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ABSTRACT

DAVID HARE:
BRITAIN'S PLAYWRIGHT OF POPULAR DISSENT

By

Lane A. Glenn

The English playwright David Hare graduated from Britain's Fringe.
Theatre movement of the late 1960s and '70s, a haven for young,
experimental, revolutionary playwrights, to popular acclaim and public
subsidization at the Royal National Theatre in London in the 1990s.
However, he has maintained his position as one of England's most
outspoken critics of public institutions and social customs.

The purpose of this disseratation is to explore the evolution of Hare's
theatrical work, concentrating on his produced plays from 1979-1993. The
focus era coincides with the years of Margaret Thatcher's terms of office
as Prime Minister of Great Britain, and is the time of the playwright's
greatest change of style and growth of popularity, largely due to his
criticism of *Thatcherite® Britain. By examining Hare's creative output
during this period, the dissertation will provide a better understanding of
the relationship between an artist and his subject matter, and a political
ployMighf and his audiences over a period of time.

Research will be conducted in two parts. The first involves a
thorough examination of Hare's plays over the last fifteen years (excluding
screenplays and films). Each play yvill be analyzed according to 1)
content, 2) structure, 3) style, and 4) critical reaction to production.

In each Instance the play's content refers to the basic storyline of

the play and the relationships between its characters, but more



importantly it refers to the play's political themes. The structure of each
play refers to the dramatic composition of the text and its importance to
the play's themes. The style of the play refers to the pIdyerght‘s use of
language, characterization, and allegory for thematic purposes. Critical
reaction will be arrived at by canvassing reviews in newspapers and
periodicals, examining production runs and attendance, and interviewing
participants.

The second part of the research involves interviews with the
playwright and others involved in his productions. These include: David
Hare; Richard Eyre (Artistic Director of the National Theatre), Giles Croft
(the National Theatre's Literary Manager); and critics Benedict Nightingale
and Matt Wolf.
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A Literary Biography
1947-1978

Although he is Intensely interested in the private lives of his fellow
Englishmen, David Hare does not like to divulge much about his own past
and present lifestyle. For him that would be extraneous to his job as an
artist. "Going on television or being in People magazine is selling.” says
Hare, ‘we (writers) are not selling: we're doing something different, and
we have to use different means. What is the writer's claim? That you
speak only when you have something to say." (Bloom 34) What he has
disclosed, however, though Hare himself shuns such analysis, may explain
some of his political bent and social ideas.

David Hare was born on June 5, 1947 in St. Leonard's-on-Sea in
Sussex, along the southeastern coast of England. Though he resists
*psychologizing,” or over-emphasising the importance of his early years,
he admits his birth was *on the wave of postwar optimism. Everyone
came home from the war and had children. Bang on the day | was born,
the Marshall Plan was announced, and Europe became Europe.”
(Gussow 44) Like many of his contemporaries, this post-war period in
British history has figured prominently in Hare's creative works. Plays like
Plenty and A Map of the World. and films such as Licking Hifler and
Wetherby, rely heavily on the disillusionment that resulted for many Britons
when peacetime prosperity did not fulfill their expectations. But empty
dreams are not all Hare perceives from those early years. According to
him, the older members of his community were ready to return to life as

usual, to "get on with it* after the war ended, while he maintained a



romantic fascination with it. "What really got me," he says, “was the flavor
of the period. |liked the ingredients: sex and danger." (Gussow 44)

Hare's father was a ship's purser on a passenger liner that sailed
between England, India, and Australia. The time his father spent away
from home left Hare alone with his mother and sister. Surrounded by
women as a child, Hare developed an appreciation for the noble
qualities he found them to have. A noticeable trend in his writing from
the very beginning Is the presence of female protagonists. The
playwright's first success, Slag, as well as Plenty, The Bay at Nice, Wrecked
Eggs. The Secret Rapture, Wetherby, and Strgpless all have strong women
characters.

Paddy Woodworth, a critic for the Irish Times, has observed,
*‘Women are central to the work of David Hare, in a way which Is most
unusual in a male wiriter for the stage and screen. (Woodworth 12) In a
profile of the artist during the London run of The Secret Rapture, Michael
Bloom noted, "Hare's fascination with heroines is the most obvious and
least understood aspect of his writing." Hare's response was, “lI've written
about women a lot because my subject has often been goodness. The
idea of men being good seems to me to be slightly silly.* (Bloom 33)

As a youth, Hare attended Lancing College, a private high-church
preparatory school, where for awhile he entertained ideas of entering the
clergy. While at Lancing he nearly became a sacristan, and did take the
position of Head Boy, an ironic role for an artist who would one day
become a standard bearer for the anti-establishment crowd. As for the
theological influence, Hare says, *| have long been exercised by religion. |

felt that | had something over people: it made me a snooty, superior boy.



| could always not deal with my problems by referring to God, my
comfort." (Grove 12)

While at Lancing. and later during his university days, Hare was
conscious of his lower class upbringing and, he admits ashamedly,
attempted to alter his position by changing to a more aristocratic accent.
"I think it was contemptible that | wanted to belong to a smarter class,” he
says, ‘| was a very ambitious young man. | was born info the semi-
detached world and was forced up through the system. I'm very good at
spotting other class fakes because | was so ridiculed for my accent at
Lancing. For along time it scarred me." ("Lone Wolf* 12)

Following Lancing. Hare read English at Jesus College, Cambridge.
where he received his MA. While he got his first taste of the theatre at
Cambridge, the playwright discounts the Importance of those years. ‘|
did direct a couple of shows while | was there," he says, "Apart from that, |
felt | was wasting my time." (Page 7)

He graduated from Cambridge with honors in 1968 and, together
with the composer Tony Bicdt, who continues to score some of Hare's films
and plays, created the Portable Theatre, a travelling group of dramatic
artists whose business it was to send highly political works to the suburbs
and slums of English clties. It was a period of decentralization in London
theatre—-the Fringe was forming. running parallel to New York's Off-
Broadway houses—-and Hare's troupe was at the crest of the movement.
*Portable was one of the first companies to move out of the cities,” wrote
Jonathan Myerson in a 1980 profile of Hare, "out of the estalished venues
to find more open-minded audiences. They started by playing in people's

front rooms, army camps and on plain floorboards; by the end, they were



playing in the very arts centres on the circuit that they had been
instrumental in founding.” (Myerson 26)

The Portable Theatre and similar groups at various times attracted
theatre artists whose names today are synonymous with the Left, Labour,
or the Avant-garde. One such artist was the playwright Howard Brenton,
with whom Hare has written a number of plays. The oft-told anecdote of
thelr meeting in 1968 goes something like this: The Portable Theatre was
performing Inside Qut, a Kafka adaptation, at a London venue, and only
one audience member showed up-Brenton. Hare and Bic&t cancelied
the show, took the writer to a nearby pub, and became fast friends.
Within a year Hare directed a production of Brenton's Christie in Love, a
show that made a name for both men.

In addition to his work with the Portable Theatre, Hare was invited
by Christopher Hampton to take on the role of Literary Manager at the
Royal Court Theatre in 1969. He looks back on his Royal Court days,
earning £7.10s a week to plow through dozens of hopeful manuscripts,
with a mixture of disdain and grudging admiration for his former
colleagues. "What struck me and cheered me there from the first day.”
Hare says, *was finding a group of people who assumed, without a
moment's self-doubt, that the dominant culture of the day was garbage.,
because the values of the society were rotten; that, in particular, literary
affairs in this country are largely in the hands of a sold-out right-wing
middle class who can't write; and that therefore In artistic matters you
must, at whatever cost, frust your own experience and believe nothing
you read in newspapers.” (Hare “Time of Unease® 141)

His political fervor was curtailed, however, by what Hare and others

percelved to be a lack of ideological passion on the part of the Royal
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Court's coterle of directors. At the time a rancorous issue, the playwright
reflects on the artistic differences that split the Royal Court with more
understanding now. ‘| believe that the Court in the early seventies was
primarily an aesthetic theatre, not a political one,” he says, *And the
reason why it then lost the loyalty of so many writers in the following years
was because It finally refused to move into the field of English politics,
although it was presenting excellent political work about the Third World.
A direct confrontation finally occurred between those who wanted the
Court to be a socialist theatre and those who wanted it to be a humanist
theatre and, no question, the humanists won.* (Hare ‘Time of Unease"
142)

Even if his stint as the Royal Court's literary manager and, for one
year, resident dramatist, was not all Hare had expected, there Is no doubt
it provided him with the much-needed opportunity to see his work, and
the works of his colleagues, produced by a reputable company. Among
the plays Hare saw staged were Brenton's Revenge at the Court's Theatre
Upstairs, his own Slag and What Happened to Blake, and Lay By, a
collaborative piece written by Hare, Brenton, Brian Clark, Trevor Griffiths,
Steven Poliakoff, Hugh Stoddart, and Snoo Wilson.

Though Hare views his first few attempts at playwriting as pure satire,
dialogue that seems to him written by someone else, the genesis of his
later talent can be seen In his earliest work. Besides thematic motifs,
Hare's plays share structural similarities and categories of form with many
of his contemporaries. Like most late twentieth century dramatists to
some degree, Hare belongs to an age of writing that may be termed
post-realistic. Playwrights in this era have a full range of form and

structure to draw on, from the well-made plays of the late nineteenth and
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early twentieth centuries, to the absurdist plays of the 1980s, and various
semi-redlistic and anti-redlistic styles in between.

Additionally, British writers following the Second World War have
been influenced by the heavy subsidization of their theatres, allowing
greater room for experimentation. This artistic freedom was further
expanded when theatrical censorship was abolished in Britain in
September of 1968. Until that time British theatre had been monitored first
by the royal Master of Revels, then by the Lord Chamberlain, to ensure
that offensive language and situations never reached the stage. Finally
most writers of this era, especially those like Hare who have crossed
successfully back and forth between both mediums, have been affected
by cinema and television.

The product of these influences—post-realism, subsidization, artistic
freedom, and film--has been a cross-fertilization and hybridization of form
and structure. John Russell Brown observes, “Since the 1950s there have
been no accepted patterns for dramatists to follow. Plays are larger,
longer, smaller, shorter, slower, quicker than they have ever been. They
are more sllent, with whole scenes without words, and more noisy, more
theatrical, more intellectual, more surprising; they are also less consistent
in themselves. A new writer Is seldom told that he is breaking the rules;
some critics would say that performance Is the only reliable test for a play-
script." (Brown 31)

Accordingly, Hare's work does not fit easlly into the categories of
‘comedy," "tragedy," *farce,” or "well-made play." Rather, there is a great
deal of humor In their pathos and woe In the silliest satire. Along with the
blending of forms, there Is a fracturing of structure that is part episodic

and part cinematic, grown out of a distaste for living room family dramas
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and a need for practical concerns of theatrical performance. His plays
are not divided simply into two or three acts, but into several disparate
scenes within each act, often covering a period of weeks, months, or
even years. None of them, with the exception of his two one-act dramas,
Ihe Bay at Nice and Wrecked Eggs. take place in a single location. Since
it Is financially and logistically almost impossible to provide full
representations of the variety of settings his plays require on the stage,
they are wiritten with suggestive scenery or a bare stage in mind.

Hare's first major play, produced at the Hampstead Theatre Club in
April of 1970, then at the Royal Court in May of 1971, was Slag, a farcical
treatment of a year in the lives of three schoolmistresses who run
Brackenhurst School for girls. The women bond in sisterly love, argue
politics and pedagogy. and play absurd games with one another while
their school attendance dwindles from eleven girls fo none. Each of the
characters Is a thinly-disguised symbol for a political faction, and their
conflict can be seen as a revolution of sorts. Roger Cornish, in an early
literary blography of Hare, notes, “There Is little linear plot development.
Instead, the play is best seen as presenting a revolutionary confiict in
which conservative England (represented by Ann) competes with Maoist
radicalism (Joanne) for the loyalty of the common masses (Elise).”
(Cornish 236.) Ciritical reaction was tepid. Stanley Kauffmann's review in
the New Republic was typical. "Slag is unfocused and even boring.”
Kaufmann wrote, "but it Is attractively articulate and theatrically at
home...The best aspect of the play Is that Hare has taken a conventional
comedy about a public school staff and converted it infernally into a

macabre fantasy without much altering externals.” (Kauffman 32)



Even more polemical, though less successful than Slag., was Hare's
next attempt, The Great Exhibition. Produced at the Hampstead Theatre
in February of 1972, The Great Exhibtion derives its name from its pathetic
leading character, a world-weary, washed-out Labour MP who has failed
at his career and his marriage and, in a last attempt at gaining notoriety,
decides to become a flasher on Clapham Common. The play has its
comical moments and provides an interesting variety of incongruous
relationships, however critics and audiences felt overwhelmed by
meaning and robbed of entertainment. As Michael Billington put it in his
review for The Guardian, "'l say this for Mr. Hare: he certainly lets you
know what he dislkes. The encyclopaedic list includes parliamentary
democracy, privieged middle-class despair, unfeeling upper-class
arrogance, fake hippledom, verbal culture, Ibsenite drama, avant-garde
posturing, and George Orwell. But the problem Is that a play has to be
founded on something more than a rejection of all that has gone before
unless It Is to dwindle into peevishness." (Billington 12)

With all of its pointed disgruntiedness, however, The Great Exhibition
stil marks a stylistic beginning for Hare. Though the objects of the
playwright's scorn In this work are many, these targets are not presented
in an impersonalized, Brechtian way, or in the Portable school's method of
emotionalizing and propagandizing an issue. Instead Hare employs a
man and a woman (at times fwo men and two women) whose intimate
relationship involves the subjects he wishes to cover. This approach, over
the next several years, becomes a plotline mainstay of Hare's plays.

Still, the early seventies for Hare was a period of experimentation-
trial and error of dramatic form and content. Part of his testing of the

theatrical waters Involved collaboration with Howard Brenton. By the
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time the two men combined their talents in 1973 to write Brassneck, they
had already worked together as a playwright-director team at the
Portable, the Royal Court, and several lesser-known houses in the London
areq, and had collaborated, along with other Fringers, on Lay-By.

Brassneck, which Is Midlands slang for “criminal nerve*, combined
the cumulative experience and techniques of Hare and Brenton
garnered from these beginnings In the Fringe movement. It was
performed In September of 1973 at the Nottingham Playhouse, a larger,
better-equipped stage than the two men had been used to using. This,
perhaps, accounts for the complexity of the production. The play requires
multiple locales and thirty parts.

Brassneck chronicles the lives of three generations of the Bagley
family, beginning with the patriarch, who Kills his wife during the Blitzkrieg
in order to collect on her insurance and become a wealthy investment
businessmman. Roderick, the nephew representing the next generation,
nearly loses the family wealth and prestige when he Is jailed for bribery
and fixed building contracts, but in the end the Bagleys are secured by
Roderick's son, a nightclub owner who finds them all a new line of work:
the lucrative heroin trade.

Brassneck Is an obvious Indictment against laissez-faire capitalism,
and a vitriolic one at that. Nelther major political party escapes
unscathed from the corrupt world of the play. Uke many of Hare's
subsequent solo works, Brassneck manages to criticize not only the
Conservative Party detested by Leftist playwrights, but their own socialist
Labour Party as well. While the Bagleys remain political independents,
shifting loyalties when it is most profitable, the politicians and businessmen



who help launch them on their meteoric rise to wealth and prominence
represent both ends of the political spectrum.

At least one critic, Peter Ansorge writing for Plays and Players, cited
the play as the first mgjor Fringe production to take place before a
mainstream audience. (Ansorge 19) But how could such a stab at the
establishment succeed in a prominent commercial venue? The answer
may lie In the combination of elements Hare and Brenton were able to
achieve by combining their talents. “Brassneck was a clear instance of a
play which did catch on with a far wider audience than normally went to
the theatre," Hare told Ansorge, ‘It worked on the lowest common
denominator. Howard and | stopped short at exactly the point where we
began to diverge politically in our approach to the subject. Brassneck is
as far as Howard and | can go in agreement. The play ends with the
simple statement that these are ‘the last days of capitalism'. On how
exactly the system will be transformed, how the future would shape, we
couldn't agree." (Ansorge 20)

In a somewhat Shavian way, then, the play presents problems,
suggests culprits all around, then leaves potential solutions to the
audience. The play's equal distribution of responsibility was noticed by
several critics. Writing for The Guardian, Michael Billington asserted, *What
| lke about the play Is the way it interweaves family, civic, and national
issues...What lifts the play above agitprop Is that it indicts left as well as
right. Labour councillors and MPs are shown to be as susceptible as
anyone else to the creeping magnetism of power.” (Bilington)

His next play, Knuckle, brought Hare to the West End for the first
time, performing at the Comedy Theatre in March of 1974, According to
the majority of critics, It also marked several other important *firsts® for the
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playwright, especially in the area of character development. The
princlple character taints found in Brassneck—aggressive capitalism and
unashamed self-promotion—are community ills encouraged by socleties
that reward victors and survivors and scorn victims. Beginning with
Knuckle in 1974 and continuing through many of his subsequent plays, it is
the perspective of the victims Hare seeks to portray. To do this, Hare
created his first "good” women characters, Jenny Wilbur and Sarah
Deldfield.

Knuckle Is a curious mixture of the 1950s cliché private eye fim
genre and soclal critique. The Humphrey Bogart-like hero, Curly Delafield,
long ago turned his back on his father's “respectable® stockbroking trade
and defiantly became an international munitions seller. He has returned
fromm abroad to his Guildford home to help track down Sarah, his missing
sister, who may have been murdered. His investigation leads him through
a series of cinematically flowing scenes set in typical thriller locations--
seedy barrooms, warehouses, and slums, a police station and a hospital.
He meets various despicable characters who may have had a hand In his
sister's disappearance, and one virftuous woman, Jenny, who tries to help
him piece together the puzzle. He discovers that his father's absorption in
his business and neglect of his sister's emotional state may have led to her
suicide. It is likely she threw herself into the ocean to escape a world too
preoccupled with profit and advancement to care about people. But
the lure of money and respectabllity held out by his father's profession
distract him from pursuing justice. In the end, Jenny receives a letter from
the mysterious sister who Is apparently still alive, searching Europe for
tolerably good company. Curly must return to his arms trade and leave
behind the untainted Jenny.

n



On the surface the detective fiction of Knuckle can be compared
to Mickey Spillane or Raymond Chandler. The dialogue is telling:

JENNY: | was waiting for you to uncurl your lip.

CURLY: That's the way | keep it. Catches crumbs. (Hare 16)

But there is more than pulp thriller to Hare's tale. ‘I have no snobbery
about thrillers,” Hare has explained, “From childhood they have been the
form of literature | have understood best, and my enthusiasm is
indiscriminate...If | have a preference at all, it Is for those who work
against the form to make it do something to which it is not apparently
suited." (Hare History Plays 10)

And, while his hero and heroine often banter on in sarcastically
witty exchanges, they are equally prone to revealing deep thoughts
about the human condition. After a meeting with his robber baron
father, Curly tells Jenny despairingly, ‘| will tell you the horror of the world.
The horror of the world Is there are no excuses left. There was a time
when men who ruined other men could claim they were ignorant, or
simple, or believed In God, or life was very hard, or we didn't know what
we were doing: but now everybody knows the tricks, the same shabby
hands have been played over and over, and men who persist in the old
ways of running their countries or their lives—those men now do it in the full
knowledge of what they're doing. So that at last greed and selfishness
and cruelty stand exposed In a great white light. Men are bad because
they want to be." (Hare 80)

While Knuckle, like Brassneck before It, Is a condemnation of ruthless
capitalism, Hare Insists the newer work Is more useful and optimistic.
"*Knuckle Is an almost obscenely constructive playl®* he told one

interviewer, "It says something about it being impossible to live within this
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system without doing yourself moral damage. That's a huge claim.” He
further adds, “The reason | don't find the play pessimistic Is because it also
contains the most admirable person I've ever drawn, this girl who is meant
to be a good person. The whole play deals with moral values, and
concludes that there Is such a thing as moral value. That seems to me
quite cheerful." (Trussler 118)

Though Brassneck and especially Knuckle had begun to earn Hare
a name with mdinsfrecm audiences, for his next work in 1975 he returned
to the Fringe to collaborate with the Portable Theatre on an adaptation
of Wiliam S. Hinton's first-hand account of the Chinese Revolution,
Eanshen. Why the abrupt change of pace? ‘I think like ‘everybody | was
sick to death with writing about England-with writing about this decadent
cormer of the globe. The excitement of Fanshen was to write about a
soclety and to cover a period of time In which one felt that people's lives
were being materially and spirtually improved, In a culture that was
completely different to anything we knew about. We wanted to write a
positive work using positive material.” (Trussler 119)

Essentially, Eanshen chronicles events in the lives of the peasants of
Long Bow. a small Chinese village, during the Revolution from 1945 to
1949. The villagers, who for generations have served the landowners as
serfs In an archaic feudal system, are forced by the tide of events
succeeding the Second World War to question their relationships to each
other, to their masters, and to their system of government. As they
overthrow the system that oppressed them for so long, they are faced
with the difficult problems of finding a new method of governing

themselves to replace it. For the people of Long Bow, and the rest of
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China, Communism is the answer--a redistribution of wealth in a more
equitable manner.

The evolution of Fanshen was unlike that of any other play Hare
had written. Taking his original inspiration from Hinton's book, the
playwright then composed his own version of the events, adapting them
for European audiences and placing his own emphasis on the politics of
history. Then the play was revised after meetings with Hinton and
workshops with the Portable Theatre. In a discussion after a revival
performance of the play in 1980, Hare disclosed, “We originally did five
weeks' workshop on the six hundred pages (of Hinton's book), trying all
sorts of different approaches to this apparently intfractable material. Just
in sheer stage-time the book was enormous, but also the problems of
presentation seemed to us insuperable. So we tried various kinds of
slogan theatre, various ways of telescoping the material, various arts of
story-telling, varlous exercises to do with how to tell the essence of a story
in the shortest possible time...The way the play emerged was finally fixed
first of all by the two directors and me deciding a scenario and then by
me deciding which of the many plays inside Hinton's book | was going to
write. And the play Eanshen Is very different from the book Fanshen; both
its alms and the play's selection from the book, its route through the book,
make It a very different kind of project. It was a personal response to
certain themes inside the book, notably the questions how does any
democracy know It's a good democracy, how do the led look after the
leadership, how do the ruled rule the rulers?* (Hare "After Eanshen® 297-
298)

Though the important themes Hare pointed out are recurrent ones
in his work, Fanshen represents a departure In style, a return to earlier
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methods of production, including bare staging and Brechtian techniques.
With the many locales offered by the play and the large number of
characters (played by actors doubling and tripling parts) compounded
by the difficulties of mounting the show to tour the provinces, Eanshen the
play had to employ a highly symbolic style of staging. Representational
scenery, narration, and painted signs solved most of the play's visual
challenges.

Still, there was danger of this sort of approach contradicting some
of Hare's beliefs about political theatre. In a lecture at Cambridge in
1978, Hare told his audience, "Why do we have to endure the demeaning
repetition of slogans which are seen not as transitional aids to
understanding, but as ultimate solutions to men's problems? Why the
insulting Insistence in so much political theatre that a few gimcrack
mottoes of the left will sort out the deep problems of reaction in modern
England? Why the urge to caricature? Why the deadly stiffness of limb?
Brecht uncoils the great sleeping length of his mind to give us in
everything but the greatest of his writing exactly the impression, the
godlike feeling that the questions have been answered before the play
has begun.” (Hare Licking Hitler 63)

Whether Hare and Portable Theatre avoided all of these potential
hazards of political theatre is debatable. Writing for the London Times
after the play's premiere performance, Irving Wardle said, "What holds the
attention and banishes any sense of propaganda iIs the spartan clarity of
the story-telling. No actor plays less than three parts, but with simple
costume changes and facial transformation, there is never any doubt of
who Is who. They come forward at the beginning and announce their

names and what they possess. Their following scenes are established with
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a handful of beautifully exact props. There is, of course, no central figure;
and the emphasis goes exclusively to events and opinions." (Wardle)

Other critics agreed. One even went so far as to say, "Fanshen.
written with Joint Stock was one of the classic achievments of poilitical
theatre." (itzin 330) In its various incarnations, however, first as a bare
bones touring production, then a BBC made for television movie, and
then in revivals in New York and London in the early 1980s, Fanshen has
recelved less glowing praise. Commenting on the New York SoHo Rep
production of 1983, John Simon wrote, “There is minimal plot in the
conventional sense, but the social iniquities of China do have their
dramatic aspect even in—especially in—-simple telling, and, in the
unemotionally Brechtian style, Hare does accomplish a thing or two. But
the dramatic effect of town meetings, trials, redistributions and re-
redistributions of wealth does pall after a while. The failure of the village
Communists to resist the bourgeols temptations once in power; the
coming of a work team to straighten out the village, and their falling, in
turn, into error; the fallibility of the odd top-level functionary even--all this
becomes, finally, schematic and predictable, as are the humble and
patient ways with which, through mutual and self-criticism, all gets ironed
out in the end--or so we are led to believe.” (Simon 76-77)

After Fanshen Hare wrote what he has admitted was his only clearly
autoblographical plece of work, Teeth ‘'n' Smiles. Meant as a sort of swan
song for the 1960s, Teeth 'n' Smiles takes place in 1969 during the May Ball
at Jesus College, Cambridge. Combining drama and music, the play Is
about a declining counter-culture rock band playing an unwanted

performance at one of England's most reactionary institutions.
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The play's setting and characters are things Hare experienced first
hand during his own school days. ‘I think it's so boring and dishonest when
writers dress up their own experience,” Hare said in an interview just prior
to the play's opening. “They think that by changing a few details they
distance themselves...So | thought, If you were going to write about
something you'd experienced, it was much better to be honest and not
change any of the critical detaills. Like | did go to Jesus College,
Cambridge, and there were rock groups visiting at the time. Everything
on the surface Is documentarily accurate.” (McFerran 15)

True to Hare's memory of the time, neither the band nor the
students at the university are portrayed in a particularly fiattering way.

The musicians are all worn thin from lives of excess. Their lead singer,
Maggle., Is a promiscuous, substance abusing alcoholic who Is taken to jail
at the end of the play for drug possession. Peyote, the bass guitarist, Is to
blame for her arrest since he hid the drugs in her bag. Arthur, the group's
songwriter, was educated at Cambridge and is enjoying the opportunity
to spit In the face of his establishment past, and the band's manager,
Saraffian, meets the group on the road with the intention of closing down
the whole operation since they are no longer profitable for him.

Besides being a portrait of youth culture in the sixties, the play takes
on added meaning seen in the context of class conscious England. Hare
explains, “The rock groups were fantastically aggressive and they hated
having to play those dates, and they were extremely rude to the
audience, and by and large their audiences disliked them very much too.
It was an extraordinary clash of two worlds: these May balls with people

dressed up and performing a complete parody of life that was over
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many, many years ago, and into that crashed these rock bands, like
fravelling trouble on the move." (McFerran 15)

Much of the dialogue of the play reflects this class conflict. Neither
side seems to understand the lifestyle of the other, nor does anyone seem
prepared to make the attempt. Arthur's distaste for university life is
summed up in his assessment of the undergraduates as “Rich complacent
self-loving self-regarding self-righteous phoney half-baked politically
immature neurotic evil-minded little shits," and in his categorization of
school officlals and, by extension, all authority figures, as tyrants who
“Invent a few rules that don't mean anything so that you can ruin your
hedlth trying to change them. Then overnight they re-draft them
because they didn't really matter in the first place. One day it'sa
revolution to say fuck on the bus. Next day it's the only way to get a
ticket. That's how the system works." (Hare Jeeth 'n' Smiles 22)

The play ends with a song from Maggie called “Last Orders," in
which the passengers aboard the doomed S.S. Titanic are encouraged to
place thelr last calls for drinks and dance the last number of the evening
while their vessel sinks beneath them. This is seemingly Hare's way of
expressing the feelings of the youths of the era who felt they had little
control over events they were involved in. |

Reaction to Teeth 'n' Smiles was mainly positive with a few
reservations. In his review for The Guardian, Michael Bilington wrote, *As a
plece of drama, it lacks the cohesiveness and inner rhythm of his last
original work, Knuckle; but as a plece of theatre it Is abundantly alive and
should go straight to the heart of a generation hovering uneasity
between youth and early middle age.® (Billington) In his piece for The
Qbserver, Robert Cushman said, *"Mr. Hare has a dashing way with one-
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liners and a rarer gift for bullding a gag over a period...The band are apt
to remark caustically that (Maggie's depression) is no more than a pose
that has got into the bone, and Mr. Hare seems three-quarters inclined to
agree with them. Alternately crying up Maggie's anguish and laughing it
down, he ends up with what he probably most wants to avoid:
sentimentality.” (Cushman)

The playwright's own Insight into this facet of his writing—genuine
feeling versus histrionic sentimentality—Is extremely important to an
understanding not only of his work to this point, but to all that follows. Of
Maggie's predicament Hare said, “In Teeth 'n' Smiles a girl chooses to go
to prison because it will give her an experience of suffering which is
bound in her eyes to be more worthwhile than the life she could lead
outside: not one English critic could bring himself to mention this central
event In the play, its plausibillity, its implications. It was beyond their scope
to engage with such an idea." (Hare Licking Hitler 68)

To Hare, Maggie's willingness to be incarcerated, the eagerness
with which she invites separation from the free world, is not an individual
abnormality, but a societal ill. Her community has somehow not provided
her what she needs to lead a normal, sane life and she is in search of
some sort of balm. What has emerged., then, from both Knuckle and
Teeth 'n' Smiles. two very different plays, Is a recognizable character type:
a woman who Is essentially good, but who, because of environmental
forces, Is driven to actions of despair. For Sarah Delafield this meant
staging her own murder in order to flee her family and friends and find a
new life. Maggle chose music and mind-altering substances then, when

these falled, elected to be imprisoned, kept away from the world.
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In each of these instances there is an indictment, sometimes
obvious, sometimes implied, against both the immediate tormentors who
drove these women to their desperate actions, and against the larger
community-Guildford, Cambridge. London, or all of England. Itis a
combination of elements Hare brought together most successfully in his
next ploy; Plenty. ‘

Between Teeth 'n' Smiles and Plenty Hare had the opportunity to
work on a television play for the BBC, Licking Hifler. Set at the height of
the Second World War, Licking Hitler Is about a romance formed between
a man and a woman working for a propaganda unit of the British
government to undermine German morale. Not particularly well
recelved, the flm nonetheless helped focus the playwright's attention on
an era which, he has admitted, he has always been fascinated with. It
also allowed him the opportunity to join other contemporary British writers
in pondering his countrymen's reactions to the war.

Plenty premiered only a few months after Licking Hitler was aired. |t
combines ruminations on the war, found in the film, with the plight of
desperate characters, like those in Knuckle and Teeth ‘n' Smiles, and
incisive social commentary. The plot revolves around a single central
character, Susan Traherne, who as a teenager worked for British
intelligence in occupied France during the Second World War. The play
begins in England in 1962, Susan'’s present life of unfulfiled expectations
and relationships gone awry, then moves back in time to the wartime
France of 1943, when her world was still young and hopeful and full of
excitement.

In the earliest scenes Susan aids a British agent who has just

parachuted into St. Benoit on a reconnaissance mission. Her youthful
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energy Is unflagging-she Is brave, quick-thinking, and passionate—a bold
contrast to the cynical, withdrawn person she becomes later in life.
Thinking she has found someone to confide in, Susan reaches out
tentatively for compassion from the mysterious agent (Identities were kept
in the strictest confidence). For a moment these strangers in a strange
land seem to connect, and this fleeting bond leads Susan to an obsession
with the romance of the period she cannot shake when the war ends.
Consequently, she continues to dwell in the past.

Subsequent scenes depict Susan in a string of poor relationships,
trying desperately to find a tolerable niche in life. Two years after the war
she takes a holiday abroad with a married wartime colleague in the
hopes of recapturing some hint of her former happiness. When her beau
unexpectedly dies on her in Brussels she becomes attached to the
Forelgn Office attaché who helps her arrange his funeral. This odd
beginning turns into a shaky marriage and constant quarrels over the
depths of Susan's suffering and her husband's inability to understand her.

As the events of the play progress back toward 1962 Susan
becomes more and more unable to cope with her mundane life as the
wife of a government official. Just as her husband is preparing to commit
her to an asylum to prevent a serious breakdown she leaves him and is
contacted by the agent she met in France nineteen years before. After
a liason in a shoddy hotel room during which they both admit the
desolation and disappointment of their lives since the war, they each go
their separate ways, alone. |

The final scene of the play Is a return to France in August of 1944,
Just after the liberation by the Allies. Susan meets a French farmer on a

sunny hillside and they discuss optimistically the future in such a fortunate
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world. The last ironic words of the play, perhaps the most easily
recognized of any of Hare's dialogue, are Susan's. With hope and
excitement In her voice she tells the farmer, *My friend. There will be days
and days and days like this." (Hare Plenty 87)

Plenty is meant to operate on two levels: the intimate, personal
level of Susan and those that surround her, and the larger, more
complicated level of British soclety during and after the war. Susanis a
microcosm of her country and her experiences reflect those of many
Britons in the first years of peace. Hare commented, "Plenty Is inspired by
a belief that people literally died in vain. That the upsurge of radical
feeling was a genuine outcome of thelr experiences and not an
accident, that the material and emotional plenty of that last period of
affluence was wasted, and that the British have drawn a mantie of lies
and coldness over the war. We are afraid to show our emotions." (Grant
*Peace and Plenty” 15)

For Hare, Plenty marked the end of one era of his career as a
playwright and the beginning of another. Stylistically the play was a
departure from what had gone before. While much of his early Fringe
work involved overt political broadsides, in Plenty he found a more subtie
approach, characterized less by class wars and group struggles and more
by the internal confiict of the play's female protagonist. This did not mean
he was abandoning his position as social commentator, merely that he
was taking a different approach. At the time he said, "A play is a
performance. So if a play Is to be a weapon in the class struggle, then
the weapon Is not going to be the things you are saying: it Is the
interaction of what you are saying and what the audience is thinking.

The play is in the air." (Hare “The Play is in the Air* 30)
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Furthermore, as mentioned earlier, the play's central figure, Susan
Traherne, is the first full embodiment of the Hare heroine. There exists an
easlly discernible evolution of the women in Hare's plays from the near
allegorical girls' school teachers in Slag, Ann, Joanne, and Elise, to the
playwright's first attempts at sympathetic treatment of women in Knuckle
and Teeth ‘n' Smiles. Sarah Delafield (whq never actually appears on the
stage), Jenny, and Maggie. to Plenty's tortured soul, Susan. The result is a
unique, intelligent, sympathetic character with a full range of emotions
and experiences; one that audiences may pity, yet still criticize for her
actions. For Hare, the nebulous quality of the character was important. In
an introduction to the printed text of the play he wrote, *| planned a play
In twelve scenes, in which there would be twelve dramatic actions. each
of these actions is intended to be crhblguous, and it is up to the audience
to decide what they feel about each event. For example, in Scene
Three, there will be some who feel that Susan does the kindest possible
thing in sparing her lover's wife the knowledge of the circumstances of his
death; but others may feel that the manner in which she disposes of the
corpse is a little heartless. Again, in Scene Four you may feel that the way
she gets rid of her boyfriend is stylish, and almost exempilary in its lack of
hurtfulness; or you may feel It Is crude and dishonest. This ambiguity is
central to the idea of the play. The audience Is asked to make its own
mind up about each of the actions. In the act of judging. the audience
learns something about its own values. It is therefore important that a
balance of sympathy is maintained throughout the evening, and that the
actress playing Susan puts the case for her as strongly as she can. The

case against her makes Itself, or Is made by the other characters." (Hare

Plenty 87-88)
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The heroine appears in various guises quite often in Hare's plays
after Plenty. Wetherby (a screenplay), The Bay at Nice and Wrecked
Eggs (complementary one acts), Ihe Secret Rapture. and Strapless (a

screenplay) all have such characters. In each instance they are fully
recognizable human beings whose actions invite thought and
questioning, not immediate judgement. He often uses these figures to
achieve a balance of two elements that become a hallmark of his work:
the juxtaposition of public and private lives to simultaneously present
dramatic interpersonal conflict and relevant social analysis and criticism.

The most important achievement of Plenty, though, was a measure
of popular success Hare had not attained before. It was the first of his
plays to open at the Royal National Theafre, where it began a
relationship with Britain's preeminent subsidized theatre that continues to
the present day. Every play Hare has produced since has appeared at
the National, and all but one have opened on one of the theatre's three
stages. The play made it across the Atlantic, first to Washington's Arena
Theatre, then to the New York Shakespeare Festival, becoming the first of
Hare's plays to receive a major New York production, and it was
eventually turned into a film starring Meryl Streep.

By the beginning of the 1980s, then, after more than a decade of
playwrighting, collaboration, and directing, David Hare had developed
an approach to his work that would distinguish his plays well into the ‘90s
and help establish him as Britain's playwright of popular dissent.
Characteristically his plays are about the private and public lives of a few
individuals, whose internal and éx’rerncl conflicts are meant to create
good drama while disclosing facets of British life Hare finds distasteful.

They very often contain a strong female protagonist whose ambiguous
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behavior may lead to sympathy or contempt, and they are infused with a
sense of British history that doesn't glorify the past, but nostalgically views it
as an Imperfect model for the future.

The final catalyst for his writing since the early eighties, which Hare
and other liberal-minded, socially conscious artists would have to wait
only a few more years after the production of Plenty to discover, was the
election In 1979 of Prime Minister Margaret Thatcher and her Conservative
Party. Perhaps more than any other single person or event, the Thatcher
Government would influence not only Hare's work, but that of nearly

every playwright in Britain for years to come.
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A Map of the World

A Map of the World, finished in 1982, followed a two year period in
which David Hare neither wrote nor produced any new work. He had
recognized a trend in his writing and wanted to relnvigorate it before
moving on. °| had spent a lot of years writing about the decline of
England.,” he said, ‘It was a genre. After Plenty, in 1978, | felt that | had
said what | wanted to say on that. | was concerned that | should not
make a career of saying the same things over again. So for a while | sald
nothing. At the time | thought | was finished. | became convinced that |
would never have a play on again." (Lewis 8)

Hare's temporary hiatus was relieved, however, when he was
approached to write a new work for an Australian arts festival. As he
explains, “I had been asked by Jim Shorrhcn to contribute something to
the 1982 Adelaide Festival, and impilicit in his invitation was the hope that |
might be moved to write about Australia. He even gave me a title--The
Dead Heart. But my exploratory trip, although highly enjoyable, did not
get me writing. On the way back my plane landed in Bombay, and...|
decided to go into town for a few days. As soon as | walked into my
hotel, | knew | had found my setting.® (Hare “Introduction to the Asian
Plays* xiil)

His setting turned out to be Bombay itself, though in context it could
as easlly have been Dhaka, Kathmandu, Mogadishu, Managua, or a host
of other destitute but ambitious third world cgpltols. The play Hare found
the inspiration to write, A Map of the World. Is a many-faceted work that
explores Western perceptions of third world crises, the nature and role of
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art and the artist, and the complicated throes of séxuol politics. Since it
was begun when Margaret Thatcher was relatively new to office, there
are no direct discernible critiques of her administration in the play, but
there Is certainly the ongolng disgruntledness and dissatisfaction with
Britain's leading Right-wing faction.

The two most notable aspects of A Map of the World are its
thematic content and structure. Like nearly all of Hare's plays it is
episodic, divided into a series of scenes that span an extended period of
fime. The way the playwright manipulates time, however, is intriguing.

The plot, as most critics were quick to point out, is awkward and a
mere vehicle for the debates it contains. The play involves two men who
meet at a UNESCO conference on world poverty in Bombay. Stephen
Andrews Is a journalist for a small left-wing magazine in London. He
explains, "Mostly it's reviews. And domestic politics. But I'm the youngest,
so my brief Is the world." (Hare Asian Plays 168) This particular assignment
has brought him face to face with a novelist whose work Stephen knows
and detests. Victor Mehta Is an Indian expatriate living in England who
makes his living writing political satire—more particularly, harshly critical
books about developing nations. He is attending the conference to
present a speech about his research and writing.

The two men are diametrically opposed, near extreme ends of Left
and Right political ideologies. It is likely their relationship would have
ended after a few cross words In the lobby of the conference's hotel
were It not for Peggy Whitton, an American actress who has gained their
affection. Through Peggy. Mehta and Stephen find an arena in which to
battle over their respective ideas.
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When Mehta is approached by the UNESCO conference organizers
and asked to preface his speech with a short prepared statement
explaining the imaginative nature of fiction, so as not to offend some of
the smaller countries he has written about, the novelist refuses on
principle. The conference chairman, a Swede named Martinson, asks
Mehta to tell his audience that “Fiction, by its very nature, must always be
different from fact, so in a way a man who stands before you as a writer
of fiction Is already half-way towards admitting that a great deal of what
he makes up and invents is as much with an eye to entertainment as it is
to presenting literal historical truth.” (Hare Asian Plays 187)

To Mehta, such capitulation would compromise his artistic integrity
and, in his mind, the facfts in the fiction he has written. As the argument
over this decorous procedure intenslfies, Stephen steps forward as the
author of the contested disclaimer. To him, such an admission by Mehta
would not harm his standing as a novelist and would allow the more
important work of the conference on poverty to continue without the
added pressure of ill feelings. Mehta's presence and presentation at the
conference Is important to many of the participants, but so are the
dignity and cooperation of all the member countries. On an adventurous
lark, Peggy offers herself, for the night, to whichever man proves his view
to be correct.

In the debate that follows both men argue passionately and
persuasively-it is Hare at his Shavian best, raising points and counterpoints
to defend both sides—-though In the end it Is clear the playwright means
for Stephen to emerge the winner. Still, the younger idealist bows out of
his prize, the sought after Peggy, and chooses to leave the conference

behind. In a seeming stroke of lll-fated deus ex machina, Stephen Is killed
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in a train crash on the way home, uniting all of the major characters of
the play who, whether they agreed with him or not, have come to
respect him.

This is the primary plot of A Map of the World. To further confuse
matters, however, Hare has added a secondary storyline that affects the
way an audience perceives the characters, themes, and actions at the
Bombay conference. About twenty minutes into the play, just after
Stephen and Mehta have met for the first ime and fallen out over a
dinner engagement with Peggy. the redlistic scene onstage suddenly
fragments as a director yells "“Cutl*, cameras roll into place, bright lights
iluminate the set and a film crew suddenly floods the stage. In the next
few moments it is discovered that what has actually been happening is
the filming of a movie of the events in India, which took place several
years before and were subsequently turned into a novel by Mehta, as an
homage to his adversary, Stephen.

For the rest of the play scenes alternate between the cinematic
‘reality” of historic events and the present day lives of the actors in the film
and the actual participants in the events. Peggy is at hand to advise the
director, and Mehta shows up with the intention of cancelling production
since It doesn't adhere to his version of the story.

On the surface the approach seems Pirandellian, a la Six
Characters In Search of an Author. The difference here is that Hare uses
the fluctuating reality style not to confuse the audience into wondering
what Is real and what is theatrical, but rather to give viewers a clear idea
of how events are fragmented in memory and interpreted differently by
different people, especially when they become fictionalized for mass

consumption via film or text.
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Primnary emphasis in both time frames, however, Is on the arguments
presented at the UNESCO conference. The bulk of the play-within-a-
movie, all of the first act and a good part of the second, is preparation for
the final encounter between Mehta and Stephen. Each man wears his
beliefs on his sleeve and the impending confrontation is obvious. In an
early conversation with Elaine, a fellow journalist, Stephen emerges as the
young Idedlist type who, when lacking genuine empathy, gropes very
hard for stirrings of pity. Of the situation of the poor in Bombay he says, “It
makes you so lll-tempered. You think you'll go for a stroll. 'l wouldn't leave
the hotel if | were you, sir,' they say. The monsoon is coming.' With a
great grin appearing on their faces as if the thought of it just suited them
fine. 'Ah, good, the monsoon.' And you caught in it the best of all. |
suppose It's the only revenge the poor have, that their land is
uninhabitable by anyone but themselves. That we can't drink their water,
or eat thelr food, or walk in their streets without getting mobbed, or
endure their weather, or even, in fact, if we are truthful, contemplate their
lives." (Hare Aslan Plays 167)

Mehtq, on the other hand, has no desire to identify and sympathize
with the underpriveleged In his native India. Just off the plane, he
succeeds where Stephen and Elaine falled—-getting bar service In the
hotel lobby. Showing either an extremely discriminating palate or a
polished genteel facade, he asks for Pouilly Fuissé white wine, Is told the
bar stocks only Poulilly Fumé, and opts for champagne instead. When it
arrives he deems it undrinkable and passes it along to Stephen and

Elaine.
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The timbre of his egotism Is immediately apparent in the way he
rises to Stephen's bait. The younger man goads Mehta about his previous
work, including an unfiattering plece written about journalists called The
Vermin Class, and fishes for a preview of his remarks to the conference.
Stephen doesn't agree with the novelist's positions on world governments
and would like a frank discussion about them. Instead, Mehta responds
flippantty with remarks like, "Of the Chinese leadership the only one | was
able to bring myself to admire wholeheartedly was Chou En-lal...Because
he alone among the leaders had the iron self-control not to use his
position to publish his own poetry. Chairman Mao, unhappily, not so.*
Carrying the joke even further he adds he cannot admire Mao because
*Like so many senior statesmen he ruined his credibility by marrying an
actress. And what an actressi Madame Mao even claims that she was
born beautiful but that in order to identify more closely with the majority
of her people, she has managed to will herself u<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>