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ABSTRACT

The present study investigates fascism from a pragmatic standpoint.
Fascism is a political ideology that views humanity from above, it tries to
prove the idea that man is not fighting to live but to fight. Fascism, as the
result of racism has influenced people’s behaviour and made harmless
people resort to violence to defend their political movements and personal
beliefs. The thesis tackles the concept of fascism specifically in one of
Poliakoff’s British plays called “Strawberry Fields” written in late 1977
by focusing on the pragmatic strategies of speech acts, presuppositions,
the cooperative principle maxims, tropes, and persuasive appeal to unveil
the issue of fascism due to their negative implications. The present study
aims to find out which type and function of fascism is mostly used
throughout the play; how fascism is manifested in the play by uncovering
the pragmatic strategies used to express fascism in “Strawberry Fields”
play; which types of speech acts, presuppositions are used to demonstrate
fascism; how the cooperative principle maxims are breached; which
rhetorical devices are used in the play. It is hypothesized that there are
two types of fascism: classical and generic, the first has been used more
than the latter and stifling political liberties is the function mostly found
in the play; fascism as an ideology is represented directly throughout the
play; pragmatic devices utilized to highlight fascism in the play. To
achieve the aims of the study and test the validity of its hypotheses, the
following procedures are adopted: using an eclectic model for the
analysis, made up of Searle’s speech acts (1969) and Yule’s theory of
presupposition (1996), Paul Grice’s (1975) cooperative principle maxims,
Harris’s (2008) rhetorical tropes, and Aristotle’s persuasion appeals. It is
worth noting that both qualitative and quantitative methods are used in

this study to analyze the data. Furthermore, the researcher chooses (13)



extracts from the play to be representative samples of the study. After
analyzing the data, the study concludes that classical fascism is the most
commonly used type and stifling political liberties is the function mostly
found in the play; fascism has been manifested only explicitly;
representative speech act has the highest frequency than the other acts it
represents 35 frequencies out of the total number and reads 64%, while
declarative speech act has never been used by characters. The fourth
hypothesis is verified, the fifth and sixth hypotheses are refuted, whereas
the seventh hypothesis is verified. It is hopeful that this research would be
useful to individuals who are interested in linguistics, particularly literary

studies.
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CHAPTER ONE
INTRODUCTION

1.0 Introductory Remarks

This chapter is an introduction. It presents the concept of fascism as an
ideology, and it suggests a set of questions and aims related to the
problem to be answered throughout the study. In addition, it familiarizes
the reader with hypotheses, procedures, limits, and the expected value of

this study to the field of pragmatics.

1.1 Problem of the Study

Fascism in general terms is a complicated political ideology that came
to prominence in Europe in the late 1920s and 1930s. Fascism is based on
an ethnic separation between ‘us’ and ‘them’, a form of ethnonationalism
at its most severe. It opposes communism, socialism, pluralism,
individual rights, equality, and democratic government. Fascists are
members of an ethnic group who attempt to control militarily, politically,
and dominate culturally (Soucy, 1995). The fascist principal goal is to

develop a strong nation by valuing the country over its citizens.

Fascism is defined as a kind of political behaviour characterized by a
preoccupation with community decline, humiliation in which a mass-
based party of committed nationalist militants abandons democratic
liberties and pursues redemptive violence without ethical or legal
restraints to achieve goals of internal cleansing and external expansion
(Paxton, 2004, p. 218).



Leech (1983, pp. x—xi) defines pragmatics as “the study of how
utterances have meanings in situations” where meanings and the aims of
speakers are linked to rules of developing good communication. Thomas
(1995, p. 22) offers an additional definition of pragmatics as “meaning in
interaction”. Aside from knowing the context and probable meaning of
the speaker’s utterances, a negotiation between the interlocutors is

required, in order to understand the speaker’s meaning.

In the present study, one British play is since this play is the best
example of fascism, where harmless characters, whether women or men,

resort to violence to defend their political tendencies during 1977.

The problem of the study is that the concept of fascism has never been
researched pragmatically in literary works by researchers. Therefore, the
present study makes its appeal to investigate the pragmatic strategies of
speech act, presupposition, Grice’s maxims, tropes, and appeals within

the framework of pragmatics in literary text.
The present study raises the following questions:

1. What are the types and the linguistic functions of fascism used in
“Strawberry Fields”?

2. How is fascism manifested linguistically in the chosen data?

3. What are the speech acts that reveal fascism?

4. What are the most types of presupposition triggers used in
“Strawberry Fields”?

5. What are the cooperative principle maxims that are breached in the
chosen data and how?

6. What are the rhetorical tropes used to express fascism in the chosen

play?



7. What are the types of persuasive appeal that the writer employs to

represent fascism and which type is the most common one?

1.2 Aims of the Study

This study aims at:

1.

Identifying the types and the linguistic functions of fascism that
appear in “Strawberry Fields”.

Finding out how fascism is manifested linguistically in the chosen
play.

Revealing the speech acts that reveal fascism.

Uncovering the types and triggers of the presuppositions that are
most utilized in the chosen data.

Pinpointing the cooperative principle maxims that are breached and
discovering how.

Showing the rhetorical devices used in the chosen play.

Identifying the types of persuasive appeals that the writer employs
to represent fascism and determining which type is the most

common one.

1. 3 Hypotheses of the Study

In the light of the questions and the aims mentioned above, it is

hypothesized that:

1.

Classical fascism is the type of fascism that is most commonly
used in Strawberry Fields, and stifling political liberties is the

linguistic function of fascism mostly found in the play.

2. Fascism is manifested linguistically in an implicite and explicite

ways throughout the chosen data.



3. Representative speech acts is the most common type used to reveal
fascism.

4. The types of presupposition triggers that are mostly utilized in the
data are existential and structural.

5. All the cooperative maxims are flouted and opted out in the chosen
data.

6. Repetition, symbolism, simile, metaphor, and dysphemism are the
rhetorical tropes used in the chosen play.

7. Pathos, logos and ethos are the types of persuasive appeal that the
writer employs to represent fascism and pathos and logos are the

types that heavily used in the chosen data.

1. 4 Procedures of the Study

In order to answer the questions of the present study, fulfill its aims, and

verify its hypotheses, the following steps are adopted:

1. Surveying the related literature on pragmatics, critical pragmatics
and fascism.

2. Designing an eclectic model to analyze the chosen data.

3. Analysing the chosen data qualitatively in accordance with the
items found in the eclectic model and quantitatively by using
frequencies and percentages.

4. Discussing the findings that result from the analysis of the data to

arrive at conclusions and recommendations.
1.5 Limits of the Study

The present study is limited to uncover the ideology of fascism in
Stephen Poliakoft’s “Strawberry Fields(1977)”. The play is selected from



a book written by Robin Nelson (2011, p. 103) for being the best example
of fascism written by Stephen Poliakoff. The chosen data is analysed
from a pragmatic perspective in accordance with the eclectic model
designed by the present study. The model of analysis is based on the
pragmatic strategies such as speech act, presupposition, Grice’s maxims,
rhetorical tropes and persuasion appeals, in addition to fascism types and
functions. Speech acts invite the macro acts of Searle’s (1969)
categorization into the scene. Yule’s theory of presuppositions (1996) is
used as well. Paul Grice’s (1975) cooperative principle is used. In
addition to Harris’s (2008) rhetorical tropes and Aristotle’s persuasion
appeals (Kennedy, 1991). The selected data consists of thirteenth extracts

that are chosen purposefully.

1. 6 Value of the Study

It is hoped that the present study will be helpful both from a
theoretical and practical point of view to those who are interested in
investigating political plays, namely critics. On the one hand, the
theoretical component is an attempt to provide a reasonably detailed
theoretical background about fascism from a pragmatic standpoint. On
the other hand, the practical component is intended to demonstrate how
fascism is manifested. It can also be beneficial and of special interest to
those who have tendencies towards pragmatics, literature, and literary
criticism. Furthermore, the pragmatic analyses will enhance and deepen

our knowledge of political plays and other genres of literature.



CHAPTER TWO

LITERATURE REVIEW

2.0 Introductory Remarks

This chapter sheds light on the field of pragmatics, as well as the
related concepts. It presents the main theories of pragmatics as tools for
analysis, then it presents the relationship between critical discourse
analysis and pragmatics, as well as the key concepts within the field to
study the concept of fascism in the selected data. Moreover, it discusses
the concept of fascism from a variety of perspectives. It presents different
definitions of fascism. It attempts to outline the period of time of fascism
into five different stages. Not only that, but it also sheds light on the
characteristics of fascism, its types, and its functions. Finally, it gives
some details about the language of literature and previous studies that

have dealt with the concept of fascism.

2.1 Pragmatics

Leech (1983, pp. x—xi) defines pragmatics as “the study of how
utterances have meanings in situations” where meanings and the aims of
speakers are linked to rules of developing good communication. Thomas
(1995, p. 22) offers an additional definition of pragmatics as “meaning in
interaction”. Aside from knowing the context and probable meaning of
the speaker’s utterances, a negotiation between the interlocutors is
required, in order to understand the speaker’s meaning. Pragmatics

(Huang, 2014, p. 2) is the study of language use in context.



Pragmatics is interested in uncovering the important motives and
purposes behind the use of certain linguistic strategies by language users
in their conversational contributions (Leech, 1983, p. 15). Pragmatics
focuses on the intentional meaning that language users aim to convey in
their communications. It is vital to understand what language users imply
to their interlocutors by studying their values, expectations, and
intentions. Thus, pragmatics is concerned with the communicative intents
that are generated in order to elicit some forms of action on the part of the
intended audience (Larrazabal & Koorta, 2002, pp. 235-6).

Morris (1938, p. 30) defines pragmatics as the science of how signs
are related to their interpreters. It was initiated in the 1930s by Morris,
Carnap, and Peirce as a field of linguistic inquiry (Horn & Ward, 2006, p.
xi), and since that, it has highlighted the importance of language users by
focusing on how individuals make use of and sense of language in a
dynamic setting (Chen, 2020, p. 26).

As Allan and Jaszczolt (2012) point out, pragmatics is a well-
established subdiscipline of linguistics and a growing part of language
philosophy. Mey claimed in his first edition of the Concise Encyclopedia
of Pragmatics in 1998 that pragmatics is a relatively young science.
Pragmatics, according to Leech (1983, p. 1), is a crucial discipline for
understanding the nature of language; it is concerned with how language
is utilized in communication. The basic topics of study in pragmatics
include implicature, presupposition, speech acts, tropes, appeals, and
deixis (Haung, 2007, p. 2).



2.2 The Main Theories of Pragmatics

A pragmatic analyses need to be armed with theoretical tools. Certain
pragmatic theories can be used to show the speaker’s ideology in order to
expose crucial issues such as fascism and racism (Mehdi, 2020, p. 124).
According to Chen (2020), the pragmatic theories that are most effective

and involved in conveying criticality are as follows:
2.2.1 Speech Acts

The theory of speech acts is inherently pragmatic since it includes
both the speaker’s intention and the hearer’s inference (Birner, 2013, p.
175). For Searle (1969, p. 16) all linguistic communications involve
linguistic acts. Thus, it is important to concentrate on the study of speech
acts. The unit of linguistic interactions is the production of the sign, word,
and sentence during the performance of the speech act. Then, language is
not used just to describe the world; over and above, the meaning of
language depends on its actual use. This is the fact that represents the
starting point for Austin’s (1962) theory of speech acts. He points out that
language can be used to create obligations, influence the actions of

others, and create new social relationships (Blakemore, 1992, p. 91).

Austin was the first to draw attention to utterances in which the
speaker does not only say something but also perform something. He
drew a distinction between constative utterances that refer to some facts,
and performative utterances that are used to do or act on something
(Pandey, 2008, p. 354).



Figure 1: Utterances Classification (Austin, 1962)

Speech Acts

Vv

Constative Performative

According to Cruse (2006, pp. 167-8), Austin distinguishes three kinds
of actions within each utterance: a locutionary act, an illocutionary act,
and a perlocutionary act. A locutionary act is the production of an
utterance with a particular intended structure, meaning, and reference. It
includes making sounds (a phonetic act), following particular rules of
grammar (a phatic act), and generating certain senses and references (a
rhetic act). An illocutionary act is an act performed by a speaker in saying
something with an appropriate intention and in an appropriate context,
rather than by virtue of having produced a particular effect by saying
something. Some illocutionary acts, such as warning by waving a stick,
can be accomplished without the need of words. A perlocutionary act is a
speech act that depends on the production of a particular effect. In other
words, it is the effect the illocutionary act has on the listener, such as
persuasion, convincing and so forth. In speaking, one has the option of
performing one or other of these acts and usually performs all three

simultaneously, but distinguishing them is useful for analytic purposes.

Figure 2: Speech Acts Componants (Austin, 1962)

Speech Acts

Locutionary Illocutionary >| Perlocutionary




Austin (1962, pp. 152-160) classifies speech acts into five classes of
utterances according to their illocutionary force: verdictives, exercitives,

commissives, behabitives, and expositives.

Figure 3: Speech Acts Classification (Austin, 1962)

Speech Acts

Verdictives Exercitives Commissives || Behabitives Expositives

Searle challenged Austin’s classification for being based only on
performative verbs. Celce-Murcia and Olshtain (2000, p. 25) believe that
the most basic and influential categorization of speech acts is that of
Searle (1969), which will be used in this study. It is made up of five
distinct types of speech acts: declaratives, representatives, expressives,

directives, and commissives.

a) Representatives are used by speakers to dedicate themselves to the
truth of the expressed assertions by making their words fit the world
(Huang, 2007, 106). Those types of SAs in which the speaker represents
the world as he/she believes it is. Such as asserting, stating, reporting,

concluding, and complaining.

b) Directives are those kinds of SAs that represent attempts by the
speaker to get the addressee to do something. In uttering a Dir SA, the
speaker makes an attempt to persuade the listener to make a commitment
to something in the future (Huang, 2007, 107). Such as warning,

commanding, requesting, and advising.




¢) Commissives are SAs that commit the speaker to do particular actions

in future. They express the speaker’s intention to do something. Such as

promising, pledging, offering, and threatening. Speakers use them to

show their own intensions and desires to do something which might
benefit their hearers (Huang, 2007, 106).

d) Expressives display the psychological attitude or state of the speaker

towards a particular state of affairs (Huang, 2007, 106), such as wishing,

thanking, apologizing, praising, and congratulating.

e) Declarations are SAs that cause immediate changes in some current

state of affairs. Such as christening, wedding, and dismissing (Mey, 2009,

p. 1004).

Figure 4: Speech Acts Classification (Searle, 1969)

Speech Acts

Representative

Directives

Commissives

Expressives

Declarations

According to Searle (1979), his five types of speech acts have five

functions explained in the following table:




Table 1:

The Five Functions of Speech Acts (Searle, 1979)

Speech Act Type | Direction of Fit S= Speaker
X= Situation
Commissives Make the world fit words S intends X
Representatives | Make words fit the world S believes X
Expressives Make words fit the world S feels X
Directives Make the world fit words S wants X
Declarations Words change the world S causes X

Austin’s distinction between constative and performative utterances
leads him to suggest “felicity conditions” for the success of performative
utterances (Cutting, 2002, p. 18). Searle refined and enlarged these
conditions. These conditions are conditions under which words can be
employed correctly to perform actions. In Searle’s view, to perform a
speech act is to follow certain conventional rules. His felicity conditions
are propositional content conditions (what the speech act is about),
preparatory conditions (the real-world prerequisites for the speech),
sincerity conditions (the act is to be performed sincerely), and finally
essential conditions (the speaker has the intention that his or her utterance
will count as an act and that this intention is recognized by the addressee)
(Searle, 1969). Unlike Austin’s, Searl’s felicity conditions can match any

type of speech acts that are performed in our speech.

Another contribution by Searle is the distinction between direct and
indirect speech acts. A direct speech act occurs whenever there is a direct
relationship between a structure and a function. An indirect speech act
occurs whenever there is an indirect relationship between a structure and

a function (Yule, 1996, p. 54). Indirect speech acts are “utterances in




which one speech act form is used to realize another different speech
act.” (Brown, 1980, p. 150). Indirect speech acts are defined by Searle
(1975, p. 60) as circumstances in which one illocutionary act is
performed indirectly by doing another. Searle believes that in indirect
speech acts, the speaker can communicate to the hearer more than he says
by relying on their mutually shared background information, both
linguistic and non-linguistic, together with the general powers of

rationality and the hearer’s inference (Searle, 1975, p. 60).

2.2.2 Presupposition

The second theory of pragmatics that is used to reveal the speaker’s
ideology is a presupposition, which Yule (1996, p. 25) defines as
something the speaker assumes to be the case prior to making an
utterance. That is to say, speakers, not sentences, have presuppositions.

As a result, it identifies some of the potentially assumed information.

As it is asserted by Shanon (1976, p. 247), there are two kinds of
presuppositions in natural language: logical presupposition, also called
semantic presupposition, and pragmatic presupposition. Shanon (1976)
challenges Keenan’s (1971) conclusion that the two types of
presuppositions cannot clash. Instead, he seeks to demonstrate that there
exist sentences in which the logical and pragmatic presuppositions are not
the same. As a result, such sentences contradict Stalnaker’s view that any

semantic presupposition is likewise a pragmatic one.

According to Verschueren (1999, p. 27), there are linguistic forms as
indicators of potential presuppositions that can only become actual

presuppositions in contexts with the speakers:



1. Existential presupposition: it presupposes the existence, at a given

place and/or time, of entities in the real world.

2. Factive presupposition: they involve a number of verbs, such as
know, realize, and regret, or phrases involving being aware, being glad,

or having factive presuppositions.

3. Non-factive presupposition: presuppositions assumed not to be true

and associated with a number of verbs like dream, imagine, pretend, etc.

4. Lexical presupposition: Yule (1996, p. 29) says that the use of one
form with its asserted meaning is conventionally interpreted with the
presupposition that another non-asserted meaning is understood. For

instance, verbs like manage, stop, and start.

5. Structural presupposition: Some sentence structures are analysed as
conventionally presupposing that part of the structure is already assumed
to be true. For example, the wh-question constructions in English are
interpreted with the presupposition that the information after the wh-form

is already known.

6. Counter-factual presupposition: this means what is presupposed is
not only not true but also contrasts the facts, and it is generally called a
counterfactual conditional presupposition that is usually associated with
the if-clause because it is not true at the time of producing the utterance.
Finally, as it is observed, speakers hold a number of presuppositions

when producing utterances.

Figure 5: Yule’s Types of Presupposition (1996)
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2.2.3 The Cooperative Principle

The third theory is the cooperative principle. Grice proposed this

theory as a theory about the principle of conversation. Cooperation is

something needed in conversation to give it meaning. Grice (1975, p. 45)

suggests makeing your contribution as required at the stage at which it

occurs, by the accepted purpose or direction of the talk exchange in

which you are engaged. Based on what Grice said when applying the

cooperative principle, the speaker is supposed to allow the hearer to make

an assumption about the meaning of what the speaker says.

According to Grice (1975, p. 45), the cooperative principle consists of

four maxims, and each maxim has specific characters:

Figure 6: Grice’s Maxims
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- The maxim of quantity suggests that we must make the contribution

as informative as is required for the current purpose of the exchange, not

make our contribution more informative than is required (Leech, 1983, p.

8). This means that during a conversation, the response to an utterance

must be as much as needed.




- The maxim of quality is about not saying what you believe to be false
and not saying that for which you lack adequate evidence (Leech, 1983,
p. 8). In this maxim, all the responses must be true and be held

accountable by the speaker.

- The maxim of relation, the rule of this maxim is to be relevant
(Leech, 1983, p. 8). The meaning of relevance in this maxim is that the
response given by the addressee and the utterance by the speaker must be

related to each other and within the same context.

- The maxim of manner, the rules of the maxim of manner are to
prevent obscurity of expression, ambiguity, being succinct, and orderly
(Leech, 1983, p. 9). This means that the utterance must be unambiguous

and without ambiguity. The message must be easily understood.

Each of these maxims represents one dimension of communication
and defines what is required of speakers to achieve communicative
cooperation. Thus, participants are expected to follow this principle along
with its four maxims, but if they fail to comply with any of these maxims,
they generate additional meanings that are called conversational
implicatures for their addressees (Grice, 1975, p. 49). Thomas (1995, p.
64) outlines six possibilities in which speakers do not follow the CMs:

breaching, flouting, violating, infringing, opting out, and suspending.



Table (2) Thomas’s Types of Non Observance pf the Maxims (1995)

Types Definitions

Breaching The failure of observing a maxim leads to phenomenon known as
“breaching a maxim”. To break a maxim is the prototypical way
to conveying implicit meaning.

Flouting refers to a situation in which a speaker deliberately ignores a
maxim to stimulate the listener to look for a meaning other than
the one that was explicitly stated.

Violating a speaker violates a maxim when he deliberately misleads the
listener in order to cause misunderstanding to achieve some other
purpose.

Opting out | a speaker might opt out of observing a maxim by refusing to
cooperate in the way the maxim requires.

Infringing occurs when the speaker has no intention to make an implicature
but because the speaker is incapable of speaking clearly.

Suspending | occurs when there is no expectation for the maxim to be observed.

This study focuses only on flouting and opting out of conversational

maxims, as they are expected to be exploited in the data. According to

Thomas (1995, p. 65), flouting a maxim refers to a situation in which a

speaker deliberately ignores a maxim, not with the intention of

misleading but rather to stimulate the listener to look for a meaning other

than the one that was explicitly stated. When the speaker wishes to raise

the hearer’s attention to the implicit meaning, which is different from or

in addition to the expressed meaning, the result is a breach of a maxim, as
stated by Brown and Yule (1983, p. 32).




Flouting the maxim of quantity occurs when the speaker gives
much more or less information than the situation requires (Cutting,
2002, p. 36).

Flouting the maxim of quality occurs when a speaker simply says
something that obviously does not represent what they think. The
speaker may flout the maxim of quality by using hyperbole,
metaphor, irony, banter, and sarcasm (Cutting, 2002, p. 37-8).
Flouting the maxim of relation occurs when a speaker is giving a
response or making an observation that is deliberately not relevant
to the topic that is being discussed, such as when the hearer
changes the subject or fails to keep to the topic (Thomas, 1995, p.
70).

Flouting the maxim of manner occurs when a speaker deliberately
fails to observe the maxim by not being brief, using obscure
language, not being orderly, or using ambiguity. This creates an
implicature, which makes the participants look for an additional set

of meanings (Thomas 1995, p. 71).

Opting out of a maxim: A speaker might opt out of observing a maxim

by refusing to cooperate in the way the maxim requires (Grice, 1975, p.

71). Thomas (1995, p. 74) says that the example of opting out occurs

frequently in public life when the speaker cannot, perhaps for legal or

ethical reasons, reply in the way normally expected. Thomas also states

that giving the requested information might hurt a third party or put them

in danger.

2.2.4 Tropes

Another theory of pragmatics is tropes also known as figures of

speech, are words or phrases that are meant to convey meanings other



than what they literally suggest. VVarious frameworks for figures of

speech are proposed in the rhetorical literature, however this study will

use Harris’ rhetorical devices (2008) framework. Harris’ framework is

made up of five different forms of figures of speech: metaphor, repetition,

simile, symbol, and dysphemism.

Figure 7: Harris’s Figures of Speech (2008)
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Metaphor: compares two distinct things by speaking of one in
relation to the other (Harris, 2008, p. 33). Lakoff and Johnson
(1980, p. 5) point out that a speaker uses metaphors to allow the
addressee to interpret one word in terms of another where there is
some association. Grice’s theory of metaphor (Hadi, 2013) argues
that when a speaker speaks in a metaphorical fashion, he may flout
the maxims of manner or quality and cause the hearer to hunt for

implicatures.

Repetition: is a literary device, the act of repeating words, phrases,
or entire sentences to emphasize them is known as repetition. It
happens when specific words or phrases are repeated in specific
texts in order to bring attention to a specific idea. Repetition can
involve the repetition of sounds and might involve the repetition of

entire sentences (Fischer, 1994, p. 15).




Simile: A simile is a figure of speech in which two items with very
different literal meanings are compared based on their shared
underlying characteristics, implying that they are similar in at least
one sense. The term‘simile’ means “resemblance and likeness” in
Latin according to Fadaee (2011, p. 22), although the technical
definition is “the comparison of two items with some similarities”.
The simile can be invoked in a variety of ways. To begin, when we
compare one noun to another noun, the simile is frequently begun
by like, as in “The soul in the body is like a bird in a cage.”
Second, when one verb or phrase is contrasted to another, the word
“as” 1s used: They remained constantly attentive to their goal, as a
sunflower always turns and stays focused on the sun. A simile can
sometimes be implied, such as Leslie has silky hair and the skin of
an angel (Harris, 2008, p. 30).

Symbol: Shaw (1881, p. 367) defines a symbol as something that is
used to represent something else, or regarded as something else. A
symbol is a word, phrase, or expression that has a complex of
linked meanings; in this sense, a symbol is considered as having
values that differ from those of whatever is being symbolized.
Furthermore, Perrine (1970, p. 211) defines a literary symbol as
"something that means more than it is." It is an object, a person, a
circumstance, an action, or some other item in the story that has a

literal meaning but also indicates or reflects additional meanings.

Dysphemism: is a term with an offensive meaning about the topic
matter, the audience, or both. One kind of dysphemism
is synecdochic, where a part is used to represent the whole, such as
“What an asshole” (Allan & Burridge, 2001). A dysphemism is a

distinct form of speech that reflects a speaker’s point of view or


https://en.wikipedia.org/wiki/Synecdoche

attitude toward the listener or group, as opposed to a form that is
typical of the speaker’s speech. As a result, marked forms are
dependent on the speaker and social situation. Fear, disgust,
hostility, and disdain can all be motivators for dysphemism (Allan
& Burridge, 2001).

2.2.5 Rhetorical Appeal

The last theory of pragmatics that this study will adopt is the rhetorical
appeal. The term rhetoric is used to refer to many concepts, but the most
common one is related to the persuasive use of language. Rhetoric,
according to Burke (1969, p. 43), is “the use of language as a symbolic
means of inducing cooperation in beings that by nature respond to
symbols”. He adds that when people are exposed to persuasive talks, they
form ideas, which then work on developing related symbols. That is, the
expressed words are not the persuasive units themselves; rather, it is what
emerges from them (symbols) that makes the revealed speech persuasive.
Similarly, Foss (1996, p. 4), and Hauser (2002, pp. 2-3) assert that the
primary function of using rhetoric is to control or modify the symbols of

others.

Aristotle defines the persuasive property of rhetoric as “the possible
means of persuasion in reference to any subject whatever” (Roberts,
1954, p. 7). Then, Aristotle groups these "persuasive means" into three
categories: the first one is logos (reasoning persuasion). In the case of
logos, a persuder uses facts, statistics, quotations from reputable
sources/experts, as well as existing knowledge. This is the side of the
argument that can prove how solid it is based on facts alone. For

example, a scientist speaking at a world convention can talk about global



warming and bring up facts and figures about how many tons of ice melt
into the sea every year. Logical appeals rest on rational modes of
thinking, such as: (comparison, cause/effect thinking, deductive
reasoning, inductive reasoning, exemplification, elaboration, and coherent
thought) (Kennedy, 1991). The second category is pathos (emotional
persuasion) involves delivering the argument in a way that appeals to the
audience’s emotions, for instance, how many polar bears will die if the
global warming continues. Pathos appeals might include: (expressive
descriptions, vivid imagery, sharing personal stories, using emotion-laden
vocabulary) (Kennedy, 1991). And the last one is ethos (the writer or
speaker’s identity persuasion). It has to do with who the persuader is.
His/her identity will have a great impact on how the audience takes the
message (Geddes, p. 2016).

Figure 8: Aristotle’s Persuasive Appeals (cited in Kennedy, 1991)

— 5| Logos > Appealing to Logic

Rhetoric
Appeals

Pathos |s| Appealing to Emotions

Ethos

Appealing to Ethics, Morals,
and Character

2.3 Critical Discourse Analysis and Pragmatics

CDA and pragmatics have close relations to each other. With the
intention of conveying implicit and oblique character of utterances and
instead of revealing such intentions, participants sometimes underline the

literal meanings of the particular linguistic units. Therefore, CDA has to



turn to theories in pragmatics and to the pragmatic tools to be able to
analytically perceive and analyze the inferred and indirect linguistic
devices as well as explicit biased utterances to reveal the implicit
meanings (Wodak, 2007, p. 204).

Fairclough (1996, p. 54) relates discourse analysis to pragmatics and
he sees that it is contained within the boundaries of what might be called
“greater linguistics”. It depends on the prediscoursal theory of the subject
and of context which is general in pragmatics. The theory stresses that
subjects and contexts are not constituted in discourse; they are constituted
before and outside discourse, and that subjects use contexts to interpret
discourse. Therefore, discourse analysis is cut off or fail to explore the
socially and culturally constitutive effects of discourse, and more

generally to treat language as part of the social whole.

Pennycook (1994, p. 121) notes that CDA concentrates on the
relationship between language forms and context, hence it deals with the
larger cultural, social, and ideological forces that influence our lives
(Widdowson, 1995, p. 167). Furthermore, Wodak (2002, p. 6) adds
another key fact about CDA, the facts that it pays attention to the
relationship between language and power. Likewise, it takes interest in
identifying interactive verbal devices for the implication or
presupposition of assertions about social and ethnic groups (Wodak,
Chilton, 2005, p. 24). Besides, for CDA language is a social practice and
context is a crucial aspect in the analysis of language. Inherently, critical
linguistics and CDA are deeply involved in examining opaque as well as
apparent structural relationships of dominance, discrimination, power and

control, as they are demonstrated in language (Wodak, 2007, p. 209).



Zhong (Chen, 2020, p. 28) suggests that in CDA literature; the term
“critical” has three meanings. First, it can be used to reveal and explicate
something implicit and hidden like ideology and power relation. Second,
to put theory into action, Van Dijk highlights that critical linguistics is
“criticism against social injustice”. Last, to conduct reflection and self-
criticism. As discourse is a form of social practice, thus CDA is so.

Critics need to consider their own position, methodology, and so on.

In relation to this, Fairclough (1992, p. 12) sees that critical
approaches to discourse are vital to show how relations of power and
ideologies shaped discourse, and the constructive effects discourse has
upon social identities, social relations and systems of knowledge and
belief, neither of which is normally apparent to discourse participants
(Widdowson ,1995, p. 159).

Chen (2020, p. 28) highlights that the interpretation of “critical” in
CPA is to some extent closer to its interpretation in CDA. For Mey (1993,
p. 315) “critical” indicates a “reflective, examining stance towards the
phenomena of life”. While Chen takes “critical” to have the following
features: CPA is one form of linguistic comment; the comment targets
both positive and negative social issues in public discourse; by
investigating the positive language usages on the one hand and
uncovering the negative values, beliefs, or practices in the discourse on
the other hand, it seeks to influence people’s minds and behaviors by
means of appropriate comments (Chen, 2020, p. 28). Considerably,
pragmatics has a vital role in discourse analysis, especially when it comes

to being critical.



2.4 Key Concepts within Pragmatics

The field of pragmatics involves implicatures; that is, things that are
communicated although not explicitly expressed. For this reason,
language that has a pragmatic function may often be idiomatic or
metaphorical. Ideology, power, dominance, and criticality are considered

the key concepts in all pragmatic studies (Weiss & Wodak, 2003, p. 11).
2.4.1 ldeology

Ideology embraces any expression of human thought, whether verbal,
symbolic or behavioural when considered in terms of its role in
legitimating or challenging all or part of a particular economic, social
practices, political and cultural order (Eccleshall, 1984). Ideology can
assume a reactionary, progressive or revolutionary aspect, according to
whether it acts in a given situation as a conformist, conservative,
hegemonic force, an idealistic, reforming, but ‘systemic’ force or a
utopian, subversive, ‘extra-systemic’ one. In all three aspects the
corollary of an ideology’s positive ideals will be the rejection of those
with which these conflict, so that all ideologies have an ‘anti-dimension
(Seliger, 1976).

Ideology is a set of beliefs, values and goals considered in terms of
their implications for the maintenance of the socio-political status, where
ideology will tend to act as a conservative, reactionary force, for its
improvement where it becomes a reformist, gradualist force or for its
overthrow and replacement by an alternative order (where it will exhibit
its utopian, revolutionary dimension). The socio-historical system created
in the name of an ideology will always represent a travesty of the ideal
society envisaged by those committed to it in its Utopian, revolutionary
aspect (Griffin, 1991, p. 36).



As a supra-personal structure an ideology can be pictured as a
dynamic interaction of moral and political convictions, rejections of
opposing values, and nuanced but converging visions of an ideal order of
society and the policies to achieve it, all of which are capable of
formulation at a high level of theoretical analysis. However, the
extraordinary normative power of ideology, which is manifested
historically in its ability to serve as the rationale of behaviour, the basis of
social cohesion, the legitimation of a particular political regime and the
inspiration of revolutionary action, is rooted in subrational and pre-verbal
layers of consciousness within the individual and may express itself in a
wide variety of both verbal and non-verbal cultural phenomena (Griffin,
1991, p. 36).

Mosher (1992, p. 9) sees that ideologies are systems of belief; they
cover an entire hierarchy of values and rights under the claims to
objectively, or just representing reality. Likewise, van Dijk (1993, p. 21)
maintains that ideologies represent the central social principles and
building blocks establishing the structures and formation of attitudes such
as norms and values. In other words, they characterize the mental
embodiment of the essential social, economic, and/or cultural goals and
interests of a group. Thus, ideologies are clusters of belief in our minds,
but this does not imply that they are only mental; they are also socially
shared (Van Dijk, 1998, p. 26).

According to Verschueren (1999, p. 873) ideology denotes a pattern of
reasonable or fundamental ideas and beliefs that are highly resistant to
questions and doubts. Later in (2012, p. 7) Verschueren points out that
ideology is related to ‘“underlying patterns of meaning, frames of
interpretation, world views or forms of everyday thinking and
explanation” (Surtees, 2016, p. 93).



Fairclough (2002, p. 105) highlights that when defining ideology
critical linguists adapt a neutral definition which concentrates on how
people order and justify their lives rather than meaning that it is a set of
ideas or beliefs which are false or betray a “distorted consciousness” and

hence are politically undesirable.

In Belsey’s view (1980, p. 48) ideology is both a real and an imaginary
relation to the world. It is real since it is associated with the way people
really live their relationship to the social relations which their existence is
governed by, however it is imaginary in that it discourages a full
understanding of these conditions of existence and how people are
socially constituted within them. Therefore, it is not to be taken as a
system of ideas in people’s minds, nor as the expression at a higher level
of real material relationships, but instead as the necessary condition of

action within the social formation.

Theories of ideology assume “that there are specific historical reasons
why people come to feel, reason, desire and imagine as they do”
(Eagleton, 1994, p. 15). Thus, for Eagleton the study of ideology has to
consider the variety of theories and theorists which have examined the
relation between thought and social reality (Weiss and Wodak, 2003, p.
14).

As stated by Mooney and Betsy (2015, p. 16-7) there are ideas, values
we hold and take for granted, that seem perfectly natural. Thus, the way
of talking about a whole set of ways of thinking and acting is referred to
as ideology. To sum up, ideologies are held by individuals and groups,
and they are often not recognized by the individual or group as a

powerful influence on their own behaviour.



2.4.1.1 Racism

Rattansi (2007, p. 4) indicates that the term ‘racism’ first created in the
1930s as a response to the Nazi project of making Germany clean of
Jews. The Nazis believe confirmly that Jews were a distinct race and sat a
threat to the Aryan race to which authentic Germans supposedly
belonged. Racism is a matter of behavior, it is an indicator of hate for
individuals who have different physical characteristics from our own such
as Blacks and Whites. It is a matter of ideology, a principle which asserts

that human races exist (Todorov, 1993, p. 64).

Reeves (1983, p. 241) suggests that racism has at least three different
meanings: the first meaning is referred to as “weak racism” which is used
to describe a belief or system of belief, usually manifest in discourse, that
races of human beings exist, differing from one another in significant
ways, and that these differences ultimately have social consequences.
However, “racism” entails more than this: namely that a moral evaluation
Is being made that the differences between races are of superior to
inferior, or in addition, a moral prescription, that the superior races are
entitled to more favorable treatment. These possibilities have termed

respectively “medium” and “‘strong racism”.

Howells states that the term “race” in the past was fitting only to noble
families, whereas now it is concerned with varied social groups, in a
marginal situation in relation to those in the position of power, who find
themselves so appointed (Howells, 2004, p. 344). For Howells (2004) the
concept of race has become spatial in character, and thus it radically
differs from earlier time-based insights. In consequence, now a
synchronic organization is the focal point instead of a diachronic one.

Guillaumin (1995) affirms, racism as an ideology which produces the



notion of ‘race’ and not “races” which produce racism (Juteau-Lee, 1995,
p.3). furthermore, Racism is generally driven by fear and hatred and has
led to major genocidal violence. Hence, All forms of racism are
dangerous in practice, for they tend to create the inequalities between
people (Bunnin and Yu, 2004, p.583). Similarly, van Dijk (2005, pp. 1-2)
sees racism as a social system of domination, where a specific kind of
power of one group dominates other groups, in this case whites over non-
European peoples. Thus, racism is based on differences of appearance,

origin, culture, ethnicity, and/or language.

2.4.2. Power

Power does not lend itself to a clear definition since it implies
different meanings for different scholars who have different views about
what constitutes power in language and how power is to be analyzed.
That is, although “the notion of power is as old as social science itself,
and certainly one of the mainstays of scientific debates since the turn of
the century” (Davis, et al., 1991, p. 7), it is still questionable. There is no
absolute agreement upon “what it is, where it is located and how it can be
analyzed” (Thornborrow, 2002, p. 5). For some scholars, like Dahl

(1957), power coincides with obligation and imposition.

Supporting the same view, Brown and Gillman (1960, p. 255) point
out that “One person may be said to have power over another in the
degree that he is able to control the behavior of the other”. Likewise,
Wrong (1980, p. 2) believes that “power is the capacity of some persons
to produce intended and foreseen effects on others”. For Watts (1991, p.
62), “A exercises power over B when A affects B in a manner contrary to

B’s initially perceived interests, regardless of whether B later comes to



accept the desirability of A’s actions”. So, as these views seem to be all in
harmony with Dahl’s definition, it can be argued that Dahl’s view is
apparently the stereotypical notion of power which, regardless of B’s, it

focuses on achieving A’s will.

In this sense, power is viewed as a nonreciprocal relationship between
at least two individuals. Power has several sources such as physical
strength, age, wealth, sex, institutionalized roles in the army, the state, or
even within the family (Brown and Gillman, 1960, p. 255). These bases
echo the differences in the hierarchical status of participants and cause
power asymmetry. Power refers to the vertical disparity between the
participants in a hierarchical structure. Moreover, Thornborrow (2002, p.
5) sees power as an observable concept that “tends to be associated with
rank and status”. Etaywe (2017, p. 94) confirms that “the greater the
power difference between the interlocutors, the stronger the force of the

imposition on the one with lower status”.

For Wodak and Meyer (2001, p. 11), relations of difference are the
main concern of power in addition to the effects of differences in social
structures. Language is entwined in social power in a number of ways:
language indexes power, expresses power, is involved where there is
disagreement over power and where power is challenged (Weiss &
Wodak, 2003, p. 11). Language is not seen as the main source of power,
but it can be used to undermine power, challenge it, to change
distributions of power both in the short and the long term. Language
provides a outstandingly unified vehicle for differences in power within
categorized social structures. Along with grammatical forms within a
text, a person’s control of a social occasion using the genre of a text can
be utilized to mark power (Wodak & Meyer, 2001, p. 10).



Correspondingly, Weber (1978, p. 53) defines power as the
opportunity that one actor within a social relationship will be in a position
to achieve his own will despite resistance. According to Herzog (2016)
this definition comprises four important aspects. First, power is somehow
sociologically vague as it acts in different social contexts and can have
very diverse qualities. Second, power is not deterministic; because it is
only a possibility or chance of success. Third, for Weber (1978, p. 107)
power is always committed to persons. Fourth, power entails a social
relation; it requires other social actors who, at least possibly, can resist
power. Therefore, the possibility of resistance determines the existence of

power.

Power is also perceived by some scholars as a dominant social
variable that affects social interaction. For Foucault (1979, pp. 93-4),
power is a process that is practiced and manifested at all levels of any
human social interaction. He assures that “power is relational and
dynamic, showing itself in the minute interactions between and within
people” (Foucault, 1980, p. 98). Similarly, Locher (2004, p. 9) postulates
that power “can be exercised in any interaction involving two or more
interactants” because “force, coercion, influence, cajoling or
manipulation can occur at all levels”. She asserts that power emerges “in

and around relationships.”

2.4.3. Dominance

Van Dijk (1993, p. 21) defines dominance as a social control which
has both a cognitive and a social aspect. Dominant groups may control
the minds of others indirectly in addition to their control over the access

to valued social resources. These dominant groups might use persuasive



discourse and biased news reporting or bad education; since these means
limit the gaining and the use of relevant knowledge and beliefs which are
necessary to act freely. Consequently, in van Dijk*s opinion, dominance
Is the use of social power by institutions, elites or groups resulting in
social discrimination and inequality that includes cultural, ethnic, class,

politics, gender and racial inequality (Bloor and Bloor, 2013, p. 85).

Swann et al. (2004, p. 87) point that the term ‘dominance’ denotes the
domination of an interaction by one or more participants with the aim of

better serving their interests than those of other participants.

Van Dijk (2008, p. 18) proposes that domination indicates the negative
dimensions of ‘abuse’, inequalities and injustice which are all forms of
illegitimate actions and situations. It implies the different kinds of what is
called 'communicative power abuse' like manipulation, indoctrination, or
deception. There are other non-discursive examples of domination which
are seen in stories, news reports, and everyday experiences including
sexual harassment of women by men, wars, political corruption, parental

violence, harassment and violence by the police, and so on.

On the word of Weber (1978, p. 53) domination is the possibility that
certain commands or all commands will be obeyed by a given group of
persons. Herzog (2016, p. 107) proposes that Weber's definition covers in
some way voluntary obedience, that is, somehow making the exercise of
power legitimate. Here, it becomes very obvious the relation of

domination to legitimating knowledge or ideology.
2.4.4 The Concept of Criticality

The term ‘critical’ or ‘critique’ is originated within the tradition of the
Frankfurt School of Critical Theory. This school focuses mainly on the

Marxism’s concentration on the thoughts of “Capitalism” that deal with



the relationship between political activities and society in the 20" century
(Adorno, 1973).

Fairclough (1989, p. 5) believes that “critical” aims at detecting and
uncovering any hidden relations that lay people do not or even cannot
realize. The concept of critique does not necessarily mean any negative
connotations or aspects. Critique can also be seen socially, it refers to the
social relationship between the participants (discourse producer and
receiver). Each participant should take into account the limits of his/her
relationship with the other participant for the sake of getting awareness of

not being misunderstood (Horkhmeir, 1975, p. 8).

Fairclough (1995, p. 28) also explains critique as “essentially making
visible interconnectedness of things”. Rogers (2004) states that “critical”
aims to tackle and solve any cultural and social problems that are related
to the use of language by means of analyzing within their social and

political contexts.

2.5 Fascism

Fascism is a political philosophy movement which places emphasis
on conceptions of race and nationhood above the individual (Wolfreys et
al. 2006, p. 41). On his part, Woodley (2010, p. 14) shows that fascism
reflects a highly noteworthy change from liberal politics as debate on
ultimate values like rights, justice, democracy, etc., in the direction of
mass politics as the production of dispositions like militarism,
antisemitism, anti-feminism, etc. along the lines of altering social and
material basis of industrial society. According to Griffin, fascism should

be seen as a revolutionary form of nationalism inspired by the concept of



the nation’s approaching rebirth in decadence. Fascism emphasizes the

positive view of violence (Griffin, 2002).

Griffin (1991, p. 26) emphasizes that fascism is a type of political
ideology. It is the result of racism. The same idea is held by Passmore
(2002, p. 11) who asserts that along with the great political ideologies like
liberalism, conservatism, communism, socialism, and democracy, fascism
Is one of them which shaped the 20th century. Accordingly, Passmore
(2002) defines it as a set of beliefs and practices defined in special
biological, cultural, and/or historical terms, which consequently look for
placing the nation above all other sources of loyalty, and to construct an
organized national community. Likewise, Davies and Lynch (2002) in
their discussion of the “roots” of fascism demonstrate that fascism had a
variety of origins and as an ideology was, at one and the same time, both
new and old. Moreover, Copsey (2004) on his part confirms that fascism

IS not a concept that can be captured in time and place.

In relation to this, Laclua (1977, p. 115) asserts that a dual crisis can
be the source of fascism: on the one hand, a crisis of the power union
which was incapable of absorbing and reducing the effect of its
contradictions with the popular sectors through traditional channels;
while on the other hand, it is a crisis of the working class, which was
unable to control popular struggles and fuses its revolutionary class
purposes and its popular democratic thoughts into a comprehensible

political and ideological practice (Landy, 1986, p. 126).

Trotsky (1996, p. 54) believes that the important function of fascism
includes smashing and destroying the working class and its organizations,
and whenever the capitalists discover that they are unable to govern and

dominate with the aid of democratic machinery it has the function of



stifling political liberties. Consequently, it is a must for the advanced
workers to know that they will have to fight and win a struggle to the
death in order to fit within their society. Fascism is a political system that
aims to unite society in crisis in a dynamic and tragic dimension by
promoting the mobilization of the masses by equating social and national
demands (Bobbio, Matteucci, 1981).

Fascism, as a political-ideological movement, always arises when a
society is in crisis and discredited by economic models. The social crisis
is the ideal scenario for the emergence of the third solution, even if the
world is already vigorously diversified in opinions. there are
characteristics common to the historical appearance of fascist
movements, a situation in crisis, both at the economic, political and
ideological levels” (Trotsky, 1996, p. 54).

Fascism is a complex and mutable political ideology, which came to
prominence in the 1920s and 1930s in Europe. The most notorious
examples of fascist governments are Bennito Mussolini’s National Fascist
Party in Italy from 1922 to 1943 and Adolf Hitler’s National Socialist
German Workers’ Party (Nazi Party) from 1933 to 1945.

According to Soucy “Fascism is based on an ethnic division between ‘us’
and ‘them’, an extreme ethno-nationalism. It is based on nostalgia for a
mythic past, typically in which members of the chosen ethnic group had
an empire and it represents the present as loss of that great empire, that
natural standpoint in which members of this ethnic group dominated their

environment militarily, politically, and culturally.” (Soucy, 1995)

According to Paxton, “Fascism may be defined as a form of political
behaviour marked by obsessive preoccupation with community decline,

humiliation, or victimhood and by compensatory cults of unity, energy,



and purity, in which a mass-based party of committed nationalist
militants, working in uneasy but effective collaboration with traditional
elites, abandons democratic liberties and pursues with redemptive
violence and without ethical or legal restraints goals of internal cleansing
and external expansion” (Paxton, 2004, p. 218). Fascism in action looks
much more like a network of relationships than a fixed essence (Paxton,
2004, p. 207).

Roger Griffin states that Fascism should be seen as a revolutionary
form of nationalism guided by the myth of the imminent rebirth of the
nation in decadence (Griffin, 2002).

Fascism is a set of right-wing political beliefs that includes a strong
control of society and the economy by the state, a powerful role for the
armed forces, and the stopping of political opposition. It is any ideology
or movement inspired by Italian Fascism, such as German National
Socialism; any right-wing nationalist ideology or movement with an
authoritarian and hierarchical structure that is fundamentally opposed to
democracy and liberalism, any ideology, movement, programme,
tendency, etc, that may be characterized as excessively prescriptive or
authoritarian (Griffin, 2002).

Fascism is a political system which aims to unite a society in crisis
inside a dynamic and tragic dimension promoting the mobilization of the
masses by equating social and national demand (Bobbio and Matteucci,
1981). The primary aim of the fascist ideology is to build a strong nation
by prioritizing the country over its people. A fascist style is a political
aesthetic of romantic symbolism, mass mobilization, a positive view of
violence, and promotion of masculinity, youth, and charismatic

authoritarian leadership.



Michael Mann (2005, p. 14) defines fascism in terms of the key
values, actions, and power organizations of fascists as the pursuit of a
transcendent and cleansing nation-statism through paramilitarism. The
five key terms, some with internal tensions, are nationalism, statism,
transcendence, cleansing, and paramilitarism. Given that many of these
concepts are relatively consensual it is not necessary to introduce them in
any great detail: Nationalism: the ‘deep and populist commitment to an
“organic” or “integral” nation’; Statism: this is concerned with goals and
organizational form; Transcendence: this is the typical neither/nor of
fascism as a third way. Mann stresses that the core constituency of fascist
support can be understood only by taking their aspirations to
transcendence seriously. ‘Nation and state comprised their center of
gravity, not class’; Cleansing: ‘Most fascisms entwined both ethnic and
political cleansing; Paramilitarism: both a key fascist value and an

organizational form.

According to previous definitions, the researcher believes that fascism
is considered a political movement that places emphasis on conceptions
of race and nationhood above the individual and it is the result of racism.
It is a complicated political behaviour. It opposes communism, socialism,
pluralism, individual rights and equality, and democratic government, it
emphasizes the positive view of violence, where harmless members of an
ethnic group are attempt to control militarily, politically, and dominate
culturally. This definition is the operational definition that the researcher

will adopt through the analysis.



2.5.1 Characteristics of Fascism

Although fascism is a difficult ideology to define, many 20th-century

fascist movements shared several characteristics:

1- Nationalism

2- Liberalism

Totalitarianism

w
1

S
1

Secular origins

(@]
1

Socialist and Populist

(@]
1

Capitalism and Elitism (Soucy, 1995).

2.6 Types of Fascism

Fascism can be seen differently according to the peroid they appear at.
Classical fascism (CF, henceforth) which is also called italian fascism
starts from 1919 up to 1990, whereas generic fascism (GF, henceforth)

appeared during the 1990s.

Figure 9: Types of Fascism

Fascism

Generic 5 | Classical
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2.6.1 Classical (Italian) Fascism

The term ‘fascism’ has come into being because of an intuitive
recognition that a new genus of revolutionary politics entered European
history with the establishment of fascism in Italy in march 1919. The
currency it subsequently gained as a political category registered the
underlying affinity which Mussolini’s revolutionary form of politics was
sensed to have with a growing number of other political movements and
ideologies in the inter-war period. CF is a genus of political ideology
whose mythic core in its various permutations is a palingenetic form of

populist ultranationalism (Griffin, 1991, p. 48).

CF is characterized by a set of ideological and political aims and
methods in which ideas, attitudes and behaviours are determined by an
anti-democratic palingenetic ultranationalism underpinned by a sacralized
ideology; the quest for a united, indissoluble society as a political system
and, at the same time, the collective myth that mobilizes and redeems the
nation; and third, violence as a political vehicle applied unchecked
against internal opposition and against external enemies who challenge
the nation’s progression towards the dream of rebirth and the culmination
of this progression in the form of an empire (Mellon, 2008). Italian
fascism was rooted in Italian nationalism, national syndicalism,
revolutionary nationalism, and the desire to restore and expand Italian
territories, which Italian fascists deemed necessary for a nation to assert
its superiority and strength and to avoid succumbing to decay (Kallis,
2000, p. 41).

This type of fascism emphasizes the idea that “The more a person
deemsabsolute equality among all people to be a desirable condition, the

further left he/she will be on the ideological spectrum. The more a person



considers inequality to be unavoidable or even desirable, the further to the
right he/she will be”. This type of fascism believes that violence is the

solution of any problem (Stackelberg, 1999, pp. 4-6)

2.6.2 Generic Fascism

A generic ideology is one whose core values and goals have expressed
themselves in a variety of distinct, or even apparently conflicting surface
manifestations (Griffin, 1991, p. 36).

During the 1990s, interest in the nature of GF revived, driven by the
claim it was possible to identify a radical fascist ideology. This
constituted an important corrective to earlier interpretations that had
stressed fascism’s violent nihilism, or the marxisant claim that its
programme masked capitalist reaction. However, when Roger Griffin
(1991, p. 26) claimed that a new consensus had emerged around this
approach many remained unconvinced. One major critic, Robert Paxton,
argued that the ideological approach is static, whereas the two major
manifestations of fascism went through five distinct phases from birth to
death, encompassing both conservatism and radicalism. This rightly
stresses the mercurial nature of fascism, though the argument overstates
clear diachronic development and neglects significant synchronic
variation (2004, p. 216).

British fascism is an example of GF. It is a form of fascism that is
promoted by some political parties and movements in the United
Kingdom. It is based on British ultranationalism and imperialism and had
aspects of Italian fascism and Nazism both before and after World War 11,
Far-right politics in the United Kingdom have existed since at least the

1930s, with the formation of Nazi, fascist, and anti-Semitic movements. It



went on to acquire more explicitly racial connotations, being dominated
in the 1960s and 1970s by self-proclaimed white nationalist organizations
that opposed non-white and Asian immigration. The idea stems from the
belief in white supremacy, the belief that white people are superior to all

other races and should therefore dominate society (Cross, 2020).

2.7 Stages of Fascism

Paxton (2004) proposes five stages of fascism. He states that it is
required to distinguish the different stages of fascism in time. It has long
been standard to point to the difference between movements and regimes.

He believes everyone can usefully distinguish more stages than that.
- The initial creation of fascist movements.
- Their rooting/embedding as parties in a political system.
- The acquisition of power.

- The exercise of power.

Radicalization or Entropy.

According to Paxton, this creates a simpler illustration of how fascism far
from being static, was a succession of processes and choices, requiring

different conceptual tools for each stage.

2.8 Functions of Fascism
The main functions of fascism are:

- Smashing and destroying the working class.



- Stifling political liberties.

The functions of mature fascism became even clearer in each stage of
fascism, its role was to break a logjam in national politics by a solution
that excluded socialists. In a longer term, it was to enlist mass support
behind national, social defense, to unify, regenerate and rejuvenate,
“moralize,” and purify the nation that many saw as weak, decadent, and
unclean (Paxton, 2004, p. 130).

2.9 Language of Literature

Language and Literature are two interrelated concepts. Language can
be simply defined as the study of sounds, words, and sentences whereas
literature is the study of written work. The existence of literature is solely
based on language. The language of literature embodies a significant
aspect of human experience; it has a pattern of verbal substructure much
more carefully modified than that of everyday language; it is this
language that expresses the meaning of literature. Most modern literary
theories, like formalism, new criticism, stylistics, structuralism, post-
structuralism, deconstruction, discourse analysis, semiotics and dialogic
criticism, in one way or the other emphasize the study of the language of

literature in order to understand its meaning and relish it (Abrams, 1962).

The language of literature is highly innovative and creative, and
represents the most delightful and unique expression of the human soul. It
is “a conspicuous departure from what competent users of a language
apprehend as the standard meaning of the words, or else the standard
order of words, in order to achieve some special meaning or effect”
(Abrams, 1962, p. 107). It is this language which enables a poet/writer to

transform his basic concept into an effective and meaningful message. It



Is the language which enables a reader also to understand the meaning of
a literary work which is an inescapable notion because it is not something
simple or simply determined. Hence, it requires assiduous use of
linguistic elements to express the sense or sensibility of language. When
composing a piece of literature, one may need concern themselves with
the phonological, morphological, syntactical, and semantic components
of language, amongst others, as well as all the additional linguistic

aspects like plot, characterization, setting, theme, motifs and imagery.

Percy B. Shelley (as cited in Shrawan, 2019) describing the
language of literature in “A Defence of Poetry” holds that it “lifts the veil
from the hidden beauty of the world, and makes familiar objects to be as
If they were not familiar...”. The language of literature, according to him,
in other words, overcomes the barriers of customary perception, and
enables us to see some aspect of the world freshly, or even for the first
time. Conceptualising his view about the language of literature, Richards
observes: “Metaphor is something special and exceptional in the use of
language, a deviation from its normal mode of working, instead of the
omniscient principle of all its free action... a grace or ornament or added

power of language, not its constitutive form”.

The main difference between ordinary language and literary language
is that ordinary language is the most common, everyday usage of the
language among people while literary language is the figurative form of

language that is often used in literature (Shrawan, 2019).

2.9.1 Language of Plays

Theatre performance has a clear-cut artistic, intellectual, dramaturgical,

theatrical and ideological directions. Playwrights embed their intention,



and their thematic concerns and activate the theatre director’s vision
(Knight, 1998, p. 14). The play producer must not deduce his business
from the play’s surface. He/she must make a leap to the inward meaning

and use the play’s surface as expression (Knight, 1998, p. 43).

Scholars indicate the existence of close and inseparable relationship
between text and performance, the performance involves the characters
physically and emotionally in a different way compared to simple texts. It
Is not made of words alone, but of sights and sounds, stillness and
motion, noise and silence, relationships and responses (Styan, 1975, p.
Vii). Knight (1998, p. 15) states that the final elements of any theatre
performance, such as the plot, conflict, genre, language, and character
types, theme and sub-themes, should reflect whatever ideologies whether
covert or overt. All these must go along with physical properties such as
costumes, make-up, lighting, set design in addition to any artistic
qualities the performers do such as speech delivery, movements, tempo,

rhythm, picturization, composition and so on.

Dramatic language is language traditionally associated with drama. It
incorporates theatrical vocabulary, designed to pack an emotional punch,
and elicit strong feelings. Dramatic language is meant to be performed. It
Is because of this, interjections are a common part of dramatic language,

as it mimics speech (Styan, 1975).

2.10 Previous Studies

The concept of fascism, to the best of the researcher’s knowledge is
not investigated by other researchers from a critical pragmatic
perspective, but there are theses and research articles investigated the

whole content of fascism.



In this section, five studies, to the best of the researcher’s knowledge are

discussed as follows:

2.10.1 Cadmus Kyrala (2009)

A dissertation by Cadmus Kyrala (2009), under the title “Corpus
Tools and the Linguistic Study of ldeology: Searching for Fascism in
Atlas Shrugged”. The study talks about Corpus tools that were not
sufficient in themselves to provide a complete picture of ideology.
However they did facilitate comparative keyword and collocational
analysis and also the screening of Atlas Shrugged for the use of passive

voice, ergative verbs and negation.

The results were then investigated in context to ascertain their ideological
impact. Key elements of fascism were not substantiated. Use of concealed
agency did not reflect mitigation of ideological content. Negation, while
present, could not be assessed in a purely linguistic study. The ideology

was found to be explicit, not concealed, and not indicative of fascism.

2.10.2 Peter Wien (2012)

A paper by Peter Wien (2012), under the title “Arab Fascism - Arabs
and Fascism: Empirical and Theoretical Perspective”. The researcher
presents preliminary results of an inquiry about the presence or absence
of fascism in the Arab Middle East. His approach combines an inventory
of the state of empirical research about pro-fascist trends in the region,
primarily until 1945, with an attempt to locate fascism in the Arab world
in a broader context of fascism as a phenomenon of non-European

societies.



2.10.3 Estrella Idea Yepez (2018)

A thesis by Estrella Idea Yepez (2018), under the title “The
Reemergence of Fascism”. The aim of this study is to discuss the basic
laws in which fascism emerges. These basic guidelines are determinant in
distinguishing regimes and movements from being authoritarian,
totalitarian, and in this case, fascist. With this being said, given that every
fascist regime in history emerged under different circumstances and for
different reasons, for this reason, fascism cannot be defined by one
universal definition, it can only be described by using such laws. When
examining the twenty first century reemergence of the radical right, the
researcher will identify the Alt Right as a neo-fascist movement by
applying Payne’s Retrodictive Theory of Fascism, support each
component of Payne’s theory through the social; cultural; political and
psychological findings through the Marxist lens, and apply his “Polar
Opposite” theory to properly place and identify the Alt Right on the

political sphere.

2.10.4 Dylan Riley (2018)

Dylan Riley published his study in (2018) under the title “Theses on
Fascism and Trumpism”. The researcher presents a set of contrasting
theses on fascism and Trumpism. Then he pulls together their
implications for the different forms of rule characteristic of these two

forms of right-wing regime.

He concludes that there are four clusters of factors that distinguish
fascism from Trumpism. While the first arose out of an experience of
massmobilizing war, the second arose out of the long aftermath of a
financial crisis. While the first emerged out of a quasi-revolutionary
situation, the second emerged in the absence of an organized left. While



the first galvanized the middle strata behind it, the second did not. While
the first was both a project to discipline and to build state power, the
second aims to dismantle the “administrative state.” He reached at a
general feature that distinguishes the two cases. While fascism was a
product of intense civil society and associational development, Trumpism

Is an expression of the etiolation and weakening of civil society.

2.10.5 Baktalaia de Lis Andrade Leal (2021)

An article by Baktalaia de Lis Andrade Leal (2021), its title “About
Language and Fascism: Configurations of the Barthesian Look”. Based
on Barthes’ statement, stating that language is fascist, this opinion article
establishes a relationship between the political-ideological models of the
Nazifascist movements and the characteristics of the concept of the
Barthesian language. The analyses go through the field of philosophy of
language and metaphorize the spaces of the reader, author, text and
context in order to bring a provocative reflection on the historical

moments and political frameworks of the last 80 years.

The results of this study show that discursive spaces are capable of
generating imprisonment or freedom, they can propose fascism or

democracy through literature, and such analyses need to be considered.

To the best of the researcher’s knowledge, the concept of fascism is
not investigated by other researchers pragmaticaly, and the data of this

study is never studied before.



CHAPTER THREE

METHODOLOGY

3.0 Introductory Remarks

This chapter focuses on the data, their collection, their description, and
their selection. Then it is devoted to the development of an eclectic
pragmatic model for analysing the data in the current work. The model of
the study is introduced based on the pragmatic analyses and the theories
within the field as well as the concept of fascism. The researcher looks
into the relevant pragmatic models to the analysis of fascism and
manifestations in the selected literary work to achieve the aims of the

current study.
3.1 The Data

The data is the British play “Strawberry Fields” written by Stephen
Poliakoff (1977). The researcher looks for some extracts from the play
that carries a fascist ideology. Then, the extracts are analyzed to decide
how fascism is manifested by those speakers to impart their mode of

fascism.

3.1.1 Data Description

In order to have a clear insight about the work of any author one has to
look first at his/her life, because it reflects his/her thoughts and
impressions about the surrounding environments. Stephen Poliakoff is a
British playwriter, screenwriter and director. He was born in Holland

Park, west London, in 1952. Poliakoff receives scant critical attention



from academics, his early plays directly address British culture in the
1970s. His writings focuses upon politicians, identifiably the political
daily lives of people and the political events (Nelson, 2011, p. 1). For
what have been mentioned, the researcher chose Stephen Poliakoff as a

representative playwright for contemporary political British plays.

His play “Strawberry Fields” was the opening production on 31 March
1977 of the Cottesloe, the NT’s ‘black box’ studio theatre. The play
follows two twentysomethings, Kevin and Charlotte, who scarcely know
each other but who have met up to take a van northwards. They are
members of a minority political party and their mission is to distribute
publicity and to collect donations from supporters on the way. The short
scenes are stations of the journey. The events of the play, apart from two
moments of high drama, are unremarkable, but interest is held by an
increasing mystery about their identities, purposes and politics (Poliakoff,
1977, p. 6). Poliakoff has himself remarked with green concerns. Indeed,
writing in 1989, he ascribed the fact that the play is ‘regularly performed
all over the world to its resonance with green issues and ‘a European
terrorism both from the left and the right’ (Poliakoff, 1977, p. xiv),
postdating the play. In its 1977 context, the play resonated more with ‘the
time of the National Front, of racist demonstrations, of a minority labour

government lurching from crisis to crisis’ (Poliakoff, 1977, p. xiv).

Poliakoff’s treatment of issues in Strawberry Fields is set against the
question of how seemingly harmless individual characters might, in given
sociohistorical circumstances, get drawn into extreme beliefs and, indeed,
violent action. Poliakoff has not written a ‘State of the Nation’ play
analysing politically the rise of the extreme right in the UK. In contrast,
as Bull (1994, p. 584) has remarked, ‘Poliakoff is a theatre of individual
gesture’. Poliakoff’s Strawberry Fields picks up on the dangers which can



arise from individuals’ confusion when a progressive trajectory falters.
This play is the most inclusive, powerful, and vivid literary scrutiny of
the issues of racism, and fascism in Britain. The play has an important
role in showing how the political circumstances at that time affected
people behaviours by making them more aggressive. It also has a role in
revealing discrimination against blacks. Poliakoff puts the emphasis on
people’s reactions to the economic, social, and political changes at that
time which obliged them to take decisions and to act in one way or

another.

The data consists of thirteenth extracts have been chosen purposefully
for being the best examples to demonstrate facsism, each extract will be
subjected to qualitative and quantitative analyses. The extract consists of
one, two or more utterances in order to make the thought complete. This

means that the unit of analysis is the utterance.

3.1.2 Data Selection

This study is designed to investigate how fascism is manifested from
a critical pragmatic perspective. To do this, thirteenth extracts are quoted
from the British play “Strawberry Fields”. The reason behind choosing
this right-wing politic genre in the analysis is due to the fact that
utterances occur in the play are full of ideology. The researcher
intentionally collected almost all the most important utterances of the
main and minor characters that carry the theme of fascism. It is worth
mentioning that the play is not available as an electronic version, so the

researcher has ordered it from Internet Archive.

When it comes to data description, essential characteristics of the data

must be illustrated with the contextual factors that affect any



communicative process. In general, some contextual factors serve as a

representation of the social and situational background and influence the

pragmatic strategies used in any communicative mode. These contextual
factors can be examined using Hymes’ (1974) SPEAKING model, which

consists of eight components: setting, participants, ends, act sequence,

key, instrumentalities, norms, and genre.

Table (3): Hymes’ 1974 Speaking Model

Contextual Factors

Subcomponents

Setting and scene

- Indicates the time and place of the event.
- Psychological setting: participants’ understanding of

event or environment of setting

Participants

Speaker, addresser, hearer, and audience

End

Purpose - goals

Purpose - outcome

Act sequence

Sequential organization of speech acts

Message form and content

Keys

Tone of the communicative act

Instrumentalities

Forms of speech and style

Norms

Rules of interaction

Genre

Discourse type that achieves the speech event

3.2 The Nature of the Study

The chosen data consists of thirteenth extracts have been chosen

purposefully for being the richest extracts in the play that demonstrate

facsism, each extract will be subjected to qualitative and quantitative

analyses. The extract consists of one, two or more utterances in order to

make the thought complete. This means that the unit of analysis is the




utterance which means a bit of spoken language, it could be anything

from a word to a full sentence.

3.3 The Model

This section explains the chosen elements of the eclectic model which
Is used to analyze the ideology of fascism in the chosen play. The model
of analysis is based on the concepts and ideas of Searle’s speech acts
(1979), Yule’s theory of presupposition (1996), Grice’s conversational
maxims. In addition to Harris’s (2008) rhetorical tropes and Aristotle’s
persuasion appeals (Kennedy, 1991) to portray a full picture of the
concept of fascism in the chosen play. First, the analysis starts with
giving the types and functions of fascism, as mentioned in the literature
review there are two types of fascism: CF, and GF (Soucy, 2022).
Second, in order to find out how fascism is manifested, the same extract
is analysed according to the speech act strategies proposed by Searle
(1979). Third, presupposition triggers which are proposed by Yule (1996)
are investigated as a way of understanding the purposes of using them.
Fourth, the study investigates Grice’s (1975) conversational maxims
which make up the cooperative principle to investigate how and why
speakers flout and opt out the maxims in their utterances. Fifth, Harris’s
(2008) rhetorical tropes and Aristotle’s persuasion appeals also used as
the pragmatic items that are closely related to the nature of the targeted
data and used by the writers of the play for manifesting the concept of

fascism.

The elements of the model are as follows:



1. Fascism Types

I- Classical (Italian) Fascism (CF)

Ii-  Generic Fascism (GF)

2. Pragmatic Strategies
I. Speech Acts
il Presupposition
li.  Grice’s conversational maxims
iv.  Tropes

V. Appeals

It is aimed to use the elements mentioned above of the eclectic critical
pragmatic model to detect how fascism is manifested by speakers.
Different linguistic strategies are used during the events of the play by the
writer, certain linguistic tools are selected in order to reach a suitable

eclectic model for analyzing the selected data pragma-critically.



CHAPTER FOUR

DATA ANALYSIS

4.0 Introductory Remarks

This chapter is devoted to the practical part of the present study. It
deals with the analysis of the data, which is concerned with the British
play “Strawberry Fields,” written by Stephen Poliakoff, based on an
eclectic model designed by this study and represented in Figure (10). It is
the basic apparatus for analyzing the data of this study to unveil the
critical issue of fascism. Furthermore, it is worth noting that the concepts
of ideology, power, dominance, and criticality are very well incorporated
in this play by the characters. Hence, they contributed to the
understanding and interpretation of the text. Finally, this chapter presents

the results of the analysis, as well as the discussion of analysis.

4.1 Data Analysis

This section displays the analysis of the most representative extracts of
the play, which express the critical issue of fascism in Britain in the
1970s. In this study, two types of analyses are adopted: qualitative and
quantitative analysis. The first is accomplished through the analytical
framework developed in Chapter Three. It is applied to some extracts to
demonstrate the main concept under the study. The other one enhances
the validity of the results of the qualitative one. The purpose is to check
whether the hypotheses set in the chapter one are valid or not. The
selected extracts represent both types of fascism, following the definition

of fascism developed earlier.



Extract 1

NICK: The English people’s party!!

KEVIN: Yes — that’s what we are.

NICK: What? All two of you. I'm afraid I haven't heard of it. Is it new?
CHARLOTTE: Not all that new, no.

NICK: (begins to read the leaflet) Have you thought about England lately, England
now . . . the ordinary long-suffering English people. Pollution . . . the length and
breadth of England polluted, every river, every field! Pollution on a gigantic scale.
Urban wastelands . . . the sad urban wastelands, disaster of our citycentres . . . too
many people crammed together like mice. Leading to distressing violence, criminal
town and population planning. Impersonal Government — ordinary people offered no
chance or choice, crushed by impersonal government. The Mauling of the countryside
— the countryside has been mauled . . . disastrous series of mistakes . . . the worship of
the motor car . . . internal combustion engine eaten away the fabric of the country, the
very fabric of ordinary people’s lives destroyed. Preserve. (He turns the page.)

Preserve. Are you really distributing this?

This is pretty heavy isn’t it? Are you really distributting this?
CHARLOTTE: Yes

NICK: You two... Both of you together.

KEVIN: That’s right. (Strawberry Fields, 1977, Act 1, Scene 2, p. 12)



Table 4: The Contextual Factors of Extract (1)

Contextual Factors | Description

Setting Up the motorway heading to Hertfordshire

Participants Speaker: Nick

Addressee: Charlotte and Kevin

End Classical Fascism
Keys Asking, questioning
Instrumentalities Formal

Norms Political

Genre Leaflet

Charlotte and Kevin rest on their way to Hertfordshire. They met Nick,
who asked for a lift. He questioned what their van was full of. Nick
realized that Charlotte and Kevin belong to the English People’s Party,
which is a minor political party, and they have many leaflets they intend
to distribute. They also try to collect donations from supporters on their
way. The leaflets describe England’s recent situation due to political
conflicts. In this extract the writer employs a language that is well-suited
to convey his messages about fascism in Britain by using words that
describe the results of fascism on England such as “the ordinary long-
suffering English people”. According to Fairclough (2001, p. 18-19),
language is described as a social practice, so whenever people speak,
listen, write, or read, they do so in ways that are determined socially and
have social effects. Thus, Stephen uses language in a way that reflects his
aim to explore the ideologies of the characters who represent a certain
party, whether these ideologies are social, economic, or cultural. This



leaflet reflects the time when England suffered from fascism and racism,
which were rampant in the country, and in turn, this will reflect on
people’s behavior. This extract represents the use of fascism explicitly
through the way certain people try to make a new political movement and
intend to spread it all over the country. It is an introduction to the play

and the characters.
a- Types and Functions of Fascism

The characters of the play are divided into people who are bias to either
CF or GF, and people who are not interested in politics at all. Nick
represents the character who is not interested in political trends, while
Charlotte is a member of a new political movement growing during the
inter-war period. She believes and works for the political faction that she
follows, and rebukes anyone who stands against what she believes in. The
type of fascism used in this extract is classical fascism, where England
suffered from the effects of classical fascism of the inter-war, which
support using violence and destroying the life of individuals as it is
mentioned in the leaflet “Impersonal Government — ordinary people
offered no chance or choice, crushed by impersonal government..
Charlotte and Kevin are working for their political movement that they
follow. The function of fascism that used in this extract is smashing and
destroying the working class which refers to blacks as in “internal
combustion engine eaten away the fabric of the country, the very fabric of

ordinary people’s lives destroyed”.
b- Speech Acts

The actual words that are produced during a locutionary act signify a
meaningful linguistic speech. Starting with the speech act classification

according to Searles (1969), the leaflet presents a series of representative



speech acts of reporting refering to what is happening in England lately.
The characters use representative speech act specifically referring speech
act to explain to the audience the political direction that they follow and
they use stating speech act to inform the audience about the situation in
England recently. Have you thought about England lately... the form of
the sentence is a question, it is considered as a representative speech act
of suggestion to listen and think of what happened to England. The
representative speech act of persuading is also used to persuade people to

fight for England.
c- Presupposition

An existential presupposition is used, which refers to the existence of the
entities named, and by using definite descriptions such as possessive in
the expression “people’s party” as well as the definite article in “The
English people’s party” and demonstratives “that” and “this”. A
structural presupposition is used by using yes-or-no questions in “Is it
new?”, and “Are you really distributing this?”. The quantifier “every

river, every field” raises and carries lexical presupposition.
d- The Cooperative Principle

In reference to breaching the conversational maxims, the maxim of
quality is flouted by using the expression “the length and breadth of
England polluted” as a metaphor to indicate every single place in
England. Nick, who is the speaker, flouts the maxim of quantity by
reading more information from the leaflet than the situation requires.
Charlotte and Kevin were informative enough, speaking in a relevant
manner, telling facts, and being orderly. So they kept all of Grice’s
maxims. Charlotte and Kevin opted out of the maxim of quantity by not

giving information about the political party they belong to.



e- Rhetorical Tropes

A simile is used in the expression “many people crammed together like
mice”. The author employs it when drawing parallels between two related
concepts, he resembles people with mice because of the poverty and
pollution that England has experienced as a result of the war caused by

fascism.
f- Persuasive Appeals

Pathos is used as an emotional persuasion tool throughout the extract by
the emotional words they use to describe England recently sush as “the
ordinary long-suffering English people” to engage the audience’s

emotions regarding the mode of life in England.

Extract 2

MRS ROBERTS: This is a quiet corner anyway — it’s so big here. There’s always a
corner where you can be unnoticed. And there’re hardly any black waiters, or black

waitresses, which is extraordinary isn’t it. But they don’t seem to have them here.
(Strawberry Fields, 1977, Act 1, Scene 3, p. 15)

Table 5: The Contextual Factors of Extract (2)

Contextual Factors | Description

Setting The motorway heading to Nottingham
Participants Speaker: Mrs. Roberts
Addressee: Charlotte
End Generic Fascism
Keys Stating
Instrumentalities Informal
Norms Political

Genre Conversation




This scene happens on the highway. Poliakoff introduces a new character,
Mrs. Roberts. Charlotte and Kevin went to meet Mrs. Roberts to collect
donations for their political party. Mrs. Roberts, as a lady in her late
thirties, shows fascist behavior by holding the fascist belief that white
people are superior to all other races and should therefore dominate
society, so she thinks that black people are spies and tries to avoid them.
She was relieved to be unnoticed by blacks. This signifies the racial
discrimination that explicitly leads to fascism. This clearly shows the
concept of dominance, which is defined by Van Dijk (1993) as the use of
social power by institutions, elites, or groups resulting in social
discrimination and inequality that includes cultural, ethnic, class,
political, gender, and racial inequality (Bloor and Bloor, 2013, p. 85).

Fascism is manifested clearly in this extract.

a- Types and Functions of Fascism

The type of fascism used in this extract is generic fascism, which
embraces racial connotations by opposing non-white and Asian
immigration. Fascism is the result of racism, so people were totally
against blacks. It simply sets the blame for the war on a specific group of
people. The function of fascism that used in this extract is smashing and

destroying the working class that refers to blacks.
b- Speech Acts

The locutionary act is represented by the physical act of speaking. That
means the speaker composes a sentence in a specific context. The
illocutionary act of the speech is Mrs. Roberts’ intention behind saying
“There’s always a corner where you can be unnoticed.” She made the
statement that black people are unwanted so she used the representative

speech act of statements. The representative speech act of reporting is



explicitly issued in the utterance where Mrs. Roberts reports the condition
of this part of the country to Charlotte “This is a quiet corner anyway —
it’s so big here.” It can also be interpreted as a representative speech act
of stating in reference to the fact that English people dislike black people.
The verdictive speech act ranking is used by ranking black waiters as

spies.

c- Presupposition

The existential presupposition is used by using the demonstrative “This”.
And the expression “where you can be unnoticed” infers with the
presupposition that the information after the wh-word is known to be the
case or a fact. Also, the structural presupposition is used by using
comparison and contrast “but” which presupposes that black waiters and

waitresses can be seen all over the country but not here.
d- The Cooperative Principle

Regarding breaching the conversational maxims, Mrs. Roberts flouts the
maxim of relation. Mentioning black people is irrelevant to the quiet of
the place. She also flouts the maxim of manner by insulting black people
indirectly. She kept the maxims of quality and quantity. The speaker does

not opt out of any maxim.
e- Rhetorical Tropes

Dysphemism is used as a figure of speech, a marked form that expresses
the speaker’s view or attitude toward a group of people. Mrs. Roberts
used the term “black waiters” to distinguish them from members of her

race.



f- Persuasive Appeals

Logos is employed in the extract by referring to the logical fact that no
black servants work there. Ethos is also found, as Mrs. Roberts considers

herself a source of knowledge by describing the place.

Extract 3

MRS ROBERTS: (opening the scrapbook) There’s Mr Relph of course. The Relph
case, you know, the case of his board, his notice, ‘NO BLACKS ALLOWED TO BUY
THIS HOUSE' you know about that of course. Then there’s the piece about trouble at
the comprehensive. A stabbing — a black boy did there. /t’s extraordinary what goes
on, isn’t it? I mean you notice it all the time, I'm not that particular, but you can’t
walk down the street without them running into you, hitting you and things, on
Saturdays especially. Mostly black boys of course — but not all by any means I'm
afraid. I got bruised three times last week. Bruised rather badly. (Strawberry Fields,
1977, Act 1, Scene 3, p. 17-18)

Table 6: The Contextual Factors of Extract (3)

Contextual Factors | Description

Setting A quiet place on the motorway

Participants Speaker: Mrs. Roberts

Addressee: Charlotte, Kevin and Nick

End Generic Fascism
Keys Reporting
Instrumentalities Assertive
Norms Political

Genre Conversation




This scene takes place in a quiet place on the motorway. Mrs. Roberts
reported Mr. Relph’s case against black people. She has a book of
cuttings full of stickers that she keeps as a record of what’s happening in
the world. This reveals the writer aims to draw the attention to an
important figure who may have played a significant role in the series of
events against black people. The idea of dominance is highlighted once
again by Mr. Relph; this shows the power of whites against blacks. They
refuse to sell them anything; they use them as servants, and they think
that black people are violent and murderous. The writer wants to
emphasize that people were insecure at that time and there is
discrimination in each part of England. Fascism expressed explicitly in

this extract.
a- Types and Functions of Fascism

The type of fascism used in this extract is generic fascism, which
embraces an individual fascist movement against a particular group that
represents black people in this extract. Fascists rallied around the banner
of a preventive anti-democratic counter-revolution. Generic fascism is
less aggressive than CF and does not try to unite the nation. The fascists
fight only for their own rights. The function of fascism that used in this
extract is smashing and destroying the working class which refer to
blacks.

b- Speech Acts

A series of representative speech acts are presented in this extract. Mrs.
Roberts used the speech act of reporting an event that occurred prior to
the moment of reporting. She reports Mr. Relph’s panel against black
people: “NO BLACKS ALLOWED TO BUY THIS HOUSE”. The
representative speech act of asserting is used as well. The speaker asserts



that black people are annoying and undesirable in their country. The rep
SA of criticizing is also used where Mrs. Roberts criticizes black boys
and their aggressive attitudes. Another type of speech act is used, which
Is the expressive speech act. The speaker expresses her feelings about
living with black people and the violence she faced. The directives speech

acts of challenges and dares are used by Mr. Relph’s panel.

c- Presupposition

The existential presupposition is used by using the proper name “Relph”
which is presumed to be assured of the existence of someone called
Relph, and the definite article in “The Relph case”, as well as the
demonstrative in “THIS HOUSE”. The factive presupposition is used by
using the verb “know” in the expression “you know”. The lexical

presupposition is also used by the implicative verb “got”.
d- The Cooperative Principle

Mrs. Roberts flouts the maxim of manner by indicating that most black
people are violent. She kept the maxim of quality by saying the truth, and
she kept the maxim of quantity by being informative. She does not opt

out of any maxims.
e- Rhetorical Tropes

Repetition and dysphemism are used as figures of speech. The verb
“know” is repeated twice to emphasize Relph’s case, and the ward
“black” is repeated. Dysphemism is used to express the speaker’s view of

black boys as they are bad because of their color.



f- Persuasive Appeals

Pathos is utilized by the use of the word “not afraid "that describes Mrs.
Roberts’ feelings . Ethos is also found as Mrs. Roberts refers to herself as

a person of knowledge and experience by telling old stories.

Extract 4

NICK: There. She’s gone anyway. One of your more extreme member of two

organisations?

CHARLOTTE: I don’t know.

NICK: Why is she a member of two organisations?

CHARLOTTE: It’s her choice.

NICK: So you 're the sort of conservation wing of the National Front ... are you?

CHARLOTTE: No, we certainly are not! We are not connected with it. They re aware

of our existence. But you'r not really interested anyway.

NICK: Where do you stand in all this, Charlotte?

CHARLOTTE: Stand in what?

NICK: I mean she was saying some pretty hideous things.
CHARLOTTE: She has her views... and | have mine.

NICK: And what are they?

CHARLOTTE: You know what they are. You read the leaflet.
NICK: | want to hear you say them. Explain them to me, Charlotte.

CHARLOTTE: No. You’d only mock wouldn’t you? (Strawberry Fields, 1977, Act 1,
Scene 3, p. 19)



Table 7: The Contextual Factors of Extract (4)

Contextual Factors | Description

Setting On the highway

Participants Speaker: Nick
Addressee: Charlotte

End Classical Fascism

Keys Asking

Instrumentalities Curious

Norms Conversation

Genre Political

This scene happens on the motorway between Nick and Charlotte, where
Nick questions the orientation of these political movements and asks
Charlotte where she stands. This reveals that politics in England is
divided into groups with different objectives and orientations. Charlotte
adopts the character of a protagonist. Despite the fact that she is a young
lady, but she has an important role to play in the political party she
belongs to. Nick presents the character, who understands nothing about
what is happenning around him. When he tried to understand what was
going on, he got involved in a very dangerous situation and became
suspicious. Charlotte expresses the ideology of fascism explicitly by
explaining that she is aware of the different political movements, but she
believes in the objectives of her political movement and fights for them.
This scene sends the message that harmless individual characters of
different sexes can be fascists since fascism refers to the deployment of a

mass movement against the revolution. The participants in this mass




movement are usually unorganized workers, the lower-middle class, the

farm workers, and the retrograde sectors of the ruling class.
a- Types and Functions of Fascism

The type of fascism used in this extract is classical fascism. Classical
fascism, which is considered violence as a political vehicle, is applied
unchecked against internal opposition and against external enemies who
challenge the nation’s progression toward the dream of rebirth and the
culmination of this progression in the form of an empire. The function of

fascism that used in this extract is stifling political liberties.
b- Speech Acts

The rep SA of asserting is used by the expressions “It’s her choice”, and
“She has her views... and I have mine.” Where Charlotte says what she
believes to be true. The rep speech act of boasting is also used by
Charlotte when she shows pride in her party’s views and considers them
her own. She is ready to fight for what she believes in. A rep speech act
of referring also used by Charlotte by indicating she belongs to different

political party.
c- Presupposition

The existential presupposition is used by the demonstrative “there”, and
the definite article “the” as well as the name of the political party “the
National Front”. The structural presupposition is used by the wh-
question “why” and “where”. The same type is used by using the yes-or-
no question “are you?”. The factive presupposition is used by using verbs

such as “know” and “aware”.



d- The Cooperative Principle

Regarding breaching the speech maxims, Charlotte flouts the maxim of
quantity by giving less information than the situation requires. She used
the expressions “It’s her choice”, and “She has her views... and I have
mine.” These expressions are non informative at the level of what is said,
but they are informative at the level of what is implicated, and the
hearer’s intention toward such an utterance depends on the speakes’s
ability to explain the speaker’s selection of this particular speech. Also,
Charlotte opted out of the maxim of quantity by refusing to answer Nick;

b

she just said, “I don’t know.’
e- Rhetorical Tropes

Metaphor is used as a figure of speech by using the expression “She has
her views... and I have mine.” She intentionally speaks in a metaphorical
way to make the hearer look for implicatures. Repetition is also used in
And what are they?, You know what they are ”. She refuses to reveal more
information about her political orientation and what it aims to achieve.

She left a room for Nick to thinks and suspects.
f- Persuasive Appeals

In reference to rhetorical appeals, logos is used in this extract. She
expresses logos by providing events that happened with the National

Front Party. She answered with facts.

Extract 5

NICK: Charlotte (with nervous energy, trying to get a reaction.) I mean, the terrible
thing about grenades these days is they all come covered with tomato juice and
mustard already on them, whether you like it or not, not like the good old England
grenade. I mean there’s absolutely no freedom of choice anymore is there? You can

go into a nice ordinary hamburger house — can | have a grenade please, and it comes


https://context.reverso.net/translation/english-arabic/regarding

in fifteen seconds, totally packed in this nasty box, and smothered in all kinds of filth,

hardly recognisable. It’s the terrible American influence isn’t it?
KEVIN: You realise we re in the middle.
NICK: Middle of what?

KEVIN: Middle of England. Middle of Britian. The heart as it were. We're standing

on it. Now!

NICK: (ignoring him, looking at CHARLOTTE): Isn’t this all a trifle dangerous for
you, out in the open air? (Strawberry Fields, 1977, Act 1, Scene 4, p. 21-22)

Table 8: The Contextual Factors of Extract (5)

Contextual Factors | Description

Setting On the highway

Participants Speaker: Nick

Addressee: Charlotte and Kevin

End Generic Fascism
Keys Stating
Instrumentalities Informal

Norms Political

Genre Conversation

This scene takes place on the motorway between Nick, Charlotte, and
Kevin. They talk about the changes they saw in the simplest things after
the war. They implicitly refer to the fact that everything has changed in
England. The fascist movement not only changed people’s behaviour, but

also food, cinemas, and other things. There is no freedom of choice.




a- Types and Functions of Fascism

The type of fascism used in this extract is generic fascism. The effect of
the fascist movement on people and the country is shown in this extract.
The belief that British is better than America. The function of fascism

used in this extract is stifling political liberties.
b- Speech Acts

Many of the statements Nick states in this extract are for the sake of
achieving the perlocutionary force for his utterances. The representative
speech act of asserting is used by Nick, who is saying what he believes to
be true. The representative speech act of referring to the influnce of
America is also used. The rep speech act of statement is used by the

sentance “You realise we re in the middle”.
c- Presupposition

The existential presupposition is used by using the expressions “the good
old England grenade” and “The heart as it were.” As well as the proper
noun “Charlotte”. The lexical presupposition is used by using the
quantifier “all”. The factive presupposition is also used by the verb
“realize”. The structural presupposition is used by using the yes-or-no

question “isn’t it?”, and the temporal clause “now”.
d- The Cooperative Principle

Regarding breaching the speech maxims, Nick flouts the maxim of
quantity by giving more information than the situation requires. Nick
flouts the maxim of relevance by changing the subject. He flouts the
maxim of the manner by being unorderly and not brief. Nick opted out

the maxim of relevance.


https://context.reverso.net/translation/english-arabic/regarding

e- Rhetorical Tropes

A simile is used as a figure of speech by the expression “not like the good
old England grenade.” Nick makes a comparision between what is new

and what is old. Repetition is also used by repeating the word “middle”.
f- Persuasive Appeals

Ethos is also found as Nick refers to himself as a person of knowledge
and experience. Pathos is also used by expressing his feelings toward the
American influence.

Extract 6

NICK: Why’s Kevin so nervous then?

KEVIN: I'm not nervous. Not at all... (Staring at a poster.) There’s the last poster see,
for the cinema, already fading fast.

NICK: (reading, smiling): ‘The Killer Elite’.

KEVIN: Yeah. We can’t even keep our cinemas open anymore, in this country, can
we? Used to be the centre of the community didn’t it? No British movies anymore,
nothing really. (Strawberry Fields, 1977, Act 1, Scene 4, p. 22)



Table 9: The Contextual Factors of Extract (6)

Contextual Factors | Description

Setting In the middle of Doncaster

Participants Speaker: Kevin

Addressee: Nick and Charlotte

End Classical Fascism
Keys Stating
Instrumentalities Informal

Norms Political

Genre Conversation

This scene happens on the motorway. The participants are Nick, Kevin
and Charlotte. Nick is douting their actions and tries to find out what they
are up to do. They told him that they were talking about the conditions of
cinema in Britain before and how it is now after the deteriorating political
conditions. Fascism in Britain explicitly destroyed the country and

nothing remained the same.
a- Types and Functions of Fascism

The type of fascsim used in this extract is classical fascism. The effect of
the war appears on people and the country. Kevin describes the situation
in Britain where there is no freedom anymore and the cinemas closed
their doors. The function of fascism that used in this extract is stifling

political liberties.




b- Speech Acts

The representative speech act of stating is used in this extract while
describing the devastation of the war by the expression “We can’t even
keep our cinemas open anymore”. The representative speech act of
reporting is also used by Kevin in the expression “There’s the last poster
see, for the cinema, already fading fast.” The expressive speech act is
used as well by feeling sorry for what happened to their cinemas because

of the war.
c- Presupposition

Existential presupposition is used in the expression ‘The Killer Elite’, and

“our cinemas’’ Which refers to the existence of these entities.
d- The Cooperative Principle

Kevin flouts the maxim of relevance while Nick was questioning what
they are doing in the middle of Doncaster in such an empty and dark
place he shifts the attention toward the cinema and how much he adores
watching films, but he cannot anymore. Kevin opted out of the maxim of

guality by hiding the truth and shifting the subject.
e- Rhetorical Trops

The figure of speech used in this extract is repetition of negative as in the

sentance “No British movies anymore, nothing really. ”
f- Persuasive Appeals

Pathos is used as a rhetorical appeal tool in this extract by Kevin, who
intended to drag the audience’s intention toward the damage of the war
and distract Nick from what they actually do there. Logos is also used

referring to the damage left after the war.



Extract 7

CHARLOTTE: You 're very drank, aren’t you? Far too drunk.

NICK: Am 1?(He moves away) Oh no, I'm not. (Moving further away.) You realise of
course | could expose the whole organisation now if | wanted, the whole tiny network,
the whole cobweb of shabby semi-fascist study groups, little grubby fanatics
whispering about England in corners. Could expose the lot if | wanted. Couldn’t 1?
‘Bye now. I've got to piss. Nice knowing you — or was it? (About to go) But | may be
back. (He goes.) (Strawberry Fields, 1977, Act 1, Scene 4, p. 24)

Table 10: The Contextual Factors of Extract (7)

Contextual Factors | Description

Setting In the middle of Doncaster
Participants Speaker: Nick - Addressee: Charlotte
End Classical Fascism

Keys Stating

Instrumentalities Formal

Norms Political

Genre Conversation

This scene happens on the highway between Charlotte and Nick. Nick
was too drunk. He talked about their political party by describing it as a
semi-fascist group. They hold racial connotations by being opposed to

non-white and Asian immigration.
a- Types and functions of Fascism

The type of fascism used in this extract is classical fascism, where the
work of the new political movements is highly secret, so fascism is




manifested implicitly in this extract. The function of fascism in this

extract is stifling political liberties.
b- Speech Acts

The representative speech act of complaining is used by Charlotte. The
rep speech act of referring is used by Nick when he refer that he could
expose their secrets. The commissive speech act of threatening is also
used by Nick.

c- Presupposition

The factive presupposition is used in this extract by the expression “You
realise of course.” Counterfactual presupposition is also used by using
the ‘if-clause’ in the expression “if | wanted.” This type of
presupposition indicates that what is presupposed or assumed is not only
untrue, but it is actually contrary to what is true. Normally,
counterfactuals suppose that the information in ‘if-clause’ is not true at

the time of utterance.
d- The Cooperative Principle

Charlotte flouts the maxim of manner by her response to Nick’s question.
He was wondering if they were crazy to go on such a trip through
England, and she answered, “You're very drank, aren’t you? Far too

drunk.” They did not opt out of any maxim.
e- Rhetorical Tropes

Repetition is the act of repeating words, phrases, and sentences to
emphasize them, used in this extract as a figure of speech by the
expression “if | wanted.” repeated twice and the verb “expose” repeated

as well.



f- Persuasive Appeals

In reference to rhetorical appeals, logos is used in this extract by referring
to what he could have done to expose them, but he did not. He expresses

his feelings.

Extract 8

CHARLOTTE: They re worse than rats those sort of people.

NICK: I heard. Extraordinaty thing to say. Come here Charlotte, (He catches hold of
her arms; the cisterns flush.) They flush a lot those cisterns. Perhaps they’ve gone
mad like everything else tonight, can’t stop flushing. (Up close to her:) Do you think
there’s somebody in one of the cubicles now, a special sort of fascist dwarf, that
comes out at night, never sees daylight at all, comes out when it catches your scent,
when it knows you're in town. (Aggressive.) We are not amused are we? (Loud,
confident.) You re unherving me, charlotte! (Strawberry Fields, 1977, Act 1, Scene 4,
p. 25)

Table 11: The Contextual Factors of Extract (8)

Contextual Factors | Description

Setting In the middle of Doncaster
Participants Speaker: Nick - Addressee: Charlotte
End Classical Fascism

Keys Stating

Instrumentalities Informal

Norms Political

Genre Conversation




This conversation takes plase on the motor way between Charlotte,
Kevin, and Nick. Nick reveals that everything around has changed. He

does not trust people.
a- Types and Functions of Fascism

The type of fascism used in this text is classical fascism. This type of
fascism emphasizes in the idea that “The more a person deemsabsolute
equality among all people to be a desirable condition, the further left
he/she will be on the ideological spectrum. The more a person considers
inequality to be unavoidable or even desirable, the further to the right
he/she will be”. This type of fascism believes that violence is the solution
of any problem, and people are not equal. The function of fascism used in

this extract is stifling political liberties.
b- Speech Acts

The representative speech act of stating is used by Nick explains why
people behave like this under these circumstances. Nick employs the
representative speech act of declaring to explain why individuals respond
in this manner in these political conditions. A directive speech act of

command is used by the expression “come here”.
c- Presupposition

The existantial presupposition is used in this extract by using the
expression “fascist dwarf”. Lexical presupposition is also used by using

the quantifiers “every” in “evreything, and everyone”.
d- The Cooperative Principle

Nick flouts the quantity maxim by providing more information than the

situation requires. He does not opted out any of the maxims.



e- Rhetorical Tropes

A simile is used twice as a figure of speech by the expressions “They re
worse than rats those sort of people” and “Perhaps they've gone mad
like everything else tonight.” She looks down on people by resembling

them with rats.
f- Persuasive Appeals

Pathos is used as a rhetorical appeal. Pathos is used as an emotional
persuasion through the extract to engage the audience and Charlotte’s
emotions to the mode of life in England. Nick expresses his feeling, he
became so mad when she resembles people with rats. Logos is also used
by Nick when he gives her facts and reasens of why people behave like
this.

Extract 9

NICK (barring her way, smiling): Yes! But you Charlotte, you re not quite so simple

are you?
CHARLOTTE: Kevin’s not simple. Can I . .. ?

NICK (ignoring her): I mean, most extreme right wing cranks, | mean the actual
activists, are usually bandy, legged little tin soldiers, isn’t that right? You know those
typical slightly manic faces, the pictures of them, their eyes staring out at you, full of
the usual English sort of hatreds, Charlotte, (Watching her closely.) foreigners . . . sex
... change, all that, desperately trying to whip it all up now. (Loud.) Right? You can
recognise them a mile off: 1 know. We used to live near one of them when | was a kid,
who’s now quite famous, he used to sing to himself, in the street when he saw
somebody coloured. Yes sing! ‘Black Beetle, Black Beetle, stick him with a needle’.

He did. Not loudly. But you could hear him.

CHARLOTTE: They re pathetic nonentities.



NICK: Who?

CHARLOTTE: The leaders of the National Front. They're ridiculous . . . useless.
(Strawberry Fields, 1977, Act 1, Scene 4, p. 26)

Table 12: The Contextual Factors of Extract (9)

Contextual Factors | Description

Setting In the middle of Doncaster

Participants Speaker: Nick - Addressee: Charlotte and Kevin
End Generic Fascism

Keys Stating

Instrumentalities Formal

Norms Political

Genre Conversation

This scene takes place in Doncaster between Nick, Charlotte and Kevin.
Nick is describing those who belong to an extreme right wing. They
distinguish between different races and colors. They are totally fascist
and racist. He refers to all political movements implicitly. Charlotte
described them as pathetic and ridiculous the National Front leaders. She

excludes her own party, the English People Party.
a- Types and fanctions of Fascism

The type of fascism used in this extract is generic fascism. This type of
fascism is very similer to racism. Fascists are being totally against
particuler groupe of people, they fight them just for being different. The
function of fascism used in this extract is smashing and destroying the

working class.




b- Speech Acts

The representative speech act of stating and reporting are used by Nick
describing those who belong to an extreme right wing. And an indirect
speech act is also used by refering to Charlotte’s political movement

implicitly.
c- Presupposition

An existential presupposition is used, which refers to the existence of the
entities named, and by using definite descriptions such as the definite
article in “The National Front”. A structural presupposition is used by
using the wh-question “who” and yes-0r-no questions in “isn’t that

right?”.

d- The Cooperative Principle

In reference to breaching the conversational maxims, Nick flouts the
maxim of quantity by saying more information than the situation
requires. Charlotte was informative enough, speaking in a relevant
manner, telling facts, and being orderly. So she kept all of Grice’s

maxims. Charlotte does not opt out of the maxims.
e- Rhetorical Tropes

A simile is used as a figure of speech by Nick, who makes a comparision

between what is new and what is old.
f- Persuasive Appeals

Ethos is also found as Nick refers to himself as a person of knowledge
and experience. Pathos is also used by Nick when he expressed his own

opinion.



Extract 10

KEVIN: People always want superficial reasons for things. (To NICK:) They do,
don’t they. So then they can dismiss them. They want easy, obvious reasons for things.
(Loud, urgent:) Listen to this, Nick. You really out to, you know! But you see I've felt
these things for a long time. Oh yes. Like a lot of people now. Know this place, this

country belongs to them. Know it has to be protected.
NICK (bewildered): Protected . . .
KEVIN: It’s not just a question of race - It’s a question of England.

NICK (clenched): I'm not listening to this . . . (Loud.) I'm just not listening to this,
Kevin, so you can . . . (Strawberry Fields, 1977, Act 2, Scene 1, p. 35)

Table 13: The Contextual Factors of Extract (10)

Contextual Factors | Description

Setting Doncaster

Participants Speaker: Kevin

Addressee: Nick

End Classical Fascism
Keys Stating
Instrumentalities Informal

Norms Political

Genre Conversation

This scene takes place in Doncaster between Nick and Kevin. Kevin
expresses his feelings by saying that he knows this country belong to

them. He defences and protects his political movement.




a- Types and Functions of Fascism

The type of fascism used in this extract is classical fascism. The effect of
the fascist movement on people and the country is shown in this extract.
The functions of mature fascism became even clearer in each stage of
fascism, its role was to break a logjam in national politics by a solution
that excluded socialists. The fanction of fascism used in this extract is

stifling political liberties.
b- Speech Acts

The locutionary act is represented by the physical act of speaking. That
means that the speaker composes a sentence in a specific context. The
illocutionary act of the speech is representing by Kevin’s intention behind
saying “It’s not just a question of race - It’s a question of England.” He
made the statement that black people are unwanted. The perlocutionary
act is to express the harsh reality of the country. The representative
speech act of stating is explicitly issued in the utterance where Kevin
states the condition of this part of the country to Nick. It reveals the fact
that English people dislike black people. The expressive speech act used

as well.
a- Presupposition

The existential presupposition is used by using the demonstrative “This
place”. The structural presupposition is used by using comparison and
contrast “but” which presupposes that blacks have no place in this

country.



b- The Cooperative Principle

Regarding breaching the conversational maxims, the characters kept all
the speech maxims of quality, quantity, manner, and relevance. The

speakers do not opt out of any maxim.
c- Rhetorical Tropes

Dysphemism is used as a figure of speech, a marked form that expresses
the speaker’s view or attitude toward a group of people. They use the

word black to look down on people.
d- Persuasive Appeals

Logos is employed in the extract by referring to the logical fact that
blacks have no place here. Ethos is also found, as Kevin considers

himself as a source of knowledge.

Extract 11

CHARLOTTE (really tense): Look, you've got the money haven'’t you? Would you go

now?
KID: I'm allowed to be here.

CHARLOTTE: But I'm asking you to leave. I find your being here — I don’t find it

very pleasant.

The KID is pressed up next to her on the tarpaulin.

KID: You can’t stop me being here.

CHARLOTTE (to KEVIN): Are you going to get rid of him please?

KID: I'm all right here, aren’t I?



CHARLOTTE (beginning to get desperate): Are you going to go? (She turns to the
men.) Come on, one of you make him go away. (Suddenly she screams.) DON’T YOU
UNDERSTAND, I CAN’T STAND HIM BEING NEAR ME - DON'T YOU
UNDERSTAND.

KID: Are you nutty or something?

CHARLOTTE: MOVE HIM — (Screaming.) GO ON. GO. JUST GO AWAY. JUST
GET AWAY FROM ME. GET OUT. (Strawberry Fields, 1977, Act 2, Scene 2, p. 40)

Table 14: The Contextual Factors of Extract (11)

Contextual Factors | Description

Setting Doncaster

Participants Speaker: Charlotte - Addressee: A kid
End Classical Fascism

Keys Stating

Instrumentalities Worried

Norms Conversation

Genre Political

This scene happens on the motorway between a rondom kid and
Charlotte. The kid came to ask for money and asked to joining them but

Charlotte refused that. She has no trust in people.
a- The Types and Functions of Fascism

The type of fascism used in this extract is classical fascism, which
embraces racial connotations by opposing non-white and Asian
immigration. Fascism is the result of racism, so people were totally

against blacks. It simply sets the blame for the war on a specific group of




people. Also the use violence to get red of them. The function of fascism

used in this extract is smashing and destroying the working class.
b- Speech Acts

The commissive speech act of shouting is used by Charlotte. The
commisive speech act of command is used by the expression “I'm asking
you to leave ”. The intimidating expressive is also used by Charlotte to get
rid of the kid.

c- Presupposition

An existential presupposition is used, which refers to the existence of the
entities named. The structural presupposition is used by using the wh-

word and by using the comarision word “but”.
d- The Cooperative Principle

Regarding breaching the conversational maxims, Charlotte flouts the
maxim of manner by insulting and shouting in the little kid directly. She
kept the maxims of quality and quantity. The speaker does not opt out of

any maxim.

e- Rhetorical Tropes

The dysphemism is used as a figure of speech, a marked form that
expresses the speaker’s view or attitude toward a nother person by using

the word “nutty .
f- Persuasive Appeals

Logos is employed in the extract by referring to the logical fact that no

strangers are allowed. Pathos is also used by expressing her anger.



Extract 12

NICK (carrying straight on): No! Worried about what’s happening to England,
Worried that things might get worse for her, so Blame it on the Blacks, so round them
up, ship them off, of course, ship them away, out to sea — (Shouting:) — and then, of
course, anything else that’s offensive, remove that as well.

CHARLOTTE (loud): STOP IT, NICK. Imean it. You won'’t ever shout at me again.
NICK: Tell me everything now — tell me about the English People’s Party —
CHARLOTTE: I've told you all you're going to know.

NICK: Why were you carrying a gun, Charlotte?

CHARLOTTE: To protect myself against all the leftist groups that know what we 're
doing. (Strawberry Fields, 1977, Act 2, Scene 2, p. 42-43)

Table 15: The Contextual Factors of Extract (12)

Contextual Factors | Description

Setting In the middle of Doncaster
Participants Speaker: Nick - Addressee: Charlotte
End Classical Fascism

Keys Stating

Instrumentalities Formal

Norms Political

Genre Conversation

a- Types and fanctions of Fascism

The type of fascism used in this extract is classical fascism, which is
considered violence as a political vehicle, is applied unchecked against
internal opposition and against external enemies who challenge the

nation’s progression toward the dream of rebirth and the culmination of




this progression in the form of an empire. The function of fascism used in

this extract is smashing and destroying the working class.
b- Speech Acts

The representative speech act of criticizing is used by Nick who belittle
other characters’ behaviors and mocking by saying “Blame it on the
Blacks”. Direct speech act of shouting is used by Charlotte when she told
Nick “STOP IT” very loudly. The directives speech act of warning is also
used by Charlotte when she warned Nick by saying “You won’t ever

shout at me again.”
c- Presupposition

The existential presupposition is used in this extract by using the name of
an existing entities like “The English People’s Party”. The strucrural
presupposition is used by using the Wh- question, which infers with the
presupposition that the information after the wh-word is known to be the

case or a fact.
d- The Cooperative Principle

Regarding breaching the speech maxims. Nick flouted the maxim of
manner by asking too much questions. While Charlotte flouted the maxim
of quantity by refusing to tell Nick every thing about the English People’s
Party and she only said “I’ve told you all you're going to know”. The
characters do not opted out of any maxims.

e- Rhetorical Tropes

Dysphemism is the figure of speech used in this extract by using the word

“Blacks” to refer to a groupe of people.


https://context.reverso.net/translation/english-arabic/regarding

f- Persuasive Appeals

In reference to rhetorical appeals, pathos is used in this extract by
expressing their feelings twards Blacks. Ethos is also used by the

characters who experiend the change of life after the war.

Extract 13

NICK: What are you expecting?

CHARLOTTE (with controlled passion): Look at this — look at it, here. (She gazes out
across the landscape.) This sprawling mess, those lights up there, that savage light,
have you ever seen something so horrible, anything so inhuman , more disgusting, it’s
degrading. It presses down on us all. Do you know what used to be here — where we
are now. DO YOU? How can people live with a dread of the future all the time.

Somebody’s got to do something. (Strawberry Fields, 1977, Act 2, Scene 2, p. 44)

Table 16: The Contextual Factors of Extract (13)

Contextual Factors | Description

Setting In the middle of Doncaster
Participants Speaker: Charlotte - Addressee: Nick
End Classical Fascism

Keys Stating

Instrumentalities Informal

Norms Political

Genre Conversation

This extract represents a conversation between Charlotte and Nick where
Charlotte realized how miserable life became after the war and all the

past they have been through still there is no future for them. This




realization leads to the massive devastation caused by the political

movements that followed the behaviour of fascism.
a- Types and Functions of Fascism

The type of Fascism used in this extract is classical fascism that destroyed
people’s life, divided them into groups, took away their freedom, and
spread fear in people’s hearts. The result of fascism is clearly showed.

The function of fascism used in this extract is stifling political liberties.
b- Speech Acts

Charlotte used the representative speech act of stating and referring by
mentioning how life has been changed after the war and how people lost
the hope for better future. She used commisives speech act of command
by using the verb “look”. She also used the representative speech act of
suggestion by suggested that someone has to take a step and do
something “Somebody’s got to do something”. She used the expressive
speech act by telling how she feels about the current situation, she feels
sorry and angry. She used the representative speech act of concluding in
the expression Do you know what used to be here — where we are now.
DO YOU? To conclude that they have arrived nowhere in the world

beacause of wars.
c- Presupposition

An existential presupposition is used by using the demonstratives “this”,
“that”, and “there”. A structural presupposition is also used by asking a
yes-or-no question “Do you know what used to be here — where we are
now. DO YOU?”



d- The Cooperative Principle

Charlotte flouts the maxim of quality by exaggerating, while she follows
a political movement that destroy England as well in one way or another.
She opted out the maxim of relation by changing the subject and not

answering Nick’s questions.
e- Rhetorical Tropes

Repetition is used as a rhetorical tool in this extract by Charlotte by

repeating the verb “look™ and the quastion “Do you”.
f- Persuasive Appeals

Pathos is utilized by the use of the expressions “horrible, anything so
inhuman , more disgusting, it’s degrading”, 10 express her emotions

toward the current state of the country.

4.2 Results and Discussion

This section is intended to sum up the findings of the analysis of fascsim
in the political play. After analyzing Poliakoff’s political play
“Strawberry Fields” (1977). It has been shown that harmless characters
choose to be fascists to hide thier weaknesses and hesitations. Or, may be,
to achieve some advantage of others by using violence. In the light of the
results, it has been obviously shown that classical fascism is the type of
fascsim that is highly used in the play, it represents 9 frequencies out of
the total number and reads (69%) as it is shown in Figure (11) below, the
characters used the classical fascist behaviour of extreme violence that
reaches the attempt to kill innocent people to defend their political

tendencies and manifest racism manifestations in their actions as well as



the belief of domination over the other. Generic fascism is also used in
the play by characters where it shapes 4 frequencies from the total

number with the ratio 30%.

Figure 11: The Rate of Types of Fascism
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The function of stifling political liberties is the function of fascism mostly
found in the play. It has received a higher percentage than the function of
smashing and destroying the working class as it is presented in Figure
(12) below. Although fascists dominated the blacks and tried to avoid
them and displace the from England and eliminate the working group.
Still stifling political liberities is more prevalent and overshadowing the
behaviour of fascists towards others who follow different political
movements. The function of stifling political liberities represents 7
frequencies out of the total number and reads 53%. While destroying the
working class represents 6 frequencies out of the total number and reads
46%.



Figure 12: The Rate of the Functions of Fascism
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Fascism specifically generic fascism has been manifested explicitly by
characters throughout the play by them standing against certain group of

people who are called “Blacks™.

The results of the analysis indicate that, most of the types of speech acts
are used in the utterances of the characters to make explicit their radical
and fascist attitudes. However the representative speech act is the most
common type of speech acts used to demonstrate fascism. It has the
highest frequency than the other types, it represents 35 frequencies out of
the total number and reads 64%, while the declarative speech act has
never been used by characters and got 0%. Commisive represents the
second most used speech act where it shapes 8 frequencies from the total
number with the ratio 14%. The following table can summarize the

overall number of speech acts found in each of the selected extracts of the

play.



Table 17: Frequencies and Percentages of the Types of Speech Acts

Extract
No. Representative | Directive | Commisive | Expressive | Declarative
1 ) 0 0 0 0
2 3 0 1 0 0
3 3 2 0 1 0
4 4 0 0 0 0
5 3 0 0 0 0
6 3 0 0 1 0
7 2 0 1 0 0
8 2 1 0 0 0
9 2 0 0 0 0
10 2 0 0 1 0
11 0 0 2 1 0
12 2 2 3 1 0
13 4 0 1 1 0

Frequancy 35 5 8 6 0

Presentage 64% 9% 14% 11% 0%

Regarding the types of presupposition, the table below shows that the

total number of the presuppositions used in the selected extracts is 46.

This indicates the writer’s style that makes his play comprehensive to

examin fascism in England. Existential presupposition, as indicated in

table (18), has the highest frequency than the other types which indicates

the actual being of the entities named. In other words, using existential

presupposition means that the writer tries to make sure the existence of

referents, so that his messages displayed openly. As a result, it represents




22 frequencies out of the total number and reads 46%. Structural
presupposition follows existential presupposition where it shapes 13
frequencies from the total number with the ratio 28%. However, non-

factive presupposition has never been used, it got 0%.

Table 18: Frequencies and Percentages of the Types of Presupposition

Presupposition Types Frequancy Presentage
Existential 22 47%
Factive 5 10%
Non-Factive 0 0%
Lexical 5 10%
Structural 13 28%
Counter-Factual 1 2%

From the analysis of the play and as may be seen in Figure (13), the
characters fails to observe Grice’s maxims. they flouts all the maxims in
order to achieve their goals. Consequently, The maxim of manner is the
most frequently flouted by the characters while the maxim of quantity
and relation are mostly opted out by characters as it is shown in figureS
(13) and (14).



Figure 13: The Rate of Flouting of Maxims
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Concerning the types of rhetorical tropes, reprtition has the highest
frequency than the other tropes it represents 8 frequencies out of the total
number and reads 47%, while dysphemism and simile are the second
mostly used tools by characters, each one of them represents 4
frequencies out of the total number and reads 23%. Symbol is the least

tool used by characters in the play as it is shown in figure (15) below:



Figure 15: The Rate of Rhetorical Tropes
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According to the persuasive appeals, pathos is highly used by characters
to express their feelings. It represents 7 frequencies out of the total
number and reads 36%. While ethos and logos have equal frequencies

represent 6 and reads 31%. as shown in the figuer (16) below:

Figure 16: The Rare of Persuasive Appeals
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CHAPTER FIVE
CONCLUSIONS, RECOMMENDATIONS, AND

SUGGESTIONS FOR FURTHER RESEARCH

5.1 Conclusions

After analyzing the thirteenth extracts chosen from the British play

“Strawberry Fields”, the study concludes the following:

1-

The first hypothesis which states “Classical fascism is the type of
fascism that is most commonly used in Strawberry Fields, and stifling
political liberties is the function of fascism mostly found in the play”

Is completely verified.

The second hypothesis which indicates “Fascism has been manifested
implicitly and explicitly throughout the chosen data” is partially
validated since fascism has been manifested implicitly only once in

the selected extracts.

The third hypothesis which reads “Representative speech act is the
most common type used to demonstrate fascism” is completely

verified.

The fourth hypothesis which reads “The most types of presupposition
triggers that are utilized in the data are existential and structural, is

completely verified.

The fifth hypothesis which states “All the cooperative maxims are
flouted and opted out in the chosen data” is not verified because only
the maxims of quantity, quality, and relation are opted out in the

selected extracts.
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6- The sixth hypothesis which reads “Repetition, symbol, simile,
metaphor, and dysphemism are the rhetorical tropes used in the chosen

play” is refuted.

7- The seventh hypothesis which reads “Pathos and logos are the types of
persuasive appeals that are heavily used in the chosen data™ is partially

validated since ethos is also used by characters throughout the play.

5.2. Recommendations

In view of the results and conclusions of this study, the following

recommendations can be recommended:

1. It is highly recommended for writers and EFL learners to know
about the pragmatic strategies since they help them in delivering
information and ideas efficiently and have eyes on largely ignored
issues underlying language use other than fascism and racism like
unhealthy ideologies, discrimination, sexism, deception, vulgarity,
harmony, language abuse, and civilization.

2. It is also of benefit for lecturers and students of linguistics to get
familiar with using other pragmatic theories in general, and the speech
acts in particular and how the speaker can use them to achieve the
intended meanings as well as to get better understanding of the
writer’s messages.

3. It is recommended for researchers to design more models seeking
for giving pracmatics its own methodological identity. A CDA models
are also recommended.

4. 1t is recommended to apply the model of the study to the Iraqi
literary work to investigate and shed light on the social critical

problems of our society.
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5.3. Suggestions for Further Studies

The following suggestions are relevant to the results and conclusions of

the study:
1. A Critical Pragmatic Study of Fascism in American Plays.

2. A Discourse Analysis Study of Fascism in Selected English Political

Speeches.

3. A Critical Stylistic Study of Racism in Selected Political

Advertisement.

4. Classical fascism in Stephen Polikoff “Bloody Kids”: A critical

pragmatic perspective.

5. A Socio-Pragmatic Analysis of Fascism in American debates.
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STRAWBERRY FIELDS

This new play by the author of Himing Town and City Sugar is the first
National Theatre production to be staged in the Cottlesloe, the National's
studio theatre. Strawberry Fields is a funny, haunting, frightening play about
three young members of the ‘lost generation’ of the sixties, steeped in folk-
memories of open-air pop festivals like Glastonbury and Easy Rider-type
road movies. As they journey the length of England in the heat of a
summer’s day, their apparently harmless jaunt beging to take on increasingly
overiones . . .

*Charlotte is a fanatic serpent masquerading as an English rose and is prepared
ruthlessly to shoot her venom into a national body soft with nostalgia and
dripping with lethargy . . . Kevin, on the other hand, is blissfully concocting his
wvery own home movie Bonnie and Clyde style, gleefully tuning in to radio
reports of the murder and declaring the incident a prelude to “quite a famous
summer”'. His chance of fame will coincide with the end of an era . . . Poliakoff’s
dialogue has real muscle and much style. Few words are wasted . .

Michael Coveney, Playy and Players

*Here, thank God, is a young playwright who cares, and cares deeply, about the

quality of our lives.'
Frank Marcus, Sunday Telegraph

STEPHEN POLIAKOFF wrote Strawberry Fields while Writer in Residence at
the National Theatre, and it continues 1o be his most widely performed play,
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Strawberty Fields was first staged by the National Theatre in the Cottesloe on
31 March 1977. The cast was as follows:

KEVIN Stephen Rea
CHARLOTTE Jane Asher
NICK Kenneth Cranham
MRS ROBERTS Anne Leon
TAYLOR Frederick Warder
CLEANER Maya Kemp

KID Peter Hugo

Directed by Michael Apted
Designed by I Seymour

The play is st in various locations up a motorway.

The time is the present.

The on the front cover iy by Nobby Clark and shows Jane Asher as Charlote in
ﬁt&ﬂlﬂ production of Strawberry Fields.




6 STRAWBERRY FIELDS

ACT ONE
Scene One

Cafe, hoi, dusty, edge of London,
start of the motorway.

Eﬂﬁt 5i ﬂﬂf;ﬂt._!;?rbsﬁ
m m i i "

v drinking o m VIN, tall,
lanky, Iﬂﬁ Jm’rmddu.rt fasses,
stands watch lu'r He is 30. He moves
closer as she ks delicately through a

straw. He takes owt his wallet, slight
smile. He takes out of the wallet a small
green card, he puts it on the table and
D, he :.:k’;"' Cﬂ:Am lances
up, she picks up ihe ¢
back, hands its back. He puts it back in
the waller. She smiles at him. KEVIN
sits down at the table glancing aver his
shoulder as he does so.

KEVIN: I'm Kevin.
CHARLOTTE (shy smile): Yes.
KEVIN (smiles): Kevin.

Pause.

That's my real name as it happens.
CHARLOTTE: | know.
KEVIN; Good. (Pause. ) Great then.
CHARLOTTE: And I'm Charlotte.
KEVIN: Yes . , . Great.

Silence.

I've got the van outside. Waiting!
CHARLOTTE: Yes, (She sips her

ordnge juice. )

KEVIN: Yes. She's com nlclyrﬂd
Tuned up. I've tuned her up. She'
give us a fantastic ride. Yes— we'll be
really safe inside her.

CHARLOTTE: Good. (Very delicately. )
Do you think 1 could u mmn
straw, Illiu onc’s got a little dirty |

KEVIN: A dirty straw! They're pml:mhl
all really dirty straws in a -
this, probably been used m trmr:l
before. (He reaches for a glass of
straws, knocks it over.)

KEVIN (smiles): That tends to happen.

CHARLOTTE picks it up quickly and
takes a straw,

Have you got a struw?

CHARLOTTE (shyly): Yes. Thank you |
very much. (She starts to drink again
out of the new straw., )

KEW{:W;MMM} Got a
straw now, have you?

CHARLOTTE (surprised): Yes!

KEVIN: Great.
Pause.
I'm very early aren't 1?7

CHARLOTTE: No, you're exactly on
time, 1 think.

KEVIN (grins): Am 1?7 Looking forward
o it are you?

CHARLOTTE: Yes, in a way.

KEVIN: Yeah, So am |. Where are we
going first?

CHARLOTTE: Hentfordshire.

KEVIN: Great. 1've got the “literature’
and ﬂ'n]rl'.h.in;, It's all ready - it looks

really clear, I'm quite
proud of it. Yes y're all expecting
us, arc they?
CHARLOTTE: Yes, of course.
KEVIN: Great
Pause.

Got the list and everything, have you?

CHARLOTTE: Yes. (She her
SO (She taps her bag. )

KEVIN: Great. (He smiles at her.)
Guard it carefully, won't you?

CHARLOTTE:
ey Of course. (Shy smile.)

KEVIN: I've got hundreds of maps -
uuwh country! E inch,
1, M6, M18 all the roads. Want a

mpmb‘[ﬂ:ﬁﬂnbmhupm:ﬁm]

I've got some somewhere. One
late, two banana flavour . {Snﬂh
Hmumlhﬂhllrhluuh:d

course in this weather, (Grins, ) Maybe
I'll find they've run down my trouser
leg. Sorry.

CHARLOTTE: No, thank you anyway,

KEVIN (looking at her): Nervous, are
you?



il
:

¢

:'ﬂlARLﬂTI'E:SIiﬂ! . 1 think. 1 don"t
know . . . a little. i

KEVIN: Your first time is it?

CHARLOTTE: Yes.

KEVIN: Mine too. No need to be
nervous, no need at all. (He smules. )
Perhaps we ought to go for a swim
;m:u-l. much . One of those

nrse, bottom sticks to
theﬁhthemr of ther“:nt. int it! You'll
like the smell of leather in the van,
know, that smell of really old
E'thﬂ., it's

a great smell, like
:mnummﬂﬁ,
Mm,w.m:mcmt

OO e 0 ent,
mrmu!LitTlmnML ou can
reach for miles, up to your armpit.

Pause. He smiles.

Sorry.

CHARLOTTE: We 1 to Jeave in
four minutes. (She oul a

yoghurt, begins o eal. )

KEVIN: Soon as that? (He watches her.)
‘What you got there in your hand?

CHARLOTTE (looks mzmmﬁ It's my

(She stares at ou
ought to wear real spectacles, I think.

KEVIN (broad smile): Yeah - 1 only
wish 1 could.
Silence. CHARLOTTE warches him.

CHARLOTTE: We've met before once,
haven't we?

KEVIN: Yes - at the winter meeting, |
think. [ sat on the radiator. And you
may have seen me duplicating.

CHARLOTTE right at him):
Tnu'mlh:m':uﬂul trouble with
his eyes.

KEVIN: That's right. 1've trouble with
my eyes. Yes - a little.

CHARLOTTE: But you can see all
right, can't you . . . | mean.

KEVIN: Oh yes, yes, | can see all right.
Pause

But I'm going blind . . . maybe.
CHARLOTTE: Blind? (CHARLOTTE

ACTONE 7

is calm; she stares at him. ) I'm sorry to
hear that.

KEVIN (genuine smile). So was 1. It's a
disease know - of the retina. So
all be blackness up here - (He
taps his eves.) - guite soon,

CHARLOTTE: I'm sorry,

KEVIN (smiles): No, no need 1o be. We

ought o have a now — sharpen
us up for it

CHARLOTTE: No, thank you very
much, but I don't drink coffee.

KEVIN: The thing s . . . what's
worrying me, a our journey . . .
is, my driving licence is a bit out of
date. Two years out of date.

CHARLOTTE: Why? (Astonished.) Why
didn’t you have it renewed?

Pause.
KEVIN: [ forgot.

CHARLOTTE: And anyway, onc’s not
really meant to drive at all if one can’t
see. (She looks at KEVIN.) Is one?

KEVIN: You're right about that . . .

CHARLOTTE: Then what happens if
we're stopped . . .

KEVIN: Stopped by whom?

CHARLOTTE: The police, of course.

KEVIN: They won't stop us, (He mﬂﬂ%
They won't know | can't see, will th
I'm a very safe driver, | am in fact -
just keep going in a straight line.

CHARLOTTE: I'll drive, [ think.
KEVIN: You can drive?
CHARLOTTE: Yes - a little.
KEVIN: A little,

CHARLOTTE: Enough . . .

KEVIN; OK then. Why not? (He pulls

out the , holds them.) But the
whole of me being here was 10
drive the van.

CHARLOTTE: | know. (She smiles. )
Hu;wdm't want to get killed, do
we

KEVIN: No. You're nght, of course,
Here. (He hands her the keys. )
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CHARLOTTE: | bope you don't mind
me asking, but it's important . . . |
mean, what can you see?

KEVIN: Well, | can see you . . .
CHARLOTTE: Good, that's a start.

KEVIN: You've got black hair, haven't
vou? (CHARLOTTE is blonde.) Short
cropped black hair.

(Pause, KEVIN gives a broad smile.)

Actually you haven't. Don't worry. |
know you haven't. Only a joke, it's
apricot, a sort of apricot.

CHARLOTTE ( hard): Yes. I've
just had it cut, y.

Pause

KEVIN (suddenly looks nervously over
hisy shoulder then back at her): Sorry -
just having a look, that feeling gets to
E:u. doesn’t t':-m"}ﬂmmm ;

re. (He fee i of hiy soemach.
Christ! {H{ mf; mﬁiu;mnj
moment we'll be speeding along,
actually starting on it. I've got a
camera with me. And some film. Be
able to record it all. It's great weather
for it anyway.

CHARLOTTE: You're \rm? warmly
dressed for it, aren't you’

KEVIN: Am 17 (He smiles. ) 1 don't like
taking clothes off in public. | even sun-
bathe in 82 mackintosh.

CHARLOTTE: Do you really?
He glances at her.

KEVIN: You're not wearing sandals
anyway.

CHARLOTTE: How do you know ['m
not wearing sandals?

KEVIN: | can feel under the table.

CHARLOTTE: Yes. (She smiles.) |
don't usually wear sandals.

KEVIN (suddenly): | saw a film once, it
was only half an hour, but it was all of
feet, feet crawling, feet eating, feet
running over marshy ground and
things, even over hot coals, getting
burnt, that wasn't so nice. Just gone
through my mind, you see, (He
smiles.) Sorry, those pre-journey
nerves again. (Suddenly, o shrewd

lpok. ) You're a little keyed-up, aren’t |
e ot ing it. Don't worry
about it. (He moves.
(Fast:) Yeah. I used to go to the
ﬁnmnl?lynumﬁmgr‘uﬂtrmjmr
t really. 1 went every day for two
years. Almost. You know, see all the
movics - (He indicates his eves.) -
before these runout . . .
CHARLOTTE gives a slight, amused
smile. >

Go ahead. I don't mind people
laughing . . .

CHARLOTTE: | wasn't. | wouldn't
laugh at something like that.

KEVIN:No, honestly, | don"t mind
people h!ﬂnﬂ? it's no skin off my
¢clbow. 5F y smile.) It really isn't.
(He looks at the wble. ) Filthy here,
isn't it, in this cafe, start of the road!

A bit of fried egg here on the table -
full of stains.

CHARLOTTE: Yes it is.

KEVIN: Imagine when the holocaust
comes and places are all deserted
and there are thistkes growing on the
motorway . . . and there's grass

wing over the jukebox . . . and
E:lqu.\dhcumiquul of the
expresso, yeah . . . and tadpoles
swimming in the ladies.

CHARLOTTE (amused smile): Yes - |
can imagine.

KEVIN: And of course there'll be a new

e e
remamns o ! . i
il lue

the chip trays, it l;uF its small
eggs re, all over, this new
beast, suddenly and then

suddenly it eme Irnmﬂ:frreh.
this monster mv'g-;din batter, whole
body in batter, and it goes after the

last catching and ecating them.
(He ma() We'd be among lll:el
survivors of course,

CHARLOTTE: Yes, of course,

KEVIN: Great scenario isn't it, for a B
movie. Scenario de Bergerac,

CHARLOTTE: Yes. It's time now,

KEVIN: . I'm -T
shit, d:fto:n um:l!;rmu?n nmdlm as this,
must be annoying you,



CHARLOTTE: No. It's not.

CKEVIN: It's just nerves know, {Sr.uﬁf-
mocking miftm ) Not M‘m nervous,
of course.

CHARLOTTE: No.

KEVIN (bricsking himself): It's just 50
dmryi"nhm‘ il

CHARLOTTE: | have a few of these if
you like, moistened tissucs,

CHARLOTTE passes a tissue to
KEVIN.

KEVIN: Thanks, yesh. (He wipes his
{:nr ) Grreat things these.

ow I feel ready for mﬂhﬁk 4

m 4] SOHMC ASSCS

oo, uu;inn‘t‘::}rﬂr the journey”

CHARLOTTE (smiles): Th d
mmhlrpniﬁqpocawuﬂ::w

1IE5*IH "l"ﬂ.ml We mustn’t ge
stopped . . ;rﬁu}ﬂnumnd

CHARLOTTE: Shall we .

KEVIN (jumps Yes! H'r moves
ﬂmnn\rp&#j Il}:mknﬂ]mt
better have a for the road,
don’t vou? Get us in the mood. (He
crosses over. ) Get us travelling well -

along . . . we're going the
whole way . {Hr selects a nostalgic
Beach Boys standard. )

KEVIN picks up his ) Nice! It
erp : mcmbzm it
Let's leave. {Hhim:m}ﬁ:h
one, doesn’t il .

leave!

CHARLOTTE leaves a tip on the
table and picks up her bag.
KEVIN.EIM about him with
Thuuhmuld be anywhere,
it? This view - this smell, the
tnfﬁ:nut there - not just London -
we could be anywhere on earth.

CHARLOTTE (glancing round): No it
couldn’t.

KEVIN (quiet); No. (Then he grins. )
R ; Fqumd?

. No, come on - let's

CHARLOTTE: Yes
KEVIN: Great!

Blackout

ACT ONE 9
Scene Two

The verge. NICK blond hair, in his early
twenties, stunds staring down at them.
Suuud of r;rn . then guierer

mg in scene. KE and

nrr sitting with their

picnic basket, and a vai of ice-
cream, a bottle of mineral water, a
camera, an umbrella, and a book lying
beside the picnic basker.

KEVIN (staring ar the ice-cream): We
better have it now, don’t you think or
it'll melt.,

CHARLOTTE (glances round at him):
You're always wanting 1o eat, anen't

,m"l
KEVIN (smiling): No. No I'm not, But |

bought this specmlly. See, mocha
Hmnéhﬁp ht;'EHt {Hrﬂ_m the lid

slighuly.)
NICK (culls down at them): Hey!

KEVIN: We don't have to have it now.
if you don’t want. Save it till later.
Easy. (He moves the vat of ice-cream. )
It's nin: and cold anyway.

CHARLOTTE (guietly 1o h : I've
got to phone home at some pot. |
mustn't forget. I've got tupﬁm
mother. (S %i'ﬂnm at him.) Why
don’t you cat it if you want some -
go on!

KEVIN (lifts the lid of the ice-<cream): |
don't know . . .

NICK (very loud): Hey!
They nirn and see him,

KEVIN: Yes?
NICK moves closer.

NICK: 1. .. (He sniles.) | saw you get
out of that van just now, the old one
back there.

KEVIN: Yes, that’s the one - she's just
being filled up.

NICK: And | just wondered - (He
smiles, Jﬂﬂt.:frmmrmmrumrr]-
which way you're going?

KEVIN: Which way we're ning’.’ (He
glances at CHAI{L

NICK: M:]ruugnmgnnrﬂlhyw
chance .
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KEVIN: You mcan up the motorway?

NICK: Yes - are you?

KEVIN: Yes, | think we are. We're
going that way. (He indicaies. )

NICK: That's north.

CHARLOTTE (sharp): Yes we know.
KEVIN opens the lid of the ice-cream.

KEVIN: | think we'll have the ice-cream
now don't you, get it open, before it
disappears.

HICI And | was wondering — (He

_}II-'II wondering II' you had

m:r room

KEVIN (looking up): Any room?

NICK (érritated): Yes.

KEVIN: You mean in the van?

NICK: Yes, for a lift

KEVIN: No, we don"t have any room at
all. I'm sorry, we're full-up.

NICK {quimr mﬁlﬂ} w&h wh:t?

M

HICH Snm‘ﬂlt thanks. (He moves

ﬂ{hm l:ﬂlﬂl: anything else
you want .
NICK: No.

I{E\-"IH{
mu.onfsr We don't mean 10 be

just full up. Want an cpg?
ﬂﬂilmd of boiled eggs here?

NICK: OK. (He Smiles.) Thanks very

much.
IIT.E‘V[H I'll peel it for (He begins o
hﬂuln

peel it very slowiy.)

it, hottest summer there's
cver . (He behind him. )
Can l:mrl:lhr see pylon back there -
through the haze,

CHARLOTTE: Hardly, no

KEVIN: The road may melt, of course,
mnlltMI No, s:r:lmﬂy.m:dsm
me now, tl'.lﬂ'H, Lﬂlut*lmm]
Mﬂtﬁtm Just look at it, :.-uu::-nm
smell it from here, n:ltrﬂdjrﬂnmng

to bubble a little. (Pause.) Not a

ight. Great setting for a
Pcdern day Weaeim woskin® 7
NICK amused): Yes | suppose it
would be. (He glances with an amused
grin. ) the free-
way, g to their rent lanes,

?“““"' everything, (He smiles.)

[ -

KEVIN (smiley ar him): Yeah . . . sofry
we 't help you

NICK: That's OK.
KEVIN the he was peeling for
NICK into kis ows moush, Ly

CHARLOTTE: Careful Kevin — it's still
got the shell on.

KEVIN: OK thanks - 1 t1'd got
it all off. (He looks at N1 }Ilrrl

doing it for you, wasn't |,
Humﬁ:mfm {E

m;iquEHm
the mineral-water H[ﬂinﬂdlﬂ

it.)
NICK: There!
KEVIN: Thanks.
NICK: Lucky it had the top on, isn't it

KEVIHi:'ﬂlrylhnmﬂtﬁnﬂulll-
hnpt more scess. (MHe al
) }coops

NICK (watching them): Where
going? e

CHARLOTTE: Scotland.

NICK: That’s nice isn't it. (He smiles,
them.) I'm going to Scotland
too actually, as it happens.

KEVIN (hardly listening): And back. We
going and back.
NICK: 1||||"i|.ilil'lﬂ, relatives you see.
KE\I"IH him): Great. That's
try that. Mocha almond
{fkhnﬁﬁmnmrwﬁb
cream. ) Should be OK.
NICK: T?unlm (He takes the cone and

KEVIN:; How s it?

NICK: Yes, fine. (He takes another
cautious lick.) Tastes a little of petrol
but it’s fine.




ki
KEVIN: Petrol?
NICK: Yes — just a little,

KEVIN: Can't taste of petrol can it?
NICK squats, picks up the book.
CHARLOTTE: Careful of the ants —

they're everywhere.
NICK: Yes, of course | will.

He flicks the the book;
CHARLOTTE s fenoe
Kﬁ?ﬁ:ﬂm?mhﬂﬂhmﬁl
it. Nasty stuff petrol . . . occupationa
hazard you know.

NICK (amused): | understand. (M
fil:h[ilt inr-:mmﬂ'! very nice o

-

¢

mﬁw ﬂﬁqp:muuf

KEVIN: Yeah. (Suddenly pushing his
hand into the ground:) | wonder what's

KEVIN: See it! Can you sec it!
NICK: Yes! It's very low,
CHARLOTTE: It's a really large one.

KEVIN "Anﬁlmfjr shouns): Get away!
Go on
You want to stretch out your hand,

dont - pull it down, it out of
the -.t,’.”wf:nﬂ be H.Iﬁ under a

KEVIN: [ once went 1o & concert near
here. 1 used to trvel mound a
ot you see, Greal concert here
somewhere, vou know outdoors, years

Rgo.

ACTONE 11
NICK (smiles lightly): Yes, | can
remember all Il!n.l}mn

KEVIN: | don’t emember the planes
though. Sorry - nostalgia comer there!
Take a picture shall [ - (He j up,
up the camera. ) - of this haze.
{ ﬁttwhm: m-l:u :mu it's hm:i‘f
e camera. ) A landscape. (He
clicks, moves his position. ) There!
1A with road! (He
again. ) Great shots.

NICK: Yes!

KEVIN: It's good to keep a record. See

what's happening in the countryside.
Yeah, be great 1o put a camera in the
ng as we move, whole

NICK: Don't forget to wind on the film.
CHARLOTTE: That's rght, did

wind it on Kevin? s X
KEVIN: | have now. (He does so.) Take
one of you Charlotte, shall I?
CHARLOTTE: No, thank you.
KEVIN: Come on, don't be shy.
CHARLOTTE: | am shy - I'm not at all
photogenic. People are always teasing
me

KEVIN: No, come on, it'll be great. Just
one picture. Come on, no keep still.
CHARLOTTE: Please Kevin - I'm

asking | don't want my picture
utmmruu'ma:lhﬂnmmm

front of strangers.

NICK: I'll turn my back — (He smiles. )
I'm not watching. (Bur he doesn’t
move. )

KEVIN: One, two, three, nothing 1o be
afraid ol

He snaps; CHARLOTTE jolis.
You moved!

NICK ( ing, amused smile): Why
you going to nd?

KEVIN (winding on the film): What?

NICK: Why you going?

KEVIN: Business.

CHARLOTTE: And a very short holi-
day.
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NICK: What . . . of you don’t nund me
asking . . . what sort of business?

KEVIN: What sort? Just business, that
sort.

NICK: | see. (He smiles, glances at the
book he's holding. )

CHARLOTTE: Are reading that
book, because ifmin.u e

NICK (smiling): No - does it look like
it’

Awkward atmosphere. They warch him.

I mean, sorry 1o be curious, what’s the
van full of?

KEVIN: Packages.
NICK: Packages of what?

They look ar him.

Sorry, I'm just interested.
CHARLOTTE: Packages of leaflets.

NICK (flicks one out of the book, from a
wadge which is bﬂutiﬂ its M:f'_!:: Is
this one of them?

KEVIN: What's that?
NICK: They're lots in this book.

KEVIN: Yeah - that's one of them. (He
looks at CHARLOTTE.) There's no
reason why he shouldn't know is
there? Don't muck it up will you?

NICK: Can 1 read n?

CHARLOTTE: If you have to_ . _ if
yvou're really interested.

NICK glances at the leafler.

KEVIN: 111:;‘1': nicely printed this time
aren’t they’

CHARLOTTE: Yes.

Hlﬁlﬁt;ﬁupm:ﬂ ): The English People’s

KEVIN: Yes - that's what we are.

NICK (grins): What? All two of you.
Silence.

I'm afraid | baven't heard of it Is it
new?

CHARLOTTE: Not all that new, no.
NICK (begins to read the leaflet, they

o i g St 1
Jaugns. ':L bl AITE
reads, skippin leafler.

Have . about nd :.

lately, England now . . . the ordinary,
inng-mﬁe:in*‘ ish people. Pollu-
e thril breadth of

n uted, e river, €
field! Pnlﬁiun on lw lic “l\::ry
Urban Wastelands — (He smiles. ) — the
sad urban wastelands, disaster of oyr

city centres . . . 00 many
crammed together like mi%
S vitsing violencs: Sisiingl to%a 458
Vio , eniminal town
wn planning. Impersonal
overmmeni = ond people offered

no chance or choice, :ru:hﬂlﬂf
of Uie Conntiysigh - fus couinyide’
of the Countryside — the coun
has been mauled | . . disastrous series
of mistakes . . . the worship of the
motor car . . . internal combustion
e reneie ey

4 ve
pcorh:sl'.itu w4 : Preserve . .,
exclamation mark . . . Preserve. (He
turns the page.) Preserve.

Silence. He smiles,
Priy dhisci g M g e
CHARLOTTE: Yes.
NICK {amused); You two . . . Both of
you together.
KEVIN: That’s right.

NICK: Going up the road, handing these
out,

CHARLOTTE: Yes. What's the matter?

NICK (smuling): It's just a little sur-
prising finding you two picnicking b;{
th:mgu.lnd ing this. (He
looks at the leafler with a broad smile. )
So it's conservation, and kill the motor
car.

CHARLOTTE (looking at KEVIN):
He's not really interested. ;

NICK: Of course 1 am. Can | keep this?

CHARLOTTE: Only if you're really
interested.

KEVIN: I think we better clear up,
hadn’t we?
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CHARLOTTE: Yes, we're five minutes
behind schedule.

NICK: Sdmd‘nl:!‘{Hegrms}"t’nuwgm

a sc
CHMEDT‘I‘E ‘I’H,ﬂunlmdnw
think you could pick that up 1‘.5-‘::
Wmﬂwin«mmhﬂ lefi
ing, NICK picks it up ‘}Iujun
fter's not very nice, Illl
RE.\'IH Even by a motorway.
lltuk;th:} ic basket, shall
up ¢ mecting you,
iﬂﬁ'lpmdtnp uci
{Ht;tm.
HICIE cks up another piece of litter,

in her plastic litter bag): There.

CHAHLU'ITE That's right. Could you
pass me the mineral water, please.

NICK: There.

CHARLOTTE sies, methodically rolly
back ker sleeve.

CHARLOTTE: The sun doesn't do me
any good.

NICK (wasching, smiles): It looks as if
K\ mgnmltuthe:mumﬂm

EHARLGTTE Don't be st HI::ISI:
don’t talk like that, {Ehrﬁ
mineral water, suddenly sp
her arm. ) That's better.

Nlcic Are (He laughs.) Are you
o s 1 English Fmplt s Party
lnp

CHARLOTTE: We wld you, yes.
NICK (smiles): 1 don't quite believe you.
CHARLOTTE picks up the litter.

CHARLOTTE (detached): And what do
you do?

NICK: I'm trying 1o be a teacher.

CHARLOTTE: Good. (Ner unpleasant: )
I hope you find work.

NICK: And you're going all the way up
the country.

CHARLOTTE: Yes.
NICK: I'm going that way myself.
CHARLOTTE: So we gathered.

i:nwr

ACTONE 13
NICK (picks up another piece of litie
big smile): "ﬁ iy

EH{!H].D’ITE ['Hunk you. l"I'.'I-n:» you 5
alw to force yourself on peop
for frce Ws?

NICK: Yes. Quite often. Yes.
CHARLOTTE (not unpleasant): Must

make you lar, mustn't it. (Holding
her bag:) Do you want the ? No.
You can have them. We'll them 1o

you.

NICK (laughing, amused): No, thank
you,

KEVIN eniers.

KEVIN: There!
Ready? Prepared?

CHARLOTTE: Yes.

KEVIN: | must find my shoes. (He
glances round. )

NICK: Here they are! They're here. (He
finds them for KEVIN.)

KEVIN: Great. Thanks. Knock the
insects out. (He does so0.)

NICK: How about as far as Nottingham?
Slight pause.

CHARLOTTE: | don't think so.
They move 1o go.

NICK: Won't you be needing these.
They turn.
Your car keys. (He holds them up. )

KEVIN: Oh ;:mu thanks, We ought to
have Yeah

NICK: You would Inw: left them behind
wouldn't you? (He holds them.) Do 1
get a lift now, just as far as Nottingham.

Pause.
Come on, why not? It won't cost you
anything.

KEVIN;: No . . . but .

NICK: Wh;,rnul Iwnmlhchuhewlyn[
anything, will L.

KEVIN (casual): No . ., but .

NICK: And;mumldalwruym
convert me, couldn’t you™
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KEVIN: Are you really interested?
NICK: In a way.
FPause.

KEVIN: OK. not. To Nottingham
then. i

NICK (smiles): Here.
NICK wsses the keys, KEVIN com-
pletely misses them. CHARLOTTE
stops, looking for them.

There . . . to your left.
KEVIN goes to his right.
No, to your left.

KEVIN: Yes, (He pi
stare at NICK.)

Blackout

them up. They

Scene Three

The sun
CHA
IlﬂBERTEﬁm;.

el
¥
b:f Iﬁﬂpphlbﬂ:r

CHARLOTTE (staring behind her): Has
h:m:tq:?}.iﬁrmmﬂﬁv " |
Has he?

KEVIN: Yes, he's just behind you.
ﬂiAR.LDTI'E swings round as NICK

El-lAHIﬂﬂ'E We said Bedford, didn"t
we. You'd leave at Bedford

NICK (grins): 1 know,

CHARLOTTE ( down o
KEVIN}: I wish he'd go away.

KEVIN: It'll be all right - he'll leave.

CHARLOTTE (staring down at MRS
ROBERTS): she is, anyway.
KEVIN: Where?

CHARLOTTE: Over there.
KEVIN: You sure that's her?
CHARLOTTE: Yes.

mf KEVIN lll!Mnsf -

KEVIN: The one on the list?
CHARLOTTE: Yes. (She turns jowards
mmjﬂruu have to be here, please
be polite.
NICK: Of course.

They approach MRS ROBERTS.
CHARLOTTE: Helio, Mrs Roberts.
MRS ROBERTS flicks round and |
stares up at her.
It is Mrs Roberts?
MRS ROBERTS: Yes, yes it is.
CHARLOTTE: I'm terribly sorry we're

s0 late.

EEH’IH We had a bit of a picnic you

HICIE hnn,’tﬁnd it's
w“g.ciﬂ:m! isn't it?
MRS ROBERTS: That's perfectly all
right of course. How do you do . . .7

CHARLOTTE (they shake hands): I'm
Charlotte. We met very briefly before.
The February meeting.

MRS ROBERTS: That's right - yes.

CHARLOTTE: This is Kevin Gellot.

KEVIN: Hello. Great 1o meet you.

MRS ROBERTS: Yes,
towards NICK who Hm
distance away. )

CHARLOTTE: He's nobody. He
mn?mﬂd#;hmhﬂuﬂu
dropping him off.

MRS ROBERTS: Yes, |
th:mndrubummym
didn’t have to leave the motorway.

And it's always empty, here in the sun
lounge.

NICK (smiles): The sun lounge . . .

The muzak cuts out, An announcement
comes over the : "The coach o
mﬁmhmmﬁﬂ
minuies, please ke your seats’.

MRS ROBERTS (lboks round ar the
speakers): | have 1o listen out . . . For
my Do you nntln:nhh;‘!
Some tea? Some chocolate. | could go

and fetch some.



CHARLOTTE: Thank you.

MRS ROBERTS looks anxiously ar
NICK.

NICK: I'll stand, thank you. I'm only

here to watch

IEE’ﬂH;mh; : It's incredible here
- the hlﬂ{hhﬂlﬂuﬂh
traffic, just watch it

MRS ROBERTS: | know, there was an
accident last time 1 was here and
nobody heard it. It was extraordinary
really.

NICK (smiles): 1t's just like an airport i
Iu‘m:m'!il?? e =

KEVIN (seriows, staring out): Yeah . . .

MRS ROBERTS up): It's all
riﬁlhrymh:mih: She smiles. )
I do hope it’s all e can
manage here 1 think, do what we have
to do. | mean it's quite nice here, have
you seen the pictures on the walls, the

m“’““‘.&ﬂlﬁm.m
utiful views, and on all the ashirays

and the mats. Sce, (She indicates the
wil

mats. ) and brochures too. shows

(She short laugh. picks
a
'“E "re lovely, that's one of
home | think, the North Downs.
KEVIN (staring down): See, look at that
m.nh@nﬁnﬁmnﬂ.hﬂrmgﬂ
round the bend.

NICK: You don't like traffic, do you?

Over the speakers: "The coach o
Newcastle will depart in one minute.
Take your seats”.

MRS ROBERTS (smuddenly urgent): |
mustn’t miss the coach back. That
would be terrible - I have to fetch the
children.

CHARLOTTE: Yes, how are they?

=
=
-

yes. re very well. (She looks at
the But I know you want o
get 1o business. 1 know you're
very short of time . . . and so am |.
We must do it. (She looks at NICK.)

NICK (wmiles): Yes . . . I*H-I[H;Frh.'.]
I'll make myself scarce, shall 1?7 I'll
lay the machines. That's OK is it? |
ve a habit of winning on these. (He
moves over o wo machines

standing side by side. )
CHARLOTTE: Don't worry about him.

MRS ROBERTS: Yes, this s a quiet
comer mnj - it's so big bhere,
There's ¥s @ comer you can
be unnoticed. And there're hardly any
black waiters, or black waitresses,
oies aicely.) Dt hay dou' e
5 ‘ 't seem Lo
have them ‘]v:nn She furns in
her seat.) Sorry, I'm a little worried
about missing my coach,

A lowd buzz is heard through the
muzak, then a voice: "The coach o
Newcastle has lefi, the coach w
Newcastle has now left’.

MRS ROBERTS (glancing at
CHARLOTTE): Th:l:imlmuch
time to go you know.

KEVIN (suddenly, still staring out): |
went 1o & concert near here.

MRS ROBERTS (io herself): Oh yes.

KEVIN: An open air concert, a long
time ago now. It was a festival, A
huge one. And at the end, the last
evening we walked back along here,
down motorway, nght down here,
brought the whole to a standstill.
There were | rs, people lighting
bonfires along the way, sword
swallowers, a whole fayre. It was three
miles long, a great sight, a
column, and a whole colou
iL

NICK: Three lemons and a cherry. Four-
teen! Fourteen! You see | always win.

army of
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KEVIN: Can almost see it now, And
hear it. Then fade back, fade back to
the road, lh&&uunlﬂu Hﬁhﬁl
to . . . now. We're going all t
up that road. ¢ g
The eakers: "The coach to Crewe
will leave in three minutes, The coach
to Crewe will leave in three minutes,
Please tuke your seats’,

MRS ROBERTS (looking towards
KEVIN): We ought to get on,

CHARLOTTE: Why don’t you join him,

Kevin, just for a moment. Play the
machine.

HI{;HT{mmng}: Yes, come and try to
win

KEVIN: Great! Of course.

CHARLOTTE (0 MRS ROBERTS, as
KEVIN goes io the machines): There's
our latest circular for you 1o read.
The membe 's rising you know,
through word of mouth, and our
advertisements have been successful.
They've done very well

MRS ROBERTS (takes the circular):
Thank you.

KEFIE: I tmmnl to know somebody that
cou t these machines to
{Juﬂ hyE:::khn' ing them. Li;r.' lﬁ!mg .

eah, they loved i, it was L. they
cou up like anything, loved
it, (MHe rubs the handle of the machine
in masturbatory

NICK (laughs): Hey! What you domng?

KEVIN (grins): Sorry about that, bit of
l:rm:litjruf:r you there.

MRS ROBERTS (having glanced at the
circular): Thank you. That's good
news. I came here last week as well
vou know, on party business.

CHARLOTTE: Did you?

MRS ROBERTS: It's good to get out of
town for once, It was my hushand’s
night out, 1 took the coach, full of

people shouting and screaming, as you
can imagine.
CHARLOTTE: Yes.

MRS ROBERTS: I got Eileen from next
door, she's a very excitable girl, but

fish.

she came round 10 mind the kids.

NICK: Four strawberries. Sixteen!
Sixteen!
Don't do that Kevin,

KEVIN (wrenching at the handie): |
NCver win.

MRS ROBERTS: | came here to meet a
schoolmaster, a Mr Godfrey. He's a
very nice man, very well-mannered,
You wouldn't know him but . . .

The speaker: ‘The coach 1o Crewe will
in one minute. The coach o

Crewe will depart in one minute. Take

Wﬂﬂ'-

MRS ROBERTS (swi
announcement iy
musin’t miss my coach. We have so
little time, but I must tell you this,
may I, quickly (Fasrz) . . . Mr Godfrey,

i
¢'s o teacher at A
He teaches Latin and French, | think

:L is, he's a very 1::1:1-:: mfl::h h:ifuh

1 strongly. re'sa them
al :Ilﬁi ::hml}win ?hnn I;'l nice isn't it,
to meet somebody that feels things
strongly, instead of just muddie.

CHARLOTTE: Of course.

NICK: Four cherries. There we go -
another eight!

KEVIN: Don’t know how you do i,

MRS ROBERTS: 1 came here to meet
him. Bur he didn't turn up. [ don’t
know why - maybe he couldn't get
away. | was here, in this very seat, for
hnmwmd hours d:ajtin;, It was night.
you get some rather strange peop!
about at that time you Inﬁn. their
laces coming up 10 vou.

KEVIN (by the machine): 1 never win
anything.

MRS ROBERTS (fast): 1 went and asked
them to call him over the
Call Mr Godfrey. see if he was some-
where in this huge place, in a corner
somewhere. But they wouldn'y,
(Urgent:) | tried to phone him too -
.':j" you this I:EE. if there's thkn: fivin
it's to talk to : now - |
tried w phone hﬁ.%erﬁ cighteen
telephones back there, | don't know if

rounds ax the
): Sorry, | just
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CHARLOTTE: Yes, of course.

MRS ROBERTS: There's so little time,
E Tknow., .. ﬁhrghmmﬂher
shoulder. ) - but can | tell you this too,
I think I can. (She looks at the loud-
speakers.) You see | had rather &
strange experience when I was here

NICK and KEVIN return.

1: NICK (grins): | won over a pound.

- KEVIN: He's really lucky — really really
| lucky. They just poured out for him.

~ NICK (smiles): I'm always lucky.

CHARLOTTE (to NICK): Ssssh . . .
Mrs Roberts.

MRS ROBERTS: Don't you want to sit
down . . . | was telling Charlotte . . .

The : "The coach 10 Crewr has
left. coach o Crewe has now lefi’.

Louder:) Yes! 1 had 1o wait such a

time here last week and | had . . .

I'll show you - (She gets up.) - if you
excuse me . . .

NICK moves owl of the way.

You don't mind me showing you. (She
i Ihl:mz.;llur.}“wgsm
alone sce, by myseli, by this
ndhm.uﬁhmluw:ﬁnhmﬂ:
coming out of it I smelled this strange
heat, and saw this piece of smoke.
She smiles,) It was coming out, you
see. (She shows with her hand. ) And |
saw. here ~ (She in the radiator. )
- there was this plastic thing lying
in the radiator ing. ( h‘r:e”I
thought it was a bomb put there,

1 shouted. They came — after a

time.

ﬁynidhwm‘lahnmh.ldldn‘l

:

ACT ONE 17

know whether to believe them,
whether they were just saying that, [t
was tening of course. They

fe Is wm:t :: Igm::.:m puf.l‘.:h uﬂ."{ﬂ:* )
r ]
think there's some there now, a little

left. Yes. (She smiles.) Whatever it is.
(She smiiles ar them. ) |'ve told you now,

CHARLOTTE: Yes, it must have been
unpleasant.

KEVIN: Oh yes.

MRS ROBERTS: I think, | think
who do that, leave and
thin these terrible hoaxes, have to
be dealt with now. 1 think they
have o be shot really. (She smiles. )
Don’t they? Shot on sight.

The speakers: 'The coach 1o London
will leave in two minutes. The coack 1o
London will leave in two mimales.
Please take your seals’,

MRS ROBERTS: It's not my coach, but
the next one will be, 1 have o get that
one, can't let the kids get the school *
bus - they're all so violent on a Friday,
E:!I the kids, nrcln'l wu;y? "

ome on quickly, re's my
(She scrambles with her bags. ;'ﬂ
must do it now, mustn't we, quickly |
know. It's all in here. (She opens a
large bag.) This is just . . . just a book
of cuttings, | 1 vou'd like to see.

(It is a book like a child’s album. )

NICK (smiles): A book ol cuttings?
CHARLOTTE lllm- NICK): Don’t you

wiant 1o play t machines again?
NICK: No, not now.

MRS ROBERTS: | stick things in here,
to keep a record, so 1 remember
whal's ing in the world. It's not
vEry ﬂ::m: I'm afraid.

KEVIN: Great! Look she's stuck every-
thing in there.

MRS ROBERTS (opening the scrap-
book): There's Mr H:'ﬁ: of course, the
Relph case, you know, the case of his
board, his notice, ‘NO BLACKS
ALLOWED TO BUY THIS HOUSE,’
you know about that of course. Then
there's the piece about trouble at the
comprehensive. A stabbing - a black boy

did l?:v. It's extraordinary what goes
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on, isn't it? | mean you notice it all the
time, I'm not that

ﬂlﬂjm:ﬂl'mlﬁﬂd‘l bruised
times lust week. (She beging o roll

g
:
g
i
=
:

CHARLOTTE: Yes, that's horrible.

MRS ROBERTS (smiles): And I'm
afraid it does hurt. It really hurt
rather a lot. (Louder:) It still does!

KEVIN (lpoking at her arm); Yes, that
must do. ;

NICK (staring ar her): ﬁl’l.'.'?‘tﬂl
me the National Front.

HIIIS ROBERTS (looks up): Yes, yes
am.

NICK: Christ,
CHARLO

MRS ROBERTS (
sleeve): Sorry | know | shouldn't have
bothered you with that. | just wanted
to tell you, you see. My coach is

mmg"ngw any moment they'll call
it. So here! Before it comes, here it all
is. (She ges in her bug.) The

lhm%ﬁe;m.,.ldnn'ihmif

they Il come in useful. This is = (She
parcel.) . . . this
's what the name is

He siares at
E.) Did you hear that?

ing down her

Pﬂfi'l el @ cru

IS an :ilcl*lrni:t.

isn’t it It was going so cheap, 1
you might want hfm

CHARLOTTE: Thank you, that's
marvellous, isn't that good Kevin?

KEVIN: Yes, that's great.

MRS ROBERTS: And this Is - (She
pulls it out of her bag.) . . . here's
some wire, a large roll, see, strong
wire. | don’t know if it'll come in

uscful. But it's very strong.
NICK (astonished): Wire! What's that for?

CHARLOTTE: Thank much.
That's wonderful. s

MRS ROBERTS: And here we are now,
here it is. There, {Sﬁepulhmufﬂ;

bag a of bank notes
the sort o r cheese is wrapped in.)
There's and 40 pence. I'm very

sorry, [ thought it was going to be *
more. | thought we were 0
manage at least £110, but it's only £83.
Do you want to count it, you better do
it quickly, 1 expect you do, don't you?

CHARLOTTE: No, that’s all right thank
you.

MRS ROBERTS: Not nearly as much as
we hoped. It's so difficult to
mh to keep their word m“:'.Fll

re not o disappoin
kmwﬁu terribly.

CHARLOTTE: No, of course we're not.
(With the money.) That's wonderful,
isn't it Kevin?

KEVIN: Yes that's great, It's a lot.

MRS ROBERTS: | dont feel that it's
nearly enough really.

NICK v ¥): Why are you a
E: ; two organisations Mrs

MRS ROBERTS: What? (She looks up
at him.) What did you say?

The : “The coach to Preston
will in one minute. The coach
to Preston will depart in one minute.
Take your seatx’.

MRS H.DE:.'E%HT]‘:;:;IN': it now! That's
my coach. ¥ have Iy g
us One minuie now. P

CHARLOTTE: Here's the receipt for
the money.,

MRS ROBERTS: Of course thank you -
tf 1 miss the coach - [ don't know what
will happen about the kids,

CHARLOTTE: Kevin, could
help Mrs Robers? e 0

KEVIN: Of course. Here, I'll take those.
no trouble at all, 3



HRS ROBERTS: Thank It's always
- sucha m h:*:uﬁ%' Everything
ust one . S0 nice sce %
ing able to 1alk, even 'Eurlu“#u:tn:
time. I'm sorry [ didn't have more for
you.
KEVIN moves off.
Bye Bye. (As she leaves:) It is like an
m.l" ﬂhﬂ'ﬂ. like he says.

Silence.

NICK: Christ! { He smiles.) And |

~ thought she was almost normal at first.

CHARLOTTE (mums): What?

;HIEE: She wasn’t obviously cranky.

CHARLOTTE (sharp): Why should she
be cranky. She's no more cranky than
you Or me.

:Hlﬂﬂ:rm:nnr.ﬂ?fmﬂﬂ}hh

ectly normal! The usual goings-on

| Eﬁfhtﬂmhunpllw:h:s
lonely.

- CHARLOTTE: No. | don't think she’s
lonely. (Maser of faci:) There are & lot

| more people like her.

:ngéhmnﬁuhpulmid.wm*t

CHARLOTTE has moved over fo the
radiator. Over the speakers we hear:
"The coach 1o Presion has now left.
The coach 1o Presion has now

departed’.

NICK: There. She’s gone anyway. One
of your more extreme members 1 take
it - is she?

CHARLOTTE (by the radiaior): 1 don't
know.

NICK (sharp): Why is she a member of

CHARLOTTE: It's her choice.

NICK: Making sure she's fully covered
for when the holocaust comes.

Pause.
Charlotie.
She nirns.

You don't mind me calling you that |
presume.

ACTONE 19

CHARLOTTE: It doesn’t worry me, no.

NICK (suddenly): So you're the sort of
conservation wing of the Natonal
Front . . . are you?

CHARLOTTE: No, we certainly are not!

NICK (moving nearer her): 1 mean the
National Front’s no joke anymore,
Charlotte.

CHARLOTTE: Of course not. It never
has been.

NICK: Are you connected with it in any
way?

CHARLOTTE: No we are not! Why
should we be? ‘re aware of our

existence. But re not really
interested mrw?:;:

NICK: Oh yes | am! Very! ( near
her:) 1 mean thﬂcdnymasﬂh all
this, Charlotte”

CHARLOTTE (facing him): Stand in
what?

NICK: I mean she was saying some
pretty hideous things.

CHARLOTTE: She has her views . . .
and 1 have mine.

NICK: And what are they?

CHARLOTTE: You know what they
are. You read the leaflet.

NICK: | want 10 hear say them. (He
griny. ) Explain ﬂm}r:::umt. Charlotie.

CHARLOTTE (firm): No. You'd only
maock wouldn't you? (She feels the
radiator. )

NICK: ls there anything there?

CHARLOTTE (she feels very carefully
then pulls Mr[llmd away suddenly): |
don't know - | don't think so.

NICK (grins): Of course not.

CHARLOTTE: Why of course?

NICK; She's the sort of person that
thinks there are bombs and landmines

litter bin, illegal ;m'l“f““
cve re, d in the limng o
every car, im*trﬂ’.' Why did you take
that wire off her?

CHARLOTTE: | had to take it, didn™t 1?
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She would have been offended other-
wise, If it's no use we'll probably use it
for our Christmas decomtions.

NICK (smicles, amused): | see!

CHARLOTTE: We can’t get nd of you
here 1 su - You'd only go straight
down sit in the van, wouldn't you?
You leave finally at Doncasier.

NICK: That's right. | promise,
KEVIN enters, smiles at them.

KEVIN: Ready? Ready to hit the high
road are you?

CHARLOTTE moves away from
NICK.

CHARLOTTE: Yes . .. we're ready,
Blackout

Scene Four

Cinema posters and stills on one side

the stage. Hot dog van in the middle. The
van is mlp% The smell of onwons.
.Smugpu piled up. Fanta orange machines
and Coke machines in the hot dog van. A
pocket television flickering ar the side of

the van, Night. Stark lighting.

KEVIN aﬁh CHARLOTT I:gsmﬂing

waiting nervously.

KEVIN: How long?

CHARLOTTE: He said ten o'clock. He
should be here very soon. (She fooky
about her.) 1 don't even know what he
looks like, but he’ll be here. (She rakes
oul @ handkerchief, wipes her face. )

KEVIN: This is the right
You've looked on the list?

CHARLOTTE (sharp): 1 told you, ves.

KEVIN: You all right, Charlotte?

CHARLOTTE: Yes, I'm fine. | could
have done without the company we
had on the journey.

KEVIN: Nick?

CHARLOTTE: Yes, we've done
well otherwise, haven't we? We're
ahead of schedule. (Pause. She glances

. m?

around, ) 1 just feel a little exposed
mdh;nftheu.
KEVIN drinks from a wine boule.

Don't drnk 100 much, Kevin,

KEVIN: No, of coure not. (He rakes
another drink, nervously rubs hand
across the wall.) It's pretty filthy
round here isn't it?

A police siren in the disiance. .
KEVIN (flicks round): What's that?
CHARLOTTE: It's all nght — (Bur she

tenses slighely too.) | saw a fire _

dash up a street in London not so '
ago. It was two, three in the morming.

All the streets were deserted, but it

was roaring up them, screaming its

head off, its siren was . It
came to this square, and going
round and round in circles, making
this extraordinary noise. 1 think they
wr:e having .a bit of fun, trying to
wake up. But nobody stirred.

H[?bog mm;::l Nobody moved at

all.

NICK enters, CHARLOTTE looks up

i SUrprise.

CHARLOTTE: What?

NICK stares at her, slight smile.
CHARLOTTE: Why are you here?
NICK: | followed vou.

CHARLOTTE: So I see. Why?

NICK: | don't know really. Just an
rm_lﬁgh!:. an instinct, | hope you don't
mu .

CHARLOTTE: We had said goodbye.
NICK: | know.
KEVIN: Yes, we had Nick.

CHARLOTTE: You don't intend 1o
stay here | hope.

NICK: What? ( Worried by the tension in

the air:) 1 thought you'd be pleased to
sce me. (Pause.) t's happening
here anyway?

IEIIEV'::‘?? (suddenly looks up): Yes, where
is he’

NICK: Who? (He wrns, stares at




CHARLOTTE.) Who you waiting for
Charlotte? s
CHARLOTTE: We're .. . waiting

for someone, that's all,
NICK: Who? (He stares at the hot dog

stand. ) Not him? (Me looks ar the hot
ﬁ ;-ml.! The hittle man from behind

CHARLOTTE (very quiet, controlled
nerves): We're waiting . . . fora

KEVIN: Sec here - it's just chosed down.
NICK (swings round nervousiy): What?
KEVIN: The cinema! Last week - it's

-~ closed down, it’s finished.

NICK (swings back again): The hot dog

- man. Youre 'I'lil':f'g'fﬂl the hot dog
man!

i E#IILU'ITE (very guier): 1 didn't say

L.

" NICK (excited): 1 don't believe it. 1 can't
believe it! You mean he! (He points. )
Him! The ?y who stuffs 5 into
these. (He holds up a fistful of onions. )
He's one of you - is he?

CHARLOTTE (very quiet): Is he what?
NICK (shouts): One of you? A member.
A member!
She is sitting on a siep, completely still
No reply.

NICK smiles. ) He s? (Moving
Ewnd: And jr':l:m'w come to collect off
him — have you”

Pause.

What's he going to give you?
CHARLOTTE (very quiet): That's our

business, | thin

NICK (delighted): So he is going to give
' Eunethiua} (Lowd.) gg;m on!
mu you going to get off him? (Fast.)
What secret goodies is he bringing?
What's he bringing?

KEVIN: Same as before.

NICK : S before, |

why you s0 nervous’
CHARLOTTE: Nervous?

ACTONE 21

KEVIN (trying to lessen the tension):
Here, want a fag? Help you calm
down. (He gives him a cigarerie.) When
I start rolling one - 1 like rolling seven
ar eight.

NICK: You're not going to get arms off
him are you, Charlote?

CHARLOTTE remainy sull,

CHARLOTTE (puzzled tone, quiet):
Arms?

NICK [nuﬂﬁg. mocking): 1 mean he's
not . . . (He lawghs.) he 15 not going o
a few grenades out of the
sausages and hand them over 15 pence
a time. Do they come with onlons, or
do ?l'ml g0 out to a dark mm!ri'hn:
with him and get them there. (He
moves over to the hamburger stand,
stares at it. ) Fortunately for you, |
don't bebieve 1t's possible. 1 mean that
is just a little too unbkely, just a uny
bit too fantastic. | mean it's been a
strange day, but not that strange.

CHARLOTTE: Please, just go.

NICK flicks through the buns on the
stall,

NICK: Is it just from this one charming
litthe stall or will any do - are there
hundreds dotted over everywhere, the
whole country?

Silence.

( Loud.) Charlote? (With nervous
energy, trying to get a reaction. ) |
mean, the terrible thing about
grenades these days is they all come
covered with tomato juice and mustard
already on them, whether like it or
not, not like the good old lish
nade. | mean there's absolutely no
Frt::dnm of choice anymore is there?
You can go into a nice ordinary
hamburger house - can [ have a
grenade please, and it comes in fifteen
seconds, totally packaged in this nasty
box, and smothered n all kinds of
filth, hardly recognisable. It's the
terrible Amencan influence isn't it?

Silence.
(Aggressive. ) Not funny? NO,
Silence.



, 22 STRAWBERRY FIELDS

KEVIN: You realise we're in the middle.
NICK: Middle of what?

KEVIN: Middle of England. Middle of
Britam. The hecart as it were. We're
standing on it. Now!

NICK (i ing him, looking ar
CHARLOTTE): Isn't this all a trifle
dangerous for you, out in the open air?

CHARLOTTE (cabniy but iy ):
Why don't you just go, Nick? fglw us

et 1Y {IHT !‘m“! '5a Nore 1o Gby.
CHARLOTTE looks away.

KEVIN: I'm very thirsty now.

Hlﬁ;\'ﬂh}*‘m t you EW- (He

CHARLOTTE: No, that would be
breaking the law, wouldn't it

HIEH des, mocking): Of course! The
ﬁn:;nt.m re completely law-abiding, 1

CHARLOTTE: Yes, of course.

NICK s&lﬂlﬂt Why's Kevin so nervous
then?

KEVIN: I'm not nervous. Notatall . . .

(Staring at a poster.) There's the lust
r see, for the cinema, already
ing fast.

Hlélﬁ (reading, smiling): “The Killer

ite’.

KEVIN: Yeah. We can't even keep our
cinemas open anymore, in this country,
can we? to be the centre of the
community didn't 1? No British movies
anymore, nothing really.

NICK (in a teasing tone): Are o
movie freak then, Kevin? e

CHARLOTTE: Do you have to shout
all the time?

KEVIN: Just a bit. You see my eyes

have a little di . 3§ you may have

noticed. I'm p ¥ going :
NICK (smunned, half believing):

o ‘(r’ only half )

KEVIN: No, don't worry — I've got a

discase up here, in these orbs. No real
stopping it

NICK: I'm sorry. | didn't realise.

KEVIN: No need to be. Doesn't worry
me

NICK: That explains a lot.

CHARLOTTE: 1 t you'd make a
remark like that,

KEVIN: So Iu"::m to the mr;viu I]iiw
everything that poured out.
rﬁnt twice a day I could afford

L
NICK: You should get them on the

Hlliagmll Health, shouldn't you? The
movies, | mean.

KEVIN: No, I've stopped going. Didn't
want to take any more.

NICK (loud): So you've been living off
films have you, Kevin?

KEVIN: That's right. Me and a few
others, Hclﬁlm ngﬂﬂl in there
now, into empty cinema, there's a
whole cinema there behind us, j
Wil with a bare screen, ly

1 now, being chewed up.
ﬁ:lmng!u: going in there now, ¥

NICK: Yes! Why not,

KEVIN: And you could sit me down, my
head's full ! ou see, you
could sit me down, t me strai

at the screen, give me one small hit on
the head, or something like that, and
we'd be away, | could pour it out onto
the screen. All of it! Onto that empty
screen. All that I've seen.

NICK: Yes, yvou could, Kevin,

KEVIN: No, | mean it. I've seen it all.
Seen some great skin pictures,

NICK: Yes, you must have seen some
pretty dirty things.,

CHARLOTTE (warning): Kevin . . .

KEVIN: Yeah - I've seen some really
filthy things, yeah and also some pretty
weird ones, oh yes, spikes, big

on metal giovu. and all over cars, and
on people’s tongues, yes! Saw a few
forests, that was nice, and a few

deserts, one all covered in tar, and a
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E :
E

the feet in one, he has
a of feet. You see them!
Squashed in together, in a pile,
NICK is grinning, drinking, waiching
KEVIN.

CHARLOTTE: Please, Kevin, 1 don’t
want 1o hear . . .

KEVIN (carrying straight on — oblivious,
lowd, < And he hanpgs them above
his bed, feet! From his maniel-
piece. You see ﬂl:m nl:: :;.i: kncLu:hn
wire, dangling there, ¥ W

them! They Stay there the whole film
going bad. Slowly. They do!

NICK (loud, grinning): All right,
Kevin! We get the . . .

KEVIN (carrving siraight on): And he

: in one of his own traps at

ﬁ}muuhsw down so

many, hundreds! And he tears himsell

ACTONE 23

out, and i really hurts him! You see it!
It's mor nice. And he crawls over the
whole town with one leg, on his belly
along the pavement, with a machine-
gun, them across these
concrete walls, and across hﬂ%w
se¢ him crawling, and leaving a of
blood and things behind him . . .

CHARLOTTE: Kevin, please, sssh.
KEVIN (really loud): And he gets face

o face with the leader of the £
and he blows his head off, and its bursts

open, it bursts t open, splashes over
Dottt T

NICK (grins): Kevin, stop!
KEVIN {(

Ay : Then 1h:.1ml m:l'r the

.“ L] Wdi r

m‘wﬂrfin i:;g :: :!uﬂ-nrt mﬁ:nd&:r
ou know, s squashed,

zltcn. and shredded up, you know, by

the spikes, screaming his head off,

screaming so loudly, really loudly, and

they pick

do, collect

litthe raw bits of him, they
A im in their hands. (He

screams.) RAW PIECES OF HIM.

YOU SAW IT.

Pause.

You see! (Quieter.) Thar's the last
movie | saw, it's just run through my
head, unfortnately,

NICK: Not very nice, no!
KEVIN: Could see how mad they were

ttiing. Weirder and weirder. You
g: n 1o feel a bit funny down here -
{hgkfs is stomach.) — in your
insides, as you went into the dark,
before it started.

NICK: Did you, Kevin? You shoukin't

have gone then . . .

KEVIN: Mad, mad m?:s they reflect
you

lhmg;‘ more than magine. Oh
yes! You can sce what's happening all
right in the world, if you think, if you
really think abour what you've seen,
when vou come out of the dark, the
atti in it, the sort of madness,
you can see the whole sickness.

NICK (lowd): No, you can't. They're

only films, Kevin - just films, and they
release things in some people.
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KEVIN: No! No! I ought to run them for
you now, while we wait, then you'll
see. Give a free show.

NICK: OK then! Yes! Run them for me,

now. Give me a playback. Run them
now . . .

KEVIN (gring): No, sorry, no, I'm
talking shit, i

CHARLOTTE: Calm down both of you,
that's enough,

NICK: No come on, ran them for me . .
e mnﬂ! I;I'w Ht:';l you w-u;ld't
A m all over the walls
[ﬁmmm:r.
CHARLOTTE: Stop !

NICK (pulling KEVIN - excited):
There's a wall, That one. About the
size of a screen. It'll do perfectly,

KEVIN: No, look I'm talking shit,
forget it. (Loud.) | mean how can |
'!'lfrl:l them on that wall, it's absurd, isn't
it?

NICK (very animated): No, run them,
come on, | want o see.

CHARLOTTE: Just ignore him, Kevin.

KEVIN: No, look it was terrible shit.
Forget | spoke.

NICK (loud): No! Kevin . . .

KEVIN: Always the best policy.

NICK ing him up): Come on do it!
Run[ﬁlu. t's seée it Kevin! Do you

want me to start it! (He poins
KEVIN'S head strai ead. Very
loud:) There! Right Kevin. Run them,
now, (Even lo ) NOW!

KEVIN (standing facing the wall,
standing very siraight, arms by his
.ir:'dr}: then . . . if you really want

CHARLOTTE: Just leave him alone,
you've got him drunk,

KEVIN: No, he hasa't. (He takes off his
dark s, slight smule, then lowud:) A
lot of strange muck will come out, of
rnﬁm. !I;Ir:ﬁ EE Ih:sfn!' ’;[ His arm
stiffens by his side — slight ) My
eyes should light up, sgaumhtjr
really, and film come out of my ears

and round into my mouth for the full
effect. (He stiffens. ) Here it comes
then! (He stands very straighs, eyes
wide, a noise like a projector

nenirtg fo come ouf of him, whch
turns o g high-pi whine, which
grows louder lowder, and really
piercing. )

NICK (suddenly breaking away): You're
both completely crazy, do you know
that? Complete nuts, look at you, a
freak and an overgrown schoolgirl an

this ludicrous through
One of you thinks you're a film
projector —

KEVIN: That's only a joke, mate . . .

NICK ing straight on): The other
sils I:Ey a %I:dng stand, expecting it to

mug): up rifles. (He smiles.) You're

both com Elf pone - fortunately for

the rest of us, Just a couple of

cranks.

CHARLOTTE: You're ve
aren't you? Far too drunk.

NICK: Am I? (He moves away.) Oh no,

I'm not. (Moving further away.) You
realise of course | could utlpuu the
whole organisation now if | wanted,
the whole tiny network, the whole cob-
web of shabby semi-fascist study
groups, little grubby fanatics
whispering about in cormers.
Could e the lot if | wanted.
Couldn’t i? ‘Bye now. I've got 1o piss.
Nice knowing - or was 7

[Abu;q; to go:) But | may be back. (He
ROes,

The stage cross-fades w0 semi-darkness,
the sound of unnals flushing. sputter
of water. Lavatory atmo 1
u;mmag;dﬂ we see is NICK in the half
light, back 1o the audience, relieving
himself.

For a moment he's alone, shaking his
head slightly. CHARLOTTE eners
behind him.

CHARLOTTE: Are you there?
NICK narns,

NICK: You shouldn't be in a Gentle-
men's lavatory -

drunk too,




CHARLOTTE: But | am - there's
nobody about anyway.

NICK: Yes — why is that? (He swings
round. ) Why is the whole fucking place
deserted. hot stand, the

ing straight ar him):
They're all i mfriwulﬂmnn
probably. (Ar him:) Aren't they?

NICK: Except you two! It's very dark,
Charlotte - isn't it?

CHARLOTTE: I'm sure it's meant to be
closed, Nick. It's hot even here!
:_nu.tu CHARLOTTE is looking ai

im,

NICK: You know | haven't seen you
sweat yvel,

CHARLOTTE: Haven't you? (She looks
over her shoulder.) | ought 1w spend a
penny myself actually.

NICK (amused smile): Spend a penny?

CHARLOTTE: That's nght, yes.
CHA.H.LC.;LT E MP;: into darkness,
i'uddm-l:'i Stops, having trodden on

. She . picks
mmlm;r. rumﬂﬁnnpmm'unﬂadrh
. ity head battered, filthy,
pushed into a hole in the floor.

CHARLOTTE (te herself): Look at that
The sound of cisterns flushing in the
darkness.

NICK: Yes!

CHARLOTTE (handling it carefully):
It's very dirty! Who would have done
that, mangled it? Children | ww&
fighting. savagery of what they do
- It's torm 1o pileces,

NICK: It's not savagery at all - just
enerTgy.

CHARLOTTE (twrning): How can you
possibly know?

NICK: Because | do!

Pause.
Because I'm good with kids believe it
or not,
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FPause.

Which you won't! It’s what I like doing

actually, playgrounds, communi

g;uﬂf::l, }‘ﬂcguu] that sort of thing,
arlotie!

CHARLOTTE glances into shadows.

What? Nobody? Some people probab
still feel forced to meet here - hﬁnghf

messages on walls.
EHhAuRLUIT!'E The 'n:: worse than rats
those sort o . AShe % the
iy P

maodel onto i r.)

NICK (dishelief): What did you say . , . ?
CHARLOTTE: They're worse than . . .

NICK: Yes, | heard. Extraordinary
thing to say. Come here Charlotte,
(He catches hold of her arms, the
cisterns flush. ) They flush a lot those
cisterns. Perhaps they've gone mad
like everything ebse tonight, can't stop
ﬂushi::ﬁglfp clase to her:) Do you
think there's somebody in one of the
cubicles now, a special sort of fascist
dwarf, that comes out at night, never
sees daylight at all, comes oul when
it catches your scent, when it knows
you're in town. M%gruﬁw,] We are
not amused arc we! (Loud, confident. )
You're unherving me, Charlotte!

CHARLOTTE: Am 1?7 You've been
drinking too much.

NICK: No [ haven't.

CHARLOTTE: I've come to tell you |
wan! you (o be on your way.

NICK: Yes. (He smiles.) Yes!
CHARLOTTE: I mean it.
NICK: Of course you do.
CHARLOTTE: Right.

She moves 1o iry io go, but he blocks
her, moves in on her.

NICK: I'm not sure about you,
Charlotte, you know.

CHARLOTTE: Aren’t you? Why not?

NICK (smiles): 1| mean, | can understand
about Kevin thinking like he does. |
mean, he's one of those sixties” lefi-
overs, isn't he really, a great many of
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them about at the moment, an
epidemic, | meet them everywhere.
Lost in lus own pool of exciting
memones isn't he? Especially when
summer comes. | mean, he's quite a
nice guy in his way, with his eyes and
all his movies. Got some 1 ton
too, hasn't he, a .« « IUS just a
little unfortunate sn't it, when the
Easy Rider bit goes badly sour, a little
sad. He's just a crank now,

CHARLOTTE (tuming on him): He is
not & crank. 1 have told you. No more
than you, probably considerably less.
Why do people always have 1o
cranky to feel things strongly? (She
moves. ) Now can | get out.

NICK (barring her way, smiling): Yes!
But {nu Charlotte, ;uu'rl: nol quite so
simple are you?

CI?AHLET'I'E: Kevin's not simple. Can

NICK (ignoring her): | mean, mosi
extreme right wing cranks, 1 mean the
actual activists, are usually bandy-
legged little tin soldiers, isn't that
right? You know those typical
slightly manic faces, the pictures of
them, their eyes staring out l&?ﬂu.
full of the usual Enghsh son
hatreds, Charlotte, (Warching her
closely.) foreigners . . . sex . . .
change, all that, ratel l:]rm.g o
whip it all up now. (Lowud, {Riﬂhl.
You can recognise them a mile off; /
know. We used to live near one of
them when 1 was a kid, who's now
quite famous, he used to sing to him-
sclf, in the street when he saw some-
body coloured. Yes sing! ‘Black
Bectle, Black Beetle, stick him with a
needle’. He did. Not loudly. But vou
could hear him.

CHARLOTTE: They're pathetic
nonentities,
NICK: Who?

CHARLOTTE: The leaders of the
National Front. They're ridiculous . . .
useless,

The levarories flush.

NICK (up close to her): But I mean you,
{‘.hmgm'[:. you're not bandy-legged,

are you?
CHARLOTTE: No?

NICK: At least it doesn't appear so, or
{He smules, ) | mean, you

oach being n normal
m giﬂu.il:lumﬂw'm:
h English-rose sort of

¢ y
way. You don’t seem to be suffering

from a hatred of body, disgust
at the bodily l'uni:’ti.;.‘nmu. :

CHARLOTTE (quiet): No . . . I'm not.
NICK: thm enjoy an encrget

SCrew as m as most g .
CHARLOTTE: Sometimes, yes . . . with
the right person.
NICK (suddenly up to her, lowd): So
what do you r believe in,
Charlotte? (Urgenr:) Come on. What?

CHARLOTTE: | told you, it's in the
leaflet. That's all vou need to know.
(By him. ) f want you to leave.

NICK (smiles): 1 am.

CHARLOTTE: Good.
CHARLOTTE moves as if relieved,
NICK suddenly catches her.

NICK: But first, Charlotte. Come here.
e e e e
mmuli:tﬂn Doncaster, th:lrmirc "

is walching telly, there is an
EEEI‘HHH{EI hot dog stand guts-hh —and
ynﬂmm;mm me all the resr’s a
Joke.

CHARLOTTE stares,

Hamburgers and arms,
CHARLOTTE: You mentioned those,
didn’t you?
NICK: I know,
FPause

CHARLOTTE: All the rest's a bit of a
joke, yes. (She smiles very slighily, )
NICK: That's better. At last! (He is sill
barring her way.) You're all goose-
mply milden v. (He touches her off-

_r'l

CHARLOTTE: That's because | don't
particularly like being wuched by you.



NICK: No, of course not.
CHARLOTTE: Like all stupi e,
you're very clumsy, .mn'-':"”‘,-;u"'f“”

The cisterns flush.

I don’t like men's lavatories very

much, they must be the ugliest plices

in the world. But that's quite appro-
ate sn't U7 (She touches his crowch
a detached way.)

NICK: Yes, Charlotte. (He grins.) That's
right.

CHARLOTTE (movirg her hand away):
Just think H[t#m 1.";::5 ahwhnl': LSS
consisting o ¢ these, suddeni
there they were, they'd grown up, .-.idg
by side, back 1o , like all those
ﬁmmh:;tu_h?:‘m ir:nlm-yﬁ vou walk

rough at night. U woke up in
the nmming:‘nmi tl!ujllqi l:]lt thgmpﬂu
everywhere . | | u
breathed was fike :h?::a:nch?ﬂmd
like this.

NICK (loud): But that's not what every-
thing{'i like, (Aggressive:) is it? il

CHARLOTTE: What would you do,
Nick?

NICK: If it happened, 1'd get out.

CHARLOTTE: No, vou wouldn't,
because there's nowhere to go.

NICK (amused symile): No, of course not,
nowhere.

EHlE.n;RLDTTE (suddenly loud): There

1.

NICK (grins): No,

CHARLOTTE: That's right, that's
better.

HI{%IE Imdﬁ:m:lr]: \':i_i,_h{éhﬂnm.

¢ touches her again. ) Borrse-

pimples have gone now, almost a throb
going through you.

CHARLOTTE: Is there? . . . Yes.
(Suddenly she turms. ) No. I've had
enough now. It's time 10 get back to
work, (She moves,) Can 1 . . . ? (She
brushes past him and out. )

Lights up on the whole stage. The
hamburger van, KEVIN suting there.

NICK (suddenly mocking, excited tone):
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Nobady's come? See!
KEVIN: Nao.

CHARLOTTE: Have you been
watching”?

NICK: Of course he has.

KEVIN: Yes.

CHARLOTTE (sharp): Have vou been
watching?

KEVIN: Yes, Charlotte . . . 1 wld you,
been watching everything.

NICK: What he can see. that is.

CHARLOTTE (quier): Why isn't he
here?

NICK: Why indeed?

CHARLOTTE (tuums on him): You're
going now, Nick . . . NOW!

NICK (gring): In a moment, not now, |
want 1o see how long you're going to
keep this up, 1t's getting late you
know. Are you gomg 1o camp on the
building-site over there then Charlotte?
Among the scaffolding and the cement-
mixers. Not stleil-: what you're used to,
15 1t? Or maybe mside Kevin's rotting
cinema. Pitch your tent in the muddle
of that

CHARLOTTE: I told you. Just go.

KEVIN: I'm lhirilianyway. (He gets up
and looks towards the kamburger van, )

CHARLOTTE: | wld you not to touch
that . . . it's against the law.

NICK: She must be joking, Kevin -
mustn’t she? Who on carth’s going to
know?

KEVIN: Yes. (Looking at the van.)
CHARLOTTE: | wid you not to.

KEVIN: But I've got 10 dnnk something
in this heat.

CHARLOTTE: You've drunk enough,

NICK: Come on, let's defy her shall we,
Kevin?
Thiy suddenly rush aver o the van.
How do we get in? (He pulls the
door open. )

KEVIN (pulls at the lever of the Fanta
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machine): This doesn’t work!

NICK: It must work.

CHARLOTTE: You're being immensely
stupad.

KEVIN: Give them a good pull.

NICK: Pull! Pull! Tiny trickle out of this
one! Come on. Like milking a metal
cow sn't it?

KEVIN (taking the lid off); Only onion-
flavoured water in here - can pour that
out. Packet of uncooked :mll!fi (He
tosses them onto the ground. ) No good
to us. (He suddenly splashes the onion

water out — great splashes. )
KEVIN: Come on get it!

The whaole van begins 1o shake
violently; NICK is tugging on the
handle.

NICK: It’s coming! Coming’
CHARLOTTE: Swop &r . . ,

TAYLOR, a young police constable,
enters. They all look up.

TAYLOR: All nght — let's have you
over here.

They stand still,

I said let’s have you out here, over
here.

NICK (smiles): That would .
wouldn't t? (He doesn'r no
CHARLOTTE'S tenye face.)

ThYLﬂR fo NICK): What were you
doing that machine?

CHARLOTTE (sharp): They were just
getting a drink.
TA"':"LGR (glances at CHARLOTTE): 1

Emkm 1o the tlemen. (To
vrcrt you, tll:{:t the Hu'*lpn?w

takes our his nowbook. )

NICK: He’s very young, isn't he? Do
yuurulh: rxlpmblblywrlhm

TA"I'LDR You ull together, you three?
NICK: No.
CHARLOTTE: Yes, we are.

TAYLOR (looking as them): So you're
all together. What were you doing out
here anyway?

KEVIN: W:iling

TAYLOR: ‘W
MI

iur wl:ut

- H'lwm
Illdj'-ﬂl.l:l‘l-l:ﬂﬂ

r:l-mmm'rﬁ %ﬂ

TAYLOR: Open that bag please -
routine

NICK (grins): He's sweating — it's & very
thick uniform.

TAYLOR: Come on, | haven't f all
night. I've got a bed 1o go 1o, let’s
have those bags open.

KEVIN lowers his bag, i o

show inside. TAYLOR moves across o

it cmmmnwmﬁ

gun in her handbag az

explosion. He fells on his face.
NICK makes nmurqrmmu

W appens.
CH CrOSSEs over fo

TAYLOR, standx by him for a

mament, her dress hhbnd;.
Slwmlpdn.rﬁrm h

F-ﬂ'.'ll udtdnwn

On the soundirack: a lowd electric buzz
lasting 50 seconds in the blackowt.
End of Act One



ACT TWO
Scene One
The noise heard at end of Act One returns

Aﬁmmﬁ% nnr:planmaf
bright neon light molorwa
.mri: dirty, m;g.nfutrnrmgh:

overpowerin
KE\-"IH HICKMCHHRLHTI‘EM
standing at the edge of the cafe area, with
NICK i the af the three.,
Upstage there's a laden with
rermaing and dirty plates. The WOMAN
.ﬂ,..EAHER,uhﬂmH overfired

arance, i5 stacking plates
on the Fl;:;tk n} ;.urdum. y F;
.mﬂlmsir {TL ) three of them.
They stand there, lit second, a soll
-numﬂl as CHA glances over

the tables. KEVIN lifts a milk botle that

he's holding, throws back his head, takes

a drink, wipes his mowuth.

: glances towards the

CLEANER, who glances back at her then
nﬁ:mﬁhﬂm’mkaf

m KEVIN
CHARLOTTE (moving down o one of
the tables): Here'll do. Come on.
KEVIN (nor moving): What?
H:.&RLD’I'I'EM Hm {ﬁr: pmhr;
on . the carrier ba
b%.] That's better. Sit dnw%
ick - there.
NICK moves slowly, but obediently
sits opposite her.
NICK (quier): Yes.
KEVIN (very quiet, also sits slowly,
cing round him): There’s a comb
in th.ls ashtray. (He pully the ashiray to-

wards him. ) ::ﬂwrcsnmmhhﬂ:
(He drinks mu a_.l" the milk botle. )

ﬂlhm Can L. ($he rakes the

Jurr very
firmly on NIC lzndbng ot
af reach, she mkr: a !nng drink of

milk.)

KEVIN (indicating milk): 1t’s very warm
I'm afraid. (Nervous.) 1t's almost
bubbling.

CHARLOTTE: Yes. (She holds our the
milk bowule o NICK.) Do you want
some?

NICK: No. (Very guiet. ) No 1 don't,

CHARLOTTE: Sure? Then would you
pass one of those. The napkins.

She iy pointing to the r napking -
NICK mnrzluifﬂwij e

{.!i'hu Come on, (He Hum -
:'EL her mouth. ) 731: "ve

o eat quickly. We \' m
fetnh it. e s i
KEVIN cing up): We're high u
here. keep a watch out. ;
light’s very bright isn’t it. You can't

look slnigltt at them at all can you.
Can't we .

CHAHLGTI‘E (firm}: Kevin . . . sssshh!

The CLEANER comes up 1o the table.
KEVIN renses.

CLEANER (slight smile): 1t's hot tonight
isn't it?

KEVIN (sharp): Yes it is.

CLEANER: S0 what you gomng to have?
They look up.

I'm not meant 1o !:n:}uunigu
know, but it makes a change. 50 what
do you want? Plaice and chips.
Chicken Maryland. The Chicken
Maryland’s not bad.

CHARLOTTE (sharp): Thank you -
that's kind of you. (She looks at the
men. ) We've got 10 eat. We'll have
three Chicken Marylands.

NICK: Not for me. (He looks up.) |
don’t want any Charlotte.

CHARLOTTE: He'll have a coffee then.

KEVIN: And some milk . . . can we
have some more milk,

CLEANER (smiles): 1 betier get that
down. Do tt prﬁ'ly (She akes a
napkin off the 1 and a pen out of
.thr ¢ in her wnic. She res o
write. ) It doesn’t work! (She wers the
tip of the pen.) It's not writing,

KEVIN (loud): 1t's all ri%hl. we can gol
it ... We'll get it now!
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CLEANER: No. I'll remember it. Two
Marylands, coffee, glass of milk.

KEVIN: No, could we - I want a jug of
milk. (He glances at CHA 3

A jug-a jug. (Lowud.) And it’
g*lr:ntI o be coltf hl'.l:l‘. A

CLEANER (hesitating): | don"t know if
there is a }ug here,

CHARLOTTE: If you're going to fetch
our food - muj::u hw very
quickly.

CLEANER (surprised): Yes - it's over
there already, It's just lying there. (She
moves off.)

Silence

KEVIN (glances over his shoulder): We
ought to have gone and got it -
ourselves.

CHARLOTTE: No. (She looks at

NICK.) You should have something 1o
eat.

NICK (looks up, very quier): Should 17

CHARLOTTE : Yes,
iy (forceful): Yes, you

NICK (very quiet): Of course.
Silence — they sir seill,

KEVIN (suddenly loud): H do
we h:vl{: Lo sit iere - mldgrm
lights here.

CHARLOTTE: Not long.

KEVIN (fast words mmbling our): Be a
Ere:l e for a film too - woukdn't it
hickens slowly going round on their
spits . . . in their lockers,

CHARLOTTE (rense): It's all right,

Kevin.

KEVIN: See them, behind glass getting
brown slowly. Could have other things
going round - cats,

Pause,

Don't know why 1 said that.

The CLEANER emiers with a 0
Jood. i

CLEANER: There you are. Two Mary-

lands, jug of milk.

KEVIN takes the jug of milk

immediately, and M out of it,

large gulping drink.

You're very thirsty aren’t you?
KEVIN: Yes! (He holds jug, feeling the

cold.) | am.

CLEANER (she stands by table -
smiles.) You going far? .

CHARLOTTE (looks up): Yes, we are,
quile a way.

The television noise dips.

CLEANER (pick a kin

fom e ol (i e
t onight. smiles ~ :

“!'g-ljr husband comes out here m*m
mes. . Suddenly

nr. Hﬂlhtrchuh:rnugﬂthmihxk

of your life. But he can only come out

a very few nights. It's a quite way you

CHARLOTTE: Yes, | see. How much
do we owe you?

CLEANER: You can't -
S pay me - you pay

CHARLOTTE (sharp): | want to pay
now — I'm going to pay you,

CLEANER (slight smile. ) Could get
sacked for that

CHARLOTTE: How much?

CLEANER: Two pounds thirty.

KEVIN (tense): Right. We'll give you the
money.

CLEANER (standing ar the table —
as CHARLOTTE gews out her ij::;:
It g[;u busier again lster. Right in the
ﬁ:n hours. You get some funny types

CHARLOTTE (gening the money out of
her purse): I'm sure.

CLEANER (carrying straight on): Few
nights ago this lorry driver came in, |
looked up and there he was standing
Ll:ﬂﬂﬂﬂmm-[ﬂlrﬁﬂkm.}-md

had - (She laughs. ) - his trousers



were round his ankles, no [ swear it,
nﬂllz't round his ankles, and his pants —
(- hu,;hr{ = they were down oo,
right down, I swear, he was standing
just here.

CHARLOTTE (hoiding money, getting
tense): Yes, | see.

CLEANER: He was 50 drunk, he
couldn’t see a foot in front of him and
he sat down, sort of singing quiet to
himself, he had a high voice, and all
the time he was doing it down his leg
, . . you know. He was quite -
looking you know, but he couldn't
really move at all.

CHARLOTTE: Yes. Here's the money.
KEVIN: OK.

CLEANER: Yes. (She takes the money,
holds it in her hand. ) Where do you
come from?

CHARLOTTE: We've come from
London . . .

CLEANER.: | come from round here, |
can remember when the road was
being built — ves - | saw it being dug
out, watched . And | walked along it
before it was uﬁn too. Yes. Right
down the middle - where all that is
moving now. (She indicates the traffic. )

NICK (quiet, looking straight at
Flﬁink OTTE): Fdﬂn't feel very well,
] CILTE

CHARLOTTE (ssaring straight back at
him): Then you better eat something -
here. (She pulls a bit of food off her
plate.)

NICK (a linle louder): 1 don't want to
cit

CLEANER: Do you want me (o get you
anything else?

CHARLOTTE (really terse): No, thank

~ you, We're all right now . . .

CLEANER (smiles at them, wiping the
q:n:;inr}r ;r,l: f:-t;:bk mﬂ:mnmﬂ;; she
ralks): It's y you know,
look at in here, they re amazed
you can talk; you should see the
surpise on their faces, that you can
actually tell them things, yes, that
there's something going on n your
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head after all.

KEVIN (beginning o get extraordinarily
tenye): Right, | see. It must be . . |

CLEANER (carrying on, smiling o her-
seif): Not all of them of course, you
know, the Army come th here
one night - some soldiers, SOme-
where in a truck. They livened things
ugc;ﬂ right. They were very young,
about ten of them you see. Jumping ail
round here, on the tables. Sent us all
mad. It was about a couple of months

KEVIN (bursting our): OK. Could you

just leave us now. All right. (Pause )

anks, but could you go . . . Right,
sorry = but we're in a hurry.

CHARLOTTE (wasching her): Yes.

CLEANER: Yes. (She stares back ai
them.) I've got to go to the kitchens
now anyway,

She ., CHARLOTTE stares af the
food.

CHARLOTTE: OK - just eat now. (To
Hlf.‘il:.'.} Drink coffee. (She turns
the Chicken Maryland round on her
plate.) I'm gowng o ke all the batter
off this . . . scrape it off.

She does so. Silence,

NICK (picks up his coffee — then puts i
down staring at her): Look - you're
eating it.

CHARLOTTE (looking up): What?

NICK: You're eating it — see. (Pause. )
Sece -she's . . .

CHARLOTTE: Yes. (She puts the piece
down, her face tere. ) But it doesn’t
taste of anything. You ought to eat
too, 1 mldsvau <o+ (She suddenly
turns to KEVIN's plate. ) Mind Kevin,
there’s mmalhim yours — (She picks
at i) A hair, 1 ¥

NICK (still staring straight at
CHARLOTTE, fiddimg with the sugar
bowl): You know she — (He looks
down at the table - stirring the sugar
round,) You know Charlotie's got
blood all down her dress don’t you | | |

CHARLOTTE continues to eat - she
doexsn’t look ar him.
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Do you realise she's sitting there with

it down her, all down that side.
CHARLOTTE (suddenly looks up):

Don't do ﬂmt(Nid‘. IT:H:#. pﬂf}

NICK: You can feel it. You can feel it
under the table.

CHARLOTTE (looking straight at him):
Can you?

NICK (quieter): Yes.
She takes a napkin, picks up her
chicken leg. PR

CHARLOTTE: I'm keeping this for
i e
thin . ) 'm to
i.':iltll.'nE . (She ﬁnﬂﬂ,:ﬂﬁg mﬁrrhnrglda

bag. } Just finish your food. I'll be back

v:q}wﬂhu (She moves towards the

Eml

NICK (suddenly cally out in a very loud

voice, ringing oul whaole ria);
CH T

CHARLOTTE GOING - WHERE'S
SHE GOING?

CHARLOTTE stops, urns. Pause.
gﬁﬂ:hauﬂng.] What's she going to

CHARLOTTE (clenched): Stop it, Nick.
NICK (sull loud): Where's Charlotte
going . . . ?

Silence. CHARLOTTE crosses back 1o
the table, right up 1o NICK.

CHARLOTTE (clipped. right by NICK):
‘i’nuhcncrh:fthm:gl mﬁrthen, ;
hadn’t you.

Cross fade 1o the foyer.

The same neon fi
Amumpnmuhm m ‘On
Safari’ (shooting ai elephants). Distant
music seeping speakers, litter
on the floor.

They enter. CHARLOTTE moves
across the fover.

CiﬁﬁR.LETTET Kevin - stay here with
im.

IEEh}FIH (mechanically): Stay here with
im.

CHARLOTTE: Yes. (She moves jo go. )
NICK (loud): Charlotte!

CHARLOTTE mns.
CHARLOTTE: I'm just going to change.

NICK suddenly crosses the foyer,

presses right up 1o her by a machine.

NICK (nervous, hostile): Going to
%upm; of your working clothes
n'.- L]

KEVIN (coming up close): Leave her -

CHARLOTTE (up against the machine):
mct...sm;'ﬁ ;

KEVIN (mowi , fakes NICK's arm):
anuﬂﬁ‘m‘:u...mnn...}

NICK: Going 1o change?
CHARLOTTE: Yes.

NICK: It's wet. (His arm touches the side
of her dress. )

KEVIN: | wid you - leave her alone.
(He pulls him off forcibly. ) Come
ﬂﬂ & & @

KEVIN holds NICK. CHARLOTTE
stares ait NICK across the foyer.

CHARLOTTE: You were hurting me.
NICK (lowd): Was 1?7
KEVIN: Sssssh!

CHARLOTTE: Leave this to me - it's
all right.

NICK (still loud, staring across ar
CHARLOTTE s dress): Could feel it
down the back of your leg -

CI:PIELE’ITE (steely): Just calm down,
KK,

KEVIN: Charlotte - shall I . . .
CHARLOTTE: No, Kevin = it’s all right.
‘l.;i'm:u‘ straight at NICK’s !'jﬁu)
ou’re going 1o control yourself,
Nick ...
NICK (loud): That's right!

CHARLOTTE (dangerows): Do
understand mi? : e

NICK: Yes,



d
et e e

KEVIN (loud, jumps): Stop it! Just
H.WI:mnmud.yn}rum s

FPause.
CHARLOTTE (her tone slighdy
- geniler): " miise your voice again,

NICK heild by KEVIN -
mruE:u ;E?MR.L(}ITE} I'm going

;?:Ham*rﬁ: You can't.
KEVIN: Listen, mate . |
‘ﬁl‘lﬁm truuhg l'.n] You're nul

Souheiaying i s and g s

- You're safer with us.
NICK (quieter, bit defiant): Yes.
KEVIN (still): Where would you go
anyway
HICK (roealiy bewﬁitmd] What do you
mean where would 1 go?

KEVIN: Where would you go? It's
hundreds of yards to the road. There's
nowhere o go - see.

NICK (glances up): Yes.
They watch him.

wm (firm): Now control
N}cx Yes. (For a split second he looks

n;ht

at her; then s :) Shall we go into
the shop? (Louder .} We'll go into the
souvenir shop, we?

CHARLOTTE (very steely): It's closed.
NICK: | want 1o sOm OK.
You going to ﬂﬁ me, Cha ﬁmh

CHARLOTTE (staring straight at him}):
It’s closed, Nick.

oo .
T o
are prev e
e o s i
KEVIN {ltmd agressive): No, we

aren't .
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CHARLOTTE: Nobody's i o
you -ITI all. Look, nobody’s wa ing
- see

KEVIN: They'll think you're drunk
anyway.

NICK (same tone): These p-euple are pre-
venting me from leav .

KEVIN (jumps): ﬂnriutle‘
CHARLOTTE {nm-;ﬁmgm at him):

It's all t, he's to himself
mgeﬂitl:ghlmth: % e y

NICK: These people are stopping me . .

NICK ing straight at her): So you see
I'm olf now!

CHARLOTTE (really savage): JUST
SHUT UP, Hiﬂl{.! }

NICK goes quiet.
Silence.

CHARLOTTE: Thank you. Thai's
better.

NICK (quiet, clenched): Right . . .

CHARLOTTE: You see that's better,
isn't it - now,

KEVIN: And keep it like that

NIE‘K Yes. Hrpuuhi.s hndbun his
pa: 1, pﬂ num
lhmt I'm jl:n o mal:: a Pgwl\ﬂ

call. {M}I'\Eﬂliﬂlﬂflpl
here. (He holds our a fistful ) Never
had s0 many.

KEVIN (by him stilly: Christ, will you
stop?

CHARLOTTE (calmer): Now, don't
start it agan, Nick.

NICK: No. I'm just goin
gztir:k call. nght! &?i"r

r.) When you've gone, C

Suddenly he moves abrupi
away 4 KEVIN - and ge
drop all over the floor - spin every-
where.
Silence.

NICK (quiet - siaring at them): Oh
Christ.

tﬂ-nﬂlzl}"
hm ai
harlonte.
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CHARLOTTE: What a mess. Why did Look, I know u-ﬁnu . If's

do that? Pick them up! | said pick (Suddenly loud,) WELL, IT'S
s o e HAPPENED, SEE! (He drinks,

NICK doesn't move. CHARLOTTE Mﬁtﬁlﬁw_ by i

picks up the coins.

God the dust here, it's inches thick - NICK (staring down at the floor): Yes.
and the smell. KEVIN: Charlotte won't be long. Don't
KEVIN: There's one over here, | think. | Jiarine o £t et s, 7 g
1 %c. boitle.) It's hard for you, of course it
CHARLOTTE (stili by NICK): Lot of is! (Loud.) We do realise that, you

muck here, all over the place. There's know. (Gentle tone.) But you're all
one¢ here, {Shrprhunﬁ]“'e'uklu right. You're with us. Just keep still.

the rest, that's ¢ can't waste (He drinks.) This stuff works quickly,
mymml’ubnhnckm; dunnnt-pmdnwn u like mmor
moment, (She goes. ) blades, (He thrusts ﬁfnrhwﬁ again.)
o 2o oo A Seng i HIE:: N l:unk
] _'|.|'1|:ll1"1 ‘ z s Dy [+ 5.
e safari machine. KEVIN (opposite him, across the foyer):
KEVIN: Gone 1o change. Ewhih:bnrk] ﬂﬁl ~ (He wipes
: is buzzing, want 1o
NICK (hardly audible): Yes. lie down almost, you know, melt into
KEVIN: Stay there, right. :;‘T You hh:-;mjm h:ﬁiuwnhnt let
¢ sounds drown it all out your
He pulls the bottle of wine out of his h:ldunlh:;rlnnulthemf?nu

pocket with an abrupt movemeni, then
gmsdumﬂhk:hmﬂ. then imme- m”t?‘ llrmlﬂﬂ ( Steddenly

diately looks up at NICK. Muzak

playing. NICK (looks up): Yes . ,
I haven’t got anything on me, have 17 KEVIN (fax ): Got to keep
NICK: 'H'.qu: g talk I.Eﬁ‘ i better. Easier for
; . you, r.) It does!

ICE": E: CK again): ﬁ::':;m then | NICK (mechanically): Easier?
anything on me? Don't think T have. . . | KEVIN (fast, siraight ar NICK}): 1 was at

NICK: I don't know. (He glances towards |  Giasionbury, you know. Yes! The

Eﬂ:lt Free Festival Sn::::lfh ar him,
KEVIN.) Yes, you have. HE‘:” IETEH
KEVIN, keeping an eye on NICK. HlE]i'. it was Sunday
feels his clothes. Enrgmﬁltw;sﬁwnﬂmh Dawn.
ve as and ﬂ:r)‘lh.r:';l
No, you haven't. {'Iu:n: was this wonde
KEVIN (loud): Got o see! e m the air. It w.'l.!h:ﬂ strong! Y\
: . " almost touch it e was l.
NICK (suddenly loud): For Christ sake! ﬁ"""‘u“"w ey
KEVIN stops feeling his clothes. nobody was Hll,:n E lrll
You're all right David Bowic - ‘I’u! 1 was ihr. only one
3 “En almost; later, | was wandering
KEVIN: Thanks, (He thrusts the boule ut, in amongst all the
forward. ) Have some of this. iﬂdllmmuu the stage this
. .mm wihite , yes! All alone
NICK: No, thanks. know, about lgv:}:f standing \I'H.Tu sun
KEVIN (loud): HAVE SOME! on his hair, il'mlhs;eru]i]r mﬁlﬁl.; you
Silence. know, it was lik future, |

remembered it! That kid up Ihr.rlt




«

e o e

iumt Huhgcmmummwm

: FOR NOBODY,

I Isﬂﬂ DY TALL' (Pause. To
M}Hmm

Lhmnfmm#ﬂﬂvhgdnn

(glancing owt, then at NICK):
‘W’lmnh:ﬂ' id you see? What is it?

CK: A coach arriving . . .
VIN: Here! Amiving here.
NICK (louder): 1 don’t know.

KEVIN: At the motel! Be at the motel
It’s all right. ( Then urgenr:) We

- lhnuhh‘lb:nulhﬂtiuWIHr
moves slightly, glances behind him for

 asplit ) Charlotte’ll be back in

; a moment. She knows what she's
doing.

HICK (mechanically): Yes.
KEVIN: She does. It's going to be OK.
m (quier): Yes, of course,

KEVIN (loud): It is you know!

im:l: . clenched): Do you think

count to ten — mdﬁmp
"' because it was only pla

; &mnﬁed mrh;umr;mud}h

at it?

Mvmmum Puuphptkj]led
on that road all the time. They do
Accidents. Probably one nin

[ al this moment. NO hﬂﬂmil'
a of murder, because there are

~ too many cars out there, (Straight at

NICK:) aren't there?

‘iﬂcnm clenched): Of course. It

~ makes sense now.

?E\f'ﬂ'i [lpud, straight ar him): Well,
aren’t there
?ﬂﬁl Yes - Dl’mmu there are.

‘xmrmmm him): You don't
kmi&nwmncfn:;]m?duwﬂ

;HIC!.Hu‘ldnu‘L
KEVIN (snaps): still, 1 told you, 1
suppose you think it's because of this

1 trouble, my eye trouble, that I think
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the things I do, feel what I do.
NICK (quiet, clenched): | don't know,

Pause. Muzak playing.

I don't know what you feel.

KEVIN: You can think what you like.
But you're wrong, you know,

NICK: Yes, of course 1 am,
KEVIN (serious): Yes.
NICK (clenched): I'm not even sure how

bad your eyes really are.
KEVIN: always want superficial
rr.tm for thi To NICK:) They
do, don't they. 5@ }
dismiss them. They wunt us]r uhvinun
reasons for th.m
Listen o :ln‘.r "t'nu rm t

o, you know! Hutynum["uful
these things for a long time. Oh yes.
Blace; firothmiry belompr Sxatem’
ace, country s o

Ennw it has to be protected.

NICK (bewildered): Protected , . .

KEVIN: It’s not just a question of rce
-it'sa qucmw:fEnghnd

NICK {chnhﬂﬂ I'm not lisiening 1o

this . Loud.) I'm just not listening
10 this, Kevin, so you can . . . (Very

KE\"IN {very sharp): Quiet, kn:prt
He lowers his own voice.,
mu:rﬂ}r?nrgﬂu m'mn!
passionate
see. thelhu:rmfhnsmld:mt

realise t a little earlier, because it
sha things, you know, thoughts,
maybe I'm six months ahead, but only

six months. | know a lot of people who
feel this, people of my age, All of
SOT1S, me young bankers to people
like me. You don't believe me,

course, do you?
NICK: No.

why it happened buck there
!mhnillmﬂumq
mphﬂlﬂnfdinpphlml. or
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KEVIN: Or whatever you'd call it
(Suddenly KEVIN whips round, looks
over his shoulder.) Where's Charlote
now” Furﬂhrhuh! Why is she being

0 long .
NICK (qguiet, ﬂmdmﬂ: She had to chean
hersell up, didn't she?

KEVIN; Hnthm; can have happened,

can it .
NICK: EH course not.
KEVIN: Then where is she? (/
I
[ 4
len 1 u% m‘i:l‘he S0 ht{.]
{Lﬂud.} rlnu:'-' (MHe ru She’ll
be back in a moment.

NICK: Yes.

KEVIN (urgent): We got 10 move from
here! (He stares at NICK..)
Lﬂu m;ﬂ“‘ now ~ this ml.l;d be the

nnm; a chase. It
El‘ﬂh is! A huge r{\’: being
ou along 'lhe road. (He looks m‘

NICK.) And if the puli:c do catch up

with us, which ht do guire

soon, do you ru:nln: what that means?

HI‘.I;_Z‘K (quiet, not looking at KEVIN):

KEVIN (staring straight at NICK): Do
yuu?!duntlhmkyuudu It means we
stand a chance of becoming famous
tonight, me and Clllﬂnnm

£ a sort of myth.

NICK (clenched): Kevin . .

KEVIN: I know it sounds weird standing
here, by this ﬂut:suuvminhnr n
this dust, and this music, but you'll see
unthnmhu nuyhemn,nm 1
umhnhnh:pmmnut&hu

mmﬂhmgthmwmhmnl

FWFIE young people. Following our
route up here.

NICK (louder, clenched): Kevin ~ will
you stop, just , . .

KEVIN: It may not n = of course.
! really don't know. . sharp.)
We'll see, won't we! Ilmul:la!lh:
:rmall and m;tymgw" i & chance,
if we corne caught. (Pause.
Lowud, Bﬂ:‘nm uﬂ: {." ight! (He
stands staring a Yﬁ‘ (He

swings round. CHARLOTTE s
coming back in.)
Chnrlumr She’s back, it’s all nght

CHARLOTTE is wearing a clean
new skirt and blouse. Pink or white,
ﬂrwhﬂm She is carrying

CHARL{ITI‘E: Right! Thank God that's
done now

NICK [ﬂhisﬂmm’hﬂdﬂu‘nd}
Yes! Feeling beter are you? 4

CHARLOTTE: Yes | am. I've had a
wash. (Aggressive ar NICK.) | thunk
imuhumdm;rhn:khutnw but
'm all right.

KEVIN (concerned): Do you want me to
drive now Charlotte? -

CHARLOTTE: No I'm fine. | can do it.

KEVIN: You muﬂbtur]rmﬂl rn
drive if you want, I will . |

CHARLOTTE (sharp): Hultuﬁm.
Come on now,

NICK (suddenly moving from the
machine): You've put scent on haven't
you, | can smell it.

CHARLOTTE (determined to control
him): That's nght.

NICK (louder): Put scent over it have
you. All over it.

CHARLOTTE (sharp): Nick .

NICK {ugmhﬂj Th:dreuhmllwul
is it (Glancing down at it:) Yes it is -
nuﬂ’aﬂtnlher:

KEVIN (dangerows): Leave her alone
now for Etriml:t (Warning:) 1 tokd
vou .

NICK { ssive): Why didn’t you leave
m:::g .Ilui;l-_|ri|1:fg,tlrmlll.':W|I
CHARLG'ITE[H:N] Now don’t start
again will you .
NICK: Put scent aﬂm-cr- have you!
CHARLOTTE (conmrolled): Stop it Nick.
He is siler:,
{E“Iqumwﬂmd.m

Il go out the way we
Quick Walkﬂnqhtnthemw’ull
get as far as we can with the petrol
we've gol.

n‘:ﬂﬂ




)

KEVIN: Yes, can't fill up here. (Straigh

ﬁmg Been hn:m‘mn: :MLIITE'
at the exir):

th exit): Yes

- KEVIN hands her handbag back.

! CHARLOTTE takes it, tenses,

straightens.
Sﬁ:m}l‘m:'

( then. (She glances
at the rwo men. )

both of you?

it the blackour we hear a disc-jockey on a
snight show chatting away . . .
“trouble on the road, bother in
5 aster, but for all of us thar are
mm#. ﬂnﬁli whatever you do
(W _I'IIIJI"I' y i Ili'.l',ﬂﬂﬂi.i‘ﬁ'ﬂl'
In&ﬁl—f)ﬂ.ﬂﬂlbuﬁwfnr:ﬁw.rm
for me Andﬁu'smngdlm,hﬂr'l
'« . ." He fades in a blast of music.
- ty come on an area outside the
; of another motorway cafe. Huge
rubbish vats in the background, in the
are, a tarpaulin streiches over
craies, covering them.
the kitchen doors.
i and NICK by

the ra ’
'KEVIN sguatting by the radio moving the
EM; blast of naise.

CHARLOTTE: Not so loud . .
KEVIN maoving the dials): 1t's all the

~ late :II!LW!

ﬁCI-LlRI.ﬂTTE (staring down ar the
~ radio): Yes.

: i shows - yatterin
Ry P
5 jockey pour out.

CHARLOTTE: Yes. Come on. (5he
~ glances up.) There's nobody in those

W
]
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lorres over there? (She stares. ) No,

NICK 'y, staring down at the
radio): There isn't anything about it
there! There isn't anything

CHARLOTTE: Not so loud.

KEVIN (moving the dials, exasperated -

s ring out): It's just all of

this pouring out.
Suddenly KEVIN ir. The are
for a news item.* tense. the
News comes out - the item announces a
policeman has been found shot dead in
Doncaster. It gives the exact locarion
and ‘two men and a woman were seen
leaving the area’; they listen to it in
stlence.

KEVIN (as the first words of news item
are read owr): There! (Then he goes
sileni.)

CHARLOTTE: Somebody saw us then.
(She moves away from the radio; the
news has moved on o other things. )

KEVIN squats by the radio, he's
holding a torch, he maoves the dial,

NICK: Yes! It seems they did.
KEVIN: They're out scarching now . . .
CHARLOTTE: We must be eighty miles

away.

KEVIN: A night search. Patrols, road
blocks, spreading out in wider and
wider circles. ( ) 1 wonder if
there's anymaore. (He flicky the dials
some more. )

CHARLOTTE: Not so loud!

KEVIN: Listen. There's some more.
(He hits the end of another news item
about it. He moves the dial, and again
we bear the end of a news iem.
KEVIN is guiet, staring at the radio.
It's re, the whole machine
full of it. Totally crammed with it. (He
looks up ar NICK.) You see.

NICK (quier): 1 see. . . A huge
chase . . .

CHARLOTTE (moves briskly): | |
to phone Harrowby Street, but if the
phones are ta there . . . it's not
worth the risk, is it?

*For news items see page 53,
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KEVIN: No, it isn'L

She is keeping
KEVIN moves up o her, close, confi-
dennal. o

KEVIN: Are you cold now, Charlotie?

CHARLOTTE: Cold? No?

KEVIN: Good.

CHARLOTTE: Stay still, Nick.

KEVIN (close, confidential,
W}:éﬁ ﬂﬁﬁhlﬂﬁl%

in to it happened, a

hhﬁ = but it has.

NICK (loud, concerned): What's he
ﬁmml'! he saying 1o you,

CHARLOTTE moves.
What was he saying to you?

CHARLOTTE: It's all right. Switch it
off Kevin. Go on.

KEVIN goes aver 1o switch the radio
off; as he squats by the radio, the KID
eniers.

KEVIN: There! (He switches it off. )

KID: Hey . . .

They look up. The KID is abour
pearance, marnner;
:rgﬂau.ﬂ'_r Hmm a lor of drugs.
CHTJ:.HIHITE {stffens): Yes - what is
it?

KID: Have any of you got a light?

CHARLOTTE: | don't think we have.
Has someone got a light for him?

Pause, nobody moves.

KI1D: 1 just want a light. ( Nobod
mavﬂlffﬁnme nummudy ;uﬂ
have a light.

NICK (suddenly): Yes! Here.

KEVIN (butting in): No, I've got one.
Here . . . (He throws box of maiches
at KID.)

KID: Ta.

CHARLOTTE: Right.
The KID half moves, then tums,
CHAR E is leaming by the tar-

a close warch on NICK.

paulin. Through this sequence KEVIN
moves close to NICK.

KID: Can - ¢an V¢ M some-
thin i:r}ﬂ;:: Lﬁukc—lﬁ:jmm music,
get the place there going . . .
wake it up.

CHARLOTTE: No. I'm afraid not . , .

KID: come on! The windows are
open. You'll hear it too. . §q

come on now. You can even
the records if you like. Yuh . . . Have

CHARLOTTE: No.

KID (moving towards her): Can 1 join
you then . . .

CHARLOTTE (sharp): No, you can't.

D g oo ke s

NICK: Yes, she has . .

KID: All over - I can smell it. (Toe all of
them.) What you doing then?

CHARLOTTE ( sharp and loud):
Nothing. Wc‘rm mrfullmgl

KID {muming to KEVIN and NICK):
You're goang to give mmhu:gfnr
the ju i aren’t you. Get some real
dancing going . . .

KEVIN (tense); Look, we can't. OK . . .

KID: You're not meant to dance in these
cafes. Indecent behaviour they call it

But I know a black chick that dances
all might by herselfl in one of these

gﬁmmummm.mum
hﬂriﬂ!ﬂutshcdnuﬂhtmmmr
rl

He suddenly looks at CHARLOTTE.)
he doesn't believe me.

KEVIN: She believes you. Right!

CHARLOTTE: Yes, you're talking
nhnmm:hl::kprﬂﬂ:'muldymjm—

KID: Which way you going? Maybe I'm
g that way mpﬁ‘ [ﬁrmd,::n
ou never know - you might be lucky!

CHARLOTTE (dipping into her bag):
There’s the money, you can have ]
now . . .

KID: Ta! Great! (He takes the money,
Have | seen }'1::': round here l::fme,]
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don’t blame her.

CHARLOTTE: Please would you leave
uuakm-muldymjuu‘ it

KID: It's great and down the

road. You ou it, | might try
London. It twurkuulhrm:
hmmlmmtumeutt
didn’t work out.

CHARLOTTE {dﬂn:hxﬂ Please, just
leave us alone, will you.

Klﬂ Dﬁtl;:lmu:htu:at you

CHARLU‘ITE {mﬂl‘y tense): Look,
wu ‘ve got the money haven't you?
ould you go now?
KID: I'm allowed to be here.
CHARLOTTE: But I'm asking you to
leave. | find your being here - [ don’t
find it very pleasant.
The KID iy pressed up nﬂ:nhrﬂn
the tarpaulin.

KID: You can't stop me being here.

CHARLOTTE (to0 KEVIN): Are you
going to get rh'lullumptm‘?

KEVIN: Yeah -~ Come on, move.
(KEVIN is sranding by NICK. )

KID: I'm all right here, aren’t 17

CH&RLD’ITE (beginning 1o get
Jwﬁm you gnm; to go? (She

ﬂll‘ﬂ'.! to the men. ) Come on, onc of
you, make him go away. Euddum‘y she
screams. ) DON'T YOU UNDER-
STAND, | CANT STAND HIM
BEING NEAR ME - DON'T YOU
UNDERSTAND.

KID: Listen, I'm only . .
CHAH.LD'ITE You're !'Eth]r. you revolt
e. (She shouts.) Go away, can't you.

Ir:mlmnd him near me, | can't
stand him near me.

KID: Are you nutty or something?
CHARLOTTE: MOVE HIM -

Screaming, ) GO ON. GO. JUST GO
WAY. ($¢ ) JUST GET
AWAY FROM ME. GET OUT.

The KID, stunned by her savagery
moves away.

KID: Is she crazy or something -
(Loud.) — is she? i

CHARLOTTE (very, very guier): | can't
take this now.

IEEFIC*} : JUST GET AWAY
. GET OUT.

KID ve): | was just being here,
{nEI. ?wﬂflﬂll’ll“'. . Not
anymore, is it. Not !
{Htmmﬂ:ﬂnuﬂ}“’#ll you've
ﬁr"itmmht;mruu.—ynuﬁﬂiq
Silence.
CHARLOTTE: He was filthy, I couldn’t
take it.

CHARLOTTE swarts to cry. Silence.
Just her crying.
KEVIN: Charlotte.

Pause. Just her crying.
NICK (startled, hostile):
Charlotte . . +an{rhuff }

CHARLOTTE: He was so di
O o
" B u E
I'm Iumnhinuh:ﬁfﬁunnf J
myself. :hguul-];m't[gwc shouted. He
Was just so er head flicks
muud]Dnntmm:H:l:

EEviH[Mﬂvh;m& abrupt,
nervous): Do you - E‘huh:hu: do you
want anything’

CHARLOTTE: No. (Suddenly it hits her
lﬁtj‘hlmfdﬂﬂl:l! F rgent:)
Come on. We've got m.ﬁutlu
get the van filled up, Quﬂ
stay here. Th-ej'llhennmin;
road, (Sharp to KEVIN:) | said

quickly.

KEVIN: Yes. I'll get her filled up now
( fhncnﬂ CK.) I'll be back as
quick as | can Charlotte. (He goes. )

CHARLOTTE the tarpaulin
facing NICK, o

CHARLOTTE (sharp): I'm all right
now, Stay there.

Pause.

NICK ling mervously with the torch):
Ymm lfnhtryymmnmﬂ



I VIN (very tense): Why should have
;F..?nnmu!dn‘ghnu-,.mﬁr..-
NICK: Just take it. Go on.

straight on): No reason. Sometimes
lh‘inwpu?le.l hitch I:-:iv‘
M:ndnmgihn: road you
sec. | get to one end . . . do o few

EVIN: Ok! — Look mate, we're in a

hurry, so . .,
KID carrying it on, ignoring him,
8 | i A
i ﬂ'smfm' . iy S

‘ in daffodils, and rhododendrons and

things, thick with it, piled up, and
pl;n madﬂddtz:ﬂunﬂﬂ
on the back seat. You see

weird things.
: Could you leave us.
NICK: Just take it.

m’r::ﬂy

yvoung, the same
he had a huge hand.
t down on my trousers.
Like a crane. Jaws! (Suddenly.) Are
you listening? Are you listeming to me?

: Yes. We are. But . . .
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you know. Have my own bench here, |
call it my own. Crash out here,

KEVIN is glancing at CHARLOTTE.

CHARLOTTE: Listen - could you just
leave us now.

KID: Christ, the dreams you get doing
that! You have no idea. Rufﬁty
incredible dreams. Every quarter of an
hour you get woken up. You can
dream a hundred different things at

night . . .
KEVIN (really rense): Look mate, we told

—we're in a hurry, so. . .
Eu"d]mmnpgcmaﬁﬁ. by
!

KID: Sometimes you know you're real
dreaming of a nice body you know, [i
gt

i |
is good, really strong.

CHARLOTTE (rense): Is nt?

KID: And you wake up at five o'clock
in the morning, and you know the
whole place by then is full of le,
on every seat. Curled up! Wish | could
wake up with her, that would be good,
wouldn't it?

(sharp, moving): Look,
Ithink“‘l.lmmcmm,gﬂ...

KiD {mﬁ:ﬁh& hold of her): NO, you
don’t . . . NO, (He grins.) You want
to see my tracks then. (He beging 1o
roll up hix sieeve.) You want to see
them. You believed me! (He shows

arms. ) Actually, don't show any
more. Not mw.:h.ﬂﬂl by
ant to sec them?

CHARLOTTE.)

KEVIN (suddenly loud): Don't talk
about that sort of thing. That muck!
Right - just stop it!

KID (grins, mbulmd?: OK - she
doesn't know what I'm talking about
anyway.

CHARLOTTE (really tense): Unfor-
tunately, I do.

KID (up to her): | saw an accident the
other day, near here, | was really
close, It was smashed all over the
road. Thar was all right. She didn't
like that, did she? (Nervous grin.) |
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Jace.) I've done it

NICK (aggressive): You're nervous now,
aren’t you — aren't you?

CHARLOTTE: Of course.
NICK (charged): Have you got brothers
and smters?

Pause

Come on, have you got brothers and
sisters?

CHARLOTTE: Brothers and sisters!
NICK: Don't just repeat it.
CHARLOTTE: A young brother.

Music playing.
NICK (sharp): And your parents?
CHARLOTTE: Yes?
NICK: Are you close o your parents?
CHARLOTTE: Close?
NICK (very loud): DON'T just repeat it.
CHARLOTTE: Quite close really.

NICK: Yes. Go on. You're going to talk.

Goon...

CHARLOTTE: How long will he be do
you think?

NICK: Forget about Kevin. Goon . . .
Charlotte. (He moves nearer.)

mih:unm‘t I'TE: Dnn*tnuumlmld you.

wiant A

{Eﬂmm%%:?mhﬂupm
the in.) You really did hurt my
back. It's shooting Mme NOW,
(Real desermination. ) But I'm going to
make it go. 1 can! (She is |
ropped up — staring down at NICK.)

I was small, | once went

swimming in a lake near us in the
country. In Kent, quite a lovely part
really.

NICK: Yes. Goon . , . Go on!

Cl‘lﬁ.ﬂlﬂTTE: It's not litelllﬂl any

mare of course. Completely ruined.

The middle of the frust / . The
water was very thick with mud and oil
and things, filthy and very hot . . .

How far are we from the road? (She
siops. )

NICK: Go on.

CHARLOTTE: And I thought if 1 could
mmﬂmwwut&

NICK (half raises his hand): No -
CHARLOTTE: That's what it felt like —
feels like - all the time, for a lot of

miles down the through our

fields, I was things out, | was
cen. “t do that now.

I was a ndiculous in ways.

But | a kot — when | was on

Music playing. Pause.

NICK (sharp, staring at her): Go on! The

things gomg on in your head,

CHARLOTTE: You don't know an
thing about that. (Straight uhh.r‘l’m

don’t know what's going on at all.

NICK ( towards her, not
hysterical): Oh yes - the girl from the
R il s G A

cYe
ﬁﬂnmg‘e? &

CHARLOTTE (loud): Don't move,

NICK (carrying straight on): No!
Wurrhdlhnm-hlm‘.:gj 1o
mhrhtr,lnﬂhm:ﬁh "
Blacks, so round them up, ship them
off, of course, ship them away, out to
sea — (Shouring:) - and then, of
course, anything else that's offensive,
remove that as well.

CHARLOTTE(loud): STOP IT, NICK -




Lﬂml,gn!hﬂ] You cned.
Imthgﬂﬁh Yes, |
1dﬂ.Thu| RS
Music starts from the juke-box,
'MMMM the
records changing.

ﬂ:i:lm That kid . . . Listen to
H'ICI'L Why are you lying down like

~ tha
wmm bruised m
anjﬂupﬂhﬂﬁlﬂdill 4
now.

H'lﬂ'ﬁ (maves): s it?

m.mlmTE (really sieely): 1 told you
~ not o move,

ﬁ'lﬂlt Iknmryumﬁi

nnd..h.- Ldﬁ“_r“ be all
ven't 3 a
t if you do what we say. if it
ullub: t when the time

a hot of use to us.

Suj.rmrﬂ]ly ought to believe me.
CK ( bt nmn;] I'm not that
mﬂup‘nfm

lﬂ

Iuyuurmdmmt
. We don’t want you to get
'i uthinlw:nnlm urt.
Jtﬂllnrthtfun seeing .

MImllmHntknnwahnm

RLﬂ'I'TE steely): You think we
: back there, do

what think, you
m-mnmwhumum is it?
#I‘CK[M,:M] I don't know.

"]

ACTTWO &
CHARLOTTE (seeely): Is it?
NICK: No.
CHARLOTTE (quieter): That's better.

Then k still, will you. (Watchin
Mjmwumﬁm: torch’

NICK: What?
CHARLOTTE: Have you broken it?

NICK: What does it matter? It doesn’t
work now,

CHARLOTTE: Then would you mend
it

NICK (guiet): Mend it!

CHARLOTTE: We may need it

NICK (pulls it to pieces): My hand’s
shaking.

CHARLOTTE: | keep ﬂpuﬂm; to hear
a siren any moment .
Kevin's going 1o be all ri;lﬂ.

NICK (loud): Why shouldn't he be al
right!

CHARLOTTE (anxious): | wonder how
s S
e 5 1sn't e

hnpchl:hufrm

NICK (foud): are talking about
KIH'IEI un“:ﬂ"m Inr}'t?:uhrmnn I'm

h::r:.mdynurcpmntnultmmu
now, yes, r you want o or not.

She looks at him,
Right. (He looks down. ) 1 don't know

what I‘mdnm;whhﬂmtnrﬂr. It's
in pieces, the spring’s gone.

CHARLOTTE: Give it here then - come
on, give it to me,
NICK lifts the tarch.
Just hand it to me.

NICK leans rd and hands it w0

her, and in doing so, moves closer.
NICK: My hands are so sticky, 1 couldn't

grip it.

CHARLOTTE fiddles with torch; we

see her nerves,
CHARLOTTE: There. I;.'.ihr

the
torch, it works; she shines it in his
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Stlence, They face each other,

CHARLOTTE (with controlled passion):
Look at this - look at it, here. (She
gazes out acrosy the .) This
:ﬁ:-uwlmg; mess, lhl:-l:.: llghll up there,

seen nu-:thm; 0 horrEm ie, anything

s0 inhuman, more ting, it's just
de it presses on us all,
(Loud.) Do you know what used to be

here — where we are now, DO YOU?
Avnllntandﬁ:kh- It did. How can
: vtwﬂhndr:adulllmfﬁum
all the ime. How can you bring le
uphk:l:tmt-;mluﬁurthﬂnthl ﬁ
the time. Tell me, Somebody's got to
do something.

Silence. Wath an abrupt movement,
NICK onto the bottom of the

tarp . much nearer C TTE.
She flinches away — a few feet berween

CHARLOTTE (fierce): DONT!
Pause. He lies there.

(Steely calm.) You shouldn't have done
that, Nick.

NICK: No. (Pause. Near h:r)l!:'u |
know | shouldn't. (Quier. )
think about him at all.

CHARLOTTE: Who?

NICK (louder): And maybe his family -
are you thinking lhﬂ]f?f d

CHARLOTTE (steely): Didn’t | tell you
not to raise your voice. And you've
moved even closer - hawntruu*

Pause,

Don't try to touch me.
NICK: No.

The music finishes.
CE#%E“{DW icks .:th:fﬁ}

re is Imm s Kevin?

(Really urgent. ) WHERE'S KEVIN - ?
NICK: He's not come back —
CHARLOTTE: No.

NICK strerches owt his hand sl
but only tentatively, g

(Calm.} Don’t do that . .

NICK (quiet): Your cardigan's soaked
at it, it’s completely soaked
in sweat,

CHARLOTTE: It's because it's hot. mi

it? It’s an old cardigan.
NICK ( ): Anold one . . . it's
one of your mother's - isn't

it Ymmujdwm;itnut-it‘smm

CHARLOTTE: Imﬂrﬂnmmlﬂtﬂ
touch me. L

NICK (gm, mfp\lﬂhﬂ] ‘h’u-u really
must be in pain, mustn't you?

CHARLOTTE: Don’t tell me what I'm
feeling.

NICK: Yes - your eyes are watering, 1
can see it.

CHARLOTTE: And if | am, Whose
fault is that?

NICK (quiet): That’s right .
you're
You,

CHARLOTTE: I'm all right. It's only a

bruise after all.

She suddenly sits up bolt upright on the
tarpaulin, ﬂiu‘hn with nlltpm then
Ifrﬂ;ghltm NICK maoves back instinc-

tively

There. (She straightens her back with
eﬂnm}iumﬁm—:umw

Nmf.‘l:;a: Yes. Thn oil's all over your back,

ﬂilmﬂﬂﬁ {Jming straight ar him):

NICK: You realise, Charlotie, we're
about the same age, you and me.

CHARLOTTE: Yes.
NICK (suddeni What are
real nm righ

n - tonight -

(Pause. ) tymr:?:pn:thg?mh
CHARLOTTE: | don't know, We were
seen, that's all we know. (She looks ar

hﬁnmmmﬂh}ﬁmm
%m move of your own accord

. yes. And
lying on some oil, it’s all over 3

TTM_v face each other.



4

| mean it.

 Pause. He is nearer her.

* You won't ever shout a1 me again.
ICK (defiant): NO!
Pause.

" Go on - Go on, Charlotte — (He stares

b Py - T

Party -

CHARLOTTE: I've told you all you're

;fxwmgﬂmmm he?
- him! leans

.‘ m%-?&‘“ cn-mt;k“’?

__ Come on, tell me -

CHARLOTTE: To protect mysclf.
NICK: Protect yourself against what?

ARLOTTE: Against all the leftist
- groups that know what we're doing.

_ : What leftist groups?

fhunmm steely): All of them.
Thu]r‘m-rm:sm!i'hy‘whnm
scquiring arms all the time . . .

: : You really believe that

CHARLOTTE ): It's not a
 question of ing . . .

NICK (louder, closer): You really believe
there are hundreds of armed

- moving all over the country

CHARLOTTE: Yes. It's increasing all

' hl{m.ﬂm'tmmydm.ﬂﬁ
. - - | mean it.

Pause. Music playing.

"'Aluul‘pmplenjrupuimu‘u

hlﬁt Experience what?
CHARLOTTE: Where is he? He should

be back.

NICK (loud): Experience what -
 Pause.

CHARLOTTE: Having to kill someone.

: them fall. looks al
i m:jfm no idea s
~ happening — none at all, have you?

ACTTWO 43

Tn-uheﬁ:mnmh?' s really going on
at all - don’t you? Suddr::?w-ighu
M]M'Ilﬁﬂlvwmw..
in eighteen months, in two years.
dun‘_lwlnl:itmhwn.hur::ﬂn
see it coming . . .
NICK : “5.? that's what you're
to do 15 it? Whipping .
g poopl Bl sl as's s
CHARLOTTE: There'll be guerilla-style
clashes 1o begin with. d

NICK: Often. (Loud ) I often -

CHARLOTTE (straight back): When?
When did you? Five years ago? Ten
years ago? When you left 7 all
thnmwlﬂ_udymud’;mkm
ment, letting the country be overrun
people who just don't belong,
NICK (clenched): You don't know what
you're saying, Charlotte . . .
CHARLOTTE: Where has it got any-
body, at all, e i
i i so fast! And they're
to stop it. Everything been
grey for so long, and the mess, every-
where, just totally grey. (She looks at
him, quieter.) Like you . . .

NICK (defiant): Like me? -
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HIEE}: Just go. Right. (He lets the KID

go.

KID (stumned): | don’t . . . (Very quiet,
dnzi:i.] What's the mﬂm{vﬁ: you?

(He goes. )

NICK stares at CHARLOTTE, then at
KEVIN. CHARLOTTE looks ar both
of them,

CHARLOTTE (guiet): Thank you.
The siren suddenly starts again,
approaching fast.

They stand, still, as it approaches.
inrrﬂﬂlyrfuxa:"ntn&{'aﬂpm. :

CHARLOTTE (as soon it passes while
ir's seill dying): Gone past.

KEVIN (big grin of relief): Yes!

CHARLOTTE: Come on - pick the
things up. We've got to be moving.
Blackout

some crumpled writing p
and a biro, puts them on

Silence. They all stare out.

KEVIN (marter ): Christ it’s quiet.
Pause.) Terni e gui:l suddenly.
Loud 1o NICK: ) Isn't it?

NICK: Yes.

NICK s nervously ryving the lace on hi
desert boots. 2 i

lap.)

KEVIN (feeling the bank with the pafm
of his : And the S S0
hard, baked hard. (Lowud. ) This heat -

*For news items sce page 53.

it really does feel as if it's before '
something enormous.
m;‘am (scribbling on the paper):

es
KEVIN %

iy st g st

( See it! Cutting through!
CHARLOTTE: Yes. Not so loud.
KE"JIH{mnhwdnﬂyl:Hutluhnd;
CHARLOTTE: And

down both of you. mad cadue..

KEVIN: Yes. (Pause.) What writing
all the linﬂ*{Ehlrlllln? o

CHARLOTTE: It's all right . . . (Very
tense. ) I've nearly I can’t
- tme.
bi’ﬂﬁ!l"!l |

broken

m{qﬂ]:lm:tkm...

could well be domg that. (Suddenly
l;;i]?:l—thﬂti:li:hl,lﬁiﬂh

CHARLOTTE: Where? Where is it?

KEVIN: You see it? | think . . . no, it's
gone. (Pause.) | can't see, can you?

CHARLOTTE: It's gone.
Siren sounds in the distance.
CHARLOTTE glances round, tense.

There they are anyway.

KEVIN: Yes. (Glancing behind them.
Out there somewhere. )

CHARLOTTE: It's quite a way off still.
KEVIN: Yes, it is.
Siren playing around in the distance.



NICK: No. You're very thin, aren't you,
Charlotte?

"HARLOTTE: Yes.

NWICK (starimg at her): | don't see — T just
don't . 'ﬁnur:nul:?:nlvtrjrj

inte girl, are you? You aren't.
Not mside there. Not even very
'Img ou've no ideas at all, nothing,
pt shabby, vicious, second-hand
!hn-ughm {Farc:fui ) Why am 1 still
riotte ~ | could have
hr

:__;um.n'rrﬁ No. You couldn't
NICK (forceful): 1 really don’t know why
I didn't . -

CHARLOTTE (quiet, staring at him):
Because until now you were being
sensible. weren't you . . . and it was
all nght.

NICK (quiet, firm): Was 1? I'm not

vmq from here Charlotte. | warn
-]rnu m nol moving.

KEVIN enters.
CHARLOTTE: He's here.
KEVIN stands swaring at him.
KEVIN: Go on - leave her.
NICK doesn't move,
1 said LEAVE HER.
NICK: NO!

Pause. Silence.
I'm not moving, Kevin,

A moment's pause, .:u- NICK fees by
CHARLOTTE on

the rarpaulin -
CHARLOTTE then, with a sudden
movement, gets up, moves off the

tarpaulin,

VIN: Yes! Are all right,
[EE:E‘-I'IMHI:: TN i

CHARLOTTE (sharp): I'm firie now.
Absolutely fine,
IKEVIN (loud): I've done it. And paid! 1
ot £ Akt haie shnegh t
| t n | have enou

t Idlhawe to come back. But |
did have enough!

CHARLOTTE: Right.

ACT TWO 45

KEVIN (oud): W i i
the whole way . cww ipe ol

The KID enzers.
CHARLOTTE: Oh God |
KID: Hello -
KEVIN (dangerous): What you want?

KID: | was wondering since you're still
here, and j uu ﬂﬁynu van up - how
about a

KEVIN (fense): A lLift -

KID: Yeah - I've been here eight hours.

CHARLOTTE (steelv): Haveyou . . , 7

NICK (nervous): Christ . .

KID: And can’t get a lift. 1 want 1o be
moving, can’t stay here nn{r longer.

I've been here eight hours! Got 10 get
away. Come on - give me a lift -

CHARLOTTE: NO.

NICK: Just leave, go on — I'm telling
you - leave -

KID: Just to the next cafe — come on -
you're going 1o give me a lift.

CHARLOTTE: Get rid of him -

KEVIN: We told you once.

KID: I want a lifi. It won't hurt you,

NICK: Just get out will you ~

KID: No. I'm going to get a lift.

KEVIN {(dangerous): Are you going Lo
go?

KID: No.
KEVIN throws himself ar the kid,
shouting “Just ger out’ Tht Kl “dgf
back ﬂ*ﬂﬂ w‘nﬂmi - NICK s ﬂ.fy'
follows [-‘-'.E\"IH cﬂrcﬁmg hold of the
KID's head, shouting "Just leave’. The
KI1D breaks away from KEVIN, and

NICK catches hold of him. A siren is
heard fainsly in the distunce.

CHARLOTTE: For Chrissake — (As the
rgm;gﬂfsm ) Just get rid of hum -
that's al
The F.'.ID fights viciously with NICK;

KEVIN goes for him wo; NICK drags
the KID away.
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down.) Yes, you can see the pictures.
Just for @ moment you can see them.
Clearly . . . (Loud.) But it’s not

to hlppc:n like you want. (Loud.) It

the ““?m"?"ﬁ’ X
grass, io t hasa't
happened yet . .

KEVIN (staring mu}. Maybe not . . .
NICK: Because you're alone.

CHARLOTTE (maovin
sl ﬂ;nirm mf Ihawm t slept
lt:::: I.hnu m Il‘ﬂl:t. 1 '
n wi 1 r S0 t's an
ulrmrdm:r}r (She brushes her
hair back with her hand. )
KEVIN: No, nor have 1. (He goes aver
to CHARLOTTE, quiet, close, confi-
:frnﬁn.* ) I hardly slept at all the night
before. Before this one. Because I was
thinking about this trip - this | ¥
nl.’mnlmuldnihams maore
than an hour. (He is right beside her.)
Not more than an hour, Charlotie.

CHARLOTTE: No.

KEVIN: How's your back?

NICK: What you saying to her?
CHARLOTTE: It's better now. It's fine.

NICK (loud): What you saying to each
other? e

CHARLOTTE: 1t"s all right, Nick. Stay
there. (|Tﬂur ) We'll kmw w:r:f SOOMN.
It gets ligh - it
cOmes up m swiftly at thh time of
year. J‘ust have to prepare ourselves,

KEVIN (by her, quict, manter-of-fact):
Yes, 1 know,

CHARLOTTE (looking at KEVIN,

grmfyhutmanrr-og- act): Quiet . . .
that’s right, that’s better.
KEVIN;: Not much ume now .

CHARLU’ITE No. I've writlen it down,

gh'? . What w: stand for. 1
inish it . . . I've just
scrawled it down . . . 1 don’t want 1o

show it, it's not how I'd like to have
put it. But it's akmost all there ~ every-
thing.

NICK (lenider); Charlotte?

CHARLOTTE: Just stay there.

HI’-%:E Hpun', aggressive): Tell me as well |
,

EHﬁHLD'I'TE I am tellin

B you .
ghnae:dannmrﬁrpmrr]ﬂuil'i
Elonthemnuw

KEVIN suddenly gets up, moves down-
stage. ,
Where you going?
KEVIN: Show myself. .
CHARLOTTE: Why?
KEVIN stands downstage.

KEVIN (loud): It's all right! Nothing so
far! We're in a p-mtimhr;, d
the Batwe couid e (bt d
| Wi Coun v
You know what
know what ha on this hillside,

that valley? It's a battlefield - an old

battleficld. No, it's true. 1 know about
nt Th:Wlnufﬂanm.ri;ht here,

Daies e nd, m'i"ﬂmuﬂ:f“

ground, under
thcrurephcnulEuilmd,lm right
undulh:mrh::# under th Iir -
I'Iﬂi

andjwllﬁndlmbem:mm

mn.wtul‘thu
urrulﬂm (Suddenly reall

}I_AND YOU CAN'T E

E'l*lAR.l.ﬂ'l"'l"-E (quier, firm): NO.

KEVIN: There should be a monument
here. 150 feet high. Thick, granite!
Unmoveable, yes, up on top of this
hill. 1 know all about it, beciuse we
came up here, ago now, it
sccms, that's I knew we had o
stop bere. Because | saw it! |

rec it! (He smiles. ) There was a
lot of us that came up, a whole lot of
us round here then, Hunhumb:r

land. llw:sllhtmunwuvﬂhp all of
us together, h:m.l:mld.l
maﬂ“ﬂﬂnru, underthu:lqr
Pea t was incredible, Spread
mrl-‘me 50 of us - you should have
seen it, the colour and the feeling
then! And it lasted all that year.
Loud.) 1 passed through that wood
ust now, coming up. | saw the remains
of it all, the bits of o there,

The bits we built, and covered
in wire, and sawn into broken

ned here? You

1



@

- Getting nearer though.

mmm:shﬂr.m

Ihtmdlu.

lmmmmm Looking forward

1o it, are you .

JCHARLOTTE: ld:nltm{.‘!hr
down lupq:rm-p}

| ﬁum‘:;m-immﬂ

INICK (louder): [mkmgimnﬂmu.

- mreyou...?

I&.J‘:.ﬂ don't u,mm“"""’

|mmw m

hlwhﬁreﬁmwﬂ;-thnnﬁu
Ilwﬂ!lﬁi:: hnnhu::m
strcam out there. A complete
lm(ﬁr}:!m

: They shoot to kill . . . do
e v -
| NICK: Kevin, don't you . . .

|IEVIH m?ﬁﬁ"? It‘uhu‘ .

IMEMW} Smash into
- you?

Silence.

CHARLOTTE (with the thermos, quiet):
Have some. (She holds it out 1o
KEVIN.) Come on, | don’t want any
but you some.

memm.m.m
drink.

NICK (suddenly Christ . . . What
do ﬂ:ﬂm.:%nbtt:"
CHA 1 don’t know, (She akes
the thermos KEVIN.) It's all
right . . . (Then to NICK, as she
hﬂ:nﬂmm}mumc?

NICK: No.

CHARLOTTE puts the thermos down
ﬁﬂi‘.&hﬂ'

Whal hoping for then? (Pawse. )
Chi#?ﬂrmndlmﬁdkﬂ

ACT TWO 47

. « . (Pause, nervous but controlling is.
See that - written on the streets? j
KEVIN (staring out): Yu
HIEI Inh:tm

taring out

huge . hhwhrhhw;mm

all this . . blow by blow

CHA HlIﬂTE[r:uin}

NICK: In the papers . . . in the supple-
ments oo, pages about YO

KEVIN: Yes.

NICK (loud): What do you mean, Yes?
( Louder.) What do you mean . . .

CHARLOTTE: Don't move around . . .
1 told you . . .

Pause.

NICK {hﬂm down, at the
short ab mavemienis ): mir
's walls, above
huduu?ih-nu . is that what you
want . for those

school kﬂ:whuumimhynuhnpeln
poison. Hope to infect.
CHARLOTTE: Just try to keep still.
Siren — same distance as before.
Tluruuu umedinmn:. isn't it
nm’lmgmll
IE\"IH. Yes. It is.
Pause, as the siren plays around.
Bound to find us sooner or later,
England’s such a small country . . .
The siren diexs.
NICK: You've knocked the thermos over
— it's spilling. (Sharp.) Pick it up . . .
CHARLOTTE: Yes. (She does s50.)
Pause.

NICK g at the grass, looking
dawn): You l:lnlﬂ‘:lhlt can’t you
faces in the dock. Stanng out.
Buthulym.h!:!:m.‘l’wlmr

cut short. And the headlines . . . al

that muck . thundrudlnfhﬂd-

lines. Charlotte Pearson — the girl . .

m:ll(mﬁn[lnt the half-blind

companion _ . . (Pause — still looking



fast, suddenl
wm:mm, o
happened to them all?

Imcr: (tensing): Kevin

iEUlH in w lseen
| i b svbosn oy s

i

u!m thqr are, or just
about to lose one, limping along,
'uﬂlﬁ;du almost l;mkm,}
no m hﬂ:dm, w.
- Just mmnfmum. But that is
~ changmg now. It is.

ICHARLOTTE: Yes. It is.
!M{mﬁ;] Charlotte .
|m{cmjmgmﬂﬁﬂﬂﬂ] People

~ have had enough now have!
1‘I'hh:_mﬂhd:@=m1 nder the
heat, it's all changing.
|CHARLOTTE: Yes . ..

The is increasing, getnng brighter
gl

| KEVIN: Almduftl.lmm!,puuu yes!
mammh a, famous

ACTTWO

KEVIN: Yes. It is. It's not full of
people that don't belong.

NICK (dangerous): Smp it, Kevin - are
you going to stop?

KEVIN: That just shouldn’t be here!
That never to have been allowed
to come - they've got to be sent back
now! Back to where they came from,
Yes! Even the kids in | are
beginning to feel it, feel their ish-

ness tnnw this place belongs 1o

NICK (jump. : Kevin,

just stop |t'gaynuhur’ P IT!

CHARLOTTE (shouts): Let him go .

KEVIN: Get off me .

NICK (shaking him mﬂﬂ_v hard): Just
stop that, u"gu and for all. Swp it.

KEVIN: Lclgunfmu . (Pause.) Go
on - let go
Silence. HIEH lets go of his arm.

CHARLOTTE: That's right.

NICK ar KEVIN): Kevin |, .

Racing with it, aren’t you . . . (He
ar } Look at
m , . . still racing through him . . .

Pause.

KEVIN ( ) You don't feel anything,
:Iujlr:m You have no idea what to do
at all.

The siren starts again, much nearer.

CHARLOTTE: Sit down, both of you.
(Dangerous:) Sit down -

KEVIN: It's much nearer.

The siren is approaching, but is not on
top of them yet.

Isn't it? They're going to gef to us
ml

CHARLOTTE (really tense): Maybe.
Move back. Agamst this.

They move against the bank, tense
Right back.

NICK (lowd, ﬂb"ﬂﬂl]‘ m"
they now?

NICK (his voice strong, bold): Charlotte
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:i'IAMTE( distant, calm): Will
gulmlhum I don't understand

hold of her
Inmj' sake you're
mﬂi rmal girl, aren’t you, |
nﬂnhmhnrcmm
“'mlh‘thnktwiu normal
E’L[mhhmhkl &E‘y

) There's
Is there. NOTH

h&ﬁ‘ml .) So come on now - tell me,
¥ : Just leave me alone. |
“don’t understand.

ﬁ" Leave her.

I'm talking to you, Charlotte,

't 17 Come on, tell me. (Suddenly
nightening

hrmﬁh'm

on her arm.) You're wrong.
L you know you're You do
'And]uuu ing to say it. You are!

- Even iflhlﬂ'#lﬂh‘tlllhﬂhﬂld
. Come on Charlote .
mm! [ﬂ:ghiy '?Hh'ﬂ‘-l”l You really

Pm
(Much quieter.) Come on.

~You've still ﬂl.'[ln ﬂ- all, have {::;%

INICK {m bu still quite forceful);
~ Haven't

: (quaet): No idea at all.
INICK (quieter): I see . . .

;Fﬂlﬂl.

L%Mm.mr-oﬁ'in] on

 The lights are now up 1o full

- anyone out mmmﬂu

EI-&RLUI‘I’E{MM} No, there
"t

KEVIN (loud): They've gone past -

|
(U Now, come on. Tell me. Tell -
iil’ rgent. )

ACT TWO 35l
CHARLOTTE ile): 1 i
S (slight smile): 1 though
HE"«"IH ]
bt b e e We'e s

lﬂt

CHARLOTTE: Yes. Just the tractor
down ll.’ll!l't- God, my clothes feel

IEEVIH{:W out): Three hundred feet
duintnth:mLmt

morni Tlttrunnwindauu.inhcm
- ly still -
CHARLOTTE: Come on - we must
leave at once. Right now - they’ll be
back very soon. everything up,
Kevin — (She snaps:) Quic
KEVIN moves with speed.

We're moving on now, Nick - (Te
KEVIN:) Come on, Cﬂmr.tljr that
blanket as well - LOTTE
fotd:dnbhnkn.} take them to the

IEE\r'[H That's e

hiz dark glasses off. )
CHARLOTTE: Yes, Kevin -
KEVIN: Goodbye then, mate,
NICK: Goodbye.

KEVIN hesitates for a split second,

CHARLOTTE: Go on, Kevin, quickly.
I'll bring these. -

KEVIN ; CHARLOTTE finishes
folding the blanket.
NICK: You're going now?
CHARLOTTE: Yes
NICK (quiet): Good.

CHARLOTTE: Yes. (Maner-of-fact. )
Finish the mp (She puts the blanket

ing — (MHe takes

on mpaj" big bag, and picks up the
HIEIL[ out, not
) llﬂ- {ql yu
m t over there,

we'd just be tm;rm duum:htl-
side, you realise. (Quier, he moves his

hea .) God, it’s still, sn't it?
Sud re’s no wind at all. He's
right. Just quiet.

CHARLOTTE: Yes, Don"t tum round
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- look at me a moment.

The lights are coming up 1o full
brightrness du the exchange between
N1 de}MTE

ICK is sudd really authoritative. )
harfote? eny .

CH&RI.EI’I‘E (
move . . . Just st

NICK lmd' mngnj- very strong): Look at
me,

ﬂHARLﬂ'I'I"E. mrny her head, and
looks at him.

That's better. You look different this
morning.

CHARLOTTE: Do 1?7

NICK: Yes you do . . . messy.
She mrns,

No! Look at me now. (Quierdy
puw:;l'h“ﬁnj'ﬂuhﬂl:wnllmﬁ
obscene muck, do you .

mw (mor mdcmmdmg}

NICK: You heard me. All this obscene
muck.

é:ﬁmp} Don't

She looks ﬂr.-hrn
keep looking, kee
Iooek'%glt me. {M;.r loud. ) Look lf

CHARLDTTE I{mnu her head): Yes?

NICK: You believe all that, do you -
ALL OF IT?

CHARLOTTE (quier): You've been told.

NICK: I mean, Kevin's finished now,
completely finished.

KEVIN (dangerous): That's righ.

NICK ( staring at her): But -
with you, ﬁar:‘: a ﬂutr%m“:“ﬂu’ﬂ

Eﬂnm but it's there, (Really
ud.) isn't there?

CHARLOTTE (quiet, tone disgant): |
dﬂulkmwwhqlfl;uumultm;ihnul

NICK: Just a slight one - but it's there,
after this night. Yes! (Strong.) Because
you don’t believe quite all of it, do

w? Not m&m Not the whole
You can't believe quite all of it can

you Charlotte.

CHARLOTTE: | don’t understand what
h:‘:‘mrh@ (She glances towards

NICK: Don't look at him — he won't help
- look at me, Charlotte!

KEVIN: What's he saying - what's he
talking about?

CHARLOTTE (distant,
hending): 1 r.inn't tnuw wha En
saying.

NICK (loud): Yes you do - you can't

qmt:h:lhvut , Can you. Mld
}Cum:
m; ]
Yminowwhtllmn know
exactly what I'm saying. (

Come on -

CHARLOTTE: I've told you everythin
(Ounien) It's nok swonth the atieet 1o toF
ANy more,

won't do - will it? (Urgent. ) Come on —

CHARLOTTE: If he doesn’t understand
now - he pever will -

NICK: Won't he? BUT I DO UNDER-
STAND.

CHAI'I?LUTTE (staring right back): Do

you

KEVIN (staring out): Imnullum:f
there's anyone out there .

NICK (loud, p And I' xﬂn
to get it out ulmélnrhm_m -
KEVIN: What's he saying to you?

CHARLOTTE distani): 1
know. IWI“}'{‘E'IEM oo

KEVIN: Just leave her.
NICK (warching her): NO. Not now -
CHARLOTTE: I've told you everything.

NICK (really loud): 1 told you - that
won't do, Charlotte — J wlkmw
decp lhwn.inmluth:re‘;?:(
you don’t believe it all,
to prise it out of you, E‘h:rhut
Tunm;mn:tnnjrﬂ.ruulu

Pause.









cene Six)

A police constable was shot dead in
Doncaster tonight. His body was found
in the North West of the city at about
10.30. Police are not revealing his
‘identity until relatives have been
informed. Here is Ken Lewis in

IKEN LEWIS: At around ten o'clock

tonight a police constable, out
‘on his was shot dead at
point blank range here in Clive Road,

the North West of Doncaster. He
'was found out on the pavement here,
by the side of the old Granada

4. He had been shot four times.

This is a fairly descried area of the
«city, the cinema like most of the
-;m'ruu:ndiulgguu is awaiting demoli-
tion, and police are urgently
requesting an that may have seen
some ving the arca hurriedly
“at about ten tonight to come forward.
They already believe that more than
one person was involved, and are
interviewing witnesses who heard the
‘sound of the shots.

Road blocks have been set up all
around the city and in surrounding
‘arcas. And the whole of the Yorkshire

force has been alerted. There is no
sign as yet of what motivated this
particularly brutal killing. This s Ken
Lewis L. R.N. Doncaster.

DAVID WILLIAMS: In the House of
Commons tonight, the Leader of the
Opposition, Margaret Thatcher
lsunched one of her most bitter attacks
_yet on the Government in what is seen
“as a further indication that an early
General Election is a possibility . . |

BECOND ANNOUNCER: A policemian
“has been shot dead tonight m
Doncaster. His body was found in
Clive Road, by a deserted Cinema in
the Northern part of the city, he had
been shot several times,

{ THIRD ANNOUNCER: . . . was shot

dead tonight in Doncaster, He was a
ung police constable out on his usual
at. He was found lying outside a

deserted Cinema. He had been shot

four times at point blank range.

FUH:RTH ﬁh;i‘HgUNEEF:{: ... in an

alleyway by a Cinema. His wdentity
has not as vet been released. Police
are anxmous to talk to an who was

in, or near Clive Road between 930
and 10.30 1onight . . .

SECOND NEWSCAST
(Scene Seven)

Begins in blackowut before the sceme.
No fanfare. Half way through, it cuts to
the radio onstage as the lights come up.

DAVID WILLIAMS (or perhaps another
announcer ) Followmg the shooting of
@ Police Constable in ster, police
are mounting a full scale manhunt,
North of Newcastle. Here is Ron Allen
in Newcastle.

RON ALLEN: Afier eye witness
accounts that two men and & woman,
thought to be in their twenties, were
seen leaving the area of the killing in a
van, Police here in Northumberland
are mounting one of the most massive
Manhunts ever seée¢n in the North East,
Men have been drafted in from
surrounding forces and Scottish Police
have also been ‘kﬂf'\g‘t tl':::

are believed to be some-
m fﬁ?up!fm the hills in the Border
country, or just across the Border,
police arc combing the lonely country
roads in that area and checking on
outlying farmhouses.
Helicopters are standing by for an
l:ﬁlldﬂcnrm at sunrise. Police 'II-TE"}T
re n suspects as potentia
n:ﬁt{m:: dangerous, both detec-
tives and many uniformed police have
been issued with firearms as they
attempt to encircle the whole area in
one large Police cordon.
This is Ron Allen 1.R.N. Newcastle.



Figure 10: The Model of Analysis

The model is based on Searle’s (1979), Yule’s (1996), Grice’s (1975), Harris’s (2008), and Aristotle’s (Kennedy, 1991).
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