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Abstract

This thesis intends to examine British theatrieaslionses to the fall of
communism in Eastern Europe and the subsequeniféhd Cold War. The theatrical
responses were unique because they are immedspienses from acknowledged
British political playwrights to deal with the (gescommunist Eastern European
politics. Drawing form the particularity mentionatlove, this thesis delves into Caryl
Churchill’'s Mad Forest(1990), Tarig Ali and Howard Brentornfdoscow Gold1990),
and David Edgar'3he Shape of the Tab#990) to examine their theatrical
interpretation of the political events. By closedading the three plays, this thesis
intends to demonstrate that, although from diffeparspectives and dramaturgical
styles, these plays not only portray the revolgibat also assess the failure of the
Communist-style socialism. Moreover, these playdane the post-Cold War state of
Eastern Europe. What replaces the Cold War idecdbgintagonism, as the plays
depict, is the surfacing of other chaotic irrestduiensions, such as nationalism,
ethnic conflicts that challenges the completioofbachev’s ideal of Common
European Home. Through the characters debating #ifbeiu post-Cold War future,
these plays also reveal the playwrights’ consistenimitment to the desirability of a
socialist alternative to the iniquities of Westeapitalism. Finally, these immediate
theatrical representations demonstrate the playmgigrotest against Thatcherism
and their aspiration to assert the role of theara public forum for political and

cultural intervention.

Keywords: Caryl Churchill, Tarig Ali, Howard BrentpDavid Edgar, British political
theatre, the fall of communism, post-Cold War
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| ntroduction

Whilst dates are only hooks to swing catastropipesiu
This was a year to carve along the spines of sentiatsts

And determinists both
The roar of falling monuments is our culture’s nouSiL989” 56)

Howard Barker’s “1989” is an impressive instantarsepoetic response to
capture the cacophony of the celebratory and apps#fe mood of the 1989 euphoria.
Indeed, the year of 1989 was a pivdtal ye'ér in evbrstory, witnessing the rapid
crumbling of the Communistregimes and s,i_é]nalirggehd of the Cold War. This
thesis concerns itself with this partiéﬂ_f_&%-ﬁémsfative historical juncture through
reading three British theatrical_respons.'é's to:mhei(_pal events in 1989 and the issues
regarding the fall of communiém gnd post-_C;)I"d Watesof Eastern Europe. The aim
is to investigate how British playwrights relatéemselves to and interpreted the
revolution in Eastern Europe. The works that tlesighintends to interpret and
analyze include Caryl Churchill®lad Forest Tarig Ali and Howard Brenton’s
Moscow Goldand David Edgar'$he Shape of the Table

The history of the collapse of communism in Easteurope in 1989 is too
huge and complicated a task to narrative, and lejloa scope of this study. Yet,
generally it is assumed that the revolutionary wsteeted in Poland in May, where its
oppositional organization, Solidarity, was legatizand permitted to join in the June
parliamentary elections, and swept swiftly acrbesSoviet satellite states in Eastern

Europe. Just within a few months the rigid totalga Communist regimes in Poland,



Lo 2

Hungary, East Germany, Czechoslovakia, BulgariaRomania lost their monopoly
of authorities and were removed from power. Thatahdication of the Communist
regimes in these Soviet satellite states couldassiple owed much to Mikhail
Gorbachev, who became the leader of the Sovietrunid985 and initiated a series
of structural, liberalizing reform to reverse Sdi@golitical and economic problems.
Gorbachev’s reform not only affected the transfdromeof the Soviet Union, but also
triggered the democratization of its Eastern sgedtates, resulting in the abdication
of the satellites Communist regimes. The revolutioRastern Europe in turn
heralded the dissolution of the Soviet Union byehd of 1991.

The incidents of rapid communist collapse in EasEurope were sensational
and had a great impact on the global bolitibs, endo structure and cultural milieu.
They confirmed the general opihions that the,“sealtisting socialism” was a
failure! The political revolut_ioln brou-ghjf_t__hhe.'post-c.;Jmmmlsimes democratic
elections, an opening to market capitz:l'_’:'rfsf__;n,'t:ttmﬁfof restrictions on travel, the
withdrawal of Soviet troops, qﬁd gVentuaIIy'thgsdIstion of the Warsaw Pact. The
dissolution of the Warsaw Pact conéequeﬁﬁallyiﬁ'eythe waning power of the
Soviet Union as one of the two superpowers in tbkel @/ar antagonism. As the
Berlin Wall fell down, the Iron Curtain, the mostaghic metaphor used to signify the
ideological and physical separation in Europe, thasight to be lifted. And the

Cold War, which dominated the postwar global pomedations, was assumed to draw

! Eric Hobsbawm in hi¥he Age of Extremes: A History of the World, 199284(1996) would
favor using the term, “real-existing socialism”reder to the de facto socialism as it was realinetie
world. Gordon Marshall in hié Dictionary of Sociology1998) lists an entry, “real socialism,” and
elaborates that the circulation of the term, (®waried forms such as state socialism, developed
socialism, actually existing socialism) is an ackiemlgement of the divergence of the reality of
Soviet-style socialism from the ideal as interpdetgéthin the corpus of the Marxist-Leninist classic

2 The term, “Iron Curtain” was widely used as a canreuphemism for physical or ideological
boundaries between the communist and the capisadigts in the context of Cold War opposition.
However, as Larry Wolff demonstrates, the curtaiage has its pejorative connotation for the West
that behind the “Curtail” the communist Europenisnisery and backwardness until the Soviet’s
“totalitarian control” (1).
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to an end. There appeared to be no ideological oppositiowéen capitalism and
communism, and the militant condition between tbei& Union and the United
States was ameliorated. The once “split” worldsesterbecome a unified one,
leaving the United States as the sole dominantdymiver, waving its triumphant
flag and proclaiming democracy and free-marketteéipm. The crumbling of
Communist regimes and the end of Cold War not baly a great impact on the
international relations, remapping the geopoliatsvorld order, but also made the
discourse of communism and socialism obsolete arttherassing while
parliamentary democracy and free-market capitalisanked up by Ronald Reagan
and Margaret Thatcher, became the preferable vtergband “politically correct”
ideology® For those who were commitfed_-_'to the ideal of disrig or stayed aligned
with the Left, however, the demise’of the reallysérg-socialism and the subsequent
prevalence of neoliberal cap.itélism ,ér}gfgéhomibéﬁzation pushed them to the
margin and forced them to contempla-.'[ré&vh'at migldeed from the wreckage and
speculate on the future of soq‘iéliéfn.

The momentous political upheévals énd the conse@li@ew historical
conditions have drawn a number of leading politfcaires, as well as public
commentators and scholars, to comment on the dawelot of the events, to evaluate

the scale of the impact, and to predict the futunerse of world history. In the terrain

® The so-called Cold War is not a real war in itslttional sense, but a common phrase to
describe the evolving global conflict from 194511800. According to Eric Hobsbawm, the Cold War
refers to “the constant confrontation of the twpexpowers which emerged from the Second World
War” (226). The “two superpowers” refer to the dwitStates and the Soviet Union, and the “constant
confrontation” means ideological opposition (comisumvs. capitalism) and weaponry completion
with the haunting nuclear annihilation that threaid the world.

* Without envisioning other possible alternativeshi® western democracy, Francis Fukuyama
in hisThe End of History and the Last M1992), contends that the end of Cold War mar&s th
demise of socialism as an alternative to liberahderacy and to capitalism, and proposes his version
of the progress of history: “the end point of manaks ideological evolution and the universalizatafn
Western liberal democracy as the final form of hargavernment” (4)

®> For example, David Harvey follows Marxist's diaies and social class to criticize
neo-liberalism and economic globalization whichdievthe mode of non-interventionist, free-market
capitalism and will result in recreating a classtidct through what he calls, “Accumulation by
Dispossession” (137-82).
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of creative literary and cultural production, tladl bf communism and the subsequent
changes also left their footprints. A number ofatiee writings were generated to
participate in the project of documenting the esemtd discovering the implications
revolving around the post-Cold War and post-comisturonditions. Take a few
British narratives for example, Julian Barnes wiathort novellhe Procupine
(1992), which deals with the issues of de-commuiturnaand nationalism through the
depiction of the fictional trial of a deposed Conmst Party leader. Malcolm
Bradbury wroteDoctor Criminale(1992), an initiation story that explores the
post-communist moral ambiguities through the pgetraf a young London writer
who travels across Eastern Europe to researcheoiamimous Hungarian philosopher
Bazlo Criminale. Jason Goodwin’s travelogOey Foot to the Golden Horn: A Walk
to Istanbul(1993), describes the' struggle and.dilemma pastoonist Eastern
European nations had to fac.elthrou,g.;h:gfr_\g 'fécoulmiéq’burney across the region to
“the city of golden horn.” As Malcolm Bradbury exgxsed in a conference in 1993,
these writings were intended to e__x"plore “the :v:pdré!tymf the great difference,” that
is, to develop a set of discourse thaf could. énnlaia new historical condition and
shed light on our understanding of what happenedagignificant historic juncture
(27). These aforementioned narratives not onlyaklrew the British writers
contemplate on the evolving conditions of post-camist Eastern Europe, but also
show the writers’ intention to be involved in theegt momentum of historical change
through literary creation.

The British political theatre also asserted ite ra$ an important public forum
through its immediate and enthusiastic dramatipaeses to interpret and comment

on the current political eventsJust within a month of the violent toppling of

® Since every performance could have political igtion and be political, Michael Patterson
defines the term, “political theatre,” to refera@pecific kind of theatre in hiatrategies of Political
Theatre(2003). According to him, political theatre “natlg depicts social interaction and political
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Romanian communist dictator, Nicolae Cgzscu, Caryl Churchill, one of the most
acclaimed feminist socialist playwrights, was rexjad to join in a project to
document the Romanian upheavals and the turmdtiieoaftermath. The Romanian
project turned up into a play callétiad Forestand was premiered on 25 June 1990 at
the Central School of Speech and Drama, LondonttApan Caryl Churchill,

Howard Brenton, another distinguished politicalyplaght, felt excited about the

state of the world and decided to forge a thedtresponse to the waning of Soviet
communism with Tarig Ali, a renowned Leftist pati commentator. The result of
their collaboration waMoscow Golda play about Gorbachev and the uncontrollable
consequences of his liberalizing reform. Producethb Royal Shakespeare
Company, the play opened on 20 Sepfem_ber 1990cth and prolific as Churchill
and Brenton, David Edgar was net'absent ifithe ofishhamatizing the current
political events and started h|s trilog-y- gi _pﬁollzi'ﬂ(play; set in Eastern Europe. Hise
Shape of the Tahl¢he first of-his trilqg;:'%fa_ite.mpts to-tease dng similar historical
process of the revolutions thr_c'aﬁg:_h" fictionalizihg setting. Edgar’s play had its first
night on 8 November 1990 to comm.emora.t.e the fimsiveersary of the fall of the
Berlin Wall. Since the initial thrust of stagingethevolutionary events in 1990, there
has been a noticeable proliferation of plays dgahith the post-communist
transformations and the lingering communist legameEastern Europe in British

theatre®

events but implies the possibility of radical chamm socialist lines” (3-4) In other words, anyatre
practioners who attend to political theatre joirthie project of using the media to promulgate distia
alternatives, and to raise the audience’s politgedreness of the injustices of capitalist socsetas to
expect any radical changes would take place.

" Edgar’s trilogy of Eastern European plays inclutles Shape of the Tab(£990),Pentecost
(1995), andrhe Prisoner’s Dilemm#2001). The three plays all tackles the social political
upheavals in Eastern Europe since 1989 througbtiigk settings.

8 A brief list of works by British playwrights abothe politics in post-communist Eastern
Europe and the region’s communist legacies migtitide from much discuss&krlin Bertie(Howard
Brenton 1992)Pentecos{David Edgar 1994 X-urope(David Greig 1993)Far Away(Caryl Churchill
2000),The Prisoner’s Dilemmé#David Edgar 2001) to less publicizBeéarly Siberia(Carol Rumens
1989),Gorbi and the DragorfPaul Stebbings and Phil Smith 199j)ezhnev’s ChildrerfOlwen
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The popularity of dramatizing the collapse of conmism in Eastern Europe
and its post-communist state has been discern&famgon B. Garner Jr. In a play
review, he comments that “not since 1968 have svemiside England furnished such
an impetus for British Drama” (267). Garner’s rekn@ran interesting observation.
While recognizing the particularity of the “Eastdtarope” plays, his remark suggests
a received assumption of the development of conbeanp British theatre/drama.
First, it acknowledges the influence of the Mayréam@ents on British theatfeAs
Howard Brenton defined the near-revolution of théreements in Paris as “a great
watershed,” the optimism and radical vision in Barspired some British
playwrights to re-envision the revolutionary podgio(qtd. in Trussler 96). David
Edgar also assessed the événements; att!_tibutieggi‘dwth of the socialist theatre
movement in Britain” to 1968 (qfd. in Itzin Xiv).e3pite acknowledging the impact of
French événements on politiclizing éri&i;h;pll'aywtkg‘.hnd encouraging their
endeavor for socialist and political thez;'tre 'Gafmmark hints on one intrinsic
nature of British theatre, that |s it tendéd.tsregard the issues happening outside
British Isles in favor of dealing with British .dorstdi: social and political subjects.
Thus, his remark calls our attention to one prevdiBritish” dramatic genre
developed in the 1970s. This genre is publicizetiarculated through the term,
“state-of-the-nation play,** and a group of playwrights, such as Howard Brenton

David Edgar, David Hare, and Trevor Griffiths, &rewn for their state-of-the-nation

Wynmark 1991)Retreat from MoscoDon Taylor 1993)Mrs. Ceagescu’s Organization of Love
(Phil Smith 1993)Misha’s Party(Richard Nelson 1993), arRbmania’s BabyMichael Wicherek
1993).

° The May événments refers to the large spontangensral strike and a series of student
protests in Paris in the summer of 1968. The &etivextended into other French cities, and
eventually a national strike in June almost brougbatde Gaulle government to collapse.

10 Although there is no established formal definitafrthe term, the plays that critics tend to
classify into this category share some common featihccording to Dan Rebellato, state-of-the
nation plays tend to have a last cast and empluaytiepe-spans with “a panoramic range of public
(and sometimes private) setting,” and they are liysparformed in large theatres, preferably those
with a national profile (246).
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plays. Combining the merits of agitprop and realisroreate “a synthesis of
individual motives and societal forces”, the statghe-nation play has the ability to
hold the personal and the public together andesl by playwrights to conduct
inquires into British national, political, econondad social issues (Rebellato 248).
Thus, as Michael Billington appreciates, the stdtédie-nation play could best reflect
“the mood of the nation” (“Lifting”). However, theollapse of communism in Europe
and the subsequent political and social transfaonatrove some of the British
playwrights away from the terrain of the statetod-nation play to concern
themselves with the events in Eastern Europe. Tramatic representations of the
fall of communism do not fit in with the typical tion of the state-of-the-nation play.
Their commonality of Eastern European settingstarthes seems to form a
particular dramatic genre.

In Thatcher’s Theatr,eD.. keith Peg;cock devofés a chapter to investitpase
particular dramatic genre. He interpre-t-is'c-'::{.he' phe&ron of dramatizing Eastern
Europe as creating virtually “a_i.Su__b"-genre of quiﬁtheatre” (103). His reading treats
the appearance of plays about Eastérn Eu.r.opeal'cpds the transformative
extension of British political theatre. AccordirggReacock, the rapid abdication of
communism in Eastern Europe in 1989 would to soewgeak force left-wing British
playwrights to “adjust to the fact that state shem had failed,” and confront them
with a crucial problem of “reorientation” (103). 3$e who embraced the ideal of
socialism had to contemplate “the efficacy of stim”’ and “the future of socialism
in Britain” (111, 103). Peacock’s reading of theepbmenon is illuminating and
insightful because of his attempt to explain theryance of the dramatic genre.
However, his analysis of the play texts is limitedntroductory description and plot
summary. Although he claims that the left-wing plaights are forced to reorient and

speculate on their socialist ideal in the new his& condition, he does not venture
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into analyzing the plays’ complex discourses armif tielevance to the playwrights’
political reorientations.

Janelle Reinelt in her bookfter Brecht(1994), also points out the
phenomenon of dramatizing Eastern Europe, butaysis of “Eastern Europe”
plays is restricted to marshal evidence to provelnesis of the Brechtian influence
on British theatre. Later in an article, “PerforigiBurope,” Reinelt relates the plays
about Eastern Europe with the project of Europagegration in the post-communist
context. She contends that the fall of communismihstigated a certain British
playwrights to interrogate and intervene with almgspian zeal in the struggle to
“invent a New Europe” based on the notion, promdigdlikhail Gorbachev, of a
common European home (387). Thgugh it_'.is an. optiovisading, Reinelt’s analysis
encourages us to consider.how the playwrights envis post-communist state of
Europe through their drama_ﬁcl représggft_?}iﬁns.

Another dimension of Reinelt’§ arn‘aIyS|s Is her asse that these plays
demonstrate the role of theatr_'é' afs"a powerful flocédemocratic struggle in its own
unique imaginative and aesthetic m(.)dality’.’. (38mlded, since John Osbornksok
Back in Ange 1956), British theatre has managed to estabksifias a public art
form to keep in tune with the flow of sociéty.However, the notion of theatre as an
effective public forum was challenged from 1979dren Mrs. Margaret Thatcher
ascended to premiership. Thatcher’s insistence ankehprinciples and traditional
Victorian value of self-help resulted in transfaegithe responsibility for many areas

of welfare from state to the individual. The expikme: on public services was

™ Two citations from acclaimed theatre workers amvijoled to show the conviction of British
theatre practioners to make theatre a public fdiamdebating current issues. The first is from Pete
Brook’s The Empty Spaqd968): “Today, it is hard to see how a vital theand a necessary one can
be other than out of tune with society—not seekigelebrate the accepted values, but to challenge
them” (150). The second is from John McGrath'&ood Night Ou{1981): “The theatre is, or can be,
the most public, the most clearly political of @ne forms. Theatre is the place where the life of a
society is shown in public to that society” (83).
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reduced, and certain civil institutions and statexed companies were privatized.
Mrs. Thatcher’s administration seriously transfodnpest-war British welfare state
and consensus politics. In theatre, Thatcher’s taoisé logic altered the ecology of
theatre. Insufficient state funding, the relianogpoivate sponsorship and the
mentality of making profits refashioned the orgamtianal structure of theatres and
had a great impact on playwriting and the repestodf theatre¥> The notion that
British theatre was in crisis was pervasive, legdmtwo conferences held at
Goldsmith College, in the University of London i@8B, and the publication of a
conference declaration of protest and recommenaatigned by many leading
figures in the theatre. The anxiety about the si$itheatre forces dramatists and
theatre practioners to re-evaluate the fole_-_'.ofttbeamd to contemplate how to save
theatre from the wreckage of That€herism. If Reimetatement that British theatre
has display its role as a povy.elrful fo,écgaé@{pﬁglarirm.g.g‘ating European politics is a
reliable observation of the plays ablou-.tr'}:E:-_éslteerEeLrher statement will imply that
the playwrights have been re¢6v_€_:?ed from t'He; cﬁte'etality to some extent or have
attempted to prove the efficacy of th.eatre AS gooimant tool in intervening with
current politics. This deduction carries some wegagpecially when we consider the
immediacy of these dramatic responses to the eveiisrope.

Based on the implications drawn from the criticalrks mentioned above, this
thesis intends to examine what Peacock calls, bagaunre of political theatre,”
through reading Caryl Churchilliglad Forest Tariq Ali and Howard Brenton’s
Moscow Goldand David Edgar'$he Shape of the Tablespectively in the

following chapters. The selection of these threekaas a deliberate choice to suggest

12 The entire book of D. Keith PeacocRBatcher’s Theatrés to scrutinize and evaluate the
impact of Thatcher’s premiership on theatre anandreRather than being completely pessimistic and
disapproving of Thatcherite influence, Peacock {sodut that theatre in the 80s witnessed the
emergence of new playwrights. New voices from (a&xethnic, physical) minority groups were heard,
new styles were tried, and counter-culture valueewaised on stage.
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their representativeness because they are wrijtestablished left-wing playwrights
and were premiered (or had its first-time transiethe mainstream theatres in 1990,
just a year after the revolutionary fervors. Theirion of this thesis project is to
explore how the playwrights concern themselves thghissues revolving around the
collapse of communism, especially when the alteradb the really-existing socialist
system would be liberal democracy, supported bygslia@t Thatcher. How do they
represent the failure of the really existing sasraP While recognizing the failure of
state socialism, do the playwrights reorient oigevheir socialist ideal through their
dramatic representations? How do they envisagst#te of post-communist,
capitalist-prone Eastern Europe? How do they releessues in Eastern Europe to
the contemporary British society? What areithplications of their immediate,
responsive interpretation of the evéents in Easienope when we read through the
prism of British political theafré? In t.hg-ig'lhl_ol\'lgjranél.ysis of play texts, these
guestions will be observed and taclfle-(-ji'.:*:}_. |

The first chapter reads ¢a;y1 ChdiehiMsd Forestand examines her
representation of the Romanian revélution... Basethercollective workshop
experience and a field trip research in Buchaf@stirchill focuses on presenting
ordinary Romanians’ perception and reaction befdueing and after the political
uprisings. The study will analyze how Churchill regents ordinary Romanian
citizens’ living in hardship under the terror o&t& surveillance in a totalitarian
regime and their experience during the frenzy wbh@ionary moment. The study
will also interpret Churchill’s exploration of petitalitarian freedom of speech.
Along with her emphasis on ordinary Romanian cit&@xperience, Churchill is
conscious of her position as an outsider-speciatengaging with the Romanian
issue. Thus, the reading will analyze her dramatatgtrategies which help distance

her and the audience so as to avoid reductionégsteaypical interpretation.
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The second chapter reads Tariq Ali and Hoviaaehton’sMoscow Goldand
analyzes their depiction of the liberalizing traorsfiation in the former Soviet Union.
The play begins in the 1917 revolution but centerslramatizing Gorbachev and the
consequences of higasnostandperestroikareform till 1990. Through depicting the
intricate power struggle among top political actansl the chaotic situations
experienced by ordinary Soviet citizens, the plapldys the playwrights’
reorientation of socialism. The study will evaluiteir assessment of the Soviet
socialism and illustrate how the playwrights enwisihe future after Gorbachev’s
reform. In addition, Ali and Brenton were intentado make the play an event to
protest the crisis of theatre under Thatcheriteiahtnation. Therefore, the reading
will also explicate the playwrights’ protest.an@ithevocation of Meyerhold theatre
for their theatrical ambition.

The third chapter read.leavid.'l-E;ggél:ﬂ‘.é Sha.;;e of the Takded interprets his
fictionalizing treatment of the political--ei%n'.tsEEastern Europe. Conceiving that the
process of democratization in_'fhe:, satellite.statessimilar in the form of closed-door
negotiation among elite politicians, Edgar Attempteffer a generic representation
through fictionalizing the setting. The politicstué fictionalizing strategy and its
efficacy will be assessed. Moreover, the study éigcuss the implication of Edgar’s
concentration on negotiation to represent theipalisea-change. Finally, the play
about the transition of power is wrapped in thealisse of fairy tales and anticipates
the audience to view it as a political parable. fdeding will pay attention to his
deployment of fairy tales and construe what Edgeanids to convey through this
parable play.

Through closely reading the three represemaéixts, the study is expected to
help shed light on our understanding of how Briteftrwing playwrights integrate

their respective dramaturgical styles and politgtahces to create plays that could
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reflect, in Kenneth Tynan’s approving phrase, ‘thvees of contemporary society”
(248). Through their immediate dramatic represéniatf the momentous history of
the communist collapse in Eastern Europe, the pigias confronts themselves with
issues of the efficacy of socialism and the chaienof post-Cold War conditions on

the one hand, and contemplate on the role of theatthe other hand.

.;..:A:_-..:II'H.?.T



Lo 13

Chapter One
Mad Forest

Mad Forest $ one of the first major British theatrical respem$o the issues
revolving around the fall of communism in Easteurdpe and the end of Cold War.
Just within a month after the overthrow of the Geaau dictatorship, Caryl Churchill
was requested to embark on a Romanian project.prbjsct was developed through
a typical Churchillian method, and the resultamtndatic piece is entitledllad Forest
Through focusing on ordinary Romanian’s percepéod reception before, during,
and after the turbulent revolutionary events, Chilil's Mad Forestreenacts the
frightening experience of the ubiquitous stateaierthe polyphonic account of
revolutionary moments, and the euphoria aswetoagusion in the post-totalitarian

condition. M= 20

1.1 Caryl Churchill and the Cr_'éat_i__c")n ofiMad Forest

Caryl Churchill is one of the mbst acélaimed conpenary British political
playwrights, and the trajectory of her playwritiogreer demonstrates her excellence
in creating theatricality as well as her firm cortmment to socialism and feminism.
In an interview conducted in 1982, Churchill exgexsthat her preference for
“decentralized, nonauthoritarian, communist, norsexa society in which people
can be in touch with their feelings, and in contbtheir lives” (Aston 3). Based on
this vision of an ideal society, Churchill attemfsoffer socialist feminist analyses of
the relationship between patriarchy and the ecoasystem in her dramatic
compositions to “analyze and understand the wayhich power relations based on
class interact with power relations based on gératet to critique social, economic

injustice and sexual oppression (Wandor 136). Hane®hurchill is not content with
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the linear, realist dramatic narrative. Instea@, @bmbines social critiques with
theatrical experiments. She employs various Branhtchniques to alienate
characters as well as spectators in order to rekeaonstructedness of social norms.
She also manipulates time and stage conventiomsdermine the received notion of
reality. Her introduction of overlapping dialoguedaher incessant enthusiastic
collaboration with figures from different spherdgperforming art broaden the
possibility of theatricality. As a result, Ruby Cohn regards her as “the mafbpnd
and theatrical writer of her generation” (12).

Mad Forestwas a very timely, immediate project that involzefield trip
research in Romania. During the revolutionary fesvo Eastern Europe, Mark
Wing-Davey, then Artistic Director of Cen_t_'ral Schoad Speech and Drama, felt the
impulse to make a play about the political events thought that “Romania seemed
particularly suitable, as stuqéﬁts hat-:i-pggc_r;tj;cipmetdé Revolution to a great extent”
(gtd. in Mitchell 499). Therefore, heln\;ﬁed 'Ca@hurchill to engage on a Romanian
project with Central School st_d'de__ri'ts. The.teamveatipted a typical Churchillian
workshop approach developed from. Churéhill's cadlabion with Monstrous
Regiment and The Joint Stock Company. This appr@aatcollective scripting
process, involving actors to help generate the mighfer the play’ To familiarize
themselves with the Romanian issue, Churchill anngrDavey brought ten acting

students, along with other stage designers toBistharest in the early April of 1990

! In her study of Brechtian legacy in British stag@nelle Reinelt considers that Caryl Churchill
has “used a variety of identifiably Brechtian teicjugs to construct her socialist feminist dramas”
(85)

2 Caryl Churchill is known for her collaboration rarily with such directors as Max
Stafford-Clark, David Lan and with such theatritalipes as Monstrous Regiment, The Joint Stock
company, but also with choreographer lan Spinkadposer Orlando Gough.

3 Caryl Churchill reveals the merits of workshop agmh in her introduction tGloud Nine
“The starting point for our research was to talkw@lourselves and shared our very different
attitudes and experiences. We also explored stgrestand role reversals in games and
improvisations, read books and talked to other feedmough the play’s situations and characters
were not developed in the workshop, it draws deeplthis material and | wouldn’t have written the
same play without it"Rlay One245)
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and work with students at the Caragiale Institdt€reatre and Cinema, Romania.
With the aid of the Romanian students, they sebawdn extensive field work,
including interviews, conversations with a rangexfinary people in Bucharest
about their experiences of the events in the 1889 Jand early 1990. Their visit took
place at a time when the morass of political reaidnfused and affected Romanian
people so that they seemed not to have a clearaofievihat had happened. A sense of
confusion and uncertainty pervaded in the couritoy.ordinary Romanians, they
were still trying to come to terms with the meanaidhe revolution in Romania and
to sort out the possibilities for the future.

What comes out of their field-work research isaymntitledMad Forest and
the play slickly has the structureiof three paégh representing life before, during,
and after the revolutionary. eventsiof Decerﬁ'bédthough Mad Forestdramatizes
the political events and its sﬁt;ject qér}ﬁg:_e.@ﬂy;p(.e‘.d as dealing with the failure of
communism, and the breakup 'of totlal-i;ir_.iar.] regitsaeynique point of view and
dramaturgical composition are. 'sig'hificant and etlinary. It does not represent any
political representative or the violenf revoll.J.tidimctIy. Instead, it concentrates on
the personal, the domestic, and the familial, eedichtes to offer a range of voices
speaking of their observations of the politicalrge The first and the last part focus
on two unremarkable families. Through dramatizimgjit perceptions of and reactions
to events before and after the fall of the Geaau regime, the play achieves in
illuminating how Politics is exercised in everyddg. Sandwiched between these two
parts, which both culminate in weddings, are eledisnonnected individual citizens
appearing on the stage simultaneously and recaytiieir experiences from

December 21 to December 28. A plethora of indivighesispectives and narratives

4 Mad Forestpremiered on 13 June 1990, the very same day wiirggrs entered Bucharest to
crush anti-Front demonstrations. On 17 Septembemplay gave its first oversea performance on the
National Theatre, Bucharest. It opened at the RGyalrt Theatre, London on 9 October 1990.
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creates a particular aural effect, that is, “arabzation of dramatic meaning”
(Chaudhuri, 137). Tony Mitchell also observes thmbeffect and comments that the
“choral aspect” of the text, with its “fragmentddusture” and “multi-purpose
cross-casting,” contributes to the “overall mosgmB09). Apart from the text’s
polyphonic treatmentylad Forestemploys various Brechtian structure of scenestitle
various gestic alienation devices, and nonline&r earrative techniques to explore
“the complex, often discordant manifestations stdrical/political forces within
specific lives and relationships” (Garner Jr. 399)e personal, the domestic and the
ideological are dramatized as being conditioneceundrious social pressures and the
theatreof politics is played out in the “micro-politics eleryday life”
(Sotto-Morettinil05). Thus Janelle Rei.nelg'.contemm this play “shows Churchill’s
consummate ability to treat evendfiner life Witkm epic structure” (102).

In Mad Forest the Breéhltian d,év}gs__%ére emb.loyed not onlyltoninate the
nuanced exercise of politic in everylde-l.;'%:lj_-fe,' blsbao break up dramatic illusion and
to de-familiarize audience fror’ﬁ théir presup[ﬁqeltiAs Larry Wolff'sInventing
Eastern Europ€1994) and Vesna Gbldswdfthymenting Ruritanig(1998) suggest,
the repeated literary, cultural invention of EastEurope and the Balkans has
contributed to the public imagination of these oegi as barbaric, backward, and
violent. These stigmatized stereotypes and negatiages have been further plagued
in the context of Cold War since Winston Churchkillshadow of iron curtain” speech
was widely publicized (Wolff 3). Of the region ing Balkans and Eastern Europe,
Romania has long served as a particularly fascigd&othic locale marked by

tyranny, violence and chaos in the popular imagpnat What's worse, the

5 Narcisz Fejes explains why Romania became therfasieg locale of popular imagination:
due to “its ‘mysterious’ lands...its metropolitan &ions inviting foreign travelers and cross-cultura
dialogue, its political atmosphere that is contunslg heated as a result of the coexistence of
ethnically varied populations, its membership ia @ttoman Empire, and its suppression under the
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undesirable images were aggravated through workggiildtulation of the video
broadcasting of the bloody street upheavals andithent trial of the Ceaescus in
1989, fostering stereotypes of “the way thimgerein the other Europe” (Kostova
88)° Bear in mind the danger of reinforcing the receistereotypes and
sensationalism, Churchill inserts a tourist framimghe play so as to expose the
problems of the West’s reductionist stereotypingtripretation of the region.
Churchill’'s exceptional deployment of a touristrfiag will also be examined in the
following analysis.

This chapter will read the play according to itéobe-during-after division
because the three-part division plays a strucagavell as thematic role to our
understanding of the whole play: In__hié co_'mpariebMad ForestandLight Shining
in Buckinghamshir¢1976), TonyIMitcheII observes that both playsénawsimilar
“before-during-after” structu_fel by cit%n_g:_?__'gr.éldiﬁ?@.l;sin’s analysis dfight Shining

Light Shiningbegins With (;-.r:'_fai{_-ac:.ters Imprisoned within tightbn@ining
ideologies and ecc_').r'lo;ﬁic and,social structures shows their elation
and amazed excitement .as theée “rigidities” ardeaiged and loosened.
As the characters take control of their lives thevrd momentum of the
play leads to an upsurgence of joy, which is theestéed and

destroyed ... Each character and episode has thiéyoblaa snapshot, a
brief moment of time arrested: each separate intidas its own

meaning and resonance ... The “before-during-aftk&pe is created not

Ceausescu-regime” these factors all contributindpéoproliferation of works situated in the region
(19)

¢ Ludmilla Kostova observes that by the tiliad Forestwas produced, “the street violence in
Bucharest and Timisoara and the Ceausescu'’s tribégecution had acquired an emblematic
significance and were fostering stereotypes ofathg ‘thingswerein theother Europe...The world
seemed to be witnessing a melodrama in which drdetatorship had been toppled and the
oppressed millions had triumphed” (88)
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as an unbroken line but as a montage of relatgginieats. (Cousin
20-21)
Each section dvlad Forestis devoted to different stages of political eveants
explores the predicaments and power relations wdtfigitt everyday life. As the
experience of the revolution is staged through ehelnacter speaking his or her
perspectives and desirddad Forestdispenses with the linear master narrative in

favor of a more fragmented, episodic form and pressa series of personal histories.

1.2 Performing State Terror

The first section oMad Forestconsists of sixteen brief scenes that employ an
impressionistic, cinematic narrative to sketchtbethorrors and hardships of life
under the Ceaescu regime. Thrbugh the slice-of-life represeatatf two ordinary
Romanian families, this sect.ioln rev,e:'a_!i_i_:_igr.éh riaifémnditions such as long queue,
scarcity of products, school educatioﬁrié pﬁrquapda and most of all, the
palpable presence of state terror, mcludlng thgulto)us state surveillance and the
effective deployment of police state. What s wotbe, various forms of state terror
have left a traumatic impact on everyday life. Tise of language is distorted and
mutual trust among the characters is spoilt.

The omnipresent presence of state terror can lerdisd in the opening two
scenes of the play. The Vladu family has to tueartdio up blaringly whenever they
want to talk about something sensitive while theohescu family can only interact
with each other under the condition of power ciite Teliance on radio and power cut
for frank communication suggests the presenceaté $tugging. When talking, they
converse in an unenthusiastic, detached mannereddremy of their speech implies

that the oppressed citizens internalize state idétion in their daily communication.
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The presence of state surveillance also makes Masbanunication unreliable.
Words may not be used as they are literally meabetunderstood; rather, they are
used deliberately to mask the characters’ intestibma scene ironically titled,
“Ascultati? Are you Listing?” Lucia goes to a doctor andsak abortion 1D 19).
Aware of the danger of talking, the charactersoattcovertly to transgress the
official policy. They speak a politically correext on the surface while exchanging
written messages and Lucia hands over a wad of ynongay for the abortion.

The discrepancy between talking and performingscaliention to the concept
of Brecht’s social gest. According to Brecht, “Swcial gest is the gest relevant to
society, the gest that allows conclusions to bevdrabout the social circumstances”
(104-05). The technique of social gest makesedit inscription of ideology and
economy in everyday life. Hencé, the staging.ofat@rs queuing for meat and
scraping broken eggs expos.els the ecggomlc predl;namﬁomania, and disguised
forms of communication reveal the pr;;'%éctérs’ @hkion to elude a monitoring
state. Moreover, the middle-c[éss_, Antofiescus cioyealative security and
well-being because of their relation fo the tﬁe&uu regime while the working-class
Vladus live in a constant fear and harassment Isecalitheir daughter, Lucia’s
decision to marry an American and go to Americaictvloffends the Cold War
ideology. When Flavia Antonescu confesses herassdinment with State ideology,
she cannot get any feedback from her husband, Miahdirelies on talking with her
dead grandmother. Though it is an unrealistic scilii@ai’s insensitivity and Flavia’s
reliance on talking with the dead insinuates thicdity of having frank
communication and the living dead conditions amibregrepressed Romanian

citizens.

7 MD is the abbreviation dflad Forest In the following textual analysis, all page numsbom
the play text are indicated in parentheses.
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Despite the fact that talking is dangerous, theaittars are shown to seize the
opportunity to perform verbal resistance to theadarship regime and to challenge
official mandates. As a young intellectual, Radacks a meat queue by whispering
loudly, “Down with Ceasescu” (17). Although he refuses to acknowledgthis,
verbal provocation is the first direct act of résmce in the play. Establishing himself
as a dissenter, Radu’s covert rebellion is echoédicia’s transgression of
Ceayescu’s policy of anti-abortion. Later, Radu exchempolitical jokes with
Gabriel and lanpin the public. One of their jokes implies that Ggsscu is
omnipotent and is responsible for the chaos he smakde another joke skillfully
juxtaposes the scarcity of life necessities withdbsurdity of Cold-War arms race.
Still another joke tells of an angry smashing &eguritate car because of an
anticipated uprising: “I'm sorry, i thought it hathrted” (21). These jokes mock the
ridiculous reality of life undef tlhe opbrggﬁyé (Imcu regime and signal their
anticipation for an uprising to remoya-l the 6pp'mssegime. In a familial gathering,
Gabriel gleefully describes hi_s'.Su___c"cess in.avoidingeumbing to Securitate pressures
on him to act as an informer despité that h.i.s seddkmily try to silence him by
turning on the radio. Unlike his father, Bogdan ddawho remains silent under
Securitate pressures, Gabriel reacts volubly:

...And because I'm a patriot | work so hard thatr’téhink about
anything else, | wouldn’t be able to listen to what colleagues talk
about because | work right through the lunch hoind | stuck to it and
they couldn’t do anything. And I’'m so happy becalige put myself on
the other side, | hardly knew there was one... (24)
His loquacious response proves that he can caatah the power of language to
elude state coercion and resist to State’s martipalaf blackmail. These instances

of defiance against their parents’ commanding &naekdbal challenge to official
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doctrine anticipate the open testimonies of aatesistance to the Cegascu regime
in the second section of the play.

In Mad Forest the depiction of state terror and distorted comication under
the Ceagescu regime is framed by a tourist text which wanka way similar to
Brecht’s placard. Each scene of this section atagehe last section of the play is
prefaced by an actor reciting the title as if amgligh tourist reads from a phrasebook.
These titles are required to be announced “fir®a@manian, then in English, and
again in Romanian” (13). The spoken titles providaic comments on thgestusof
the following scene and the ironic contradictiotween content and title creates a
sense of estrangement, in other words, the Brethiianation effecf The
Alienation effect is also achieved throdgh_-_'the liate presence of a tourist figure.
Similar to Marie Irene Forne’she Danubg1982), where an American
businessman’s oddly experi_éﬁces m Bugfc_;_l'gbést afédm@ by a Hungarian
language-learning tape containing dlalrogue in'Bihgéind Hungarian, which the
characters repedtthe constan_t. prgéence of a tpljrist figure speaburtdines from a
phrase book alienates the audience.from éésilylaimgpin the dramatic illusion and
leads them to be “critical observer[s]” (Brecht 91)

Mad Fores's use of phrasebook expressions by a touristdises attention to
the ensemble’s engagement with an unfamiliar pliacthis case, Romania. As the

director Mark Wing-Davey remarks:

8 The most literal case of this occurs in the scaréaped, “Are you Listening?,” Another
obvious instance is the second scene prefacede“&ie un chibrit? Who has a match?” (18). The
preface anticipates the power cut that disturbsAtitenescus’ evening work. Yet to light up a
candle ironically signals the attempt to flare ugoanestic argument.

? Tony Mitchell compares the similar dramaturgicabayaches of Mad Forest and The Danube
to their Eastern European subjects, noting that platys have “a marked absence of any direct
portrayal of political events,” and uses “an obégenapshot approach.” Further, both plays avoid
“linear narratives in their discontinuous, mosaleIportrayal” and reject “Hegelian dialectical wie
of history” in favor of a feminist representatiqb03)
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This isn’t a documentary...And | wasn't interestedhe actors trying to

beforeigners. Much of the play is about a Westemer strange place:

The phrase-book passages that open the scenesstiorce, are there as

a reminder that this is simply a partial view; iigtthetruth (Mitchell

502).
Wing-Davey'’s recognition of the impossibility ofesenting the play’'s Romania
characters and situation resonates with the ptaigésand subtitleMad Forest
deriving fromTeleormanrefers to the forest used to cover the site affBwest: “On
the plain where Bucharest now stands there uskd ta large forest crossed by small
muddy streams...It could only be crossed on footvaasl impenetrable for the
foreigner who did not know the paths” (7).-Alluditgythe impenetrable quality of the
access to the paths in a Romanian forest, thesptalg not only suggests the
difficulty of representing the .sLJbjectj.bty_:jg'f@reiplél.ywright and the ensemble, who
are unfamiliar with the region, but zalls-c;'_'fr_r.}plliee tifficulty of interpreting the
indeterminate, inconclusive R’é'm:dnian political ite8. Moreover, the play’s subtitle,
“A play from Romania,” stresses thé play’s;.engagmmfith place. It is a play whose
playwright, along with the ensemble, set out to Roia to conduct an intercultural
project, to translate the latest events for itsliShggpeaking audience. Similarly, the
device of a tourist framing introduces a spectat@erspective for the audience to
readthe Romanian issue. The deployment of an obviousstogaze alienates the
audience and prompts them to recognize that thregeptation is only a partial view
which the playwright and the ensemble try to makess of.

The difficulty of making sense of an unfamiliar géais further emphasized

through the representation of certain unrealistenss. In the play, there is an angel
talking with a priest; however, the content of trenversation is obscure and

difficult to decipher. The enigma of their converga becomes part of the discourse
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about making sense of a truly foreign politics. $tioe ambiguous representation
symbolizes the recognition of the difficulty of dfging Romanian issues. Moreover,
in a scene where a dog begs a Vampire to turniiona Vampire dog, the Vampire
is told not to appear as the assumed int8gehe audience could recognize the
Vampire only through its self-revelation that it'/ot a human being, [...] undead [...]
a vampire” (44). The unfamiliar appearance of thetie signifier is an attempt to
displace the stereotype of the vampire figure thdeeply associated with the region
and has long fed Western pop-cultural imaginatidevertheless, Caryl Churchill’s
decision to have a vampire on stage exemplifiepénadox of her theatrical intention
to debunk Western’s tendency to simplistic repregen. On the one hand, the
unconventional presence of Vampire éhov_Vs her attéorgvoid reinforcing the
received stereotypes and sensatignalism. On ttez béimd, the presence of vampire

suggests the inevitability of a Westerr_;gf{t,o Viemrl%tnia with an exotic gaze.

- -

The first section oMad Farestis ur_'ffplded through a tourist discourse, which
underlines the nature of this p’fbjg(":t: to inter’ﬂ;lngt latest political upheavals in an
unfamiliar foreign place. Through thé touriét Speatial lens, the audience reads the
the hardship and distorted life under oppressitaditarian state. The state exercises
various terrors that traumatically have damagirigot$ on language, relationships
and living conditions. Despite the fact that langgigs distorted and life is desperate
under state surveillance, characters are showeize the opportunity to transgress
rigid and repressive state controls. The abilitdedy against official doctrine

anticipates the overthrow of the dictatorship.

1.3 Recounting the Histories of the Romanian Revolution

10 According to the “Production Note” in the play tettte Vampire should “not dressed as a
vampire” (9).
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The second section dad Forestis composed of fragmented monologues of
eleven disconnected characters who recount thpereences and perspectives
regarding the very revolutionary moments from Delgen?0 to December 28. These
characters are not the characters in the otheséwtions; instead, they represent a
range of ordinary Romanian citizens from all wadkdife: a painter, three students, a
translator, a bulldozer driver, a Securitate offieesoldier, a student doctor, a
flower-seller, and a housepainter. Each charaeireats his/her lines in English with
Romanian accents and language inflections and leshsmparately “as if the others
are not there and each is the only one telling wihppened” (29). Una Chaudhuri
reads the composition as “a tour de force of sympmhdramatic writing” (154).

The significance of such stagingidevice is.thaheator acts as a Romanian witness
struggling to find a position in relafion to theses and speaking out their
moment-by-moment experie.n;:es dunggthe revoli;frd)reir discontinuous,
interweaving accounts defy-the conlcéé'i}_'.[hét: thEbhy is a single, stable,
authoritative master narrative_;.Hig,iories are shdignontinuous, contradictory, made
up of multiple skeins of conflicting in.dividu;il amaents.

The discontinuous, overlapping accounts also creabgthm which builds
from fear and anticipation, to celebration and gy then to fear and bewilderment.
Tony Mitchell regards the intricate three-part dign of this section as “a microcosm
of the play’s overall structure” (502). In the beging, everything remains static and
“nothing unusual:” Securitate men keep “taking pldse of the street in plain clothes
with a walkie-talkie hidden” (31-32). However, thod of expecting something to
happen is established as people gather aroungpmeuor protest against Tiguara
massacre, the regime’s suppression of dissidentstmators. When the radio and
TV go dead on the 21st, they feel startled thatimaited thing happened at last. But

no one has a definitive, omniscient view of whailsehappened, nor does everyone
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is participatory and supportive at first. One setdiays that his army troop is fully
armed but they are obscure of what to do next awe ho idea of what has happened
in Bucharest. One doctor reveals that no one knbat\Wwappened even though “there
were 14 dead and 19 wounded” (35). While one bogesit is radical and eager to
take part against the authorities, another boyestucemains lukewarm and chooses
to stay away. One girl student is forbidden to gband could only witness the event
through the crack of the shutters in her room. &loeises her father as a coward
while he is told to confess that he would behavieintly “if he was single” (32).

One flower-seller is so scared and protective shatpersuades her husband to stay
home for the sake of their children. During thethaddullet shooting, most characters
decide to stay home with their families, watching dnd listening to Radio Free
Europe to comprehend what reélly happened.

After the night of shoofiﬁg sub.sigg_g.plh 22no.l.., pegpadually come to realize
that “Ceagescu is finish” (35), and setup shrines in thelipab commemorate those
sacrificing for the revolution. QUt:_df patfiotisspme even reveal their sense of
shame for having done nothing and.are eéger to affelping hand and stay with the
first people who make revolution. Since the diat&csaid to be removed, people are
free to say the forbidden line, “Down with Ceascu” and sing their banned anthem,
“Wake up Romania” (36, 38). They are overwhelmethyoy and celebrate their
post-totalitarian situation. According to one triatar, their joy is beyond description
that “no words in Romanian or English” can desctiv@v happy [he] was” (37).

After a short pause, however, the scenario turnsatad the mood of festivity
disappears. The characters recount other terrifsimagptings following the fall of
Ceayescu. A sense of uncertainty pervades and no aneskwhat happened and
how bad the situation is. The soldier shoots bjirtdl“stay alive,” and the painter

tries to act bravely “as a man” (39, 41). The teead confusion, once again, prompt
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some away from the very site of revolution, ang stame until the trial and

execution of the Ceaascus. However, the wound of the terror shootietslbbnger
than the fall of the Ceaascu regime. The translator feels his “leg buckledd he
“vomits and couldn’t go out” for several weeks (39lore than physical discomfort,
the traumatic experience of the bloody revoluteaves its mark on the estrangement
of human subjectivity. The participating studergds his feeling (“don’t feel scared”)
and becomes numbed when seeing a man killed in &fdmm (40). Witnessing a
bestial shooting, the painter feels “empty” andsitieknow who he was. He even
loses the ability to “paint for a long time” (4134".

In this second section of the play, each isolatedacters are drawn in a pool
of talking, each recounting their personal expe@snand perspectives. The
composition of this section owes.much to the precdgollective workshop and a
field work research in Romahila. Thé‘ rgg_g_ihl_t'.i's thatf;apresentation of revolution is
carried out by actors playing Romalni:-alr'_"rié_.ahd regiiifferent versions of histories.
Through the representation of.t'hg"character redoyitheir personal experience,
Churchill attempts to criticize the noﬁon of..sieghaster narrative of official history
and to prevent herself from committing the propgn®ir simplistic and reductionist

reading of the revolution in the region.

1.4 Exploring Post-totalitarian Freedom and Chaos
While the second section bfad Forestis populated by characters that are
unrelated to the first section and recall theiispaal versions of the political events,

the third section returns to the familial settirfghe first section to explore the

1T The painter describes a man shot in the throabint ©f him as: “Some people couldn’t look
but | was staring, trying not to forget. | had asane curiosity. It was like an abattoir. He was li
an animal dying with no chance. He had an exprassi@confusedness. It was incredible he had so
much blood. | felt empty” (41).
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newfound freedom in the post-communist Romanianes@nBy dealing with the
personal and domestic issues, Caryl Churchill giterto explore the post-totalitarian
realities. Rather than generating the grounds fogva stable political order, the
revolutionary events are shown to spawn a seriéewabts and confusions. A mood
of disillusionment and a gradual realization thiel has changed, along with the
traumatic communist legacies and the surfacingb@thnic tensions, permeate this
final, longest section of the play.

The apparent difference in the post-totalitariantert is shown through the
language the characters use. Unlike the economgrbfl communication in the first
section, each character now can speak their uncshdesires, prejudices and hatreds
boldly. In the typical Churchillianifashion, theasiacters speak over other’s lines,
disagreement flares, and confrontation becomes st violent. Mutual respect
seems out of question, and hérmonyi_g;t_}_graer amnféht—n reach. As the apocalyptic
remark made by the Securitate man m'the éecoﬂ'nbsé% the newfound freedom of
speech does not guarantee th‘é fgffillment of:c_prﬁoanimn; instead, it leads to the
making of the irresoluble and chaotié post-..revolm'ry realities.

The play deals with post-revolutionary politicatléterminacy through the
recurrent questioning of the authenticity of theotation. In the scene that opens the
section, a vampire and a dog are presented to cemweth each other. The vampire
reveals that he comes here “for the revolution’(4d he can taste man’s blood
easily because everything is in a mess. “Nobodwknbo was doing the killing”
(45). This ambiguous and unrealistic opening ndy onplies a mood of confusion,
but also suggests the sense of doubts which peteistseries of scenes set in the

hospital where Gabriel is recovering from injursegfered in the street fighting.

12 The Securitate man recalls his patrol in the smadbecember 21, and makes a apocalyptic
remark that “How could they be made calm, what tivant” (30).
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Although Gabriel is established as the emblem wbltgionary heroes, he is uncertain
about the resolution of the revolution and askstawetty, “We won. Eh? Ole...Yes?”
(47). Later a string of alarming questions raisgéib unknown patient directly
heighten the sense of uncertainty:
Patient: Did we have a revolution or a putsch? Whe shooting on the
215 And who was shooting on the"?2Was the army shooting
on the 2% or did some shoot and some not shoot or were the
Securitate disguised in army uniforms? If the ameye
shooting, why haven’t they been brought to justided were
they still shooting on the 2% Were they now disguised as
Securitate? Most important of all, were the testsrand the
army really fighting or were they-only pretendiregfight? And
for whose Ibenet'r.t?éfig'.by wh(;;se orders? ...
Gabriel: Please stop. (50)
These puzzling questions appéal_r__to be'undesiradler to be silenced and
neglected. However, like a catalyst, .the se.r.ifusing shouting prompts the
young intellectual Radu to suspect the genuineokge uprisings: “who was
shooting on the 22nd? That's not a crazy quest{b8) and Gabriel to question,
“Have you heard people say that by the 22nd /ekielution has been stolen?” (55)
The controversy arises from the confusing politeatnts and the unsatisfactory
post-revolutionary political reality when lliescandNational Salvation Front appear
to be duplicating the political structure of thea@gscu regime, which in turns leads
to suspicions and skepticism that the revolutiosm ¢c®up engineered by lliescu.
To reassure themselves and dispel their uncertabmtyt the authenticity of the

revolution, the young characters make up a playiokiimg the bloody trial and
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execution of the Ceaascus:® Although this play-within-a-play is set up to delate
Gabriel’s return home from Hospital by Radu, Ludémas, and Florina, it is not
celebratory in the conventional sense. The feraclhmtred is revealed in their
playacting. During the climax of their re-enactmehey unleash their upmost anger:

Gypsy.

Murderer.

llliterate.

We've all fucked your wife.

We're fucking her now.

Let her have it

Bite your throat out (Mad Forest, 70-71
Mixed with racial, sexual an_d ;/iolen,i' a@_ﬂshe.,',thewﬁﬂg unleashes their prolonged
agony and continuing antagenism to ;[.I:'_'é__-to.talitar@ime. During their caricaturing,
Gabriel notices that lagdias h_'ﬁ'gg___e"d his sist’érJ.iéia, and bursts out str#wieat,
“Get your filthy Hungarian hands off.her” (%1). Tugh he later remarks that it is a
joke, the undercurrent tension regarding race #mui@ty cannot be concealed.

Not only does the authenticity of the uprising am# the young characters, but
the value of the revolution also bewilders theirgmas. Irina enjoys the apparent
benefit of the revolution that “[e]ggs in the shb%7), and appreciates the newfound
freedom of speech (78). In contrast to Irina’s apjation, Bogdan downplays the
revolution and shows his discontent with all thertail of the aftermath and prefers a

more despotic leader:

13 In this part of the play-within-a-play, Cegascu, played by Radu, lies still after the violent
mimicking shooting at him. The sense of joy is inipted by Radu (Ceaeéscu), sitting up again
and posing the question, “But am | dead?” The §icamice of this simple question reveals their
anxiety that if the execution is artificial. In he®r, powerful, “Yes,” they get the needed affiriomat
and a temporal effect of theatrical catharsis..(70)
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Bogdan: This country needs a strong man.
Mihai: And we’ve got one.
Bogdan: We've got one. lliescu’s a strong man. \Ai&tchave a traffic

jam forever. Are they going to clear the squaraaf

Bogdan: They're weak, aren’t they. (77)
Although it is ambiguous whether Bogdan identifieth a totalitarian regime or just
wants peace and order, his view implies that haatenvision another alternative
but retreat to the previous suppressive way to gaffepost-totalitarian chaos. The
contrast between Irina and Bogdan reveals thaittitas and meaning of the
revolution in the minds of the people oscillatesasen two extremes. It is interpreted
either as a radical change, prorhising the improvermEbasic living conditions, or as
a threat to order. This polarifylproloﬁggét_g__fémj|ige'r..1erational conflict. Upset that
the political structure does not chanlg-er'}-'%n.uc'h, RAwdects his anger at his parents for
their support of the Front, Whi_éh l_f_)é considers. ¢etirevolutionary. He shows little
sympathy for the predicament his pérents .v.vouldessu# Mihai can no longer work
on the People’s Palace while Flavia might be tramed to the provinces for teaching
Ceayescu doctrines. When his father comments on thierpeslutionary confusion
as “[n]othing is on a realistic basis,” Radu loatlhés anachronistic rhetoric (66).
Radu also excoriates his mother for she once tiohdtat she loved Elena Ceascu.
Radu’s clash with his parents reveals his eagetoedsan up the legacies of the

previous didactic regime. However, the old modspdech and ways of doing things
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appear repeatedly, signaling that the lasting tetiomesidues of a former totalitarian
state cannot be easily swept overnight.

The possible distortion of representing the revotuts tackled through Lucia
watching the report of the revolution in the U.S1like the other characters that have
stayed in Romania and experienced the uprisingsbbms, Lucia, who marries and
leaves for the U.S, could only rely on the trangeditvideos to experience the events.
However her viewing experience lays bare the reduist tendency of mass media to
interpret the event. The alarming patient warmsr{ghto “tell” Lucia what actually
happened while Lucia complains that “they (TV) mesteowed enough” (51J. Their
suspicion and discontent with mass media’s repgeumain serves as an indicator of
the possible simplistic, sensational,__diétort]ngcmmt of the revolution.

Churchill also uses Lucia’s homecoming from the .WoSserve as her critique
of capitalism. Before the re\_/.ollution,,:L__u*eTi_g;iﬁsists rf;arrying Wayne and pursues her
American dream regardless-of all the-.;'é;)fhs'equandables inflicting on her family.
After the revolution, however,_'éhg"returns home dexldes to stay in Romania as to
show her patriotism and make up fo.r her régremfueing one of the many that
really made the revolution. She also reveals regrdihantment with the American
dream. Now her comment on America is cold:

Gabriel: How's America?
Lucia: If you mean how’s Wayne he’s fine ... But Arnca. There are
walls of fruit in America, five different kinds @pples, and

oranges, grapes, pears, bananas, melons, diffeénetst of melon,

14 For example, bribery is still practiced: Gabridbsher brings a bottle of whisky to bribe the
doctor. The other instance is found as Irina’s dance of undesirable topic by saying, “I used o sa
more with the radio on” (55), and Rodica’s nightmaf bribing.

15 In the hospital scene, Gabriel discloses that Lisceamming from America, then the patient
inquires if she knows what happened, Gabriel rephat she would have read the newspapers.
However, the patient grouts, “Then you must teil’ l{g1).
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and things | don’t know the name — and the vegetglihe
aubergines are a purple they look as if they'venbeenished,
read yellow green peppers, white onions red oniomnght orange
carrots somebody has shone every carrot, and demgicabbage
spinach broad beans courgettes, | still stare eumey| go
shopping. And the garbage, everyone throws awast dpaegs full
of food and paper and tins, every day, huge bagg dustbins,
people live out of them. (51-52)
The landscape of America is perceived as amazmglyperous, full of abundant
material goods. However, its affluence is groundedavish squandering of resources,
and unrestraint production of waste and trash: Jhusia’'s comment on America
functions as a critique of American Capitalism,reifdt symbolizes a desirable
alternative to those suffered.frlom thé-g%f_f__igﬂ'ltiaﬁc)..r.nanian context.

Another instance of Lucia unple-;éﬁénf recognitioAimerican dream is the
familiar insoluble racism in Ar_ﬁér?_,c"a: “Buit.l.said them you don't like blacks here,
you don’t like Hispanics...That shut .them up (53heTreference to the racial tension
in America also implies the difficulty of disentdimg racial/ethnic knots in the
Romanian context. Although Lucia decides to stalR@mania and pursues a
long-term relationship with lagpher former boyfriend, a gesture of her expeatatio
that their relationship will be “seen as somethiegv” in a post-totalitarian context,
her dream seems almost unattainable as well asiable new political order (59).
Ethnic and racial difference gets in the way. Lisctaother, Gabriel, disapproves her
relationship with langbecause of his Hungarian ethnicity. His unacconating
ethnic prejudice goes on to an open break in fsbimmwith lang. Lucia, though
wishes to stay with lagois infuriated when largoaccuses Romanians of slaves.

Ethnic and racial tension spoils mutual understagndl'he rooted ethnic prejudices



Lo 33

and racial divisions, which have been coded in teas folk narratives and were
once frozen under the Cold War opposition, startaw. In the play, Hungarians as
well as Gypsies become the target of attack. lceaes set in the rural landscape, the
characters exchange their opinions and try to nsakse of a mysterious murder. All
the characters talk and overlap each other, withnaents mingling with racial,
political, and class biases. The cacophonic exahdigyupts the serenity of the rural
landscape, and makes a sharp contrast with thermetscene in which the young
characters doze off on a sunny afternoon and makeies of wish list. The mood and
tone of the wish-making scene is unusual. As Feodiscloses her wish of “go[ing]
on lying here” (64), which sum up the rural scertles,double meanings of “lying”
are symbolic because they imply the intractabgitylreaming to doze on the lawn as
well as to cover up the undesirablé reality. Thigtipal discontent and ethnic tension
permeate the whole section .alnd are.'s;g;q'he_t.r'imdrraé{reconciliation and mutual
understanding are unattainable .
The ethnic/racial antagQﬁis_rh exacerbatesdrfittal scene in which there is a
wedding party to celebrate Radu and Floriﬁa's ragei Contrast to the ritualistic,
solemn wedding of Lucia and Wayne in the first megtthe wedding party in this
section is raucous and unharmonious. The scenesop#dnFlavia saying, “What’s so
wonderful about a wedding is everyone laughs aie$ @nd it’s like the revolution
again” (74). The speech compares the marriageetoetyolution, anticipating the
bespeaking joy and the future promise aboundedtivgéhdea of marriage and
revolution. However, it creates a dramatic discnegaSimilar to the political events
that disappoint the characters, the wedding partystout into chaos. As the scene
develops, they become more and more audaciougiinctnversation and dare to
provoke unpleasant sentiments. The Romanians, ekoef, put the blame for

current political confusions on Hungarians, andgtesence of lagpa Hungarian, is
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singled out as the target of attack. Their configglects the indeterminacy of the
political event, whether “Hungarians started theohetion” claimed by lang (83), or
“In the roits on TV | saw a Hungarian on the / grdland Romanians kicking him”
told by Lucia (83-84), or “That was a Romanian ba grounds, and Hungarians —”
retorted by Gabriel (84). On the other hand, thenflict displays the nationalistic
chauvinism: “If they want to live in Romania / thegn / speak Romanian” (83) and
tackles the unpleasant historical experience: “Yewve under the Turks too long, it
made you like slaves” (84). Finally, the verbalwargnt bursts into a clumsy, farcical
fighting until Flavia, the bridegroom’s mother, res them of the decorum of the
occasion: “This is a wedding. We’'re forgetting guogram. It's time for dancing”
(84). The characters pull themselves,up and paio @ance under the incongruous
music of the lambada. The tokensénse of ordestablshed and soon interrupted by
each character speaking fodr Iof his:br_iz?g 'l.<'e3sliné..?omanian. Again, they speak in
an interwoven, overlapping manner s-i&i-':ilér'to theaisaracters in the second section.
However, the cacophonic effe_'d i§"stronger bep&msehythm is built up from quiet
and free, to angry and exuberant, td all taII;ingruIe. The sonorous speaking
subsides with the vampire’s last few words: “...kespving faster and faster” (87).
To end the play by the characters speaking Romasisignificant. The
incomprehensible closure (to non-Romanian speakeirgprces chaotic and
bewildering situation portrayed in the play. Thiskaguous ending responds to the
mood of uncertainty and chaos as well as to the¢hef dealing with unfamiliar
place. The unfamiliar language de-familiarizesdbdience and contributes to the
overall thematic meaning that the mad forest ote@mporary Romania is hardly
penetrable and definable for the foreign observers.

In this section, each character is portrayed teeoph an unaccustomed

freedom of speech which enables them to reveal timeiensored thoughts and
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engage in political arguments and discussions. Tdél&yabout their sense of
disillusionment with politics and reveal their ulilled vision that the radical Change
is expected to bring up. Along with the freedonspéech, the characters traverse into
the gnarled forest of internal ethnic tension.Ha play lang’ Hungarian ethnicity
becomes the scapegoat for their confusion. The arebsonfusion are so traumatic
that the possibility of reconciliation and a newl@r in the future are thus shown to be
illusory. Furthermore, the fractured, contradictdesires write out the histories that

should not be naively imagined.

Caryl Churchil’'sMad Forestthough a palitical play, eschews portraying real
political figures to deal with ordihary Romaniaiperception and reception of the
nightmare of recent political .tulrmoil;.'TﬂL(;_)'y'g.]'h cem;ating on the personal, the
domestic, the play not only examincles- how P:olititlisczhs everyday life, but also
manages to do a fair cultural _t'fan_sflation. Awaréhefdanger of representing Other,
Caryl Churchill employs various Bre.chtian.devicesl glothedMad Forestwith a
tourist-text structure so as to de-familiarize &éluelience and to highlight the nature of
representation. Moreover, Caryl Churchill presentstiple conflicting perspectives
in the play not only to emphasize the indetermimatteire of the revolution but also to
counter Western’s simplistic, reductionist accoliitimately, the play offers a
landscape where people are left traumatized anddered by the political events

and feel uncertain of a better future the revohuigexpected to bring up.
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Chapter Two

Moscow Gold

Moscow Golds another dramatic piece that explores the issaasving
around the fall of communism and the state of @dtd War Eastern Europe. Unlike
Mad Forest whose author, Caryl Churchill employed the wodgshpproach to deal
with ordinary citizens’ perception and receptioridoe, during and after the
Romanian uprisingyloscow Golds a dual collaboration by Howard Brenton and
Tariq Ali, and focuses on documenting the epicdmsbf the former Soviet Union
from 1982 to 1990. With special attention to thedi@g political figure, Mikhalil
GorbachevMoscow Goldattempts to. aésess the Soviet history and intetipeecrises
Gorbachev’s reform brings forth and the eventuabkdown of Soviet Communist
Party. Further, the reading p.répose,é tﬂgt}he pigyms critique of capitalism
reveals their attachment to the idea] ofr somahmd that their dramatic representation

is a deliberate gesture to demonstratesthe eftarutivs of political theatre.

2.1 Howard Brenton, Tariq Ali, and the Creation of Moscow Gold

Howard Brenton is one of the major contemporaryi®@riradical political
playwrights that emerged after the Angry Young Meneratior!. In the preface to
his play collectionPlays: One he expresses his conviction of “a rational, comisiu
future” and makes it clear that his central dramgatal concept is to deal with the
theme of “how can we live justly” (xiii-xiv§. Believing the political function of

theatre, Brenton integrates social criticism frohaftist perspective in his plays with

1 According to John Russell Taylor's study, Brentsicategorized as one of the figureheads of
the “second-wave” new playwrights emerging after Amgry Young Men generation.

2 " have a Marxist view of the world [...] the westeworld is in thrall to a system that respects
nothing but money and power, [...] our liberatiorslia democratic and socialist movements, and if we
are to survive and have a common destiny it wiltbmmunist” (Preface tBlays Onexiv)
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the intention of raising audience’s political cossness for future social and
political action. Like many political playwrightg the time, Brenton began his
theatrical life in the fringe circuit in order teach new audiences. However, since the
mid 70s, he felt that the fringe had become “auraltcul-de-sac” and that the “new
audiences” the fringe sought for were “as sophastid and isolated from the rest of
society as their West End counterparts” (qtd. il BD).> Thinking of infiltrating

into the mainstream theatres as a kind of gueadteon, Brenton moved to
mainstream theatres with performances that weneopedive and controversial in
style and content in order to challenge perceisstimptions and complacency of
established theatrésAlthough his infiltration into the mainstream imoed some
criticism,> Brenton effectively exploi_ted th,(_'a scale and faéieisi of large theatres to
present a landscape populated by people ofdiff@@mspectives and classes in order
to criticize and satirize contérﬁporar&-%ﬂgiﬁs‘ﬁ,mané political problem®.

Apart from criticizing capitalistl, i-.r;'_i-'ﬁ-eri'alist Br#h society, Howard Brenton
attacks the mainstream cultur_'é' by"theatricali:ztr&jproblem of representation so as
to highlight the fabricated nature of History... Doehis reading of French situationist
political writers’ work, such as Guy Debordrfie Society of SpectadE967)’

Brenton believes that history is condensed interges of two-dimensional images

3 Howard Brenton once commented that he would ratiere [his] plays presented to 900
people who may hate what [he’s] saying than ty fift the converted” sitting in a kind of “artistic
ghetto” (qtd. in Sinfield 194).

4 Notably, Weapons of Happine$§976) is Howard Brenton'’s first play to be penfied at the
National Theatre, and this production inaugurabtedNational’s new proscenium theatre space, the
Lyttelton.

5 Drawing from Julian Beck'’s remark, “Any art thaetgovernment supports is exploited,” Alan
Sinfield considers Brenton'’s infiltration into theainstream theatre is as being incorporated: “Is
Brenton gaining wilder influence at the Nationalj®he helping the state to present a liberaltffon
Who is using whom?” (194).

¢ Brenton defends his decision of moving into thensieam theatres, claiming that “with
fifteen (characters) you can describe whole coestnivhole classes, centuries” (qtd. in Itzin 187)

7 Brenton comments that “[the] situationists descobeworld as ‘the society of the spectacle’.
There is a screen called public life which is répdron the telly and in the newspapers. This varsfo
public life is a spectacle, it operates withindten laws. It's a vast, intricate game” (qtd. in fAe&n
132-33).
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controlled and disseminated by mass media and tne@ms culture. Thus he tends to
expose the fraud of history by demythologizing plast and deconstructing
representative historical figures. Because of Bneistovert intention to disrupt the
spectacle created and sustained by mass mediandednine public complacency,
Ruby Cohn contends that “[of] the left-wing playahts born in 1940s Howard
Brenton has been most vituperative against mamsti@ulture” (56).

Moscow Golds Brenton’s second collaboration with Tariq AiPakistani
immigrant, after their one-act projetitanian Night(1989). Like the 1968 French
student activity which politicized BrentdnAli’s political activism was inspired by
the revolutionary years of the 1960s, and he gam#dyic profile in student
movement against American imperi_aliém and the \AetrWar when he was at
Oxford. Since then, he has been.associated withée Left politics, and has
become a vocal political cor_hrﬁenta,t—ogﬁ_s_':\/\/.'ell aﬁfﬁf«xreative writer of
contemporary world politics..Their f?rs-fr:%g_;llébdmt, Iranian Night is very topical,
aiming to intervene in the sen'éat?_dnal culturagisriknown as the Rushdie affair.
The idea oMoscow Goldvas concei\}ed Wﬁén they were still workinglamian
Nightat the Royal Court Theatre. Feeling unsatisfiedhwhie rapid completion of
their first theatrical collaboration, they decidedoin hands again to forge a
theatrical commentary on what excited them mosuathee current world
politics—the drastic development of recent Sovietdd. After a year of research,

the Soviet Union project was crystallized and &diMoscow GoldThe play opened

8 Brenton reads that the year 1968 as “crucial...atgvatershed [...] it destroyed any
remaining affection for the official culture [...Jgeneration dreaming of a beautiful utopia was kicke
[...] kicked awake” (gtd. Trussler, 96-97).

? The Rushdie affair refers to the fatwa imposedhgyltanian mullah, Khomeini, upon Salman
Rushdie after the publication 8hatanic Verses

10 To do research, Howard Brenton made his first tislMoscow and his experience in
Moscow was documented in an article, “Gold in Magtaollected in the appendix of the play. Tariq
Ali’s familiarity with the recent Soviet historysan hisRevolution from Above: Where is the Soviet
Union Going?(1988), provides needed historical informatiothe play.
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on September 20, 1990 at the Royal Shakespeare &xyspnain stage, the Barbican
Theatre. Scheduled as the last production befteenporary closing of the Barbican
for four months to protest against inadequate puhhding, the play consciously and
explicitly modeled on Vsevolod Meyerhold’s theatred employed an extravagant
production style so as to deliberately make the@®a closing performance a “noisy
and memorable” funeral partylG 89)*

Under Barry Kyle’s direction and Stefanos Lazriditige design, 33 actors
played 102 roles and a multitude of technique #$faere used, such as a central
mechanized rotating table, traps, and the flyingaghery and characters. However,
the costly, extravagant production style left samgewers the impression that it was
not a wise strategy to protest underfunding whitepcing such a spectacular play.
They assumed that the RSC would be able'to livieiwits means if it could curb
such extravagance. Clive Hiféchhorﬁ-g&é._ﬁhe ohféet critical in this aspect: “On
the evidence of wasteful work like thlsthe 'belmgd RSC should have its grant
removed completely (qtd. in Péa:__:bck 106). Althotighlavish production style drew
much criticism, it was this spectaculér effeét timatde the deadly serious political
drama comic and theatrical and that the “funeralypa&ould be witnessed
impressively. The theatricality &oscow Goldalong with the playwrights’
intentional politics, will be analyzed in the latction.

Moscow Golds an epic and experimental dramatization of thenging events
in the former Soviet Union from 1982 up to 1990oltuses on dramatizing
Gorbachev’s attempt to reform Soviet’s stagnartestaonomy and to salvage the
ideal of socialism from the decayed Soviet ComniuPésty apparatus. As the play

unfolds, however, Gorbachev runs into conflictdwmabth impatient radical reformers

11 MG is the abbreviation dfloscow Gold. In the following textual analysis, all page numbe
from the play text are indicated only in parentlsese
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and reactionary conservatives. His conflicts withse two groups govern the
escalation of plot tensions. In addition to depigtpower struggles among top leading
political figures,Moscow Goldpresents ordinary Soviet life through the closs-opa
Moscow family and several civil occasions so agite coverage to the present chaos
and bitterness in Soviet Union and to explore aitodle of domestic social and
economic unrest unleashed by Gorbachev’s reform.

Although the play’s courageous attempt to pin délenprocess and changes in
Soviet Union wins Michael Billington’s recognitioits theatrical representation of
the latest history leaves most critics terriblyaghigointed. In Billington’s words,
Moscow Goldseems “nobody’s favorite playOfne328). The critics condemn that
the play fails to digest contemporary history amanalyze its complexities in a
convincing way. Clive Hirschhorn regards the.playaa “inept comic-cut history
lesson” (qtd. Peacock 106). .DI. Keit,ﬁ' Bﬁgﬁgébk reﬁ&r&tMoscow Golddoes not
introduce any “new information”, nor does i't:proaidn “adequate portrayal” of the
Byzantine political struggle in WhICh Gorbachev vemsbroiled (107). Carl Caulfield
regrets that the play does not give e.nough. Ianad)yshe history it evokes, which
would run the risk of simplifying the controversiasues of Soviet history and
“turning the play into an empty spectacle” (492au@ield’s expression of “empty
spectacle” implies his criticism that the simplifieepresentation of historical events
would reinforce stereotypical, popular images wichnton himself would expect to
smash. Both Caulfield and Peacock elaborate thigicisms further and infer that the
nature of theatre is to extend our understandingstbry. Yet their severe demand
for an in-depth political analysis implies theidifference to the fact thloscow
Goldis after all a piece of drama and that it hasoimdense a wide range of materials
into a two- or three- hour performance without gexting its theatricality. Moreover,

their criticisms expose their tendency to essemédiow a play about politics should
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be made. In his “Can Theatre Compete with the RéalDrama of Recent Soviet
History,” Michael Billington appreciatdgloscow Goldor it “illuminate[s] specific
moments in time and the burden of decision,” amgi@s that the role of theatre is not
to compete with documentary reality (qtd. in Wilkgs 11). Billington’s remark
reveals a specific ideological understanding ofdnsas the story of decision makers
and powerful elites. UnambiguousMoscow Golds about the transformative
moments of Soviet Union and the intricate politidatisions Gorbachev is impelled
to make. However, the play’s juxtaposition of fayrestenes and civil gatherings goes
beyond this historical practice and suggests tiateality of any given moment of
the past is constructed by a plurality of experganihat generate multiple, not
singular narratives. Thus, while focusing on theedwaining figures that shape the
course of history, the analysis in.this chapteisduet overlook the “plurality” of
experiences and narratives bfesentéc@ig;_yﬁé play....
2.2 Documenting the Soviet Hiét'op_y

In Moscow GoldTarig Ali and Howara Brenton endeavor to docuneerd
comment on the transformative moment of the Sdustbry. They center their play
on Gorbachev to explore the intricate politicaligtsle in which he is embroiled.
However,Moscow Golds not confined to representing top political astdn the
prefaced “Explanatory Note,” the playwrights reviedt the play is “a chronicle of
sorrow and anger, pain and despair, high hope axiétg, frustration and fatalism as
experienced by all Soviet citizens in Moscow.” Thinsaddition to dramatize the
political struggleMoscow Goldalso tries to account for the plight of ordinagvigt
citizens as well as the depriving material condsithat Gorbachev’s reform could
hardly reverse. The overall intention is to as§&ssget communism and to elucidate

what makes the undergoing changes necessary Infitipai
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Moscow Goldopens in a boisterous and highly visualized paig@érich
presents a brief historical survey of the RussiandRution and the construction of the
“socialist” state. When the curtain rises, a hugal table is seen on the stage and
behind the table sits Lenin in the upper centrgestaith his fist raised. Soon after he
has his fist flap on the table and announces, “Wenaw proceed to construct the
socialist order,” the audience witnesses a pageahe 1917 Revolution, which
represents the toppling of the Tsar’s governmenti{ie pageant is carried out as “A
Festival of the Oppressed,” with clangorous, vibkmd chaotic choreographed
sequence “like a volcano in constant flow” t1)Only when Lenin establishes order
and climbs atop onto the soldiers’ shoulders dbegpageant reach its climax: a
solemn motionless tableau of a Meyer.holdian pyramresented to the audience.
The hubbub of the pageant reflects the riotouscasgehe revolution, and the
waning of chaotic movemer_ﬁ Isignifiésihf_g_é;'s.c',)lid fdmlg of a “socialist” state.

Having established the historilcazlr'_'ézfg_;nt'ext, thecactjuickly leaps forward in
time to 1982"° The leap of tim‘é' symbolizes that the Soviet histurs been frozen
and remained glossed over since thé ReV(I).Iution.thretfrozen history cannot
conceal the fact that the entire socialist causdrtvolution promised to bring about
has been ruined and dumped. As the pageant emels vilomen, Zoya, Katya, and
Lena, move forward. According to Janelle Reindigytare like “a kind of chorus of

‘the people™ and function to “relate individual imbs of view to the events of the
‘polis™ (After 39). Zoya, who ages before the audience as tlygyotaps forward to

1982, gives voice to the feeling that the histdroviet Union is a nightmare:

12 Brenton and Ali employ many aural and visual eletsén set the backdrop of the pageant.
For example, the strains of the Internationale aihygearance of red flags with the hammer and sickle
banners and posters of Lenin and Trotsky, placafrdenstructivist and other avant-garde paintings.

13 Although the account of the 1917 revolution dravesilield’s criticism that “the spectacle
simplifies much recent historical reassessment@févolution, which questions the notion of a
spontaneous explosion in 1917” (492), it is suthiaf account that not only establishes the histdri
context but also shifts the emphasis in time toditsenatization of Gorbachev's rising to power argd h
reforms.
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How am | what | am? What did | come from? The yexrisopes and

fears. Civil war. Famine. The Terror. Hitler. Tost millions, are they

my family? Oh! The stark little sentence, the stdtle phrase, ‘the

Soviet Union lost millions’... Does that mean my #f&nd now all that’s

left...is the mess, and we clean it up every day. (2)
After Zoya’'s speech, the three women go to cleaaropnd the table and prepare for
the 1982 Politburo assemblies. The physical gestuckeaning up “the mess” around
the table is symbolic. The “table” they clean seraes a key public space where
government officials meet and make important pmditdecisions. The “mess” that
the women clean up could be interpreted as thaslebhistory made around the
table by the Politburo members.in additiqh, thenga clean “the mess” on and
around the table every day, but fhey do not mowehange the table. Thus, the
presence of the huge table _éoluld bé‘ rgg@gdédd@é of indomitable Communist
power. Moreover, while cleaping thg tarlble .the wommuse themselves with stories
of the Communist Party’s seri_bUs_, histofieal misrdlieir short conversation gives
voice to the fact that the Party has tﬁrned élhfetcorrupted in bureaucracy and party
privilege since the dreadful Stalin perifdAs a result, the table, as an emblem of the
Soviet Union, becomes “the tombstone of all thedsognd dreams” and the corrupt
party apparatchiks are like “gravediggers” (11).

The representation of the 1982 Politburo assembiligk the deployment of the

Brechtian sociafjestusillustrates the typical functioning of the paapgparatus at that
time!® Most of the constituent members appear to be ffaphkld and sick, smiles

frozen upon their faces” (2). The image of a grotigrave, senile Soviet leaders

14 The disappointment of the corrupt Communist Paaty loe perceived among the ordinary
people. Zoya says that “the only one who enjoypifesent are the gang who sit around this table”

15 The text has Andropov make it clear the irony &f filnctioning of the party apparatus: “All
meetings of the Politburo are emergency meetingsy have one function. Not to let anything
emerge” (3).
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attending the meeting suggests that the actuatipeaaf Soviet socialism is
conducted through the decaying party apparatusatifares to an old, dead ideology.
When Rashidov, the party boss of Uzbekistan, isés$# give a report on cotton
production, he displays a hundred-page documentaliekrs in a superficial,
eulogistic manner. As he drones on describing aadlyaing the Uzbekistan economy,
it seems that nobody cares about the report atgldsleep, except Gorbachev. The
theatrical discrepancy is clear: while the poliigsliscussed, the action displays the
stagnation and dishonesty of daily governmentataifmns. Ali and Brenton also
present the corruption of the Communist Party thhocaricaturing threat and
coercion. As a vote takes place following Rashid®speech, Chernenko gestures for
the wheeling in of a coffin, which'symbolically syests bully and intimidation. Every
member looks at the coffinland éilently “all’haigsup-at once” (4). No one dares to

violate the leading instruction. M= L) '

T
_—

Gorbachev, who attends'the ;QéFéﬁ-_iDdlitburo meeisngprtrayed as a young,
politically immature politician.'ﬁri_t_éted and.frirated at the declining conditions of
the Soviet-style socialism, he criticizés the. Wrtdxuigg of Stalinist inheritance which
results in “[d]ust, dust, poverty and dust” all otlee Soviet Union and blames the
corrupt party hacks for making socialism “a dirtgrd” (4, 45). It is Andropov that
coaches Gorbachev for the top leading positionpaadides timely guidance for later
political reform®. With reference to his experiences of the 195@sipn into
Hungary and Khrushchev’s failure, Andropov encoes@orbachev to have “a new
revolution [...] a revolution from above” in order tstrengthen and safeguard the
Soviet Union” (12). The lines of Andropov’s insttion indicate that the Soviet

transformation is a decaying party system tryingejavenate itself from within.

16 The playwrights have Andropov’s instruction to feinadow that, contrary to Boris Yeltsin,
Gorbachev can grasp the immensity of the problerdshas tactics as well as rhetoric in dealing with
reform projects.
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In Ali and Brenton’s perception, Gorbachev is shasrfollowing on the aims
of Lenin and the 1917 revolution. When Gorbachsggito power, he declares his
ambition to “reconstruct the socialist order” andrnake a vast desert bloom, a
desert the size of the Union of Soviet Socialigbidics” (14, 19). His schemes of
perestroikaandglasnost however, are shown running into conflicts withitbthose
who enjoy the past privilege and those who arecantent with the pace of the
reform. The former are the party hardliners, kn@sriSoviet nomenklatura” and the
gangsters, know as Soviet Mafia (32, 16); the latte the young impatient radical
reformers, represented by Boris Yeltsin. Gorbacheegotiations with these two
opposing strands provide the central conflict ef ptay.

In the play, these party nomenklatura enjoy “thedfi¢s of socialism” and
would not like their special priviléges to be takemay from any liberalization of
Soviet society (22). The ganglsters,,Whﬁg_ﬁpﬁtrobﬁhéibution of material goods and
provide benefits for the party; also (Ijo- not Wa&irtblack-market operations to be
curtailed and stay in accompl_i'é'e yx?ith the,partyseomatives. Anxious about the
impending loss of power and privilege, the. .vesmdr'est groups conspire with each
other to resist the completion of reform. Yet, #pparatchiks’ reaction against the
reform is not represented as simply “fearful ofigspower and patronage” (62).
What’s more, they are shown concerned about matereore disintegrating state of
the Soviet Union that Gorbachev’s reform unintemai¢y catalyzes. In a scene that
implies the plan to set up a military coup, Gromawrounded by these party hacks,
expresses his opinion regarding Gorbachpeigstroika

Perestroikais a form of self-destruction. The ideological @ the
social vision of the future that united us, hasybled into dust.
Hence the retreat to nationalisms. [...] The attawkshe central

planning mechanism has made the economy unmanagé&éial
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Republics are taking over the industries withinrtherritory. Entire
branches of the economy are degraded. Our armygtaaantor of
stability and sovereignty, [...] is being torn apaytnationalism,
desertion, breakdown in discipline. [...] And thetyblThe Party!
This organism which suffused our country’s brawthvitis nerve
tissues, reconciling a multi-national citizenryistRarty is being
destroyed. And now the same firms and companieshwdonstructed
the crematoriums, and used the ‘lower races’ agd&bour to
increase their profit margins, these same firmaake poised to enter
Central and Eastern Europe. And the Soviet Unio(v2)
GromoVv’ remark sums up their common distrust ofliachev’s reform and their
anxiety over the crisis in Soviet Union. The stmjomnd sovereignty of a centralized
Soviet Union are to be superseded by«chaos calysm bbising nationalism and
ethnic/religious tensions. They are elsq-f_\_/vormeli the Party itself is under threat of
losing its monopoly power, ar_id' thét the aboﬁshricﬂrdommand economy would
result in introducing a far more dameging, .dehurziagiglobal capitalism.

Apart from the reaction from vested interasiups, Gorbachev’s reform is
shown unable to meet the radical reformers’ demaHis playwrights single out
pro-reform Boris Yeltsin, to openly challenge Garbev and his reform. Contrary to
Gorbachev’s sophistication, Yeltsin is portrayediaable to “grasp the immensity of
the problem” (19). Ignoring Gorbachev’s advice faféveloping] a sense... of
timing” and “[trying] to co-operate with people n&gt Yeltsin turns up in street
gueues to stir up people and excessively attaekBanty (18). According to him, the
party apparatus is responsible for the Soviet etinas well as political crisis, “a
disaster as great as Chernobyl” (33). Hence, heuss that the total abandonment of

state command economy and the abolishment of paktjyege are necessary.
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However, his non-co-opted manners and inappropnaieof conducting things incur
the opposition among the political body and resuhiis demotion. Convinced that
Gorbachev’s reform would not succeed, Yeltsin bsagk with Gorbachev’s
revisionist direction and moves radically towardpitalist economy. Thus
Gorbachev’s wife, Raisa comments:
The old will not give way gracefully like the pasgiyear. The new will
not be patient. When winter will not go and evenygjremains frozen,
spring can be ugly, and summer... Summer remainsanur(42-43).
The reaction from conservative party apparatusigpetient radical reformers makes
Gorbachev’s utopian vision of revitalizing Sovienion stay out of reach.

In Moscow Goldthe playwrights also.dramatize the intransigeattion to
Gorbachev’s liberalizing project'abroad. Erich Hckew, leader of East Germany,
and Egon Krenz are presenfea to dengimce Goerstroikaandglasnosﬁn
favor of the Stalinist suppression ofl p-c;l_‘-r:tj.callmﬁstents around East Germany.
However obstinate Honecker_'énq_l Krenz:are, théytamwn unable to resist the tide
of revolutionary change. In performénce, tﬁey hedar attached flags with their
names on, which seems ironically to remind the enumk who they are in case they
are to be forgotten and carted away with the deffrike crumbing Berlin Waft’

The play ends its first act by reenacting the mamemoment of the collapse
of the Berlin Wall. With the rendering of Beethoi®Ninth Symphony, also known
as “Ode to Joy,” and harsh, incandescent ligh@anggction of the symbolic Berlin
Wall flies into the centre of the stage. Actorswnaaying citizens of East Germany,

tear holes behind the wall and jump through ongostiage. Their irrepressible

17 Similar stage effect can be found in the presefidéiamlai Ceagescu. His presence is not a
living person but a corpse dummified and operateltibtor, one of the old guards in 2:4. This
theatrical device suggests that Cgseu is just a puppet of history, manipulated leyghost of
Stalinism.
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excitement is displayed through their chanting aB@f “| want” (46). The collective
chanting of “I want” reflects their longings ford&cent life, right, freedom, and
democracy, which are denied by the previous tat@ih communist regime.

After staging the sensational dismantling eflB Wall, the second act of the
play deals with some of unbound forces and unirdgeat consequences that
GorbachevV’s liberalization brings forth. During ttiepute between Honecker and
Gorbachev, Honecker cautions Gorbachev that hismefwill unleash forces no one
will be able to control” (45). Gorbachev replie8yhen the ice melts what will
happen to the carcass of the dinosaurs the colgrieasrved all these years” (45).
Appropriating the rhetoric of climate change, Gatiev recognizes that Stalinism
and the logic of Cold War has hidden 6r sgppreels';dded opinions and differences.

Now in a time ofperestroikaand bost-CoId War, the darker undercurrents tae¢ h

Wil

been clamped down start to emerge:: |

L

The sense that a myriad'of prlot;lréf@s'are aboutrtacgican be discerned in the
very opening speech that inagQUfétes the s'e:c_priASidue curtain rises, Gorbachev
is alone on stage and proclaims, “Cbme tﬁén, dwoid back. All out in the open.
Misfortune. Pains. Indignations. Passions. Hopesek. Hates. lllusions. Fear” and
ushers in theperestroikapageant” (47). In contrast to the Revolution dhe,
perestroikapageant is “chaotic, unfocused, bad temperedligada market place,”
and has a series of confrontational protests (@igparate groups from all over Soviet
Union are given voices to indicate the economiciapracial and political crises.

A band of rock musicians, who have swastikas pdintetheir foreheads and sing

“Freedom is a load of piss”, prompt Gorbachev tdeoe free-market economy (48).

18 The pageant includes as various social groups ssilgde to indicate a horde of problems
Gorbachev’s reform leads to or unleashes. Thepm@rdéree-market young rock-n-roll musicians, two
Azerbaijan separationist Muslims, two Russian fetscifour Baltic nationalists, three Moscow mafia,
two victims of the Armenian earthquake, party hiats, a teacher who identifies with the Marxist
principle, Yeltsin, two angry miners, and a Chelryloban.
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Two Azerbaijan Muslims rebuff Gorbachev’s vision“Glommon European home”
and threaten to massacre (49). Baltic folkloristeational costumes wave their
national flags and protest for national independeiigvo miners on strike are furious
at the Communist Party and impatient with the pEd8orbachev’s reform. Although
Gorbachev approaches to the confrontations by pigddr negotiation, empathy and
sympathy, the protesting groups do not buy his alsp@his pageant is also far longer
than the one in the first act, suggesting thantlygad of problems which assail
Gorbachev as well as the country are endless apdssible to dispel along with the
remains of the Chernobyl disaster. However, thegtation of the complex
problems raised in the pageant is impressionigagmentary and lack of analysis.
The lives of ordinary Sovijet citizens;.particulattyough a realistic depiction
of a Russian family, are dramatized so as t0 siiggashistory lurks in every corner
of the country. In the first farhilly sce,ﬁ%h;th_e“.f'ams rhzourning for the death of their
elder son during the Afghanistan Wgr,- :f;'t-'h.other mati- decisions made at the oval
“table”. His last letter home séfVe__s" as.eritiqfignperial invasion and exposes the
helpless and powerless state of ordi.nary p.éopw}'/rmilitary aggression. The
mother, Zoya, is so distressed over the deathra$drethat she attacks the
submissiveness of her husband, Grisha, who hasébsecret policeman for fifty
years. Their younger son, Boris, knows nothing aliws and realizes that the family
has been living a lie. Grisha pleads Boris to usi@ed his situation and dilemma. In
his confession, he discloses stories of the todakepurging of artists and poets, such
as Meyerhold and Osip Mandelstaum. He also telsiatannibalism under
collectivization, a reference to the great fammé&lkraine. Grisha’s revelation
suggests that the dirty history of the Communisraoie has been buried and stored
secretly, guarded by policemen like Grisha himg¢tiw in the age gberestroika

much of the hidden history of what happened isetaiticovered and re-scrutinized.
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In Moscow Goldthe “taste of real life”, in Yeltsin’s phrase,akso accounted
for through two depictions of Moscow street que{d&y. The first queue is a sullen
long one in which no one is sure of what is offeséthe end of the queue and no one,
except Yeltsin, dares to complain. Working as asgestusthe queue scene
exposes the tough living conditions under whichSbegiet people are cynically and
fatalistically living!® However, Gorbacheviserestroikacannot reverse the
deteriorating economy and is perceived by oneasitas “[t|he five plan for fine
words” (31). The crude economic crisis is more a@utd unbearable in the
dramatization of the second queue. Taking place after the cacophonic,
disorderedperestroikapageant, the second queue is “bad tempered N@s(b5s).
Strained by poverty and mobilized Ruésia_h fascMtsscow citizens are shown to
use racist language to abuse eachiother in theeqUibe scene ends by the people in
gueue rolling down into an Q.plen trab ouil\'s}agelﬂffmge of people dragged into an
engulfing stage trap is sensational gn&%ébbalﬁhg. trap in the play has a different
effect from that of comedy an_d'fa__r'i:e. Itis.tragieggesting that the country is
moving into a chaaotic, unbridgeable.abyss. Wherpét:qole cannot but fall into and

that the future state of Soviet Union is at thegeeof disintegration.

2.3 Re-visioning the Socialist Future

In Moscow Goldthe transformative history of Soviet Union and thilures of
the really-existing socialism are documented asg¢ssed. The Soviet future is shown
as too riddled with problems and crises unleaslye@drbachev’s reform. As
Bartlomiej Kaminski comments in highe Collapse of State Socialistpolicy

actions designed to improve performance only acatdets decay,” the play tackles

¥ The play constantly evokes Soviet cynicism. Bameple, people reply to Yeltsin's
agitation that they are used to promises: “promigae been made before” “kilos of promises. Piled
up where the meat should be” (17)
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the ironic unintentional consequences of Gorbachmform (qtd. in Legvold).
Although the failures of the Soviet socialist systenpel Gorbachev to liberalize the
corrupt party machinery and reconstruct the satialider, he runs into conflicts with
political oppositions and is overwhelmed by pressudrom economic crisis and
social unrest. This section is intended to intdrpoav the playwrights dramatize
GorbachevV’s responses to the political dilemmaaed. In doing so, the reading will
suggest that the playwrights’ commitment to sosmaland their criticism of the
reckless propensity to adopt Western-style capitakre revealed through their
representation of Gorbachev’s responses to théeciga he faces.

Gorbachev is portrayed as constantly anxious afbeutrisis his reform causes
and the difficult political moves he has to make.fithds himself strangled in making
decisions because any decision hé makes Will halienatic, global-wide impact on
the Soviet Union as well as fhé wor}.d-.ﬂitjg“éen@éfehension is displayed through
his contemplation of making.sense Iof- h'istory

Why is our destiny’.So:__i"mpenetrablg?'The point afegoment is to know

what you are doing! To do that,..you need to knovatwhill happen. That

is why history must be a science, it must! If inst, how can we foresee

the consequences of our action? How is governnastiiple? (58)
Gorbachev tries to analyze and understand therdypaditical, economic and social
crises through the Marxist notion of historical gmession. However, his hesitation
suggests that such a historical practice is it if crisis and that the notion of a
scientific socialism, which could predict histoticevelopment, is problematic.
Distressed by the present crises and the prestesents, Gorbachev recognizes the
burden of being a leader in this transformativédnisal moment and comments “It's
a sad business, making history under circumstamaesf your control” (69). This

remark is also a self-reflexive admission. It résdhe playwrights’ recognition that,
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no matter how responsive any dramatic art is tetigoing event, it is “impossible to
compete with history” (“Explanatory”).

Although admitting that it is hard to compete wiiistory and that the world
after the Cold War is too complex to define or tiwesm Ali and Brenton still reveal
their identification with the ideal of socialismdalook forward to a socialist
renaissancé’ In a scene that depicts Gorbachev having “imaginanversation”
with the ghost of Lenin, Lenin encourages Gorbact@vo abandon the ideal of
socialism because the “world is yet to be made’ 62J. The appearance of the ghost
of Lenin suspending in the mid-air in a statue pasteonly serves to break dramatic
illusion, but also suggests the paternal role afihén determining Gorbachev’s
political moves. After the unrealistic,_cdnvérsatim’mh Lenin, Gorbachev is portrayed
as more ready to accept his predicament and.maieispic about the future socialist
project in “twenty years” (69_). IWith :ﬂ-efgig,g'(;,é theAf;nder Dubcek and his
“socialism with a human face”, the plé;@\_/_-rights h&werbachev convey what the
ideal form of socialism is. To _'s.avg"socialism:fgmh wreckage of Soviet Communist
Party, Gorbachev decides to terminéte th(—:-..partyfso‘rilthic role in the country,
which entails the removal of his leadership, anshtamduce multiple-party
democracy. Moreover, recognizing that the globatkateconomy in the post-Cold
time is becoming more and more unavoidable, Godadecides to “steal the
Devil's spoon and appropriate capitalism for soeradls,” and adopts the concept of
mixed economy that adheres to the logics o freeaetaapitalism, but is regulated

(70). However, the playwrights have Gorbachev @elhis lines through Raisa’s

% |t is Howard Brenton’s conviction that Western &pe was on the verge of a political
renaissance, an inevitable historical movement tdsva more “communist” society. As he stated in
Plays: One“It began with the Paris Commune in 1871. Thed$an Revolution, whether you regard
it with hope, hope betrayed, or with horror, haaraed world history forever” (xiv). The “second
Renaissance” Brenton describes is a transmutation fercantile capitalism to a “communistic world
view” (Xiv).
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manipulation as if in a pantomime show while Raists and imitates Mrs. Thatcher.
The audience will see Gorbachev speaking of mixememy as if his idea was
prompted by the Thatcher figure. Thus the thedtdszrepancy is achieved because,
contrary to the performance, Mrs. Thatcher isma fadvocate of free-market
neo-liberal capitalism.

Ali and Brenton’s identification with the ideal sbcialism can be perceived
through their representation of the conflict betw&orbachev and Yeltsin. In the last
scene of the play, Boris Yeltsin has just beentetePresident of the Russian
Federation and taken a more radical line than Gxboas revisionist “third way”
(69). Rather than proclaiming “social justice” asused to be, Yeltsin is now an
ardent follower of “free market” capi_tal.ism_'-(gﬁ)Identifying with American-style
capitalism, Yeltsin voices a versiofl of Russia kophere the country becomes the
“California of Europe” while_dilsrega;d@qu'{hé neigéiconsequences that the
operation of free-market capitalism Woruld br:inglforsuch as inflation, mass
unemployment, and the emer_(jér_x_,ée of @snew.midalesti(82, 83). Of course,
Gorbachev does not share with Yeltéin’s u.t.opiaiomisHe warns him to “have no
illusions about free-market” and emphasizes therbyi of social justice (82). The
sharp, pointed dispute between them demonstratepagsible contradictory
resolutions to the problem of which political armbeomic direction Russia should
follow. However, the characterization of Yeltsingdmabby, impetuous, and ignorant
of the dangers of free-market capitalism reflelstsglaywrights’ disapproval of
uncritically wholesale acceptance of Western-siptédmerican capitalism.

The conflicting politics between Gorbachev and 3ialis duplicated in the last

family scene. This scene takes place in a cosmapadliloscow airport, but the

21 |n the play, Gorbachev retorts Yeltsin's directitim those early days, Boris, you used to talk
about social justice. Now you attack me for notadticing the free market tomorrow. You don’t want
any restraints at all” (82).
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derelict visual effect, along with an “air of cosfan, anxiety and boredom” and the
announcement of flights delayed or cancelled, digph feeling that the promise of
perestroikareform is procrastinated and the country’s econ@sfill in dilapidated
condition (74). In the scene, Boris, who used téabeadical [...] one of the young
lions, hard-headed, a critic of society,” is noweaa by the lure of the West, wanting
things like an espresso coffee machine and a candscplayer, and plans to leave
the country for Florence, which represents “a oitlight.” while his parents and his
fianceé try to persuade him to stay with them (4®) their frustration, Boris discloses
his complete distrust with Gorbachev’s reform andeeply pessimistic about the
future of his country. He thinks that the countmjl egenerate into a “Second
Brazil” with “shanty towns” and “Gimerack.economida a decade or revert to the
past misery (77). Unlike Baris’ naive identificatiovith-the West, his father, Grisha
has become aligned with Go.rtl)ache\.'/’-g-hrffp.r'mist ﬁleéz and cautions him not to
romanticize the West. Like the polit?ci-z;ﬁ:-_édris ¥ah,-the young Boris is indifferent
to his father’s advice and insi_s'.t'er}t"on going avktig.leaving is portrayed as naive
and doomed. He claims that he has.an offér tordectua university in Florence but
does not have any substantial contract. His defgacannot avoid meeting the
harassment of gangsters. Thus, the family scereatgphe conflicting politics
through the deliberate parallel between the famdyis and the politician Boris
Yeltsin. The characterization of both Boris’ singily entails the playwrights’
preference to a fine, just socialist society rathan a ruthless capitalist one.

The enactment of two endings to explore the possililre of Gorbachev’s
perestroikais another dramatic arrangement that reflectpliagwrights’

commitment to socialism. The first ending is tralggcause Gorbachev is shown to be

22 |n a earlier family scene, Grisha expresses: “My. $on no bleeding liberal. In my veins
there is still some old Bolshevik blood. What fiighs me is your delusion. Don’t you realize that
reform communism is our last chance? If Gorbachés €ven the mountains will weep” (40).
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assassinated by three gangsters who mask themsasl¥asssian Orthodox priests and
conspire with the party hardliners. Involving Mafparty conservatives, and the
religious figures in the assassination, the scen@mnly gives a complicated sense of
the problems unleashed by Gorbachev but also isigie logical consequences of
the restoration of the old guard. However, the sadrassassination is not the real
closure in the play. The playwrights present anoéimeling following the pessimistic
one. This second ending is comic and optimistit.ifsan unspecified future Russia,
Gorbachev has reached retirement and, in an idgtiekhovian mood, sits in a
wicker chair reading newspaper. His ideal of reting the Socialist state is shown to
have been realized. As an ironic contrast to taétye Gorbachev insists that Soviet
Union must aid the USA, whosehuman rights:recembitoriously “atrocious,” and
which is desperately in short of “bread" (85) Tpmftrayal of the bleakness in the
future America can be read as the play_wnghts ghsament with capitalism.
Although they declare thloscow Glold_s;_-_“not as It should be,” a gesture of refusing
providing any political parable_',. 'th__e" seconding:pgobxplicitly exposes the
playwrights’ penchant for “a Utopiaﬁ Iapse;; (“Expory”). Especially this ending
is introduced with a typed projection displayingt this stage, the two authors
decided it could not end like this. It must encklikis” (84). The audience will
recognize the playwrights’ preference to the seaming which signifies the
success of rebuilding socialism. Although it isravdback that the playwrights do not
cope with or explore how the desired socialist pabeild be achieved, their vision of
a successful socialist future displays their paditistance.

The dramatic arrangement of having two endings -e-toagic and the other
comic — reinforces the playwrights’ recognitiontiize history of Soviet
transformation is still in a state of flux and tltas difficult to prophesy how the

situation will be resolved. Thus, to avoid proviglia fixed closure to the play, they
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propose two alternative endings to indicate thatahitcome of history is precariously
up for grabs. Although the device of two endingsidestrates the unpredictability of
the events the play attempts to dramatize. Witicdgleduction, the utopian
representation of the second ending suggestshalitection of socialist order is

worth pursuing.

2.4 A Noisy and Memor able Funeral Party for British Political Theatre

Moscow Goldccould be read as the playwrights’ attempt to daeninand assess
the Soviet history as well as to reaffirm sociatisjectives for the future. Yet we
should not ignore the playwrights’ pronounced thealk intentions when the play was
staged. For one thing, the production was-inteatlgrio be an event that could
expose the crisis of British poIitibaI theatre un@ibatcherite administration. For
another, the stylistic evocatibﬁ of M,éygi_l;_igla tIneaan the immediate dramatization
of the changing events in Soviet Unlio-r:'_':‘:q.en'wonsltaIQDIaywrights’ aspirations to
assert the intervening power (_').f d:_r_éma and thqatmgaging with current politics. In
this selection, the study attempts to .elabor.émluhual theatrical intentions and to
evaluate the playwrights’ dramaturgical devices.

Aware of the disastrous impact of Thatcherite adstiation on theatre, Ali and
Brenton intended to make their play about Soviebbma sensational event so as to
demonstrate the predicament of theatre. As illtestirén the introductory chapter,
Margaret Thatcher’s premiership undermined mudhefBritish social and political
structure. Her insistence on imposing free markpitalism ideology and transferring
the responsibility of the State to the individuatlla damaging effect on theatre.
Subsidy cuts from the Arts Council and the intrdducof private sponsorship made
theatres cater to producing market-oriented repedoather than experimental,

controversial plays. Theatre seemed to lose itsiprent role as a public forum for
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serious political debate. Aware of the crisis ctindiof British political theatre, Al
and Brenton bestowed a specific theatrical sigaifa® orMoscow Goldvhen the
play was produced at the Barbican Theatre. Plansede last program before the
temporary closure of the Barbicavipscow Goldvas intended to protest against
inadequate State funding. To make the theatricdbpt impressive, the director as
well as the stage designer utilized the facilibéthe Barbican and the ensemble of
the Royal Shakespeare Company to fit in with tlag’'pllarge-scale depiction of the
Soviet history. The outcome was an extravaganishgeroduction.

The production style accords with Brenton’s revelatn one appended article
thatMoscow Goldwvas intended to function as “a very noisy and nraile party”
for “the funeral” of British political theatre (89Juxtaposing the elegiac, grieving
image of “funeral” and the celebratory, festive geaf “party,” Brenton's remark
describes the tone of the pléy: The plzﬁisdemmbthe hardship of living in the
failed Soviet communism and the bjtt-e-}'ﬁ_ésé:of acwsfthat Gorbachev’s reform
initiates is full of sorrow whiIe_'fhe__Fepresentaiipf the two public pageants is playful
and theatrical. The effect of lament i.s a geétsr'é tine playwrights mourned for the
dying state of British political theatre, and theneent of festivity signifies the
assertion that theatre can engage in “culturatvetgionism” and” celebratory
protest” against hegemony (Kershaw 21). The efféatixing party and funeral
proves the playwrights’ courageous attempt to gtaagainst Thatcherism by
attending to the dying bed of political theatre.

To fulfill their ambition to save political theatfeom the crisi$> Brenton and

Ali set out to search for new tactics and new agpindo do political theatre

23 After expressing the intention of the play is tokeghe funeral of political theatre a “noisy
and memorable party,” Howard Brenton concludesafifended article by stating, “if thédoscow
Goldteam does its job well, the funeral may be soafjte it will not be we who end up in the grave”
(89).
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effectively. They openly state their aesthetic atyistic inspiration from Vesvolod
Meyerhold and his theatre in the prefatory “ExptanaNote”: “Moscow Gold...]
owes much more to the work of Meyerhold than tocBté According to the
playwright’s conceptionMoscow Golds “a song of history as i, not as it should
be and, apart from one utopian lapse, not as weédaiie it to be” (“Explanatory
Note”). These words suggest that, rather than bideajistic or prescriptive to
demonstrating one particular political lesson @sth, the play attempts to describe
the Soviet history “realistically” and to presengtbitterness and chaos that Soviet
people are experiencing. In other words, Brechdidactic theatre is not what the
playwrights attempt to follow or emulate. In anentiew conducted by Janelle
Reinelt, Brenton express that “Brecht represemarable theatre, which means very
clean lines” (41). Yet this underétanding doesintend to deny the Brechtian
legacies irMoscow Gold The.dlevicefs.' qjhf__'g_cli'glestu;epic structure, historicization,
and alienation effects are employeq iﬁia_r.amatiﬂimgSoviet history.

The core concept of Bre_'é'hti_én théatre is a “thetsiettre that the spectators are
taught how to perceive and interpref the cé.nfldxrtacted in a play. However, the
changing events in the Soviet Union seem not tw#td “clean lines”. This sense of
uncertainty is spawned by the end of Cold War. i@ in a passage from
“Explanatory Note™:

The changes in the East have transformed worldiggliuncertainty has
replaced the tried and tested formulas of both Ragid Left. The nettle
we had to grasp, as socialist writers, was thaethee no longer easy
ideological solutions. What we are witnessing i®pachal change [...]
This involves a rethink for everyone: cold warriasswell as closet
Brezhnevites, not to mention those on both extreshése spectrum who

can treat the upheavals either as an irreversapéatist triumph or a
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fantastical betrayal of the socialist cause by Mikksorbachev and his
friends. Both views are wrong. A simpleton’s viefahgstory.
Previous oppositional discourses seem inadequabepiain the indeterminacy of
post-Cold War world politics and cultural milieuhd& impossibility of conceiving
“clean lines,” thus, not only causes the playwrsgtat reconsider historical progress
and socialist project, but also impels them toceéor tactics and approaches
different from Brechtian political theatre. In tliase, they evoke Meyerhold theatre
for their creative inspiration.
The stylistic emulation of Meyerhold theatrenas from the playwrights’
understanding of Meyerhold theatre. Instead ofliabdim as a formalist, Howard
Brenton appreciates Meyerhold for his. inc-_'essanewmion, reflection and flexibility

of accommodating theatrical forms'and styles totrdeEmatic contents and political

=
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purposes. His emphasis on visual effeet-as wethamntiveness leads Brenton to

comment that his theatre is “capablfa (;ﬁéndless\maﬁ in the appended article,

“How Can We Do It, Vsevoloq;?” (9’Zfl Also N/Ieyérhold’s predilection for the
conglomeration of styles suits Brentbn’s d.r.amatuigi:oncept of dramatic coherence,
exaggeration and disrupting the audience’s exgeatat As a resultMoscow Gold
emphasizes creating unfamiliar visual images amdbge various forms and styles
(satire, history, tragedy, farce, song etc.) iniclepy the epic history of Soviet Union.
The pageant scenes may have been inspired by Megrkircus theatre. The
dramatization of history as it happens is simitaMeyerhold’s notion of living

history style. However, the significance of modglon Meyerhold theatre goes

24 |n another appended article, “Gold in Moscow,” HodvBrenton also describe Meyerhold as
“attempting a theatre of great breath, trenchahnhbuble-footed, which was not documentary but
‘living history,” played out upon the stage at mdeyels of meaning with many techniques” (86).

25 |n an interview, Howard Brenton remarks: “coherenithin a play is not a matter of
choosing to write in one style. That's just sanssnsuperficial neatness. Actual coherence means
using many different styles, moulding them, a daslithe process of selection, in order to express tha
whole within a play” (Reinelt 22).
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further than simply “[imitating] the ‘look’ of hiproductions (86)Moscow Goldwes
much to the “spirit” of Meyerhold theatre (86). Ttepirit” refers to the inventiveness
andevent-tivenessf Meyerhold theatre. Thevent-tiveneseefers to making theatre a
sensational event so as to generate debate anssi®a. ThusiMoscow Golddoes

not conform to any single dramatic styles and forimstead, it integrates a variety of
forms and styles to create something innovativeirféttempt to dramatize what is
happening in Soviet Union is to make theatre aivagarticipant in commenting on
current political events and to turn theatre imaaent, “a living drama about

changing our lives” (91).

Embarking on a dramatic 'project to doeumeateents in the Soviet Union,
Tarig Ali and Howard Brento.nlderiv,é -tﬂsf'rh._t.r'leatrihr.tzspiration from Meyerhold and
his theatre, and aims to make theatlre- réé%:-[.)oWerﬁest/e tool to engage with current
politics. To document the tran‘éfo;r"nation of the iBbWnion,Moscow Golchot only
focuses on the leading political figurés to éiutﬂ'ad:he intricate power struggle but
also offers close-ups of ordinary people to pretfemhardship and predicament of
the country, While the play’s documentation of thidures of the Soviet socialist
system can be read as a critique of that systepldywrights maintain a critique of

Western-style capitalism and reveal their expemtafior the future socialism.
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Chapter Three
The Shape of the Table

David Edgar’'sThe Shape of the Tabikealso a topical dramatic response to the
issues about the fall of communism and the stapostf-communist Eastern Europe.
Similar to Tariq Ali and Howard Brentondoscow GoldEdgar’sThe Shape of the
Tablefocuses on the transition of power from a monaitommunist regime to a
democratic government; however, Ali and Brentoncemtrate on portraying
Gorbachev’s reform and a myriad of problems hismafcauses or unleashes while
Edgar avoids depicting specific political eventsawor of a mode of generic
representation to analyze the comman process belictd individual state. Through
fictionalizing the revolution; Edg'ars zooms inubie process of negotiations in the
higher echelons of elite politicé to e*aﬁli_gih_e“.thedarﬁental mechanism of power
struggle behind the demacratic revqll;&'%ﬁ)_ﬁ. Moreoﬂm constant evocation of fairy

tales is used to allegorize the consequénces ticabtransition.

3.1 David Edgar and the Creation of The Shape of the Table

David Edgar is a prolific political and a “typicpbst-1968” playwright, and his
socialist conviction remains unshakeable througlhaitareer (Borreca 135). Edgar
started his career as a professional journaliBramford after graduating from college.
After a short period of partaking in journalism,ialihencouraged him to “portray the
conflicting social perspectives,” Edgar turned éoabfull-time playwright and wrote
from a consistently socialist perspective (Borr&8d). He began writing plays by
employing agitprop to explore a wide range of dasgues and got involved with one
of British leading fringe theatre collectives, @eneral Will. Although the agitprop

strategy had the advantage of “present[ing] theeadliacies of local political
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struggles in a larger socialist context” relevantite intended audiences (Bull, “Left”
441), Edgar grew skeptical of the suitability o $implified, two-dimensional
characterization of agitprop to deal with complkzhissues. In an interview with
Catherine Itzin, Edgar remarks:
because they are the areas in which the subtleioatidn of the
personal and political, the emotional and the lettlal, takes place.
They are fused subjects and the great inadequaagitpirop is in
inculcating consciousness (qtd. in Itzin 146)
Edgar’s comment on agitprop also exposes his daiuive dramatic form to bring
about any radical political chandeConsequently, Edgar revised his agenda and
moved to work with larger, establish_ed thg,'atremmmid-?Os to seek a dramatic
form that could accommodate “the personal andipalitthe emotional and the
intellectual” while conscious_l.ylavoidin_g:_g'r,ly. ",‘co{in;é of his leftism” by those
established theatres (Borreca 135)'. Inrhls On [x-Bocumentary,” Edgar reveals
that the personal and the poli_ti.éa_l__ are.fiseparahtkthat the political drama should
move from the macrocosm to the mi.crocos:m: “If thie ils seriously to address
society’s present and its own recent past, thesgpat behavior cannot remain off
political limits” (Second Tim&3). Edgar’s major breakthrougbestiny produced by
Royal Shakespeare Company in 1976, is a contr@lgrisiy about the growth of
right-extremism in the post-war British context.this play, Edgar tried to combine
realistic depiction, epic techniques, documentaryses, and strategies from agitprop
to explore psychological and political complexitys dramaturgical experiment

gradually developed into an aesthetic called “daeiaism.” According to Edgar,

1 A similar comment is found in an interview with @i Barker and Simon Trussler, In the
interview Edgar revealed why he was fed up withab#prop: “What happened was that after Dunkirk
| got obsessed with slickness. | was fed up withrmpagitprop plays that were messy, and also | was
increasingly thinking that the politics you get@&s was very crude, wheras the world about us was
getting more complicated” (13)
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social realism is “a synthesis of the surface garoa of naturalism and the social
analysis that underlies agit-prop playSecond Timé&71). In his conception,
naturalism, in a broad sense, places emphasistaifing individual psychology and
ignores the objective analysis necessary for dgadth the political issues whereas
the agitprop disregards the subjective reacticsmnondividual character and
determines his or her behavior out of economidphisal necessity; these two forms
are inadequate in revealing complicated socialgtitical reality. Hence, the
combination of agitprop approach and naturaligresentation is necessary, and the
resulting dialectical tension between subjective abjective factors creates a form of
true “social realism”. By placing realistic cham within a concrete public context,
the playwright can handle political issdes__cl)n aig spale without sacrificing the
personal dimension. Another meritof social realisrthat realistic characters as well
as contexts are presented aé I“recog-n@gfglé"f amﬁsr the audience to relate to so
as to confront themselves with the clir;r'_i-ﬁg_;lti'zed B¢Becond Tima71)?

The aesthetic of social r_'éali_s"m istalso relatedl tiechnique termed by Edgar
himself as “faction”. According to D..Keith beaCCK:Radical Stag€1991), faction,
which is “[Edgar’s] major contribution to the hiskcal drama,” is “a combination of
fact and fiction” (169). To put it plainly, facticechnique is to create fictional but
realistic characters and set them in a contextdasdactual situations. Thus faction
technique allows Edgar to present a truthful reitecof the social life in
contemporary Britain and to explore “the dialett&tween the individual’s private
experience and the public, social world” (Borre&3)1 With his pronounced

dramaturgical concepts of “social realism” and tiae,” Edgar dedicates himself to

2 David Edgar considers drama should concentrateenotjnizable people with recognizable
concerns” so that spectators” would recognize Haracters from the inside, but be able,
simultaneously, like a sudden film-cut from clogeta wide-angle, to look at how these individual
journeys were defined by the collective journeyanfepoch” $econd Timé&72)
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dramatizing and analyzing postwar British politieald social landscape so as to
create “a theatre of public life” (qtd. in Itzin 34 Even in his famous dramatic
adaptation of Charles DickensolNgcholas Nickleby1980), Edgar capitalized on
Brecht’s epic theatre and attempted to relatedhestVictorian context to the
contemporary society rather than simply stagingibeel. Because of his
preoccupation with the contemporary, theardiancritic, Michael Billington regards
him as “a secretary for our times” (qtd. in Swags}’

Expecting himself to “a secretary for the timestigh which [he’s] living,”
David Edgar was not absent in commenting on thstidrpolitical upheavals
happening in Eastern Europe. Drawing from his olzen that “there was enough in
common between uprisings in Poland,. Ea_'st Germarsglislovakia, Hungary and
Bulgaria,” Edgar felt it preferablé t0 “create @nesentative fictionalized narrative of
the fall of Eastern Europear_fclommu-n@gm-z.(";Secréélsl’). Due to this rationale, he
decided to create a kind of model dlra-.r;_i-fé_-th'at cbatter account for the similar
historical process in Eastern I_éUrgbean. Thérgﬂtﬂﬁmject was a play entitlethe
Shape of the Tabl@roduced by the Nationéi Theatre in its studeathe, the
Cottesloe, under the direction of Jenny Killick.eTépening night was on November
8, 1990, which coincided symbolically with the fiesniversary of the fall of the
Berlin Wall*

The Shape of the Tabliemonstrates the process of power transition fxom

hard-line communist regime to a sovereign demacrattion-state in an unknown

3 The original citation in Elizabeth Swair3avid Edgar: Playwright and Politiciaf1986) is:
“The best review I've ever had was when MichaeliBjton said that, like Balzac, David Edgar seems
to be a secretary for our times. And that defimather more precisely than I'd ever defined before,
what I'd like to be. I'd like to be a secretary the times through which | am living” (335)

4 Critics, such as Christopher Innes and Susan Pairtdtice the coincidence between the play’s
run at the National Theatre and the force resignadf Margaret Thatcher from the office of Prime
Minister on November 22, 1990. Painter consideas the play adds “exquisite appropriateness” to
the Britih political incident (130), and Innes retaghe play’s debate on the transference of power
gains “coincidental relevance” from Thatcher’s gesition (192).
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Eastern European country. In the beginning of tag, phe country suffers from
serious civil discontent and mass public demornistrat The only legitimate
Communist government is shown unable to straigbterihe political crisis and has
to agree to meet with delegates from various pubtarest groups, including the
Opposition, to negotiate the future governancéeirtcountry. Much of the play’s
theatricality lies in Edgar’s detailed portrayaltbé political negotiations. While the
government officials intend for a socialist demagréo preserve their power, the
members from the Opposition demand to democratizeduntry further and to break
the country away from communism and the Warsaw &algation. No matter how
hard the Communist regime tries to avoid full-sqadétical sea-change, it has to
make concessions and give way to a.new.liberal odeatic government.

The play is a pure demonstrétion of power in actibreveals Edgar’s
aspiration to delve into the ihtlricate poﬂyealeeﬂs in. ..Eastern Europe and to tease out
the essence of power operation un(I:ie-r:F'_'ﬁ:[.] h'is eSSpgaking in Tongues,” Robert
Hanks contends that the play_'i.s' “:_e"ngrossed ine-gritty of politics, taking the
audience behind the scenes to Watdh the ﬁ.egotkaaind maneuvering necessary
before a totalitarian regime could relinquish patvBusan Painter recognizes Edgar’s
“sensitivity and intelligence” in dealing with thesues of contemporary politics and
assumes that the audience will keep thinking atfmitssues provoked in the play
after they leave the theatre (143). Painter’s r&kmaveals her appreciation of the play
to engage with current politics and to secure tleeat a public forum for political
debate. D. Keith Peacock, however, holds an opposiinion. Although he
acknowledges the humorous, witty aspect of the'pldgpiction of negotiations, he
denounces the seriousness of the play, sayingtheatiscursive, intellectual nature
of the action” and “the public nature of the ch&eazation” would discourage the

audience from engaging in the issues rai3dzhicher’s Theatrd 09, 108). Indeed, the
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action of the play takes place in a meeting roasnplot revolves around negotiating
about political structure, sovereignty and natiadehtity among political elites and
intelligentsia. This discussion play could be dulbt un-theatrical. Yet, Art Borreca
observes the “performative” quality of the playdicating that the play’s theatricality
lies in its demonstration of power at work (13 hdéed, the merit of the play is its
close-up, realistic description of political negtibn and power struggle. Its minute
portrayal of the interaction among charactersragsfle for power exemplifies

Edgar’s social realism of combining the politicatmthe personal, the psychological.

3.2 Fictionalizing the Revolution in Eastern Europe

As Edgar perceives, the events 6f thé Communisapse in Eastern Europe
were, in many respects, very similar. He intendsfter an archetypal portrayal of the
story of the “Revolution” rathelr than:'dg;gcrfphaﬁzim@té:[ory of the “revolution” in one
particular country. To make-a play thatrtsas urggkas it can to account for the
revolutionary events in Easte_r'h' E_,lj'rope, Da\/iq Ed:galsciously disregards the exact
geographical location of the country. by créétirf'g:faonal space wheréhe Shape of
the Tables se® Before moving to textual analysis, this sectioil iplicate Edgar’s
intentional dramaturgical strategy and the polib€such a representation.

The strategy of fictionalizing the fall of Commumisn Eastern Europe fulfills
Edgar’s thesis about dealing with the commonalitihe political events. In an
interview with Geoff Willcocks, Edgar explained lisliberate dramaturgical device
through contrasting drama with history and joursrati

| think that history tells what happened, jourralitells what's happening

and what | try and do is tell what happens. My wisrka the present

5 The only geographical information Edgar providethia published text is stated in the
prefaced stage direction: “Setting: The Banqueliad) of a baroque palace in an Eastern European
country, now used as a meeting room by the Commgoisernment [...]."
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tense, but it is more general, more generic thampism (qgtd. in
Willcocks 11)
Appropriating the concept of grammatical tense,&dgdicates that dramatic art is to
disclose the general truth behind each incidert that his Eastern European project
is to tease out the habitual nature of the polificacess in each individual state.
Edgar’s dramaturgical conception earns Susan Raimézognition. She comments
that the efficacy of the play lies in its “scrutinfrecurrent archetypal political
issues” (131).
Fictionalizing the revolution is also a devtoede-familiarize the audience and
prevent them from easily interpreting the play gday about a certain country, in
particular, Czechoslovakia, since the blay-_beanmg resemblance to
Czechoslovakia at the tinfeAs Edgar discloses:
| suppose the play hovérs_._ﬁg\_{ﬂg'r.'the CMarian/Polish border, and
has rather more-limbs in C-‘,Tz'_'i%!_;;h.oslovakia than therdtvo. But what |
hope people will a_éc':e_p"t ishe.idea of a world [selréo the real world,
where you have fictional.peoplé. who are clearlyebasn real people, but
have different names and different voices. Yourente a deal with the
audience, which says this person is like that hisgbperson, but they are
not the same. So you're not setting up to be aoeate, nor indeed a
prosecuting counsel for the historical person..(otdPainter 132)

Edgar’s desire to avoid reading the play as pupeish@ntary and history prompts him

to fictionalize the revolution in Eastern Europethis respect, the play’s fictionality

keeps the audience from falling into the trap ahdading the historical accuracy of

¢ 1t is tempting to read the play as a play about#welution in Czechoslovakia because of the
similarity between the fictional Pavel Prus, a idisat writer who turns out to be elected as the new
president, and Vaclav Havel, the real dissidenptaght and president of Czechoslovakia, or between
the fictional oppositional force, the Public Platfoand the real opposition in Czechoslovakia, the
Civil Forum.
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his representation and allows them a chance tgpgknelow the surface of the TV
documentary and news report. On the other handgethark reveals Edgar’s
awareness that his representation might have teet eff reinforcing possible bias
and presumed images of historical figures and &tdoales. To avoid the process of
what Larry Wolff terms, “inventing Eastern Europ&tigar erases specificity in favor
of fictionality to explore the common pattern wittsimilar processes. The ficitonality
also exemplifies Edgar’s faction technique. Basedneticulous, close observation of
real historical events, the play is enacted thraagkt of fictional characters so as to
serve as a truthful reflection of the real politicantext. While fictional, the play
retains its merit of being “recognizable” so tHa fiaudience can relate themselves to,
but refrain from uncritical identification (Edg@gcond Timé&71).

However, Edgar’s inclination’to fictionality andlistic representation may
cause problem in the stage belrformér__}gﬁ.';_A's SusiéfePabserves, the play’s
descriptive, documentary content of thé}boiitioairﬁs challenges the directors “to
consider carefully how to reta_iﬁ t_h"e ‘fietional cuiny’ aspect” (132). Directors and
stage designers would have trouble.decidi.ﬁg stytesatting for fears that their
particular theatrical arrangement would blur theegec aspect of the fictional play
and lead the audience to make easy comparison &etive fictional and the specific.

As far as the politics of representation is conedrriEdgar’s intention to extract
the “generic” process of the varied revolutionavgrs could also be problematic. As
Geoff Willcocks points out, there would be “thedasf specific social and political
circumstances of each particular nation and thevaidns of individual players”

(11). The holistic representation tends to elinerthe peculiarity of each individual
case. Moreover, the representation of history ceavnoid taking a stance and making
points of view. In this play, Edgar focuses on da#izing in camera negotiations

among influential political figures while not seusly taking the street protests into
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account. Thus, EdgarBhe Shape of the Taliells a sharply different version of the
fall of communism from Caryl Churchill’Mad Forest Unlike Mad Forestk

emphasis on ordinary citizens, Edgar’s represamtasi displayed as a power game
among political elites and intelligentsia. In thespect, Edgar provides a perspective

in his playwriting, which may challenge his assuimpiof making a “generic” play.

3.3 Dramatizing Political Negotiation
The Shape of the Tabkea dramatic documentation of the gradual breakdo
of a local Communist regime during a time whers ithallenged by popular civil
protest in an unnamed country in Eastern Eurod®89. Although the play is about
revolution, it does not represent genuine stregtatestrations and public revolt.
Instead, the play tackles the transférence aneeprason of power through a series of
closed-door political negotiaﬁéns bétwﬁgg@“épposi&@ical forces. David Edgar
once confided, in &uardianarticle, hlis- ;ﬁxérést In the “politics” inheremt the
process of power struggle am_'dng the countr'ie;sﬁbae to remove their Communist
government: . -
Since the fall of the Berlin Wall, | have been fasted by the process of
politics, by negotiations, the drafting of docungrstrategizing,
role-play and ceremony. This is, | suppose, pdlitibeatre in its
narrowest definition: plays about politics as w{i&ecret Lives”)
His fascination with “politics as work” gives fulbice inThe Shape of the Table
Each scene of the play presents the minutiae ajtraggn and structures the
depiction of human interaction among politicianbateng about how to overcome the
political crisis in their country.
The overriding sense th@ihe Shape of the Tahkea play about negotiation and

political bartering can be discerned in the fikstrse of the play. In that scene, two
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Communist political meetings are dramatized tcstiate the typical expedient that
the Communist regime would adopt to manage its dtimpolitical discontent. One

is to incorporate prominent political dissentehg dther is to discuss how to suppress
effectively. Anxious about the massive disconteteased in demonstrations and
marches in the capital as well as in other fiveesiof the nation, the local Communist
government considers recruiting and assimilatingePBrus, a famous imprisoned
dissident writer to help prevent the escalatiomiofence. Given the popularity and
prominence of Prus among the political dissenteesgovernment attempts to make
use of his influence to manipulate public opiniagsinst the rebels. The government
approaches him with a document guaranteeing freedwha six month residency at
the University of Illinois with “all expense paidihd “a stipend of five figures” (7) in
exchange with a “single sentence letter, askingpéodon” (8). Prus, however, refuses
to be in compliance with the.sltate b,).l biimlng tbeuﬁﬁent and saying that he would
like to be released from prison.on hlis-&\-'ﬁly.n. 'F?rm’(unpromised attitude ensures his
integrity of being a political di_s'ée_r_ﬂer and painqsej for his ascendency as the leader
of the opposition, the Public Platforrﬁ. ;

Failing to co-opt Prus, the top leaders of the Camist regime meet together
to negotiate how to take action against the dematish. At this stage, the regime
regards the public demonstration and protest aduihances” which may pose “a
threat to public order” (8), and discuss the pdesiliternative plans to suppress the
uprising and to “sweep’em off the streets” (15) e the alternatives, proposed by
Joseph Lutz, then the First Secretary, is to ask®country’s “eastern ally for
fraternal military assistance” (16). The eastely @hambiguously refers to the Soviet
Union, and the reality that the “eastern ally” palyl refuses to provide any military
interference suggests that the Soviet Union, u@aebachev’s administration, has

repealed its Brezhnev Doctrine as its primary fgmepolicy in favor of
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non-interventionist attitude in the internal afa@f its Warsaw pact alli€s Lutz’
proposal also lays open the local regime’s inabibtpreserve its own authority and
power without the aid of military interference frata “great neighbor” (18). Failing
to receive the Soviet Union’s intervention, theineg decides to order its Special
Duties Unit to pursue aggressive tactics in digpgrthe demonstration in order to
stabilize the country and to regain its monopolwen

The aggressive tactic adopted to cope with strextothstration is shown a
failure and the Communist regime is forced to cdescompromise to make sure that
“the party will survive this crisis” (31). The gowenent reviews the unsuccessful
suppression, thinking that it not only fails tostbe demonstration, but also fosters
further discontent among workers and.ger_ierateisisrit from the coalition parties.
Moreover, the aggressive repreésion resultsiiredigsating images of the
government mowing down |ts Iown pqulqon the i.r.’.attiamal media, which
reinforces the negative stereotype Qf F’_"hv-é_-g(')vermrﬁére government’s awareness of
the West media’s representati_bh :I__a'iys bare.the ¥esttency to simplistically
interpret Communist governments és totalﬁariaprefssive regimes. Edgar is not
inclined to offer such a reductionist interpretatiand the play mingles political crisis
with personal dilemma to demonstrate the complexitsocial and political reality.
Aware that the tension is growing sharper and svaapd the legitimacy of the
Communist monopoly is challenged, the governmestdudises to makes some slight

adjustments in order to gain “a more positive resgd to save the party and the

" During the Cold War, Soviet Union controlled idegically and militarily its Communist
European satellites in the form of the Warsaw Fasaty and through the logic of the Brezhnev
Doctrine. The logic of Brezhnev Doctrine is thag 8tability of Communist states in Eastern Eur@pe i
central to the security and well-being of the Sbldaion. The concept of Brezhnev Doctrine can be
best illustrated through a speech by Brezhnev 68Mhen he ordered member states of the Warsaw
Pact to military intervene Czechoslovakia and teshrthe Prague Spring. In the speech, he said:
“When external and internal forces hostile to siismatry to turn the development of a given sosiali
society in the direction of the restoration of tapitalist system, when a threat arises to theecafis
socialism in that country...this is no longer meralgroblem for that country’s problem but a common
problem, the concern of all socialist country” (grdOuimet 67).



Lo 72

regime from the crisis (29). One of the adjustménts have someone pay for
ordering the violent suppression, and the othtw siden the Council of Ministers to
include some members of their coalition partnetigarSimilar to the case of
co-opting Prus, the government approaches Verad¥ayshe deputy of National
Peasant Party, to ask her to collaborate with gveignment. Though stunned and
flattered by the Communist Party’s request to pgrdte in real power, Rousova is
fully aware of the trick of incorporation, thinkirigat such an offer is just the
Communist party’s desperate measure to “[savejits skin” (29). Thus, Rosouva
refrains from expressing her consent for collabora&nd remains in the opposition
to the governmerit. As the play unfolds, the revolutionaries from Ehgblic Platform
and other groups are alert to thergovernment’sestyeof inclusion and assimilation.
Not satisfied with the govérnment’s mingr reforime revolutionaries become

determined to democratize thé coun.triﬁk]_d. 'endﬂ&mmunist monopoly of public
life” (53). To terminate the monolithilc-[;f;‘:):\_/.ve'r otiparty, the revolutionaries demand
and insist on having direct talks v_yfth théwrepréagves from the government, not the
party delegation. In the depiction of fhe méétibgB/veen the government and the
opposition, Edgar displays the treacherous, buratiamature of the process of
political negotiation. The scene that portraysfirst meeting, the Public Platform
representatives attempt to make sense of what ¢fetimg means:

Matkovic: | thought it was supposed to be informal

Prus: I'm not sure our view of what'’s ‘informal’ wta quite match.

Zietek: Not sure our view of anything’ll match (32)
Matkovic pessimistically conjectures that the gowmeent will not treat the meeting

seriously and that the meeting is held as a tockHe government to disguise itself in

® Rousova is aware that the role that coalitionipsutlay is just like “a parliamentary rubber
stamp” (29), to promote a positive, democraticaaklof an actually monolithic government.
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order to gain a more helpful public profile ancataeliorate its political crisis. Prus,
however, disagrees with him and suggests that arémformal” meeting could be a
significant step to initiate further talks and negtons in the future. Zietek, as a
young radical student, observes the difficultyedahing consensus of opinions and
discloses a sense of fatalism that the meetingbsillutile, lost in rambling. Their
remarks reveal their uncertainty about the redutis meeting with the government.
Thus, a sense of the treacherous nature of neigatiatestablished. Later when the
government officials appear, they express simi@spectives. Michal Kaplan, the
Prime Minister of the Communist government, welcertiee opposition, saying:
| think...We hope of course that today’s talks wadbult in a retreat
from some entrenched. positions.:But the most inambrthing is that
they happen. In Pa'ris, the Americans and the Viese spent seven
months agreein.glthe cénﬁg_g{réﬁon of. :[he delegatmirthe talks. Quite
literally, the shape of the- ;%_Qofiating table.ihkhwe can agree we
haven't go that Iqﬁg:_(37-38)
This remark displays that the goverr.\ment,“thouijjlmﬁngs to retain its dominant
authority, is aware of bureaucratic, meandering@se of political negotiation. His
welcoming speech also suggests a sense of undgrtatmat the “talks” will give rise
to and how much changes are to be made. MoreoegtaK’s reference to the
seven-month discussion that preceded the peaceltativeen the Americans and the
Vietnamese, which is where the play’s title deriviethot only the recognition of
serpentine political bartering, but also an ackmeagkement of the Public Platform as
an undeniable oppositional force. Since everytsrigll subject to negotiation,” the
meeting between the government and the PublicdPhatis carried on with sarcastic,
bitter and barbed expression to confront the agiter (40). When the government

asks for a stall to revise its statement, it expatself to “a negotiating position,” a
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position that implies the vulnerable situationtod government (39). Gradually, the
government appears to reduce its hostility and stegqual terms with the Public
Platform to negotiate their roles and measure duggek of their influences in
refashioning the existing political structure.

As the Public Platform attempts to democratimecountry, Edgar also
democratizes his text to include voices from défdrsocial spheres. In the scene that
deals with the eventual fall of the Communist goveent, a wide range of
representatives “drawn from the broadest sociatsgdi are present in the “full
dialogue” to negotiate for the formation of a neational structure (50). The
representatives from a variety of social sectdendtthe meeting to speak for the
interest of different social groups. This dramatiangement not only coheres with
the depiction of the new politicai possibility whidemocratic pluralism is expected,
but also functions to expresé diﬁereﬁt;g;qip'fé ieﬂwébout the political sea-change in
the country. Lutz and Miley, represgnii}iﬂ-’:g. thé haetts of the Communist Party and
thought to be consigned to “h_ié'tq_r_j/’s duistbin,” alogor the working class and those
who believe in the ideal of socialism. (60). ﬁousetands on the ground of
nationalism, fears for disastrous effect of thdaepment of central command
economy by unregulated market economy. Their consnerhich will be analyzed in
the later section, expose their anxiety over theréudirection the “de-" communist
country will take. Lutz also attacks the elitismtioé¢ Public Platform representatives,
his criticism accords similarly with the rage oftttaria Brodskaya, the secretary of
the Public Platforni. She disparages the behind-the-door negotiatiots an
document-drafting as armchair, idle theorizingepagation from the real concerns of

the street demonstrators and ordinary citizens.ardger also lays bare the criticism

° Brodskaya bursts into rage and says: “And all@f.yThey say the most extraordinary,
outrageous things. And you just sit there talkibgut deals and timetables [...]” (61).
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that the non-violent democratic revolution is jabbut haggling, horse-trading among
elite politicians.

To negotiate for the formation of a new goveent, the revolutionaries desire a
full sovereign nation-state based on the principfe®emocratic Pluralism” (49).
The first step is to insist on a radical changthestructure of governmental
organization, “taking it as axiomatic that suchoagrnment will have a majority of
Ministers who are not members of the present rydagy” (54). The second step is to
reevaluate the country’s diplomatic relations.His respect, Edgar tackles the issues
of claiming sovereignty in the (communist) EastBuropean countries. During the
Cold War, these communist European countries vaa@ ogically and militarily
controlled by Soviet Union in the form of the WaxsBact Treaty and through the
logic of Brezhnev Doctrine: HoWever, as Matthewddimet observes, the logic of the
Brezhnev Doctrine places Sb\lliet suﬁrgm'gt;y andMsts of the Soviet Union in
the first priority and refuses-to “diffelre-r:'_i%;:i_éte'tWeen the interests of the Soviet Union
and those of its Warsaw Pact_'é'lligé” (4)uThughimplay when the revolutionaries
attempt to remove the communist gbvernﬁent anditeten “the Communist
monopoly of public life” (53), they understand dutd be impossible to pursue a “full
independent sovereign national life” were the counot dissect its tie with the
Soviet Bloc and the Soviet satellite politics (46).achieve their goal, the
revolutionaries insist on the withdrawal from thandaw Pact obligation and the
“evacuation of all foreign forces” from the coun{B8). In other words, the
opposition proposes to “renege on internationat@aents with regard to military
alliances and the stationing of troops” (63). Aligh the Communist government is
alarmed and resistant, it cannot refuse the demfaoisPrus and the Public Platform.
The Communist government accepts the demands aallicand rewords the

document in order to mask their defeat from power.
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In dramatizing the political negotiations, Bdgccounts for the revolutionaries’
desire for a complete change of government antbhabandonment of the current
failed communist system. The system, accordingeo understanding, prevents
them and the rest of the country, from achievirggdheam of justice, freedom, and
democracy. During the interval of the “full dialagfumeeting, Brodskaya, the
secretary of the Public Platform, bursts out hgyeamat the ruling state:

...And I'd ask them how they feel about ‘a so-cakedialist society’
which promises a new Jerusalem but offers tanggrinewvhich the rule
is, if you want to eat, then keep you mouth shutidl pledges the
collective liberation of all humankind but actuathakes people greedy,
selfish, cynical and sly.__ln.whi_'ch no-one actuddigls responsible to
anyone or anything' beyond themselves. (62)
Brodskaya’s rage is a direct_ .cbnden;rngi_tci_gp'.bf thmglnd Communist system, which
has led to serious economic.and mpr;['%fc__-ris'es licaetry. The Communist state is
also a totalitarian, repressive _'rég_i_rhe which 'dtgto"rvil rights and employs
ubiquitous, strict state surveillance dpon itézein's in the form of bugging and
censorship. As a result, the characters are shownufter from state terrdf.
Moreover, the regime, that “preached water andkimine,” is corrupt and enjoys its
bureaucratic privilege (72). “Governed behind theked doors,” it shows disregard
to the appeals from the citizens and tends to eyrigkbaight rejection, or
prevarication, or delay” to the requests made bypikople (58). Consequently, the

revolutionaries are wary of the promises made bygttvernment and are determined

1% When Prus, who is the victim of censorship of patlon, is requested to co-opt with the
regime, the regime displays its omnipotent suraeide through monitoring letter exchange. The
expression of “not knowing if there’s things thawkn't got to you at all” poses a psychological fea
(6). To this condition, Prus complains that, “ltlee in hospital. One has no control over one’s
cricustances. One has become a child” (6). Latemwie and the other revolutionaries enter into the
Communist building and start to discuss about jgslithey are aware that they should play music so
as to avoid bugging
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to carry out the reform without relying on the govaent. The depiction of the
revolutionaries’ furious reaction to the ruling Conmist state and the failed system,
thus, can be read as Edgar’s critique of the mestak Communist-style socialism.

Edgar’s assessment of Communist-style somatistends to the last scene of
the play. In a reversal of fate, Prus, who usdaktan imprisoned writer, becomes a
new elected president and confronts Lutz, who @égdd with “treason, corruption,
abuse of authority and running an unconstituti@ngénization,” in the same meeting
room (77). Similar to the first scene of the playiz is offered to sign a document
that will guarantee the mitigation of the crimescoenmitted. The mitigation of crime
reveals the realization of the difficulty of conding massive political cleansing in the
post-communist condition. Uncompraomised, howevatzlburns the document as
Prus does in the first scene, and.défends 1o thih des.commitment to socialism.,
Through his confession, the.fallilure éf%q@fhuniytééﬁocialism is interpreted as
“pilot error,” not “the machine” (80).IT-hri_§_.reélilz'an demonstrates his repentance of
failing to implement the ideal _6f s_p"cialism whenwas the leader. The play ends in
him heroically locking himself in the.room Whichadsto inspire his socialist zeal,
saying “it's best if I'm still in it at the end” @. To end the play by Lutz locking
himself in the room reinforces his perpetual attaeht to socialism. This closure is
also a heroic theatrical gesture for Edgar to dedlzat he will loyally defend the
ideal of socialism through theatre.

The Shape of the Tabdpens in a Communist meeting room where the doors
and the windows are closed and the action of tag péver ventures beyond the
political bartering of the meeting room, giving thlay a claustrophobic, backroom
feel. Inside the meeting room, the entire politidialcussions take place around the
negotiating table, which serves as a Brechtiarctigay device for the audience”

(Painter 138). In Tarig Ali and Howard Brentoivioscow Goldthe presence of a
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huge table is used to stand for the Soviet Commsggtem; however, the presence
of the changing shape of the tablelime Shape of the Tabkeused as a visual
metaphor to symbolize the development and politbainges that occurred
throughout Eastern Europe at the time. In perfogeathe table is first seen by the
audience in a form of a dominating rectangle wiingle cloth-covered expanse of
crisp white laid with formal settings. The tablarsds for, in Christopher Innes’ word,
“the sham purity of the Communist regime, its appamonolithic unity and its
rigidity” (191). When the revolutionaries enterarthe room to meet with the
government officials, the single cloth is stripeday and the huge rectangular table
is revealed to be made up of many smaller tables.att of uncovering is the
recognition that political and cultural differ-_éencms’st but are concealed, covered in
the communist society. Later it trafisforms iito onmposed of the three sides of a
square, and then into an L-s_.hlaped ér@elment ah.'mhghe changes occurring
during the negotiations between thg é;%fl__-erhmenmp@sition. In the last scene of
the play, only one small table_'ié lg_eft and puSFug_thé side with a single chair while
all the other tables are removed. AIt.hough.t.he pmowus reshuffling of the shape of
the table seems to pass unnoticed by all the ctessaa the play, the table serves as a
dramaturgical reminder to the audience of the cempblitical transformation. The
physical transformation of the table’s shape réflélse gradual fragmentation of the
monolithic communist state, and the forming pagewgflect the maneuvers in the
struggle for powet! In the last scene, the remaining single tablequlan the margin
represents the establishment of a more demociadiiwjdualistic system in which no

single political force seems to enjoy the dominaie in the post-communist society.

™ In the formal meeting to discuss the directionftdure government, the shape of the table is
formed into the three sides of a big square, aadjdvernment officials occupy the central sidehef t
arrangement while the other social interest grdaks the two arms. The seating arrangement displays
that the Communist government takes the leadingipane political discussion and intends to affect
the course of the negotiation.
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However, the removal of other tables backstagedcbelan ambiguous stage device.
It may insinuate that the new democratic systerored by Prus and his companions
would not treat the political and cultural diffeoc&s as democratically and

pluralistically as it claims.

3.4 Allegorizing the Revolutionary Future

In The Shape of the Tabline elements of fairy tales are repeatedly evdied
the characters to make sense of the country bafaiafter the Communist
administration. The application of fairy tales, shplays a significant allegorical role
in the play. It is used not only as a metaphorascdbe the eventual breakdown of the
Communist regime, but also as an apocalypticalagefar the playwright to explore
the post-communist state of Eastefn Europes Teisogewill delve into Edgar's
deployment of fairy tales and Iexplicét%%_k_igi.r' adllegal meanings in the
post-communist context. "

Edgar’s clever deployméht :_o"f fairyitales.is disgdyhrough his
characterization of Pavel Prus. Thro.ugh Pfﬁs’ anahetween fairy tales and the
reality, the communist regime is shown abnormaligsmcemoval will be a fait
accompli. In the play, Prus is an established digsgiwho is imprisoned because the
local regime thinks that the anthology of storiescbmpiles would “[disseminate]
fabrication hostile to the state” (4). Although Pappears to be innocent of why the
state forbids the publication of his anthology, flamsiliarity with stories leads him
easily to draw the parallel between the circumstartf fairy tales and those of the
country he lives in, saying “how relevant thosentles are to our situations now” (4).
Later in an attempt to illustrate his observati®rys implicitly makes a series of
comparisons to explain the relevancy of fairy tatethe “situations now.” According

to his perception, the country is like a fairylasatupied by the villain:
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And there’s sometimes people who look kind and aiwe caring but
who turn out to be monsters. And there may belaidden room, with a
secret book, which will tell you everything, butydu read it may bring
about what you least want, and leave you worsé¢hafi you were before.
[...] (4)
The “monsters” refer to the cruel communist goveenmand the “secret book”
implies the grand vision that communism promisesi&ie. The consequence of
reading the “secret book” is an acknowledgememheffrightening actuality the
communist system has brought arodhdtet, as all fairy tales end happily, Prus ends
his comparison by saying, “at the end the falsegeris exposed and punished, and
the real prince comes into his kingd_ph” (4_#). Hisnparison of fairy tales and the
actual situation indicates that he envisages tieateral overthrow of the communist
regime. As the play unfolds,_.Plrus bej'c__cggggsl'the béttda Public Platform, the
country’s leading oppositional forcel, é;j'ﬁ__-leédsdbposition to challenge the
Communist state. At the end,_'ﬁe |s shoWn.electeéteasew president of the country
after the democratic revolution. In tHis resbéetrdepresents “the real prince” who
will ultimately defeat the villain and restore tbeuntry in a fairy tale (4). Prus’
ascendency to the leadership of the county correispwith the logic of a fairy tale
that ends happily. What's more, the play ends Wo#ils ringing for the inauguration
of the President [...] bells are tolling all roune ttheatre” (83). This musical device
echoes Prus’ illustration of the convention ofyaales that the ringing of bells
announces a happy ending. The closure will leadtitkence to see the play as a

fairy tale and expect that the political crisis dhd power struggle described in the

12 |n the play, when the Communist government is neahdPrus uses a graphic allegorical story
to reiterate his denouncement of Communist addidtigprovide grand vision: “Communism, one of
those appalling holidays you read about, where sma enthusiastic schoolteacher takes a group of
pupils up a mountain, and when the weather tumgam’'t cope and the whole thing ends in tears”
(80-81)
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play are resolved at the end. However, there sradox in this interpretation. If the
audience read the play as a fairy tale with a hamulng, they are conscious that the
scenario it depicts is unreal and turn to contetephdat the reality is.

The paradox becomes manifest if we examinel@m®uement of the play
carefully. The play’s ending does not entirely mietexpectation of a fairy tale. In
The Shape of the Tablihe audience see the impending presidential unatign as a
celebration (a happy ending), but also conceivettiee are conflicts left unresolved.
The post-communist country is shown still in turmAithough Prus cannot wait to
make “a clean break with the past” and “usher enrtaw,” he cannot promise the
stability of the country (72, 69). Through Prudfgaockery, it seems that the civil
demonstration has not subsidedialong with the rehafithe Communist government.
Moreover, Kaplan tells some un'pleasant incidents:

An incident, apb;olrently.'. &%/oung \ﬁet}me. Guest worker, walking to

his dormitory. And rathgr-é'éﬁly beaten; by a gahgoong men with

short hair. . :

(slight paug)

And the first graffiti. Gas All Gypsies Now. (75)
His report brings in the flow of events outside thesed negotiating room and
exposes some tensions within the nation. The rabisse shows the emergence of
xenophobia, nationalism and anti-Semitism, thak thileaten the stability of the
country. Observing the appearance of such diviana potentially dangerous features,
Prus’ himself admits that the revolutionary prorsigéll not always work out as they
are expected. This admission corresponds to EHgavard Brenton, David Hare, and
other left-wing political playwrights’ lament fohé lost possibilities of the 1968
revolutionary optimism and their disillusionmenthvHarold Wilson’s government.

Evoking a different sub-genre of fairy tales, Psteges his recognition that the
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dismantling of the old totalitarian system bringsf the unintended drawbacks:
At root it's the same myth as the genie in thelbptr the book in the
forbidden room, or Pandora’s Box, or the serpeaqtjsle. The spirit with
its promises of boundless power who once unleasirad out to be
demon (73)
As the “spirit” turns out to be “demon,” the revbhnary promises may result in
uncontrollable consequences. Thus, rather thamimgf@a happy ending, the play ends
with perceivable unresolved conflict, which disgdydgar’s pessimism about
post-Cold War state of Eastern Europe, a regiohnitares towards a growing
nationalism, ethnic tensions and civil war.

In Edgar’s perception, the spirits that willritout to be demons also include the
adoption of free-market capitaliém. In negotiatfogthe future governance of the
country, Lutz, a firm believef 6f soci,éli_g,hrfn___',h._'s.énﬁwﬂthe communist command
economic system will be replaced py-&ﬁ-fegulatewmaafconomy, states his concern
of the deficit of capitalism: .

While | myself might havé somé comments on thetrajlpeople to
organize politically at their place of work. Andaali reneging on our
promise to the working class to end the crime giteaaccumulation and
the exploitation of one man by another. (56)
Lutz appears to speak on the ground of the wor&iags, and his remark bears a
severe criticism against capitalism: a systemlbeaefits the interest of a few
individuals at the expanse of the welfare of thikective. Rousova also utters her
concern about unheeded adoption of capitalism.d8tgron the ground of

nationalism, she fears that free-market economlyseil the post-Communist country
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to the U.S., resulting in a form of cultural colpmiion*® Lutz's and Rousova’s
worries expose the post-Cold War condition thahEiaFukuyama would agree in
his The End of History1992) that the eventual historical progress isimgptoward a
governmental system of “Western liberal democrddy’ For those who suffer from
totalitarian system and economic malaise, Amergigte free-market capitalism
seems a tempting alternative to get rid of its Camist legacies and away from its
economic backwardness. Thus, when Prus becomgsdsielent, he cannot envision
other alternatives but Western liberal democrapitalism regardless of the
consequential injustice, exploitation and the esjolo of unemployment. He
declares, “[L]et’s get back to the normal, ordinamyy of doing things. The way that
works. The way they do them in the__wést’_’-_'-(81). Ppuspensity to romanticize and
generalize “the west” not only reveals his inapit envisage an alternative to
capitalism but also exposes .his igno-ra}ﬂ-gg '6]‘ tmbéeneity of the West. Edgar also
specifies that the costume of Prus onfrns Waye!drthugural ceremony should be
“oddly formal” (76). Prus’ ridic_ﬁloy"s, discordéru;dking seems to serve as a mockery
of his “west-ward” policy and suggeéts an .i.nharmusicapitalist future. Through the
prism of Edgar’s leftist stance, the discussiothefinhuman consequence of a
capitalist society and the caricatured represemiaif Prus serve as his critique of
post-Cold War propensity to neo-liberal capitalism.

Edgar also reveals his skepticism of the nevahary change through his

13 Rousova worries that: “You see, | wonder if ‘Oneite’ they've really grasped what’s going on.
If they realize that they’re exchanging the RedyFtar the pop song. Pravda for Playboy. The hammer
and the sickle for the strip-joint, cola tin anddper-bar. To have expelled the Germans and the
Russians just to hand the whole thing over to—Aageri [...] | sometimes think we are the only
European left. We in the so-called Camp of PeadeSatialism. Since the West became a New York
colony” (60)

! Prus’indifference is displayed through his coseion with Spassov, who reminds him to
take heed of the inhumanity of capitalism: “Frora gense that if you're not a young and thrusting so
of chap, if in fact you're old or weak or frail,&h you're alone. Surrounded by a bleak indifferent
world. And that if things go bad for you no-one&ing to care” (73-74). Prus remains insensitive and
keeps attacking the previous Communist regime.
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depiction of Prus’ elitism. Prus, who succeedspiwer left by the old totalitarian,
steps atop to the leadership and determines tateacbuntry by liberal democracy.
However, he maintains a sense of aloofness andhsnimusly displays his
superiority to the lay individuals on whose belrafand the rest of the Public
Platform members take control of the state: “Nooy know the rule. As long as
they're in the street they’re a queue. They hitdeare, they’re a mob” (69). This
remark demonstrates his manifest elitism aftetridw@sformation of power. Through
rewriting the people whom he used to esteem imtmh, Prus distances himself from
the general citizens and appears to enjoy the pberaccumulates. He also appears
insensitive to Lutz’s warning of the insulatingesffs of power:

And your chaps inform you frankly:it's much eadierthem if instead of

popping down the road'to see your doctors she ppps you. And

they'd sooner hohéstly if.'thﬁlt_;_gbblied t(; haircuestaurants and basic

daily purchasing-as welll. [']And before you kndwaou are living in

the lap of luxury béhiqd a.l2/foot wire and thegledook at you and

those you have replaced. and tr.l.ey can't tell thferdihce. (79)
In this respect, Lutz’s sarcasm hints at the dagbo of power from the old
totalitarian regime to a new democratic governmand, implies the subsequent
bureaucratization and corruption. Lutz’ warninglod repetition of hierarchy and
political elitism is validated especially now thadgar subtly keeps the street
protesters or the ordinary citizens remain off-etagthe end of the play when Prus
declares to lead the country towards liberal, pistia democracy.

InThe Shape of the Tablédgar employs the discourse of the fairy tale and

leads the audience to view the play as a polipeahble. The formula of fairy tales
expects that each tale eventually ends happily thighvillains expelled and the

conflicts resolved. Edgar structures the play tafaon to the formula that the
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symbolic villain (the local Communist regime) igd¢ed out, but he ends the play with
a series of emerging irreconcilable conflicts. Timeesolved conflicts in the ending
disrupt the audience’s full engagement with thesitbn of fairy tales and prompt them

to consider the issues raised in the play when wedk out of theatre.

David Edgar’'sThe Shape of the Tahikea subtle representation of the process
of democratization in Eastern Europe in the lat®1 3 hrough fictionalizing his
setting, Edgar endeavors to teases out the comnooess behind each individual
state and explores its implications. Accordingh®e play, the so-called revolution is
shown as a power game where political elites atedligentsia struggles to preserve
or take over the power. As a political parable,glay hints that the revolutionary
future does not guarantee stabil'ity and eventuadlgy. Post-Cold War propensity for
Capitalism and the emergen.cle of nétigg_@ij_i‘éfn ara)é;htmshing the country to the
brink of disaster. Those who succegd- the olld regimag also likely replicate old

political structure.



Lo 86

Conclusion

This thesis examines how British political playwrig assess and reorient their
socialist project through their dramatic responsdse fall of communism in Eastern
Europe. The three plays that are examined inthieisis project portray the failure of
communist-style socialism and the necessitiesHanges. I'Mad Forest characters
are shown to live in harsh material condition arellerassed by ubiquitous state
surveillance and terror. Verbal communication &alited and unreliable; mutual
understanding is threatened. Yet, these charas¢ere chances to defy or mock the
authorities so as to express their discontent thightotalitarian regime and their
anticipation for the overthrow of the dictatershipMoscow Gold Gorbachev is
singled out as the central protagonist who woiiesut the misrules of Soviet
communist-style socialism a.nclj the daﬁlagmg con.sﬁmme The plight of ordinary
Moscow citizens is also given voicq to'Thus Gohe’s restructuring reform is
shown vindicated and necess_é'ry;'he Shape of the Tablae old communist
government is evaluated by the revblutionériesamfthat governs behind the door
and never keeps its promises to the people. Apaxtiblent suppression, this
government can only think of coercion and assinaifato maintain its monopoly of
power, which the revolutionaries consider insuéfitiand determine to refashion the
political structure. The portrayals of the failufesocialism reflect the playwrights’
assessment of the really-existing socialism and #ggeement that the changes are
needed.

Although the three plays demonstrate the meechanges, they all explore the
confusion and irresoluble conflicts subsequenh&duphoria of the changes.Niad
Forest the characters enjoy the excitement followingttimpling of their dictator

government, but soon find them in a morass of Pexbd physical conflicts. They
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dispute over the meaning and status of the rewwsluand are traumatized by the
resurgence of ethnic nationalism.Ntoscow Golgd Gorbachev is stranded in the
political predicament and overwhelmed by a myriagaitical, social, economic
problems his reform unleashes. Not satisfied wisitréform to reverse the Soviet
problem, some Soviet citizens are shown to pressiéwe radical change rather than
Gorbachev’s ideal of rebuilding socialism. The tvajes from the emerging ethnic
nationalism foreshadow the dissolution of the SoMigion. InThe Shape of the Table
the deepest worry about reckless adoption of fragkat capitalism is repeatedly
expressed by the communist officials as well aseheho stand for the national
interest during the political negotiations for faéure governance. When deposed, the
communist officials caution the new elected demiictaader the danger of the
replication of power structure, which may hijacle ileal of democratization. The
new leader, who embraces Wéstern.'dﬁgm'gcl'racy a.r;talrixarpi, prophetically admits
the growing nationalism, ethni¢ ten;i(;;':fs:_.ar'\d amal; The three plays all depict
much conflicting dramatic Iandécgbes following theolutionary changes. Through
the characters debating about their future,.Weddxm:ern that the playwrights
attribute the fundamental cause to the emerginglictsnto the penchant for
free-market liberal capitalism in replacement & itheal of socialism. Reading
through the prism of the playwrights’ leftist patal stance, the depiction of the
impeding conflicts reveals their consistent comneiitnto the desirability of a
socialist alternative to the iniquities of Westeapitalism.

Through representing ethnic tension and conflistavall as the resurgence of
nationalism, the playwrights reveal their much lessfident views about the future
state of Eastern Europe. Their perspectives gmagtie optimism and anticipation
for post-Cold War European integration— signifidgmepresented by the notion,

promoted by Mikhail Gorbachev, one of the centrah#ects of this era’s political
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climate, of a common European home. In retrospleetdepiction of ethnic conflicts
and the resurgence of post-Cold War nationalistoviohg the end of Cold War
opposition does not anticipate the utopian visibBuropean political and economic
integration but the disturbing reality of the héioriconfluence of ethnic nationalism
such as the disintegration of Yugoslavia, the dettvn of Sarajevo, the massacre at
Srebrenica and the events described in the chilimhemism of ethnic cleansing in
the 1990s.

In this thesis, the playwrights employ differemagtgies in order to avoid
reinforcing received images and stereotypes wheresenting issues in Eastern
Europe. InMad Forest,Caryl Churchill inserts a tourist figure and reetisgfamous
exotic signifiers in an unfamiliar way.for the saiealienating the audience and
highlighting the play’s engagemént with an‘unfaamiplace. IM'Moscow Gold Tariqg
Ali and Howard Brenton probllemati,z.e;tht-fl_g_éh._vl\'lest’s tmm:y to recapitulate the plight
and misery of the Soviet Union by stagmg fhe cooapbdness of the Soviet political
and social structure. [fhe She_ib'e :_o"f the TablBavid Edgar disregards a concrete
geographical setting to circumvent ény peﬁchantefading the play as about any
specific country. Although the playwrights share game ambition of preventing
from the process of Larry Wolff’s “inventing Easteturope” in their dramatic
representation, their identity as British obserweosild make their ambition a
paradox. Their outsider-spectator position willdeae to regard their interpretations
of the political events in Eastern Europe as foltaypthe project of “inventing Eastern
Europe.”

Finally, the analysis of the three plays’ inthage, responsive theatrical
representation of the events in Eastern Europeldh@ulocated in the context of
British political theatre. The proliferation of giag (post-) Cold War Eastern Europe

is significant and these plays constitute a sulrgyehpolitical theatre. For the plays
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analyzed in this thesis, they demonstrate thapldmgnvrights deal with the political
events from different perspectives and employ weridramaturgical strategies rather
than conforming to the terrain of Brechtian podtitheatre. These left-wing
playwrights, nourished by and believing in the cptof using theatre to affect the
audience and raise their political consciousnessaftical action, were anxious about
the crisis of political theatre at the time whensMFhatcher’s monetarist policy and
ideology were exceedingly pervasive in British stgiThe aim to recover the crisis
of political theatre and to explore its efficacytive future is the project shared by the
playwrights studied in this thesis. If the everitshe fall of communism in Eastern
Europe prompted them to reorient their socialisih @ncontemplate the efficacy of
socialism in the future, these responsiVe theatriiaaijzations of the political events
symbolically demonstrate their endeavor to forgéucal critiques and assert the role
of theatre as a public forum_fc)lr politi-caug-fqu',ucﬂii ih..tervention. Through their
dramatic exploration of the end of comrmunlsm aresimbsequent espousal of liberal
capitalism, the playwrights air_ﬁtq_, protestagaiitsatcherism and emphasize their

committed desirability of a socialist future.
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