
I 

To the Graduate Council 

I am submitting herewith a thesis written by Pamela N. Booth 
entitled "Christopher Hampton: Influence of the First Wave and 
Historically Important Playwrights." I have examined the final copy 
of this thesis for form and content and recommend that it be accepted 
in partial fulfillment of the requirements for the degree of Master 
of Arts, with a major in Speech and Theatre. 

SPbWrrJTFE Major Professor 

have read this thesis 

recommend its ceptance; 

Accepted for the Council: 

Vice Chancellor 

Graduate Studies and Research 



CHRISTOPHER HAMPTON: INFLUENCE OF THE FIRST WAVE 

AND HISTORICALLY IMPORTANT PLAYWRIGHTS 

A Thesis 

Presented for the 

Master of Arts 

Degree 

The University of Tennessee, Knoxville 

Pamela N. Booth 

December 1982 

3065139 



ABSTRACT 

This thesis shows how Christopher Hampton was influenced by 

the First Wave playwrights; John Osborne, Shelagh Delaney, Arnold 

Wesker, John Arden, and Brendan Behan; and historically important 

playwrights Moliere and Pirandello. Influences of character treat 

ment, thematic development, and language and style are discussed within 

the paper. Hampton's five full-length plays. When Did You Last See My 

Mother? (1967), Total Eclipse (1969), The Philanthropist (1970), Savages 

(1974), and Treats (1976), are compared with selected plays of the 

aforementioned playwrights. 

Influences of character treatment examined are: the angry young 

man, the mother/incest character, the misplaced homosexual, the passive 

acceptor, the misguided activist, and influences of three characters 

in Moliere's Misanthrope. The influences of thematic development, 

treated in the following chapter, are: the danger of apathy, the im 

portance of honesty, responsibility for protection, the importance of 

politics, the misfit in society, the importance of appearances, and 

the importance of fidelity. The final chapter, concerned with influ 

ences of language and style, examines caustic language, use of the song, 

and the play-within-the-play. The paper concludes with a brief summary. 
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INTRODUCTION 

During the late 1960's and early 1970's a new group of Brit 

ish playwrights emerged. They were christened the Second Wave in 

a book of the same name by John Russell Taylor. This group of play 

wrights includes such writers as Tom Stoppard, David Storey, David 

Hare, and Christopher Hampton. They have evolved, like all writers, 

from those who preceded them, and this group of playwrights shows the 

influence of their predecessors. The preceding playwrights are called, 

appropriately, the First Wave. The First Wave playwrights were radi 

cal; their language and characters are harsh reminders of an era of 

change. Sharp retorts and untenable situations are reflective of this 

era. 

Though the Second Wave playwrights owe their debt to playwrights 

of the past, very little work has been done to see just what these 

influences have been. Because the work on this topic is scant, this 

thesis is written. Possibilities for an extensive study exist, which 

is the following: What are the influences of the First Wave play 

wrights on the Second Wave playwrights? For the purpose of this study, 

the focus is limited to a specific Second Wave playwright. His name 

is Christopher Hampton. 

Christopher Hampton is an outstanding dramatist of the modern 

British theatre. Hampton's first play was written when he was seven 

teen; he holds the record as the youngest playwright-in-residence at 

the Royal Court, where he wrote from 1968-70. His five full-length 
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plays are When Did You Last See My Mother? (1967), Total Eclipse (1969), 

The Philanthropist (1970), Savages (1974), and Treats (1976). Each of 

his plays has received critical acclaim. The Philanthropist, which ran 

slightly over three years in London's West End, won the Plays and Play-

ers Award for best play of 1970 and the Evening Standard Award for best 

comedy, also in 1970. Hampton's plays, though successful, are quite 

diverse. Even Hampton admits that he is not tied to a particular sub 

ject matter or theme. Still, Hampton's plays are similar; all of his 

plays exhibit influence of background sources on his work. 

The purpose of this thesis is to answer the following question: 

How did the First Wave and historically important playwrights influ 

ence Christopher Hampton? Sources for the paper include newspaper and 

magazine reviews, academic journal studies, books, Christopher Hampton's 

plays, selected First Wave plays, one play by Moliere, and two plays 

by Pirandello. First Wave playwrights included in this paper are John. 

Osborne, Shelagh Delaney, Arnold Wesker, John Arden, and Brendan Behan. 

Two to three plays by each author are used; the playwright's better-

known works were chosen. Three historical plays are dealt with. 

Moliere's Misanthrope is used because it is aluded to in Hampton's 

Philanthropist. The two plays of Pirandello's, It Is So (If You 

Think So) and Six Characters in Search of an Author, were chosen be 

cause they are his representative plays. 

After the literature survey and a short biography about Christo 

pher Hampton, three areas of the drama are focused on; characteristics 

of the playwright in his specific plays are examined in the paper. The 
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First Wave plays are treated by author; an examination of Hampton's 

plays follows. Then, the historical plays are treated by author and 

a comparison of Hampton follows. The influence of the First Wave and 

historically important playwrights is examined in these areas: in 

fluence of character treatment, influence of thematic development, and 

the influence of language and style. The three areas constitute the 

body of the paper. A short summary concludes the thesis. 



CHAPTER I 

THE BACKGROUND 

The following literature survey examines the literature by mag 

azines and then by books. The magazines and books are evaluated in 

chronological order. This method is used because magazines usually 

capitalize on a performance, while books review Hampton in an academic 

view. This chapter summarizes the literature available on Hampton and 

his plays. It concludes with a short summary of Hampton's life. 

Survey 

Plays and Players brings Hampton to the forefront with its re 

view of The Philanthropist. Reviewer John Holmstrom is quick to make 

the association with the play to Moliere's Misanthrope. Hampton 

uses the plot of the historical French play and switches its ideas 

around. Holmstrom's review is favorable; he believes that Hampton's 

suicide scene is surprising and hilarious. Holmstrom also says that 

Phillip, the main character in the play, is an exaggeration of Hampton's 

neureoses. 

In The Guardian Weekly, Nicholas de Jongh writes a short but 

informative article, "Toughness Beneath Fragility." De Jongh reports 

Hampton''s saying that the only question to ask is whether or not to 

kill yourself. De Jongh says that Hampton is a curious writer because 

he is to difficult to assess. He calls Hampton's plays traditional 



5 

plays and says they are plays about anguish. According to de Jongh, 

Hampton thought he could change the world by wonderful writing; but 

he says Hampton realizes that there is a gap between what one says and 

what one means to say. The article quickly summarizes Hampton's first 

three plays and cites him as a promising writer. It reveals that Hamp 

ton does a good amount of researching for his plays dealing with history. 

For example, de Jongh quotes Hampton's interest in the young French 

poet Arthur Rimbaud and his relationship with Paul Verlaine in the 

subject of Total Eclipse. "I read Enid Starkie's book about him."^ 

This article, though brief, is important. It is an excellent summary 

of Hampton's work to date. 

When The Philanthropist came to America, it opened at the Barry-

more Theatre in March of 1971. The New York Drama Critics' Reviews 

compiles a copy of reviews of leading New York critics. This para 

graph concerns the opinions of these critics. Douglas Watt, Daily News 

critic, believes that the play is a strangely confused effort at a 

character study. He feels the play leaves the audience with nothing; 

it is merely a set of characters involved in an action which goes 

nowhere. The New York Post critic, Richard Watts, believes The Phil-

2 
anthropist is a ". . . gracefully written comedy." Watts feels the 

show reveals Hampton's skill and understanding as a playwright, though 

^Nicholas de Jongh, "Toughness Beneath Fragility," The Guardian 
Weekly, 12 Sept. 1970, p. 21, cols. 1-5. 

O 

'"Richard Watts, "Alec McCowen is Funny, but the Play Sinks Him," 
The Daily News, in New York Theatre Critics' Reviews, 29 March 1971, 
p. 329. 
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Watts does not believe The Philanthropist is destined to be a "great" 

play. Martin Gottfried, critic of Women's Wear Daily, says the play 

is disappointing. He finds The Philanthropist a comedy of lesser 

quality than the writing of Noel Coward. T. E. Kalens, reviewer for 

Time finds the play a collection of witticisms going nowhere. 

The misfortune in his (Hampton's) own play is that the pas 
sion, conflict, and tone of voice of a playwright saying what 
he feels he has to say are all but inaudible.^ 

Another critic. Jack Kroll of Newsweek, is very impressed by 

The Philanthropist, saying that it represents the work of an artist. 

Kroll feels this play is one that the modern theatre world has been 

waiting for. Henry Popkin, critic for The Wall Street Journal agrees 

with Jack Kroll. Popkin says it is the best comedy of the Broadway 

season; he believes the comedy of character contained in the play is 

the best form of comedy writing. 

This collection of short reviews is certainly varied. There 

are nearly as many opinions as there are critics. In spite of the 

collage of opinions, these articles are important because they judge 

the merit of the playtext by its success as a theatrical production. 

Another early reviewer of Hampton's Philanthropist is Bren-

den Gill of The New Yorker. Gill showers praise on the play. He 

says: 

. . . it is evident that he (Hampton) continues to take an 
active interest in current events and is capable of getting 

3 
T. E. Kalens, "The Theatre," Time, in New York Theatre Critics 

Reviews, 29 March 1971, p. 330. 



off with some pretty slick lines, especially, when the weather 
is warm.^ 

Gill's biggest complaint with the play concerns the plotting. Gill 

feels that Hampton should have one solid idea and develop the play 

from his idea. 

Another review of The Philanthropist appears in The Nation, and 

it is written by Harold Clurman. Clurman applauds Hampton's play be 

cause the characters in the play are easy to relate to. According to 

Clurman, the main character, Philip, is true to the concept of the 

unexceptional person; the concept of the non-hero applies to everyman. 

Clurman likes the idea of the play's university setting because it 

provides a desirable microcosm for the action. He sights the modesty 

of the play, its setting, characters, and ideas, as a plus for The 

Philanthropist. 

It reaches for no great disclosures, no large theme, no pre 
tentious insights. It dramatizes the plight of an untragic 
man.^ 

While The Philanthropist was continuing its three-year run in 

London's West End, Hampton's next play. Savages, caught a great deal 

of critical attention. Savages starred Paul Scofield and opened to 

mixed reviews by the critics. Perhaps the most amazing conclusion 

about the reviews, after reading them all, is the polemical views of 

the critics regarding Savages's multiple story lines. 

^Harold Clurman, "Theatre," Nation, 5 April 1971, p. 442. 
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A month before Hampton's Savages premiered, Stephen Gilbert did 

a special article entitled "Hampton's Court" in Plays and Players. 

Gilbert writes about the background for Savages; Hampton's idea comes 

from an article in the Sunday Times colour magazine. Most importantly, 

Gilbert interviews Hampton, thus giving another dimension to Hampton's 

work. Gilbert reports that Hampton likes diversity in his work and 

has Robert Kidd direct all his plays. Gilbert says that Hampton be 

lieves the theatre is good, but television is the better medium for 

social change. Also, the English people are more interested in thea 

tre than they are in politics. Gilbert's interview discusses Hampton's 

writing style. This information is extremely valuable because it 

allows insight into Hampton's plays and how he goes about writing them. 

Plays and Players was among the earliest magazines to review 

Savages. Ronald Bryden, the critic, finds some objectionable points 

in the play. He feels that the multiple plotting in the play is harm 

ful; Hampton does not do enough justice to his plot for the audience 

to discuss what the play is really about. Bryden finds some relation 

to Royal Hunt of the Sun by Peter Shaffer. He feels if he has drawn 

from this play, Hampton's play is inferior to Shaffer's. Bryden finds 

Savages too intellectual for the audience to understand because of its 

sophisticated construction; ". . . it is too sophisticated to hope 

for its own success." 

Ronald Bryden, "Savages," Plays and Players, June 1973, p. 43. 
C 
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One of the most valuable magazine articles concerning Savages 

appears in Theatre Quarterly. This unsigned article gives a great deal 

of factual information not only about Savages, but also about Hampton 

himself and how he feels about his writing. The article describes the 

playwrighting and directing relationship between Christopher Hampton 

and Robert Kidd. The article explains that Hampton toured the actual 

locations where his factual plays took place. The plays based on fact 

are Total Eclipse and Savages. The article reports that Hampton even 

read books by Levi-Strauss on Indian myths. The article goes on to 

describe how Hampton feels about the theatre in general and the direc 

tion his writing is taking. The personal interview with Hampton is 

perhaps the best one published. 

On the page following the Theatre Quarterly interview Martin 

Esslin, author of Theatre of the Absurd, writes an article concerning 

Savages. Esslin takes the play's critics to task for writing reviews 

which he feels are inane and sophomoric. He takes direct quotes from 

the reviews and matches them with conflicting reviews, and with quotes 

from the play text. Esslin reports that many critics found the plot 

ting a messy jumble of vignettes, so much so that they could not de 

cide what the story was about. But Esslin questions these comments. 

In fact, what struck me on seeing the play was its formal neet-
ness, the subtle contrapuntal interplay of Indian myth, flash 
backs, and the dialogues between the kidnapper and his victim. 

^Martin Esslin, "In Search of Savages," Theatre Quarterly, 3, 
No. 12 (1973), 80. 
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This article has a two-fold Importance in the body of literature per 

taining to Hampton. One, it shows how divergent criticism of Hampton's 

plays really is. Second, it illustrates particular qualities that the 

play has; that is. Savages incorporates successful intervening of plot 

line as it relates to a larger world outside the play. 

In February 1974, Total Eclipse, Hampton's second play, opened 

in America at the Chelsea Theatre Center of Brooklyn. The New York 

Drama Critics' Reviews, while evaluating the costumes, acting, and 

staging also evaluate the script and make points about the background 

of the play. Most critics are quick to point out that the play de 

rives from the tempestuous relationship between the French poets 

Arthur Rimbaud and Paul Verlaine. Critics are divided as to whether 

or not,the play performs successfully on stage. 

Clive Barnes of the New York Times finds the play a sensitive 

evening in the theatre. He cites Hampton's use of Enid Starkie's book, 

Rimbaud, and reports that the playwright is historically correct. 

Barnes's main criticism is that the episodic scenes of the play lapse 

into action similar to a television documentary. In the New York Post 

Richard Watts comments more on the subject matter of the play than he 

does the play itself. His only constructive comment is that Hampton 

should have revealed more about the poets as writers and less as bick 

ering lovers. Martin Gottfried, critic of Women's Wear Daily all but 

tears Total Eclipse to shreds. Gottfried reports that the play is 

boring and unimaginative. 



 

11 

It is told very much in the style of those serialized BBC 
sagas so popular on educational television, the only real 
difference being its homosexual content.® 

Jack Kroll, critic for Newsweek, does much like Richard Watts. He 

explains the Rimbaud-Verlaine story as it really happened, rather than 

reviewing the play. Near the end of the article Kroll reveals that he 

really likes the play. Finally, Douglas Watt, of the Daily News, says 

that the play is tedious. Watt advises only those who have a special 

interest in Total Eclipse subject matter to see the play. 

These articles are important to the body of literature because 

they present a wide scope of opinion concerning the play's merits. 

The critics also reveal an American reaction to subtle British play-

wrighting technique. 

The New Yorker published one of the only American reviews of 

Savages when the play made its New York debut in 1977. The play made 

an ephemeral appearance in America; it closed shortly after it 

opened. Critic Edith Oliver is quick to spot three distinct plot lines 

in the play: the kidnapping of Alan West, the life and death of a 

tribe of Amazon Indians, and the visit of West and wife by an American 

anthropologist. She remarks that the characters are well drawn-, how 

ever, Oliver admits that there is no discernable play in Savages. "If 
'9 

there is a play here, I couldn't find it." 

^Martin Gottfried, "Theatre," Women's Wear Daily, in New York 
Theatre Critics' Reviews, 6 May 1974, p. 292. 

^Edith Oliver, "Off Broadway," New Yorker, 14 March 1977, p. 
68. 
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This criticism is valuable, but not because of the insights into Hamp 

ton's text or his background material. What is so important is the 

fact that Edith Oliver is one of the few, if not the only, American 

critics to react to Savages. 

In the summer of 1979, Comparative Drama came out with an arti 

cle on Savages by Peter Holland. Holland approaches Savages' direct 

ing requirements rather than writing a review or a critique of the 

play. He is quick to point out that Savages has a subtle dramatic 

structure and that this structure lends itself to being a director's 

play. Holland reports that Robert Kidd, the director, took Hampton's 

unconventional play and made it more conventional. He adds that Hamp 

ton did his homework as far as the background material was concerned; 

that is, Hampton not only read newspaper articles and went to Brazil, 

but also read Levi-Strauss's study of American-Indian myths. Holland 

also reports that the director Robert Kidd may have done the play a 

disservice. He feels Kidd's choices shaped an emphasis on plot line 

that Hampton did not intend. Again, this article does not have a direct 

bearing on the script itself, but it does show how a director's inter 

pretation affects the transition from the printed playtext to the total 

theatre production. 

Because Hampton is a relatively new playwright, there are no 

books dedicated solely to his contribution to the English stage. How 

ever, several recent texts on modern British drama include Hampton in 

their analysis of the late 1960's and early 1970's. One of the 

first books to include Hampton is John Russell Taylor's The Second 
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Wave, written in 1971. Taylor is quick to state that the Second Wave 

writers cannot be pegged. Taylor says that each writer has particular 

characteristics inherent in his writing style. For example, Taylor 

says that Hampton uses traditional methods to say the traditional with 

a subtle difference. He points out the influence of John Osborne on 

Hampton's first play. When Did You Last See My Mother?, "It is appre 

ciably post-Osborne only in the sense that there seems to be some di 

rect influence of Osborne on Hampton . . and it is borne out in 

the interactions of Noel Coward, on Hampton; Taylor says Coward's The 

Vortex is close to When Did You Last See My Mother? with regard to 

form. Taylor classifies Hampton as a writer of modified realism; by 

this he means that Hampton's characters and situations go beyond the 

ordinary. Taylor's section on Hampton is one of the most helpful 

written; it not only explains Hampton's plays, but also it relates the 

background Hampton comes from. 

Frederick Lumley's updated New Trends in 20th Century Drama con 

tains a short segment relating to Christopher Hampton. It does not go 

in much depth; it is a survey book. The book's early publication date 

precludes knowledge of Hampton's impact on the drama that a later book 

has. Lumley does capsulize The Philanthropist, remarking that it is a 

remarkable picture of contemporary ethos. Lumley says that the play 

represents polemical forces in life. 

^^John Russell Taylor, The Second Wave (New York: Hill and 
Wang, 1971), p. 198. 
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Post-War British Theatre, by John Elsom, is another important 

book that summarizes traits of the Second Wave, even though traits 

Elsom gives are scant. He says that the Second Wave writers work in 

traditional genres; they are basically sceptical and light-hearted 

writers dealing in social comedies. Elsom also says that the Second 

Wave playwrights are no less skillful than the "angry and after" men. 

He feels the new playwrights have profited from the technical experi 

ence of their predecessors, thereby enabling them to choose from many 

alternatives. Elsom also remarks that the Second Wave playwrights 

place heavy emphasis on the word "honesty." Elsom's book is helpful 

because it has the advantage of hindsight that an earlier book does 

not have. It concentrates more on the writer's structural similari 

ties than other books which deal with individual play analysis. 

Contemporary Dramatists, edited by James Vinson, has an out 

standing summary of Hampton's career. Not only does the book give bio 

graphical facts, but also it lists all the plays, teleplays, and trans 

lations that Hampton has done through 1977. In addition, the book 

gives publication and production dates. The major critical study on 

him is listed as well as a short summary of Hampton's writing style 

and synposis of his plays. This book is very useful as a starting 

point; it leads the reader to the most important article on Hampton. 

Bibliographical information contained here is also quite informative. 

01eg Kerensky's The New British Drama, like Contemporary Drama-

tists, also provides pertinent information about Hampton and his work. 
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It excels Vinson's book because it contains an interview with Chris 

topher Hampton, After reviewing Hampton's background, the book goes 

on to examine his plays. Kerensky acknowledges that Hampton reflects 

an influence of John Osborne's Look Back in Anger. Also important in 

this book is the fact that Hampton is interested in Horvath, author 

of Tales from the Vienna Woods. This influence, according to the book, 

is that Hampton presents a picture to the audience and lets the audi 

ence draw their own conclusions. The book also deals with Hampton's 

political references in his plays; Kerensky says that Hampton's vague 

political references represent a lack of interest by the British in 

their own politics. Kerensky's book, pertinent because it provides 

background information on Hampton by the playwright himself, is also 

quotes Hampton on his reasoning behind why he has written the plays 

the way he has. 

Douglas Colby, in As the Curtain Rises, gives an in-depth exami 

nation of The Philanthropist as well as a list of similarities between 

Hampton's diverse plays. The study of The Philanthropist is the most 

thorough in the body of literature; Colby examines characters, plot 

structure, theme, and even discusses these in relation to the plays of 

Pirandello and Moliere. 

While Hampton's plays represent five distinct types of drama, 
there are certain recurring features that link them together 
as the work of one author. The first is a reference to other 
creative writers. 

^"'oouglas Colby, "An Act of Suicide," As the Curtain Rises 
(Cranbury, N.J.: Associated Univ., 1978), p. 17. 
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Colby's chapter on Hampton is the only entire chapter of a book that 

is devoted solely to one of his plays. It is an excellent book on 

Hampton's playwrighting characteristics and academic study of The 

Philanthropist. 

British Theatre Since 1955 was printed shortly after Colby's 

book. This book does little more than overview many diverse play 

wrights, of which Hampton is one. Ronald Hayman, its author, does 

not feel that Hampton is very experimental. Hayman indicates that 

Savages is the most ambitious and committed play Hampton has written, 

but Hayman does not go into much detail as to why he believes this is 

true. His book only skims the subject matter. 

Who's Who in the Theatre is a book similar to Vinson's Contem 

porary Dramatists. Who's Who in the Theatre is strictly factual and 

provides little in the way of bibliographical information. What the 

book does do, because of its current publication date, is provide the 

most recent list of plays, adaptations, and translations by Hampton; 

a current mailing address is also given. This source is helpful only 

as a springboard for more information. 

The most recent book which includes Christopher Hampton is 

Contemporary English Drama, and is a compilation of chapters by sev 

eral different authors. Julian Hilton's chapter, "The Court and its 

Favours," is very informative and includes several pages devoted to 

Christopher Hampton. Hilton provides information concerning Hampton's 

background as it fits in the place of other writers as regards Hampton's 

writing style. Then Hilton goes over each of Hampton's plays, except 
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Treats, and discusses the central themes in each play. This book is 

very useful not only because it examines Hampton and his plays, but, 

because of its current publication date, Hilton has the advantage of 

distancing from the period Hampton wrote. This allows the book to 

examine Hampton's contribution to the body of contemporary English 

drama. 

Other sources used in this paper, other than First Wave and 

historical plays, are books on Rimbaud and Verlaine and histories of 

English culture. They help establish Hampton's plays in a time frame. 

The secondary sources on Christopher Hampton are relatively recent and 

often repetitive. Because of the lack of material available on him, 

some phases of study on the playwright may prove difficult. For the 

purpose of this study, the academic textbooks are the most helpful. 

Biography 

Christopher Hampton was born in Fayal in the Ayozes. His father 

was a cable and wireless engineer who managed in the Middle East States. 

The family lived grandly with servants in the home when Hampton was a boy. 

Hampton went to kindergarten in Arden and on to a British boy's school 

in Alexandria. 

Although it was a British school, it followed a trend system 
of education, so we were very advanced, especially in lan 
guages, compared with normal English education. We had drama 
classes and we all had to write plays, at the age of eight! 
I enjoyed it very much -- Edgar Allen Poe was my source and 
enthusiasm at that time.^^ 

^^Oleg Kerensky, "Christopher Hampton," The New Britian Drama 
(London: Hamish Hamilton, 1977), p. 90. 
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Prep school in Reigate, England, still found Hampton writing 

his plays. After prep school, Hampton attended Lancing College (1959-

63). Here he did not write plays but he worked with David Hare, a 

man who would later succeed Hampton at the Royal Court. At age seven 

teen Hampton wrote When Did You Last See My Mother?. According to 

Hampton, the idea just popped into his head in the period of half an 

hour. In 1964-68 Hampton attended New College at Oxford. He had a 

desire to be an actor. During this period Hampton's play. When Did 

You Last See My Mother?, was first performed as part of a school drama 

festival. It eventually reached the attention of Robert Kidd, who was 

looking for a new play to direct on a Sunday performance night at the 

Royal Court. 

Hampton was given a year off at Oxford to go to Germany; during 

school he had been running back and forth to rehearsals in London when 

his play got started. In Germany he did translations of plays for a 

theatre there, but the job and pay for it fell through. At this time 

the idea for Total Eclipse, Hampton's second play, was born. Hampton 

left Germany for Brussels, which is where Verlaine shot Rimbaud. These 

two French poets are the main characters in Total Eclipse. From Brus 

sels, Hampton went to Paris to do research on the poets. In Paris, 

Hampton also did translations for a French novelist. 

While Hampton was still at Oxford, he was asked to be the resi 

dent dramatist at the Royal Court. He worked at the Royal Court from 

1968-70. The rest of Hampton's biography is a series of successful 
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plays, adaptations, and translations. He has written five plays: When 

Did You Last See My Mother? (1967), Total Eclipse (1969), The Philan 

thropist (1970), Savages (1974) and Treats (1976). In addition, he 

has written eight adaptations and eight film scripts. He won the 

Evening Standard Awards for The Philanthropist in 1970 as well as the 

Plays & Players Award for 1970. In 1973, Savages was a joint winner 

of the Plays & Players Award. 

Currently, Christopher Hampton is concentrating on translating 

such writers as Ibsen, Horvath, Chekhov, and Babel. His reputation in 

outstanding translations is burgeoning. There seems to be no indica 

tion of Hampton's returning to writing original plays; but he is still 

actively involved in the world of the drama. 



CHAPTER II 

THE INFLUENCE OF CHARACTER TREATMENT 

The First Wave playwrights, who wrote for the British stage in 

the late 1950's, caused a revolution to take place in British and 

American dramatic writing because the character types had not been 

seen on stage before. Though the characters appear diverse, they break 

down into similar types, five of which are identified in this chapter: 

characters who strike out at others and their environment, the mother/ 

incest character, homosexual characters who have difficulty with their 

roles, the characters who passively accept the world around them, and 

the misguided activist character. The characterization in the follow 

ing plays as they influence Christopher Hampton will be discussed: 

John Osborne's Look Back in Anger (1957), The Entertainer (1959), Epi 

taph for George Dillon (1959); Arnold Wesker's Chicken Soup with Barley 

(1959), Roots (1959), I'm Talking About Jerusalem (1960); Shelagh 

Delaney's A Taste of Honey (1959), The Lion in Love (1961); John 

Arden's Serjeant Musgrave's Dance (1960), Live Like Pigs (1961); and 

Brendan Behan's The Quare Fellow (1956), and The Hostage (1958). 

The chapter concludes with a comparison of three main charac 

ters, Oronte, Alceste, and Celimene, in Moliere's Misanthrope with 

three main characters, Don, Philip, and Celia, in Hampton's Phil-

anthropist. Hampton drew heavily from Moliere when he wrote this par 

ticular play; the similarities of characters reveals this. 

20 
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The Angry Young Man 

Characters who strike out at themselves and their environment 

are the hallmark characters of the First Wave playwrights. The angry 

young man character was so christened by John Russell Taylor in his 

book The Angry Theatre (1962). This character, present in many First 

Wave plays, is most famous in Look Back in Anger by John Osborne. The 

angry man, Jimmy Porter, strikes out at a world which he feels is sour 

and unfeeling. His way of striking out is through language; he in 

sults, jibes, and stings everyone with which he comes in contact. 

Porter turns his special wrath toward sheltered people who, by virtue 

of their background, cling to antiquated ideas and become unthinking 

and unaware. During intense emotional scenes Jimmy becomes unsettled, 

thus his defensive veneer drops away. An example is his plea to Jim 

my's wife Alison, when Jimmy learns his best friend's mother has had 

a stroke. 

Jimmy. You're coming with me, aren't you? 
She (he shrugs) hasn't got anyone 
else now, I . . . need you . . . to come 
with me.' 

Jimmy Porter wages his personal battle against unfeeling people. With 

in the microcosm of his apartment the war continues — ruthlessly, 

tiredly, and alone. 

In The Entertainer the character is an angry young woman named 

Jean. Jean returns to her home because she has broken up with her 

^John Osborne, Look Back in Anger (Chicago: Dramatic Publish 
ing, 1957), p. 62, 
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fiance, who is an unfeeling spouter of advice. Her return home affords 

her little comfort; the family has withdrawn from each other. Jean is 

angry and lashes out at her family, though she is not as consistent 

in her verbal admonishing as Jimmy Porter. Her verbal attacks are 

meant to wake the family up from its slumber of apathy. 

The angry young woman in Arnold Wesker's Roots is Beatie Bryant, 

a waitress who comes home to be with her family and to introduce her 

fiance, Ronnie, to them. She immediately tries raising her family to 

higher standards by new baking, cleaning up their language, and en 

couraging them in music; actually Beatie wants Ronnie to be impressed 

with her family. Beatie is not as crude in her remonstrations as the 

other angry characters; her comments have little direction because she 

does not understand why she says and feels as she does. Most of her 

pratings are direct quotations from her supposedly intellectual boy 

friend. Only at the end of the play does Beatie realize her anger and 

frustration must be within herself, not because of her family's inade 

quacies. Upon this realization, Beatie becomes not a correcting, 

preaching automaton, but a thinking, questioning human being. 

Beatie. Listen to me someone. (As though a 
vision were revealed to her.) God in heaven, 
Ronnie! It does work, it's happening 
to me, I can feel its happened, I'm 
beginning, on my own two feet--
I'm beginning . . .^ 

^Arnold Wesker, Roots, in The New British Drama, ed. Henry 
Popkin (New York: Gove, 1964), p. 270~. 
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In Shelagh Delaney's Taste of Honey the angry young woman is 

named Jo; Jo is a product of her mother's treatment. Her mother, 

Helen, is a prostitute who remarries and leaves her. While Jo is 

young she becomes involved with a black man; he leaves without know 

ing Jo carries his child. Jo also discovers that her father was re 

tarded, giving her yet another reason to strike out. She is angry with 

her mother and ashamed of herself. Jo's comments are sharp and sting 

ing; her verbiage is the only defense mechanism she has left. This 

verbiage expresses hate for an uncaring, hypocritical world which de 

pends on money for its set of standards. Jo derives that hatred, 

leveled at her mother, far away with the ammunition of brutal honesty--

something her mother cannot ignore. 

In Live Like Pigs, by John Arden, the angry young man character 

is a true villain named Blackmouth, who has served several prison terms 

and claims himself a killer, but is enough a father/husband figure to 

seek out his two children and their mother Rosie. Cranky to everyone 

in the play except his daughter, Blackmouth cannot get what he wants. 

He cannot be accepted in the house in which his wife stays, except by 

brute force, but even brute force does not last for long. Again, the 

people in Blackmouth's environment do not care what happens to him. 

His angry retorts and commands are to no avail; Blackmouth is thrown 

out of the house, howling his protests of unhappiness in the streets. 

Brendan Behan's Quare Fellow contains a warder named Regan 

who is the play's angry young man. Regan is not as vicious with his 
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language as are many of the other angry young men; this is attribut 

able to Regan's environment which is the prison world. Regan does 

not like the prison system, especially the treatment of the prisoners. 

He prefers to treat the inmates more like human beings and less like 

animals. Also Regan abhors capital punishment; he lets the warders 

know this in no uncertain terms. 

Warder Regan. A lot of people mightn't consider ours a very 
nice job, sir. 

Healey. Ours? 
Warder Regan. Yes, ours, sir. Mine, the Canon's, the hangman's, 

and if you don't mind my saying so, yours, sir. 
Healey. Society cannot exist without prisons, Regan. My job 

is to bring what help and comfort I can to these un 
fortunates. Really, a man with your outlook, I can 
not see why you stay in the service. -

Warder Regan. It's soft job, sir, between hangings.^ 

Regan channels his anger; he stays to participate with and fight the 

system though he is caught in a position with which he is angry and 

can do little to change. 

Behan presents the same character type in The Hostage; the angry 

young man is Leslie, a young English soldier being held hostage by the 

Irish. Behan's angry man is not changed by the volley of verbiage as 

are many of the other characters; this is due to the controlled envir 

onment of the boarding house, which becomes Leslie's prison. Leslie, 

angry at his hopeless situation, becomes more vocal as he realizes that 

the only escape is his own death. Leslie becomes angry at the boarders 

in the house because they are unfeeling concerning his senseless plight. 

^Brendan Behan, The Quare Fellow, in The Quare Fellow and The 
Hostage (New York: Grove, 1964), p. 33. 
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The boarders will not change their meaningless system; therefore, the 

end result is an avoidable death. 

Christopher Hampton is certainly influenced by the character 

of the angry young man; at least three of his characters come from 

that background. The clearest influence on Hampton is John Osborne; 

characters in Look Back in Anger have great similarities to characters 

in When Did You Last See My Mother?, supported by John Russell Taylor; 

. . . the characters in his (Hampton's) central 
emotional triangle--mother, son, and the other 
man who wants the son but accepts the 
mother as a substitute--light into each other 
in passages of highly-changed invective worthy 
of the old master himself.^ 

Jimmy Porter seems to be the "older brother" of Ian. Ian strikes out 

at his environment and the people with whom he comes in contact. lan's 

defense against inadequacy is to condemn pretension and apathy by us 

ing a rhetoric filled with strong barbs and cruel truths and to lash 

out at a world he feels is false. His special anger is directed toward 

the rich; ironically in lan's case, the rich are the source of his sus-

tinance. In this speech Ian vehemently attacks his roommate, Jimmy, 

who comes from a wealthy family. 

Ian. I'm surprised you deign to rub shoulders with an 
under-priviledged pauper like me. Why don't you go 
and live with someone rich so that you can co- _ 
exist in the style to which you are accustomed? 

^John Russell Taylor, The Second Wave (New York: Hill and Wang, 
1971), p. 197. 

^Christopher Hampton, When Did You Last See My Mother? (New 
York: Grove, 1967), p. 4. 
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lan's anger exposes glaring truths but solves nothing; he succeeds in 

driving away anyone who cares about him, and as a result, is left 

abandoned and morose by the end of the play. 

Another angry young man in Hampton's plays is Rimbaud in his 

second play. Total Eclipse. Rimbaud goes beyond mere anger, not only 

because his invective contains sharp barbs, but also because he totally 

changes his life and wrecks the lives of others around him. Rimbaud, 

himself a poet, works to disorder his senses in order to get in touch 

with artistic truths. He makes sharp demands of the poet Paul Verlaine 

and eclipses anyone in his path; he represents the destructive power 

of creative energy. Rimbaud's goal, like all the other angry young 

men, is to expose the uncaring in society, but because he is so harsh, 

the result of his effort is suffering. For instance, Rimbaud goes so 

far as to cause physical pain, as in this scene where he demands that 

Verlaine declare his love and trust: 

Rimbaud. Do you love me? 
Verlaine. (puzzled) Yes. 
Rimbaud. Then put your hands on the table. 
Verlaine. What? , 
Rimbaud. Put your hands on the table.® 

His next action is to stab Verlaine's hands — the result of jealousy, 

anger, and frustration. Ironically, after he does all the damage he 

can do to those with whom he comes in contact, Rimbaud stops his writ 

ing and departs for Africa to become a soldier; the remaining charac 

ters must pick up the pieces of their lives. 

^Christopher Hampton, Total Eclipse (London: Faber, 1969), p. 
43. 
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The most recent angry young man in Hampton's plays is the char 

acter Dave in Treats. Dave is angry because his environment has 

changed, and he cannot cope with it. He is consumed with Ann, the 

woman with whom he lives. She ignites his anger because of her self 

ish actions. For example, while Dave is away on a business trip, Ann 

invites another man, Patrick, to live with her in Dave's home. Upon 

returning home and discovering this, Dave viciously strikes out at the 

two; he is seething because he is duped by his girlfriend and is caught 

in a situation he neither understands nor controls. 

The Mother/Incest Character 

The mother/incest character is a woman who substitutes a young 

man for her son. This surrogate son assumes merely a son role, merely 

a lover role, or both, all done in an attempt to sublimate the absence 

of a desirable lover and/or fulfill a need for mothering that the wo 

man, for some reason, has been denied. 

John Osborne and Anthony Creighton's Epitaph for George Dillon 

has such a character named Mrs. Elliot, who has a whole house full of 

people including a husband, but she is not satisfied. At work she meets 

a young man named George Dillon and invites him into her home to live. 

Her son was killed during the war, and Mrs. Elliot uses Dillon to re 

place him. Mrs. Elliot's need for a surrogate son stems, in part, from 

her husband's treatment; he is a cold and unfeeling man who has little 

to do with her and little to do with the rest of his family. Actually 

Mrs. Elliot is as one dimensional as her husband; though she does keep 
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the family fed, she is unaware of what goes on in her own home. She 

only knows she is lonely, needs a replacement for her dead son, and 

frankly admits this to Dillon. 

Mrs. Elliot. I've never mentioned this before, but I'm 
helping you all I can because I feel that in 
some small way I'm helping my son, Ray 
mond. He was killed in the war, you know. 
That's his picture over there.' 

Mrs. Elliot is not really in touch with her own motives for what she 

does; she acts on emotional impulse to alleviate her overwhelming 

sense of loss. 

Another mother/incest character appears in Shelagh Delaney's 

Taste of Honey, but this character is somewhat different from Mrs. 

Elliot. The character, Helen, has the same motive; she operates out 

of a sense of loss. As a young girl Helen marries a man who believes 

in sex only for procreation, not as an expression of love. One night 

she turns to a retarded man, not because she is particularly drawn to 

him, but because he fulfills her needs both as a mother and as a lover. 

She makes love to the retarded man and becomes pregnant by him. Later, 

as a result of her guilt, she turns from her child. Her husband di 

vorces her, and after her daughter Jo is born, Helen turns to prosti 

tution as a means of financial support. However, prostitution becomes 

much more than a source of income for; in an odd sense, she turns to 

the superficial love of her clientele to sublimate the loss of the 

daughter she cannot accept. In short, Helen uses the retarded man/ 

child to alleviate her initial guilt with regard to her puritannical 

^John Osborne and Anthony Creighton, Epitaph for George Dillon 
(Chicago: Dramatic Publishing, 1959), p. 29. 
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husband and again returns to the man/child, in the form of her custom 

ers, to compensate for the loss of her daughter. Guilt and failure 

are the overriding reasons that Helen behaves as she does. Helen re 

marries so that she will not have to face her daughter Jo and be re 

minded of her failure as a mother. Even as Helen's actions, driven by 

frustration, are misguided, her motives are quite understandable -- she 

operates out of an overriding sense of guilt. 

Miss Gilchrist, a social worker in Brendan Behan's Hostage 

is another mother/incest character. Her motives are slightly differ 

ent from the other two women, but her actions are the same. Miss Gil 

christ, by vocation, is very interested in comforting people and alle 

viating their problems. She also makes vague attempts at converting 

sinners to Christianity. Yet, at her entrance in the play she has been 

making love to a man in the name of religion. 

Miss Gilchrist. In nomine--please, Mr. Mulleady, let us 
not fall from grace again. 

Mulleady. I'm very sorry Miss Gilchrist, let not the right hand 
know what the left hand is doing. Miss Gilchrist, can 
you—(the hand strays again and strokes Miss Gilchrist's 
tail.) 

Meg (calling) Mr. Mulleady. g 
Mulleady. --feel our souls together. 

Miss Gilchrist somehow confuses her role as ministering mother; ob 

viously, the mother image does not meet all her needs. The very fact 

that part of her last name Gilchrist contains Christ supports the idea 

of her ministrations as an absolving mother figure. She continues 

^Brendan Behan, The Hostage in The New British Drama, ed. Henry 
Poplin (New York: Grove, 1954), p. 127. 
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this befuddled action by offering to help the boy Leslie, who is being 

held hostage, but her overt desires to protect the young man (Leslie 

is young enough to be her son) result in definite sexual overtones. 

Miss Gilchrist can meet her physical and spiritual needs by acting in 

the mother/incest role. 

Christopher Hampton's mother/incest characters show distinct 

influences from those of the First Wave; his characters are combina 

tions of those previously discussed. In When Did You Last See My 

Mother?, Mrs. Evans is the mother/incest character. Since she cannot 

reach her son Jimmy, she turns to Jimmy's roommate Ian for answers. 

Her son Jimmy is a homosexual, though whether or not Mrs. Evans sus 

pects this is not divulged. She is hurt and confused by her son's 

unkind and distant behavior towards her; Jimmy closes the door on his 

mother's efforts to reach him. A bewildered Mrs. Evans turns to Ian, 

who she feels understands Jimmy the most, for answers to her dilemma. 

Coming to grips with her problem, Mrs. Evans goes to bed with Ian. 

She makes Ian her surrogate son and uses her passion, both as a mother 

and as a lover, to reach Jimmy. She does not understand her motives; 

she reacts to a pent-up emotional need, and though he is younger, Ian 

knows this. He explains later, quite bluntly, to Mrs. Evans that she 

is as lost to herself as she is lost to her son and that she is just 

like her son. 

Mrs. E. I will. You can't just make remarks like that 
out of the blue. Why am I just like him? 

Ian. (blurts out) Because you don't understand why you're
saying yes, and he didn't understand why he said no.^ 

^Hampton, When Did, p. 44. 
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Ian bluntly indicates that Mrs. Evans is acting out of guilt, a guilt 

with many layers. She feels guilty because she has failed as a mother; 

she can't reach Jimmy. She feels guilty because she has used Ian as 

a pawy and has failed as a wife; she has been unfaithful to her hus 

band. And, she is attracted to Ian but realizes she is old enough to 

be his mother; she has failed as a lover. Mrs. Evans, hysterically 

out of control because of what she is, cannot cope with or forget her 

guilt, perhaps because she is more knowing than the First Wave charac 

ters. Because Mrs. Evans cannot go on functioning in her mother/incest 

role, she kills herself, the result of a car accident. She is the 

evolved mother/incest character, once blind, who sees what she is and 

cannot accept that truth as a part of her life. 

The Misplaced Homosexual 

A third character type of the First Wave playwrights is that of 

the homosexual who has difficulty with his place in society. This man 

cannot completely accept his sexuality; he is either not sure he is a 

homosexual or not ready to face the fact that he is. He does not like 

the role he must accept in society and realizes that he cannot fulfill 

its expected husband or son role. 

Geoffrey, in A Taste of Honey by Shelagh Delaney, is just such a 

character. He has apparently sublimated his homosexuality, though his 

sexual preference is hinted at, almost at his entrance. Geoffrey 

elects to take care of Jo, a woman who is pregnant and left alone by 

her boyfriend and her mother. He reveals nothing of his past sex life 
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but takes on the role of mother, a role Jo has only because of her 

physical makeup; he buys groceries, makes clothes, cooks, cleans, and 

looks after Jo -- in fact, he does everything but have the baby. Geof 

frey knows Jo better than she knows herself. After performing all 

these duties, he realizes that he acts the father role and might like 

it after al1. 

Geof. Marry me, Jo. 
Jo. Don't breathe all over me like that, you sound like a 

horse. I'm not marrying anybody. 
Geof. I wouldn't ask you to do anything you didn't 

want to do. 

Jo. Yes, you would. 
Geof. Jo, I don't mind that you're having someone 

else's baby. What you've done, you've done. What I've 
done, I've done. 

Jo refuses Geoffrey because she realizes what he is, and Geoffrey re 

alizes it too. He knows that he may love Jo, but the questions and 

comments about him won't die; he helps Jo with baby preparations until 

her mother comes and then he leaves. 

Another homosexual in the First Wave plays is Rio Rita in The 

Hostage, by Brendan Behan. Rio Rita is much more comfortable with his 

homosexuality, most likely by virtue of where he lives, which is a 

boarding house full of whores and criminals. Yet his efforts at a 

valid contribution to the action of the play are ignored; his attempt 

to strike up a relationship with another man, such as Miss Gilchrist's 

Mulleady, is glossed over. Even though there are deviant characters 

living in the boarding house, Rio Rita is never really accepted. Only 

^^Shelagh Delaney, A Taste of Honey, in The New British Drama, ed. 
Henry Popkin (New York: Grove, 1964),'p7~80. 
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when he assumes a policing role, such as guarding the hostage, is he 

more than slightly acknowledged. 

Christopher Hampton, by virtue of another era, brings the idea 

of homosexuality in society into the forefront. One of the frustrated 

homosexuals is Jimmy, the young son in When Did You Last See My Mother?, 

who is not comfortable at his home or with his roommate Ian; he argues 

with Ian and eventually leaves him. Ian, who sees through him, points 

up the harsh truth that Jimmy is not ready to accept. 

Ian. (relentlessly) You don't fool anybody, you know, 
with all your fake virility. All this shaving yourself 
every other day when there isn't a hair on your 
face, all this denoted attachment to birds, how 
ever crummy they are. It doesn't take me in one 
bit. ■] 1 

Jimmy, (almost hysterical) SHUT UP! 

Jimmy's reaction to his sexuality is to subvert it. He not only leaves 

Ian, thereby withdrawing from their relationship, but also he ignores 

his family, and once at hime, Jimmy withdraws from his family. With 

Ian or at home, Jimmy tries unsuccessfully to bury his sexuality, a 

situation he cannot accept. 

The other character in Hampton's plays who has difficulty ac 

cepting his homosexuality is Paul Verlaine in Total Eclipse. Verlaine 

is married and has a child when he meets Arthur Rimbaud. Once Verlaine 

meets Rimbaud, he has difficulty in choosing either the love of his 

wife or Rimbaud. Very shortly after he meets Rimbaud they have an 

^^Hampton, When Did, p. 27. 
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affair, but even after declaring his love to Rimbaud, a still later 

scene finds Verlaine in bed with his wife Mathilde. Mathilde ques 

tions Verlaine directly on his love for Rimbaud; Verlaine is unable 

to give her a straight answer. 

Mathilde. Why don't you want to come back? 
Verlaine. I . . . 

Mathilde. Why do you prefer him to me? 12 
Verlaine. I don't, love, I don't (pause) It's just . . . 

Verlaine, ossilating between the woman and the man in his life, never 

appears comfortable with his sexuality. He does not know why he feels 

as he does; he just follows his emotions and eventually leaves Mathilde 

(who later divorces Verlaine) for Rimbaud. 

The Passive Acceptor 

The passive acceptor is the second most written about character 

in the First Wave plays. The passive acceptor is content to survive 

in his environment like a blob of jello; he does not undergo any char 

acter modification or realization. He merely accepts life as it is, 

caring little or nothing for anyone but himself. In the world of the 

play the passive acceptor is a one-dimensional lump of flesh. 

The passive acceptor is found in John Osborne's Look Back in 

Anger, The Entertainer, and Epitaph for George Dillon. In Look Back 

in Anger, Cliff is the passive acceptor. He lives with Jimmy Porter 

while Porter's wife Alison lives there, when Alison leaves, and while 

Helena lives in the apartment. Cliff is admittedly more humane than 

12
Hampton, Total Eclipse, p. 45. 
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Porter, but essentially Cliff's character is flat. He fights Jimmy 

when he is too hard on Alison and comforts Jimmy when he is down; he 

keeps Jimmy and his girlfriends from going at each other too hard, 

still Cliff's main function is that of an arbitrator. His only real 

action in the whole play is his announcement that he has decided to 

leave Jimmy. 

Cliff, (sits on the arm of his chair and rubs his feet) 
Jimmy--I don't think I shall stay here much 
longer. 

Jimmy, (rather casually) Oh, why not? 
Cliff, (picking up his tone) Oh, I don't know. I've just

thought of trying somewhere different.'-^ 

Cliff's announcement does not meet with much resistance; he has made 

little contribution in Jimmy's world. Cliff, so passive that even 

Jimmy does not try to reach him, is merely a referee for the verbal 

gamesmanship going on in Jimmy's apartment. 

Archie, the passive acceptor in The Entertainer, is a happy-go-

lucky sort that presents a likeable picture to all his acquaintances. 

The problem is that Archie, who gives his audience members as much 

personal attention as he does his family, is the entertainer at the 

theatre as well as at his own home. Archie's main concern is that, 

off stage or on stage, he comes across as a funny man. In fact, he 

is really an empty character, unwilling to help his family as they go 

through personal trials of infidelity, broken dreams, and even death. 

Not even phased by what goes on around him, Archie just goes about his 

13
Osborne, Look Back, p. 83. 
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business. An example of Archie's unfeeling quality is shown in this 

speech where he tells daughter Jean he is divorcing his wife. 

Archie. Children (laughter) Children! They're like the bloody 
music hall. Don't worry about your old man--
he's still a bit worried about young Mick. At 
least, I suppose he is. I told you, nothing really 
touches me. As the man said, "I've paid me 
one and saxpence—I defy yez to entertain me!" Let 
anyone get up there and give a performance, let 
them get up. I don't care how good it is. Old Archie, 
dead behind the eyes, is sitting on his hands, he 
lost his responses on the way.lA 

Even Archie realizes he is numb; he just passively accepts his environ 

ment and keeps going on. 

In Epitaph for George Dillon, the whole Elliot family acts as a 

passive acceptor. They are all taken in by George Dillon, but they do 

nothing about it. Dillon moves in their home and takes their food, 

their money, and makes special demands on their family, such as re 

questing them to get a telephone for his use. By rights the family 

should become angry, but they don't; the Elliots are taken advantage 

of and they know it. The only person that calls Dillon's hand is Mr. 

Elliot, and even he relents and allows Dillon to have a free rein over 

his home. The family is a conglomerate of burn-out cases, who do not 

care for each other; they merely co-exist in the same house, accept 

their handed lot, and keep blindly trudging on. 

Arnold Wesker's trilogy of plays contains at least one passive 

acceptor in each play; Chicken Soup with Barley has the character Harry 

^^John Osborne, The Entertainer (Chicago: Dramatic Publishing, 
1959), p. 75. 
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as its passive acceptor. Even though Harry is the father of his family 

and the head of the household, he accepts no responsibility for them. 

In the opening scene, the whole community is involved in promoting the 

cause of socialism; everyone is going to meetings and demonstrations. 

That is, everyone but Harry is active. While Harry's wife, friends, 

and even children go out in the streets of London, Harry sits quietly 

at home. Harry's report of his role in the street demonstration is a 

good example of his attitude, shown in the following quote. 

Harry. So I saw the police were picking our boys off 
like flies and then I saw my policeman--his hat 
was missing by this time. Oooh! There was a 
vicious look came into his eye when he saw me. I didn't 
stop to ask him where he'd lost it. I just ran 
back to my mother's and read a book. 

Harry also has trouble finding jobs and keeping them; again he simply 

does not care. Also, Harry has several strokes, and his physical and 

mental state deteriorate rapidly. This is yet another way in which 

Harry is a passive acceptor: he does not even care about himself. 

Harry does not fight for his own life, spoils his chances for recoop-

eration, and thus becomes a burden on his family. 

Roots is the middle play in Wesker's trilogy, and the passive 

acceptors in this play include the whole Bryant family. Only their 

daughter Beatie, by virtue of moving to the city, escapes their apa 

thetic sleep. This family does not really care for each other anymore 

^^Arnold Wesker, Chicken Soup with Barley, in The Wesker Trilogy 
(Baltimore, Maryland: Penguin, 1964), p. 33. 
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than the Elliot family in Epitaph for George Dillon. The Bryant fam 

ily constantly argues over petty items; for example, the mother of the 

Bryant family is angry at her daughter-in-law purely because of a mis 

understanding regarding a mail order. The Bryants, passive largely 

because of their limited environment, have grown up in a small rural 

community having little contact with the outside world. They accept 

life in the rural setting in which they live and are satisfied just 

getting by with as little trouble to themselves as possible. 

I'm Talking About Jerusalem contains a carbon copy of the char 

acter of Harry; the passive acceptor is Harry's son Ronnie. The only 

difference in Harry and Ronnie is that Ronnie is more educated than 

his father. His greater education also serves to undermine Ronnie's 

chance for stepping out of his role. Ronnie cannot accept the world 

as he sees it; in fact, he runs to his mother for comfort from it. In 

stead of fighting to change the ills Ronnie sees, Ronnie just spouts 

high-blown theory. Ultimately he is like his father; he continues his 

father's place in the family in the role of passive acceptor. 

Both of John Arden's plays, Live Like Pigs and Serjeant Mus-

grave's Dance, include the passive acceptor character type. For ex 

ample, in Live Like Pigs, the whole Sawney household is content to run 

their lives with little regard for each other and less for anyone else. 

They pilfer from their neighbors the Jacksons and try to undermine 

them; for example. Big Rachel sleeps with Mr. Jackson and her son Col 

tries to make love to their daughter. The Sawneys feel it is their lot 
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in life to get the poor housing they have thrust upon them; they go 

about their living habits just like pigs. They accept what is handed 

to them, making no attempt to improve themselves and going about their 

existence with purely selfish goals in mind. 

Serjeant Musgrave's Dance has a group of passive acceptors that 

act just like a family; this group is the soldiers--both Musgrave's 

men and the soldiers Musgrave hopes to enlist. These soldiers are in 

terested in drinking, carousing, and having a good time, with hearty 

wreckless abandon. Even Musgrave's soldiers do not pay attention to 

the things he says; if they had, perhaps they would not have suffered 

the death of their fellow soldiers, because an innocent soldier dies, 

a result of Musgrave's twisted politics. In this case, being a passive 

acceptor causes not bitterness, but death. 

Brendan Behan makes use of the passive acceptor character in 

his plays The Hostage and The Quare Fellow; in The Hostage the passive 

acceptor is Pat. He runs his boarding house and takes in all sorts of 

waifs from varying sorts of low life. Into his house comes a British 

hostage, Leslie, who is condemned to death if a member of the opposing 

I.R.A. force is shot. Pat knows that Leslie is blameless, and Leslie's 

death, for all practical purposes, is useless. Knowing that Leslie is 

likely to be killed, Pat passes the threats off as nothing. 

Pat. It's bluff, propaganda! All they'll do is hold you 
for a few days.16 

^^Behan, The Hostage, p. 184. 
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Because Pat harbors a grudge against the British, he does nothing. He 

knows keeping Leslie hostage does not promote a cause he actively be 

lieves in, but Pat accepts the situation in his boarding house, none 

theless. He stands back, does nothing, and allows the death of an 

innocent young man. 

The prisoners in The Quare Fellow are also passive acceptors, 

this due largely to their environment, the prison. They know that a 

young man, dubbed "the quare fellow," is sentenced to death by hang 

ing. The prisoners also know that they are not treated like human 

beings, but instead of trying to assert their rights as individuals, 

they feed off the already existing system, which is to plunder for their 

own gain. The prisoners bet on the murderer's reprieve, trade ciga 

rettes for favors, and, like sheep, accept their lot by not doing any 

thing for anyone. Since they adopt this attitude, passed on like a 

communicable disease, the coldness of the prison system spreads. 

The passive acceptor appears in two of Hampton's plays, The 

Philanthropist and Savages. In The Philanthropist the microcosm of 

of the university community is the passive acceptor. They all care 

very little for each other, and are chiefly concerned with appearing 

blemish-free in their world of academia. The problem is that in the 

effort to hold up appearances, the characters accept only themselves 

and question everyone else in their society. For example, note this 

speech by Celia, a young woman who tries to appear sexually appealing 

during the course of the play. 
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Celia. Stylish? It was one of the clumsiest gropes I've 
undergone for a long time. At the beginning 
of the tutorial, he poured me a drink and 
came and sat next to me on the sofa, 
and I thought this is it, fasten your seat 
belts. 

Later, Celia reveals that none of the above is true. She is represen 

tative of virtually all the characters in the play, because Celia 

appears as something she is not. The microcosm of the university pro 

vides occasion for pretense; by this pretense the characters become 

passive and accept their roles and their defenses for what they are. 

In Savages the passive acceptor is Alan West, who is involved 

with British politics and is captured by a Brazilian revolutionary 

group. West resembles George Buchner's Danton in Danton's Death. 

Just as Danton realizes escape from the guillotine is useless, so Alan 

West realizes death at the hands of the revolutionaries is inevitable. 

He believes his paths of escape are cut off and action is futile. He 

is a passive acceptor of his fate and he dies as a result of his ac 

ceptance, but West gains something by passively accepting his fate; he 

learns why he is kidnapped by the guerillas and he buys a bit longer 

to live. 

The Misguided Activist 

The misguided activist, often found in First Wave plays, is a 

politically oriented character type; he fights for a cause he believes 

^^Christopher Hampton, The Philanthropist (London: Faber, 1970), 
p. 32. 
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in. Though the ideals he strives to obtain are noble, they go awry, 

somewhere along the way he misinterprets political theory. The char 

acter, by virtue of his own misunderstanding of the cause's aim, per 

forms the wrong action. He, often causing senseless deaths, muddles 

political sentiment in such a fashion that he threatens the well-being 

of others. 

John Arden includes this character type in both Live Like Pigs 

and Serjeant Musgrave's Dance. The misguided activists in Live Like 

Pigs are the Jackson family and their friends. While their neighbors 

the Sawneys represent the Welfare State and the oppressed masses, the 

neighbors the Jacksons represent the extremes of capitalism. The Jack-

sons, who had previously lived in an economic condition much like their 

neighbors, have risen above that of the Sawneys and are members of the 

capitalistic system. Disgusted with the Sawneys, Mrs. Jackson believes 

that her family is becoming impure by living next to them. Indeed they 

are; Mr. Jackson goes to bed with the whore Big Rachel and the Jack 

son's daughter Doreen chases after Big Rachel's son Col until he at 

tempts going to bed with her. What really happens here is that the 

Sawneys make the Jacksons uncomfortable; they remind the Jacksons that 

it has not been long since they were in the same economic condition. 

To further reinforce their power as respectable citizens, the Jacksons 

get the police on their side and, with their help, they run the Saw 

neys out of their house. Ironically, the police have brought the 

Sawneys to live in the home beside the Jacksons in the first place. 
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Serjeant Musgrave's Dance also has a misguided activist, Ser 

jeant Musgrave. Musgrave, a deserter from the war, decides to go after 

justice. The problem is, even though the laws of soldiering seem 

relatively cut and dried, Musgrave muddles theology and political 

ideology with his own theories concerning justice. His band of men 

blindly accept what he says because he is their leader; when they 

finally realize Musgrave's intent, they recognize him for the mis 

guided activist that he is. Musgrave believes that a man's death must 

be paid back by the deaths of others. 

Musgrave. (as though to himself) One man, and for him 
five. Therefore, for five of them we multiply out, and we 
find it five and twenty . . . . So, as I understand Logic 
and Logic to me is the mechanism of God--
that means that today there's twenty-five 
persons will have to be--l° 

Musgrave's last word would be "killed." He, in his misguided way, be 

lieves that for every soldier killed, five people should die; for his 

mistaken views and actions he is jailed and condemned to death. 

Brendan Behan includes the misguided activist in his play The 

Hostage. In The Hostage the misguided activists are the people who 

want the soldier Leslie killed. Their reasoning is as follows: be 

cause a young I.R.A. soldier is held prisoner by the British, the 

I.R.A. takes an innocent young man, Leslie, and holds him hostage. If 

the young man from the I.R.A. is hanged, they will kill Leslie, who 

^^John Arden, Serjeant Musgrave's Dance, in The New British 
Drama, ed. Henry Popkin (New York; Grove, 1964), p. 359. 
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is held hostage until the Irish see if the English really hang the 

young man. The misguided activists in this case are the officers of 

the Irish government who hold Leslie hostage and utlimately kill him; 

they know that Leslie is blameless and has committed no crime other 

than that of being British. Killing him solves nothing and does not 

bring the young I.R.A. activist held in Belfast prison back, as Leslie 

realizes in his speech to Pat. 

Soldier. I bet that fellow in Belfast wouldn't want 
me plugged. 

Pat. Certainly he wouldn't. ,g 
Soldier. What good's it going to do him? 

The activists who kill Leslie are misguided; nevertheless, they kill 

Leslie in the name of justice--their brand, which is a justice of 

vengeance. 

Christopher Hampton also draws from the misguided activist char 

acter present in the First Wave plays, using this character type in 

The Philanthropist and in Savages. In The Philanthropist, the mis 

guided activist is the character Braham, a pompous British personality. 

He reacts against F.A.T.A.L. (Fellowship of Allied Terrorists Against 

Literature); this group has a hit list of twenty-five literary figures 

and Braham is crushed because he is not on it. Braham also makes poli 

tics a game; he becomes a crusader for a cause only for the money he 

makes; he is a political and social mercenary. For example, Braham 

comments on a television appeal he made. 

1 g
Behan, The Hostage, p. 185. 
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Braham. (playing up) Oh, I don't know; it was an appeal 
on behalf of spavined children. Or something equally sordid. 

Don. And did it raise much money? 
Braham. Enough to cover my fee.^O 

Braham is a misguided activist because his political ideologies have 

gotten washed up. According to him, the only cause worth fighting for 

is the English pound. 

Savages contains the other misguided activist in the character 

of Carlos, the young Brazilian guerilla who holds Alan West hostage. 

He holds West hostage in the name of the mistreated Brazilian Indian 

tribes and his band of guerillas; but like the activists in The Hostage, 

he knows West's death will accomplish nothing. In fact, Carlos admits 

that West's capture was the guerilla's second choice, but security 

around the desired diplomat was too tight. West, who actually sides 

with the Indian's cause, will not bring the lives of the Indians back. 

Even Carlos knows this; nevertheless, at the end of the play, Carlos 

guns West down. Carlos is a misguided activist because he is not even 

clear on why his group behaves as it does; he just follows his orders 

and kills an innocent man. 

Influence of Three Characters 

in Moliere's Misanthrope 

The second section of this chapter is devoted to the influence 

that Moliere has had on Christopher Hampton. The similarities of 

on 

Hampton, The Philanthropist, p. 27, 
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characters in Moliere's Misanthrope 0666) will be discussed as it re 

lates to The Philanthropist. The very title of Hampton's play is anal-

oguous to that of Moliere; Hampton's characters parallel Moliere's. 

Indeed when we compare the two plays, we realize that Hampton 
has, in fact, written an extraordinarily tight paraphrase . . . 
in which he maintains its broad structure and thematic con 
clusions and inverts everything else.21 

The characters in Moliere's Misanthrope parallel three of Hamp 

ton's characters; Moliere's characters are Oronte, Alceste, and Celi-

mene. In Hampton's play the corresponding characters are John, Philip, 

and Celia. All of the characters reside in a drawing room society of 

sorts. Oronte, a writer of bad verse in Moliere's play, reads the 

poetry to friends Philinte and Alceste and asks for their opinion. 

When Alceste pronounces it trash, the furious Oronte goes to the Aca-

demie Frangaise to pleas for its literary merit. The Academie humors 

Oronte, and while the resulting court case proclaims Oronte's poetry 

as outstanding, it debunks Alceste's criticism. The following is an 

example of Oronte's "fine" work. The problem is that Alceste is clear 

ly in the right, but he is too blatantly honest about how poor the 

poetry is. 

Oronte. (reads) "Darling, if this hot trek 
to some phantasmal Mecca 
of love's consummation 
is some sort of Herculean labour 
then I've fallen by the wayside."22 

Douglas Colby, "An Act of Suicide: The Philanthropist," M 
The Curtain Rises (London: Associated Univ., 1978), p. 63. 

^^Moliere, The Misanthrope, trans. Tony Harrison (London: Rex 
Collings, 1973), pp. 11-12. 
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John, in Hampton's play, is the parallel character of Oronte. 

John is a fledgling writer who reads his play to two friends, Don and 

Philip, both university professors, for their suggestions. Don pro 

vides constructive criticism, but Philip, attempting to be optimistic, 

contributes nothing. John becomes frustrated with Philip's noncommital 

stance; that is, John becomes angry at Philip not for what he does say, 

but for what he does not say. In addition, to demonstrate how well his 

suicide scene works in the play, John inadvertantly shoots himself, 

thus taking the academic pronouncement on his play to a "higher court" 

than the Academie Fran^aise. 

Another character that Moliere uses and Hampton draws from is 

Alceste, who believes in honesty at all costs. He retracts no state 

ments he makes about anything; he is brutally honest which is pre 

cisely the reason he is unhappy. Neither his fiancee nor his friends 

can live up to his rigorous expectations, so Alceste is constantly 

disappointed with them. Philip, on the other hand, is the opposite 

of Alceste. Philip will not say anything that would offend anyone 

else, even if he personally disagrees with what is being said or done. 

Philip, unlike Alceste, is so intent on being liked that he will not 

say a bad word against anyone. Therefore, the character type is re 

versed because Alceste is not afraid of what anyone says, but Philip 

is afraid of what everyone says. 

The major difference between the two characters, Philip and 

Alceste, is in how they cope with their circumstances. Alceste never 
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really changes during the course of the play; he decides that he can 

not tolerate French drawing room society and resolves to spend his 

days in exile. Philip, in The Philanthropist, "peels the onion" of 

his character. Through the majority of the play Philip only wants 

everyone to like him, but he does this for a reason. At the end of 

the play Philip unearths his layers of disguise and reveals his basic 

dislike of people; this speech reveals this. 

Philip. For instance, it's easier to like people if 
it occurs to you that they're going to die. 
It's difficult not to like a man if 
you can envisage his flesh falling 
from his bones. 

Philip, unlike Alceste, keeps his mask of pretense and goes on living 

in the society of the university; Alceste chooses to spend the rest of 

his days in exile. 

Another character that Hampton draws from is Celimene, Alceste's 

girlfriend in Moliere's play; Hampton's parallel character is Celia, 

who is engaged to Philip. Both Celimene and Celia are pretenses in 

their society. Celimene plays the games of drawing room intrigue un 

til she is revealed; she writes letters professing her love to her 

many suitors and is found out. Surprisingly enough, Alceste says he 

will forgive her if she will marry him, divorce drawing room society, 

and live with him in exile. Celimene is horrified and will not consent. 

Celimene. I'm only twenty! I'd be terrified! 
Just you and me, and all that countryside! 

23Hampton, The Philanthropist, p. 66. 
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I'm not sufficiently high-minded to 
agree to such a fate. It's simply just not me! 

In The Philanthropist, Celia is deceptive with Philip, but her 

deception is two-fold; Celia pretends that she is the object of sexual 

passes by virtually everyone in the English department at the univer 

sity, but at the end of the play she confesses to Philip that these 

are lies invented to appear sexually active and attractive. Also Celia 

does not love Philip because he is far too cerebral for her. Finding 

that Philip has spent the night with another woman, she uses the ex 

cuse of unfaithfulness to break off the engagement. Later she ex 

plains that the infidelity is only an excuse; she knows she must break 

off the relationship because she does not love him. In Celimene's 

footsteps, Celia elects to remain in the realm of university society 

she is accustomed to. 

Conclusion 

In conclusion, the First Wave British playwrights use at least 

five basic character types in their plays. The angry young man, the 

mother/incest character, the frustrated homosexual, the passive accep 

tors, and the misguided activists are present. Just as the character 

types are included in First Wave plays, so they are included in Second 

Wave plays. Christopher Hampton has been influenced by these charac 

ter types; and he demonstrates this influence by using them in his own 

plays. 

24
Moliere, The Misanthrope, p. 61. 
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In Moliere's Misanthrope, Christopher Hampton takes three char 

acters, Oronte, Alceste, and Celimene, switches them around, updates 

them, and uses them to suit his purpose in The Philanthropist. The 

characters in Moliere's play are the most easily recognizable of any 

other character influence. Hampton has used the characters to his 

best advantage; his play has the same drawing room flavor as does 

Moliere's Misanthrope. 



CHAPTER III 

THE INFLUENCE OF THEMATIC DEVELOPMENT 

Thematic development of the First Wave playwrights of the Brit 

ish drama influenced Christopher Hampton. Again, the plays are di 

verse, the subject matter in them differing greatly, but the major 

themes explored are the same. The first section of this chapter covers 

the following themes in the First Wave plays: the danger of apathy, 

the importance of honesty, the responsibility for protection, and the 

influence of politics. These themes, examined in selected plays of 

John Osborne, Shelagh Delaney, Arnold Wesker, John Arden, and Brendan 

Behan, will be related to similar themes in Christopher Hampton's 

plays. 

The second section of this paper deals with the influence of 

Hampton's thematic development by Moliere's Misanthrope and Luigi 

Pirandello's It is So! (If You Think So). Three basic themes appear 

in these historical sources: the misfit in society, the importance of 

appearances, and the importance of fidelity. The play of Christopher 

Hampton's that is influenced by these historical plays is The Philan 

thropist; it will be examined in detail with regard to the influences 

of theme. 

The Danger of Apathy 

The theme of apathy occurs in virtually every First Wave play 

examined in this thesis. The danger of apathy pointed out in these 

51 
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plays is that characters will become unthinking and unfeeling; there 

fore, they will sink into their own little worlds, with little regard 

for anyone else. Apathy not only results in alienation, but it also 

results in bitterness and even death. Since apathetic tendencies cause 

neutrality of feeling, apathetic characters tend towards a zombie-like 

existence, which is the real danger of apathy, not merely for the 

apathetic character, but for all with whom the apathetic character 

comes in contact. 

In all three of John Osborne's plays. Look Back in Anger, The 

Entertainer, and Epitaph for George Dillon, the theme of the danger of 

apathy prevails. In Look Back in Anger, Jimmy Porter is fighting a 

battle against the apathetic characters who surround him; he is espec 

ially concerned about his wife Alison. He knows she has been sheltered 

all her life, and he tried desperately to unearth her personality. Por 

ter realizes that if Alison does not become aroused and care about some 

thing she will become lost not only to herself but also lost to him. 

Jimmy's technique is harsh, employing brutal comments and accusations 

to disturb Alison. Porter strikes a nerve inside Alison when she re 

acts vocally, for usually Alison does not respond to Jimmy's attacks. 

She tunes him out until a comment hits too close to home. Here Jimmy 

wages such an attack without even knowing what he says; Alison is preg 

nant and she has not told him. 

Jimmy. Oh, my dear wife, you've got so much to 
learn. I only hope you learn it one 
day. If only something--something 
would happen to you, and wake you out 
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of your beauty sleep! (Coming in close to 
her.) If you could have a child and it 
would die.l 

The theme of apathy pervades the play; any character who merely floats 

along with the climate becomes neuter, and when the character becomes 

apathetic about life he is cut off from it. Jimmy sums it up well 

here: apathy deadens. 

Jimmy, (in a low, resigned voice) They all want to escape 
from the pain of being alive. And, most of all, 
from love.2 

In The Entertainer, the theme of apathy is represented in the 

character of Archie Rice, who does not care about anyone or anything. 

His uncaring quality does not just affect himself; his whole family 

is affected, though none of them really listens at all to what any of 

the other family members are saying. This play is characterized by 

people who "talk at" each other. When Archie's daughter Jean returns 

home after breaking with her fiance, she receives little solace and 

realizes what is going on in her father's household. The family is 

falling apart because no one cares. Although Jean's stepbrother Mick 

is killed in the war, Archie does not feel remorse, nor does he bother 

to comfort his family. His song, performed at the bar where he works, 

sums up his feelings. 

Archie. Why should I care? 
Why should I let it touch me! 

^Osborne, Look Back, p. 37. 

^Ibid., p. 93. 
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Why shouldn't I sit down and try 
To let it pass over me? 
Why should they stare. 
Why should I let it get me? 
What's the use of despair 
If they call you a square. 
You're a long time dead--
Like my pal Fred 2 
So why, oh why should I bother to care? 

In this play the danger of apathy goes even further than alienation 

and loss of personal identity, for the break up of the family unit is 

the end result. Divorce, alienation, and death in the Rice family are 

the products of Archie's apathy. 

Another example of the theme of apathy is in Osborne and Creigh-

ton's Epitaph for George Dillon; the result of not caring, as in The 

Entertainer, results in undermining the family unit. The Elliot family 

is mostly a receptical for burn-out cases, as daughter Josie is so 

self-centered and lazy that she will not so much as help her mother 

with the housework. At the opening of the play she is staying home 

from work, supposedly because she is ill; actually Josie stays home 

because she is bored with herself and her job. The same is true of 

the other members of the family; for instance, Norah, Josie's sister, 

is apathetic about life, because she has been jilted in love affairs 

twice. Mr. Elliot, content to use the television for his escape, cares 

nothing about his wife or the goings on of his family. Mrs. Elliot and 

her sister Ruth are the only characters who seem to have escaped some 

effects of the family's apathy; they at least make a few efforts at 

O 

Osborne, The Entertainer, pp. 21-22. 
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coming alive as human beings. For instance, Mrs. Elliot brings George 

Dillon into the house, not only to substitute for the loss of her son, 

but to breathe new life into her family. Unfortunately, George turns 

out to be as big a failure as the other Elliot family members. Ruth 

makes the greatest effort of all; she realizes, by staying with the 

Elliot family, she is going nowhere fast and leaves the household. 

Ruth. Goodbye, George. Please don't try to hurt yourself any 
more by trying to hit back at me. I know 
how you feel. You're overcome with failure. 
Eternal bloody failure.^ 

Ruth knows that the only way to escape the deadness of apathy, which 

affects all those around it, much like a cancerous disease, is to 

escape the source and make a fresh start. 

In Delaney's Taste of Honey, apathy leads to personal unhappi-

ness, and is passed on to the next generation. Jo's mother Helen does 

not care for her daughter or for her daughter's well-being and to sat 

isfy her own whims prostitutes herself, even to the point that she 

kicks Jo out of the only bed in their home. Eventually, Helen remar 

ries and leaves daughter Jo alone; in retaliation, Jo turns to a young 

man to fulfill needs for love and security. These needs are met only 

briefly, because the young man, who is a sailor, leaves her behind 

pregnant. Jo's pregnancy is a product of Helen's apathy toward her 

daughter. By virtue of her mother not caring about her, she adopts 

the same feelings toward her child as her mother; Jo does not eat 

^John Osborne and Anthony Creighton, Epitaph, p. 84. 
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correctly or keep her home clean: she becomes hard and embittered. 

Here apathy causes dual problems; Jo is left without the guidance of 

a mother and forced to grow up too fast. Also, a result of her grow 

ing too fast, Jo becomes as hard-hearted as her mother. A Taste of 

Honey shows that the danger of apathy lies in its cyclical quality, 

for it is passed from one generation to the next. 

Chicken Soup with Barley and I'm Talking About Jerusalem, both 

by Arnold Wesker, contain the theme of the dangers of apathy. Chicken 

Soup with Barley indicates several results of not caring, the father 

Harry being the most apathetic individual in this play. His apathy 

brings about several results, for just as in A Taste of Honey, Harry's 

uncaring attitude, concerning himself and his family, is passed on. 

Harry's son, Ronnie, eventually becomes a carbon copy of him, as neither 

of them really cares about anyone but himself. Harry's apathy destroys 

any hope of a happy home life; his children want to leave home as soon 

as they can, and Harry's wife Sarah is dissatisfied with their marriage. 

Another result of apathy concerns Harry himself; he becomes a stagnant 

human being who is not interested in the world around him. Harry, who 

cannot keep a job, merely roams from one form of employment to another. 

When Harry has a stroke, he simply gives up, bored with his own mundane 

existence. This is clear in Sarah's comments about him. 

Sarah. You think he likes it? It's ach a nebish 
Harry now. It's not easy for him. But he 
won't do anything to help himself. I don't 
know, other men get ill but they fight. Harry's 
never fought. Funny thing.5 

c 

Wesker, Chicken Soup, p. 60. 
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Harry's apathy extends to his family as well as himself; the greatest 

danger of apathy in this case is that it results in Harry's 

dehumanization. 

I'm Talking About Jerusalem has virtually the same theme, but 

the difference is that Harry is no longer in the picture, and the rest 

of the family has grown older. Ronnie's apathy is now very obvious 

and he exhibits many of his father's traits; that is, he cannot hold 

down a job any more than Harry could. Just like Harry, Ronnie depends 

on'his mother Sarah for his financial support. Ronnie does not do 

anything; he talks a great deal, but nothing comes of it; he is de 

feated by the world, he does nothing. Ronnie's sister and her husband, 

proponents of socialism, leave their family home to live "the simple 

life" on a farm. When the couple fails to make a living at farming, 

Ronnie totally rejects the world, seeing no chance for anyone to suc 

ceed. Near the end of the play, Ronnie realizes he is an apathetic 

burn-out case, just like his father. 

Ronnie. There isn't anything I've seen through to the 
end--maybe that's why you two were so 
important to me. Isn't that curious? I say 
all the right things, but somewhere, some 
bloody where I fail as a human being. Like my 
father--just like poor old Harry. 0 Christ! 
Look at me.6 

Here apathy leads to personal defeat; a human life is devoid of purpose 

and meaning. Ronnie, alive only physically, bears an empty heart and 

soul. 

^Wesker, I'm Talking About Jerusalem, in The Wesker Trilogy 
(Baltimore, Marylancl": Penguin, 1964), p. 216. 
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Serjeant Musgrave's Dance, by John Arden, is a play where an 

entire group of followers is apathetic; the soldiers and followers of 

Musgrave follow his dictums as blindly as sheep. In fact, they do not 

even know what Musgrave's plans for them are; the soldiers do not know 

why they are fighting. Though one of the soldiers is killed, Musgrave's 

followers go right on blindly accepting orders. The result of apathy 

is somewhat prevented because the men do wake up before it is too late; 

the community, ready to join Musgrave's army, realizes that he intends 

to carry out his own interpretation of the "eye for an eye" philosophy. 

Immediately refusing Musgrave's idea, the community jails Musgrave and 

sentences him to death. The dangers of apathy are hinted at here; the 

deaths of many innocent people are caused by blind acceptance to 

command. 

Brendan Behan's Hostages uses treatment similar to Arden's in 

Serjeant Musgrave's Dance; both concern military situations. A young 

I.R.A. soldier is held in Belfast prison because of his subversive 

activities and is condemned to death by his British captors. In re 

taliation a young British soldier is held by the Irish. The Irish say 

that if their I.R.A. soldier is killed, then the British soldier will 

die also. The young British lad is held hostage in a boarding house 

of sorts where all the characters in the boarding house lead question 

able lives--they are prostitutes, convicts, pimps, and the like. Yet 

even the boarders know that the British soldier is innocent of any 

crime and that his death solves nothing; however, they do nothing to 

help him and remain concerned with their own affairs. Because of their 
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apathy, the British soldier dies needlessly, the senseless death of an 

innocent man. 

The theme of apathy also carries over into two of Christopher 

Hampton's plays. The Philanthropist and Treats. The Philanthropist has 

Philip for its most apathetic character. He is devoid of personality, 

saying only nice things to people so that they will not think badly 

of him. His front is his pleasant personality; actually Philip does 

not care what people say or think. Much happier just concentrating 

on his own well-being, Philip will not pronounce judgements. His re 

luctance to make a positive statement is partly responsible for the 

young playwright's (John's) suicide. 

In Treats the theme of apathy is developed by the character 

Ann. Intent on having a lover, she will have him only on her own terms. 

That is, Ann only keeps her men around for her amusement. When her 

first boyfriend Dave leaves on business, Ann invites another man, Pat 

rick, to move in with her. Sparks fly upon Dave's return, and the men 

are pitted against each other. Throughout the development of the play 

and the controversy between the two lovers, Ann takes a ringside seat. 

She really does not care what the outcome of the situation is because 

neither of the men matter; they are mere playthings for her. The only 

time she seems concerned about anything is when she is forced to make 

a commitment; her adherence to apathy cries out against decision. The 

danger in Ann's apathy lies in this: she destroys the fulfillment of 

the lives around her. 
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The Importance of Honesty 

Another theme developed in the First Wave plays is that of 

honesty. Several playwrights maintain that the importance of honesty 

directly affects what happens to the characters. The plays concern 

honesty with self; a character must come to terms with himself and 

his situation. This theme is evident in at least three plays: A 

Taste of Honey, Roots, and The Quare Fellow. In each of these plays 

one of the main characters makes a personal discovery by being honest 

with himself. 

Delaney's Taste of Honey uses honesty as its theme as evidenced 

by the character of Jo; Jo discovers that she is the product of a sex 

ually promiscuous mother and a mentally retarded father. She also 

realizes that in fighting her mother she has become a great deal like 

her—Jo has become hardened to life. She is honest with her mother 

about the father of her baby, just as Helen was honest about Jo's 

father. By being honest with her mother, she is honest with herself. 

She has erased Helen's guilt by her own guilt; they have been absolved 

by confession to each other. Once the truths are revealed, Helen and 

her mother bond together; Helen returns to help Jo take care of her 

baby, thus providing a better start for the next generation. 

Wesker's Roots also uses the importance of honesty as one of 

its themes, developed in the character of Beatie Bryant. Because 

Beatie has moved away from the Bryant family home, she believes that 

she "knows it all," and regards her family as a bunch of backward farm 
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people who cannot look beyond their own noses. Beatie attacks their 

lack of interest in the outside world while proclaiming her superiority. 

Beatie. Listen Mother, let me see if I can explain 
something to you. Ronnie always says that's 
the point of knowing people. "It's no good 
having friends who scratch each other's 
back," he says. The excitement in knowing 
people is to hand on what you know and 
to learn what you don't know.' 

In truth, Beatie merely quotes what her boyfriend Ronnie says; the 

quotes mean nothing to her. Only at the end of the play does Beatie 

realize the importance of honesty. When Ronnie calls off their en 

gagement, Beatie begins to be honest with herself. She discovers that 

if she wants to change herself, she must do so on her own. Beatie 

realizes that she only adopted Ronnie's philosophies to please him; 

they never made sense to her. Before she was lying to herself; now 

she can improve herself. 

The Quare Fellow also deals with the importance of honesty, for 

Warder Regan is trapped in the prison system. It is not only his job 

to take care of inmates who are ill but also to preside at the execu 

tion of prisoners. Regan, who is against capital punishment, detests 

this job. He is also against treating the inmates in the prison like 

animals; he wants to treat them like men. Though Regan's past out 

bursts are not mentioned in the play, some of the criminals remark that 

Regan has tried to be fair to them. During the action of this play Regan 

is quite vocal in his protestations against capital punishment; he thinks 

it is as barbarous as the crimes the inmates have committed. 

^Wesker, Roots, p. 235. 
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Warder Regan. You forget the times the fellow gets 
caught and has to be kicked off the 
edge of the trap hole. You never heard 
of the warders down below swinging 
on his legs the better to break his 
neck, or jumping on his back when 
the drop was too short.8 

Regan's honesty helps him survive his job in the prison, as he must 

either voice his opinions on prison abuse or he must leave his job. 

Regan elects to stay and fight the system. 

Honesty as a theme is included in all of Hampton's plays. In 

fact, the theme of honesty is a distinct trait of all the Second Wave 

writers; John Elsom supports this idea. "They seemed, to use an un 

ashamedly moral word, 'honest' plays--though perhaps only in their 

Q 

time and to those audiences.""' 

When Did You Last See My Mother? uses the theme of honesty in 

several ways. Jimmy needs to admit to himself that he is a homosexual; 

by this admission, many of his problems would go away. For example, 

Jimmy's mother would not feel that she is a failure and sleep with Ian; 

therefore, because of her confusion, she would not kill herself. In 

this sense, the importance of honesty is that a life would be spared, 

because Jimmy's mother would not feel so hopeless and useless. 

Total Eclipse is another play which uses the theme of honesty 

concerning two French poets. Were poet Paul Verlaine honest with him 

self, he would realize that his lover Arthur Rimbaud is not the shining 

O 

Behan, The Quare Fellow, p. 76. 

0 

John Elsom, "Many Roads, Few Maps," Post-War British Theatre 
(London; Routledge and Kegan Paul, 1976), p. 197. 
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example of a good poet. Verlaine puts Rimbaud on a pedestal, even 

though Rimbaud not only taunts him, but stabs his hands with a knife. 

Verlaine forgets the many cruelties; in a dream scene of Verlaine's 

at the end of the play, Rimbaud kisses the hands he stabs. Rimbaud 

effects other damage to Verlaine, by causing the divorce of Verlaine 

and his wife. Also Rimbaud eclipses Verlaine as a poet, thus destroy 

ing the possibilities for Verlaine's growth as a writer. Once Rimbaud 

makes Verlaine's life a shambles, he ultimately leaves him for another 

destructive quest. The importance of honesty here is shown by Rimbaud's 

effect on Verlaine; Verlaine's feelings and the feelings of his family 

would be spared if he were only honest with himself. 

The Philanthropist is a play where no one character is really 

honest with any other character; the whole university community set 

ting of the play lends itself to pretense. The main characters in the 

play pretend to be something that they are not. An example is Don, 

Philip's friend and colleague who pretends that he is an informed, 

hardworking professor, but at the end of the play, confesses that he 

relies on notecards prepared for his class several years ago. Don 

admits what he is to Philip and points out major differences between 

Philip and himself. 

Don. You see, I always divide people into two groups. 
Those who live by what they know to be a 
lie, and those who live by what they believe, 
falsely, to be the truth. 

^^Hampton, The Philanthropist, p. 73. 
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The importance of honesty in this play is the necessity of being honest 

with oneself. 

The theme of honesty runs through Savages, for few characters 

want to admit what is really happening in this play, and in some in 

stances no one ever does. Those persons in higher ranks never admit 

what they are really doing to the Brazilian Indians. That is, the 

Indians are becoming extinct because of capitalistic interests. En 

trepreneurs send blankets and food to help the Indians, yet the blan 

kets and food are laden with disease; they have gone so far as to hire 

gunmen to mow down entire villages. No one except Alan West, the 

diplomat who has a vague interest in the Indians, wants to admit this 

fact; this devious action is a classic case of the "pass the buck" 

syndrome. Another evidence of the lack of honesty is the capture of 

Alan West. The Brazilian guerillas who capture West do not really 

want him; West is simply the easiest diplomat to capture. Also, ironi 

cally, West is on the side of the Indians; his death does no one any 

good. Though West's live aid is better than the influence of his death, 

he is gunned down at the end of the play. The importance of honesty 

here is two-fold. Blame should be taken for the brutal killings of 

the Indians; that would be a start for reconciling the problem. By 

admitting the truth. West's senseless death would be prevented. Plac 

ing importance on honesty would prevent the deaths of the Indians, the 

death of Alan West, and the death or imprisonment of West's captors. 

In Hampton's most recent play. Treats, the theme of honesty is 

developed in a menage-a-trois relationship which builds to a crescendo. 
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Two men are trying to win the love of a girl named Ann; but she really 

controls them. Ann does not know what she wants, and because she is 

not honest with herself, she damages others. Note this example: Her 

old boyfriend Dave (who she has replaced with Patrick, a new boyfriend) 

has returned. Dave sizes up the situation in the apartment and leaves; 

Patrick is present with Ann while she says the following about Dave, 

thus revealing her true feelings about him. 

Ann. He'll never forgive me now. (Pause.) 
Not that he would have done anyway. 
(Pause.) Jesus. 

If Ann were honest with herself, she would prevent the heartache that 

both Dave and Patrick go through over her. Also, if Dave and Patrick 

were honestly looking at Ann's qualities, they would realize that she 

is the puppeteer of a game in which they are the puppets. 

Responsibility for Protection 

Another theme that appears in the First Wave plays is that of 

responsibility for protection. That is, one individual should look out 

for another member of the family or other close-knit group; when re 

sponsibility for protection is not taken, the individual either dis 

appoints himself, the individual(s) he should protect, or both. "Pro 

tection" implies certain duties for care, such as proper food, 

cleanliness, and humane treatment. Epitaph for George Dillon, A Taste 

^^Christopher Hampton, Treats (London: Faber, 1976), p. 19. 
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of Honey and The Quare Fellow all concentrate on the results of the 

absence of protection, while Chicken Soup with Barley capitalizes on 

the presence of active protection as one of its themes. 

Epitaph for George Dillon shows a family protected by neither 

its father or mother. Percy Elliot, the father, could care less about 

his family; not wanting to be bothered by them, he just seeks soli 

tude. Mrs. Elliot is just as bad as her husband, but in a different 

way. She does not want to take care of her daughters; she wants a 

son that she can take care of. So, she meets George Dillon, invites 

him to live in their home, and thereby gains her surrogate son. As a 

result of parental neglect, the two daughters Josie and Norah, for all 

practical purposes, are nothing but lumps of flesh containing little 

or no personality; they have given up on themselves. In fact, when 

George comes into their home, they shower him with attention. The 

girls feel the responsibility for George's protection because they have 

not felt protection from their own parents; in this way, they can re 

lease their pent-up feelings and mend their emotional wounds. 

A Taste of Honey also explores the theme of protection through 

Jo, who was not protected by her mother, even as a child. Jo's mother 

Helen had Jo as the result of an unwanted pregnancy and she feels both 

guilty and repulsed by her daughter; therefore, she does little to take 

care of Jo. Helen perpetually moves from one cheap apartment to an 

other and does not even keep their home clean. Also, she picks an 

apartment with only one bed, saying she cannot sleep alone, but Helen 
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does not hesitate to kick Jo out of bed when she has men over. In 

fact, Helen remarries one of her men friends and leaves Jo to fend 

for herself. The result of Helen's lack of responsibility toward her 

daughter is easy to see; Jo becomes just as bitter toward life as her 

mother is and has an unwanted pregnancy, just like her mother. By 

taking responsibility for her daughter, Helen would spare Jo's dis 

covery of life's hardships. 

Chicken Soup with Barley uses the theme of protection, but it 

shows the positive result of taking responsibility. If Sarah Kahn did 

not take responsibility for her husband Harry, he would die because 

he gives up on life and never takes responsibility for the protection 

of his family. It is Sarah that pushes him to continue living; she 

cares for Harry just like a baby after he has a stroke. Later, in the 

same way, Sarah cares for her son Ronnie. She sees he is becoming 

like his father--disillusioned with himself and the world around him. 

Because Sarah also assumes responsibility for her son, she tries 

desperately to keep him from becoming a carbon copy of his father. 

Sarah, (softly) You don't want to do that, Ronnie. So 
what if it all means nothing? When you 
know that you can start again. Please, Ronnie, 
don't let me finish this life thinking I lived 
for nothing. We got through, didn't we? We 
got scars but we got through. You hear me, 
Ronnie? (She clasps him and moans.) 
You've got to care, you've got to care or 
you'll die. 

12
Wesker, Chicken Soup, p. 75. 
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The Quare Fellow also uses the theme of responsibility for pro 

tection through Regan, a warder who feels responsible for the inmates 

of the prison. In a sense, he regards them as his family, feeling 

responsible to them, just as Sarah Kahn feels responsible for her 

family. He knows that conditions in the prison are less than adequate; 

and treats the inmates with dignity regardless of their crimes. Regan 

feels that his responsibility toward the men is to treat them as human 

beings and protect their rights as individuals. 

Two of Hampton's plays have responsibility for protection as one 

of its themes: When Did You Last See My Mother? and Savages. In the 

first play, the responsibility for protection occurs in two places, 

resulting in opposing forces. Jimmy's mother, Mrs. Evans, feels a 

responsibility toward her son. She knows he is frustrated by some 

thing, but he will not allow any family member to reach him and becomes 

hostile when she tries to help him. Mrs. Evans feels that she has 

failed her son, because she cannot fulfill her responsibility to pro 

tect him. Jimmy, on the other hand, feels a responsibility to protect 

his mother. He is coping with his homosexuality and is having a rough 

time accepting it. Because he feels guilty at letting his mother down, 

he lashes out at her; Jimmy feels he must shelter her from the truth. 

Hence, the two forces clash. 

The other example of responsibility for protection is Alan West 

in Savages. West knows what is happening to the Brazilian Indians, but 

he cannot find anyone who will take the responsibility for their pro 

tection, the murdering continues with no one to assume either 
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responsibi1ity or protection. West realizes that even the guerillas, 

as represented by Carlos, are not really trying to protect the Indians. 

They are only getting vengeance, evident because Carlos does not re 

ally understand why he holds West hostage. He merely quotes and fol 

lows orders; for example, Carlos, who cannot outrightly tell West what 

his group believes in, must read its manifesto from a piece of paper. 

Carlos. (He reads some of the manifesto quickly through to 
himself, muttering.) Hmm, Hmm, Yes, I'll miss^ 
out the first bit, this is about the heart of it, 
I think.13 

The absence of responsibility for protection results in no help for 

the Indians and no prevention of the murder of Alan West. 

The Importance of Politics 

Another recurring theme is that of the importance of politics, 

this theme appearing in Chicken Soup with Barley, Serjeant Musgrave's 

Dance, Live Like Pigs, and The Hostage. The playwrights say that 

politics affects the way we live; but perhaps not in the way we would 

expect. Theories of politics suit the purpose of the participants in 

volved; thus intent is radically changed. In these plays, politics 

plays a part which is very different from its expected function. 

Chicken Soup with Barley deals with the cause of socialism. In 

the beginning of the play the Kahn's house is alive with activity; 

people are stopping by to report happenings in the streets. The Kahn 

13
Hampton, Savages, p. 28. 
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family works to promote the cause, especially mother Sarah, a banner-

carrying socialist who not only faithfully attends meetings and ral 

lies, but also bandages the wounded. During the course of the play 

the cause of socialism runs its course; though the cause, for all 

practical purposes, is defeated, Sarah still keeps on fighting. She 

continues long after many ardent comrades fall by the wayside, but the 

cause of socialism is more than a political doctrine to her. It keeps 

her sane and keeps her caring, preventing her from becoming unfeeling 

like the world around her. 

Sarah. If the electrician who comes to mend my fuse 
blows it instead, so I should stop having electricity? 
I should cut off my light? Socialism is my 
light, can you understand that? A way of life. 
A man can be beautiful. I hate ugly people--
I can't bear meanness and fighting and 
jealousy--I've got to have light. I'm a 
simple person, Ronnie, and I've got to have, 
light and love.^^ 

Because of socialism, Sarah is able to take care of her family; poli 

tics is her outlet and her release. 

Serjeant Musqrave's Dance also has politics as a theme developed 

in a play where political ideology and theology are mixed in a strange 

form. Because Musgrave believes that the government is going awry, he 

sets out to correct those ills with his own brand of government. Mus-

grave's government consists of a formula: for each soldier killed, 

five people must die in his place, whether they are innocent or not. 

^^Wesker, Chicken Soup, p. 74. 
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Until Musgrave's followers realize what he strives for, they hail him 

as a great military leader. When one of Musgrave's soldiers is myster 

iously killed and his followers see how twisted his politics really 

are, they pronounce him mad, send him to jail, and sentence him to 

death. The theme of politics in this play shows how quickly misguided 

political thinking can become accepted as lawful and right. 

The Hostage, which also has politics as one of its themes, con 

cerns a young British soldier being held captive by the Irish. The 

British also have an I.R.A. soldier held prisoner and plan to hang the 

young Irishman. In retaliation, the Irish threaten the death of the 

young British soldier. Though the Irish man is only eighteen, he has 

clearly been involved in I.R.A. activities. On the other hand, the 

British boy has done nothing except be a product of his native land. 

Both young men die, needlessly killed because of futile political 

grudges. 

Two of Christopher Hampton's plays contain politics, though his 

message concerning politics is quite different. Hampton inserts com 

ments about politics in his plays to show how little British people are 

interested in the government of their own land, supported by Douglas 

Colby. "A second link between Hampton plays is the appearance of a 

forceful social or political statement. ^ In both The Philanthropist 

and Savages this statement is particulary noticeable. 

^^Colby, "Introduction," p. 17. 
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For the most part in The Philanthropist comments about the gov 

ernment are ignored. For example, Don relates a story about the activ 

ities at the House of Commons. 

Don. She parked her bicycle, dropped the front 
wheel into one of those slots they have, 
and puffed up to the gallery, where she 
sat for a bit beaming amiably and 
sucking Glacier mints. Then, all of a sudden, 
she leapt to her feet, produced a sub-
machine-gun out of nowhere, and 
mowed down the front bench. 

Philip and Don discuss this briefly and then carry on a conversation 

with Celia about lemons; they do not even broach the subject with her. 

Politics in the university community, at least this one, is virtually 

ignored. 

Savages is more political than The Philanthropist, because it 

concerns atrocities that actually happened. Brazilian guerillas cap 

ture a member of the British embassy in order to gain attention for 

their political demands. Though somewhat concerned about the mis 

treatment of the Brazilian Indians, the guerillas are more intent upon 

being recognized politically. Alan West, the diplomat they capture, 

knows that Britain will ignore their demands and that he will die a 

useless death. He knows that the small band of terrorists are only 

capable of reeking havoc--nothing else. West is correct because he is 

killed at the end of the play. This play uses the theme of politics 

to show how people or nations are undermined for the politics of 

^^Hampton, The Philanthropist, p. 17 
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capitalism. The British government will not come to West's aid; it is 

guilty of tampering with life in Brazil and knows it. 

Misfit in Society 

The misfit in society is one who does not mesh with his envir 

onment; he is like a man without a country because he does not belong 

where he is. The misfit must come to terms with himself, seeing just 

what it is that makes him so uncomfortable; upon identifying his prob 

lem, he must then rectify it and decide whether he should escape the 

society he is in or play along with its games. The misfit in society 

is contained in both historical sources The Misanthrope and It Is Sol 

(If You Think So). 

The misfit in society in The Misanthrope is named Alceste; he 

becomes a misfit in his society, the French drawing room, because of 

his standards. Alceste believes in ultimate honesty above everything 

else and spares no one from his brutal honesty. He explains his phil 

osophy concerning honesty in this quote to his friend Philinte. 

Alceste. Adopt behaviour both sincere and true, 
act like a decent man, and let words fall 
only from the hears, or not at all.^^ 

Though Alceste's idea is sound in theory, few deign to hear complete 

honesty without cringing; honesty makes Alceste a tormented misfit in 

French drawing room society. The only way he can escape the falsity 

^^Moliere, The Misanthrope, p. 2. 
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of his environment is to leave it; and he does so at the end of the 

play. Moliere's theme concerning the misfit is that since he cannot 

be tolerated by society nor can he tolerate society himself, he must 

remove himself from this world. 

Pirandello's It Is So! (If You Think So) also uses the theme of 

the misfit in society; in this case the misfits are Signora Freola and 

her son-in-law Ponza. Although Signora Frola says that her daughter 

Lena is married to Ponza, Ponza claims that Lena is dead and that he 

has remarried. This disagreement is further complicated by the fact 

that Signora Frola says that Ponza is mad; while, just as emphatically, 

Ponza declares that Signora Frola is mad. The Agazzis, a family in 

the Italian province, become obsessed with finding out the truth, which 

tangles itself more and more. The Agazzis question the two sides of 

the argument, but only become more confused. Because they hound both 

Signora Frola and Ponza, the two find their lives very difficult; 

Signora Frola and Ponza are misfits in the Italian province. Driven 

to distraction, Signora Frola elects to leave the town. Ponza's hand 

is called; that is, he must produce his wife, but the mysterious woman 

Ponza produces reveals nothing. Although Ponza does not leave, he is 

forced to reveal the truth for the Agazzi's inspector. Thus, the mis 

fits in society, in this case Signora Frola and Ponza, must justify 

themselves in the eyes of the Agazzi family or leave the province in 

which they live. 

The same theme is used in The Philanthropist where Philip, a 

professed lover of man, is also a misfit in his society, which is the 
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university community. He is a misfit because he will not voice an 

opinion to anyone; he is too indecisive to be of any use in the parlor 

games of the university community. Celia, his fiancee, points this 

out to him. 

Celia. You know something, you apologize far 
too often. You really oughtn't to, it's not 
very attractive. 

Philip. Yes, I know, I'm sorry. 

The theme concerning the misfit shows that being too agreeable and too 

unwilling to make a stand results in Philip's being outside the social 

and intellectual community, just as Alceste is ostracized from his com 

munity for his extreme candidness. 

The Importance of Appearances 

The appearance of a character in his society determines his out 

ward success. No matter what his private life is like, he must take 

on affectations of accepted and permissable behavior, much like a mask 

is worn to hide a face. That is, he adapts himself in order to mesh 

with and be accepted by his peers. When the appearances are proven 

false, a reaction is caused; society rebels and chaos ensues. Appear 

ances are important because they keep up the balance of individuals 

accepted in a given environment, thus providing needed stability. 

The theme of appearances is evident in The Misanthrope in that 

all the characters, except Alceste, rely on how they appear rather than 

18
Hampton, The Philanthropist, p. 64. 
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what they really are. For instance, Celimene, who appears to love her 

suitors individually, merely wants to keep them flocking around her 

all at once. She is disconcerned at the end of the play, and her place 

in drawing room society is paralyzed. Also, within the drawing room, 

characters speak civilly to each other, calling him "friend." Outside 

earshot of this "friend," backstabbing results; "friends" are kept 

only for the sake of appearances, just as suitors are kept for the 

same reason. 

It Is So!(If You Think So) employs the importance of appearances 

as one of its major themes; it concerns the threat of falsity in the 

capitol of an Italian province. In an effort to expose family rela 

tionships, the Agazzi family and their friends go to great lengths to 

pull the masks away from Signora Frola and Ponza and their mysterious 

secret. Both Signora Frola and Ponza eventually become so threatened 

that they must reveal something to the townspeople, and finally the 

mystery is unraveled. 

Signora Ponza. No! I am she whom you believe 
me to be. (She looks at them all 
through her veil for a moment, 
and then leaves. Silence.)^9 

The Agazzi family has been distraught because they cannot understand 

the relationship of Signora Frola and Signor Ponza, and the mysterious 

woman provides the answer the townspeople so richly deserve. The theme 

here is that keeping the mask up for the sake of appearances preserves 

order in society. 

^^Luigi Pirandello, It Is Sol (If You Think So), in Naked Masks 
(New York: E. P. Button, 1952), p. 138. 
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In the same way the mask is held up in The Philanthropist, be 

cause all the characters in the play pretend to be something they are 

not. Within the microcosm of the university community, they want to 

appear better and more exciting than they really are. Philip, who 

professes his love for humanity, actually dislikes humanity. Philip's 

fiancee Celia, who says she is approached by virtually all the pro 

fessors on campus, admits these are lies to make her appear more appeal 

ing. Don, who appears to be a vital and interested researcher, actu 

ally has all the work he needs written several years previously on 

notecards. Also, Don suggests a girl named Liz as a possible romantic 

interest for Philip, but at the end of the play Don goes to bed with 

her. For the sake of survival in the university community, each of 

these characters has a mask to keep up. If the masks were totally 

removed, then the character would be open to criticism and ultimate 

removal from the group—chaos would ensue. That is, the theme of ap 

pearances results in the survival of the character in his society. 

The Importance of Fidelity 

The theme of fidelity concerns being faithful to a prospective 

mate. In the engagement period faithfulness is expected; marriage will 

not follow if both parties do not remain constant. In both The Mis 

anthrope and The Philanthropist fidelity becomes an issue when engage 

ments are broken off because of the lack of it. 

In The Misanthrope Celimene is unfaithful to Alceste; she writes 

love letters to several of her suitors, claiming each of them is her 
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true love. Eventually Celimene is exposed and Alceste is wounded. 

Celimene admits she is wrong, though her other suitors are as hypo 

critical as she has been, and she has truly wronged Alceste. 

Celimene. I'm wrong and I admit it. Enough, enough, 
no more pretending, no more lies and bluff. 
I could despise the anger of the rest, 20 
but you I know I've wronged, my poor Alceste. 

In the face of one who is virtually blameless the truth is revealed, 

which is the theme concerning fidelity in the play. 

The Philanthropist has the same theme, but the plot is modern 

ized. Philip has gone to bed with the leacherous Anaminta, but nothing 

happens between the two. Nevertheless, Celia finds them out and heat 

edly accuses Philip of infidelity. She breaks off the engagement, cit 

ing Philip's actions as her reasons. Because Philip, taken in by 

Anaminta, is virtually blameless in the situation, Celia breaks down 

and confesses the truth. She has been to bed with another man on the 

same night; Philip's infidelity only provides an excuse for her to 

leave him. Celia explains that she is not in love with Philip; the 

break up is caused by her feelings, not Philip's. Once again, the 

truth of fidelity is revealed in the face of one who is not to blame, 

and another engagement is broken. 

Conclusion 

The First Wave playwrights have influenced Christopher Hampton 

in his thematic development since recurring themes are discussed in 

on 

Moliere, The Misanthrope, p. 60. 
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both First Wave and Hampton plays. Themes of apathy, honesty, protec 

tion, and politics are found not only in their plays, but also those 

of Hampton's. 

Historical sources have also influenced the thematic development 

in Christopher Hampton's plays. Playwrights Moliere and Pirandello 

have influenced The Philanthropist by use of the themes of the misfit 

in society, the importance of appearances, and the importance of fidel 

ity. Because the same themes appear in both the historical and modern 

plays, their influence is shown; both First Wave and historical plays 

have influenced thematic development in Christopher Hampton's plays. 



CHAPTER IV 

THE INFLUENCE OF LANGUAGE AND STYLE 

There are fewer language and style influences on Christopher 

Hampton than influences of character and theme; however, they are the 

most obvious. Three influences of language are discussed in the fol 

lowing chapter. Caustic language, used by characters to vent frustra 

tion, is especially obvious in John Osborne's play Look Back in Anger. 

The use of the song, another influence, carries over into Hampton's 

work, but it takes on a different form. The play on words, a comic 

effect employed in The Misanthrope, is compared to Hampton's Philan 

thropist. Influence of style, evidenced by the play-within-the-play, 

is discussed in Pirandello's Six Characters in Search of an Author and 

Hampton's Philanthropist. 

Caustic Language 

Caustic language is the most obvious in Look Back in Anger. It 

is spoken by Jimmy Porter, and his language is his reaction to a world 

which he feels has turned cold with indifference. Jimmy uses his lan 

guage to arouse his wife Alison, who he feels is falling into apathetic 

indifference to herself and her world. His language is cynical and 

snide; comments are made with an undertone of sarcasm. Jimmy talks 

about Alison's father; his sarcastic language is very noticeable here. 

Jimmy. If you've no world of your own, 
it's rather pleasant to regret the 
passing of someone else's. I must 

80 
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be getting sentimental. But I must 
say it's pretty dreary living in the 
American age--unless you're an American of 
course. Perhaps all our children will be Americans. 
That's a thought isn't it?^ 

Though Jimmy's language is rapid-fire, it is not full of nonsequitors, 

because he proceeds with stealthy logic and cunning in his endeavors 

to arouse the apathetic through language. Another characteristic of 

Jimmy's language is its blatant honesty; when he is not being snide, 

Jimmy blurts out truths in an almost painful way. In fact, Jimmy's 

honesty of tongue resembles that quality of Alceste's language in The 

Misanthrope. In the following example Jimmy describes truthfully 

Alison's brother's lack of perception, providing himself with another 

means to disturb her. 

Jimmy. The only thing he c^ do--seek sanctuary 
in his own stupidity. The only way to keep 
things as much like they always have been 
as possible, is to make any alternative too 
much for your poor, tiny brain to grasp. It takes 
some doing nowadays. It really does.^ 

Though Jimmy's language is bitter, it is basically honest; it is meant 

to strike out and activate those apathetic people close to him. 

Caustic language which exhibits honesty is also in Delaney's 

Taste of Honey and Lion in Love. In A Taste of Honey the two speakers 

of this language are Helen and Jo, her daughter; both are angry at each 

other as well as themselves. Notice Helen's language, which is half 

to herself and half to her daughter. 

^Osborne, Look Back, p. 17. 

^Ibid., p. 20. 
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Helen. Well, I've always said we should be used for 
manure when we're gone. Go and see to that 
coffee. I'm dying for a hot drink. This 
bloody cold! It's all over me. Tm sure it's flu— 
I suppose I'd better clear some of this stuff away. 
She wouldn't think.^ 

Jo's language is as caustic as that of her mother's. Making no expla 

nations for what she does, Jo does not hesitate to fire the truth at 

her mother. Jo's harsh invective is a way of venting pent-up anger 

and putting the truth clearly under the spotlight. 

The Lion in Love is another play that employs the use of caustic 

language; it involves a family situation where all the members have 

little in common and have drifted apart. Frank and Kit, parents of 

the family, are involved in a drunk and fighting relationship; their 

sharp comments are mainly directed toward each other in a verbal parry. 

Frank and Kit berate each other for their treatment of other family 

members as well as themselves. Other family members use blatantly 

honest and caustic language; each tries to get some sort of reaction 

from the other, though none of them really cares. For example, in 

this comment to her husband Frank, Kit explains why she drinks so much. 

Kit. You're bad, you are. Pity for none and especially 
for me--if you knew how I feel sometimes— 
(She starts to play-act.)--you couldn't know 
though--it's beyond your mental powers. Everybody 
thinks I enjoy getting drunk but do you know why 
I drink--? 

Frank. No I don't. Why? 
Kit. --to forget--half a dozen glasses of whiskey take the edge 

off life—^ 

3 
Delaney, A Taste of Honey, p. 37. 

^Shelaqh Delaney, The Lion in Love (London: Methuen, 1961), p. 
24. 
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The rest of the family, just like Kit, uses the same type of language 

in an effort to lift the blanket of apathy that has settled over them. 

One play by Brendan Behan makes use of caustic langauge; it is 

The Quare Fellow. The prisoners use language that is snide, cynical, 

and brutally honest to arouse responses in their fellow inmates. Their 

language, used for reasons transcending Jimmy Porter's reasons, is a 

form of survival in the omnipresent jungle of the controlled prison 

environment. Deprived of knives, guns, and brute force, the prisoners 

lash out with the only defense allowed them—their language. 

When Did You Last See My Mother?, Total Eclipse, and Treats are 

three plays in which Christopher Hampton makes use of sharp invective. 

When Did You Last See My Mother? uses language which is very similar 

to Look Back in Anger. Both young men, Ian and Jimmy, use language as 

brutally honest as that of Jimmy Porter's. The purpose of their caustic 

verbiage is to force honesty upon each other; the following conversa 

tion between the two reveals this. 

Ian. (stung) Jealous? Jealous? Listen, I wouldn't look at 
that twice if she stripped down in front of me, because 
I don't like her, see? (Short silence.) 

Jimmy, (mockingly) Because you're queer. 
(Silence. Now it is Ian who is angry.) 

Ian. Don't give me that. You know bloody well if you had a choice 
between Linda and Dennis, you'd choose Dennis.'^ 

The language, which is purposefully harsh, forces the characters to come 

to grips with the truths about themselves. 

^Hampton, When Did, p. 26. 
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Total Eclipse also makes use of harsh language, which is chiefly 

used by the poet Arthur Rimbaud. He forces Paul Verlaine to conform 

to his desires; but Verlaine has trouble making a clear-cut choice. 

Rimbaud endeavors to overshadow Verlaine, even though Verlaine is ten 

years his senior. His use of language, which is also a means to an 

end, differs in intention from the other plays. Rimbaud uses his in 

vective to bully others to his side. Because of his crass manner, 

coupled with his uncanny abilities with the English language, he usu 

ally succeeds. Verlaine, who falls in love with Rimbaud, is left the 

loser at the end of the play; he looses not only his wife, but also 

Rimbaud. 

In his most recent play. Treats, Christopher Hampton uses caus 

tic language in which a menage-a-trois relationship is involved. Away 

on a business trip, Dave returns to the apartment which he shares with 

Ann, only to find that he has been replaced by Patrick. Immediately 

Dave and Patrick are pitted against each other in a contest for Ann; 

neither man realizes that Ann controls him, and she is not particularly 

concerned with the outcome of the battle. Harsh language, used mostly 

by Dave and Patrick, proves that one man triumphs over the other; for 

example, Dave employs sarcasm to belittle Patrick. 

Dave. You think you're underpaid? 
Patrick. Sometimes. 

Dave. Perhaps you should become a miner. 
Patrick. What? 
Dave. I'm sorry, it's just something I say to test people's 

reactions. If they laugh, I know they're shits.° 

Hampton, Treats, p. 25. 
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Neither man really wins in this kind of intellectual battle; verbal 

victory for either man is short-lived through the entire play. 

Use of the Song 

Another technique of language usage in the First Wave play 

wrights is the song, employed by a surprising number of writers in 

their plays. In many plays songs are framing devices, while in other 

plays they provide a musical repeat of the point the playwright makes 

at the end of a scene or act. Other First Wave plays use the song to 

add folk flavor to their plays, thus giving the setting and characters 

greater authenticity within the world of the play. 

Osborne's Entertainer uses the song as a framing device, accen 

tuating the tone in the play by giving it an ironic twist. Between 

each confrontation with family members, Archie sings a song in his 

nightclub act. This song is really Archie's attitude on the world; he 

is not concerned about anything. Use of the song muddies the separa 

tion between Archie on stage and Archie off stage; even Archie cannot 

separate the two worlds. 

Both A Taste of Honey and The Lion in Love make use of the song; 

Delaney's technique is that she uses the song near the beginning of the 

second act, and then repeats the song at the end of the play. Usually 

there is the presence of another song close to the beginning of an act 

for folk flavor. In A Taste of Honey the song symbolizes a return to 

innocence; for example, Jo, who is pregnant, returns to a state of in 

nocence through her yet unborn child. Her song at the closing of the 
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play reveals her return to the innocent world, by virtue of the com 

forting, childlike song. 

Jo. As I was going up Pippin Hill, 
Pippin Hill was dirty. 
And there I met a pretty miss. 
And she dropped me a curtsy. 
Little miss, pretty miss. 
Blessings light upon you. 
If I had half a crown a day. 
I'd gladly spend it on you.' 

Jo's song represents her inward turn toward the caring of her child; 

she is ready to accept responsibility for the child she is going to 

have. 

In The Lion in Love the use of the song is again a framing de 

vice, which points a direction for the characters at the end of the 

play. Kit and her husband Frank have anything but a happy marriage, 

but the song sung by Jesse, Kit's father, indirectly talks of a new 

direction for them. Here the song represents a hopefulness for the 

future, a musical blessing for a happy marriage. At the end of the 

play the song is sung again. Frank decides not to leave his wife, 

but realizes that he loves her and needs to stay with her. Jesse's 

song implies a hopefulness for the future, that the couple will resolve 

its differences and continue united in marriage. 

Jesse, (still singing) 
Winter's coming in my lass, 
The north wind's blowing cold 
I think we've counted long enough 
It's time our tale was told.° 

^Delaney, A Taste of Honey, p. 108. 

^Delaney, The Lion in Love, p. 104. 
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All plays in the Wesker trilogy, Chicken Soup with Barley, Roots, 

and I'm Talking About Jerusalem, make use of the song. Wesker uses a 

very interesting technique because his songs represent a life to death 

cycle, when viewed cumulatively. For example, in the first play, 

Wesker uses the song "England Arise." The lyrics to this song are up 

lifting; they represent a rebirth and resurgence of energy not only for 

the socialist movement, which the song directly refers to, but also for 

the characters in the play. Through this song and through the social 

ist movement, the characters may assume new beginnings. In the second 

play. Roots, the song "I'll Wait for You in the Heavens Blue" hints at 

a middle-years period, representing a satisfaction and resignation to 

the ways of life. The last play in the trilogy uses a song which is a 

funeral song, and its lyrics speak of a young man who is going to death 

by hanging. Hence, in the songs sung in the three plays, the musical 

life to death cycle is cleverly interwoven in the play text, giving 

further unity to the play trilogy. 

Both of John Arden's plays, Serjeant Musgrave's Dance and Live 

Like Pigs, make use of the song. Serjeant Musgrave's Dance makes use 

of the song at the beginning and the end of most scenes; the first song 

of the play predicts the outcome of the play. For example, this song 

is sung by a soldier who is later killed by one of his fellow soldiers. 

Sparky. When first I deserted I thought myself free 
Till my cruel sweetheart informed upon me--

Aftercliff. (sharply) I don't think you ought to sing that one. 
Sparky. Why not? It's true, isn't it? (He sings): 
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Court martial, court martial, they held upon me _ 
And the sentence they passed was the high gallows tree. 

Ironically, Sparky, who attempts desertion, is killed by Aftercliff. 

Sentenced to death by hanging, Aftercliffs song in prison closes the 

play. Arden provides the song with a foreshadowing quality; it ironi 

cally predicts the outcome of the play. 

Live Like Pigs employs the use of the song in exactly the same 

way as Serjeant Musgrave's Dance. The opening song describes the con 

dition of the house the Sawneys are put in; but it also foreshadows 

what will eventually happen to the Sawneys. The government allows 

people like the Sawneys to be free, but it also restricts their move 

ments and forces them, even though the family is satisfied with what 

they have, to live in a house the government deems fit. When the Saw 

neys do not conform to the government's wishes, it removes them from 

the house the family has been put in at the beginning. The closing 

song reveals that there is nothing left but to put the Sawneys some 

place where they do not offend anyone; it suggests that the government 

put the Sawneys in a hole and leave them there, never to come out 

again. 

Both Brendan Behan's Quare Fellow and Hostage use the song with 

in the play. The Quare Fellow employs the use of the song as a running 

comment on prison life. The songs, usually appearing at the beginning 

and ending of scenes, speak of the loneliness and hardship of prison 

Q 

Arden, Serjeant Musgrave's Dance, p. 277. 



89 

The Hostage makes use of the song in the same way; because it 

makes a running commentary on life in the boarding house. The boarding 

house in The Hostage, similar to the prison in The Quare Fellow, assumes 

the function of a prison during the course of the play; the occupants 

of the boarding house become its guards. Songs in The Hostage appear 

at approximately the same place in this play as they do in The Quare 

Pellow—at the beginning and end of scenes. Also evident in both these 

plays is the presence of a repetitious song, which is the last song in 

the play; both ending songs, acting as a postlude, make use of the 

image of the bell. In the first play it is the jingle-jangle of keys, 

which signify a freedom from the confines of the prison. In the second 

play it is the bells of hell; the "ting-a-1ing-a-1ing" sound again sig 

nifies freedom, this time from the earthly constraint of the boarding 

house. Obviously, both songs end the play on an ironic note. 

Christopher Hampton makes use of the song in When Did You Last 

See My Mother?, The Philanthropist, and Savages. In his first play. 

When Did You Last See My Mother?, Hampton actually uses singing, but 

here as well as in the other plays, Hampton substitutes the song for 

a story used as a confession. Hampton gives the song a foreshadowing 

quality; Ian is singing part of a song which predicts the action in the 

play. 

Ian. They is a house in Noo Orleans 
They call the Risin' Sun, 
An it's been the ruin of many a po' boy. 
An' God, Ah know, Ah'm one.^O 

^^Hampton, When Did, p. 6. 
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Later, another song performs the same function; it foretells the ac 

tion in another section of the play. Beginning with this play, Hamp 

ton also makes use of the story. The story appears near the end of 

the play and concerns a woman showing a film that none of her students 

are interested in. Ian tells the story to Jimmy after finding out 

that Jimmy's mother is dead. At the end of his story, which Ian appar 

ently has told before, he confesses that he changes the end of the 

story. This story has no real meaning; that is, the story signifies 

lan's futility at this point. He does not make any sense because the 

situation is out of control, and by telling a story and changing its 

ending, Ian creates a situation in which he does have complete control. 

This enables him, acting as though he knows nothing, to regroup and 

continue the conversation with Jimmy. 

The Philanthropist does not include any songs, but relies once 

again on its evolved form, the story. Philip tells a story to Celia 

as a way of confession and also as a way of getting himself back into 

perspective. The first story, which makes no sense, concerns a man 

trying to drive through a roundabout. The second story, one that he 

has never told anyone before, becomes Philip's confession. He admits 

that he hit a beggar accidentally when he did not have any change for 

him; Philip says that he was trying to escape the beggar when he hit 

him. Again, the story is really pointless; but it serves as Philip's 

confession. He discovers that he has spent his life in fear of people. 

Savages makes use of the story in the most dramatic manner of 

the three plays; Hampton uses Indian myths to parallel the present-time 
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action of the play. The myths, like the songs in the First Wave plays, 

provide a running commentary on the outside world of the play. When 

there is danger in the world of the Indian myth, the next scene in the 

play reveals danger in the present Indian world or the world of the 

captive Alan West. In fact, the Indian myths run a life to death cycle 

during the course of the play. 

The Play on Words 

Language, for comic effect, uses a play on words. That is, a 

word, which may not be comic by itself, becomes comic when applied in 

the context of another situation. This playing around with language 

is an effective technique and is employed by virtually all successful 

writers of comedy. 

Moliere capitalizes on this technique throughout his dialogue 

and produces a comic effect. This example of the play on words is an 

instance of his particular use of language in The Misanthrope. 

Alceste. You hoist your glass and hail, not hail, halloo 
some person from a distance, and then zoom 
into warm embraces from across the room, 
drench the man with kisses, smile and swear 
your lasting friendship, shout mon cher, men cher 
so many times you sounded quite inspired, 
then when you sidled back and I inquired: 
Who's that, the long-lost friend you reached to hug? 
All you do's look sheepish, and then shrug. 

In the above passage, as well as many in the play, the language is hu 

morous because of the play on words. 

"'^Moliere, The Misanthrope, p. 1. 
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Hampton uses the play on words technique to establish the humor 

in his play. The wit in The Philanthropist is also appropriately placed 

on the words themselves because Philip is a philologist; his field of 

interest concerns itself with the study of individual words. Even 

though suicide is unpleasant to say the least, and even though they 

witnessed a death caused by a gun, Philip and Don can still laugh at 

the subtle witticisms their own words take on as a result of the sui 

cide. For instance, Philip and Don find themselves laughing over their 

word choices concerning John's suicide. 

Don. I know you did, but it was no good. The ideas 
were there, but the technique, it 
was far too cerebral. 

Philip. Under the circumstances, I think that's 
a uniquely unfortunate adjective.1^ 

Both playwrights make use of the technique of the play on words; it 

creates a fast-paced humor. 

The Play-Within-the-Play 

The influence of style is evident by the technique used in the 

plays, in this case, that of the play-within-the play. "Modern play 

wrights use the play-within-the-play . . . to show that life is like 

theatre and vice versa. It muddies the separation between appear 

ance and reality; the audience is unable to discern what action is 

really going on in the world of the play. 

12Hampton, The Philanthropist, p. 15. 

^^M. S. Barranger, Theatre: A Way of Seeing (Belmont, CA: Wads-
worth, 1980), p. 149. 
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Though the play-within-the-play was used even during Shakes 

pearian drama such as Hamlet. Luigi Pirandello gave it its real impetus 

in the late 1800's and early 1900's. The play in which he most success 

fully used this style is Six Characters in Search of an Author (1922). 

The play concerns six characters, created in the head of an author, 

who come to a rehearsal and demand to be put on the stage. The stage 

manager of the rehearsal is at first annoyed and then finally listens 

as their strange story unfolds. The drama of the life of the charac 

ters becomes as real as the story they are trying to create, their 

rehearsal of the play, the actual rehearsal of the play, and the life 

of the actors rehearsing the play. 

The Philanthropist is influenced by Pirandello's style because 

it uses the play-within-the-play technique. Pirandello is even men 

tioned in the play; the character Don refers to him. 

Don. I can't say I like that Pirandello-style beginning. 
It's been done so often you know.'^ 

The beginning and ending of Hampton's play is obviously influenced by 

his style. At the opening scene of the play a young man (John) says 

that he is going to kill himself; later dialogue reveals that John is 

actually a young writer reading his work to two professors who are 

supposed to give him a critique of his work. Then, at the end of the 

scene, the young writer demonstrates the effect he desires for his 

suicide scene and actually blows his own brains out. The play-within-

the-play technique has several layers to it here. The play. The 

^^Hampton, The Philanthropist, p. 11. 
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Philanthropist, is being presented, a young playwright reads scenes 

to two professors for comment, and the scene that is read mirrors the 

action on stage. Also at the conclusion of the play, Hampton again 

employs the play-within-the-play style of writing. Philip calls Don 

to come to see him, saying that he is about to do something terrible. 

He has taken a revolver out of his desk drawer. Philip mentions to Don 

that he has made up an anagram for "I hate thee sterile anagram"; it is 

"imagine the theatre as real." He picks up the pistol, turning it 

towards him. Pulling the trigger, Philip lights a cigarette from a 

small flame coming from the hammer of the gun and walks offstage; the 

play concludes. 

Conclusion 

The First Wave playwrights have influenced Hampton in essen 

tially three ways. Both have made use of the caustic language of one 

who is striking out at the world. First Wave playwrights and Hampton 

make use of the song; the earlier playwrights use the song as a fram 

ing device for the action of the play or as an emotional thermometer 

for the characters. In Hampton's plays he takes this a step further 

by turning the song into a story, but a story with essentially no mean 

ing. The story functions in his plays not only to reveal emotional 

level, but to provide a cleansing effect through a confession; the 

story provides the vehicle for an emotional catharsis for the character 

in the play. Witty language represented by a play on words is Moliere's 



95 

influence on Hampton's language. The humorous effect of the word joke, 

used often in both plays, strengthens them as comedies. 

Christopher Hampton is also influenced by Pirandello because his 

style of writing employs the play-within-the-play. His opening and 

closing scenes use the same style employed in Six Characters in Search 

of an Author. The audience cannot discern the difference between what 

is really happening on stage and what appears to be happening on stage; 

hence the fine line between appearance and reality blurs. 



CHAPTER V 

CONCLUSION 

This thesis explores the answer to the question: How did First 

Wave and historically important playwrights influence Christoper Hamp 

ton? The influences of five First Wave writers, John Osborne, Shelagh 

Delaney, Arnold Wesker, John Alden, and Brendan Behan, are discussed 

as well as influences of Moliere and Pirandello. They are examined 

with regard to three major categories: the influence of character 

treatment, the influence of thematic development, and the influence 

of language and style. 

The influence of character treatment, examined in the second 

chapter, involves five character types common to the First Wave play 

wrights: the angry young man, the mother/incest character, the mis 

placed homosexual, the passive acceptors, and the misguided activist. 

These characters appear often in First Wave plays; all these character 

types appear in at least one of Christopher Hampton's plays. After 

the character types are examined, the three main characters, Oronte, 

Alceste, and Celimene, in The Misanthrope are compared to three charac 

ters, Don, Philip, and Celia, in The Philanthropist. Though the char 

acters are virtually the same and the time periods obviously different, 

the same character types appear in both the preceding plays and Hamp 

ton's plays. He has been influenced by the First Wave writers and pro 

duces a similar angry young man, mother/incest, misplaced homosexual, 

passive acceptor, and misguided activist character in the story line 

of his plays. Moliere's Misanthrope essentially provides Hampton with 

96 
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the set of main characters in The Philanthropist. Therefore, both 

groups of playwrights, First Wave and historical, effect influences 

on characterization in Hampton's plays. 

The third chapter examines the influence of thematic develop 

ment. First Wave themes also found in Christopher Hampton's plays are 

the danger of apathy, the importance of honesty, the responsibility for 

protection, and the importance of politics. Moliere's Misanthrope 

and Pirandello's It Is So! (If You Think So) are compared with Hampton's 

themes of the misfit in society, the importance of appearances, and the 

importance of fidelity. First Wave themes bear great similarities to 

Hampton's, as do those of Moliere and Pirandello. Since these themes 

are so similar, Hampton has drawn from this background to develop themes 

in his own plays. 

The influence of language and style, the last chapter covered, 

examines use of caustic language and use of the song in First Wave 

plays. These elements are then compared to caustic language and the 

use of the song in Christopher Hampton's plays. Finally, the play on 

words or witty language is compared in The Misanthrope and The Philan-

thropiSt. The influence of style, discussed with regard to Pirandello's 

Six Characters in Search of an Author, relates to The Philanthropist 

by use of the play-within-the-play. This influence is further verified 

by the actual mention of Pirandello in Hampton's play. Similarities of 

caustic language, use of the song, and the play on words all are in 

stances of Hampton's influence by the First Wave writers, as well as 



98 

Moliere. Because this writing style in The Philanthropist incorpo 

rates usage of the play-within-the-play, Hampton is influenced by 

Pirandello's style. 

In conclusion, Christopher Hampton is influenced by the charac 

ter treatment, thematic development, and language and style of both 

First Wave and historically important playwrights that are discussed 

in this thesis. Because the same traits appear in Hampton's plays as 

well as his predecessors, it follows that he has written his plays 

under the guiding influence of these writers; he is a product not only 

of the Second Wave, the group of playwrights to whose time frame he 

rightly belongs, but also of the First Wave and historically important 

playwrights. 

Because Christopher Hampton is influenced by the First Wave play 

wrights, this thesis question. How did First Wave and historically im 

portant playwrights influence Christopher Hampton, points the direction 

for further study. The traits of the First Wave playwrights should be 

explored, and their influences on the Second Wave playwrights should 

be explored. This thesis begins to answer this question by examina 

tion of one particular Second Wave playwright, but other playwrights, 

such as Joe Orton, Tom Stoppard, David Storey, and David Hare, have 

undoubtedly been influenced by the First Wave also. Future study 

along this course is important; progression and new directions of the 

modern British theatre can be better evaluated and understood. 
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