or is it just. ..

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)

Jees that’s freaky!

Wherever he is, he must be feeling like a real doos.

Power of the mind guys, power of the mind.



Mer:

Mer:

Mer:

You really believe that?

What?

That it’s all in the mind

Absolutely, the only reason you can’t do something is up here. (indicates his head)
Jesus you can talk shit sometimes

You’re always your own worst enemy

That is such complete unadulterated crap

Why Merrick?

Your enemy’s out there, not in here (indicates his head)

What enemy?

Everyone’s got enemies.

Oh really?

Of course they do.

Everything’s black and white hey Merrick?

Absolutely

Easy game, right?

You said it.

(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?

That’s exactly where they are... (a beat, Merrick is a little rattled by being made

to look foolish, he changes the subject) Hey Al, I've got a story you may just be
interested in.

About what?



Mer:

Mer:

Mer:

Sid:

Mer:

Mer:

Sid:

Mer:

Sid:

Ant:

The supernatural
Bring it on.

Now my oath this sounds weird, but it’s no bullshit. (He pauses for effect) I went
for a smoke just after lights out.

Tonight

Ja

Hey Merrick don’t forget we have a newly elected prefect in the dorm.

Oh of course, I’d better watch what I say

Look guys I've told you before, I don’t care if you smoke.

Makes you wonder why they made him a prefect

Probably because Scrotum thinks the sun shines out his arse.

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
mulch as you like as long as it isn’t in front of me.

Well that’s most gracious of you.

So if you didn’t want to be a prefect, why didn’t you turn it down?

(pause) Because I decided not to.

Merrick lqoks disparagingly at Anthony, shakes his head and then continues his story

Mer:

Sid:

Mer:

Sid:

Al:

Mer:

Anyway as I was saying, I went to the chapel for a smoke
(outraged) You can’t smoke in the chapel

Why not?
Because...because. .. its the chapel!
Sid it is your God given right to smoke wherever you like

Als 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.



Sid:

Mer:

Sid:

Mer:

Mer:

Sid:

You can’t smoke in a church!

Okay Sid, give me one feason why 1 can’t smoke in a church.
Well for one it’s against the rules.

What rules?

The rules

And who made the rules Sid, God or the school?

Does it make a difference?

I think it does.

Why?

Because some rules were made by God, and others were made by petty old British
colonials a hundred years ago.

So you’re saying you don’t believe in the rules of the school

Some of them

I'm sure you’ll make a great prefect... (Anthony glares at Merrick, Al defuses the
situation)

Merrick can we cut to the chase?
Where was 1?7
Having a smoke in the chapel

So I 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. I had this weird feeling
like somebody was there. So naturally I 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..

Maybe you farted.



Mer:

Sid:

Mer:

Sid:

Mer:

Mer:

Sid:

Sid:

Sid:

Mer:

Sid:

Sid

Mer:

(he stares at Sid disparagingly) 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 1 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. ..

What

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 himself)
Shit a brick

I know I was alone in that chapel.

Obviously not

Well lets just say I was the only living being in there...(Anthony’s creepy music
continues)

Bates, stop that crap, you’re starting to scare the shit out of me...(4nthony starts
laughing, stops playing)

What a soundtrack.

Guys lets talk about something else.
Do you think it could of been.. .
Who?

Who else?

Who?

It must have been

Who for shit’s sakes?

Mca,rthur.'



(Merrick and Al jump on Sid with a blanket, making ghostly noises)

Sid:

Mer:

Ant:

Sid:

Mer:

Sid:

Mer:

Sid:

Mer:

Sid:

Sid:

Mer:

Sid:

Mer:

Shit!

I reckon it was him.

The ghost of Mcarthur has come to get you Merrick...
You swear you aren’t taking the piss out of me?

On my mother’s life

You don’t like your mother

On my life

Jeez, okes, I hate this shit. Bates doesn’t this scare the shit out of you?
I think it’s great, brings a bit of character to the place.
Yip it was Mcarthur alright.

They say he never sleeps.

Who?

Mcarthur.

What a life, the eternal insomniac. T wonder what he does in the day, poor bloke
must be bored out of his mind.

Ghosts don’t come out in the day, they hate sunlight.

That’s vampires you asshole.

By night he just paces the school, up and down...up and down. ..
Well quite clearly tonight he was in chapel.

Jesus that’s spooky. Wasn’t he a housemaster?

1930’s

Committed suicide in 1937
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Sid:

Mer:

Sid:

Sid:

Mer:

Hung himself in the chapel

I heard he threw himself in front of a train

Na, that was somebody else, a homesick first year, somebody called Larkin. ..
Where do you get all this from Al?

Archives.

So why did he commit suicide?

Nobody knows

Ten to one he was a flamer!

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 4% of
December 1937

So who found him?

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. ..

Jesus that’s siff. ..

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.

Must have livened the place up a bit.

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. '

So everything was hushed up?

Of course

I tell you this school doesn’t like a story, they just cover it up.

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
onin here, it will eventually come out.

Mer: Not necessarily.

Ant; It hasto

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:  Ido, 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:

Mer:

Mer:

Stu:

Mer:

Stu:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

Stu:

- Mer:

What do you say Al?

I dunno, all T know is that as long as Mcarthur’s story stays hidden, his ghost will
never rest.

Well he could be here for a while.

Poor bugger must be a bit bored - no wonder he’s playing the organ. ..

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 for some time.)

Jesus guys its past One in the morning

His royal highness the king of Larson House

Merrick, I’'m not in the mood for your crap. Its too ...

(standing) All rise for his excellency, the head of house now presiding

Are you quite finished?

(Nazi Salute) Ja Fiihrer

So tell me what scintillating topic of discussion is it tonight, girls, sex, or have we
resorted to telling ghost stories?

Freedom of the mind actually
Something you wouldn’t know about Luthuli.

Wow you’re in good form tonight Butcher - in fact you’ve got me rolling in the
aisles. Maybe you should write a movie.

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!

Only you would shoot a movie in a men’s toilet Butcher.

Well, when your lead actor is a great big floating turd, you have to make a few
allowances. :
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Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:;

Stu:

Mer:

Stu:

Mer:

Sid:

Mer:

Sid:

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 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.

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’re pathetic. And this little
badge proves it. (Merrick is seething but manages to restrain himself) Now if 1
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)

(shouting after him) 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!

Sleep well my Lord.
Thank you Merrick I intend to. (Stuart exits)

Jeez that idiot can get up my nose. How’s the way he carries on - you’d think he
ran this place

Ag don’t stoop to his level man.
Merrick just leave all this race shit out of it.
He brought it up Sid.

Ja he's a wanker man.
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Mer:

Sid:

Sid:

Al:

Sid:

I think T may be forced to poke his eye out with a pencil in English tomorrow.

I wouldn’t waste the pencil

Oh shit!
What?
English!
What?

1 haven’t read Catch 22

(They all groan in unison)

Mer:

Al:

Sid:

Sid:

Mer:

Sid:

Sid:

Mer:

Sid:

Scrotum’s gonna take you apart mate.

And he’ll start with the scrotum

Shit T don’t even have the book here. Hey Al please can I borrow yours
Now? |

I’ve got five hours till breakfast -

Sid you can’t read now it’s two in the morning.

Where you gonna read, everything’s locked up?

T’ll read on the bogs

Sid if you read the whole of Catch 22 on the bogs you’ll have piles like you’ve
never seen before.

(worried) You reckon
You’ll never shit again mate.
Serious? But what the hell else can I do?

You could start praying. ..

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, I owe you one.

(They all begin to climb into bed)

Mer:  Well cheers buggers I’m hitting the sack.

Sid:  Sleep well ous

Al:  Hey anybody runs into Mcarthur during the night, wake me up - I wanna have a
few words with the old bastard

Ant:  Will do Al 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 sweet from a bowl) Sweet?

Ant:  Just brushed my teeth



How you doing?

Fine and you?

Alive and kicking as always. Desperately trying to hold onto my sanity.
I know the feeling.

Really? Sanity is not a word I would associate with you Mr. Bates.

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. :

Well it would be the crazy thing to do.

Sir I truly believe this world will only reach a harmonious state when everybody
accepts that they are crazy and stops pretending otherwise.

That’s an interesting thesis Anthony. Care to elaborate?

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. ..

Such as?

Presidents, politicians, prefects, headmaster’s of elite private schools.
I'hope you aren’t alluding to our dear friend and headmaster Mr. Everett?
(with sarcasm) Definitely not Sir.

And prefects?

What about them?

You tell me.

Well I for one wouldn’t have chosen a madman as a prefect.

What about a boy feigning madness. It’s Hamlet all over again isn’t it.

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)

Ser: Goon

Ant:  Well, it’s the feeling of losing either way. The devil and the deep blue sea.
Scr:  Is that where you are?

Ant:  T'm not sure, but I’ve lost something.

Scr: What?

Ant: Tdon’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 come on sir, nobody believes that crap about changing things from the inside.

To them it looks like. ..

Ser: You’ve never given a damn about what people think before, so why should you

start now?

Ant:  Tdon’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... Moming, 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 rather sheepishly to his chair. His fear and
embarrassment should be obvious to all)

Scr: Morning boys
(The three chorus their goodmornings )

Scr: Sweet (they each take a sweet, Alan tries to take four) One Alan!

Al:  Sorry 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 Luthulil

Scr: 1 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 moming 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: [ 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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Mer:

Stu:

Scr;

Mer:

Mer:

Scr:

Mer:

But that’s the whole point. They don’t want to die in a war started by some power
hungry megalomaniac.

Sounds a bit like you Bates.

Well would you die fighting for me Butcher?

Not anymore.

I think you’ve just proved my point Merrick.

All T’ve proved is that absolute power corrupts. What do you say Luthuli?

1 say you’ll never experience absolute power Merrick.

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.

But sir that’s my point exactly! The war is fought in there (pointing at his head)
not on the battlefields!

Ah Jesus, not this again!

It’s the truth Merrick everything goes on in their heads, look at any of those
characters!

That’s fear, that’s weakness! Those guys are sellouts!

Aha, but doesn’t every man have his price Merrick?

Not if you’re fighting a war.

Why do you think wars happen in the first place?

Wars happen because the men th can’t be bought, have to be destroyed.
Men are only destroyed when they sell out Merrick.

I think you’re being naive Anthony.

Rather naive than cynical.

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:  (Sid jabs 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 227

(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 Yossarian commit
suicide at the end of the novel? ’

Sid:  (stumped, he then takes a flyer) Because he was sick of war.
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Mer: He didn’t kill himself you idiot!

Scr:  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

Scr:  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 and 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: Ididn’t tell him, it was bloody obvious.

Sid:  And what the hell is a socialist anyway?

Al: Long story Sid
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Sid:

Mer:

Sid:

Mer:

Sid:

Mer:

Sid:

Mer:

Mer:

Sid:

Mer:

Sid:

Mer:

Mer:

Sid:

Sid:

Check now I’ve lost my shares with Scrotum.
I don’t think you had many to start with Sid.
Yip, Bates is definitely the major shareholder round here.

I promise you Anthony so much as opens his mouth and Scrotum says excellent,
excellent!

You reckon there’s something going on there?
What you mean?

You know, like a bit of bandy-dozy...

Na - I don’t reckon Scrotum’s a fag.

Lives alone, teaches English, gives us sweets?
No ways, not a chance.

Although it would account for Bates’ meteoric rise to prefectship. You know
sexual favours. ..

He just loves him cause he’s top of English.

I’m still not convinced.

Look Scrotum may be a bit of a twat, but I don’t reckon he’s a fruit.
With a nickname like scrotum- you can never be too sure.

Just because the poor man had the misfortune to be named Steven Ball, that
doesn’t mean he’s a pillow biter.

It doesn’t rule him out either.

That’s true. Actually now that you mention it. .,

Ah come on Sid you’re just bitter because he shat on you for not reading the book.

Crap, I’ve never liked him.
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Sid:

Sid:

Mer:

Mer;

Sid:

Mer:

Sid:

Mer:

Mer:

Mer:

Well you never mentioned it last term when he was giving you hours of extra
lessons.

That was last term.
You’re being fickle Sid.
Ja well who gives a stuff.

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.

How can you be a potential fag, either you’re a fag or you’re not.
Easy... and Bates is another one who could be a bit dodgy.
Please, you guys are homophobic.

Bloody right... (Merrick has taken out his boots and begins to polish them, they
watch him for a while) You nervous?

Na

They reckon there’s gonna be ten thousand people there.
The more the merrier.

I’d be shitting myself.

What about the power of your mind Al?

Stuff power of the mind, that’s playing rugby in front of ten 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.

If you’re smart enough Al, you never have to gamble. All you have to do is find
their weakness and go for the jugular.

(4 beat, Sid glances at his watch)

Sid:

Al:

Sid:

Shit the tuckshop’s closing,

And you owe me a cheeseburger!

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 10 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 a brief moment
as they size each other up.

Mer:  Where’ve you been?

Ant:  (reluctantly) Prefects meeting

Mer: (wry grin) Ohright (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
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were perfect! But there’s a catch, there’s always a catch. A weakness. And you’ve
been exposed.

As what?

As a complete fraud.

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.

You are to blame.

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.

So now you’re trying to appease your own conscience by shifting the blame to me.

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.

Isn’t choice the funniest thing.

Sometimes it’s cruel. (taking his harmonica out of his locker) You mind?

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.

(stops playing) What?

It’s very good, the sound...

I can never work it out

Wﬁat? |

If it makes me feel happy or sad.
Probably both.

Keeps me sane.
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Mer: 1know... (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.

No I won’t relax, I'm a prefect and you can’t smoke in front of me.

Well you didn’t seem to mind last term.

That’s because I wasn’t a prefect last term you cretin!

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’re doing...

I have thought about what I'm doing.

(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.

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. 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 turn 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 fumbles fqr
another cigarette, lights it and then takes a deep drag and blows smoke in
Anthony’s face, Anthony waiches him unflinchingly)

Ant:  (almost a 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. If he doesn’t bomb his own men, there’s no food for the
troops and if he 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: T 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)

30



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:  Thave, I'm just 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:  Inlife, do you think there’s always a catch?
Scr: Tthink 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:

Al:

Sid:

Sid:

Mer:

Sid:

Sid:

Mer:

Sid:

Mer:

Sid:

Mer:

Mer:

Sid:

I don’t believe it, I just can’t believe it - he bust you.
Jesus, maybe he’s not as bright as we think.

How’s his mind, Saturday’s the big game and we’ve lost our best player. Shit, if
we lose...

He’ll be crucified.

How long you banned for?

Month

That’s basically the whole season.

I always thought he was so genuine.

It’s amazing what being a prefect does to you.
What else?

Lost all privileges, gated till the end of the year and final warning.
So how did he bust you?

He didn’t.

What?

He didn’t bust me.

What are you talking about? Of course he bust you.
I asked him.

Asked him what?
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Mer:

Sid:

Mer:

Mer:

Sid:

Mer:

Mer:

Sid:

Mer:

Sid:

Mer;

Mer;

Sid:

Stu:

Mer:

Stu:

Mer:

If I could smoke.

And what did he say?

Yes

He said you could smoke?

Yip

And then?

Then we spoke for a while, he played his harmonica and then went off to work.
Then he ran you in?

Must have.

So he didn’t warn you or give you any idea or nothing.
Not a thing.

What a snake!

Shit, I can’t believe it!

Well believe it mate. ..

So what you gonna do?

What can I do?

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) :

You touch Bates and I'll have you expelled before you can even reach for your
balls Matthews.

Ah 1t looks like the head of the wanking society has arrived.
That’s not very funny Butcher, I think you may be losing your touch.

That’s why I’'m not head of the wanking society.
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Sid:

Mer:

Stu:

Stu:

Mer:

Stu:

Mer:

- St

Mer:

Stu:

Mer:

Stu:

Sid:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

Stu:

What do you want Stuart?

Ja what is it Dingbat

Oh I just popped along to see our new house rebel.
Stuart, we don’t need this now.

(relishing the moment) Hey Merrick, 1 heard your rugby season just went up in
smoke. (he cracks up laughing)

Wow you’re a funny man Luthuli

I thought we were going to see you burn it up on Saturday. (cracks up again)
Stand by, it looks like he’s on a roll guys!

No more rugby matches for you Butcher. (falls about laughing)

No, it looks like the roll has come to an abrupt end. He is now officially scraping
the pot.

Oh no you’re the one who’s scraping the pot my friend.

(viciously) Don’t you ever fucking call yourself my friend!

It was a figure of speech Butcher. No need to lose your cool.

Stuart just leave, you’re only making this worse.
If you’ve got nothing else to say here Stuart, then leave!

(playing along) Now I’m sure there was a reason for me being here. ..

You mean besides pissing me off!

Mind you that’s a good enough reason in itself.

Get out Luthuli!

Don’t tell me what to do, this is my house!

Get out!

I will go when I am ready to go!
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Mer:

Stu:

Mer:

Stu:

Sid:

Mer:

Mer:

Sid:

Mer:

Mer:

Sid:

Mer:

Sid:

Mer:

Sid:

Sid:

(Merrick is now face to face with Stuart) Get out or I’ll break you Stuart!

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.

I never lose, Luthuli.

Only an idiot believes that he'll never lose Merrick. (exits)

Now that oke is a serious waste of oxygen!

Jeez, he gets up my nose

He’s a wanker man, just ignore him.

Now how in the hell does a prick like that ever become a head of house, I mean
what is wrong with this place?

Alright Merrick, how we gonna get Bates?

You’ll see.

Don’t touch him Merrick, it’s not worth it.

I’m not going near him.

So what are you gonna do?

You’'ll see.

To hell with it, I reckon we wind him!

Sometimes Sid, subtlety can be far more vicious.

I don’t think I even want to know what you’re thinking Merrick.

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!

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.

Well if you were in politics, nothing would ever happest
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Al:

Sounds about right...

(Anthony enters, moves to his bed and begins reading Catch 22)

Sid:

Sid:

Mer:

Sid:

Mer:

Hey Bates you feeling proud - feel like you’ve done your duty? (pause)
(quietly) 1 did what I had to do.

What? Betray the school?

I think it was Merrick who betrayed the school Sid.

Well you ran him in...

Well if you’re stupid enough to blow smoke in a prefect’s face, then it shouldn’t
come as a surprise should it!

Jesus he’s your friend man!

Guys, go downstairs

Noways, I wanna get some answers from this bastard!

Sid go downstairs!

Sid let’s go. (Sid reluctantly agrees, they exit. Merrick walks up to Anthorry)
Congratulations - I must admit you surprised me.

Is that right?

Yip... maybe you’re a good prefect after all. I'm actually quite impressed.
What’s the Catch Merrick?

What do you mean?

There’s got to be a catch. I know you too well and you aren’t stupid.

So what makes you think there’s a catch?

You never gamble Merrick.

There’s always a first time.
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Ant: I know there’s a catch Merrick. Why else would you throw away your whole
rugby season.

Mer: Just remember Anthony I never lose.

Ant: T 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 disorientated, he then returns to his bed, takes his harmonica out

of k3

of his locker and begins to play. The light fades.
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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 (brief pause) not in more trouble I hope?
(Pause, Merrick ignores his comment)

Mer:  Sir what do you know of a Catch 227

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: YesIam aware of Catch 22.

Mer:  Sir, what would you say if that player told you he was falsely accused?

Eve: Iwould 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 all over 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: Goon.

Mer: Wellit’s a Catch 22 sir.

Eve: 1don’t follow.

Mer: Well if he keeps the secret, then he is in some way condoning the action that 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 overrated virtue Merrick.

Mer: But nevertheless there is a compromise the boy has to make. It’s a Caich 22 six.

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: Th;eesomes 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) 1 always win sir.

Eve: No Merrick, the school always wins.

(pause)

BEve: Well, do you still have something to say?

Mer:  Yes sir.

Eve: What is it Merrick?

(pause)

Mer: 1 wish to report Anthony Bates and Mr Ball for sexual misconduct, harassment and
attempted molestation.

(They 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.

40



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:

Ant:

Eve:

Scr:

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.

Sir with all due respect....

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.

But Gerald this is absolutely absurd ... surely it is obvious that (this is
completely...)

At this stage nothing is obvious Steven, and I am taking these allegations
extremely seriously. Believe me, if they are true there’s no telling what this might
do to the school’s reputation.

Merrick Butcher!

I beg your pardon?

It’s Merrick Butcher.

And why do you say that Anthony?

Revenge sir. It’s what he calls the catch.

Ah yes, the Catch 22. Seems like we’ve all been faced with them lately.

He deliberately tried to set me up, sir.

And how did he contrive to do that Mr. Bates?

He baited me, sir. He blew smoke in my face.
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Scr:

Eve:

Scr:

Eve:

Eve:

Ser:

Eve:

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.

Gentlemen, I am not interested in your conspiracy theories. What I need is proof. |
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.

Come on Gerald, you can't prove yourself against complete rubbish, we only have
the truth.

If it is the truth you are speaking Steven, you have nothing to fear.
I think you know it’s a bit more complicated than that sir.

Of course it is Bates. Scandals are always complicated.

I just hope it is the truth that you are looking for sir.

Bates, are you questioning my integrity?

No sir, it’s just that Merrick believes that this place runs on reputation, rather than
truth.

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.

We understand headmaster

Gentlemen, that will be all.

(Scrotum moves to the door, Anthony approaches Everett)

What happened to Mcarthur?

I beg your pardon?

Mcarthur committed suicide in 1937.
I'have no idea what you are talking about.

Of course you do, everybody knows.
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Eve:

Eve:

Eve:

I don’t believe in ghosts.

So you’ve heard of him then?
Bates you’re wasting my time.
Well then answer my question.
No.

It was the same wasn’t it?
What?

It was the same thing as this — the same reason!
Get out.

It was all covered up!

1 said get out!

He was innocent wasn’t he sir!

(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:

Mer:

They’re never gonna believe you Merrick

Why not?
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Sid:

Mer:

Sid:

Mer:

Mer:

Mer:

Sid:

Mer:

Mer:

Sid:

Mer:

Sid:

Mer:

Mer:

Well... it’s ridiculous.
Is it?
Of course it 1s.

In my experience Sid, the only time people believe in a lie is when it’s totally
ridiculous and utterly absurd.

That’s crazy.

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.

But it’s obvious you’re just getting revenge for being caught smoking?
I wasn’t caught smoking, I was betrayed whilst smoking. There’s a big difference.
Ja but 1t still looks like revenge.

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.

He’s still not going to take you seriously Merrick.
Well now he has to, doesn’t he?
Why?

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.

Shit... this could be huge! Jesus you’re slimy Merrick.
But so is Everett, he can smell a lie from a mile off.
That’s why you lie with a straight face.

How can you do that?

What?



Mer:

Mer:

Mer‘:

Sid:

Mer:

Sid:;

Mer:

Sid:

Mer:

Sid:

Mer:

Mer:

Mer:

Sid:

Mer:

Just lie like that.
Easy.
Haven’t you got a conscience?
He deserves everything that’s coming to him.
I hope you know what you’re doing here Merrick. Everett isn’t a fool.
I know how this place works Al. And so does he.
Well whatever happens, it’s going to come down to your word against theirs.
Not necessarily.
What you mean?
I’ve got a few witnesses.
Who?
You!
Us?

Whoa, hang on, hang on. I’ve got nothing to do with this Merrick. This is your
story and I am not getting involved.

You’re already involved Al

Bullshit! I’ve got nothing between me and Anthony, this is your little war, I’m
staying out of'it!

You can’t stay out of it Al.

Of course I can, I was never in it.

You can’t pretend you don’t know what’s going on.
Look Merrick I don’t reckon we should get irtvolved.

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)

Al:

I’m not gonna lie Merrick, you can’t put me on the spot.

Sid: Al you have to, if I’'m in you’re in.

Al: I can’t.

Mer: Greenstein, if you sit on the fence here, you are my enemy.

Al:  I’'mno one’s enemy.

Mer: You know the truth so there’s only two ways you can go, with him or with me.

Al Come on Merrick, that’s not fair.

Mer: Life’s not fair mate, now make your choice!

Al Irefuse 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!

Al: I can’t do this Merrick...Anthony is my friend.

Mer: Then go and tell the truth Al, go and speak to Everett right now and tell him I’m
lying. Go on. (4! doesn’t move) Just a word of advice for you Al, don’t back the
wrong horse...now get the out of my sight before I smash your face! (4] 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:

Scr:

He couldn’t tell me.

Tell you what?

About Mcarthur.

Oh come on Anthony, he can’t be bothered with old ghost stories.

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.

He was a depressed old man who over dramatized his death by hanging himself in
a public place.

He hanged himself in the chapel for a reason sir. He wanted it to get out, he was
trying to tell the world something.

I think that’s your imagination running away with itself.

I think we’re in a lot of trouble sir.

Everett’s a smart man, he’ll see straight through Merrick.

I don’t even know if he wants to.

Oh come on Anthony, he knows that Merrick is lying.

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.

And you believe that Merrick planned the whole thing?

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:

Ser:

Scr:

But it makes no sense, he stands to lose as much as you do.

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 cannot afford to expel him.

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.

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.

I don’t see that Anthony and I won’t believe it. You’re becoming neurotic.

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, [ will hurt someone to protect what’s mine.

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 never learn 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 hbds) You sure?
Mer: Positive

Merrick shines his boots. Anthony watches him.
Ant:  Scrotum doesn’t think yow’ll make it.
Mer:  And you?

(pause)

Ant: T think you might.

(Silence)

Ant:  Why you doing this Merrick?

Mer: Tdon’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 also a part of me that almost
admires you, that feels like you somehow have the right 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 knbw, 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.

SCENE §

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, [ 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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Mer:

Eve:

Mer:

Eve:

Mer:
Eve:
Mer:
Eve:
Mer:
Eve:
Mer:
Eve:

Mer:

Eve:

Mer:

Eve:

Mer:

Eve:

Mer:

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,
yowll be gone by the weekend and that goes for anybody who defends your
position.

I understand sir.

Right. Let’s start with the two of them. Have you seen them to gether before.

Yes sir

What exactly did you see Merrick?

I saw them kissing.

Where?

On the mouth

I mean whereabouts?

On his desk.

Are you sure?

Positive sir.

It wasn’t just a kiss of affection?

Sir, I have never seen men kiss like that before. They were practically taking each
other’s clothes off.

In his office?
Right before class. They never bother to hide it.
I suppose a kiss doesn’t necessarily mean...

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.

Everywhere?

In the classroom, in the dormitories, in the chapel.
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Eve:

Mer:
Eve:
Mer:
Eve:
Mer:
| Mer:
Eve:
Mer:

Eve:

Mer:

Eve:

Mer:

Eve:

Mer:;

Eve:

The chapel?

Saw them in there the other night, it gave me the creeps.

Good God.

I was prepared to turn a blind eye, until they tried to get me involved.
Ah yes, threesomes was it?

Yes sir.

It was only when Bates reported me for smoking with him...

Did you say, with him?

He tricked me into it sir, because 1 wouldn’t join in.

Would you say this relationship between Bates and your housemaster led to him
being made a prefect?

Sir it’s common knowledge of what you have to do, if you want to be a prefect in
our house.

I see. Now I take it you have people to corroborate your story.
Yes sir.

Who’s first?

Sid Govender sir.

Send him in.

(Merrick fetches Sid who enters too Jauntily to be relaxed, it should be clear that he is
petrified and making a bad job of covering it up.)

Sid:

Eve:

Sid:

Afternoon sir.

Good morning Govender.

(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 of the consequences of lying?
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: Ina 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) 1 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:

Sid:

Eve:

Sid:

Eve:

Sid:

Eve:

Sid:

Eve:

Sid:

Eve:

Sid:

Mer:

Eve:

Sid:

Eve:

Mer:

Eve;:

Where?

(stumped and looking desperately at Merrick) Well.... All...all over sir

Where specifically?

(very awkward) ell it was like on his. .. lips and neck and...
I meant whereabouts Sidney

(relieved) Oh 1 see, in his office Sir.

And what were you doing there?

I was coming in for English sir.

Have you ever seen this happen before?

No sir. (Merrick whirls around and glares at him) 1 mean yes sir
Well which is it, yes or no?

Yes sir.

Sir as I said it’s common knowledge. ..

Have they ever tried to get you to...you know...join in.
Once sir. (defiantly) But I refused.

Alright, who’s next Merrick?

Alan Greenstein sir.

Send him in.

... all the time

(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, T 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!

(Staring at the ground) It’s the truth.
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Eve:

Eve:

Eve:

Eve:

Eve:

Eve:

Eve:

Eve:

Eve:

Eve:

Eve:

Alan the truth isn’t at your feet.

ﬂooﬁng up hesitantly) Yes sir I know.

Did you see Mr Ball and Anthony Bates kissing?
(softly) Yes

I didn’t hear you

Yes

When?

Before English.

Has this happened before?

(looks at Merrick on the brink of telling the truth, but Merrick's iron stare
dissuades him) Yes

Do you like Anthony Bates, Alan?
Yes sir, very much

Are you his friend?

(after a pause) Not anymore sir.
Has he ever asked you to join in?

(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

Not?.

No sir

Have you seen them together in other places?
No sir (Merrick is glaring at him)

Are you aware that they have propositioned a number of other boys?
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Al:  Nosir

Eve: You are not aware of these things happening around you?

Al:  No sir

Eve: Are you lying Greenstein

Al: (pause) No sir

Eve: Are you trying to save your friend Greensten? (4lan 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: 1beg 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 of law, you’d be laughed onto the street.
Mer: Sir the others have been threatened into silence.

Eve: So youtwo (gesturing to Sid and Al) 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 [ 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 of the 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 opmion.

Stu:  Yessir

(Merrick is absolutely beside himself in his chair. Sid and Al look 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 of the 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:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

Stu:

Mer:

What the hell are you doing?
Same thing you are.
Why?

You mean you don’t know the answer? (pause) I thought you would have guessed
it.

Why Luthuli?
Because you were about to self destruct Butcher.

T never asked you to lie.

Of course you didn’t, but you needed me. T 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.

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?

I still don’t buy it Luthuli. It’s something else, you want something don’t you?

It’s quite simple Butcher, you have what I want.

What is it?

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.

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: IfI 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 believed us from the start.

Mer: Sid, I have never seen such a marvelous display of ham acting in all my life.

Sid:  Wellit just comes naturally to me.

Mer: Hey Al, cheer up for God’s sakes, you look like you’ve just been to a funeral.

Al: Piss off!

Mer: What was that?

Al: Tsaid piss off.

Mer: Ah come on Al, he deserved it.

(no response)

Mer:

Al:

Mer:

You had to do it Al
I didn’t have to do anything.

You’re being an asshole Greenstein
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Al

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:

Mer:

Stu:

Mer:

Butcher? (Merrick turns around slowly) Do we have a deal? (Merrick moves
closer to him, smiling)

I could give you my word

That doesn’t mean much Merrick. (pause, Stuart holds out his hand for Merrick
to shake, Merrick’s face is in his)

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.

Ser:

You can put your books away. (they do not respond) 1 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) 1 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 false heart doth know.” And 1

sincerely hope that one day you boys will be able to lift your heads from the floor
and walk tall like men.

(Merrick starts a slow clap from his seat)

Mer:

Scr:

Mer:

Scr:

Bravo. Come on chaps, that speech deserves a round of applause. (ke tries to get
them to clap, only Sid joins in momentarily)

You never stop fighting do you Merrick?

Never!

One day you’ll run out of enemies, and then you’ll have only yourselfto fight.
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Mer:

Scr:

Mer:

Ser:

Mer:

Scr:

Mer:

Scr:

Mer:

Ser:

Mer:

Maybe.

You’ll never win Merrick.

I’ve won already?

Have you?

Well I can see two losers and I’m not one of them.
If only you could see yourself right now.

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.

‘What have you won Merrick?
‘What have I won? I’ve won the war!
AllT can see is somebody whose lost his humanity.

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
Slies out of his chair and 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
Jfrom 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 coming 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 staff member! What are you doing?

Eve: The evidence is overwhelming.

Ser: 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 you 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)

Ser: 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: Idon’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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Ser:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

So Anthony’s expelled and I'm offered a promotion.
You're a fine teacher...

And he’s is a brilliant student!

Was a brilliant student.

(realising) You can’t afford me to leave can you? You know I'll blow this place
wide open.

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?

You’ve made a terrible mistake Gerald and it is up to me to expose it.

For God’s sakes Steven stop trying to be a martyr. This is no time for heroics,
your future is at stake.

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?

It says that this is a school that stands up for principles, for rules, for dignity.

Oh please this kid has more dignity than you and I put together. I’m begging you
Gerald, let him stay!

I’m afraid the decision has been made.
(desperately) Well reconsider then! Don’t make him the scapegoat!

Sometimes one has to suffer for the benefit of the whole Steven. (pause) Now are
you with us or not?

How can I decide something like that?
I report to the board in one hour, I need your decision now.
I can’t Gerald, it would go against everything I teach and everything I stand for.

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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Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Scr:

Eve:

Ser:

Eve:

Scr:

Eve:

reputation. You will be forever branded a pervert and a homosexual, is that want
you want?

Don’t do this Gerald.

It would be a shame that a teacher of your class would never teach again.

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 of all.

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.

He’d never turn his back on me.

Time will pass, people will forgive and possibly forget. You owe yourself this
much.

So this is the catch?

I beg your pardon.

There’s always a catch in life isn’t there?
Of course there is

Catch 22 (ironic grin)

Sometimes you have to choose the lesser of the two evils. (pause) What’s it going
to be? |

This is crazy Gerald . . .

Steven, this is your life, you’re a teacher.

He’s my boy, Gerald!

I know he is, but you’re about to throw your life away.
IfI don’t fight, there’s nothing to throw away Gerald

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: Tcan’t

(pause)

Eve: Congratulations on your promotion Steven.

SCENE 8

A spot comes up centre stage. Anthorny 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 Dermitory

Anthony is packing the last of his clothes into his suitcase. Whilst he is packing the voice
of Merrick is heard.

Mer:

(voiceover) 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 on¢ 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
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A Crowd of Twisted Things was first performed in May 1994 at the Square Space
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“The memory throws up high and dry
A crowd of twisted things . . .”
T.S. Eliot
Rhapsody on a Windy Night

The Players

Flash
Jonno
Rigter
Gibbo
Des
Gabby

(NOTE: The writer apologises for any inconvenience associated with the poor quality of
this archival copy of the script.) |
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, n&ISSUE GRAZSSHOFFER SEHDES. HE IZ & YOUNMG Mai OF EIGHTEEM WHD IS GF
i%ﬁh Fl% {DER BUILD AND AMIARLE FACE. AFTER A& BRIEF PALIZE HE GPEANE
Z&i& Jonno: To ask what happensd would be as futils a= to ask whyo ALL
g [ know iz that the sun was shining, ths world was spinning,
74 Pjﬁ' _and God  was smiling on us  when suddenly it all tuwrned to
beck 7 rust. We cams face to facs with life and as  Flash would say
' (Am=rican Scuth  accent) © .. it hit us like & diamond .
Like & diamond bullet ... like a diamond bullst right
through our foreheads.®

THE SPOT  1IE IMPEDIATE‘Y TURMED OFF - AS HE FINISHEZS cSF In
THE LIGHTING FOR THE FQQT OF - THE FRODUCTICN COMES UF. IT I
BAGIC ‘WASH © OF LIGHTS INDICATIMG THE INSIDE OF A& LARGE ROGH AT
NIGHT., JORNG IS NOW qLTTIHb ari THE END OF HIS EBED READING A COFY
. SA SPORTS - ILLUSTRATED WHILE -FLASH Iq SlTTINE ON HIS BED CUTTING
o THE DEAD SEIN OFF THE SOLES .COF HIS " FEET WITH A ERUTIqH LOOEING

TYLETY
- -

- . OF BLUE TRACKSUIT LONGS. THERE IS A CARDEOARD EOX AT THE FOOT. OF
~ HIS BED, WHICH'IS FULL OF ALCOHOL ALTHOUGH THE AUDIEMCE WILL OMLY
FIND THIS OUT LATER. AFTER A FEW GRUNTS AND GROANS, FLASH FINALLY
FEMOVES A STUBBORN FIECE WHICH HE EATS AND THEN HE SPEAKS

o

lash: You know what I wanna
movie. A really good orne!
o: Look, Flash, I%ve hear:
want to hear it again.
Flash: Mo man, I%ve thought up
bliﬁd:F
JSrino s &l11 s

1

]
g
)
o
i
S
—

Pl

=t out. I wanna mak

i

Jon

53
t
0
.
n

a2 thousand times and I den*t

0

new movie and its gonna bs &

your bloody plots ars the same. Its like the Star Wars
: mavies., “We fly inta  the zpace staticon amd krnock cut the

main rzactor.’
Flash: pMg! This is gonma b= or=
Jonno: (Feluctantly) What? B
Flastis Jurazs=zic Pint!

Jonnog: Jursssic Fimt? Th

Fat?
! = o= s . 1 )
rla:u{ I krow. That’s what makes
{1 Janno:r Yaou .

can't call a movie © mt?
Flash: Wiy qote ' _

ismmidmnn“. '
)

Flazh; Ch urlll - vl

1Lan

E’:»‘—‘u_:;”:,_‘_

Can fe2= you in court, Jonmo.  This man

is

FISHINE HNIFE:g’FLASH IS WEARING & ELUE RUBGEY JERSEY WITH -A PAIR

7&4




_m"Flggﬁf_Eﬁtdu?égé?!'“Chfis*!'l’m ot thick wou krow. "I tould gst a T

couple of A's 1if I wanted to. '

Jonno: Then why don’t you?

Flash: "Coz its too much effort. _

Jonno: Oh that’s very convesnient. . ) h

Flash: Yeg, it is actually. _ _

Jormno: Okay. Fine. Doen’t do any work for finals and see how well
. you da.- BN ' .

Flash: Look, Jonne. I don’t want to be the one who breaks it to
vou but youwr nams is mot . on the short list {for the Rhaodes
scholafship! : _ o o . B

Jonno: At least I'11 get-into-the *varsity of my choice. v

—

e

ENTER DES, RIGTER, AND GIEBED. DES IS SKITTISH AND NERVCOUS WITH
B VIRTUALLY NO SELF COMFIDENCE. HE IS CONSTANTLY LOOKING AROUNMD FOR
-7 FEAR OF BEING CAUGHT. HE IS THE ONLY ONE OF ‘THE THREE DRESZED IN
© L. “FULL "SCHOOL UNIFORM. HE "IS WEARING ELACK LONGS, WHITE COLLARED
 SHIRT,. A - SCHOOL TIE, AND YET AGAIN, THOSE = EVER RELIAELE BLACE
.GRA SHDFrEFS “RIGTER IS TALL: AND ATHLETIC LWITH CLOSELY CROFFED
'HAIF AND -0NE- SEES AN _IMMEDIATE TENSION BETWEEN HIM AND FLASH. “HE
: "RINb ‘THE SAME AS FLA“H ONLY HIS RUGEY . JERSEY IS OF- ANOTHER .-
ND_THIS WILL BE MADE FﬁINFUlLY QEVIOoUS LATER ON. “GIBROD IS
z NT- FLANE TO THE OTHERS. UHE 1S CWEARING A
“WITH -"A TIE . DYED T.% SHIRT, TATTY . %
fESU: .SANDALS. ALL OF. THEM 'ARE OUT.OF BREATH -

You dldn t tellin= ho t tD dmach thm boo:e CdblnEL, hey

"Dcd Dh {Drg:t it. Tu't Lecp it down,-w111 youl

'7fF1a5hr LDDL 1{'YGU re.gonna get so upset “about th15, "then I lll
= throw thﬁ whole lDt gut the window.

.Jonqg- LDGP._jEvEF/GFﬁ 1”- a bit tense =o hhy don’t we Just chill
out for dthlE. Flash, pass me thc “box so we can g=t
Stcft:d T - - ‘ )

R —_— - ;

FLASH '”"FH =

FOR THE EOX AT THE END OF HIS EED AND FASSES IT T0

JONND, WHO DFElJ AND BEGINS TO FULL QUT . BOTTLES OF LIGUOR. DES
Car HARDLY EELIFVF HIS EYES. ' -

/ - .
a bo%tle of vodka, whiskey hmm Glenfiddich,

’

JDnnD:_Dkay, U . .
. not bad ... :
Rigt: Come on, coms on. - 5




-~ Jonno:.Chill .out, .okay. Two five litre . things of red wine. Elaody . ...

Tassenberg. God, thes= bastards are cheap.
Flash: Now we can have a thrash. (In an Italian American accent)
v As long as I can remember all I ever wanted to be was a
h gangster.
De=: Jesus, man. Can®t vou keep quiet, please. We're_gonna get
caught up here. . - o
Flash: H=y, that ljne s from ong of Scorsese’s best movies so
Just Shut - . - ' '
Rigt: Surpris surprisse! Do  you ever have amytﬁlng original to
say? . ’
_ Flash:_HDw’S +Hi=“ Fisz o off,. ngt~r : . f
"Gibbo: You hﬂVE/fu adm1+ i +§}j that was pretty original., !
) :

Des: Do you guys have to shout!
:qush Oh " for God s sake! If vyou don’t shut up, De=, I'm gonna
' fhrow yDu out the leudy wlndcw. o . .
ook, man.tI Just ... : N o IR )
-Loo& _man nothlﬁ PoIts 2oin the nornlng No orme this side
*the equa+or is ‘going to  hear us, - you arseholn S0 why

: l=t Ieep your feeble mouth Sh Lo :

e'thf atmo=phere 1n“here{ )

R

1 3¢h1= anaer~15 not QDDd
drin S

CARDEUARD sE0XS

i -nx:z:.‘- ..,,,. QU

_ yuu could ve gotjué Budt T
Th: Dnly bu:t’your gonnd g=t is your'hothﬁ“fd;“
(L1v1d) Jesus !+ - T Sl

: Girls, glrl .plga . - No :viulence._ Here, Rig
B yC(lll-" V'Jl nE,. -_ T e . ) ] . e

Des: Fleas= can have =Dm=”-.. L . S e o , -
) _FlasJ; (Condes zending) ND, you can’t, yah revolting little h:ﬂ. R
JDHHD:;SD;SappFDvlng glance at Flcdh. then  he hands a glassz of
‘ wine to Des) Here, drink this. ' 7 - ’
Glbpo; (Lo Gllng aut the wwndmw) Its wonderful out there tonight:
So cold., Fhu . mo ;muzt be freszing out Lh=r 2, all by
here=1f. Do youl think,she ever gets lonely? -

Flash: Jesu

IS

You are weird, Gibbo. : e

L8

F“. F. - L - _ _ - .

igt: Th}s 1= coming from someone who spends  his_life gquoting
movies, ' - S o '




‘Flash: (Italian American accent wWith mock aggression) You talkin®
N to me? You talkin® to me? Well, I'm the on

do you think you're talkin® tao? (He chuckle
Des: Shut up, man!

Flash: Hey, rel:x. olkes.

Jonno: Flasn, s right. KEsep it down, okay. <

Rigt: Why ddn’t w2 Jjust put him down instsad? , .

Flash: {Sarcastic) Hzo  ho @ ho. G=~Hﬁ rdt, vou ar= such a funny -
Mmari. :

_ ngt Fiss off, dickwssd. _
i Gibbo: Come on, guys. . Look at  the moon. Its
. ‘ ilver bandsaw_ .slitimg —through the arter
_ sy =1new/b+'0ur existence, ,
Flash: (To the OihHFS) NhD igs this man? '
_ Rigt:, Loak, ‘Eibb ' 1£ you Start talking about & desper commitment
T <! reallty or, any =h1t Tike that, I'm leaving.
L Jcnng.ﬁk au shauld actqally 115LEH Eu the tnlng: he says. They're

<

ol Ej.'

-YDQ ra D+T v151t1ng
Yalked beh1nd yauF

SEEe e

onno Let
B ;

2 e “(He indlcate: the w1ndaw)”, . :

— ngt- Its this stard. Ha refu' tc grow up.-v e o AR
:,ﬂfwuﬂonno- Tonight Was suppos 2d tao ba -Funs remember. . - - S
fﬁlk Fla~h W=ll you kell this n=c - Nazi fag (Indicates Rigter)
Lotle. Tt lel h1= 1aclboof out his arh= and relax a bit.

o _'FIGTER IMMcDIATFLY GRAES FLAS H’EY THE LAFELS OF .HIS RUGEY JERS e
AND 1S AEOUT TO HIT HIM, EUT THEN JUST HESITATES AND LOOKS IPTD‘ o
FLASH'S EYES. THEM JONNOD COMES BETWEEN THEM, WITH WIS FACE TO  °°
RIGTER AND HIS EACK TO FLASH. - HE THEN FUSHES RIGTER AWAY QUITE

AGERESSIVELY AND LOOKS AT /HIM. DURING THIS WHOLE = EFISODE FLASH

MAKES NO ATTEMFT TO DEFEND HIMSELF, AND KEEFS THE SAME GRIN ON - -
HIS FACE THROUGHOUT. = o ' :

. . -




my boy, one day. .. .. . e e

Rigt: (8till .aggressive) . One day,
2 or, comE on.
at.

Flashk: QOne day what? Hey? Com

Rigt: Forgst it, you're an idi

Gibbo: (Genuinesly upset) What' is it with you twa? BEvery little
thing has to com=z to blows. If you hate =ach other so much,
then Just ignore sach other.

Flaszh: You try ignoring him! (Foints to Ri

Gibbo: (rru:trated) YOU, YOU vuoWw YOU wax ¥
hate. . _

Flash: (Mocking) And you - you are sc filled with shit.

Libbo: I don’t believe this. I have to go and brush my testh! L

——— N d

>

~

~

ter ;
o are sa filled with o

r_jl.El

A

Gibbao: I hdv= tD‘gD End bru:h—gy teet ' ¢
Jonnao: ét_Eilm the marning. ' '
0: Its therapeutic!  (Exits)

Des: Now look what you’ve done. - T
.Flash: Christ! Nhat!_ . IS NN
Des: Well, I'm gonna talk to him;7fr;u, L
Flash: (Sarcasticly) Dh you do that, Des.’

= you? re so muﬂn.‘_ . : 2o

'mean

"% Flashi K&k, map i
~Jonno: Kak, my arse! .
Flash:-?Ccz Gabby's g :
Rigt: =11, that’s as gDDd'asfan ercuse as-ény!‘Shit; no wonder
=he dunp d vyou L ' ‘ ' /
,..

Flash: (Directly a- ngter) I 7ENOW wmhy Ehe'dumped Mz, arseshcls. Ta
Jonng: Shut up, Figtsr. S0 the only thing' you saw  in Gabby- was '
Fla=sh: And arcsa, i - N
Jonno: Dontt lie! : o .
Flash: Ataut what? }' . : ' S

Jorno: ‘About her : '
Flash: Stop me! ' : )




Jonno: Face raality, my bo» Shets not a bitch, shs dossn’t digt T
Yyou anymore sSo why gon’t ya just let it be. - No amcunt of
booze is gomna change thinas, Flash. )

Flazh: Ch, pleass, man!

Jarno: Face reality.

Flash: 1 du. Every single day.

'p" Jonno: Qh CoOme cn. Grow up, . man. Christ! This is not a bloody
~J/ od soap.apera where you can carry on  aver youw last laves.

&7 FRobert De Nire poncing about the screen’is not how yo
get over something. This is the real world where th

e atr- e :

plenty of othsr  women. Youw're eightesn! Trust m=2, you ,'F
. N L

haven™t 1uH+ _last-theBTtd you're gonna marry. Sa all this . 0

crap about” stsaling booze i
do it is to get caught.

lash: Let’= changs the subject, sha
qnnu; Y ~have no ide= what . this

o

i1

pointless. The only reason you

[l ate
—t
b3
m

_': ~about, do  you? - This is’
1DH" shit vouredmlng; Flash. If you ge=t caught, you won' t

Get ex p:ll:d you® 11 gct drrdatﬁd Thay'wﬂnft ,dcﬂ you

:ﬁjdLhool bDy. thE/ 11 sSE2 "you as & qp 1lt rlch.'whlte

rDJQh)yEgr;f

Jonno-

All thm more reason td move on. Ygu’ré just'f¥eéling éoréy_.
: +or ycur:ml¥ qu h o : . S . R ‘ ' ,
AFla h ﬂu11=u1t' . @ . : . " LA "o s
4 Jonno - |

. You are, Fla:n. And YDur ald man wo uld ve ha tpd that. - P
Rigt: 'Hello' I'm in.the room. |

Q,T-Flash. I am not actlng,

7
_ 'JDnnDL/, B B
Jorno: T Pﬁnw you're upset sbut. donlt rum  around telling ¢
verybn Christ! Ju=+ li'e. act normal about it. (Flash
“starts to E”1+) bhere ’

re wou gaing?
Fiash: I tcld you. To tahe.a shower.,
Jonno: This 1is ”actly_fwhat I mean; Flash. You're 1udt being
‘hedy/, mari. Whao the Hell gos: nd has a =hnwﬁr in the middle
. ©of the night. Its stupid!
- Flashs«

ut

-

_ﬁIfm;thing to avoid yaou. o

T




~Jonno: Why? “We can -screw the ‘same cthicks ’n be arrrested by the
——————E.. . . LIS +
same cops but I carn’t tell you when you're bsing an
ar=ehole. Get real, Flash. : :

Flash: Look, Jonno, I'm going to have a shaower.
Figt: At :-hlbftlmE/O{)nlghtﬁ
Flash: ~Why? Do vyou .want to <shaw me how to D1L¥ up the soag,

Rigie! That is what she calls you, isn’ t it?
Rigt: She doesn™t’ £all m= anything anymore. - .
Flash: Feally? So it wsas over befor=z it really began, than.
© That' s guite ironic "coz cthat’s the way she describesd your
N dick. (Exits) - ’ ’
- Rigt: (Shouting aftter him;~”r=¢hu¢e‘ Jesus, that oke must learn
: . ta take. CPIflLlhﬂ. . o o
_JDHHD:-YDU don’ b know hlm. Rigter, so dom*t Judge him. That’
_ -, Problem  with fGernan: all round really. They're
S : 1udgementa1 S ' .
T Fiigt: I am not werﬂdn. When will you idiots realiss that?
Tanno- Haw_:can you 'sa that \you’re not BEFman with a nam= like

or
m

i

+ ok
a
i

alrlght _ 3
He ‘re ouly rlpp;nn ycu C{T

Cdn;uﬁdur ténd you anLlng tD db that;

Flgt (Fddllclﬁn) It Was & ba:tard th1ng tQ do,
JDHHD"YDD.

\

; nlgt.'It Just- h:ppcn=d rJ nno L P ﬂ h T . ' o K;> 3
| ;.Jonnp' Thlngc vlike that ‘don™t 1uct haﬁpen;_Even if shelbegged -
: . you, -you Chuuld ve r=¥IEEd ‘man. For Chriszt's =ake, Flazh is ’
EZ> f © 1n the .sam= rugby sidz as. you and he HﬂLEb YO m s0 much that ,
A he wan™t sven. pAass you the b,_‘]_]_, : . ' %
| Eigt: Well, sh='s fucking kot and she came onto me so I shouldn’t

o have to feel guilty.
Jonno: Yes; you shculd. . ' '

Rigt: You waren’t there, Jonno. You

:
7

AT THIS MOMENT -JONNG  MOVES TO THE SIDE -OF THE STA GE AND WATCHES




AS -IF-RIGTER IS RELATING-FHE -STORY BF HIS SEDUCTION.-—RIGTER -HAZ -
TAKEN OFF HIZ SHIRT  AND STARTS TQ EBRUSEH HIS HAIR, A% IF HE IS '

GETTING DRESSED. THE ENTIRE 8ThAkGE IS DARE EXCERT FOR A& FQAQCL OF

LIGHT AROUND RIGTER INTO WHICH GAEBBY MUST ENTER. GAREY. IS5 WEARING

A SCHOOL UNIFORM. SHE IS & BEAUTIFUL HHNETTE AND THE FRUMPY /-

UNTFQRM CANNOT HIDE HER FIGURE,. , Blo~de

Gabby: Haw:it,'Rigter. How are yau7 :
Rigt: Howzit, Gabs. Firme. I don’t know where Flash is. I think he
might hc having a shower, I wouldn™t wait for him in the

- darm. _ '
Gabby: Why not? e .
Rigt: "Cox chiskz7arsen™t :llnuéj in here and Apsman could coms

round Tr check. .
Gabby: No. I saw  all Your  members of staff down at the field
. watching the 13 A's. Na one is coming up here. '
:igti_h:ll do vou want me to go cgll Flash . for you.
Gabby Not DF\"'tILLllc'\r 1y S : : -

V-

ﬂStartlng LD get nﬁrvou )'Wellf“ you .. Wwm . . _camf

Gabby- \ep. e

hlgt Fucllng h:ll' P T o e '/:
Gabby: That’s what we said. - - ~ -,:9 S -
Rigt: T tHought you were supposad to be a hectic chriestian.

;Gabby Evern’ & ‘hectic christian® has toif t551:e 4

Rigt: What about Flazh? ST LT, 2
Gabby: Boring! (Ey=z=ing RigtEF’STChEEt) Have you ever noticed the

.~ difference betwsen @=n and women's nipples. - : ‘
ngt: Can't =ay 1 ve ever really compared them. ' =
Gabby: Waomen’ s nlppl;a should be =sucked. They re made that Way .

At IEdSt mine are. / ' ' | o
Rigt. Frobably because of the baby You
Gabby: Mnmh Eu+ I have

i

know. Childbirth. . -...¢
very. sensitive nipples, Rigter. Very




LAUFHTEF ;H_'ﬁg;cj ST
Jonno- He what7 ;;

_ng;:*I_'cén’t_ac+udlly balleve +h1d The

Gibbo: Well, I was hacked

. SEF\’—El tj.\!'EA.- e e e = R [, e e e

Rigt: (Increasingly nervous) How nics for yow

“Gabby: Are youw coming to our Matric Eall?®? : N

Rigt: 1 dunna I don't think so. ' ) )
Gabby: Well, 1711 speak to you at Tim's house. You are gonna go

ther: atter the gam=, aren’t you
Figt: Ja. What about Flaszh? : - B :
Gabby: He's not going out this weekend. He' = got too much work.

"That® s why I came up to see him taday.

Flash: (0ff stage) Gabby! You here? S ‘

Gabby: (Shouting to Fla:h) Coming, babe.(To Rigter) I'11 se= you
at Tim’ s then. Eye.. witsi\\ ’

Rigt:fNo,'wait«n T shit.

. THE LIG HTING REVERTS BACE  TO WHAT IT WAS BEFORE AMND RIETER FUTE

HIb qHIRT EACK DN.-JDNND SPEQHS.

~
™~

Yﬁu chouldn t thE ane it.

w4 X

1ght11y:pi55cd_q$¢“

ONTHEARING ~THIS, ' BOTH JDNND T AND iRIGTER 

Gibbo: ‘He tried to kiss ms. - . .-
actually dondered som=onég. -

Glbbo-" Well ... like the cke trisd to kis -ma. g
Rigt:

So you b=at the crap out of him!
Jonno: Well, what ‘happened?

‘Gibbo: I told you. I hit him.

Jonnc: No. Before that. Ycﬁ—mns$-v§“had4w r 2SS0,

off with you guys so I went to bfu;h My
tezth because I find it helps calm me. down. wsll, like, Des

EHE T /INTD FIT: UE'

-quid’s @reatezt hippy

(Lqughs)‘Way to go, Gibbo.




came in to se='if 1 wa ay. He started talking to ms,and ~——— =
then he sat down m=sxt . like right, right, next to me. - |
Jonrmo: That®s no reason to belt him faor being a fag.
Gibbo: (& bit angry) I didn't belt him for belng & fag. I hit him

*coz he wauldn’t stop sticking his tongue down my throat!
Rigt: Stop bullshitting and tall us what rezally nappenzd! Chri

ok

n w

[

t iﬂ.
[}

u!

its like getting blood cut of a stone.
Gibbo: I don't really think that it is any of vour business. [ 1
' mean 1f Des wants you to krnow, he’ll tell you hims=a=lf.
Rigt: Don't be stupld. OFf couwrss its our business. |
Gibbo: kWell, he doesn™t want ths whole world to kmow sbout it,
Jomno: H=a"s dot a QOLHL—RrgLAr- It would be a it embarrassing
' for the podr bugger. - |
~ Rigt: W&all, he |nuld yg thought of that before he bscam=2 a poof. s i
E . Come on, Glbbo Dut with it. : B
Gibbé' (R:luctantlv) D}ay He' startpd t:111nq me  about the tims . !
\ Doeee well U 11‘e'ﬁll'hw ;..'uh «.. the one tim= he pgut yvour -
.. undsrpants on his head cand derked off over them.

;fﬁigt:watté‘Ed1:be11ef>;he what? 715 ‘
Glbbq._Ha put‘y@ur underpantclon hlS‘hEdd aﬂd ..u

WUFFIEd):_L_iV v ‘ o re thé HICFEY-MGH§E ans 3
ey dqn_ﬁ :fiwgys Sald hp thathf thay wer_

Rigt 'leth d:wn1ng rea11C:t10n) Dh 5h1+' =3 _ S R :
:Johhc- You? re L wearing thum. Jaren®t you’? Gr sé;'m%n.'Hé prabébly: ,, '
o ‘came . in them.: - .. _ - o o IR
Rigt: Shit, shit, Shlt ;:hlt' S B AR

QfJRIGTERfIS DIE l”TED NIT% THIZ RA THER Rcv TINB~ﬁ YELOFMEMT AN ,
P THRUSTS HIS HHND ‘DOWMN "HIS _FANTS AND STARTS TO 'HOF AROUND TH B
STAGE IMN AN ATTEMFT TO RIF OFF _.HIS. UNDERFAMTS. "AFTER & SHUﬁT 2
WHILE, HE SUCCEEDS, AT WHICH HE LETS OUT A SCREAM OF AGOMY AS HE
HAS FEARLY CASTRATED HIMSELF IM THE FROCESS. HE SIMNKE TO THE -
FLOOR IN ,AGONY, HOLDING THE QOFFENDING . UMDIES IN HIS HAMD. ALL .

THIS TIME JONND HAS BEEN HAVING FITS OF LAUGHTER AT RIGTER'S
MISFORTUNE. - A

SmE on, you two. If people flnd out about th1 thern there

A A PN \_m...\‘




Wil T HEHESV =Nt o L -

Jonno: Just calm dﬂwn.

Cibbo: You don™t understand. We cart let something likes this
get aut, not in a place like this., It"11 kill him. Thes oke
is messed up, not infectio ue. Flease don’t tell anybody.

Figt: «(To himself) My underpants

Jonno: Tell us what else happened.

" Gibba: Khen he told me the thing about Rigter’s underpants, he

_ tried to kiss me. - - o )

f&h Jomno: What ., . he like ... juet eemér trised to grab you? Co

v Gibbo: Ja. g :

Rigt: (Tao him'—lf):Huw Lou}d'ﬁe\u:e my’ underpantc” Shit, man.

Gibbo: I don’ £-think he’ gay , theugh. . \ _ o

Rigt: (Begimning to :FECuch) Oh, definitely, Gibbo.: I mzan

L sticking another oke’s jocks over your head is  like hectic
“hetercsexual behaviour, ‘ T .'qj;f o '

Jonno: ngte“’ 'gat & point, GlbbD : ; B LT

Gibbo: No. The oke's screwsd up  from thls ple

- Q' understand. .f L o S A

“Jonno: Under:tand wHat“ oL s : .

;GlbbD. va. Thle place.ﬂEvervthlng Eemlng here

X ' 2 E L ST lonely here,_he"1u:t went:

e\

An Aﬁl rectum
he thouuh £

5565 ee’y or th1~ Etﬁeel—iﬁ1ﬁgz
_ plae_ is hdUntEd . o S
-Glbb You want "to knows.about ‘real‘ghostee'ih this el-

-

' ace? Tharé

T ;aF?-nghDSte‘_thdt den't let you - sleep at'nigut;':igtef.

g%ﬁ%‘s ~ They’re the ghosts of every cowsring -old boy . who kesps his
\kﬁﬁh S omouth  shut - about  what goes on here. -Its %EHH+:d By the =

o ' wilty spirits of EVEry headna=uer who  let the bullying go K

-UﬁChEChed, bzcausze of tradition. You know what, I wouldn't o

“piss on tradition if it was on fire. This place iz haurted

bX,thé' ghosts of all the new boys whao it thers and take
beatings but never speak out  because  they ‘are  too bloody )

b
Soars I, its haunted by parsnts who turn &
2&f ®gar to their sons despeirate cries for heElp. This = S
o

Just wants to beand you and crush vy

scared. And most of Coalil

cdlled 1n=+1+uticn




i¥ yo u'@‘h?E iEA into the mould,

whiat t 2 to es. This school has made him tesl so
alone and confussd he’s clutching at strawssin the hops that

‘ they might make him a little less laonely. '
Figt: If Des is gay, then it is no fault of the school.
~Gibbao: You igncrant srsehale! It's no fault to be gay. I+ youwre
gay then you® gay. But it is a fault to ostracize scmeona
"~ N till they thlni they're the one with the problem. Des looks
around and sees arssholes like Flash giving him non — stop
uphill  and he thinks ‘that he desrves it so h2 must be
screwed up. So he tries tc gat into me. ' -
Jonnog: Daon’t ruin 1 it-by guitng overboard on th psychalogy thing
: Yo WEnE b:nLnﬂlng to make senszs there for a second.
Gibbo: Christ Jomrno! For the millionth tﬂﬂﬂ, this is not funnvy.
Rigt: Look, man. You cammot ... - - ' '
G bbo."wha+llda'you ‘knaow about it, Righ

beglnﬂlng 54 tlﬂ =ar

~'Eﬁdlci_ -anda . tHuy 10q“

. Y . B L
& qﬁug_addy
1nt 3

r'uhén v o Lur1

nkey cwﬁ~u yout 1
H_\] l'x(--‘d \/‘,_)l(‘ 'l:]_]_]_ /gU thlJlJ‘ -F,_—E‘L

 Jarnnoc: TH%L & nat tl puln' -
.Bibbo: Yes it ig! sy did tu; Zane
% B A A Y bLEd- I’ rﬁm;mkmr,che
-4 h1+ ting him until they sad ple
A : should be locked ue .
the  guys wWho  were
' ‘/il R N
Flgt Toyou get to do it whan your in mabric. ‘
Glbb@. Ch whoopi doo! I carn’t wait tili'mafning, then il go and
S bmat bhe crap out of come riaw boy s 'I'm in

They destiray you. That e 7

matric. In




shoulel - meEewaib-t 1 Loomor

- facty
poce viEesT ord and tawrosd
Qo and Rim cry, shall we? You
. trane, @Y
“Rigt: That's what I meant.

\P Gibbao: The Y thing 1g that that’s exactly what vou meaﬁt.
)\ 1‘ .

va Jonno: Look, Gibbo, its like ... liks ... well ...
t

Gibbo: You don’t inuw what its llie, desmpwr | ANd Decause oFf thah,
== is :1tt1ng all alone 1in the shower room bswling his
eyes aut anc none of us hqve got the gu te go and Eﬂeaﬁ to
him because we thlnL hea’s gay. : _ AN .
: | | e -
-+ FLAEH ENTE'S'&MDHING"A CIEQRETTE:'EUT HE HAS NOT HAD & SHOWER.

o Flm:h Sp=ak to who? .- N
4/ Jonnos: - Not in here, - Flash. You®1l1. stink the whole place out.
Flaah Fh:n up;ﬂ a 1nduw.rbcme an;~~p Ak Ea_who. :
DDS.‘a ' : - b

_Howcame'

: DLE wllléi
Rim why-hef”

- . C'[_I : bl
Rt rECan d he' Wwasn™t and I'qﬂld he wass - S o T

-E’ bbo:  (Diskbelief and disgusted) Oh my Godf-' o -/
S ”h W=ll, .VDH seem to b2 scoring with | veryone thess days,
oo -u—-l"'bl—l,:ir"d'f' . . R _' . o L : ,
L Rigs Ha bloody ha! - ‘- R ;- - o
" Gibbeo: De= really neads our hHrp HWY:- ' S ik
Flash: W=11l, I think Rigter is” our man. A bit of ewscutive
/frellef hey! - - S ' ]

Elgt; Listen, mate. 1 learnt everything I know from Gzhbby. . _
leide T I e Co
Il STLENCE. o S . | AR

JQNﬂJ AHD GI ED LDD[ - AT RIG TER IN DISEELIEF NHLLE RIGETR STEELQ -

A . - RS L

o L

.:gg*,- _¢ _;:;&




HIMSELEF FOR A FHYSICAL “ONSLAUGHT FRZM-FLASH.—-FLASH™S CHARRCTER 15— —
TOTALLY DIFFERENT AS HE WITHDRAWS INTO HIMSELF AND STARTS TO DRAW ‘
ON B HORRENDOUS MEMORY. THE LIGHTING BEGINS TO CHANGE AND ALL THE
CHARACTERS ARE FADED IMTD  DARKNESS EXCEFT FLASH. GABRY EMERGES
FROM THE WINGE, THIS TIME WEARING A T - SHIRT AND LEGGINGS THAT
SHOW QFF HER FIGURE. SHE MOVES INTO THE FOOL DOF LIGHT THHT
SURROUNDS FLASH AND THEY BEGIN TO RE - INAZT A SCENE FRGM FLASH
MEMORY. THEY ARE SITTING WATCHING A RUGEY MATCH.
Flash: Christ, ref are you blind?
Gabby: Flash! Don’t say that
Flash: That was a hlgh thLl”}\mﬂﬂ. ThD ref can’t Just ignore it.
'GabHy (Eut YDH“?IHQYH swEar o amuch. It's a sign of stupidity,
' U know that? : :
gnd I both iﬁ QW that I am not stupid.

: 1d }.. :

I m trylng to watch the ha*ch and I can’t

P

Yuu

lnow,that_

(Smlllng) Put d"\ﬁ t YDH'_". - ) o
~{D=adly S;FIDUE) No.‘”If dan t. 'Yuu re- éﬁch an 1gnnrant

-a _ehole and you make me sick. (Flash trleﬁ to pu+7 his arms.

~around her) Na, ‘don*t touch ma! _ N ;.

Flﬂ:h- What is it with you, for’ Christ’g saka! R

Gabby: Don’t say that! S ' - T ’ - :

Flash: Everytims 1 dare to d1:«gre= with de; y oLl take it :-J?;
. ReErsonally. It s bwannlng to piss me off. _ e

Gabby: That is not trues. , . '

Flashi: It is, my girl. S - ' C

Gabby: Dorm”t call ‘me “my glrl ‘either. ' ' /
Flash: Why don®t you learn to take criticism? ' ) RS
Gabby: You make mz =o cross. ' l - '
Flash: Oh for God'e salea, Gabbyf 'Ju5t because - we have & little
dlﬁ“gfcamenf thcre =. no ne=d to get dramatic about it!-You -

ST ey .




—-—-—-——»——-?-—-al“,a\/: .dD thic)l . e e . e . . — R R _.‘___._.A___.___
Gabby: I'm not getting dramatic. I'm serious.
Flash: What do you mean? . . : -
Gabby: What T say. Maybs thinga should be platanic for awhile. L
Flaah- Flatonic? DRid vyo Hava ta look that word up befare you =

camz here today.
Gabby: Screw  you, Flash! (Tries to exit) I don't even want to be L
friends with you. ~ . : - : ﬁ M
Flazsh: (M2 stops Gabby) Friende?! Have you any !
humiliating that word is? (Mocking) Let’s just be frien _ i
:. _ Christ' Gabby! You're friends with vour dog. I"m  the guy U
B you®re supposad to get--naked with, remembar.
Gabby: 1 knew you” would react like thlS.

Flash: Well, how am. I supposed to react! Do you expect me to
- : Shout it from the Foof tops? .= v .R;'_
»G:bby- Lock, do an’t mahe meif:el'jany wof;e . than - I alrea dy do :

obkay. - B o
Flash- Make you feal dny worse”‘
:Gﬂbby- GDd'_I m =uch ‘a bltch
Flash (Sarcast}c) Dh

. 4‘ 1ne:>=.
Fldsh, (Movesiln on her dnd &Hdu+5) TELL ME'

Gabby: (Scared) -Rigter, - - . PR o
Flash: - (Laughlng) I_~u4uld3v97known;' . '-_'f e T
Gabby: We're just friénds,'okay; S T e e
Flashs: *Crdp - T ] ' A T

E .Cdbby:‘I want to ses yvou dgdlnl o I 'j_  . 4
Flash: (Fushing her out of tru, 1lght) Tell vyour problems o s o

Rigter! : : ' o . ' i

Gabby: (From the darkness) Fleass"

T
1
1

THE LIGHTING RETURNS TD:" WHAT IT WAS BEFORE THE FLASHEACK AMD
FLASH IS LEFT STAMDING WHILE THE OTHERS LOON AT HIM WITH WaRY ;
.. CURIOSITY. GAEEY HAS EXITED BY THIS TIME. L - -




2d?) ~Ferhaps --1°d ~better —-finish this cigarette

1 wit

Jonno: Well played, Rigter. Very tactful!

Rigt: He asked for 1t!

Jonno: You don’t ask for shit like that.

Rigt: He's a bastard.

Jonno: You’ve only known him since the beginning of thes year.

Rigt: That's lang enough! Everything Gakby sald abaout him is
trus. H="s - yah — yah - - yah at everyone’s throa t the whaole
timeE. He s 2 wanker, man.

Gibbo: Well, why don’t you just stay away from him, then.

/

Jonno: Just let it\b@ifar_auwhlle, okay.

——
e

« 4

DES ENTcnS NERVILISLY.

: sew o W2ll v oum L.
.(Enb 4) In ths shower, rémn.
Dh. o .

cdn qu pour me dirink, -
(FuUF: hlﬂE 1ntD mug an

FI{ELLY\JGNND SFE Q}S'HDLD
'Ae¢_fy'k - :

fJDnnD--Thi"Jls a bDys srh 1w§5 é blond/ St”pld thlng

ta do L - s T S L
;DEEF;“I couldn I face dnybady if they Pncw,'bléméé. i'sweéf I
- S owonTt do anything like Cthis again, dust’ pléa dom’t t=11

' anybud/ Yo“’vc'dlzo th Rigter to think abo t
 Rigt: What sbout me? LT
-Des: EVﬂrycnﬂ 11 know that it wat youLr underpants I used.
Rigt: Shit! - Deg: whae? .
QQHHD. Just one question, Des.ViWhat’s it Iike
Rigt: Gross, man. Just how. sick are you?
Jonno: (To -Rigter)I ' -

Zr ’

Fissing an cke?
== ’

just fanna know what makes people do it. (To
B Des) Was it the same as it is with a chick? - :
__.Glubo- (ano/cd) H: didn’t get the |

';hance to kiss me properly,

~

Ty



QrEAY ; .
0 C;me on, man. You okes have done this before. You're both
men af the world., Was it better or worse than a chick?
i1 (To JonmnaYHow would Des know that?
na: Havea you n=ver grabbed a chick, Des?
1 Shut up, cokay. '
o: You poor hastard. -
a: What d1¥ference dDE: it matke 1if he’s grabbed a chick or
not? .
no: (Aside to Gibbo) IF you haven’t grabbed a chick by the time
yau'ra in matric, .then its ... ubd ... time to face up to the
facts. L - ._..-—"'\\\\ ’ . -
bho: What facts? _
nhG: Tﬁﬂt old Des here mi gnt altuqlly v owzll Ll . vouw know ...
fie could be ~uthpnt1cally . =

i

bbo: What? - , _ . .
nna:l Gay! There. I;Eaid it. You happy now?
e:. Llsa NlltDﬂ.L -"g{_« o .','5" .

.GEIbhHth-iDDH t yDH unddrstand
Grow' in A+b1: +yph Df env1r ment ThlS
itnqaned..-_ <,} : S oL

- N

Rigt: Don’ t‘talh.cniLr[ B T .;=-j1';!> ;

Eipbbi/Dh that’s great, Flgfer. Qn/thng yDn_-an’f understand is
shit. You really are stupid. g ' '

Rigt: Hey! Watch it, okay?  — . . | _ .
Gibbp' Watch what! You certainly have recisved an upénﬂlnded -
/'edJcat14 » haven™t vou. N : e s i
Figt: wWhat are you talking ‘about? ' ' .
Gibbs: The way you think. The way you’vs been educated. o -

Rigt: What's that got to b with. anything? - - -
Gibbo: “(Laughing in disbelief) Eloody everything! - L
JPU”D=MH§1$AQDt-a;.Péi“ts',G?bbo- -

.. W2 don’t come ‘here. for th=




-edu o 1 o . C o e et e e e o EZ e e e e e e e
I 4\ ‘L actually beligyze what I'm hearing.

ul d=11, its  true! You come here  for the namg, for the
pFutELLlDH, for the wld bhays club. That’s what you come hers

far. Your matric means na  mor than if you got it fram

Fandaolkkie High. Its the tie that Count

r FLASH. HE IS_N”N LDHF“:ED AND HIS FORMER ACID SELF.
she I7ve finis Had mw tw : . ;
wo: Ask -Flash, gD Dn. aal hlm. %,i-rﬁyéu/ :
h: Ask me what” e

: bihy WE'FE,heFEZ“
' ngﬁf/parent:?
rlpualy,_nan.,Db'yDu think this =school 1s woarth 1t7

=
= .

~

1t\f:, YDL‘»" ve Gﬂl v be.ﬂﬂ IHE’I’_E‘ iﬂCE
A ..‘mc,_., this year but I sse your layaltiss are
sFoints tD RthE'” Jers |

_r_whlnglmgffe_tleg;‘ ‘
bba: NHen my +Dll5 pay th15 1nd of money they
“to sa crifice th91r hold on you: nd thﬁ/ Rand

yau DV#F‘ td a system. I Cknow that every parent prays that
- the sy=tem dﬂmqn 1, destrny thle taly It is no*hlng mGFE'

cthan & ‘calcul ated rlsi and if it pays ‘off then your son
need never look back. Aﬁd to . tell you the trath, peao ople like '
vau and Dss are in the m1nor1ty Mozt of the p:gplp who coms .

ot of here do so in on@_wmo ianal plELE. What thsappened to
you in  the showers is not aur fault, its not the old boys

/fault. Its your parents fault for sending you hers and its - -
your fault for letting them, o S R T _ o
s: (Crying) I didn’t want to. They wouldn't listen to me. THEY
WOULDN'T LISTEMN! /- - _ B . : s

n

1=h: S& that givez you the right to blam= us. (Des is silenéé) - -
Well? Does it7? ‘ C ' - "




“T(Fauss)” CMo. No, Flash, it doesn’t! I°m to weak wiilad;gcc T
fight against thsm, Just like I'm too wea&_ ?111L _fu ;;9?2
agalnst you. When you start ripping me of f » dll-I’Ldﬂ 3o +i
stand there and take it becausz anything I say y?u 1} uvse Lo
humiliate me even more. I can’t hit youw “co:z yauw'rs twica my
size and you're the =sort of psrson who'd  endoy beathg the
shit ocut of me. I don't know if I'm gay or not, I.d:n:L knfw
what I am and you’'ll praobably rip me off about it till Eﬁe .
end of the year when Fiapefully I will never ssz youw oF this N
place ag=zin. I'm not the brightest oke arcund so youw will
always be mors successful  than me. I will never play first

t=am anythin and- I d1-mora_than likely marry an ugly WOmAN
whn'll hen— p;;t m2 and have loads of affairs. You w1%1 be,.
in thé_eyaé of our saociety, a Sdtcess, whareas me; ;'11 3=
the"guy no Dne'fremembers' in'ten years timz. Desﬂlt; =11

[ that, I want you to Enow twd thlnga..ﬂnei without guy
-ma. guys 11ic you would be o rdlﬂnfry‘ Two.'I’nevet b
hop;¥u11y ne ver wlll, bull?ﬁd anybody; }.F"“ :

RE 15 A FAUSE DURING_N%ICH T[Mﬁ_ﬁLAbH STARES'AT'CIELJ ANQ DEQ.
HAFS DES®S EMOTIONAL OUTFOURING HAS REACHED FLASH'.S HEART. IT.

S\QLND =T Aq IC;jTHE EITT:RNESS _HAT F;DNC DUT -0OF . FLQﬁH HHS:

s more b: re 'FC‘Jr" l:(‘-__—,_._." N I e
no:- (D1=b911n+ and disgust y Great., . -7 o 2 ‘
t;-hall I'm gDun% hdve dnoth~r drlnt T g . "f-_
no: ‘Gt us one, will you.  ) S -
sh: What' s the timez, Jo alal=1N ' Co -
no: quf two.” ' A ' ' - -

t: (Downing his drlni) Shit. g_m'suppszed to b= at the £
compound. N : ' B

G, Naow? : ;

t: I won*t be long. P ‘

0 But itz the middles of +hu bl dy night. o

ko Ja, szt I said I wauldn t be long _ C
10: What are you gonna do? Bonk ome of the cocn. givlsy R

|

i
-1

1




s s A f - ‘._ =1 e m e —— .
vee— -l bl e ——annoyed —at— the o orrection) -Sorry.. African |

ladies.
.. Don’'t apnlogissa to me. Apologise to them. .

vz L2t him go, Jonno.

o: Wsll, if you want to go, then go. L

: I711 ses you .guys now - now. (Exits) QIGC 4

s he buggering off to?

3 H=2"s= going to buy dopes, you cretin

or H="s what? _
h: Drugs, JanD; Marijuana.
ia: Rigter® '
e I wnnd_r-1£ Eﬂu by knew

o1 Stuff Edbby’ I+ he gets bust, thay'll empel him liﬁg a
CHﬂt. ' ' CoEe

i

h: That's a thouﬂnt. Ma “bp I HHuULd tmll prmqn (Laugh;)

1D:'Imag1nm buylng the stuff at echoogl !
:h: Have you eyver tried it? .
a: Na. Have yDu ;;;,_.: )."’ . e

A CDuplE' Juc+_na kes Qou fééi£fé§i1:

'tﬁmt s'dll.:

are. yGJf
H_dope whe

ot Thdt 1 dlg her..‘ Coa o .
=h: But duﬂ t YD”_WdD+ h to'kﬁéw? Sl
Jior Ja, I do.' Eut ~... ah 1};'=hit‘ I durno.
"Come or . JDﬁﬁD..YDu ve got nothing toc lose! ..

wshz That™ s “cox ‘you are stdpid. Ygu've got to impress her.
o With what, Flas h! I couldn’t impress & toilet.

sk TWith that attitude I'monot swurprised. YDQ nesd some
ot o0 T dunno ... mnmo. . confldcncp booster.

no: Like what™ . ' _
wsh: Like & start, & toshold. Make her l=augh aor EDmething.
no: Make her 1augh” : ' o -

: Evepn stilly 1 reckon she knows and she thinHé,Ifm stupid1

o
ish: Ja. I promise _you. Laughter! fis far as womeEn go i

o -




T gpringhoardy it N
their address book
a

ot -into their pants, —then--at--least into -- - -—
ks

l2 to make her laugh, I711
Q th

Jonno: I won't be b be to piss=a.
Anyway, 1 can’t d at sart of thing, t start spading
) out of the klue. .
Flash: W=l1, yDH might as well coms to the party anvway. Chances
are that you 11 pick up some drunk chick and &= able to grab

her . N
: Why are you so kesn for me to gat

Jonno 7
Flash: "Coz .you’'re tha only .Le wha et e te—boy—the

toesre—nd whose folks won™t mind 1f we come home legless.
i Jdonno: Oh great. I feel rﬁwllﬁ wanted, Flacgh.
.f Flash: Come gnfaman,“Y uwwve got ta take the flr t step. What have
EE yo u'gd? ta lose by talking to her? '
Jonno: She could embarrass me. '
Flash DLa\. I"11 . admit that - your chances with this babe are
Cpretty slim oo o
JDnnD. Slim? Thﬁ“_re bloody anorexic! . .
Flaqh.“OLay But you—are :+111 1n Wth a chanre.
HDw s :

-D¥ -a ;élut :D' iFHQDH'_gct her drunLi
: able to- .grab hmr.' Hell, 'qet her . to_
,11 bp able to grab her as w~11 T \

\téll_any

s .

bDuthabby_
fally.tall

_&S much_a:'yoq &cr

Flach.-SLuff yDU ?Dhﬁ = hotter ‘than anythlng y u ve grAch .. o
JDnno- Ja, bu+ +hﬂt = nu+ the Dulnt. I can’ Tk t Ll you tht I wen+f'
' to do w1th bcr.u B - . Lo

: FIACh What do you. want ‘to dD to her? ';"”- . -
; Jdonno: Take her to the llbrdry. Flash. Chriét, ﬁhat'db (inTR| thint!
ﬁ. Flash. Your my friend, Jann _ﬂ-A’, .

o Jonqo: Ihat’s that got tD.du with:it. Py FE]dtlDﬂdHlE with you
S : j/ﬂdgezn't chang: the shape of her bum.

Flash: ‘It = bloody nice, hey. :

Jonno: Tell me about it.. - - f ' -
Flach: She had great tlt:,é - ’ | o
Jorno: And she used to wear thmae tight 11t+1e b1~_l—dr :
Flash: Shit. Ja. THDEE things were chort, hey

S




Jonno: Not-short ~enoughe——- = - = Tt T nm e e -
Flazsh: T was stupid to lat her go.
Jannon: Sa why did you?
Flash: You bknoow, man.
Jonnc I know the reason you spout off when you're plssed. I wan
hear & reason when you’re scher. '

' 2 oFf ... fuck, I dunno.

to

s, you da. _ .

ash: (Bagins to talk reluctantly) She told me that she needs

© time,  space, the ususl shit. The whole thing was a big bal
up. Shez wantad to  take it easy but still remain faithful.
Well, she Lkept phon_”q\\mp and =verything. But all the time
she wa;{gratblng Figter. I didn’t know this and she wasn't
Gﬂﬁwa'tell me especially sincs I accused her . of having a

M
CL

it}
— i
i

: thlng for - Rigter anyhow. And then Dad di=ecd. When I heard
{: that all I can remembsr is wanting to b= with har, wanting
\ 7 her to make me fe=l better. S5 1 phoned her and she gave me

‘the u:u Cpeel tha+ ChlLLh give_yqu when they don™t givs a
shlt dbDUt yuu._ o T o i
P

- . . - -
W BT - . K

4'Lthsré_{¢F 'yDu no matter whét{

N

breath: she. wa:;rstlcilng qutwr”s' dlck

_ i 5th1n
"3 w1+h'-a b1t D{ éense. Thwn the
. mDment yﬁu S+1C1 vour, tDngu= in cher mouth “shez becomzz tHlS
_-g:unruaaonable, meniacal, . banshes. In ' that H11t~serund they
S changm from being like anidke to bﬂlnq like a woman, aﬁd 1t
ruins e»er/+h1ng._”"“- - .
L JDnng- 1Ignor1n Flash™s rdmbllng)' Lock, Fiash.
s . .. what I said earlier  with the drlnLlng an’
: - Jdust errlud about /uU tRat s 511
Flazh: -Frap Yau're nat sarry. =

I'm sorry abqut
gverything. I°m

t. And ﬂ”Hrybcdf agirees

meant i
~with you. They look at me and they s== a big drunken lout.
They look Jt Gakby and they see a cweel little Eible thunper
wbo’s Just been dunped by Rigter after going through the
living hell of a relatlon ship with me. I just get lost in
”"TDnnGEhp equation s of coursz she’c gaorna get the ’yﬂpkth/ )

Sao thohe two h:VE dnflnltely broien up. then?

-

&e"wﬁole thlng in.- Nhat I dldﬂ t Lno@f”

'

ai




ash: Well; vyou heard him. - - - fTT S TEETRmE oo vroemenm e e

nna: I wasn’t too sure. : : '

ash: Yep! I got a hysterical phone call yesterday afternocon. oq b
(Imitates Gabhly) “Oh Flash'! I made such a mistake., I can™t a
believe I lost you. Rigter®s such  an arsshole.? I knew it L: Z
would come. You've got to handle that chick differently. She S
likes to act things out a bit. Da you know that when we used _ ‘i; -
to go out she hardly wore panties? B T

nno: Gabby?! Are you sericus? S S

Lash: Ja ) . _ S

innos: I dldﬂ t think Che had it in her. ' - IR

lash: She didn’t have" -aﬁythaﬂg in her until she started going '

: cut WIth Rigter. (They both start to laugh but Flash trails
off gé the implications of his cruu: Jdoke sink inm) Do you

. reckon. they actually,_you Ln ow, like made love? BTN
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APPENDIX C




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: WhenI 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 [ 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 | 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 that

it does give people a confidence that they don’t have to earn. I even noticed in my exile



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 actually capable of writing satire — it’s very ephemeral, it doesn’t interest me. I also
wanted to write about other things and thc 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!" —1I 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 modern - I enjoyed the theatricality of it - which is now translated in



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: 1 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. 1 think after having written Somewhere on the Border, 1 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 [I] 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.



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 is 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



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: 1 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 intérested 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: [ 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



stereotypical or one dimensional). Do you think that in institutions like Michaelhouse,

characters migrate towards types?

AA: Weil 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



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 going 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 beccuse 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’é
unacceptable, it challenges the foundations and all the beliefs that a school like that is



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: AsIsaid, 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.



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: ] 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 1
responded so calmly to it.



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 harp 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, because I don’t have a son. I suppose my answer
would be that, bad 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. If1 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: ] trained as a director and worked as a director long before I wrote my first play,
Somewhere on the Border, which 1 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 of time between writing a play and

staging it. I had a very good idea of the meaning of the play and the characters and what

10



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
érrogant — 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] schools.
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 hard 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 Elizabeth Sneddon Theatre

February — March 2000 Natal Playhouse Loft Theatre
September 2000 Hilton College Theatre, Hilton Festival

War Cry was nominated 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 Awdrd 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. Powerful, 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. Onthe warpat'h; Daily 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. 2000. Rivalry and revenge. The Mercury. 22 February.
10. Suter, Billy. 2000. Red-faced in the ladies’ loo. The Mercury. 23
February.

11. Von Klemperer, Margaret. 2000. A writer in full cry. The Natal Witness. 22

August.



1. Pillay, Terence. 1999. War Cry heralds a serious talent. Sunday
Times. 19 September.

Newmay;two years in the making

HE furst thmg that strlkes

) you when you meet actor/

playwright John van de Ruit

is his confidence. But he is the first

to point out that this should not

~detract from-the other, very emo-
tional side to his nature.

A self-confessed paradox, the

typically moody Arian has begun

carving his niche in Durban’s per-

-forming arts . industry and has

proved to be a force on'par with, if

" .not bigger, than most celebrated -

writers in KwaZulu-Natal. .
His latest offering, a play.called
War Cry, which he wrote and plays

a role in, will debut at the Eliz-

abeth Sneddon Theatre this week.
But 24-year-old Van de Ruit says
that far more than simply being a
new play on the circuit, War Cry is
the culmination of two years of ar-
duous work which he'hopes will
establish him as a serious writer.
“I've been working on this pro-
duction for a long time and I'm
finally ready to let audiences in on
this big event in my life,” smiles
the honours graduate in drama.
“I schooled at Michaelhouse
and the play revolves on two cha-
racters in a private schoOl, but

this is not to say that it's auto-. -

biographical. It's creatively bio-

“graphical. 1 feel positive about the .

project, but also quite anxrous
about audience reactions.” .’

Van de Ruit is no stranger fo the
limelight. .

his family when he was still a child.
This passion for performance sur-
vived and he says he seized any

opportunity at school to get in-.

volved in concerts and anything
that requ'lred even a modicum of
acting.

It was a natural progressnon to
continue this affair with drama at
unijversity, where he was first
brought to the attentlon of Durban
audlences

“1 guess 1 started gettmg more
serious about the medium when |
got to university,” he explains.

“l wanted to cultivate this natu-
ral aptitude | had for theatre and it
was here that ] wrote my first play
Private Universe It made me roa.

As a child, theatre personality John van de Ruit
- dreamt of being on a stage entertaining audiences
with his songs and plays. TERENCE PILLAY spoke
to the remarkable artist who has realised his dream
and won wide acclaim for his fine efforts

é 1 would like
‘more than
anything to

see a theatre-

going culture

develop in
D‘ur-ban' ?

“seriously. I love the adrenaline -
" rush 1 experience in front of an

audience, but I1 have started con-

. . centrating more on writing." -
~ His face lights up as he.recalls .
singing, acting and entertaining .

For Van de Ruit, the cherry on
the top was when he won a Play-
house student writer award for Pri-
vate Universe and a coveted Vita
nomination for best new actor for

his role in Master Harold and the

Boys this year.
He is emphatic that theatre in

.Durban needs an urgent overhaul
“and not enough artists get the

recognition they deserve. -
~ “Theatre in Durban is in trou-
ble,” he says with conviction,
“But then -again this province
has always been marginalised
withregard to the arts. 1would like
to see a theatre-going culture de-
velop here. We have a great core
of really amazing actors, like Su-
san Monteregge and Fllis Pearson

A rname hitF Furmn armA 1F mmalrac o

‘what characters’ develop,”

Johannesburg to be spotted. It’s
time Durban took care of its ar-

“tists, especially those who have

made strides in the industry,”
Relocating to Johannesburg —

the hub of arts in this country —is

not something the talented thes-
pian wants to do, but hé feels that
soon he may have no choicer -

He does however have -a few

‘aces up his sleeve, like the novel

he’s been dabblmg with.’

And people around him beware,
Van dé Ruit loves listening in on
conversations — but not-as a ma-
licious pastime, ‘he pomts out.

He says that he latér uses some
of this material to write dlalogue
for characters he makes up in hlS
plays.

“I love writing dialogue to sle]:e
e
says. “I simply do it for fun. But it

"is a great bank to have when I'm

looking for material.” -

As for his spare time.<- all 10
minutes of it — he relishes listen-
ing to his favourite'pop group U2

_and enjoys the great outdoors. But

something that peodple don’t know
is that he also loves watching silly
spoof movies — the likés of the
trashy Naked Gun and Police
Academy. “I'm a traditional South
African boy at heart and play rug-
by, cricket and golf and swill beers
with the best of them, but there
are two sides to me and I love the
balance,” he says. - :

Van de Ruit is pleased with the
direction in which his life is mov-
ing and feels confident of greater
successes in the future. And if his
new play is anythmg to go by, it
won't be surprising if thishappens
sooner than he expects: '

® War Cry runs at the Elrzabeth
Sneddon Theatre from September
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2. Smart, Caroline. 1999. War Cry Triumph. Daily News, Tonight.
- 23 September.
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TRIOMPH *

WAR CRY (8) :
Ehzabeth Sneddon Theatre
Re '_ few: BY CAROL!NE SMART

_THERE isanew playwnght to be reckoned w1th on’
itheSouth African theatre scene.

ohn van de Ruit’s first full-length play War Cry,is
hly impressive. Finely directed by Tamar Meskin,
ms part of the 50th anniversary of the

1versity of Natal's drama and performance
Studies department. '
"%Mervyn McMurtry’s cleanly designed set prov1des
:a‘%.w private boarding school background for a battle -
\,ot“- ills between Anthony Bates (Van de Ruit) and
ick Butcher (Ben Voss) who play out a scenario ,
W h'bullds in mtensfcy toa hlghly dramatic

»' Lﬁorceful

+~S@en in a very different context to thelr well-
lcnown comedy show, The Final Cut, both give fine -
and mature performances.

Drawn into the metaphorical bomng ring are their
room-mates Sid Govender, an endearing portrayal by
Santhxran Moonsamy; and Alan Greenstem we]l
piayed by Tyron Akal.

Rakau Boikanyo gives a sustained and forceful )
_performance as head of house, Stuart Luthuli, and
Bruce Piper is suitably blustering and pompous as
the Oglampulahve headmaster Gerald Everett. -

ne of the most i nnpresswe and under-played
performances of the evening came from Patrick
Kenny as teacher Steven Ball who recognises the
spmt of genius in Bates but is helpless to halt its
§Eruct10n :

Dlrector Meskin has
mottded a production
ot; an extremely high
standard

1t only runs at the.

Ehzabeth Sneddon
Theatre until Saturday
do not miss it!



?@Werfui but falls ﬂa‘t at the end

'ihﬁaimmm_,

By SUZY BELL
Arts and Leisure Editor
Review: War Cry

AT ONE stage 1 thought War Cry
was about-to spiral into a homo-
-phobic soap. opera Thankfully it
didn’t.

Having so much enJ joyed Anthony
Akerman’s Old Boys, I was im-
pressed to see how cleverly bright
young playwright John van de Ruit.
treated the same subject matter -
boarding school.”

The story is not just about
boardmg school but wider issues of
truth, honour and reputation. Van
de Ruit has written a fine script
with well-drawn characters. -

. “War Cry is a powerful production’
superbly directed by Tamar Meskin

with strong performances from the
entire cast, notably Ben Voss,
Patrick Kenny and the playwnght
himself. .

Van de Ruit also co-wrote and
performed in The Final Cut and he
was nominated for a 1998/99 FNB
Vita Award for his impeccable

‘performance in Master Harold and

The Boys. There are some won-

-derful comic moments as van ‘de

Ruit has a great ear for the natural
flow of dialogue and he skilfully
combines quiet dialogue w1th
more fiery moments.

But the ending aside, from

-seething with Betty Blue pretension
. —remember the arty French mavie

where Beatrice Dalle’s eye gets
jabbed? — it somehow manages to
fall flat. .
That’s the only weakness. :
War Cry is on tonight at the.
Elizabeth Sneddon Theatre, Univer-

sity of Natal, Durban at 7. 30prn

3. Bell, Suzy. 1999. Powerful, but falls flat at the end. T?zé 1
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 -
War Gy

" ohn van de Ruit’s War Cry

thlch 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 more about Voss
later.

The play i is set ina prlvate
school somewhere and could
have been any of the so-called -
“better schools” in the Durban
region where fathers still turn
up to watch rugby wearing col-
lar-and tie. Why? Because they
want to impress the board of =~
governors. Another colonialism.
Such pretentlousness is amaz-
me

Van de Ruit played the lead
role of Anthony Bates with sen-
sitivity and Santhiran i
Moonsamy played the easily led
and gormless Sid Govender to
perfection. Our 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 supposed]y
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 bemade .

. of the performance of Rakau
B01kanyo who played the L
“coconut” Stuart Luthuli, (who
these schools depend on for
legitimacy) with an acting skill
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~ Programme Notes. 1999. War Cry. Elizabeth Sneddon Theatre.

50

WRITER’S NOTE ‘

‘When War Cry hits the stage it will be the end of a long and wonderful
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 schc')ols', most notably Anthony
Akerman’s Old Boys and Julian Mitchell’s Another Country, my primary

* 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 always 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. 1 would also like to thank the Drama and
Performance 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 are forced to confront the best and worst in ourselves and others,
which makes for compelling theatre. '

If the world is a 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, for 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 finger writes, and 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 dre
only proved in the exception. Perhaps it is the rles themselves that must be
questioned, the notions of what it means to be a man and what constitutes
true courage. : '

This play pits two world views against each other — one that sees onl; 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 all the pragmatic, necessary ways. I want

also to thank with absolute appreciation 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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WAR CRY (article first published : 2000-02-21)

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 riot
_come up to expectations.

| needed no such fears with the season of John van der Ruit's War Cry now running in
the Playhouse Sanlam 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 dialogue considerably and added several scenes, the original cast
members are comfortable and settled in their parts and Tamar Meskrn 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 Merrick I never fose” 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 1o 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 nicé detached quality as the upright Alan Greenstein forced to renege on his
principle never to lie. As Stuart Luthuli, Rakau Boikanyo endures Merrick’'s constant

jibes and racial slights with equanrmrty and forbearance and is quietly imposing when
the tables are turned. . S

Newcomers to the play — Tim Wells as Steven Ball and Peter Gardner as Gerald.
Everett ~ bring their own strengths to an afready gripping and tension-filled production.
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 schooi — all efse is

expendable. It is a pity we don't see either of these actors more often on the Durban
drama stages. - .

Mervyn McMurtrys well- -designed set, created as it was for the Sneddon stage. is
- somewhat cramped in the Loft but still provides three clear performance areas and
Julian August's lighting is sénsitive and well placed. '
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Von Klemperer, Margaret. 2000. Fresh and invigorating. 7he

Natal Witness. 22 February.

John Van de Ruit {left) and Ben Voss in the excellent War Cry at the

Sanlam Loft in the Playhouse.

b Theatre

War Cry
Venue Sanlam Loft, Playhouse

¥ T’S not new to use. school as a
microcosm of the world; to see

coming-of-age as loss of inno--

cence, but War Cry, written by John
van de Ruit and directed by Tamar

-Meskin, brings spark and freshness

to. these well-worn themes

_ The setting is'a boys’ private
_school in the new South Africa —

which mercifully is seen as a place
and time like any other. It has its
own peculiarities but is not-treated

ag a scab to be picked.at. It just is. -

Van de Ruit, his own schooldays not
so far behind him, perfectly creates

- the atmdsphere of adolescent teas-
ing — funny;:often quick-witted,.
sometimes crude and, on“the-sur:-

. facé, friendly. But menace and cru- .

elty are never far away.

Van de Ruit plays Anthbny Bates .

a clever, idealistic boy .-who has
wrestled with his consciénce and
accepted a prefects badge, even
though he has no faith in the rules.

- Opposing him is his long-time friend

and school .rugby hero, Merrick

Butcher, “‘played with t‘rlghtemng'-'

mten51ty by Ben Voss. Butcher is
envious and is determined to push

_Bates into making the only decision .
.an idealist faced with a difficult -
- choice can ‘make. Once Bates has

led shirker Sid Govender (Santhiran

Moonsamy), the decently weak Alan-

Greenstein (Tyron Akal) and the
(Rakau Boikanye). He is the appar-

ent triumph of the system, the

smooth, assured upholder of truth,

integrity and rules — and, even’
more than the angry Butcher; he has

made his leap into the world of dis-
guised cynicism and deceit, imper-
fectly hidden by the honourable
ethical surface.. .

Tim Wells plays the housemaster
sagging from his own idealism into

ner is' the headmaster, his long-

“head of house,  Stuart Luthuli

- weary compromise and Peter Gard-

established disreégard for truth and .

his manipulativeness disguised as
reasonableness having got him to

the top of his profession, All the per-’
- formances are excellent as the char-
acters, in their own ways, make.
.- their -choices.:-1t-is no .coincidence ..
“that the boys are” studymg Catch 22+

_as their setwork. .
The precocxous talents of Van de
Ruit and Meskin have served up a

_pacey- piece of theatre.in War Cry. ..

There is humour and pathes in this
realisation ‘that fair play is just
another construct. It is a young
piece and it brings trémendous

energy to what has recently been a .

tired local theatre, For that alone:

(and it offers much more), . it
deserves support and applause.
) - Margaret von Klemperer

« War Cry runs at the Sanlam, Loft -

o




ITH some tightening of its looser

ends - since  its- debut last

September at the University of

Naml, Durban graduate John van.

de Ruit's lay about rvalry, deceit, revenge

and the shaping ‘of character makes for an.
engaging two-hour drama. .

Howevet, notwithstanding some early rave

press, War Cry isnot quite the triumph for .-

Durban theatre some have painted It to.be.
Certainly Van de Ruit, who also heads the
cast of seven males, has penned a lively,
intelligent and well paced script with mos y
finely developed characters.
That this is a young talent Mth much
potential there isno doubt. . .
But his subject matter is not new.- tva
in a local private school was a theme mu:
better explored in Anthony Akerman's Old
Boys —and {t's just a little cliched.
Also on the downside is that War. Cry's-

%?Rlva

ry and revenge

" STAGE: WurCry (7) - Playhouse Sanlam Loft -

" Mervyn McMurty has desrg'ned an -effec- -

tive set comprising two raised-stage sections,
-each backed by walls of frosted window
-panes. To the left is.a dormitory with four
, beds; to the righta headmaster's plush office,
" with desk, chair, carpet.and plant

In front; below these sections, we have a
desk. and several armchairs, deplcﬁn
office of an English teacher at an elite
African boarding school. - .

Cocksure

plotting tends to become largely predictable, -

while the d.!alogue in its early moments isa -

tad waffly. - .
And duector Jamar- Mesldn, while other

dable

Fmanges, ‘makes @ wrong

-move with he¥ choice:0f recordéd music dur- ;

“ingblackoirts' between scenes. It's so overly
Toud and melodramatic it becomes comy to
the pomt of faising umntenuonal smlles

g a.good. job. -and’ drawing com-".

-The play centres on the dvalry between
. two matric friends at this school - amijable
‘and consdentious student Anthony Bates
Wly:al ‘;;pei.med prefect, an

an de
Me.mck 'Butchl

ving Been given‘.'a_ :
L easy oing Alan
Greenstem ('l‘ymn Akal) and ]ovml amusmg

uth

0s3), the cocky.and 8
coc_ksmezmgb)rh wh secre!ly resents no .l;.pla,n are Alanand Sid;while'a also

. *'thei suecess of the rev

and rat.her dim-witted Sid Govender (San
thiran Moonsamy).

Trouble raises its head when Me_mck,
pushing his luck, lights up a cigarette n front

“of Anthony and blows smoke into the pre-
fect's face. This leads to a battle of wills that .
results in the rugby hero being reported,

dropped from his
punishments.

Merrick then swears to destroy Anthon W‘IK
and sets in motion a devilish plan that
muddy the name of his old chum.

It will also affect the easy-going Englbh
teacher, Mr Ball (Tim.Wells), and tarnish the
school's reputation; something the ‘crusty

his team and given other

- pundpal Mr Everett (Peter Ga.rdner) simply

rot allow
Relucnmly

Topednt

élattack
the domy’s stident head,
impressive, but‘too.—man_xr&looking. Rakau

4 Company
" Productions, 5. being staged until March 5.
s.input by _Bookmgis atCompunckeL ]
"Stuart Luthodt (an :

Borkanyo), with whom the racist Merick
doesn't exactly get along. .

. The ensuing drama plays very heavily on
Catch 22 situations - Catch 22 being the set-
book of the matric pupils. It's a case of no-
one wins, and even when they think they
do, it s at a cost. .

Van de Ruit, last seerl in Master Harold and
the Boys, and Voss last seen as the lead in A
Time To Die, seem to get better with each out-

* ing, but the supporting .performances fromm

Akal and Moonsamy are every bit as good
here.

Wells' does his best in the underwritten
role of Mr Ball, a character greatly lacking
balls, while Gardner provides the requisite
stiffness and :low mundation his role dic-
tates.

Although deplcdng a world where the dor-

- mitory and the classroom are Dbattlefields,

War Cry, & Van de Ruit points out in pro-
gramme notes, Is also a human story about
growing up, and the sad realisation that
some men will never progress beyond the -
window bars of their youth. .

The .play, presented by the Playhouse
in’, asSodation with . Underdog

BILLY SUTER

9.

Suter, Bﬂly 2000. Rivalry and revenge The Mercury.
22 February
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23 February.

Suter Billy. 2000. Red-faced in the lad1es l0o. The Mercury.

BILLY SUTER

cal theatre personality JOHN VAN DERUIT,
'FNB Vita-Award-nominee last year, is
iging War Cry, a play he wrote and in which
stars, at Durban’s Playhouse Loft untit

arch 5. He is today’s subject in our fun fort-
;htly sefies puttmg personalmes on the spot.

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 Michael-

yuse were at the very heart of War Cry. From the

oment [ began to write, ] knew it was only a mat-
t of time before I returned 'to the ghosts and
andeys of my high school years.

The story is-a combination of lived expenence, a
10d deal of embellishment and an intriguing plot
ith a multitude of twists and turns for good mea-
ue. [t has taken me two years to wite and I’ve
ved every minute of it.

" What would you say to peopie to encourage .

lem to see the play?

“War Cry is an extremely gripping story that takes
le audience into the world of five boys and two
1sters at an elite, private school. Although classi-
ed 2 drama, the play is packed with humout and-
itrigue, which is guaranteed to entertain and,
ideed, shock some people. .

You had some rave reviews for War Cry when

‘was med at the University of Natal last year.
Vhat es you most proud about it?

What pleases me most is when I look back to
then the play was a few scribbles in the middle of
n old notebook and how, over the past two years,

- has developed into a script, and y into an

. ccomplished piece of theatre. The fact that the
sponse to the play was so posmve is merely the
hen'y ontop. T .

Novel

What other writing have you done, and do
"ou enjoy it as much as performing?

I have written two one-act ‘plays - “Private
fniverse and Catacomb - and a sitcomr called
{obbing Hood, which is currently being pitched to .
»tvand the SABC. Iam also-now adapting War Cry
nto a novel. I-love writing and wﬁ icture.

nyself in 30 years time, I see a gnzzled d man
~ith a pipe, furiousty thrashing away at an old
‘omputer. But still nothmg beats the feeling of live-
Jerformancel

What have been two ght.s of your stu-
:lent career and two hi; gh

ts of your.profes-

ence on my cgmer has
Meskin, who directed War Cry anid has been instru-
mental n ]u.st about everytl'ung I have done-

been mymentor “Tarnar |

]OHN VAN-DE RUIT ... . funny, intense, ambitious, m00dy and a touch off-beat.

Red ‘famd in the !adaes E@@

What words best descnbe you? ..

Funny, intense, ambitious, moody and a touch
offbeat. | !

What are you-rvxews on the state of theatre in
South Africa and what do you see as the best
ways of getting bums on seats?

South Africa has so many talented amsts and

. wonderful creators that it is such a shame we do

", not possess a culture of the theatre. Theatre needs
. - to be marketed in all its forms as an event, no dif-

ferent from those of sport and music. This has to
be accompanied by theatre of high quality and
entertainment value. - . ]

What have been among your most embar--

rassing moments - on stage and off?

On stage, it was forgetting my lines during a per-
formance of Master Harold and the Boys. In a pan-
icked atternpt to buy myself some time, I bit into a

rotting fridge cake. Trying to get rid of a mouthful -

of cake in front of a packed audience is as tough as
1t gets!

- ladtes’ tollet at th: Kwasuka Theatre by a large

What are some of your
favourite plays and films of all

. time?

" plugged in, I
- Off stage? 1 think It was being caught in the -

Plays: Harold Pinter’s Betrayal and Arthur
Miller's A View From a Bridge. Films: The Silence of

- the Lambs, Apocalypse Now and Withnail and I. My

favourite playwrights are Pinter and NF Simpson.

What sort of music do you listen to and what”
music do you detest?  °

[ like most music, especially that by U2, But [
wouldn’t charge out to buy a rap album.

What traits do you most despise in others?

Indifference, ignorance and pessimism.

Where is home for you, what is it like and
with whom do you share it?

[ live in a fat just of Ridge Road with fellow actor

.and good frend, Ben Voss. Entrance is dea:ly at

your own risk.

Advice

What are the best things you can cook?

I cook 2 méan pasta and as soon as our stovc'ls

11l dabble with a few roasts.
What is the best bit of advice you ever

received.and who gave it?

Our ﬁ.!stteam school mcket coach, Andrew

At the time we didn't really enjoy his sage wis-
dom. However, when faced with an audience of
four and there is no rent-a<crowd in sight, it's
something [ like to reflect on. .

What pin-ups were on your bedroom walls
when you were younger?

In my early days my walls were covered with
sports stars. However, in time, they were replaced
with pictures of beautiful women in varying states
of un
What is the most tmuble  you have ever been
in? -

Women trouble! I can't everi begin to explain.

What are your hobbles pastimes and
iavom:ite things?

- love wildlife and getting away into the bush. I
also “enjoy fish sleeping and all sports
(although I have, of late, scratched golf off my list).
Falso like drinking wine late into the night while
having intense discussions about nothing in par-
ticular,

‘What are your iews on ¢alls b refntroduce
the death penalty in So;tlll Afnca’f i as
Accor to my, socology professor,

i By th i alty leads to
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With the backing of a Vita, John van der Rui

Von Klemperer, Margaret. 2000. A writer in full cry. The Natal

provmg hlS worth

by .
MARGARET
VON
KLEMPERER

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 Artg Festival on Septembe'r 13,
picked up a fistful of Vita noniina-
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
fringe 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 hooked
on the theatre. But knowing that he
was at boarding school and having
seen War Cry, which is set in a South
African private school, I have to ask
the obvious question: lS the play
autobxograplm:al7

“No,” he says. “I have taken bltS of
reahty but the overall story 1s not
something that happened at school -

" He explains that the choice of subject
for his first full-length play dame
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 thers

. was also a positive side: the taste of
success, the bonding. With hindsight,
Van de Ruit reckons he was happy at
school.

War Cry looks at intrigue, rivalry
and deceit played out in the some-
times stifling school environment.

. Unlike other plays with similar set-
tings — Julian Mitchell's Another
.Counrry which looks at homosexual-
ity and the Burgess and Maclean spy
scandal, or Aathony Akerman’s Old
Boys wluch 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 by Rakau

Boikanyo) is btack and anothex of the-

boys (Santhxran Moonsamy) is
Indian. But race is not an|issue and,
although Van de Ruit wasmoncerned
that he might face accusations of
reinforcing stereotypes, the play has
met with a positive response. “I

wanted to get the feeling of everyone -

being in it together, "| he -says,
explaining that was his experience of
school. "

For him, the acknowled cement the
Vita’ awa_rd gives .to his wrmng is
something 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 st.ul 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 50 I
would like to be a professlonal
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 fesuval is

Foul Play, which follows 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 -

War Cry.

The cast of Foul Play is Van de
Ruit, War Cry dxrector Tamar Meskin
and Ben Vosg, alsd a veteran of War
Cry and Final Cut. Voss and Van de

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
have to be scattered. The simplest
way the two can think of raising the
money is a little robbery. And what

better target than an American

tourlst’
" The three have workshopped the
comedy together and after Hilton

will be heading off to Hermanus with -

it for the Whale Festival,

Photo: MARGARET VON KUEMPERER
Busy actor and playwright John van de Ruit. Two of his works witl be" -
performed during the Natal Witness Hiiton Arts_Festlval next month.

. A
And in the midst of all this, Van:de
Ruit is still working on his mastsrs
thesis through the Drama depart
ment at the University of Natal in
Durban on the depiction of private
schools in South African drama and
ficton. It is an'impressive catalogue
of achievement for someone who is
still asked to prove that he is over 18.

¢ Booking for the Hllton 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 Script. 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. 1996. Akerman’s winning drama calls back the past. The
Mercury. 12 June.

4. Bell, Suzy. 1996. Telling it like it was. Daily News. 13 June.

5. Bauer, Charlotte. 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

play Old Boys takes a .
cal look at the long-term
:ts of private boys-only
:ation. It will make you
ge even if you didn't

1d the hallowed Natal
0l on which this play is
:d. Old boy Anthony
rman speaks to INGRID
VLIN. ’

isno secret that the play Old
Boys, which has just pre-
niered at Durban’s Play-
10use, is based on Michael-
e and the éxperiences of
y old boys including those of
nnesburg-based playwright
lony Akerman, who spent
mostly miserable, years
> [n the 60s.
though the name of the
ol which has educated some
e country's most influential
orate. captains is neyer
tly mnentioned in the play,
1se of its uniforms, archival
ographs, slang and traditions
d make its identity obvious to
ut the “Natal Nitwit”,
t Akerman is quick to point
that what happened in this
tigious school was mirrored
ery other British-style public
0

e 60s may have been a time of
llion but at the school which
fit to expel pop singer
fred Mann, the rigid tradi-
of prefect power and kack-
(fagging), floggings and
ours (lines with a difference)
the order of the day. So was
idance by generations of
ess males, :
y father Ioathed it here, 1
_know why he sent me here”
{us one of the characters in
a

al response from another.
his script Akerman seltles

ores (and expiates old angst) -

_his references to- Natal
its (dull and conforming
), divine swines (hypocritical
hers), Rectums (rectors) and
elling version of grace: "For
we are about to recelve may
ord have mercy on us.

t to chat to-Akerman during
ak {n rehearsals when X com-
on his obvious enjoyment of
nany) funny lines."Well,” he
nds dryly, “Its not boring me

= mwmand dilaniar Nouhian

Y. .
s called tradition,” was the

ily falls in the ODF category,' isa .

delight (as is his play) to inter-

view. He ‘is- articulate, .frank,-

funny and irreverent. )

Emboldened by this I read him
a prograinme quote by the author
of Enémies of Promise, Cyril Con-
nolly, who alleges that public
schoolboys always remaln adoles-
cent, school-minded, self-con-
scious, cowardly, sentimental

. and, in the last analysis homosex-

ual”.
Which of these “qualities” does

- he "boast” of [ ask?

He laughs and fobs e off
adroitly: “Connolly was talking
about the ruling classes; the suc-
cesses. And I don't count myself
aiong these.” -

He explains that his play is
about “how the past lives on in
the present to the extent where
you are conditioned by places, by
ideas and by what you choose to
forget.

“Apart from the personal angle,
it was very templing to write
about an institution that had a
strict hierarchy and a special lan-
guage. It is a nice framework to
work within", : .

Anthony Akerman was sent to

My father
loathed it here, |

he sent me here

line from Anthony
Akerman’s play,
“O{d BOyS n

don't know why -

Michaelhouse because it was ‘a
family tradition. "My father was
unhappy there but he felt that he

owed it to me because it was an -

elite school angd because the Old
Boy Network would be a powerful

“In truth it was not active in the
theatre world and it never did me
any good in Europe”,

This tall, burly man admits his
first year at the school which is
celebrating its centenary was his
most miserable ever. "I lived in
fear. The bullying was quite
severe. There were humlliating
things like having to push a chalk
around the floor with your nose.

“1 wasn't flogged all that much
though; about a dozen times in
four years. But I'll never forget

~nnavearlant n B9 Hn for 3 whala

[1e

‘e

“the new constitution.” He smiles

wryly. : :
He reacted to the bullying .
regime by becoming a complete
rebel. “So I wasted my time. I
stopped working. In fact I failed
my matrie there. -

"When I went back in 1990 I
hadn’t been there since Old Boys
Day in 1968 when [ only went back
to smoke in forbidden areas.” He
grins gleefully at the memory and
lights up another cigarette.

“The school seems to be a much
gentler place now. There is niore

| of a protective altitude to chil-

dren and more of an interest in
the arts. In my day to be head of
school you had to be in the first
15. And now there are even
raunchy pin-ups up in the prefect
room. So this play is not a reflec-
tion of Michaelhouse as it is now.”

In any event, he says, he would

Tnever send a child of his to a

place like Michaelhouse (the fact
that he doesn't have any makes it,
happily, an academic dilemma):
“For the simple reasen that I
don't believe in single sex institu-
tions. It's not very conditioning for
adult life. Many of the guys I
spoke to who had been to one
spoke of women as if they were
another species”,

It is only lately that Akerman
has, as he puts it, “coine out of the
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
element of exorcism. And
in a way [ have been able to

. have the |ast word.”

Although the play is
based on his personal expe-
riences it not autobiograph-
ical i1 a literary sense, he
says. He inlerviewed scores
of old boys and was even
given carte blanche to
speak to present pupils.

“I believe the rector has
not had time to read the
play but a lot of Michael-
house boys -are coming
down to see it.

“Although they have no
problem with it, perhaps
they would prefer T hadn't
doneit. In a sense they have
taken the same kind of ideo-
lnsinral ctand Lhal the Vati-
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NTHONY Akerman's Old Boys is set  ence would be too busy trying to fdentify puplls S o -7~ wilh “charactér, paradox, ambivalence and .
A an- . s the school o listen to the play. : And wblle Coleman had- Honours for *.: all those things whieh make up life”.

ive rwate school for | 3
{Jr:)y;nme):hl:smldlgnds in the 1960s. Akerman says he is not out to knock drama in his schooldays at College, he ©~  But the theatre pays so badly, says
Akerman was himself a pupil at Michael-  elitist ‘education. “What interests me is . feels that there were two schools — one = Akerman, that writers get tempted away to
. house during the sixties, and makes no how the past lives in the-present, -how it which appreciated what he did, and one . other thmgs to make money. "It is impossi-
-secret of the source of his inspiration. . . shapes the present. And how the experi-. - which followed a more _tradmonal path. ~ ble for serigus theatre to survive without
His cast will be dressed in Michael-- -ence of that kind of institution '— any Rehearsmg Old Boys h . state’ funding,”- he says, explaining that
"“house uniforms and the name “Michael- single-sex boarding school — shapes you at -back. without - rt,'there would ‘be no National
“--house” will be used — with the permission @ very impressionable age.” : hakespeare Company in
more Miss Saigons”.

1
ees his play bemg about characters

.of the school. He considered creating a ﬁe—
.titious setting, but was concerned the audl-

A new play, Wthh is about ..

: to open in the Playhouse s

Loﬂ‘, has strong Natal
‘Midlands connéctions — .
- .through the cast, the autho_r_
-.and the subject matter.
' MARGARET
.VON KLEMPERER reports.

Von Klemperer, Margaret. 1996. The past shaping the presént.

The Natal Witness. 6 June.

" school’s values, gnd ‘when ] Jeft.-1 shod!

- in Europe and

. hel l’ul 1
. has]

" “The ‘two  disciiss it sand: ‘while. certai

Playing a homesick fag whose attractlve
older sister .is an object of interest to the

" senlor. boys"is Antony Coleman,” who' six

years ago left Maritzburg College for Wits

University and 'the bright lights of Johan-.

nesburg.- While he was never a boarder at °
College, the day boys ‘still ‘had ‘to spend .

therr breaks “runining after the sixth form- -

about the humllla—

ers”:and he knows a
 tions juniors face.
Working on the play slx years an.er he

“len College he admits that he was hit by a -

gense of * hoxnble familiarity” when " he
- started work. “It's 'amazing ‘how the feel-
ings you have worked through come back.”,
Most people’s’ memories of :school are
powerful —.and seldom entlrely pleasant
- Akerman has tapped into ‘the rreminis;
_ cences of many old boys in hl research for
“ the play, and asked about
years, “he Jsays ©
unhappy”
“I.was not an iever.in term of,the

dust off my shoes.’ rziut

. found hlmself

wlll’react to; ,Old ‘Boys They have bee
m-in his research; the script’

éen sent to them a'nd the p'oys will se

the* play ‘durmg its .run.® Akerman grins
perhaps the school is following: the exam

ple of the Vatican'and kéeping a rhscreet,-

silence’ in "the face ;of ;criticism. “I'm no

taking chéap shots; bat if the cap fits . .+
‘Coleman's’ schooldays are less dlstan

_Have ,things ;changed : ‘since the ,Sixties

'And they feel that even if the play causes

% Akerman says, “Who does the place belong -
. 'to? ‘Those ‘of us who. went through the .
““sausage machine”.

n is.There’s a lot of lip service to ‘local is .
lekker’,biit theré’s'also a kneejerk colonial 1o get plays staged, but interesting new
reactlon that British and ‘American plays . work does still have a chance. It can also .

are going to be'better. That's rubbish

more. promlsmg ‘Is television. Coleman in .
particular is enthusiastic that this is the
" medium of the future in South Africa. But .
even so, he'is concerned that not enough
time. is taken ‘over productions, that the

lrlendshlps and ‘betrayals; -aboul iow ol
0 escgnft p_aib\t t lives on_in- our‘present
Celenrafi” describes he—play-as AN emo.
ional rather -than a didactic experlence

iinease among powers that be, those who_ e

, ‘have been through this kind of experience’ productlon {eam does not have the time.to

— the old boys — will enjoy the play. As -sit down ‘and discuss a script,
.Akerman is hopeful that local work will
- soon get more of a look in. SABC 3 is begln-
ing'to commission writers and he is hop-
Old - Boys' is not ‘Akerman’s first’ play .. ing to get a four-part adaptation of William .’
lth a local settlng— but the problems fac- ‘Plomer's Turbet Wolfe made for television,
.'ing theatre mean that his Grahamstown hit . The book cauged a seandal in its time, and
*from 1995, Dark ‘Outsider, which is-a fasei-* Akerman feéls the story, set in Zululand,
ating look into the life and exile of Natal has reverberations for now.
éll, ‘hag not been seen m :;'The way the various television chan-
els are_positioning themselves means
hat SABC 3 can afford to be more upmar-
et, says Akerman. “So much has had to
3 ave broad, -prime time appeal for the kids
roduction -to " “the : Playhouse, there Just . and the grarmles he says. “But now we
asn't the money for a Durban run.'So a ! can use polysyllabnc words and be broad-
lay'by ‘a Natalian about a Natalian, both™y, cast at 9 pm at night — and these are the
“hem descended from Byrne settlers, has rogrammes we can sell overseas.”
of = -4Radio_also has ‘potential — Dark Out-
¥ sider has’ ‘been broadcast — and Akerman
is workmg on another idea for a series, -
also set in Natdl. This one would be based
on the Bambata uprising.
f “One nice thing about radio is you can
.-use a big cast ~ and bave wonderful sets!”
-'says ‘Akerman.-But the downside of film, .
radio and television is that one in 10000 -
scnpls ever455ts made — a dispiriting .
statlstlc for wrilérs.-. .
~ 3 It's one reason why wrlters ‘and aetors
see theatre as-having the edge. It's not easy

{And ‘mos! ..theatre managements are
t putting thelr money where their mouth

be “done ‘without costing a fortune. “We
could have-done Old Boys really cheaply —
in'a garage, if we'd had to,” says Akerman, ~
And even |f the play’ treads ona [ew toes,

e’re just a3 capable of doing stuff that's
od. We should he’ developlng our own tal-,

ne‘area where things do look a little - - :

things, like l'loggm are no morc. there ar avmg problems Yit's new “and ft'slocal.

r
still “plénty  of - slmllantles with -South - adjusting’ to the new ‘situstion in the coun- . '5-Qld Boys opens at the Playhouse Loft on
African schools seemirng generally conser. try and theré is a need to move away from - June 8 and runs uotil June 30. Bookmg is Anlhony Akerman (above) wrlter and dlreclor ol Old Boys whlch ls to open In Durba

- vative in thel_r attitude tothe rights of their polemical theatre to writing that has fo do  at ComputlckeL . soon, and Antony Coleman (lell), who lakes the lead role asa homeslck fag.

PRGDUCED BY THE
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Akerman’s
winning
drama calls

back the past

STAGE: Old Boys - Sanlam Loft, Playhouse

WORLD premiere for the Playhouse Drama Com-
pany, Anthony Akerman's Old Boys should please
discerning theatre-goers long starved of such
i 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 simnilar seats of learming. '
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 prevailed
and conforming and upholding tradition were seemingly
deemned 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'slong since shed any association with the school and
lost contact with fellow pupils. But once back in familiar
surroundings the past intrudes.

He remembers the time when, long a rebél, he was per- -

suaded to conform and so become a prefect. And how this
shaped his matric year and what followed. .. :

All takes place in the prefects’ room with Cockburm, a
first-year boy, at their beck and call to make tea; clean
shoes and oil cricket bats as communal “fag”. .

Carlysle {s ‘contrasted with Baymesfield whose very
thought and act is dictated by form and convention. And
with Carruthers, a hurnourless, sports-mad bully.

On the night-of the school dance Carlysle and Baynes-

field. vie for the attention of Louise, Cockbum'’s demure,
but determined 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

(Antony 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 Boys proves that a boy’s connection with
his school is not severed when he leaves, this is done with
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), Antony Coleman (Cock-

burn), Ashley .Dow'ds- (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. o '

Stephen Gumey supplies the voice of the school chap-
lain backed by those of boy choristers singing hymns
between the various scenes. The simple but effective set
was designed by Rod Smith. . S

Akerman, who also directed Old Boys, will be remem-
bered for his Somewhere on the Border, one of the best plavs
of the Loft Theatre Company era. : t

With Old Boys he scores again. The season ends on June -

0 . A
30. DAVID COLEMAN
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OLD BOYS (9)
Sanlam Playhouse Loft
Review: SUZY BELL

é "=y=0STALGIC, frighteningly familiar,
* poignant, very, very real,” were some

: of the 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
acclaimed playwright, Durban’s Anthony Akeérman,
who did “time” at that exclusive all-male, prlvate
- school in the Natal Midlands - Mlchaelhouse The
play is based on his personal experiences (and
interviews with old boys) but he claims the charac-

ters are ficticious, so I expect every schoolhad afag

nicknamed Bograt and Spaz (short for Spastic).

It's a fine script without indulging in sentiment ‘
-1995 BAT .Centre Festlval of Tables Best .Script
~awardg,

yet there are scenes, even to an old gir! like me, that
are familiar (we had the “Mamba” which was a

cricket bat used” for pumshmeut instead of the

cane). _
Marve!fous -

The dlalogue is marvellous and w1tty mosqu1to_
bites on wafer-thin sKin..Ackerman has spiked his
script with poetic lines like: “Don’t slouch around
like a public schoolboy. .-.remember your breed-
ing.” He even satirises the sacrosanct game of
. rughby. -

Theres the psycholoclcal play on cruelty, decep—

tion, hypocrisy and the sheer sinfulness of forcing .

boys to withstand a range of treacheries in the name
.of the Father (in both senses of the word) and the
- good of the school.

Bollocks! says Akerman in this play, “What did
the old boys club do for me as an actor?” -

With a simple set and a groovy 60s soundtrack and

" a real rendition of Mlchaelhouse pupils singing

Stars of the Moming, Old Boys is certainly a waltz
down memory lane. “Making .tea was exactly like
that!” exclaimed a chuffed old boy wearing a
school-boy - grin ' and. . uniform - navy-blue:
Michaélhouse blazer. “His attention . to detail is

absolutely amazing,” enthused another. During the

performance I overheard a shocked wife ask her
- hubby “Did you do things like that?” after witness-
" ing a renactment of a flogging on-a terrified fag.
-“Absolutely,” said hubby, suitably smug.

" Wifey frowns, hubby smirks. His eyes lool& shdhtly '
sad. Prefect power lost and found, here in this the-

~hac

" character Coruthers -

like Ixopo High, will feel things are a bit too fright-
eningly familiar. Akerman dissects the heart of the
issue of private, all male schools. 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
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 mcredlbly focused actor, totally

absorbed in his comical _but very 1dent1ﬁably South

' Afrlcan character

1

Talented

Dowds is also a talented playwright - he won the

Timothy Wells plays Adrian Baynesfield (a pic-
ture-perfect name) who is in fine form as the

" uptight, upright, moralising Head of House, and-

later as an old boy. Very natural and quite superb in
his role. His wife is Jacqui Logie and she is very,

* very good. Her comic timing and quick dialogue

relay is spot on as the bitchy but quite llberated

wife of Baynesfield and also as the coy St Anne’s

.girl in her baby-doll blue matric dance dress.
Akerman has a strong cast of fine actors in this

sproduction. Even Anthony Coleman as the- lily--
. 'white, spindly-1 ecmed fag, is suitably vulnerable and -

neryous__The perfect homesick victim keen to run
away from perpetual taunts and mockery from the
sinister seniors. Playmg a senior, but a rebellious
chain-smoking one, is the very smooth and cock-
sure Julian Carlysle played by the hxghly confident
actor, Nlcholas Ashby.

The play  is centered around the notion that

Michaelhouse in the 60s was seen to be the Eton of

South Africa. Those who went to the school (seen to
some as a mighty privilege based on tradition) were
forced to display good breeding, conformity, no
individuality at all, in order to literally survive the
then “warped” system. So even if you didn’t have to
wash the prefects dirty coffee mugs, I can now
unabashedly admit I washed them in the loo!; this .
play, Old Boys will appeal to the obvious targeted

-audience but also those who are curious to know

what they (thank- God') mlssed Hlvhly recommend
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when he declared: “A boy’s coanet
with his school Is not severed whe
leaves, but lasts throughout life. I n
that his whole tone, moral and spiritu:
well a5 intellectual, is largely deterr
for life by bis school; and to his dying
he will be different from what he
bave been if be had been at any ¢
school.” Five years after the st
opened, Todd gathered up hls 77 r

ERE is a story about Michael-
suse that Tam assured is not apec-
/phal. At a traffic intersection in
laritzburg there is a beggar
hose .cardboard supplication
:ads: "Destlitute, Please belp. Ex-
house.” It is said that Oid Boys
setimes ‘moved to roll down .the |
3 of their BMWs and Rav 4s and
man ta pull himself together,

2 Michaelhouse Old Boy down oz |

'k is one thing, but to Aaunt it.on a

[ grubby cardboard at a traffic

an unpardonable breach of House

Jut 've'also been told that mast -
s would never dream of reacting .

»ausly, and that the unfortunate

tuation is being “looked inta” by .
izburg branch of the club to see ;

n be done to belp. .
ort of peaple who send thelir sons
aelhouse are 20 discreet about

osmosis.’ N T

'hick Henderson how much it costs
1boy there and he'll tell you in that
g voice familiar to all who listen tu
C rugby commentaries: “Two hul-
erm!” He s quite serious. “That's

you'd think they acquired it

cost 40 years ago and that’s what .

now,” be boasts. “We've kept pace

lation.”. Put the question another

 ask him bow rich one has to be,
derson, who sent all three of his

Michaelhouse, says: “It's mot the ’
 riche of Sandton who come here, .

w, 1t's good, solid citizens wha've
» their money.” - o Wy 18

ips-ruen fired in the Michaelhouse
onsider it vulgar to put 2 rands-
ts price tag on so lofty an edu-
Perbaps they simply enjoy ro-
3 the past, when Michaelhouse pri-
served the sons of wealthy Natal
. who readily grasped the barn-

phemism for "the gchool -fees E

- are “ahout
a year, -hasic). . L T
I Michzelhouse
20. Playwright
Akermanand |
iven from Jo- .-

urg to ‘Balge-. . —
¢ Kwazalu Nata)
boose, a redbrick besuty, resides
oftly undulating hills, forests' and
reams. The spiritual heart of the

village .wheré 2

RCISING GHOSTS ..

t1ts pretty chapel, designed by Sir *

B.aker who, though busy design-
Inion Buildings at the time, rather -
y obliged. “The entrance to the
i announced by an avenne of tall,
rln oaks, ‘planted {n remem-
3

/ar One. Everywhere -you look
something to delight tge eye &

'MAN s here to see hiw'the run o
:ontroverslal play :Old Boys
red by hls ambivalent feelings
g a Michaelhouse boarder in the
doing at the Durban Playbouse.
'so agreed to show me around his
Ihave cometo try to unravel
teries of an elte STUT AYFiEAN

Michaelbousians who died in -

school system built on the uire- .

-emory of a British model that
- of fashion in the early 20th cen-

e mood brought on by anniver-
temed the perfect example.

car, Akerman bad regaled me
haelhouse storles and tried to put
A's more arcane rituals inta some
-.rspecﬂve,_ Ilearnt of the “cack”
- cacks being the name by which

year hoys are called, meaning .

{ the earth”. In Akerman’s day,
Te at the merey of prefects who
‘hem for the smallest infringe-
Llh:&umng their hands in their
ocke!

or unbuttoning their biaz- *

leges resexved for those higher
food chain). .

1 about the crippling effects of
d'isolation— physical and spir-
rom family, friends, and indeed
: out-of-bounds world beyond the
1gh-Brown Memortal gates. I1is-
g to the story of the famous mass
of boys, lncluding pop star Man-
2, who on a term-end rail trip to
burg tore up their compart-

+haelhoose, already in the sort of

fnents and almost succeeded in derafling '

the train at Germiston® - .

“It was a powerful institution, one that
for four years dominated your life, one I
didn’t have the strength.to face up to*
Akerman recalls. “Alter a singularly
undistinguished career at Michaelhouse, I
left and never looked back. They weren't
.the happiest days of my life.” - 2

In Boys, the play he wrote partly to
exorcise the ghosts of bis sehool days, the

. rebel prefect, Jullan Carlysle, sums ‘up
Akerman's feellngs: “Old Bays wbo were
miserable here send thelr sons here so
they can be miserable loo. I3 called

money and the asp

tradifon” . " o
When Akermain, who spent 17 years'in

* Holland, returned to Michaelhouse last
year to research his play, he spoke ta sev+

. eral Old Boys who confided that they had .
felt similarly "distarbed? by.their:school *

- experience. Others look back “at their

Michaelbouse days as a glorious honour, a
tough-love education that instilled in
them values of decency, philantbropy and
honesty; a rarefied experience that hound
them to each_other forever in the asplc of
perpetual adolescence. . 5

t doeso’t do you any harm,” reasons

d ting on the

Christianity that prevailed np until the 70s
and that rested largely in the Head Pre-
fect’s flogging arm, "and if-everyone's in
the same boat, you get used to it. Of
course, it's nat like that anymore.”

No, it Isn’t. Today, those like Henderson
who belleve a sm!-ggﬂer redbrick school
Itke’ Michaelhonse offers those who

" cariafford it the best shot at a deceat, all-

round education, have grown weary of ex-
laining to'people like me the differerce
(ween the oid ways and the m

1h b

HE Mick:

myth

- usiumiliations, ltke

% Plenive: RICHARD SHOREY

bays are black — Cyril Ramaphosa has a
‘son at the school ~— and though the ma- .
Jority of prplls are {rom wealthy homes,
about 30 percent are bu assigted. -

Michaelhouse Old Boys Club, arrived
from Britain in 1965 to teach English
Histor S . -

ADRIAN ROGERS, secretary of the .

d iy e ”

y be has seen the school
change” from ‘a ;harsh, " quintessentially
male cpffuny to a place that Ls flexible, fair

. and .ljece'pdtlinye t the civilising influence of

e staff.-. .- .
¥oungste.r'went to schaol bere
't 1870tt 4 snob, but was
; ffor ; what Michael-,
glven. him ‘Boys here learn tc
—starid on” their own feet. We strongly dis-
g and 4 boy caughl it
ed ;
: k exists, but these days
* theort of fagging a boy is required to do
s to-pollsh

papils (many of whom were more flut
Zulu than English) and made 2 signit
move to Balgowan — in 1901 about :
away from Maritzburg as you coul-
without leaving the province. His ain
to put safe distance between his boy
*the flash pots of Maritzburg, thea a

rison town oHering risqué theatrical
Charley’s Auni and Oscar Wilde
Woman of No Importance. .

. Canon Todd would spin in his grave
knew the board ¢f governors was cc
ering admitting girls to the s
school.

UT some things haven't changed

sumably that's balf the point

institytion whose allure relit
beavily on tradition. Ragers says
parents still send their boys to Mic
house because "it’s single sex and
tively isolated®. And the old schc
network works like a charm, gven
new South Africa.’

Ben Parham s the school’s Heac
fect. He is 17 years old, captain ¢
rughby first team and, unlike the t
dynastic scholar, he is the first in hit
ily to attend the school. If Patham |
{cal of anything, it is the new breed. £
‘a girifriend, he doasn't ball from |
and he chose to come to Michael
because his best friend was enrolle

"Tve been able to live a life her
being me, it's a very open-miaded :

. and I'love it." Ye:
he has absorbed t
school-Ue" ethos,
served in the sil}
coon of ages.

- Michaelhouse -
& meet peaple who™
you opportunities for life,” be says,:
fng remarkably like Henderson.
know youll get a job from an OL
even i be wasn't your friend at scl

The next day Parbam [ed his tea

13-11 victory over Hilton College it
flercely and festively contested :
rugby match. This year the event wi
at Hilton, and hundreds of parent:
elled far and wide to set up thelr
tables around the perirneter ofthep
fleld. Invariably the event rouse:
newsoapers to take scandaliyed sw
their wealthy ‘ways: Rolls-Ruycr
counted, caviar hampers-and silve
lets are gleefully sent up. .
The truth of the matter is rath
ferent."As Henderson observed,
pouveai types are in the minority, ¢
- woman with big halr in black 1
“pants stuck out like a soré thumb.
~This was pld money (well, In
Africa, anything that's been arount
“than 50 years is approaching vieu:
tators tucked into carmembe

“for a senior P his rui-
by boots and making the prefects tea. Rit-
v Ing a boy push &

ng the floor with his.

he past

are not forgotten, but rather romanﬂcll):ed

} by contemporary pupils. In the Michael-

' bouse centenary cotfee-table. book, the

first authenticated case of caning Is

recorded as a colourful anecdote. Somé of

the boys even,sag',t.he'y misg the quick
. fustice of the:birgh.» .. e .

Michaelhouse was founded in i\z‘ﬁﬂtz-.

! burg 1n 1896 by Canon James" Carneron

around character-building bullying, . Todd, a ‘God-fearing Scoftish Anglican

cold showers and porridge for supper; * who

on Spartaurituals ntended todeliver nnto

the boy his hirthright — the superiority -. -
. required to become as rick and pow_er{vul

as his father. k
The latter-dayTeality ls somewhat gen-
tler: the showers have warmed up, flog-
ging is banned and porridge bas been put
in lis place — on the breakfast table,
Puplls are giver more free time to spend
with their families. Sex education and
counselling are bullt into the school ron-

tine. And Michuelhouse is o longer an |

axclustvely Wzsp affair. The rector, John
Pluke, guegses that about 15 percent of the

set the tone for the next 100 years

cold chicken & la Woolworths an:
terrible old fishing hats and baggy
coloured things. At schools like ¥
house and Hllon, these are the o

- signs of the discreet charmm and

etrable power that are bred in the
Anthony  Akerrnan . (imrnac
dressed in cream), tried for a long
“amputate” his Michaelhouse pas
the rugby be can’t resist the temot.
egg oa his home team. | .
“You can’t escape from It or
out,” he comments ruefully. “Yo
part of a privileged ellte and soc
bad to rub off .. .I guess it's time
to come out of the cloget.” :
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nightmares and kudu steakrolls. The Sunday Independent. 13 July.

. » Anthony ‘Akerman's Old Boys and Steven Berkoff prove there is something to the Grahamstown festival other than offenstve hats and nostalgic rock n roll showé

he Standard Bank National Fes-

tival of the Hats is a confusing

_ place to spend a mid-winter’s
weekend in the late 1990s.”

S I'm sure some die-hards, spirited away

somewhere on the farthest edges of the

‘fringe, still try to pretend that it's all about ~
the fine and performing arts. But, ‘for the ’

most part, the festival is merely an opportu-

nity for South Africa’s cultuiral'sector to geni- -

erate revenue — nothing wrong with that -
and for the common or garden-gnome festi-

val-goer to indulge in his or her most per-",

“ verse hat-wearing fanfasies.

‘Grahamstown s a riot of unsightly head-
gear. At first [ tHought it was the hallucina-
tory.effect of antibiotics and red wine (a sea-
sonal Grahamstown cocktail that shouldn't
e nissed); but the sightings have beén con-
firmed by sober witnesses. '

There are jesters' caps, gnomes’ hats, avi-
ators’ helmets, Ebenezer Scrooge night-caps
with bells on the end, those horrible vélvety
Mad Hatter-type things that sag in the rain,
and one especially foul headpiece resem-

bling a stegosaurus’s body armour that

" seems to follow me around wherever I go. I
woke up screaming last night, hideous
scales dancing before my eyes. . :
Grahamstown's creativity ahd inspira-
tion seem to come from devising new and

more ludicrous ways of covering your hair-

cut. Clowns to the left of me, jokers to the
tight, here lam stuck in the middle with fli.
The theatrical events themselves" offer

" blessed and all‘too-brief respite from the
pre-millenarian millinery madness. A per-
sonal highlight of the first weekend was the
opening of Old Boys, Anthony Akerman's
new play. The piece provides strange and al-

most guilty pleasures. Strange,. because it -

operates at that nexus of fear, fascination
~and naked loathing that characterises the
- most well-balanced adults’ memories of
their school days. And guilty, because the
‘milieu it evokes - the rules, rituals and
senseless traditions of South Africa’s private
schools for boys - while endlessly, morbidly
fascinating to those who have passed
through that system, is largely irrelevant to
the vast majonty who havernot. =
* A case, then, of elitist white male South
. Africa making theatre to rehash its self-ob-
sessions for its own hermetic enfertain-

ment? Only if the same can be said of works -

- like Greig Coetzee's White Men with
Weapons, or Darryl Roodt’s film The Stick or
Akerman’s own Somewheré on the Border -
powerful pieces that examine and try to
make sense of an.experience exclusive to a

few, virtually impenetrable to others, yet

which played an important part in creating
the fabric of our variegated national psyche.
To those who have experienced institu-
tions such as Michaethouse, where Old Boys
is set, or one of their myriad government-
school imitators, the pla principally offers
the shiver and shock of the familiac
* The story is told on two time levels: a
.contemporary encounter at Qld Boys' Day

.fﬁaming a flashback to 30 years Preﬁously_.’
The flashback captures the peculiar tempo- -, ; hi
" complicity rather than commission. .

ral dislocation that comies with hearing the

old slang, enduring the old school-spirit pép .
alks and even seeing the familiar pimply-

faces that polluted one’s earlier life. :

" Julian Carlyle, one-time rebel and uneasy

house prefect, played with slightly ambiva:’
lent charm by Nick Ashby, returns to his old

‘'school on & whim, only to confront a ghost-
from his past: his former friend and head of

house (played with'comic poise and iming
by Terence Reis), who has found the outside.

- world something of a disappointment. He .
refurns obsessively for Old-Boy AGMs and -
‘rugby matches with his wife Louise (a.de-
lightful Kathy-Jo Ross), the girl who carre. -
between theé two friends all those years ago. |
"7+ The flashback to thieir schooldays - a -

time capsulé of music, schoolyard argot and

adolescent attitudes — unfolds a more intri- -
_cate plot involving Louise’s brother, Julian’s- -
fag in school, whose homoerotic attachment

to Julian brings to a head a confrontation be-
tween principle, personal intégrity and the
lian for the rest of his life. ;

. Old Boys is a slice of what must seem like

“a slightly surreal life to the uninvolved ob-

The play represents
the acceptable face
of a public dppetite
or theatre that has " .

L '%manifested itself at '

Grahamistown

server; a soap opera involving elaborate so-
cial and economic elitism, sophisticated tra-
ditions of genteel brutality, inhuman
treatment of young boys and rituals
bizarrely out of place in Africa, miles and
years from their birthplace in the public
schools of England. o

. Wisely, it is played strongly for laughs -

Ashley Downes is outstanding as boorish, -

half-witted sports hero Miles Carruthers -
but that doesn’t quite erase the strong emo-
tional resemblance the play bears to Julian

. Mitchell's Another Country, a remarkable
study of individual desire and aspiration in

the British public schools of the 50s. If Old
Boys seems, in the end, to lack some mea-
sure of weight or real dramatic substance,
the reason can be found in a direct compar-
ison with Another Country. C

That play (and the subsequent ravishing
film that dripped Rupert Everett into a zil-

lion fantasies like melted butter from a-

warm crumpet) was really about Guy
Burgess and a system of dass privilege and
individual alienation that would drive a

man'to betray his country. But Julian betrays

neither his country nor the role into which
he has been manipulated. ,

The primal scene, the moment of truth, in
both pieces involves a flogging as a means
of peer-group punishment. But whereas
Burgess is flogged, Julian is called upon to

expediency of conformity that will mark Ju--

] Wim'essvthe'beaﬁng rather than receive it. He

is never outwardly punished; his s a sin of

. Tulian takes up his position as an am*
bivalent participant in the ongoing chain of.
violence that is visited on the father and the
father’s sons until the last generation. Per-
haps, ultimately, the dramatic strategy is

. more appropriate to a counfry and a class in
- which comiplicity with the'order was more’

culpable than any act of defianice. -
. Old Boys is very effective as a traditional-

ly well-fashioned play. It should prove suc-.

cessful. If so, it would represent tne accept-
able face of a public appetite for “theatre”
that has manifésted itself in Grahamstown
in the overwhelming popularity of nostalgic
cover-band- rock..'iv rdl’iishows-.like Sixty- ..

" Sonething-Wild. "The shows.are tailgfiade

for punters:whose idea of-a daring artistic

“weekend is a Kudu steakroll ('m not jokirg)

and a Savannah Dry cider-in the béer tent .

 before trooping off to watch someone sing -

Donovan’s greatest hits. It's the kind of atti- :
‘tude that would make Steven Berkoff snarl. .

. Undisputed centre-piece of the first

weekend was Berkoff's One Man." Tickets .
were sold out months in advance, mainly to.
blue-rinsed calture-tourists who didn't

“ know his work and wouldn't have liked it if

they did. It was fun watching them smile
bravely through his savage one-man assault
on their theatrical sensibilities.

Don't get me wrong: this was not Berkoff
at his'most ferocious. The three short pieces
he performed - Poe’s The Tell-Tale Heart and
his own Actor and Dog — were fairly innocu-

-ous compared to previous works like Deca-

dence, Greek, or my personal favourite, East. )

This time he confined his ferocity to peo-
ple who coughed in his performances. You
haven't.had a good time ir a theatre untl

-you've watched several hundred flu-

bugged pillars of sodety trying to hold their -
breath for two-and-a-quarter hours.

" Berkoff's writing has always been able to
renew one’s faith in the theatre; in Graham-
stown the force of his performance had the
same effect. In a way [ was pleased the ma-
terial was as comparatively bland as it was -
it allowed the concentrated power of his
performance to attract most of the audi-
ence’s attention. - _ -

Berkoff alone on a darkened stage.in'a
single spotlight is breathtaking, riveting.
Physically he looks like Hannibal Lecter
doing an impersonation of Rowan Atkin-
son, but in describing the effect of his per-
formance one fumbles for adjectives imply-.
ing an admixture of Mike Tyson, Johnny
Rotten and the great Grimaldi. It is pointless
trying to describe a Berkoff performance; it
is far more than the sum of its parts. .

Let me rather say that if you're feeling
jaded with the state of the performing arts, if
you've seen one silly hat too many and need .
‘to be reminded that theatre can move and stir -
you and leave you better. than you were be-
fore don't miss Berkoff at the Market Theatre
this week. And don't forget the cough drops.
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‘Drama about Michaelhouse in a class ofits own

THEATRE .
CLDBOYSdirected by Anthony
Akerman (The Agfa Theatre on
the Square)

' ANTHONY Akerman has written
a play about Michaelhouse which
is both evocative in 1its setting and
subtleinits 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
Bath Miles Carruthers (Ashley
owds)is completely physical, the
team player who thinks with his
fists. §ulxa.n Carlyle (David But-
ler) is the full-time 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 terror 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
Bathos and pathos commgle in the

‘dullness.

determination of muscular Dowds
to follow the hidden meanings in
an ordinary conversation. Watch
long words confuse him utterly.
Butler sneers and taunts, rejects
and argues: to the secret dehght of
Coleman, whose quiet smile sud-
denly illuminates his twisted, ag-

_ onised features.

Enter Louise Cockburn (Jen-
nifer 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.

. Adrianand Lduise at the matric dancein the Vita award winning old Boys.

counterpointing the inane- atti-
tudes struck by n{; who will
grow into men striking similar

. attitudes.

Later they will send theu- chil- .
dren to the same establishment so
that they, in turn, can be subject-
ed to the same ridiculous Fituals
and be unhappy. Therem ] the
stupidity of men.

onot miss it. You are unhkelv
tosee anything as good onany oth-
er stage in the country. v'

Mary J,ordan
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