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ABSTRACT

Saved, a play by Edward Bond, was produced and
directed by John Gray in partial fulfilment of the require-
ments for a Master of Arts degree; in thé Department of
Theatre at The University of'British Columbia, at the Dorothy
Somerset Studio Theatre, from October 21 to October 24,
1970. The following is a detailed record of that production,
together with the director's analysis and interpretation of
the script. |

Saved was performed by a predominantly student
cast, in costumes and setting designed by Astrid Janson, and
with the technical dfrection of Richard Spencer.

This record is divided into three main sections.
The first is a short section setting forth as simply as
possible the specific dfrectorial concept used for this pro-
duction, together'with a comment on the language of the play:

The second section. contains a unit-by-unit analysis
of Saved, together With notes on the groundplan, design, and

costumes for the play.
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The third section is made up of the prompt script
of the production, shdwing blocking, division into units,
notes on motivations, and lighting and scenery cues. The
promptbook is preceded by a scale groundplan for the produc-
tion, a props list, and pictures of the production with

notes on the scenes depicted.
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Chapter 1

SAVED: DIRECTOR'S INTERPARETATION

In his book On_.Aggression, Konrad Lorenz claims

that all carnivorous animals are equipped with built-in
inhibitions against the killing of members of their own
species. Lorenz describes in detail the elaborate rituals
‘and contests which, for most animals, take the place of the
blood feud over territory and females. He describes, howévér,
two exceptions: rats and men.

Exceptional among .the carnivores, rats do sometimes
kill other rats. But fhe condftion under which rats may
freely kill their own kind is quite specific. Rats Tive in
packs or hordes; they do not fight seriously with, much Iéss
kill, members of the same pack. On the other hand, they are
merciless to members of other packs, killing them slowly:
and painfully and with evident relish.

The analogy to human beings is almost total. Human

beings also live in packs, and the killing of members of -the



pack is usually forbidden; but this ban seldom applied to
members of other packs. In fact, hostility to another pack"
is often a means to achieving so]idarity within the pack.
The tendencies of nationalism, racism, and ethno-centrism
can all be seen as the attempt of a pack to define itself
in terms of outsiders.

The Christian religion represents the largest pack
.man has yet been able to form. It fs still a pack, nonthe-
less, as the Crusades and the Inquisition bear witness.
Christianity determined the morals, laws and customs of-the
“greater part of the Western Hemisphere ahd achieved, at
least on the surface, a modicum of unity. But in the twen-
tieth century Christianity has ceased to be potent as a
unifying force over. men. The foundation for the pack has’
disintegrated. Asla resu1t, sociéties have fragmented into
smaller packs, to a large extent economicaily determined.
Among the poor, the packs are the smallest oanll;- With so
many packs depending for their definition upon hositility to
outsiders our way of life has become violent and divisive.

Edward Bond's Saved is set in such a society. The
people are poor, and can rely upon no transcendent order for
their mutual protection; they have therefore banded togethef
into small packs. The family group — Mary, Harry and Pam —

represents one such pack. In spite of their mutual hatred



and resentment they stay tOgeﬁher. Without each other, they
are unprotected. If one is to project into the future, it
is 1ikely that they will remain together the rest of their
lives.

The group of Pete, Colin, Barry and Mike (and,
later, Fred) represents another such pack. Conflicts within
this group-are based upon the individual's attempt to attain
status with1n 1t. The criterion is masculinity, and mascu-
linity is specifically defined in terms of killing and sexual
exploit. At times .this conflict becomes violent and threatens
to destroy the group, -but the group always remains united in |
its hostility to outsiders. MWherever possible, the group
projects its internal conflicts on outsiders. The baby is
the victim of just such a situation. Barry has implied that
Pete did not really kill the child With his car. To retain
his status, therefore, Pete has ﬁomething to prove. The
baby becomes a battleground as Pefe and Barry try to prove
that each can go the furthest in molesting the baby. As
Colin and Mike become: involved in the contest, the situation
~gains momentum. Fred has thus far remained outside, but the
~group forces him to participate simply by the threat of
excluding him. Note that the baby is fair game, for it has
been abandoned by the group to which_it belonged.

We have in the play, therefore, two groups which

exist to protect themselves from a hostile world. They are



successful, but with a seripus~drawback: the individuality.
of each member-has been degradéd and stifled. Note that
not one character in either group has any affection for any
other character. Moreover tﬁe reéentment-and bitterness
within the family presents doubts as to whether membership
in. such a group is worth the price paid for it.

With the intrddhction of Len we have a character
who is not connected to any particular group. The first A
problem presented is: how can a lone person find fulfilment
in a society.comprised of small groups which depend for their
identity upon hostility to outsiders? It is possible, as it
turns out, but there are standards which must be met. The
most important criterion is sexual: the person must be able
to fulfil his sexual role. ~In the society depicted in Saved,
the proper masculine role is that of aggressor, and the
proper feminine role is that of servant-victim. Neither Len
nor Harry prove able to fulfil their sexual role, and Mary
and Pam respond characteristically: Mary becomes the aggres-
sor while Pam looks elsewhere for someone who will allow her
to be his victim. The struggle for role identification is
urgent: 1in the fate of the baby we see what happens to
those without a role to-play.

Len finds it difficult to become part of such a
~group, for he is extremely insecure sexually, as we discover

in Scene One. His attempts at asserting his masculinity put



him at odds with Harry, whose role of fman of the house" is

a precarious one. Harry is a sexual failure, and by seeking:
inclusion in the pack as a man (“Can I stay the night?"),

Len becomes a threat to him.

In Scene Two it appears as if Len has succeeded,
but the introduction of Fred, who is better able to play the
masculine role, pfesents a complication. This is followed
by Scehe Three, wﬁich reinforées'bdth the sexual role theme
and the group-pack theme.

As the play progresses and Len remains with the
family, a new question occurs: is membership in such a group
worth the price paid for it? The price is very clear in
scenes Four, Eight, and Eleven. This is the most important
question.of the second half of the play, and is present in
the - recurring quéstion, "Why do you stay," asked by Fred
-and Pam. As Lén becomes more and more at'bdds with Pam the
situation becomes 1ess'and 1e§s hopeful. In Scene Eleven
the situation comes to a head, with all its potential violence.
At the end of Scene Eleven Len is seen as a complete outsider
and it seems certain that he will leave. He is saved (ﬁerhaps
leading to the play's title) by Harry, the sexual drone, who
has gradually come to look upon Len as a replacement for the
"son" he has lost. The final scenes seem to suggest that
rejects from other groups rotate to one another and form

their own group, hating one another for their own  failures,



yet permanently bonded together, since any group is better
than none.- This grudging acceptance, however faint, makes
it possible for Len to endure all the violence and degrada-
tion. In this sense, the final scene represents a positive
victory for Len. As Bond remarks in his introduction to the
play, anyone who is unable to see the ending as such.has not
yet learned to "clutch at straws." Given the society Bond’

presents, such a positive ending is nothing short of a miracle.

Bond's Use of Language in Saved

The subject of Bond's use of 1énguage in Saved
deserves special attention, for the language serves several
important functions in the play. Firstly, the Tanguage
spoken by all the characters in the play is our strongest
indication that what we are watching is a naturalistic por-
traya] of a class or social group. At times thée figures of
speech used become so Tocal that it is difficult for the
spectator who is unfamiliar -with this particu]&r~section of
. London to understand what is being discusséd. Meaning, then,
is at times subordinated to verisimilitude. |

Connected to the above is the fact that language
ié the only key to solving the problem of Len's qrigihs.

Nowhere in the play are we told where Len comes from, beyond



the fact that he and Colin went to thé same high school. The
language that Len uses, however, is the same language used

by the other characters .in the play: he is not an outsider
by class. He is not a geographical outsider. Len's inability.
to merge with his surroundings, then, is more a phj]osophica]
and moral question than a social question. The question that
remains unanswered, then, is: How has Len come to be the way
he is? Why is his sensibi]ity different from that of the
other characters in the play? This lack of a fundamental
motivation for Len's actions (or non-actions) is . perhaps a
statement in itself. Bond seems to be saying -that, unaccount-
ably, individual sensibilities emerge in the most homogeneous
of societies. Our inability to answer for this fact is con-
nected to our inability to find reference points for our
ethical decisions and our behaviour.

The third function ofvlanguage in Saved is less
connected to naturalistic accuraéy; Let us look at a section
of Scene Six (Page 52). This section occurs after the open-
ing dia]ogue.betweeh Len and Fred: -

. MIKE comes in. He has a . haversack slung

from one shoulder and carries a rod. He wears: .
a small, flashy hat.

FRED: No luck?.

MIKE: Woudn't feed a cat.
LEN: Waste a time.

MIKE: Same 'ere.

FRED: Got a breeze up.

MIKE : What yer doin}?



FRED : Now?

MIKE:  Yeh, t'night.

FRED: Reckon anythin'?

MIKE: Bit-a fun.

FRED: Suits me.

MIKE: You're on.:

FRED: Up the other end?

MIKE: 'Ow's the cash?

FRED: - Broke. You?

MIKE: ['1] touch up the old lady.

" FRED: Get a couple for me..

LEN: That'll pay for the fares.

MIKE: Pick yer up roun' your
place.

FRED: Not too .early. 'Ave a
bath first.

MIKE : Never know 'oo yer!'ll| be
sleepin with.

FRED: After eight.

M1 KE : | feel juss right for it.

LEN: What? '

MIKE: Qut-on_ the 'unt.

Even the look of the dialogue on the page gives it

a hieroglyphic quality, the quality of language broken down

to its barest elements. There is no description,. no metaphor.

Figures of speech are restricted

idioms. On the surface at least,

here is language used-simply for
information.
And yet, a look at the

that precious little information

Fred and Mike will meet at eight.

money. Even more important than

acknowledgement of one another's

to mutually agreed-upon -
it seems that what we have-

the communication of

‘above section will reveal"

is in fact communicated.
Mike will furnish the
information is the ritual

presence, a recognition that



they are of the same tribe. The gang often performs verbal
rituals around the subject of sex which appear to be acknow-
ledgements of one another's potency. Language, then, is used
by most of the characters either to pass on information'or
to perform ritual acknowlédgements and mutual reaffirmations.
Language used for interpersonal, individual exchange is
almost nonexistent.

In this regard two characters stand out: Harry and
Mary. While the other characters go through the motions of
communicating, Harry and-Mary have given up all pretence of
communication and have ceased to use ‘language at all. In

this respect, the silence of Scene Thirteen is eloquent..



Chapter 2

SAVED: UNIT-BY-UNIT ANALYSIS

Note

Saved is divided into thirteen scénes. For purposes’

of analysis I have subdivided the scenes into "units," which
are.-delineated in the prompt book (Chapter 2). Any one of
a number of events may signal the beginning of a new unit.

In most instances I have relied upon.the following:

. The entrance of a character,.who brings into

the scene with him a whole set of circumstances.
. 2. A sharp switch in objective."

. 3. A sharp change in character relationship,

especially in ferms of dominance.

For purposes of reference I shall refer to the page on which

a unit occurs when introducing a new unit. .

10
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Scene One

Scene One initiates the relationship between Len
and Pam, with the motivations of both characters seen as
primarily sexual. Pam, for-what appears to be basié sexual
reasons, has brought home a man whose primary qharacteristic
seems to be sexual insecurity. We notice that during each
sexual episode in the scene Pam is the initiator, while Len
finds every possible excuse to terminate it. The first
purpose of the scene is to‘motivate the plot: to present
Len as a sexually insecure young man who is anxious to find
acceptance, to belong, to be included in a group.

The second purpose of the scene is to initiaté the
conflict between Len and Harry as a sexual one, and to présent
Len in this sense as an intruder, an unwelcome Visitor.- It
is evident that should Len fail to fulfil a sexual ro]g with‘
Pam he will bé a complete outsider to the occupants of the
home. The scene, then, must focus on Len as intruding on a
tightly knit group whose standards are specific, and to pose
the question as to whether he is gquipped to live up to these
standards.

The third purpose of the scene is to align the
spectator's sympathies with the central character. To accom--
plish this.end, Len's dilemma islpresented much more lightly
and whimsically here than elsewhere in the play. The tone of

the scene is primarily comic.
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At the opening of the scene, Len makes a false’
entrance. He is immediately seen by the spectator as an out-
sider in an unfami]iar-environment."whén he makes his éecond
entrance ("2" - Page 11), he avoids the middle of the room,
crossing tentatively between the wall and the sofa. Pam,
on the other hand, crosses straight into the centre. of the
room ("3" - Page 11), indicating that she is on familiar
~ground. The opening.dialogue (Unit One) presents an interest-
ing study. in. character dominance. Len initiates each exchange,
a fact which would seem to indicate. that he is the stronger:
character; but it soon becomes evident that Len is compelled
to talk, that he is covering up for something. Len's motiva-
tionlfor the scehg, then, is to cover up for the fact that
sexually he does not know what he is doing. Pam, on the
other hand, does not find it necessary to cover up forlany—
thing by making conversation.  Her motivation throughout the
scene is to "get on with it." Therefore it is.Pam who is in
control, although it is Len who does most of the talking.
This relationship is emphasized by movement: Pam's moveme@ts
are direct whereas Len's are evasive. Note the numbér of
pauses in»the scene, and that they always seem to indicate
Hhesitation on Len's part.:

As they take their positions, Len bggins to employ
tactics to interrupt the action, finding excuses to conceal

his reluctance. He becomes very fussy about the couch. He
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gives romantic significance to what they are doing, although
Pam makes it clear that she'requ{fes no-such justification
and is annoyed by the delay. Len réa]izes that he cannot
hold things off any longer without becoming an object of
mockery. He resumes the performance, although it is evident
that he is very i1l at ease. There is a pause at this point
during which they begin to make love, and it appears as
though Len may be successful.

With the introduction of Harry a new unit begins
(Unit: Two, Page 13). The scene changes. focus and direction,
and there is an abrupt change in rhythm. Len panics, and
loses the small amount of confidence he has been able to gain
in the scene up to this point.- It becomes appar nt that the
action wi}] be suspended indefinitely when Len becomes self-
conscious to the point' of prudishness (“Pull up yer dress").
In Unit Three (Page 14), there is a return to the theme of
Unit One, and Len finds every possible excuse to avoid the
fact that he is expeCted to fill a role. But there is a
development, for Len.has begun to.use Harry as his excuse for
the delay, cbnvincing himself that if Harry were not there
there wou]d be no problem. Harry and Len have become rivals.

Pam, however, is becoming amused at Len's.discom-
fort. When Pam laughs aloud, Len thinks that sHe‘is amused’
by him, that this is a possible road to acceptancé. He begins

to entertain her (Unit Four, Page 16) and this movement gains
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momentum, as Len uses the jokes to replace in words what he
is unable to do in action.

In Unit Five (Page 17), Len begins to direct the
jokes at Harry, using them as a weapon.to assert his sexual
superiority. By winning Pam over to his side (and by re--
assuring himself of his own mascu]inity) in this way, Len
has created the circumstances for a conflict with Harry. Len
is now a threat to Harry's sexual position in the house.

With Harry's exit (Unit Six, Page 19) the tentafive
movement of Unit One is resumed. Pam realizes that she must
take the lead; and the scene ends with herxtéking the dominant,
masculine role. Len's final statement, "This is the Tife,"
is a key Tline in the scene, for it is an echo® of Unit One.
It is an indication. that this kind of-acceptance is what Len
has been looking for. Later, when he finds that Tiving in"
such a group has its drawbaéks,vhis “this is the 1ife"'wi11‘
become "what a life."

In this scene Len is the variable factor on whdm'
focus is directed and whose motivations are explored, while
Pam remains relatively constant. The questions.concerning
Pam's motivations are not explored until Scene Two, and’the
question as to why Pam picked Len up in-the first place re-.
mains‘és yeﬁ‘unanswered. In Scene Two it will become clear
that a bésic‘difference exists between the two characters in

the fact that Pam is a child of the environment presented in-
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the play, whereasrbLeniis contrary to the environment in certain

essential ways.

Scene - Two

In Séene Two several months have passed and we are
~given a picture of the reiationship between Pam and Len as
it-has evolved sb far. They have all the appearance of a
typical ]ower class couple, but as Pam's motivations for
entering the relationship are made clear it becomes apparent
that there is a potential conflict. From Pam's re}uctant'
description of her home life it becomes clear that Len is to
provide an escape from her home environment without losing
the ‘security that comes from such an arrangement. Their rela- -
tionship is to be everything that Mary and Harry are not:.

Pam is to be the passive, domestic wife to Len, who is to
fulfil the aggressive, masculine role that Harry failed to
live up to.

The conflict arises out-of the fact that Len has:
assumed a passive role. He puts his head in her lap. He:
allows her to squeeze his pimples. Pam talks of her future
role, of knitting sweaters and the domestic life,; but this is"
for her a poor substitute for the prospect'of é sexually-
dominant man. Thus, when Fred appears,_Pam's reaction makes

it clear what she'rea]ly wants.  What is absent in the
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relationship between Pam and Len is precisely what motivated
Pam to initiate it. Pam's immediate sexual attraction for
Fred is similar to her initial attraction for Len which re-
mained unfulfilled . Pam wants to fulfil the role of woman..
The pathos of the situation arises out of the fact that the
role of woman as she understands it is synonymous to the
role of victim.. From the beginning of her relationship with
Fred she sets out to become a victim, and she succeeds only
too well.

Both Len and Pam visualizes the other as something
they are not. Similarly, the relationship between them 1is
more a product of fantasy than of reality. The setting of
the scene visualizes the isolation needed for such a relation-..
ship to endure.. Fred visually brings Len and Pam in contact
with the earth again, and the outcome is inevitable. Len's
reluctance to allow Fred to pull the boat ashore is well
.founded.

Generally, the scene serves three main functions.
It provides explanations as to Pam's motivations which went’
unexp}ained in Scene One, and so foreshadowed the eventual
disintegration of the relationship. Mary and Harry are intro-
duced in this scene, and their unusual arrangement is
described. Len's line, "I woﬁ't'turn out 1ike4that,“ is an
ironic foreshadowing of the fact that théir relationship will’

eventually parallel that of Mary and Harry. The third function
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of the scene is to introduce Fred. The immediate rapport

he establishes with Pam is evidence that they understand each
other. This makes Len unéasy, but there is nothing he can do
about it. He is an outsider who does not really understand
what a male-female - relationship consists of in this particular
~group.  So his reaction is a combination of uneasiness and
fascination. Thus, the ending of the scene is linked to the
central theme of the outsider versus the group.

Unit 0ne~establishes’the setting, the time, ahd'the
fact that Len and Pam are on an intimate basis.  We learn’
that Len is now living in the house and is anxious to be
accepted there ("She reckon me you-reckon?"). They expect to
be married, and Pam imagines domestic functions she will
perform such as knitting sweaters. Len brings'up the subject
of -their first meeting (Page 21). Pam quickly changes the
subject, for the need that broughf about their first"meeting
is_sti]] unsatisfied. Pam is still the dominant character,
for she does not feel the need to'answervquestionsor to ask
them. At no point in the play does she -ask Len‘where he came
from. She easily avoids Len's questioning by performing the-
motherly function of squeezing a~pimp1e;

Unit Three bégins when Len quéstions‘Pam about her
fémi1y'(Page 24). We 1learn of the relationship between Mary
and Harry, and Pam's reluctance to elaborate is as under-

standable as Len's eagerness to find out all about it. Len.
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questions her-mdre fnsistént]y. Her 1ine, "I 'hope I never
see 'em again, thass all," is the most honest admission in
the scene, and is her primary motive for remaining with Len.
Rhythmically the unit gains momentum until Pam becomes angry
and stops the conversation.

In Unit Four, Fred is.introduéed'(Page-25).- Len's
re]uctance to_givehup the isolation of the boat isvjustified;
for what is absent in their relationship js immediately ful-
filed by Fred, whose similar background and aggressive mas-
culinity enable him to strike an immediate social and sexual
rapport with Pam. - Len's OCCasioha1,comp1aiqt of "Watch it"
indicates that he is aware. of what is going on. But he is
Unable'to participate or compete because he is unfamiliar:
with the rules under which the game is being played. As an’
outsider, he can only watch the ritual of courtship as Fred
and Pam play it. It is his unfamiliarity as an outsider that
explains both his Tack of action (he does not know that,
under the rules, he is expected to react vio]ent]y to win
Pam back), and his later fascination for Fred.

Directorially, two main difficulties exist with
this scene. Firstly, the important pietes of information
and character insight are scattered among large amounts qf
small talk. This presents'the problem of giving the scene a
sense of direction, of avoiding some of the meandering quality

one notices upon reading the scene. The difficulty of
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understanding what is happening -in the scene 'is made greater

by the fact that the characters speak heavy dialect which. is
difficult to a Canadian audience. For this reason I compressed
the scene, making cuts in such a way that the important points

I wished to emphasize came closer together. I also replaced
several local expressions with their Canadian equivalents.

The second difficulty is in the setting of the scene,
and the lack of movement possib]é within it. This presents |
a problem of variety. Although body positions and movement’
were used, I emphasizéd as much as possible the many changes
and contrasts in speech rhythms throughout the scene. Divi-

sions of units were emphasiZed rhythmically.

Scene Three

In Scene Three we are brought up face to face with
the social background of the play. It is.-one in which violence
and cruelty are commonplace, and where people must-band together
for mutual protection.' But no_gronp is free of internal con--
f]ict, for the individual members continually struggle for
prestige and status. Such tensions are expiated by acts of
violence against the Qutsjde world, and these acts of violence
become criteria for status within the group. Outsiders, then,
are made scapegoats for the violence inherent in the group.-

The‘group, then, sustains and defines itself by perpetuating
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the violence which necessitates its existence. In Scene Three
we witness the interior workings of such a group and its re-
lationship to outsiders such as Len. It‘islinteresting that
Len is seen with Mary in this scene. His role as hér'proteqtor
defines him as part of another group, the internal workings
of which we will see in Scene Four. - Itﬂa1so foreshadows -
-Scene Nine and future conflicts with Harry. . ‘

Unit One gives us a picture of the violence referred
to above. Pete'was involved in a motor accident in which a
child was killed. He obtains great status within the group
by claiming that the act was de]iberaté, Mike and Co]in 
become part of the event by allying themselves with Pete.
The only one to challenge Pete's leadership is Bafry, who
evidently has the lowest status in the group. Note ("TOP" -
Page 28) that Pete, Colin, and Mike are grouped so that Pete
is given prominence, while Barrylis apart from the trio and
is squatting, which gives him less étature.- Unit Two (Page 28)
- begins when Barry rises to his feet and challenges Pete's
story. This is Barry's bid for-power. Pete forces .a con-.
frontation with the Tline, "Think I can't drive?". There is
a danger of open fighting. Co]inrand Mike ‘'sense this threat
to the solidarity of the group and attempt to-mitigate.the
conflict by making light of the incident. When Barry reasserts

his challenge ("He's havin' yer on!"), Colin and Mike turn on
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him and Pete's_position_is secured. The remainder of the
unit is spent in lessening through ridicule Barry's ability.
to disrupt the group.

The soiidarity of the group is re-established wi@h
the entrance of Len (Unit Thfee, Page-30).  Attention. is drawn
~to Len when Colin recognizes him as a former schoolmate. -

In Unit Three the rhythm is much more hesitant and the atmo-
sphere more tense, as Colin realizes that he is making contact’
‘with an outsider who is not recognized by the rest of the
'vgroupi The group makes jokes at'Len's expense, thereby de-
fining ifse]f by forcing Len into the role of outsider.. The
~group remains solid throughout the remainder of the scene,

but the internal conflicts we witnessed earlier will reassert
themselves as a motivating force in Scene Six.

Unit Four-begins with the introduction of Mary
(Page~32).» We -soon find two groups in'oppqsition;.as Len and
Mary unify as a defense against Pete, Mike, Colin and Barry.-
The four boys thus become représentative‘of the outside‘wor]d
against which theifami]y must‘prbtect itself. This seems to
partially motivate the family's femaining together in spite
of their apparent mutual hatred.

It is interesting that Len, although he is aéquainted"
wifh Colin, goes unprotected when we first see him in this
scene. He is not a part of any group other than the family.

This brings up the question of Len's origin, which is never:
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answered.  Later, when the quéstion is asked as to why he
remains with the family, an important consideration seems to
be that he sjmp]y has nowhere e]seito:go, and that something
is better than nothing.

Unit Five (Page'34) reasserts the situation of -Unit
One. Pete, Mike, Colin dnd Barry are a'reunited,,so1iqified‘
~group. In the last two lines we are'reminded of the terrible

violence of which the group is capable.

‘Scene Four

Scene Four cohtains a similar-study of the interior:
workings of a group to that of Scene Three. Len's escape:
from loneliness and isolation has not been without its price.
In fact, by phe end of the scene one wonders if his former
state were not preferable in many ways;,avgrowing and recurrent
question in the play seems to be "why does he remain in the
house?". The family in some respects closely resembles the
~group we studied in Scene Three. Under the surface of daily
routine is the same potential vioIénce we saw in the previous
scene. In this case, however, the battle Tines are firmly
drawn. If the key line to Len and Pam's relationship at the -
dpening was "This is the life," the key line for the family

situation is "What a 1ife."
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Besides serving the dramatic functions of plot and
character development, the scene serves a theatrical purpose
quite distihct from the previous scenes. Scene Four attempts
to force the audience into experiencing the family situation
we have heard so much about. The continuing din of the'bqby;
the television set, the constant bickering, together with the.
atmosphere of tension and mutual hatred is designed to wear
down the spectator, to make the question of how these pedple
can spend their Tives in this way an important and meaningful
one. - The scene, then, is designed partly as an assault on the
spectator's nerves. This.alsq serves the theatrical function
of providing a.sharp contrast to the verbqseneSS and the comedy
of the previous scenes.

Predictably, the relationship between Pam and Len
has deteriorated. In fact, a growing paraliel emerges td
the relationship between Harry and Mary. Len's avowed motive
for'remaining in the house is the chi}d which}he believes to
be his, but later we will discover that this is not the'ca;e.
The baby is simply an instrument with which Len can serve his
desire to be needed, to belong.

At the opening of the scene we see a visual depic-
tion of the relationship between Harry and Mary.  The incident
with the light (Unit One, Page 34) shows not only that the-
lines of battle have been drawn for some.time, but also shows"

that they have learned to vent their hatred while avoiding a
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direct confrontation.  They have in this sense found an equi-
librium whereby they can remain together. Thg question, of
course,-rehains as to why they should wan¢ to remain théther.
To heighten the scene to follow, Mary. is depicted as having a
headache, and so is perhaps more irritable than usual.

Pam énters, and 'a unit follows which is roughly:
pqra]le] to the previous unit:  in the cOntroversy over the
television set, Pam deliberately sets out to irritate Mary.:
Again, a direct confrontation of their attitudes towards.each
other is avoided.. Len enters, and a new unit begins (Upit
Three, Page 35), the main purpose of whi;h is to establish-
Len as being accepted as "part of the family" by Mary, while
at the same time incurring the hatred'bf Pam. A period of
relative quiet follows as Lén eats and Mary, Harry and Pém
focus on‘the television set.- _ , _

‘With the crying of the baby (Unit Four, Page 36),
the main action of the scene begins. Every action and'state-
ment throughout the following Qnit has some bearing on’ the
crying of the‘baby; either direct]y concerning it or as an
attempt to carry on a convérsation abovevthe'din, Pam's
'reactibn to the screams is to turn up the volume of the tele-
vision set, and not even Len makes any attempt to comfort the
baby. This-]ack of regard weakens Len's subsequent claim
that he is staying in the house in order.to protect the baby.

The unit continues through Pam's exit up until her re-entrance.
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Pam initiates Unit Five (Page 38) by showing her
sexual contempt for Len. Mary's Tine, "I don't wanna 'ear.
all this again t'night" indicates that the quarrel to follow
is a regular occurrence now.  Pam poses fhe question. the
spectator may ask several times throughout the play: When
yer leavin' us? I'm sick an' tired a arsten."' We have men-
tioned the weakness of Len's reply in view of the fact that
the child is screaming at present. Even Pam sees the ridicu-
Tousness of his pronouncement that "kids need proper ‘omes."
Throughout the unit we are struck by the characters' complete’
indifference to the child upstairs, and in this sense we are
prepared for thebevents of Scene Six.-

Unit Six begins with Fred's entrance (Page 40).

We are first made aware tﬁat Fred has rep]aced Len in Pam's
affections.. Fred is our indication of what is missing in
Harry and Len in the eyes of Maryraﬁd Pam. - Fred's complete
sexual dominance ovér-Pam'enab]es her to act out her role of -
servant-victim. Unlike Len of Scene One, Fred calls the tune.
Pam buys his cigarettes. She acts according to his wishes.
She complains about his lateness and his ignorance of .her.

But she accepts the situation as a normal state of life. Fred
has succeeded where Len fai]ed in fulfilling the'dominant;
aggressive role expected of him. The irony lies in the fact

that Pam is creating the circumstances for -her own victimization.
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. Our second impression upon the entrance of Fred is
of Len's complete superfluity in the househq]d;~ Far from
recogniiing Len as a rival, Fred treats'him as if he were
Pam's brother‘instead of heriformer lover.

When Fred and Pam leave, Mary sees that Harry is.
enjoying the television program. She turns it off and exitsi
A new unit begins (Unit Seven, Page 41) when Len and Harry
conffont each other; In the exchange to fq]fow, Harry takes
his pldce in thé éent?é] action as the only character who
understands - Len's real motives for remaining in the house.
He immediately becomes the dominant chakacter.with'the Tine,
"Yqu wanna keep yer door shut." Len's reply concérning the
child is patently false. we are struck by the parallel be--
tween these two characters, realizing that here are two men
‘who are Tiving, inexplicably, with women with whom they have
fai}ed sexually, in an environment of hatred‘and mistrust.-
The question as- to why these two men remain in their-present
situation will become the dominant question in the second

half of the play.

Scene Five

Scene Five accomplishes three main functions.- It
is a turning point'for Pam, for in this scene we find out that

Fred has ceased to be interested in her; hér role of victim:
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1s realizing itself, in her pathetic reaction to this change
of events; Throughout the rest of the p}ay, Pam becomes
more and more pathetic as she tries to regain:Fred's affection.
The second function of the scene is to show that Len has in

a sense carved out a place for himself within the family unit
as Pam's protector. He is a brother-like figure (a'ro1e that
does not carry with it too much sexual responsibility), and
has,concéntrated his attentions to the s%ricken;Pam to the .
extent that Mary has become jealous and bitter.

The third function of the scene'is to present the
live baby to the audience,.inApfeparation for the killing -of -
Scene Six.. The impact of-a live.baby onstgge is tremendous;
the'audience_is‘given the opportunity to envisage the‘ki]]ing
-of Séene Six in all its horror. Without the image of the baby
it is all too easy.to abstract oneself from the event, to
look upon it objectively and»ih'a&detached way.

At the opening of the scene it 'becomes q]ear that
Len has indeed found a role for himself within the family, as
Pam's protector or-older brother, a role that does not pose
sex@a] demands. The most'impdrtant plot functidn of the scene
is served in Unit One (Page 42) where we find’that Fred has
rejected Pam and that she is feigning illness as a resu]t.”
Len Ministers to Pam an assertion of his new-found role: a
role to which Pam is far from reconciled, as we-find‘fn Unit

Two. The hostility which is sustained by both Mary and-Pam is
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evidence that the mutual hatred within the family has not
lessened, and this exchange (recalling the fight over the
television set in Scene Four) reaches a climax with the line,
“Shut up! I'm sick a' the lot of yer!".

Len's entrance with the baby ét first appears to be
a genuine act of affection for the child. But it quickly
becomes cleér thqt he is in fact using‘the baby to assert his
new role, just as.he used his mihistrations to - Pam. For
example, when he places the baby on the bed he is demonstrat-
ing how important he is.. But the second attempt, like the

first, to be'a part of Pam's 1ife fails and ends in-shouting:

LEN: | ain't yer paid nurse!

PAM : (Calls) Mum! | know why Fred ain't
come - yer been tTearin up me
letters. ‘

LEN: 'E did!

PAM: Yer little liar!

But it must be made clar at the same.time that Len possesses
a genuine affection for Pam. To make her happy, he tells her
that Fred is coming.that evening.. For the first time Pam
accepts Len in his new role, and the scene endslin relative-
harmony. As we-will see in Scene Six, Len has become a go-
between in the relationship between Fred and Pam.

Mary's entrance (End Unit Four, Page 46) gives us.

an interesting insight into her character. Her affection for
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Len in Scene Four was evident enough to suggest that she mfght
feel rejected if he were to spend great amounts of time with
Pam.. The affection she has for him is ambiguous, somewhérev
between a son and a potential lover. The vying for Len's
affection by Pam will appear again in the play, and is an
important motivation for Scene Nine.

The introdUction of the baby is an important element
in the'scehe. Preyiously‘we~have'hgard the- baby, and it has |
become an.e1emént ih'the action, but not as a living thing,
a human being. It is important that we experience the baby
in this way for the death. in Scene Six to have»any'feal
meaning for‘fhe“spectator. It is for this reason that a B
real baby must be-used in scene Five. A1l of the above actions
and character notes are subordihate to the reality of a baby
'onstége, and this image has great poténtia] for Scene Six.

For this reason, Bond has written the scene so that all im-
portant plot functions are carried out before the entrance

of the baby. It is interesting to note that on the one per-
formance where a doll was used instead of a baby the effect”

of ‘Scene Six was greatly weakened.

Scene Six-
Scene Six is by far the longest scene in the play,

and the events it depicts are in a sense a culmination of the
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events of the first five scenes. -We witness the helplessness
of Len in the go-between role he has assigned for -himself,
Pam's rejection by Fred, and the group-ethic of Scene'Three
carried to its logical conclusion in the stoning of the baby.
Thus the plot and character threads of the first five scenes’
are tied together, leaving one single questibn: why do these
people permit themselves to live like this?

The stoning of the baby serves several important
plot functions in the play. It'demqnstrates the primeval
savagery of the gang to the family as a force against which
they must protect themselves. It also introduces another
element into the centra]ftheme:‘ if Len is to find acceptance
and a place for himself in such a world he must come to under-
stand the forces at work within it and in a-sense reconcile
himself with them. More important, hoWever; the stoning of
the baby serves a similar function to the events of Scene -
~Four in that it gives the audience a taste of something which
up until now has Qn]y been alluded to. The violence referred
to in Scene Three becomes a-sreality, just as the family life
referred to in Scene Two becomes a reality in Scene Four.

Finally, in Scene Six Pam becomes a pathetic figure,
and her vehemence énd crasshess are brought into perspective.-
Bond is careful not to allow us. to blame Pam for Len's dilemma,
just as he later avoids putting blame on Mary for Harry's

situation.-
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The opening of Scene Six represents a confrontation
between the sexual winner and the sexual loser, the man who -
seems to thrive in this environhent and the man who does not.
Notice that Fred has not been shown in the context of any
particular group: Bond seems to want to emphasize the opposi-
tion between Len and Fred, and to isolate their confrontation.

Len's attitude towards Fred seems to be somewhat’
of an enigma up until now, since he was remarkably lacking in
bitterness towards him at the end of Scene Four. WQ now see
two motivations for Len to confront Fred at this time: he
is still fulfilling an older-brother function for Pam, and he
is attempting to use Fred to gain a vicarious experience of
what it is like to be a Sexdél Success, and to be accepted
into the society depicted in the play. Fred seems to be
everything that Len is'hot: strong, sexually competent and
confident, and apparently independent of his environment,
although we will find later in this scene that this assessment -
of him is not entirely trde. The important thing is that here
we must see thét Len is experiencing his environment vicariously,
having himself failed badly.

The visual image of Fred instructing Len on how- to
bait the hook clarifies the situation a great deaT.< If we -
accept the phallic symbolism of the fishing rod (not only is
it a direct parallel as a metaphor; it is visually obvious

by the way in which the'rod is held), we can see that Len is
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using Fred as a model by which to gain acceptance into the
~group. The overall image of the scene is of a boy looking
to an older, more experienced brother for advice on how to
succeed.

The main purpose of Unit One (Page 47), then, is
to eliminate Pam as a motive for the confrontation. It i§
immediately clear that Fred wants nothing more to do with..
Pam, and from thfs point of view the conversation might well
have ended after Unit One. But something else is happening
between the two characters, as is made apparent in Unit Two
(Page 47), which contains the baiting of the hook4 It is
now apparent that Len is seeking something quite different
from Fred than that he return to Pam.

In Unit Three (Page 50), Fr;d asserts himself as ,
the dominant-character and ends any possible discussion over ~
Pam. In Unit Four (Page 51), however, there is a switch as
Len begins to interrogate Fred. He begins by trying to
establish a rapport with Fred over the fact that they have
both slept with the same girl.. Fred's reply, "Fair, depends
on the bloke," points to Len's sexual failure and ends this
phase of the dialogue. His second, more direct attempt to
discover why or how Fred succeeded where he failed is no more
illuminating, and énds with Len's frustrated admission that
he had eavesdropped on Fred and Pam. There are two reasons

for Len's failure to learn anything from the exchange. Firstly,
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Fred misihterprets Len's questioning, feeling that Len is
blaming him, accusing him of taking Pam away from him. More
1mportant; however, is the fact that sexual prowess cannot
be taught, and that it is'very close to the aggressive instinct
that leads to the violence in the play. Since‘Len appeérs
to be non-aggressive and non-violent, he will not succeed
sexually in this environment. There will be echoes of this
fact 1atef in the play, such és the incident in Scene Eight
(Page 84) where Len's inability -to strike Pam is interpreted
by her as sexual failure.

Mike's entrance and his subsequent conversation
with Fred comprise a new unft (Unit Six, Page 54), and it
~gives us a new perspective on the sexual theme of the first
part of the scene. From the beginning it is evident fhat Fred
and Mike have a much closer rapport, for Len is all but ignored
for the rest of the scene. With regard to the closeness of
sexuality and aggressiveness, note the last part of the ex-
change between Fred and Mike. Len-does not even understand

what is being discussed:

MIKE: { feel juss right for it.

LEN: What?

MIKE: Out on the 'unt.

FRED: (Imitates a bullet) Tschewwwwww!
MIKE: 'E picks 'em off at a 'undred yards.

Exchanges T1ike this tend to reinforce our view in this play of

the woman as a victim, to be captured, mastered, and exploited.
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The image of hunting is a violent one, and tends to refute
the married 1ife, children, and domesticity.

Having been introduced thematically, the victim
herself appears. Pam's entrance, however, completely changes
the focus of the scene (Unit Seven, Page 55). Notice that
throughout Unit Seven the character dominance is similar: to
the situation with. Len and Pam in Scene One. Pam, who feels
the need to talk, to reach out to the other character, is
dominated by Fred who feels no such need, and who simply agrees
to her demands without any intention of carrying them out.

It is also obvious that she is merely using the baby as a
means of getting-sympathy from Fred. In Unit Eight (Page 56)
she attempts to assért hér.knowlédge fhat Fred is the father
in a pathetic attempt at emotional blackmail.

| This effort fails completely. Unit Nine (Page 58)
begins when Fred takes the offensive. He asserts his physical
power-over Pam in an attempt to browbeat her into leaving him
alone. Each is using his role in the relationship to win
power- over the other: Pam as the injured victim, Fred as the
stronger aggressor. The blocking reinforces this movement:
in Units Seven and Eight Pam chases Fred from place to place’
as he gathers his fishing gear, then leads him-to the pram
Pages 56, 57, 58). At the switch that occurs in Unit Nine,
Fred Turns physica]]y upon Pam ("3" - Page 58).  Pam's last

attempt to use the baby as a means of forcing Fred to come with
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her is too blatant and fails. Fred has been in this situation

before, and his reply is simple and brutal:

FRED: '"Alf the bloody manor's been’

tThrough you.
PAM: Rotton liar!
FRED: Yeh? (To Mike) Ain't you
" lad 'er?
MIKE: Not yet.
FRED: Yert'|ll be next. (Points to Len)

What about 'im?  (To Len)

Eh?" (To Mike) Yours must be-
the only stiff outside the
courtyard she ain't knocked

of f.

But Fred has underestimated Pam's desperation and-

her bitterness. She responds with the only weapon she has

left, and abandons the baby to Fred. Len, maintaining his

brotherly role of Scene Five, goes to help her (there is no

doubt now as to whether the baby is his motive for staying).

Nobody has shown
means of gaining
concern over the

With Pam's exit,

any real concern for the baby except as a
attention for themselves (Len's gesture of
carriage brake, Page 56, is no exception).

the baby has been completely abandoned to

the outside world. Notice that in Unit Eleven (Page 60) both-

Fred and Mike are ignoring the presence
Theatrically, this section serves as an
contrast to the noise and violence that

after it.

of the baby completely.
interlude, a sharp

comes before and
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With the entrance of Pete, qufy and Colin (Page 61),
Unit Twelve begins and the scene gains momentum. Fred becomes
an object of ridicule over the baby (Barry initiates this'in
retaliation to Fred's f]ippant reply to his question). Barry
is thus using Fred's vulnerable §pot to gain attention forl
himself and to gain status in._ the group (remember that in
Scene Three his claims of violence and killing brought ridicule).
Notice (Pége 62) that Barry initiates each exchange over the
baby and oVer its parenthood. In performance, Barry's mocking
song overlapped .with.the exchange between Fred and Mike of
Unit Thirtéén (Page 61). Gradually the other joined in the
song until the whole group was Toudly singing and ridiculing
Fred. In an effort to get on the right side, Fred joins in
the ridicule with his response to the song ("Save money").
Everyone Taughs, and the tehsion is off Fred for the moment.
We are beginning to see that not even Fred is immune to want-
ing the approbation of. the group.

Barry initiates a new unit (Unit Fifteen, Page 63)
in an obvious attempt to gain attention for himself by clowning
with Colin over the balloon. The homosexual implication is
clear, and calls attention to certain interesting aspects of
such groups, particularly the cioseness of the sexual drive,
the desire for status in a group, and the aggressive drive.

Throughout Barry's antics, Pete has been unamused.

The rivalry between him and Barry still persists, and for the
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moment Barry seems to be getting:the best of it. When Barry
~goes too far and alienates Co]in by pushing the pram over

him, Pete uses the opportunity to regain control of thé situa-
tion for himself (Page 64). Pete forces a confrontation with
Barry, similar to the confrontation between them in Scene
Three, except that Colin also wishes to get His revenge on
Barry. Barry interprets the challenge as a joke to avoid

being defeated, but Pete will have none of it:

PETE : Ain' seen you:'ere before darlin'.
BARRY: 'Op it!
PETE : 'Ow about poppin' in tThe bushes?

COLIN: Two's up.
BARRY: What about the nipper?
PETE: Too young for me.

Pete's résponse is to grab Barry firmly by the crotch, in what
would be the ultimate affront to Barry's masculinity. Barry's.
response is to use the baby carriage as a-weapon.

Notice the similarity, in the above lines, between’
the present situation and Barry's earlier-exchange with Colin
over the balloon. Because the confrontation is with Pete,
and the situétion is different, the two jokes have completely
different contents. . This seems to be the case in all scenes
in which the gang appears: the joking-in which they engage
is used as an outlet for communicating various drives and
urges which they cannot bring out in the open for fear of

destroying the group. The fact“that the baby carriage is being
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used as a weapon means that the quarre]_has the appearance

of boyish clowning. The baby, then, is inadvertently becoming
an.outlet for the frustrations and resentments within the
~group, as wf]] become morelqnd more apparent throughout the
scene. The insight into the situation which grows throughout
the scene is that people who are not'paff of‘or protected by a
group become scapggoats,,instruménts'with whibh'the members of
a group can communicate with each other and yef remain together.
This has certainly been true of the baby, for Len, Pam, and
now the gang are all willing to use the baby as.a means to
obtain status or acceptance within a particular group or,

as in Pam's case, as a means of'escaping frOm.dne‘group into
another,

Ohstage, the confrontation betweéh Pete and Barry
over the pram Continues uninterrupted throughout Fred-and
Mike's exchange (Unit'16, Page 64). When Barry ferociously
pusheé the carriage at-Pete, Pete reveals a weakness in the

situation for Barry to exploit:

PETE: Stupid git!

COLIN: Wass up with 'im?-

BARRY: Keep yer dirty 'ands off me!

PETE: 'E'"IIl 'ave the little perisher out!

Barry recognizes Pete's unwillingness to allow the baby to be
harmed, and capitalizes on it in such a way as-to call Pete's

status in the group into question:
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BARRY: 0 yeh? An' 'oo reckoned they
' ran a kid down?

PETE: Thass different.

BARRY: O yeh. Noone t' see yer.

Pete responds by flinging the pram at Barry with even greater
ferocity, for such an action is necessary for him to maintain
the image within the group Which he established in Scene Three.
The action is cut off before a resolution can be found when
Barry notices that the baby is awake. There is a new unit
(Uhit Eighteen, Page 65) and an abrupt change in rhythm as
Pete, Barry and Colin are distracted by curiosity and peer
into the carriage. Note that the rivalry between Pete and
Barry has not been erased, and that Pete has not succeeded in
vindicating himself from Barry's accusation. -

Pete takes advantage of the group's focus on the
baby to gain attention for himself and to dispense with. the
rumour that he has “no guts."- He pulls the baby's hair.. The
effect is so successful that he is ca]Ted upon to pull the
baby's hair a second iime as Mike becomes ihterested. There
is now no question that Pete has re-established his position
over Barry.\ |

Barry, however, is not about to be beaten.. He
seizes control of the situation and becomes the dominant
character by a succession of moves: pinching the baby, pull-
ing its diapers off, and by spitting into the pram. He is so

successful that Colin begins to imitate him.
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Pete is then called upon to top Barry, and his
suggestion ("Give it a punch") is intended to have that effect.
When called upon to back up his suggestion, he makes the
mistake of punching,the baby.]ight]y, thereby giving Barry
the opportunity to beat him at his own_game.by punching harder.
Pete is alarmed by this, even more so when Colin imitates
Barry. There is a switch in rhythm here, as the characters
feel a bit uneasy about the way the action has taken. They
notice Fred. He has no£ participated in the above section,
and they are made s]ight]y uneasy by this fact. When Fred
refuses to'join them, they are compelled to ré-assert their:
lack of concern to each other, for self-assurance. The four

characters exchange boasts, restoring their confidence:.

FRED: Leave iT alone.

PETE: Why?

FRED: - Yer don't want a row.

PETE: What row?

MIKE: What kid?

COLIN: | ain' seen no kid.

BARRY:  Not me!

PETE:  Yer wouldn't grass on yer muchers?

FRED: Grow up.

BARRY: D'narf look ill. Stupid bastard.
' (HE JERKS THE PRAM VIOLENTLY)

PETE: Thass 'ow they 'ang yer - give

‘yer a jerk.

Pete, as it has been made apparent so far, is a
talker who is unable to carry out his boasts. It is by now

apparent that he is unable to do as much damage as Barry, and
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in this sense is doomed tovlose the contest. He talks 1in the
section to follow about breaking fingers and of smothering

the baby, bﬁt Barry easily destroys the illusion by hinting
that Pete wdu]d never be able to carry it.out.(“Yeh. That
wou]d-be'somethin"). The contest‘is quickly reaching a critical
point where either one or the other must back down. Following
the tendency of Scene Three, it will be necessary for them

to unite against an outsider in order to maintain: their.soli-
darity as a group. Fred's command that they leave the baby
alone provides an opportunity forithis._ By taking a stand
opposite to the rest of the group, Fred leaves himseif'open

to becoming an object of their hostility. They react deri-
sively, focusing and venting their interna1 conflicts on' the
outsider. When Pete and Barry jerk the pram, it is not so
much to continue the contest between them as to torment Fred
and to demonstrate their superiority over him.: Pete and

Barry are now allied against Fred. The following actions of
the group are therefore for the purpose of arousing a greater
response from Fred.

When Fred stands and again tells them to leave the
baby alone ("There'll be a-row"), their response indicates
that a connéction has arisen between masculine pride and the
- ability to do damage to the baby. They call Fred's masculinity
into question on the grounds that he has not yet touched the

baby:
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PETE: Less see yer,
BARRY: Yeh.
PETE: 'Fraid she'll ruck yer.
FRED: Hah!
(HE -LOOKS INTO THE PRAM)
Chriss.
.. PETE: .Less see yer chuck that.

(PETE THROWS A STONE TO FRED.
FRED DOESN'T TRY TO CATCH IT.
IT FALLS TOQ THE GROUND. COLIN
PICKS IT -UpP AND GIVES IT TO
FRED)

With this challenge, the focus is entirely upon Fred, with
all the group pressures inherent in it. Their quiet exchange
during Fred's hesitation is partly to goad Fred on, partly
to reassure themselves that the baby is not wanted by anyone:
and therefore can be sacrificed without regret. When Fred
intentionally throws and misses, Pete and Barry immediately
throw stones iinto the pram. Pete throws to demonstrate his
superiority over Fred. Barry throws more.violently to assert
his status over both Pete and Fred. Throwing stones at the-
baby has now become a ¢riterion for acceptance into the group
and confirmation of one's masculinity, therefore Colin and
Mike follow suit. Fred cannot resist this pressure, and he
too throws a stone into the pram, reéeiving-app]ause from
the group.

Pandemonium breaks 1oose,'as each of the boys com-
petes to top the act that preceeded his, by burning the baby
and by hitting it with stones at point blank range. Mike's

response ("You 'ad what you want!") to attempts on the part of
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the others to restrain him is. evidence of the pleasure they
are receiving from the re]eaée,of internal violence. When,
they realize that the bell is ringing (announcing the closing
of the park) they become aware of the danger they are in and
begin to escape, but still Barry must remain behind to hit
the baby once more: somehow the baby becomes a symbol for
everything in the world whith he wishes to conquer and destroy.
He is exultant, as if'destrbying an enemy.

Fred is left behind to.gdther his fishing gear.  He
does this as quickly as possible, inadvertantly leaving behind
a box which will incriminate him. - We have discovered that
even Fred, seeming]y the most self-sufficient and independent
character in the play, is susceptible to theApressures'en—
~gendered by a group.-

Afteerred's exit there is a lone pause of perhaps
thirty to forty-five seconds. Pam's return and her subsequent
speech is meant to ipdicafe her exhausfion with the struggle
she has been in. Her return is intended as brutal irony,
for her speech indicates that for the first time in the play
.someone is willing to accept thé baby without using it for
their own ends.

This interpretation of the events of Scene Six is
intended to be an extension of the themes outlined earlier in.
this analysis and in my interpretation of the play: that of

the individua],.h{s relation to the group and, by extension,
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the question of what happens to a person who does not enjoy
the protection and sanction of the group.- I do not agree

with Martin Esslin's interpretation, that the killing of

the baby results from the fact that Pam has given it aspirin. .
Accordipg to Mr. Esslin, the boys' attentions are at first
well-meant, but they are driven to a freniy by the baby's lack’
of response. Thus,‘éccording to the interpretation, the
events in Scene Six and later in the play arise as a result
of Pam's lack of love for the baby and the family's lack of -
love for each other.

In rehearsal, we discovered tﬁree'disadvantages to
this interpretation. First]y, this interpretation seems to
~give a disproportionate emphasis to Pam when it is Len who
is the central character, and his attempts to find acceptance )
the central action. Secondly, such a view-gives all of the
boys the same motive and implies a homogeneity to the group
which is not born out in Scene Three or in Scene Six.. In:
Scene Three we see certain tendencies within the group which
must be continued in some way in Scene Six. Thirdly, the
interpretation confines the central theme to a question of
loving one's fellow man, a mdra] question, when in fact the
central issues of the play are much broader than that, having
to do with the basic nature of the human species. For Scene

Six to have any meaning-ihfconnection with the rest of the
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play, the killing of the baby must be seen as the logical and,
in this situation, inevitable, progression of. tendencies

outlined in the preceding scenes.

Scene Seven

Scene Seven fu]fiﬂs'several important plot functions,
although it also gives us insights intQ all the characterg
concerned. The scene serves the overall purpose of completing,
in a sense, the action of the first half of the play (Len's
entrance into the family, his chahging relationship to.Pam,
the unwanted baby, the killing of the baby, etc.),-1eaving'
the spectator with certain questions central to the theme of
the play. These specific questions wi]] form the main'action
ofthe second half.

The scene provides certain-plot information: mainly
in the fact that Fred has been arrested for the crime.. The
fact that Fred has ki]]ed her baby makes very little difference
to Pam: her attitude to Fred is unchanged, for without him
she has no alternative but to return to her family and to Len.‘
Moreover, the killing of her baby reinforces the role she has
unconsciously assigned for herself, that of victim. The baby
itself has become, if~anythihg, less important to the characters.:

The fact that Len was watching while the baby was:

being killed gives us a new ihsight into hiS'charactek; firstly,
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our suspicion that he was merely using the baby as an excuse
to stay in the house is confirmed, for he had no instihctive
urge whatever to rescue it, especially since it would mean
defying the group to do so. Secondly, the image-of Len as a
watcher, a man who must gain experience vicariously, is rein-
forced. ‘As an outsider, unable to participate in the life"
around him, he must gain experience through other people,

Fred in particular. To rescue the baby would mean participat-
ing in something which from the beginning has excluded him.

We are bgginning to see that Len's inability to act, to change
his situation, arises out of a deep sense of alienation, a
lack of direction which Ties at' the core of his character.

Len is now bereft of any.apparent motive for remain-
ing in the house. Pam's attitude to him is clear. The main
question Teft to the audience at this point is:- . how can Len
possibly stay with the family now? It now seems that the
situation can do nothing but deteriorate.

Pam is quickly becoming a pathetic figure, and there
is no danger of her becoming the‘vil1ain of the piece. It
will become increasingly clear throughout the second half of
the play that the characters are c]utchihg atjstraws:- they
are living in a situation where even the most_grudging-aCCept;
ance by other people is better than hothing.

In UnitVOne (Page 72) we discover that Fred has been

charged with the killing. Immediately upon Pam's entrance we
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realize that the murder has changed nothing: he has no aware-:
-ness of the enormity of the act, nor does he assume any
responsibility for it. Moreover, he still takes his sexual
dominance over Pam for granted: within moments Pam is com-
pletely subser?iént to him, to the point where it almost
seems as if the murder were her fault ("Yer got no right.
chasin' me with a pram! Drop me right in it!"). We must be
made immediately aware in this unit that there is a compIeté
absence of any sense of guilt.

Having been all but accused of the murder herself,
Pam changes the subject in such a way as to let him know thaﬁ
she is on his side. She is now convinced that Fred is the
victim of circumstanqes, and is anxious to show her concern
for -him and her willingness to help, to the point of perjury
if necessary. In Unit Two (Page 74) the_growing intimacy and
sense of shared difficulty between them becomes ludicrous, as
Fred uses Pam as - a willing vehicle for his se]ffpityf‘ The
situation is full of unconscious irony, and ﬁust be played’
as such: . Fred and Pam are far from lovers, and Fred is by
no means a romantic hero who is unjustly punished.

With Len's entrance there is a complete change of
rhythm and a new Unit:beginsv(Unit Three, Page 75). We find
that Pam's attitude to Len is unchanged: 1if -anything she
hates him more, and in a sense hd]ds him responsible for her

difficulties. Fred, on the other hand, evidently considers
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him a friend. This is justified in practical terms for,
unlike Pam, Len has remembered to bring cigarettes. Fred has
no 1ongér any “need for Pam and immediately discards her. Pam
exits in tears, and we are aware that the relationship has
not ended where Pam is concerned; she has obviously a

great stake in Fred.

Immediately there. is a sense of relief on Fred's
part. We‘are struck by the difference in his greeting to Len.
They are amicable and friendly, and in Unit Four (Page 75)
Fred confides to Len in brotherly fashion that he is appre-
hensive about what his sentence will be. The relationship,
then, is a continuation of the eaf]y part of Scene Six. They
are almost 1ike school chums, an analogy which again is filled
with irony.

In Unit Five (Pagé 76) Len confesses to Fred that
he witnessed the murder. Fred‘makes no moral judgement on
the fact, but is merely concerned with whether Len informed
the police. Len, on the other hand, feels some moral respon-
sibility for his inaction ("I didn't know what t' do. Well,
I should'a stopped yer"). The incident is understated, and
not much is made of it at this time, but it arouses questions
about Len, fpr}he evidently places more significance on the
event than Fred. To begin with, the fact that even he, an
outsider, was unable to summon .the moral conviction to break

with the will of a group of which he is not a part, is evidence
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of just how éTienated he is. In Scene Ten the subject will
be brought up again, fovaen is exploring the incident in an
attempt to come to terms with the violence which seems to be
a necessity of 1ife in the world of which he wishes to become

a part.

Scene Eight

Scene Eight fulfils three important plot and character
functions in the play. We see the beginnings of a relationship
between Harry and Len - a logical one, since they occupy similar
positions in theAhouse. On fhe other hand, Len's relationship
to Pam has deteriorated into constant fightiﬁg,.bickering‘and
mutual hatred. A1l the events of the first half of the play,
are ammunition for the fight. In terms of plot, the situation:
is connected ‘to the first half of the play by the fact that
Fred is to be released Soon. This adds to the tension of. the
present situation, for Pam hoped that he will replace Len in
the house. She therefore needs Fred as a weapon against Len.

In the first two units we see Harry and Len as po-
tential friends. Théy tentatively seek each other out, séarch
out each other's weaknesses, but they never force a confronta-
tion, nor do they give diréct‘expression'bf sympathy, for
fear that the other might prove an enemy. The sexual rivalry

for head of the house which was initiated in Scene One has not
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been forgotten, and it is always that element of mutual sus-
picion that forces the two characters to keep each other at
arms - Tength and revert to small talk. Throughout the section,
neither character answers the direct questions of -the other,
and yet both characters ask these questions, as if defending
themselves by asserting the vulnerability of the other.

In this part of the. scene great attention must be
paid to the subtext, for this is where the real conversation
lies. The rhythm of the secfion must be very tentative, bqth
to give room for the subtext and to contrast with the unit
beginning with Pam's entrance. -

Len initiates the Conversation by calling -attention
to the fact that Harry is performing a function normaily
carried. out by women. Len's intent is to discover why Harry
remains in the house; what keeps him there. - Harry, on the
other hand, interprets Len's comment as suggesting emasculation,
and_gﬁards against any possible threat to his masculinity by
asserting that he was trafned in the army to iron his own
clothes, and that is what “makes a man a yer." |

At this point Mary enters, and her interruption.
begins a new unit (Unit Two, Page 77). MWe have not seen Mary
since Scene Five, and it will be remembered that her entrance
was motivated by jealousy. Len, 1£ appears to her, is forming
an alliance with someone else in the family and therefore is

a threat to her. A similar motive exists in this scene.
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Although Len is now completely alienated from Pam, an alliance
with Harry would be even more dangerous to Mary. Therefore,
~when she stumbles upon Harry.and Len's conversation she immed-
iately senses that she is intruding upon something and feels
threatened by the fact that she is not involved. There 15 an
uncomfortable pause while Maryléearches around her for some-
thing which will provide an excuse to destroy the intimacy of
the moment. She complains Toudly about the clothes Len is
wearing and exits. We are left with the sense (which will
be stronger by the end of the scene) that the house is divid-
ing into two hostile camps, although no conscious alliances
are being formed.

Len starts a new unit (Unit Three, Page 77) by re-
turning to the original subject: that Harry is ironing in a
house occupied by women. Harry averts the implication that
he should assert his masculinity. Len's questions becomes
more direct and insistent. The unit reaches a crisis when
Harry turns to Len and says: "You don't know whéf yer talking
about, lad." There is a deadlock, and Len Toses the offensive..

It is now time for Harry to take the offensive. In
similar fashion to Len, he brings up the subject of Fred's
release and the threat it pose$s for Len. Like Harry, Len
averts the implied question of his sexual failure with Pam,
first by counterquestions, then by vague answers. Both char-

acters give up the struggle and retirn to small-talk. But in
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the subtext of the conversation have been the most intimate
questions involving the lives of both men.

Pam's entrance announces a complete switch in rhythm,
and the new Qnit is announced by the pop music which is p}aying
on her portable radio (Unit Four, Page 78). The sound is
tinny and irritating. Like Mary, Pam senses an alliance
between Harry and Len that is dangerous to her; like Mary she
searches for something to complain about. Her "Radio-Times"
monologue is the resu]tAOf:this search, and is thérefore de-
livered with the intention of disrupting the room and of
irritating Len. But Pgm is not.cojd ahd calculating. She is
not clever. .She_genuine]y'be]ieves that with Len in the house
she is constantly in danger of being taken advantage of;
~gradually she will grow to assocfate and identify every un-
fortunate event .in the play with Len.

Len's reSpdnse to the subject df-the "Radio-Times"
indicates that this is a regular occurrence. At first Pam's
complaint does not seem to have the desired effect and she
therefore accelerates, becoming more insistent. Harry is
able to ignore her, a skill he has acquired over the years,
but Len becomes increasingly irritated uhti} he exclaims,

"I tol' yer t' keep.it in yer room," overriding Pam. The
dialogue must be lower in volume to allow for further .develop-
ment,-but with sufficient intensity to make it apparent that

the controversy is not merely over a magazine.
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Harry's anecdote concerning the shirts provides a
sharp contrast to the dialogue between Len and Pam. Harry is
demonstrating to Len that it . is possible to abstain from the
argument, to avoid the mistake of fighting with Pam. Len,
of ‘course, is unable to respond with Harry's patience. He
knows. that Pam is anxious to see him out of the house and so
he has more at stake in the argument.

When Pam initiates the next unit (Unit Five;_Page 80)
by resuming the Radio-Times argument Len has reached the limit
of his patience, and the dialogue is more violent than in
Unit Four. Len temporarily dominates the argument, for by
refusing to comply with Pam's request that he get up he is’
able to control the progress of . the sitUation and to antago-
nize Pam. Pam.is unable to regain control unless she switches
to another subject. She does sb in Unit Six (Page 81), with
her statement that "Fred's comin' ‘ome. next week." Len is now
on the defensive, for his position in the:house (and the small
amount of acceptance he has achieved) is threatened. Len
attempts to defend himself and.to_gaih control by implying
that Fred is his friend and that he can have influence over
whether Fred will wish to stay in the house. Again, an impasse
has been reached, and Pam is forced to find another Tine of
attack.  The attack she chooses is much closer to Len's real
fears, for it is based on the fact that Len has nowhere e1sé

to go. She pierces even deeper with the statement that he is
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not wanted in the house, and that he is responsible for the
death of the baby. Len has evidently become Pam's scapegoat,
her symbol for all the unfortunate things which Have happened
to hek, and for her present situation. Her accusations are
so irrational that Len has no defense, and the unit degen-
erates into nonsense as it accelerates into a shouting match,
increasing in volume and pace. The climax is reached when
Len stands abruptly and shouts "Shut up!," asserting his
superior physical strength..

The following unit (Unit Seven, Page 83) is in direct
contrast with Unit Six. Between long silences Pam laconically
sums up the situation between them. She initiates Unit Eight
by turning to Harry for support. Harry's lack of an affirma-
tive reply infuriates her anew. The fighting is on again,
quietly at first but with increasing volume. The Radio-Times
is brought up égain. Pam is verging on hystefia, and we
become increasingly aware of how much she stands to lose if
her hopes in Fred are not born out. The unit reaches a crisis
similar to Unit Six»when Len threatens to strike her. Again,
he is attempting to assert masculine dominance based upon
physical strength. Pam defies him, and he is unéb]e to carry
out his threat. Pam is victorious, and has nothing but con-
tempt for him ("I ain' lettin' a bloody Tlittle weed like you

push me around!").
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In Unit Eight (Page 85), Len begins a new exchange,
but the dialogue is interrupted by Mary's.yoice. The dia-
logue with Mary infuriates Pam — it is as if Mary were
deliberately antagonizing her. The rhythm of the previous
unit resumes. The climax of Unit Eight, and in a sense the
climax of the scene,.occurs with Pam's 1ine: "Yer-wouldn't
'elp a cryin' baby." The scene quickly draws to a close.
Harry's offer of the ironing board is interesting, for it
has two implications: firstly, the emasculation it symbolizes
for Len, and secondly it is a symbol of Harry's avoidance of
the wrath of the women, his withdrawal.

Len's plea that he is "tryin' t' ‘elp" is ambiguous,
for we are never-sure.who it is he is trying to help. 1In a
sense, the person who needs help most is himself.

The main directorial problem in this scene is in-
achieving rhythmic variety. In one'sense,-the‘dia1ogue
between Len and‘Pam must be orchestrated like a piece of
music. At the same time, however, the audience must be made’
aware of the tedium of the continuous repetition within the
scene, 'Scenes Four, Eight, and Eleven are to have a cumulative
effect on the audience: they must give the spectator a sense
of the rhythm of life présented in the play. Several times
during these scenes the spectator must get the impression that
the movement cannot go on, that something must occur to break

the rhythm and bring it to an end. But the point is made
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again and again that no final action exists, that Tife will
go on. Scene Thirteen epitomizes this quality of "ad

infinitum."

Scene Nine

In previous scenes we have witnessed a growing rela--
tionship between Len and Harry. Mary has made four appear-
ances in the play, each one relating to Len in some way.' In
Scene Three, Len played the role of Mary's protector against
the overtures>d¥ the gang. In Scene Four we see Mary prac-
tically doting on Len, hbvering‘over him while hé'éats his
food and complaining to him of her aches and pains.- This
relationship has'not developed, for in Scenes Five and Eight
we see- her infruding upon Len's conversations with other
characters to compJain about his appearance and his lack of
attention to his food and, more particularly, to Mary.- In
Scene Nine we see Mary using-her only wéapon — her sexuality —
in an attempt to win Len as an ally. Throughout the scene
she plays two roles — mother and lover — which are dis-
tinctly feminine and which are Tlacking in Len's life. Her
realization that shethaé this powervgrOWS_gradua11y and
innocuously. But the fact that Len is alone and that he has
been without a woman since Pam became attracted to Fred pro-

vides Mary with an excellent opportunity both to win Len's
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attention aqd to reaffirm her own attractiveness (the reason
for Mary's need of such affirmation will be made clear in
Scene Twelve). - When Harry enteré, she is able to use this
situation as a weapon against him. The scene therefore serves
the added purpose of setting the situation for Scene Twelve.

Unit One (Page 84) establishes the facts which set’
up the scene. It is evening. Len is alone with nothing to-
do, while Mary is preparing for an evening out‘with’friendsf
She is late for the engagement and in a hurry. For the open-
ing part of the scene, therefore, there will be a sharp con-
trast in rhythm between fhe two characters. This rhythmic
difference is important, for it will switch. as the scené pro-
~gresses. Len will become more tense as he realizes what is
happening, while Mary will gradually slow down as she realizes
the control she has over the situation and over Len.

At the beginning of Unit Two (Page 87) there is a
silence as Len polishes his shoés, during which Mary realizes
just how alone Len is in the present Situationi. She reassures.
him that he will not Tose his room, speaks sympathetically to
him about Pam and Fred, eveh offers him advice and consolation.
She is obviously playing the role of mother to Len, a situa-
tion made slightly ambiguous by the fact that Mary is only
partly clothed.

The motherly tone is continued, but as Unit Three

begins (Page 88), the implications in the relationship become’
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increasingly sexual. She is saying that she understands that
Len is sexually frustrated. She even advises him on what a
~girl wants in a man, and what he should do tolsucceed. Thus
far in the conversation Mary has taken the lead. - The tone in
the dialogue changes abruptly with Mary's Tine: "It's in
every man. It 'as t' come out." There is a pause where Len
looks up at Mary. Mary realizes that Len has put the onus’
on her. She is flattered, and reacts lightly and coyly:

"We didn't carry on 1ike"that when I was your age."

As the unit progresses, the relationship gradually
shifts as Len takes the'bffensiye by teasing Mary, who responds
éoyly and sexually. Both characters are enjoying the situa-
»tion: Mary’is flattered, Len is aroused. The joking tone
of the dialogue must be s1ight1y‘exaggerated, but with an
underlying tone of reality. In-other words, the audienﬁe must-
be aware that both characters are genuinely sexually aroused,
although the chance of a real encounter is slight.

Predictably, thq tone becomes more serious as Mary
again brings up the question of Len’srsexua1 frustration, and
Len suggests that she is the antidote for it. The situation:
has gone as far as it can go without an actual sexual encounter.
A new unit begins (Unit Four, Page 90) which destroys the
sexually-charged atmosphere when Mary catches her stocking;
There is a complete break in rhythm as Mary rushes around

looking for something to stop the run. Len takes charge and
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suggests that she sew the stocking, but the tables are com-
pletely turned when she suggests that he do.it. There is
another abrupt switch in rhythm here (Unit Five, Page 89).v
The ambiguity of the situation is clear to both of them, but
she refuses to acknowledge it. She is enjoying Len's discom-
fiture, taking advantage of the situation to establish her
sexual powér'over~Len. Len is extremely nervous. He purposely
drops the needle to avoid the situafion, but Mary quickly finds
it. He begins»work on the stocking, and'the‘dia]ogue becomes
more and more explicit, both characters aware of the sexually-
charged atmosphere ("You watch where you go. Yer ain' on yer
"onnymoon yet"). Mary tantalizes Len, never allowing an out-
right declaration of sexual need.

Only Mary notices the entrance of Harry (Unit Six,
Page 92). Harry refuses to acknow]edge'the situation, for
that would mean a victory for Mary.  Mary stands triumphant,
making the most of her temporary alliance against Harry. Len
notices Harry when he turns to look for scissors, and immed-
iately realizes the trap he is in.. But there is no escape,
for the damage has been done. Mary's command to Len, “Bite’
it," is directed straight at Harry. She is jn complete control,"
and that is her declaration of victory.. When Harry exits, Mary
has no reason to continue the performance.  She briskly
finishes her preparations for leaving and completely ignores

the precedﬁng. situation with Len. She exits, and Len is
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alone again. Len has been used as a weapon, for a similar:
purpose to the baby in the first half of-the play. 1In one
sense he is as alone as he was when he entered the house. At
the same time, however, he occupies a similar position to that
of Harry; a sexual failure, alone and unwanted except as a »
useful item. The irony.qf the scene is that he has at the

same time become Harry's enemy.

Scene Ten

In this scene the main plot which begins with the
entrance of Fred and climaxes With the killing of the baby is
in a sense resolved. We have learned in Scene Eight that
Pam expects Fred to take the place of Len when he is released;
a pathetic hope, for Fred obvioust wants nothing more to. do
with,Pam.- Len realizes the futility Qf Pam's plans for Fred.
His main objective in coming to tﬁe‘cafeteria is to pick up
the>pieces when Pam is rejected by Fred, and to take advantage
of the situation and assert a place for himself in Pam's Tife.

We also see a resolution to the group conflicts we"
witnessed within the gang in scenes Three and Six. Fred,
because he has experienced jail, a way of life even more savage
than the one he left, has replaced Pete as leader of the group,
although Pete has nOt acknowledged this.. By ki}Ting the baby

and\taking the blame, Fred has found a place for himself within
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the group. He has no competition from Barry, who holds him
in great admiration, or from Refe, who‘can claim no such con-
crete achievement. Notice throughout fhe scene Pete's un-
successful attempts to assert his old position in the group.
He feels the threat from Fred, but can do nothing about it..
He finally asserts himself to, of all pebp]e,‘Pam, who .has-
lost from beginning to end.

Unit One (Page 94) éstab]ishes certain motivations
and facts for the rest of the scene. It is early morning-and
vit is cold — a cold which affects Pam most of all, for Len
~gives no iqdication of -being uncomfortable. This is an in-
teresting character note.. Cold suggests 1oneliness and dis-
comfort: there is an implication in this that Pam is- at least
"~ partly aware thaf Fred will reject her. Len is aware of this,
and offers her tea, "to wafm her -up." He is playing the role’
of protector, of father-figure; he is making himself needed.
Pam senses this effort on Len's part, and this is the source
of her irritation at his minisfrations, as well as the fact
that he will inhibit her meeting with Fred. Their motivations
throughout this bart of the scene therefore conflict: Pam
wants Len to get ouf from between her and Fred, while Len
wants to protect her from Fred.

In Unit Two, Pam becomes,. outwardly, 1ess~hosti]e
to Len. She is piaying the role of a sympathetic friend in

order to persuade Len to Teave ("It's no. life for a fella. .
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You ain' a bad sort"). Len sees through this and responds
harshly. As in Unit One, they begin shouting at each other,
and Pam moves to another table. There is a pause and Len
exits and re-enters. Not tolhave his purpose undermined so -
easily, he returns with another cup of tea, again offering

to "warm her up,“ and trying to prepare her for Fred's rejec-
tion. The tone of the opening is resumed.

A new unit bégins with the entrance‘of-Pete, Mike,
Colin, Barry, Fred and-Liz. Unit Three (Page 96) establishes
the dynamics of the new group, for certain power switches:
have taken place.. Notice (Page 96) that Fred decides where
they wj]] sit while Pete, the former leader of the group, acts
Vas Fred's waiter and pays. for the meal.- Fred orders more
than Pete can afford, but Pete's protest is faint and 1is
quickly drowned out by the rest of the group. Fred evidently
possesseé,great power- and prestige.. The sexual joke concern--
ing Liz establishes her relationship to Fred (she was briefly
mentioned in Scene Six). A1l leave to get the food except
Fred, Liz and Barry, who admires Fred to the point of imitating-
him and enjoys the reflected glory.

Unit Four (Page 97) begins when Pam, who up until
now has been unnoticed, asserts her presence. Fred realizes.
he must acknowledge her and dutifully walks to-her table. There’
is an uncomfortable pause which Fred breaks: by joking with the

boys offstage. Pam begins to make feeble conversation, but is

A
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broken off by Liz who, unwilling to allow Fred's attentions
to go to a former girlfriend, manipulates Fred back to her
table. The first confrontation between Pam and Fred comes

to an end with-nothing resolved. As in Scene Six, Fred wishes
to avoid an unpleasant confrontqtion, but will find it impos-
sible later in the scene.

Throughout Unit Five (Page 98), Fred takes the stage,
and is the centre of attention, and the others laugh at his
jokes whether they are funny or not.. His status is indicated
by Barry, whose attempt to gain attention by telling.a joke’
fails badly. When Liz asks Fred what it is like "inside," |
Fred becomes uneasy.- He changes the subject by turning to
Len, and again goes to sit at their table. This time, Liz's
attempt to regain Fred's attention fails.

.' In-Unit Six (Page 99), Pam states clearly what she
wants from Fred: she wants him to take Len'sip]ace and live
with her in the house. The absurdity of the suggestion is
immediately apparent to everyone but Pam. This is the first
step in a process by which Pam becomes more and more isolated
throughout the scene. The absolute futility of her attempt
to get-Fred back is obvious.  From this pbint in the scene
all her actions become ironic and pathetic.

Fred again escapes from the uncomfortab1e‘situation
by joking with Liz and Barry (Unit Seven, Page 99).. His two

anecdotes are boastful, concerning conquests he made while in
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prison. But when the direct question comes of what it was
like in prison, all Fred can say is that it was "cold." One
cannot help but notice the echo of the word "cold" from the
beginning of the scene. This is a crucial scene, for it
contains the most direct statement of the play's most important
thehe: cold versus warmth; loneliness versus company;
solitude versus membership in a group. Len understands this;
theme best of all, but it acts upon and motivates all the
characters in their actions. Throughout the play we haye

seen several characters aloné, outside a group (Len, Fred,
Pam, Mary and, later, Harry), and we have seen the lengths

to which they will go to. obtain or retain membership. The
baby, the one character in the plgy who failed completely

to include himself in a‘grdup,-became a member of the dead —
quite a large and contented group. Len, understandably,
prefers any group rather than nothing (death).

With Mike's entrance, our attention is brought back
to the group which was sent for the food, and another unit
begins (Unit Nine, Page 101). Mike jokingly.refers to the
fact that they are paying for the meal, hinting that Fred
need not expect future tokens of gratitude. Fred offers.to
pay, indicating that the meal does not go anywhere near paying
for what he has done for them. Pete enters, and we have a
conffontation within the group, between the old leader and’

the ‘'man who has won new power and strength. Pete challenges
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Fred ("We ain' got a crawl up your arse"), but the fight is
averted by the rest of the_groupAwhq.wish to retain the present
structure. The situation mirrors the confrontation between
Pete and Barry in Scene Three, and it is evident that a power
switch has taken place. Fred has won a place in the group.
through his actions of Scene Six and Seven. The confrontation
averted, Mike, Colin and Pete exit and Fred again takes the
stage, much as he did in Units Five and Seven, to escape
from an uncomfortable situation.

At this point Fred decides to use Liz's request for
a 1ight to get rid of Pam so that he can talk to Len.about
the situation with Pam (Unit Teﬁ, Page 102). He wishes to
assure Len that he does not want Pam, and to seek Len's friend-
ship and approbation after the confrontation of Scene Seven.
The device he uses is pathetic and ironic: Pam is to light
Liz's cigarette. Her humiliation is made greater when Fred
demands that she sit alone at another table, isolating her
even more from the rest of the group.. |

It is at this point that Len asks-the question,
"What's it feel like when yer Qas killin' it?" (Unit Ten,
Pages 102-103). Len's morbid fascination with the death of
the baby is the darkest side.of his character. He is not
trying to "get at" Fred: he genuinely would 1like to knbw what
it felt like. This fascination is partially explained by

Bond in his introduction to the play:



66

. Len, the chief character, is naturally
~good, in spite of his upbringing and environ-

ment, and he remains good in spite of the -
pressures of the play. But he is not wholly
~good or easily good because then his goodness

would be meaningless, at least for himself.

His faulte are brought home to. him by his

ambivalence to the death of the baby and his

morbid fascination with. it afterwards.”

If Len's isolation can be said . to arise out of his moral "good-.

ness," then his attempts to become part of a group must include
coming to an understanding of the opposite of "goodness."

By vicariously experiencing the death of the baby, Len is,

in effect, dirmﬁng-his hands in order to be elegible for
membership in a "bad" society.

The primary effect of this aspect of Len's character
is to make him more believable to an audience. Up until now
Len has been pictured as é father, or brother-figure to Pam,
who selflessly wants to help her to bear Fred's rejection.
But Len is no Chrisf?figure. To point ﬁhfs out, it is neces-
sary to include incidents that remind us .that Len has an- axe
to grind, that he wants to get something out of this for
himself.

The moment between Fred and Len is broken by the
dialogue between Barry, Liz and Mike. This’gives Fred time
to react to Len's question, and it gives us a chance to see’
Pam further humiliated. Note the ambiguity in the titles of

the songs — they refer to Pam and should be directed at her:

* -
Edward Bond, Saved, 1966, Methuen Playscripts,
Methuen Co. Ltd., London, p. (21,
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BARRY : 'Ow about '! broke my 'Eart?

Liz: Yeh. Thass great.

BARRY: “Well they ain' got'it.-

Liz: Funny! What about 'My 'Eart is
Broken'?

BARRY:  They.got that.

This p}ocess of humiliation is necessary to motivate Pam's
outburst in Unit Thirteen.

In Unit Twelve (Page 103) the question is repeated.
Fred interprets it as a condemnation of him and he defends
himself. It is evident, however, that this is not the case:
Len genuinely wishes to know (experience) what it felt 1like
to kill the baby. Fred's outburst brings back Pete, Mike,
Colin and Barry.

In Unit Thirteen (Page 104) Pam makes a final,
desperate, utterly futile attempt to get back Fred's affection.
The situation is similar to their confrontation in Scene Six
‘(Unit Seven, Pages 55-57), as Pam forces Fred into a corner:
with her demands for affection-and protection. Notice that
she sees Len as the source of all her problems; she eompletely
refuses to acknowledge the possibility that Fred may not want
her even at this point.

The dia]ogue betweenePam and Fred builds to the
climax, "Belt up!," where Fred physically pushes her away,
and there is a short break in the momentum of the scene. Pam

returns, and is quickly and visciously rebuffed by Fred. Pam



68

is now completely out of touch with what is happening around
her; she can only call for his breakfast, in a -pathetic
attempt to assume a role in his Tife.. |

The scene is brought to a close, but not without
an epilogue.- Pete attempts to take charge of the exit, but:
nobody pays any attention to him. His status in the group
has deteriorated to the point where the only person he can
assert himself to is Pam, and he issues to her a throughly
redundant threat.

Len has in a sense accomplished his purpose in
coming to the cafeteria. Pam-has no one to turn to but him.

It appears that he has won by default.

Scene Eleven

In Scene Eleven, Twelve and Thirteen the family.
situation is brought to a resolution, but not before stUdying

the implications of Scene Nine and resolving the relationship

between Len and Harry. One important impression the audience

must receive in these scenes (as in Scenes Four and Eight)

is that the quarreling and the violence cannot go on without
an end, and yet it does go on. The fact that there is no end
to the situation depicted in the play, that the people in the
play go on throughout their lives without really changing

their situation is a major statement in the play.- There is
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the irony that the group protects itself from the violence
of the outside world, and yet at the same time sustains the
violence of the outside world by contributing to the climate
in which it exists.

- Throughout the changing relationship between Len
and Harry there has been implied the fact that each has been’.
a sexual challenge to.thé-other. In Scene One, Harry is an
obstgc]e to Len and Pam, and Len covers up for his insecuritieé
by making fun of Harry as his sexual inferior.  In Scenex
Three, Len is Mary's. protector, a role which sth]d be filled
by Harry. In later conversations at the end of'Scene Four and
in Scene Eight we still find a sexual challenge behind the
things they have to say to one another (for instanée, Len
~talks about Harry's ironing while Harry mentions Len's Tloss
of Pam). Therefore, although there has been algrowing-under-
standing between the two, at the same time there has always
been that element of suspicion,. of mistrust.- In Scene Eleven
this-sexual rivalry is brought to the surface, brought about
by the events of Scene Nine. By the end of Scene Eleven,
Len finds himself completely alone.-

The first unit of Scene Eleven (Page 107) contains

a "classic" fight between Harry and Mary, one that we imagine’
to be of the kind that occurred before they stopped talking
to each othér. We see their technique of fighting: Mary

attacks directly by actions and threats, while Harry fights
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by refusing to respond to her attacks; by frustrating her
attempts to elicit a response. Unit One contains a face-off.
Since it was she who was discovered with Len, Mary is in the
most vulnerable position. She therefore must use objects such
as the teapot as a focus for attack, and not the real subject
of the argument. Harry responds byvleaVing the room, fhe
most frustrating thing he could do. 1In this sense, Harry
can be the more viscious of the two.

In Unit Two (nge 107) Mary moves closer to the’
real subject of the. fight. .Harry fights back this time by
attacking directly and briefly, then leaving again-without
allowing Mary to respond. Mary must again use an object as’
a focus for her anger, and she quite childishly spills Harry's"
bread onto the floor.. |

In Unit Three (Page 108) Harry continues his attack
in the same way. Notice that he éays nothing about the bread
but continues his earlier attack. So far, Harry has the
upper hand. He is the injured party and therefore cah-bring
more to bear on the fight. He also can recall injustices
similar to this one, for he believes Mary to have been unfaith-.
ful to him before. Here we have one more similarity between’
Harry and Len: both are cuckolds. It must be remembered,
however, that here we are dealing with unconscious motivations:
each character is merely conscious of being hurt and humiliated

by the other. But I believe it necessary for the actor to
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understand the underlying structure of his actions in a play

such as this. This.enables the actor to see the logic behind
certain actions in the play, such as the killing of the baby.
For éxamp]e, the fact that Mary uses an object as a focus for
attack in Harry's absence implies that the actor would focus

all the fury she feels towards Harry upon the object.

In Unit Four (Page 108) Mary comes to the attack,
using the fact that Harry has not fulfiled his masculine
role of famiﬁy~provider. The attack has hit home, and Harry
responds this time, but Mary physically thwarts his response —f
a further affront to his masculinity. Mary has won the
round  and Harry returns to:. the table.

‘Having triumphed, Mary.can now bring up the real
subject of the argument: the events that occurred between
Mary and Len in Scene Nine.- Harry. attacks as before, using
the -subject of Mary's past and preéent infidelity. Because
Harry's-is the more serious éttack; Mary is.again on the
defensive. As-she picks up the teapot (again a focus for her
anger), we realize that she is trapped and desperate. When
Harry begins ‘to attack her sexual appeai as well, she defends
herself physically in the climax of this part of the scene:
by hitting him with the teapot. The reason for her despeﬁa—-
tion will be explained in Séene Twelve. During the latter
part of the argument Pam has entered, amazed at the fact that

her parents have started talking. Thevcrash'of the teapot
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brings an immediate and violent reaction from both Harry and-
Pam. The scene must accelerate and intensify at this point.
Len enters, and by Unit Seven (Page 110) all characters have-
become involved in the action. Len attémpts to evade further
discussjon-bffthé:fight, for he senses that it concerns him.

Here a new unit begins (Unit Seven, Page 110), for
the focus of the scene hasvswitched from Harry to Len. Len
attempts to keep the focus on Harry and the blow on the head,
but Pam is eager to know what made them "start talking',"
and in Unit Eight (Page 111) the incident of Scene Nine is
revealed in a distorted form tq Pam.. The action-accélerates
and intensifies until Len attacks Harry physically in the
climax of the scene. The rivalry between Len and Harry has
now come to_aAheéd. Pam's reaction is immediate, and her
statement that Len is about to kill Harry makes it apparent
that reconci]iation between her and Len is impossible.  She
now holds him completely responsible for the death of her
baby, the loss of Fred, and the disruption of her family.

In Unit Nine (Page 112), Len attempts to-defend
himself against these attacks, but it is impossible in the
face of the hysteria around him. Even his attempt to assist'
Harry is interpreted as an attack. It is here that Len states

his case, his justification for living with the family:
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Len: I'm tryin' t' 'elp! 0o else'’ll
'elp? If I go will they come
back? Will the baby come back?
Will 'e come back? I'm the only-
one that's stayed an' yer wann'a
get rid a me!

Again and again throughout the play Len has asserted that he
is "trying to help." By "helping" Len means that he wishes

to make himself important in thefrvlives. By making himself
useful he has been attempting to win inclusion into the group.
But we can see that all his attempts to be useful have in
fact produced the opposite effect. He has now failed to make
a rapport with each member of the family, and is to all in-
tents and purposes completely alone. Whereas at the end of
Scene Ten it was felt that Len had won a place for himself

by default, it now appears that he is completely alone and

has no alternative but to leave.

Scene Twelve

Scene Twelve accomplishes three objectives. It pro-
vides a reason for Len to stay, and partially answers the
question of why he has stéyed this long. Secondly, it resolves
the relationship between Len and Harry, which reaches a crisis
in Scene Eleven. The sexual conflict between them is at-

‘least partially resolved. Finally, the scene answefs the

question. of why Harry has remained in the house all these years.
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The relationship between Harry and Mary is partially explained,
and the ironies inherent in it brought out.

The rhythm of the scene must convey the impression
of emotional exhaustion, for it is both the end of the play
and the end of a period in the characters' lives. This ex-
haustion, this. sense of summing up, should give the play a
feeling of completeness, a feeling that the sjtuatidn has
been throughly explored. Of course, this sense of complete-
ness does not necessarily give the audience the impression
that all will be well (after all, it might be a source of
disappointment that Len does not leave). Scene Twelve is
meant to emphasize thetfact that the major questions posed
by the play are exb]ored but only partially answered. For
example, Harry's avowed reason for staying home is not wholly
true, and we are aware that his plan will never be carried
out. The complexity of the characters' motivations is meant
to mirror the complexity of life.

Unit One (Page 113) establishes the rhythm of the
scene, the time of day, and the fact that the fight is over.
We discover that Len has been listening to Pam, and believes
that she has someone with her. For the first time Harry does
not remind Len of his failure with Pam: in fact he tries to
lessen it by denying that she has anyone with her, and by
pointing out that Pam is not worth the trouble anyway. The

important function of Units One and Two is that they establish
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that Len and Harry are no longer rivals, but aré talking about
shared subjects from a common poinf of view. The sense of
sizing each other up, of carrying on a combat beneath the
lines, is no longer existent. For the fifst time in the play,
two people are being honest and straightforward with each
other.

Unit Two (Page 114) brings up for the first time

the sense of justice that Harry lives for:

HARRY : She'll pay for it.

LEN:  What?

HARRY : 'Er ways. Yer'll get yer own back.
LEN: | lost me case keys.:

HARRY: . ~Yer'll see.

More and more in this scene we will find Harry talking of

"getting even," of "getting your own back." His vindictiveness,
however, is belied by the compassion he evidently feels for
Pam. Later in the scene, Harry cautions Len not to "upset""
Pam, for it would be "unfair." Harry's sense of justice.is
‘not one that allows him to carry out his revenge.

In Unit Two Len also brings up the first question
of the play: 1is Len a misfit who could not survive in any
~group? Harry answers that it would be "no different if yer
~go," that the arguments would not stop if he left, that life
would be no more tranquil. Conversely, Len would find life

no more harmonious anywhere else in the world. Len recognizes

the uncomfortable truth in this and promptly changes the subject.
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In Unit Three (Page 115), Len brings up the subject
of the fight of Scene Eleven. Harry points out that the
resentments underlying the fight are much more deep-seated
than Len suggests, and that such fights "clear the air."

This does not completely answer the question of why the fight
occurred in the first place, but it does tell us that Harry
is making an attempt to lessen Len's feelings of guilt and
responsibility. Harry points out that Len himself was part
of the fight like anyone else (Pekhaps this is what consti-
tutes the inclusion he has been looking fo%), and Len again
changes the subject. But we have reached an important pbint-
here: being part of a group impiies taking part in its re-
sentments and its Qg]iness as well. It is not just a matter
of ﬂherjng.“‘

~ Unit Three also contradicts Harry's.assertion that
he is staying to obtain justice from Mary.: The question of
why Harry remains is gaining greater importance. It is some-
thing deeper than vindictiveness and stubbornness.

In Unit Four (Paée 116) Fred's role in the play is
brought to an end. Not only has he fulfilled his function in
the play, but he has in a sense found a permanent place for
himself; his future, if dim, is secure. Len and Harry return
again to the subject of Len's leaving. Len's plan to emigrate
is mentioned, and the futility is obvious. Harry responds

simply by reassuring Len that he belongs with the family. This
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Len has finally gained acceptance from someone.
Len's question which begins Unit Five (Page 117)

recalls Scene Six when he asked Fred what Pam "was like":

LEN: . . . was she all right?

HARRY : Eh? '

LEN: In bed.

HARRY: Yer know.

LEN: No.

HARRY : Up tTo.the man.

LEN: Yeh?

HARRY : | 'ad the best:

LEN: Go on.

HARRY : I 'ad 'er squealing like a pig.

Len's question has to do with his sexual insecurity, and
Harry's answer is an obvious attempt to retain his masculinity.
It is a toss-up as to which of the two is the more insecure.
Harry's life is largely based upon a time when he was "a man,"
.when there was quiet, when values were clear. It is ironic
that this was during the war. It is also doubtful whether
such a time even existed except in.Harry's memory, and Len
is aware of this. Harry's memories are serving a purpose for
the present, in enabling him to. endure his failure in’'life
and his position in the house.” In his inéécurity, then, Leh
is by no means alone.

| Unit Six (Page 118)vcontains the climax of the scene,
when Harry asks Len not to go. Harry's_é]aim that he, too,

has plans of ‘leaving is an attempt to reconcile the fact that
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Harry's dream of "getting even" will never come true, and

he sees the irony and the pathos in the situation, for Harry
is- in fact sustaining the continuing battle in the house in
order to defend his masculinity from the attacks of Mary. Of
course it is Harry's plan of leaving that frightens Mary into
attacking him. The key to Harry's dreams is reveé]ed in what

is probably Harry's most important speech in terms of character:

Harry: It's only right. When someone
carries on Like 'er, they 'ave
t'! pay for it. People can't
get away with murder. What'd
'appen then? .

The irony of the speech, of course, is in the fact that in
the space of the play we have witnessed people getting away:
with murder, in the killing of the baby.

in Unit Seven (Page 119) we learn that Mary knows
of Harry's plan to leave. The internal dynamics of the family
now become clear: each person has power ovér the other in
some sense. An event such as the death'df the son, or the"
death of the baby, initiates a cycie of mutual resentment.
which continues of its own momentum, until a stasis is reached
such as the nonspeaking pact between Mary'and Harry. Len's
statement that it "ain' worth it" is perfectly true, But it

is out of the power of the participants to stop the momentum.
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This situation becomes doubly ironic'in the face of Harry's

evident compassion for Mary and Pam:

LEN: I'd like t' tell 'er t' jump
off once more.

HARRY: Sometime. Don't upset 'er.
It ain' fair:. Thass best all
round.

Three realizations have come to Len in this scene: Firstly,
he has now something approaching friendship with Harry.:

Secondly, he knows that he is noet unique in his failing with Pam.
Finally, he has found a place for himself in the group. But
this membership does not imply either security or happiness.
In order to survive within the group he must accept the.con—

flicts within it, and accept the people who make it up.:

Scene Thirteen

In the previous scené'we'mentioned that Len discovers,
in his relationship with Harry, the means by which he can find
inclusion in the group and defeat loneliness.  Harry makes ﬁo'
secret of his contempt for Pam, and yet when Len says that he
would Tike to "tell 'er t' jump.off once more," Harry tells
him to be kind. Harry manages to live with people at their
worst. He has found a means to coexistence, and is able to ac-

cept the ironies and paradoxes that come out of such a situation.
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In Scene Thirteen the audience is allowed to watch
Len's discovery in action.- The scené is comprised of the
mundane events of their everyday lives. Harry fills his foot-
ball coupons; Mary and Pam sit and read the Radio-Times. Into
the midst of this comes Len, who proceeds to répair the chair
broken in Scene Eleven... He is performing a function within
the group. The characters hardly speak. - They do not touch
each other. They are like planets,<sep§rate yet interdependent.
The balance is maintained. |

Let us look at how the play's title, Saved, applies
to the characters in the play:

At the beginning of -the play, Pam's objective was
to establish a re]ationship with a man. It was mentioned
that the re]atfbnship she-sought was strongly patterned after
that which she observed in Mary and Harry. The result has
been a perfect parallel, down to the dead child. The rela-
tionship she has with Len is an unhappy one, but it is a
better alternative to the victimization she sought with Fred.-
Pam is "saved" from victihization by avman,-and the price she
pays is her possibility for happiness or escape.

Harry now has a fellow-failure and a replacement
for the son he has lost. The possibly viO]eht-outcome of the
"rivalry begun in Scene One has been averted. In this sense,
Harry is saved in the most positive sense of any charactek

in the play.
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With Mary the question is more difficult. Mary
hoped to find in Len a weapon against Harry. The possible
outcome, had she succeeded, is hinted at by the violence of
Scene Eleven. Len's new relationship with Harry implieS‘
that he will no longer belused as a sexual weapon. The balance
is restored, and in this sense Mary too is saved.

Len has accomplished what he set out to do. Heé
has won for himself membership in a group.  He is no longer
alone, an outsider. And yet, it was his existence as an
outsider that defined him as a human being. His individuality
came out of the fact that‘he was unab]é fo merge with a group.
In achieving membership, Len has become functionally indis-
tinguishab]e from Harry. He has lost his identity.. With
regard to Len, therefore, the title Saved is intensely am-
biguous. Len is s&ved, but he has been totally destroyed as
a human being. |

It is here that we can reply to the frequent obser-
vation that the play is negativistic and'depressing. In-
the context of the life he is presenting Bond's primary in—
terest is in accuracy. The play arrives at a resolution
which is depressing to the degree that it truely reflects
the quality of 1life for many peop]e. To this extent, Saved
is true to the traditions of early naturalism in that much
of its value is as condemnation of existing social conditions.

Bond himself admits that much of Saved is social comment; he
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is deeply concerned with the possibility (or lack of it) of
ethical behaviour in the midst of twentieth century institu-
tions. He seems to feel that ethical decisions are impossible,
for we have lost or ‘thrown away any reference points we might
have had for such a decision. Without such Tlaws or reference
points, man falls under the same laws which govern all animals,

and violence is the inevitable resu]t.



Chapter 3

SAVED: GROUND PLAN, DESIGN AND COSTUMES

The ground plan was heavily influenced by three

main factors:

. The multiplicity of short scenes in the play

necessitated almost instantaneous scene changes.

2. A proportionally large area was needed for

scenes three, six and ten.

. 3. This area plus the living room area took up

all but three scenes in the play.

The first factor resulted in the simultaneous set.
We allocated the two strongest areas'(in terms of the shape’
of the stage) to the living room and the area for scenes
three, six and ten. This positiohing}gaVe’a sense of distance
_between the audience and the living fOom area, a gulf of

blackness. I felt that this distance was right for the

83
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illusionistic, voyeuristic quality of the scenes that take
place there. The area wasvdefinEd by the furniture and by
the Tights, to give the living room an enclosed, cramped
feeling. The T.V. was on wheels so that it could be rolled
back to the sofa to leave more room for the other.major area.
The placing of the Tlarger area meant that the stoning of-the
baby would take place immediately in front of the audience.

I felt that this.was right for the violent nature of the
scenes, although it éfeated'problems in realistically pre-
senting the stoning.

The architecture of the theatre area provided a
nook in which to p}ace Scene Seven. The bedroom area was.
~given the only other available space in terms of sight lines.
Here again the distancing effect for most of the audience was
right. for the nature of the scene.

Having-thé audiencé on two sides gave us the greatest
flexibility of any akrangement,\in terms of the number of
entrances possible (several were needed for a simultaneous
set) and in terms of the shape of the theatre (long and narrow)..

Scene changes were “done with Tight wherever possible.
In Scene Two the "boat" was moved through the down left en-
trance, as were the tables for Scene Ten. With this arrange-
ment, no scene change took longer-than twenty seconds.

The ground plan proved largely successful in‘produc-

tion, and I still feel that it was the beét pbssib]e plan for
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that particular theatre (the playwright apparenf]y envisioned
the play in a proscenium-arch setting). My only regret was
that the height~6f the ceiling (and hence the lighting instru-
ments) was extkeme]y low.. As a result, the Tighting did not
define the areas as sharply as I had hoped.

The design itse]f was as simple as possible. The
colours were predominantly black, grey and white, to empha-
size the naturalistic-documentary quality of the'pTay; .The
back wall was treqted with a faded grey wa]]paper, as was
the fragment partially surrounding the Scenes Five and Twelve
area. Furniture was black and grey. The theatre area was -
surrounded in blacks. The production was as stark and

minimal as possible, in keepihg with the tone of the play.

qued} A Note on Costumes

The studio in which Saved was performed 1is a'very
small one, and with the twq-sided seating arrangement, the -
spectator was at all times very close to the action. In
the majority of scenes it was possibjé.for spectators to
reach qgt_and.tbuch the actor. Under these conditions, the
only way to assure verisimilitude in costuming waé for the

actors to wear their own clothes wherever possib]e.
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Brown corduroy pants, white shirft,
brown lace boots, a green plaid
wool jacket.

Later in the play, Len wore a brown
cotton work shirt.

Len's costumes were purely fungtional'work'clothes, No attempt

was made at embellishment or decoration. Nor were local

styles followed such as turning up the shirt collar.

PAM:

Scene One

Black skirt, mini style, black lace
sleeveless blouse, black nylon stock-
ings, a gold locket worn inside tThe
blouse, black patent leather shoes,

a black patent leather handbag.-

Scene Two
Charcoal grey sweater worn over blouse;

otherwise same as Scene One.

Scene Four

Slip, black.net stockings. Later,
black mini dress, black wool coat,
threadbare but with an attempt at
style.

Scene Five

Slip.

Scene Six

Horizontally-striped turquoise short-
sleeved dress, black shoes (different
from Scene One), beige stockings.
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Scene Seven

Black mini-skirt, white blouse, black

shoes, black nylon stockings.

Scene Eight

White blouse (differénT from Scene
Seven), charcoal-grey mini-skirt.

Scene Ten

Same as Scene Six. ,

Scene Eleven

Same as Scene Ten, with black wool
coat. o

Scene Thirteen

Same as Scene Eight.

Pam's costumes indicated an unsuccessful attempt to dress’

stylishly, with 1ittle money.. The same costume was worn in

Scenes. Six and Ten which was a departure from her usual reli--

ance on black.

This provided variety, and tied together the

two scenes in which she is destroyed by Fred.

MARY :

Scene Three

Faded brown cotton dress, brown shoes,"
no stockings, blond wig.

Scene Five

Brown print housedress, brown shoes.



Scene Eight

Same as Scene Five.

Scene Nine
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Biond wig, cream silk dress with black
print, black net yoke, brown nylon

stockings, cream high-

heeled 'shoes,

black patent leather handbag.

Scene‘E1even

Same as Scenes Five and Eight.

Scene Thirteen

Same as Scene Eleven.-

HARRY: Brown wool trousers,

worn, with brown.

suspenders, white shirt, either with-
tie (Scene One) or open-necked, grey
wool socks, brown slippers or brown
lace boots, "National Health"<type

spectacles

Scene Twelve

Same as above, except
underwear top instead
shirt.

The main point to be made with Harry's

has owned these clothes for many years

or interest in variety.

white long-
of white-

costume is that he-

and has no use for
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White shirt, stylish green iridescent
double-breasted suit, narrow black ftie,
black shoes with poinfed toes, greased
hair.

Scene Six

Blue denim jeans, white shirt, black
leather jacket, black shoes with pointed
toes.-

Scene Ten

Same as Scene Six.

MIKE: Blue denim jeans, white shirt, grey
jacket, black shoes.

COLIN: Blue denim jeans,.white shirt, black
leather:  jacket, greased hair, black
pointed shoes.

Scene Three

Black t-shirt instead of shirt and
JacketT.

BARRY: Blue denim jeans, white shirt, black:
shoes, beige sleeveless sweater,
blue wool jacket.:

The gang must give the impression of uniformity (Barry's

costume is a-slight variation) and toughness.
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FRED:

LizZ:

Blue denim jeans, black ankle boots,
brown shirt with several buttons
open and coliar turned up.

Scene Seven

Same, but carries beige raincoat.

Scene Ten

Same, but with blue cotton shirt.

Beige mini-skirt, black see-through
blouse, black nylon -stockings, black,
patent-leather, knee-length boots. '
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APPENDIX A

SAVED: PRODUCTION DETAILS

PROPERTI1ES LIST

Scene One PAM handbag, containing
handkerchief
package sweets
package matches

package cigarettes

Scene Two t LEN 1 bar chocolate
1 handkerchief "~

Scene Three PETE

M1{KE 1 pocket comb (each)
COLIN 1 package cigarettes (each)
BARRY"

Scene Four MARY pr. salt:& pepper shakers
' ‘bottle HP sauce '
table knife

table fork

spoon

table napkin

plate food

teapot

cup, saucer -

bowl sugar

bowl pudding-

— gt d —) — — — — o] —
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Scene Four PAM 1 hairbrush
Continued 1 plastic bag containing
cosmetics’

Scene Five On Bedtable 1 bottle medicine
1 spoon
several newspapers,
magazines
1 hand mirror

Scene Six FRED fishing rod

small tin box

bait & tackle box
net

package cigarettes

package matches

— ] ol e iteal]

LEN 1 package cigarettes
1 package matches

haversack

fishing rod
package cigarettes
package matches

MIKE

On Floor Several stones around
perimeter acting area

On Pram 1 long balloon

Scene Seven LEN 1 carton cigarettes
1 package matches

iron

Scene Eight HARRY
white shirts

ot

a—d

PAM portable radio

towel

—

Scene Nine LEN 1 shoebrush
1 newspaper
several cans shoepolish




Scene Nine
Continued -

Scene Ten

Scene Eleven

Scene Twelve

Scene Thirteen

In Table
Backstage

On Table

Backstage

LEN

HARRY -

Backstage

in Table

PAM

‘needle

spool thread

cups

-saucers

breadknife
bread

1
]
]
1

— — ) o]

cup and saucer
container milk
plate butter
teapot (breakable)

‘cup-and saucer

jackknife-

head bandage

hammer

pen
folder stamps

pen

package pools

Radio Times
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SAVED: ~ CAST

Lenm.. .o e Norman Browning
Pam.;.:,......;...,ﬂ;.g;.;...;,.;; ...... .:...Sue Driver
Fred.............5.;...,..;....;...;......;..Dale Wilson
Harry.,.;.........; ..... 2 I Brian Parkinson
Mary.;............,,....;;....,..;...;...;...Diana»Belshaw
= ...........;Craig Davidson
2= /2 Ed Astley
Co]in....;...........;.i.;...;...;.,.....;..,Tony Bancroft
Mike..... ST e denes S _...,;;..;;...Matthew Walker
Liz......... seeveiientens eeesscaieresniioea..Lesley-Rachuk
Baby....... . ieiiieesiessie.s.....Tony Ball
Technical Director.......cvviiiiiinivein, V.;Richard Spencer
Stage Manager;..... ........................... Jeremy Long -
Lighting.. ..ottt iiiiinneineann Gary Olson
Assistant to the Director.........usovvia. Sue Hay

i 01 4 S S Wanda Tilley
Directed Dy .cveervereninneietetnncinennennn John Gray

Designed Dy .eeeeeeesonnsnnnioeeennannnnannenns Astrid Janson
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SCENE ONE

¥

The living-room. The front and the two side walls make a triangle
that slopes to a door back centre.

Furniture: table down right, sofa left, TV set left fronmt,
armchair up right centre, two chairs close to the table.

Empey.

Thodooi—openst Lamezs_m_Hz.gnﬁulwghLMam

PAM (off). In there.

anwwn.ﬂzgm.dawulm.m.ﬂumml’
All right?
Pause. ®AM_comes in.

LEN. This ain’ the bedroom.

PAM. Bed ain’ made.

LEN. Oo’s bothered ?

PAM. It’s awful. *Ere’s nice. '

LEN. Suit yourselflecr don’t mind if I take me shoes oﬁ' ?
(He kicks them off.) No one ’ome?

PAM. No.

LEN. Live on yer tod ?

PAM. No.

LEN. O,

Pause.” Ho-siso-back-orn-thocauch.

Yer all right ? Come over ’ere.
PAM. In a minit.
LEN. Wass yer name ?
PAM. Yer ain’ arf nosey.

e e 4 b s o = a0 A - AT s —
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12 SAVED

LEN. Somethin’ up?
rAM. Can’t I blow me nose ?

She puts her hanky back in her bag and puts it on the table.

Better. Pe '
¢ PP sk

She sits on the couch.

LEN. Wass yer name ?
rAM, Wass yourn ?
LEN. Len.
PAM, Pam.
LEN. O. (He feels the couch behind with his hand.) This bxg

enough ? '
PAM. What yer want ? Bligh! ? ? 'H\CVI lms . fRequn
LEN. Don’t wan’ a push yer off. Shove that cushion up _ ‘h la CLM %
PAM. ’Ang on. L La
LEN. ’Ow often yer done this ? N { eas [ adud Lk
PaM, Don’t be nosey.
LEN. Take yer shoes off.
PAM. In a minit. ' . ' . . g
LEN. Can yer move yer - thass better 8 ‘ SN ¢ Swouteh P 15uhns
PAM. Yer d’narf fidget. , '
LEN. I’'m okay now.
PAM. Ow! ‘
LEN. D’yer ’ave the light on? ‘
PAM. Suit yerself. ' : : ; .
LEN. I ain’ fussy. : i .
PAM, Ow! yq ) : ' L subs p

" LEN. Can yer shut them curtains ?

PAM goes left to the curtains. . -

Yer got a fair ol’arse. 10 ' - 20 P rL:SLJ ) clwes

PAM, Like your mug. 1l . DS
LEN. Know somethin’ ? - I ain’ touched a tart for weeks. et

PAM. Don’t know what yer missin’, * : : , ( FM;AL&B

b P st omemdch.
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. SCENE ONE 13
LEN. Don’t1?

PAM sits on the couch, on the edge. LEN pullsticxcloser.and \

sehes-ofi-lieishoss.

Lucky. -
PAM. What?
LEN. Bumpin’ in you. : {
PAM. Yeh, - |
LEN. Yer don’t mind me? - ' ' .
PAM. No.
LEN. Sure? !
PAM. Yer wan’a get on with it.
LEN. Give us a shout if I do somethin’ yer don’t reckon. S M L AM o
PAM. Bligh! Yer ain’ better "ave. L ewela,
LEN. I could go for you. Know that? '
Pause. _ ’ : :

3 .

This is the life. . P“LLS L GLM\ on
PAM. Ow! : C.U'U\d» .
LEN. Sh! Keep quiet now. Tﬁ% CA!\D{‘! ML ‘
PaM. Oi!

LEN. Sh! 5) 1 3. Hey kiss pd‘
PAM. Yer told me t’shout! PP‘U'S" L‘”‘ﬂ Pomst.

The door opens. HARRY comes inAHe goes straight out again.

LEN (lifts his head). *Ere! & . :
PAM.(Vj(;hat? ) : . - $. Enber B UL
LEN. Oo’s that? ' :

PAM. Ol man.

LEN (sizs). Whass ’e want ? .
pAM. That cushion’s stickin’ in me back, | : C L el u.P .
LEN. I thought yer reckon yer was on yer tod ? :

PAM. E’s late for work. ,

LEN. O. Why? : ‘ 3 ? ) _
PAM. Why? o C P Su wp




‘H\x‘u

14 " SAVED .
LEN. Yeh.

PAM. I don’t know.

LEN. Reckon ’e saw ?

PAM. Shouldn’t be surprised.

LEN. Will ’e be long ?

PAM. Don’t arst me.

LEN. O. Well. |

They lie down again. Slight pause. LEN lifts his head.

%
’Ear that?

rAM. No.

LEN. I ’eard somethin’.

He goes to the door. He listens. He goes back to the couch and
sits on the end. 8 :

PAM. Well?

LEN. Better ’ang on.

PAM. Why?

LEN. Better ’ad.

PAM. Think yer'li last? 4

LEN. Not if yer lie around like that.
PAM. Like what?

LEN. Sit up.

PAM. I juss got right.

LEN. More’n I ’ave, Chriss. (He feels in hzs pocket.) You smoke ?
PAM. In me bag.

LEN. Where’s yer bag?

PAM nods at the table. He goes to the bag and takes out a cig-
arette. He lights it. He starts putting the cigarettes back.

Oh, sorry. »
He holds the packet out 1o her.

PAM. No thanks.
LEN (he puts the cigarettes away. He sits on the edge of the
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SCENE ONE 15

coucl. Lause. He rtaps his foor three or four times). Wass
’is caper ? ‘

rPaM. Wan’a cup ’a tea?

LEN. After.

raM. ’E won’t be long.

LEN. ’Adn’t better. *Ave a puff?

PAM. No.

LEN. Do yer dress up.

prAM. Sorry.

LEN. Yer never know ’00’s poppin’ in.

He.goes.10.the.door.and_opens it.

PAM. You off ?

LEN. I could’a swore I ’eard ’eavy breathin’.

PAM. Thass you. 9

LEN. ’Oo else yer got knockin’ about? Yer ain’t stuffed yer

grannie under the sofa? Tric o
pAM. She’s dead. 3 5 ke - Pauls

LEN. *Ard luck. ~ Wass ’is caper ?
-He.sits on a chair.
My blinkin’ luck.
He stands and walks, .
’E’ll be late, won’t ’e! I "ope they dock *is bloody packet.

He listens by the dgor, . ~ Y

Not a twitter.
PAM. ’E ain’ bin out the back yet,
LEN. The o’ twit.

PAM Iaughs;

Wass the joke?
rPAM. You.

t
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16 SAVED
[

LEN (amused). Yeh. Me. Ha! ’E’s a right oI’ twit, ain’ ’e!
’Ere, can I stay the night ?

PAM. Ain’ yer got nowhere ?

LEN. Yeh! — Well ?

PAM. No. :

LEN. Yer’re the loser. — Sure’s ’e’s goin’ ? ~ Why can’t I?

PAM. Bligh! I only juss met yer. .

LEN. Suppose ’e’s stoppin’ ’ome? Got a cold or somethin’.
I’d do me nut! - Yer’d enjoy it.

PAM. Big ’ead.

LEN, ’Ow many blokes yer ’ad this week ?

PAM. We ain’t finished Monday yet!

LEN. We’ll take that into consideration.

PAM. Saucy bugger!

They laugh.
’Ow many times yer ’ad it this week ?
LEN. I told yer once! ’Ow many blokes yer ’ad all told ?
They laugh. |
PAM. What about you an’ girls ?
LEN. Can’t count over sixty.
They laugh.
PAM. Sh!
LEN. *E’ll ’ear. ~ Oi, tell us! ‘
PAM. ’Ow many times yer done it in one night?
They laugh.

LEN. Why did the woman with three tits shoot *erself ?
PAM. Eh?
LEN. She only ’ad two nipples.

They laugh.

e« vt e oA e 7
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SCENE ONE 17
7’

raM. I don’t get it. (She laughs.) What did the midwife say
to the nun?

LEN. Don’ know.
She_whispers in his_ear. They laugh.

You’re great! What about the woman with three tits 00
’ad quads ?

paM. Eh?
LEN. That’ll teach ’er t’sleep with siamese twins!

They laugh. He whispers in her ear.

PaM. Yer ought a be locked up! »
LEN. That’s a feedin’ problem!
PAM. Sh - thass the back door. ’E’s bin out the lav

. LEN. Less give ’im a thrill,

He jumps zzozszly on_the couch.

Cor - blimey!
PAM. You’re terrible!

He_takes.some.sweets. from her. bag._

They’re my sweets.

LEN. Less "ave a choose. (Loudly.) *Ow’s that for size ?

PAM. What yer shoutin ?

LEN (he puts a sweet in her mouth). Go easy! Yer wanna make
it last!

She laughs. He hites.a sweet in.half.and Jooks at jt.

Oo, yer got a lovely little soft centre.
(Aside to pAM). First time I seen choclit round it!

!

He jumps on _the sofa.

PAM (shrill). Yer awfull
LEN, That still ’ard ?

B
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18 SAVED
raM (laughs). Leave off! 3 N
LEN. Come on, there’s plenty more where that come from. t hekla >

He puts a sweet in her mouth. . o 'Hu-‘l *‘“LL o~ Cncl

PAM (splutters). Can’t take no more!

LEN. Yeh — open it. Yer can do a bit more!
PAM. Ow!

LEN. Qorr lovely!

2
He tickles her. She chokes.

This’ll put ’airs on yer chest!

3

They try to laugh quietly. The door opens. HARRY puts his head 3 \ W
in. He goes out. He shuts the. doo® LEN calls: - ' ,\N
’Ave a toffee! '

PaM. Oo-00 ’ave a toffee!

LEN. Tried that mint with the ’ole in it ?

PAM. ’Ave a toffee!

LEN. What about the o}’ dolly mixture? -~ Will ’e nge yer a
ruckin’ ? '

PAM. Ain’ got the nerve.

LEN (calls). Nosey ol’ gander!

They laugh.

See ’is tongue ’angin’ out ?

PaM. *E’s fetchin’ ’is dinner-box out the kitchen.

LEN (calls). Don’t work too ’ard, mate!

PAM. Lay off, or ’¢’ll stay in out a spite.

LEN (calls). Take a toffee for tea break, Dad! - I'd hkca
sleep round ’ere. Yer’d be lovely an’ warm in the mornin’.

PAM. Yer’re juss greedy!

LEN. I give yer ’alf the sweets! ¥R

PAM. I paid. Anyway, Mum’ll be back.

LEN. O. That the front door ?

PAM. Yeh. -

e
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SCENE TWO 19

Ske gaes to_the_curtains. 3

’E’s off.
LEN. Didn’t take long.
pPaM. I tol’ yer. ,
LEN. Better be worth waitin’ for.
PaM. Up to you, ain’it!
LEN. Thass all right then.

J
She comes to the sofa and starts to undo his belt.
This is the life.

Licht cue # 2
Facle out

SCENE TWO

Park.

PAM and LEN in a rowing boat. Otherwise stage bare.
LEN. Cold?

PAM. No.

LEN, Still pecky?

PAM. Yeh,

LEN. There’s a bit’a choclit left. ’Ere.
PAM. No.

LEN. Go on.

PAM. Ta.

LEN. Thass yer lot.

PAM. Why?

LEN. No more.

Silence. !

I still ain’ paid me rent this week.
PAM. Me mum won’t reckon that.
LEN. Ain’ got round to it.

PAM. Surprised she ain’ said. .

i
|
|
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20 SAVED
Slight pause. '

LEN. She ever leton?

PAM. 'Bout us ?

LEN. Yeh.

PAM. No.

LEN. She don’t mind ? ,

rPAM. Don’t ave to. Your money comes in ’andy.

Stlence.

LEN. She rgc}!é'rtf me, yer reckon ?
‘PAM. Never arst. ,
LEN. Thought she might’a said.
PAM. Never listen.

LEN. O.

PAM. Yer ain’t spent it ?

LEN. Er rent?

PAM. Yeh,

LEN. Nah!

PAM. Juss wondered.

LEN. Don’ yer truss me ?

PAM. I'm goin’ a knit yer a jumper.

LEN. For me?

PAM. I ain’ very quick.

LEN. Can’t say I noticed.

raM. Yer'll ’ave t’buy the wool.

LEN. Knew there’d be a catch.

PAM. I got a smashin’ pattern.

LEN. You worried about that rent?

PAM. I ’ad it give us, '
LEN. Yer ’adn’t better be one of them naggers.
- pAM. What colour’s best ?

LEN. Thass about one thing your ol’ girl don’t do.

PAM. What?
LEN. Nag ’er ol’ man.

PAM. What’s-yer-best-colous?

108
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SCENE TWO 21

LEN~They-ail-suit-me.
PaMv-I-like-a-red—Or-a-blue.
EEN—Anythin®bright.

Slight pause.

PAM. I ’ave t’ ’ave an easy pattern.
LEN. Will it be ready for the ’oneymoon ?
PAM. We ain’ ’avin’ ’oneymoon.
LEN. ’Oo’s payin’? '
PAM. You.
LEN. I can see I’ll ’ave t’ watch out,
Pauyse.
PAM—Whassthetinre ?
PAM~Gettin®om
LEd—Shouldm*twormnder.
rPAM. Where’s the choclit ?
LEN. Yer ’ad it all.
raMm. O.
LEN. Sorry.
PAM. There weren’t much.
LEN. I’ll get some when we go in.
PAM. I ’ad a blinkin’ great dinner.
LEN. I reckon yer got a kid on the way.
PAM. I ain’,

‘LEN. Never know yer luck.

~Pene-nre-best.

Stighi-pause.

g -
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22 SAVED
PaM—Sounds-allright.
PAM—Ed-better. :

Hoputs-his-head-in-herdap, There is a shight pause. .

LEN. S great ’ere.
Pause.

Pam.
PAM. What?
LEN. Why did yer pick me up like that?
PAM. Why?
LEN. Yeh.
PAM. Sorry then?
LEN. Tell us.
PAM. ’Ow many girls you ’ad ?
LEN. No, I tol’ yer my life.
PAM. ’Old on,
LEN. What?
PAM. Yer got a spot.
LEN. Where ?
PAM. *0ld still.
LEN. Is it big?
raM. *Old still,
LEN. Go easy!
rAaM. Got it!
LEN. Ow!

She bursts a spot on his neck.
rAM. Give us yer ’anky.
LEN. Yer got it?

PAM. Yeh.
LEN. Ow! It d’narf ’urt. Y

He gives her his handkerchief. She dips her hand in the water

and dries it on the handkerchief. She gives it back to hzm
PAM. Yer wan’a wash sometimes. -

4
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SCENE TWO ' 23

LEN. Cheeky cow. (Slight pause. They are both Iymg down.)
Yer-wouldm't-go-back-with-any-el-sod ?

PaM—YouareTotten.

LEN~—Em-sorry—Tan ?

PAM—Youwre-urtin-me-leg.

LEN—L1m-5oery-

PAMNoO.

LEN~When-yer-gom-a-start-me-jumpey ?

RAM-(still-annoyedy—Why-dyer-ave-t-say-that?

LEN—Tell-us-about-me-jumpes.

PAM.-Ain’ got-no-wool

LEN-T ll—gth—t-mo;saf—Aa——weMmt-lookm-feH—phee
1morra.

Pa-M—No-placesTound-ere: : N

LEN~Move-out-a-bit—It’s-betrer-out.

paM.Yerll-beJucly.

EEN—Bin-lucky-with-your(His-head-rs-in-herdap~He tuwists60
that- he-can-put-hzrarmswmd‘her)ﬂm’—l-bm—lueky-wmh—you’?

PAM—-Yer-don’t-deservesit.

LEN.I-said-FPm-sorry-—~—I-wonr’t-arst-no—moere—Its-me-goed
looks-done-it. _

PAM.-It-2as-you.It-weren’t-no-ene-else.

LEN-—Eess-go-t’bed-early-t’night.

PAMf yergo‘t‘*bcd—mucé—earher—xt—won—&beworﬁrgcttm'-u-p

EEN-Eovely—Qw-about-a-sing-song.
PAM—NoO,

LeN-(yings).
Be kind-te’yer-four=footed friends
. That-duckmmaybe-somebody’'s-brother
Yer-may-think that-this-is-the-end
Vettits:

Slight-parse,
They-must-aforgor 5. We bl ‘ere2ours.
epaxM-Dothe rest,

mrre say v et e v e e e e 2
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24 SAVED

LEN. Some mothers!

Patse. b qer mom owe
Livin’-like—t;h\j{ must q‘got yer down.

raM. Used to it.

LEN. They ought to be shot.

PAM: Why?

LEN. Don’t it every worry yer ?

PAM. Ow?

LEN. Supposed you turned out like that?

PAM. No.

LEN. ’Ow’d it start?

PAM. Never arst.

LEN. No one said ?

PAM. Never listen. It’s their life.

LEN. But -

pPAM. Yer can’t do nothin’, yer know. No one’ll thank yer.
LEN. ’Ow long’s it bin goin’ on? '
PAM. Longer’n I know. »

Pause. He sits and leans towards her.

- LEN. Must a’ bin bloody rotten when yer was a kid.

PAM. Never know’d no difference. They ’ad a boy in the war..
LEN. Theirs ? '

PAM. Yeh.

LEN. I ain’t seen ’im,

. PAM. Dead.

LEN. O.

PAM. A bomb in a park.

LEN. That what made ’em go funny ?

PAM. No. I come after.

LEN. What a life.

PAM. I ’ad me moments. :

LEN. I won’t turn out like that. I wouldn’t arst yer if I didn’t
know better ’n that. That sort of carry-on ain’ fair.

© PAM. I know.
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SCENE TWO 25

LEN. We'll get on all right. I wonder it never sent yer off
yer nut.
rPaM, Yer don’t notice.

LEN. It won’t be long now. Why don’t yer blow up an’ knock

their ’eads t’gether ?
PAM (shrugs). I ’ope I never see ’em again. Thass all.
Slight pause. LEN looks round.
Pause.
‘Ow’d they manage ?
PAM. When?
LEN. They writes notes or somethin’ ?
PAM. No. ’
LEN. ’Ow’s that?
PAM. No need.
LEN. They must.
PaM. No. need .
LEN. Why?
PAM. Nothin’ t’ say. ’E puts ’er money over the fire every
Friday, an’ thass all there is. Talk about somethin’ else.
LEN. Whass she say about ’im ?
rAM. Nothin’.
LEN. But -

PAM. She never mentions ’im an’ ’e never mentions ’er. I

don’ wanna talk about it.
LEN: They never mention each other?
PAM. I never ’eard ’em. :
LEN. Not once?
PAM. No! '
LEN, It’s wet down ’ere.
Pause. »
I ain’ livin® with me in-laws, thass a fact.
FRED (¢ff). Four! ‘
LEN. I never got yer placed till I saw yer ol’ people.
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26 SAVED

PAM. I never chose ’em!

LEN. I never meant that! -

rAM. Don’t know why yer wan’a keep on about ’em!
LEN. - I never try an’ get at yer!

FRED comes on down right. His back to the audience.

FRED. Number-four-bang-on-the-door!
PAM. Thass us.

FRED. Less ave yer!

LEN. Less stay out!

paM. Why?

FRED. Oi! ‘

PAM (zo LEN). Come on.

LEN. We'’re a pirate ship.

FRED (taking the micky). You devill
raM. Yer'll ’ave t” pay.

LEN. Come an’ get us!

FRED. Wass up darlin’ ? ’As ’e got ’is rudder stuck?
PAM (zo LEN). I’'m *ungry.

LEN. Why didn’t yer say ?

‘v
LEN starts to pull in. FRED moves towards them as the boat comes

in.

FRED. Lovely. ’Elp ’im darlin’. Thass lovely. She ’andles that
like a duchess ’andles a navvy’s pxck

LEN. All right ?

FRED. Lovely.

He leans out and jerks the boat in. PAM stands awkwardl_y

LEN. Steady.
FRED. ’Old tight, darlin’.
He lifts her out.
Yer wanna watch Caprain Blood there. Very mce
LEN, Okay? :
rPAaM. Ta.
FRED. Very ’ow’s yer father,
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SCENE THREE . 27

LEN (stepping out). Muddy.
. PAM (ro LEN). I cbgjoyed that.
FRED. Same ’ere.
LEN. We’ll do it again.
FRED. Any time.
PAM (o LEN). Got everythin’?
FRED (zo PAM). You ’ave.
LEN (clowning). Watch it! :
FRED. 'O0’s bin’ *aving a bash on me duckboards?
PAM (to LEN). Less *ave me bag. -
FRED. Bashin’s extra.
raM. Yer wanna get yerself a job.
FRED. I got one.
j " paM. Irin’ out boats! 7
; FRED. I’d rather ’ire you out, darlin’.
LEN (joking). Watch it!
PAM (20 LEN). Ready?
LEN. Yeh.
LEN and PAM start 1o go right.
; FRED. Why, you got a job for us? I wouldn’t mind a bit a
' grind for you. , q '
% ~ PAM, Yer'll ’ave t’ join the union. :
! FRED. I'm in, love, Paid up. v o
’ LEN (joking). Yer’ll be in the splash in a minute, -

& LEN and P AM go out lef.
' FRED (2o himself). Right up. Like you, darlin’,

%

SCENE THREE

Park. Bare stage.

PETE, BARRY, MIKE, COLIN. PETE wears a brown suit and
suede shoes. The jacket is short in the seat and tight on the
shoulders. His tie is black. The others wear jeans and shirts. -

' *Lask% tue # v Fode h black.

et o
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u‘\d' MIKE. What time they bury the bugger?
one PETE. Couldn’t tell yer.
CcoLIN. Don’ yer wan’a go ?
 PETE. Leave off! ’Oo’s goin’ a make me time up ?
COLIN. Why yer goin’ then ?
PETE. The ol’ lady’ll ruck if I don’t.
MIKE. Yeh, they reckon anythin’ like this.
" COLIN. Blinkin’ morbid.
MIKE. Looks lovely in a black tie don’ ’e!

They laugh.

PETE. What a carry on! ’E come runnin’ round be’ind the
bus. Only a nipper. Like a flash I thought right yer nasty
bastard. Only ten or twelve. I jumps right down on me.
revver an’ bang I got ’im on me off-side an’ ’e shoots right
out under this lorry comin’ straight on.

MIKE. Crunch.

COLIN. Blood all over the shop.

MIKE. The Fall a the Roman Empire. ,

PETE. This lorry was doin’ a ton in a built-up street. : ¢

1. BARRY. Garn! Yer never seen ’im. # . * Stands
U ‘ . PETE. No? :
m o ' BARRY. It ’im before yer knew ’e was comin’,
: PETE (lighting his pipe). Think I can’t drive? | R ,
COLIN. What a giggle, though. o P X ’h R.

MIKE. Accidents is legal.
coLIN. Can’t touch yer.

PETE. This coroner-twit says ’e’s sorry for troublin’ me. 2 Ce M r,\ oot
MIKE. The law thanks *im for ’is ’elp. ' e hot
PETE. They paid me for comin’.. S theten Py .

MIKE, An’ the nip’s mother reckons ’e ain’ got a blame ’isself.
cOLIN. She’ll turn up at the funeral,
PETE. Rraammmmmmmmm! §

coLIN. Bad for the body work. ' , P x u‘P R
‘ MIKE. Can’t yer claim insurance . :



- SCENE THREE

PETE. No.

MIKE. Choked!

COLIN. Ruined ’is paint work.
BARRY. ’E’s ’avin’ yer on! Y
MIKE. Yer creep.

coLIN. Yer big creep. &

PETE. Let ’im alone. ’E don’t know no better.

coLIN. ’E don’t know nothin’.
MIKE. Big stingy creep.

COLIN. Yer wouldn’t ’ave the guts,
BARRY. No guts?

MIKE. Yeh.

BARRY. Me?

coLIN. Not yer grannie.

BARRY. I done blokes in.

MIKE. ’Ere we go.

BARRY. More’n you ’ad ’ot dinners. In the jungle. Shootin’
up the yeller-niggers. An’ cut ’em up after with the ol’

pig-sticker. Yeh.
MIKE (hoots).
COLIN. Do leave off!

BARRY. You lot wouldn’t know a stiff if it sat up and shook

’ands with yer!
MIKE. Aa! Shootin’ up the yeller-nigs!
COLIN. Sounds like brothers a your’n.
BARRY. Get stuffed!
PETE (to them all). Chuck it, ¢h?

COLIN. Yeller-niggers! My life! What yer scratchm’? ‘

MIKE. ’E’s got a dose, ! ¢

PETE. Ain’ surprisin’.

COLIN. Ain’ it dropped off yet?
MIKE. Tied on with a ol’ johnny. -
COLIN. It’s ’is girl.

MIKE. ’Is what?

PETE. Gunged-up ol’ boot.
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30 (o SAVED
COLIN. ’E knocked it off in the back a ’is car last mght -

MIKE. 'Is what?

PETE. Pile a ol’ scrap.

MIKE. Ought a be put off the road
COLIN. ’E was knockin’ it off in the back an’ -
MIKE. I ’eard.

PETE, What?

MIKE. The back-bumper fell off.
PETE. Yeh?

COLIN. I’s a fact!

PETE. My life!

MIKE. An’ what she say ?

COLIN. Yer juss drop somethin’.
BARRY. Bollocks!.

He laughs at himself.

MIKE, Yeh! »
COLIN. ’Aving trouble with yer ’orn ?

BARRY. It weren’t no bumper! Me fog lamp come off. ¢

MIKE. ’Is fog lamp!

_ They roar with laughter.

COLIN. I knew somethin’ come off!

MIKE. Flippin’ fog lamp!

PETE. Thass what she calls it!

coLIN. Wonder it weren’t ’is engine come out.
BARRY. Better’n nothin’.

MIKE. Yer couldn’t knock someone down thh that!
PETE. It’d come t’ a stop.

MIKE. Shootin’ up the yeller-niggers!

BARRY. Yeh, yer ain’ lived! ! &

LEN comes on desswrright.

PETE. Me mum’s got a dirty great wreath
MIKE. Yeh!
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' SCENE THREE 31

coLiIN. Give somethin’ for it ?

PETE. I ain’ a ’ippocrit.

COLIN. Oi — whass-yer-name!

LEN. Eh?

COLIN. It’s — Lenny, ain’ it?

LEN. Yeh. — O!’Ow’s it goin’, admiral ?
COLIN. 'Ow’s yerself?

LEN. Not so dodgy. Long time. 3
COLIN. Me and ’im was t’school t’gether.
MIKE. Yeh?

COLIN. What yer bin doin’?

BARRY. Reform school ?

MIKE. Don’t ’e show yer up!

coLIN. Take no notice. Creep! Workin’ ?
LEN. Worse luck.

COLIN. I couldn’t place yer for a minute. (Slight pause) Yeh
LEN. Yer ain’ changed much.

BARRY. What yer doin’ now ?

LEN. Waitin’.

MRE—T—H
GoEN—Tt-weas-in-the-park;~yerZonour!
MixE—Fhis-girl-come-uptime. ‘
coERN-An-drags-me-in-the-bushes.___
BARR¥—YerZomour, '

He laughs.

corThkrew-she-was-thirteen.
iRE-Butshetwistedmearm.
GGLWHHMWMWS

 BARR Y Yer—20R0ua

He-langhs.

eorrN—Twisted-yer-wint ?
mﬂmp&mem&yeﬂnck!

COLIN. Mamcd?
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LEN. Gettin’ ready.

BARRY. ’Oo with?.

LEN. Wc're waitin’® -

COLIN. Pull the other one!

MIKE. What for ? S
PETE. Till she drops ’er nipper.

COLIN. Else it looks bad goin’ up the aisle.

MIKE. She can ’ide it be’ind ’er flowers.
BARRY. Is that what they carry ’em for ?
COLIN. We live an’ learn. ’

MIKE. Takes all sorts.

\
MARY comes on up right.

LEN. Thass us.
COLIN. That?

LEN goes o MARY.

PETE. One man’s meat.

MIKE. More like scrag-end.

BARRY. Bit past it, ain’ she ?

PETE. She’s still got the regulation ’oles.

' MIKE. Experience ’elps. Yer get a surprise sometimes.

LEN (f0 MARY). Less give yer a and.
MARY. Whew! Ta.

She gives him the shopping bags.

LEN. Okay?

MARY. I was juss goin’ ter drop ’em.
MIKE. ’Ear that.

BARRY. Goin’ a drop ’em!

COLIN. In the park?

MIKE. At ’alf-past twelve ?

PETE (laughing). The dirty o’ scrubber.

3
LEN and MARY start to cross keft.
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SCENE THREE 33

BARRY (o0 COLIN). That what they taught yer at school ?

COLIN whistles.

LEN (amused). Put a sock in it. y

BARRY. What yer got at the top a your legs? What time ’s
breakfast ? ~

MARY. That your mates ?

LEN. They’re juss ’avin’ a laugh.

MARY. You all right with them bags ?

LEN. Yeh. i 'y

COLIN. Roger the lodger ’ad a bad cough.

MIKE. ’E sneezed so ’ard.

COLIN. ’Is door knob fell off.

BARRY. ’Is landlady said we’ll soon ’ave yer well.

COLIN. So she pulled off ’er drawers.

MIKE. An’ polished ’is bell!

MARY. Lot a roughs.

LEN and MARY go out Jeft,

AOEFN~What ?

RETE~Never-know-what-yer-missin’,

MIKE—Trae.
rEEE-Tknewablokeonmcereckomed-e-knocked-off-is-granaie.
GoErNYch? '
PETE. AlhamiistaRe.

COERN-10ws-that?
PETE—There-was-a-power-eut-at-the-time-an? —
BARR¥—FE-thought-it-was-2is-sister,
RETE-Ain’ yer clever!

MiKE—Frust-theuntons!
corN—Makes-yer-think;theugh.
BARRY-blowsaraspbersy.

PETE (smoking his pipé). Never know ’alf what goes on.

C
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MIKE. That age she must be ’angin’ out for it.
PETE. Stuffin’ it all in before it’s too late.
COLIN. Yeh.

There is a slight pau.se.

PETE. Qoorrr! I’ll ’ave t fix up a little bird t’night. "Ere, wass
the time ?
COLIN. Time we're back t” work.

They groan. !

[

Exit PM.¢. 8.
MIKE (fo PETE). Time yer’re round the church they’ll *ave - PSR

’im down the ’ole or up the chimney or wherever ’¢’s goin’.
PETE. I reckon they wanna put ’im down the ’ole an’ pull

the chain. e :

" SCENE FOUR

* The living room. Dark. - t :
The door opens. MARY comes in. She puts on the light. HARRY 'En h—Y‘ M, Wsre
is sitting in the armchair. He is partly asleep. MARY puts sauce,
salt and pepper on the table and goes out. HARRY gets up. He goes
to the door and puts the light out. He goes back to the armchair.
Pause. ¥ ¥
The door opens. MARY comes in. She puts on the light. She
takes knife, fork, spoon and table napkin to the table. She lays the
napkin as a small table cloth. The door opens. PAM comes in. L S Ehtf'\" 1,
. She wears a slip and arries a hair brush and cosmetics. She
 switches on the TV seXz TiAry goes out. Without waiting to
adjust the set PAM goes to the couch and sits. She makes up her
face. The door opens. MARY comes in with a plate of food.

MARY (calls). It’s on the table.
She walks towards the table. To PAM. - -

% Light tue B 5t dast fad bo bleck
k¥ Light et B 6: svtvhead Lcﬁkt-
tel)d Yko.m
(st Havey - aH
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SCENE FOUR 35
I told you not to walk round like that,

MARY_puts the food gn_the table and goes out. PAM goes to the
TV set.and adjusts_it. She goes back .to_the.couch.and sits._She
makes up her face. MARY comes in.

(At the door). It’s on the table! That’s the second time!
She goes to the TV set.
I don’t know ’ow they ’ave the nerve to put it on.

She_switches ta_another_channel..She_steps_back _to_look at_the
picture, She steps forward.to.adjust st. She.steps back.

Hm.

She steps forward and adjusts it again.

If yer put it in the oven it goes ’ard as nails.

She_steps back and_looks_at_the set. She goes.to t]ze_cpucb,_,szfs
and _watches TV. Pause.

PAM. More like one a them daft mirrors at a circus.
MARY. The man’ll ’ave to come an’ fix it.

She goes. to the_set_and adjusts ir.

You don’t know *ow to switch it on. It goes all right when I
do it

N
.LEN comtes in. °

LEN. Smells great.

MARY. You've let it ruin.

LEN. Nah.

MARY. Cold as Christmas.
LEN. Do me.

He sits ar the table_and ea

L’
MARY (g_es.&the.&eJud.n_ady’ym_it) I don’t know. ~ Did
" yer put the light out in the scullery ?
LEN. Yeh.
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MARY. We need a new one. That’s what’s wrong with it.

&WW&T&&#—M She watches silently. Pause.
cot: v twhbie
Looks lik bem black an’ whi . 1

1 3 H 1292 2

Sounds likeit, . r
s LEN eats. MARY watches. PAM makes up. HARRY s still,
W\J’ » The TV is fairly loud. A very long pause.
W Slowly a baby starts to cry. It goes on crying without a break
FM, , until the end of the scene. Nothing happens until it has crzed a

long while. Then MARY speaks

Can yer see?
LEN. Yeh.
MARY. Move yer seat.
LEN. I can see.

Pause.

Yer a fair o’ cook.
; " MARY. It’s ruined. Yer get no encouragement t’ try. .

Pause. The baby screams with rage. After a while MARY lifts
her head in the direction of the screams.

Pam-laa!

Slight pause. PAM stands and puts her cosmetics in a little bag.
She goes to the TV set. She turns up the volume. She goes back
to the couch and sits. o

There’s plenty of left-overs.
~ LEN. Full up.
MARY. An’ there’s rhubarb and custard
LEN: O.

Pause. The baby chokes.

v

+ Smnd. wc;. Wu‘i/vﬁ baby

# % SAand tue ra's.u. Ordume.
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PAM. Too lazy t’ get up an’ fetch it.
mARY. Don’t start. Let’s *ave a bit a peace for one night.

Pause.

PAM. ’Is last servant died a over-work,
LEN. I ain’ finished this, nosey.

MARY. Why don’t yer shut that kid up.
raM. I can’t.

. MARY. Yer don’t try.

PAM. Juss cries louder when I go near it.

MARY (warching TV). I ain’ goin’ up for yer. (Stll watching
TV.) High time it ’ad a father. (To LEN). There’s plenty
a tea in the pot.

LEN (watching TV). Yeh.

MARY (watching TV). That’s what it needs. No wonder it
cries. (Pause. To LEN.) Busy?

LEN. Murder.

MARY (watching TV). Weather don’t ’elp. -

LEN (still watching TV). Eh? (The baby whimpers pitifully.
Pause. Stll watching TV.) Hal

5

DPause. PAM picks up her things and goes out:

MARY. About time.

LEN. Wan’a cup?

MARY. No. There’s milk in that custard. It’ll only get thrown
out. : h

LEN (stands). I’ll bust.

He goes out.('

MARY (calls). On the top shclf
LEN (off). What?
MARY. It’s on the top shelf! .
I;ause. LEN comes in, He carries a plate to lhg'g‘ab]e.'?
Did yer get it? - '

e A i At 4 e

l
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LEN. Yeh.
He sits. 8

MARY. Shut that door, Len. Me ’ead’s playin’ me up again. T é ¢ Xt UL Ent.
LEN. Take some a yer anadins. ,
MARY. D’ve ’ad too many t’day. Thass what makes it worse.

LEN goes back to the door and shuts it. He goes to the table and
eats. '

Did yer put the oven out? e
LEN. An’ the light. -
MARY. I ain’ made a money, y’know.

Suddenly the baby cries much louder.
Put some sugar on it, . L .
LEN sprinkles the sugar from a teaspoon.

People’ll send the police round ’ere next.
LEN. Itll cry itself t’sleep. ‘

PAM comes in. She wears a dress. 4 _ o ) ? Ehh.v- P, Wwse .

MARY. It’s still cryin’.
.PAM. I thought the cat was stuck up the chimney.

She sits on the couch and pulls up her stockings.

’Ad a good look ? - I’'m tired a ’im watchin’ me all the time.
MARY. I told yer t’ get dressed in the scullery like anybody
else. o
PAM. I can dress where I like in me own *ome,

LEN (to himself). O no.
PAM. You say somethin’ ?

LEN (calmly). Yeh - shut up. " o o
pPAM. I suppose that’s your idea a good manners. =~ . + - .. P S M‘ ,
Pause. - R ‘ lh\}ckhl.ht .

¥ smnd: LL:m‘mﬁ door. h
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SCENE FOUR 39

When yer leavin’ us ? I’'m sick an’ tired a arstin’.
MARY. I don’t wanna ’ear all this again t’night.
PAM. ’E gets on me nerves. ‘ ’ -
LEN. I ain’ leavin’ that kid. ' o
PAM. Why?

~ LEN. With you?

raM. It ain’ your kid, /}
LEN. No?
"PAM. Yer’ll "ave t* take my word for it.
LEN. Yer don’t even know when you’re lyin’. 12

Pause. The baby cries.

PAM. I don’t understan’ yer. Yer ain’ got no self respect.
LEN. You ’ave like.
PAM. No one with any self respect wouldn’t wanna stay.

LEN pours tea for himself.

Yer’ll ’ave t’go sometime. Yer can’t juss ’ang on till yer
rot. 13 ) '

MARY. Pack it up! No wonder that kid cries!

raM. Why don’t you tell ’im t’ go ? It’s your job. ’E’s gettin’
on me nerves every night. If it goes on much longer I’ll
be ill.

MARY. That’ll teach yer t'bring fellas back.

J}paM (ro HARRY). Why don’t you tell im? It’s your ’ouse.

There’s bin nothin’ but rows an’ arguments ever since ’e
got ’ere. I’ve ’ad all I can stand! (Slight pause.) Dad! SHouT
HARRY. I ain’ gettin’ involved. Bound t’be wrong.
PAM (to LEN). I don’t understan’ yer. Yer can’t enjoy stayin’
’ere. ’

" LEN drinks his tea.

It’s bad enough bein’ stuck with a kid without ’avin’ you
’anging roun’ me neck. The ’ole street’s laughin’ be’ind -
yer back. ‘ c

127

" P SL‘,’S-V

H2 P standg.
Reaets to L

3 P bable,
Cnbromks L
ner kakole.

N pirsL b H

5 Py opdse.

i

1

N

—



bt
SiX

40 SAVED

LEN. I ain’ leavin’ that kid.
raM. Takeit. b

LEN. With me?

PAM. 'Ow else?

MARY. ’Ow can ’e?

PAM. Thass ’is worry. 1)
MARY. ’E can’t look after a kid.
PAM. Put it on the council.

MARY (shrugs). They wouldn’t *ave it if they’ve got any sense, -

The baby cries.

PAM. Well? '¥

LEN. Kids need proper *omes.

PAM. Yer see! ‘&

LEN (looks in the teapot). Out @’ water,

He goes out. D>

MARY. Wouldn’t yer miss it?
PAM. That racket ?

The baby whimpers. There is a ring. PAM goes out. MARY

quickly tidies the couch. LEN comes back with the teapot,

MARY. Did the door go?
LEN (nods). Juss then. -
FRED (off). All right, all right. I said I'm sorry, ain’ I?

- PAM is heard indistinctly.

Well let’s say allo first!

FRED comes in. L

’Evenin’. ’Evenin’, ma,
MARY, We're just watchin’ telly.
FRED. Anythin’ interestin’ ?
MARY. Come in.

" FRED. ’Lo, Len, ’Ow’s life ?

LEN. Usual. ’Ow’s the job?

* sa\w{ AL ! :doc roell
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| SCENE FOUR . 41
. FRED. Don’t talk about it, ' o 2% o
WALY  eantcomesin 25 Enter P oLsL
§ S paM. I still don’t see *ow that makes yer all this late,

FRED. Give it a rest, Pam.
PAM. The same last time.
MARY. Take yer coat off,
pAM. Yer oughta let me know if yer’re goin’a be late.
FRED. 'Ow could I? Sorry love. We'll juss ’ave t’ make it
later in future.
i PAM (to MARY). Can I put the kid in your room? :
M MARY. No wonder it can’t sleep. Pushed around like some
ol’ door mat.
PAM. Can I or can’t I? I ain’ sittin’ there with that row goin’
on, '
MARY. Do what yer like.
FRED (to PAM). Get plenty a fags?
 MaRY. Yer will anyway, '
PAM (z0 FRED). Ready ?
FRED. See yer, Lenny boy.
_ LEN. Yeh.
PAM. It’s all the same if I was meetin’ yer outside in the
street. I’d be left standin’ in the cold.

2t e s{-a.;.ds

5 FRED (following PAM to the door). Got any fags ? I left mine o
; be’ind. 29 , 1 &>
‘ PAM_and ERED_go out. LEN stacks the things on the table and _ ‘ Exl t Py+F WS

takes some_of them.out. The.baby’s_crying suddenly. gets.Jouder.

: LEN comes in_again. He piclz;gpj?__._vauce and, the table napkin

M& " aud_goes_out, MARX. zurns off the PV set and goes out. HARRY 3
. goes.to.the table.and pours himself rea. JLEN comes back.. - o :

Swatn. LEN. O. ' ' ‘ S

HARRY. Finished. , o
LEN, Ta. R ‘ a ?

Pause. ‘ i

| a\"L\S\f tor B TV L‘xskk ups
Srnd Guts O S M.
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Wish 'God I could take that kid out a this.
HARRY (drinks). Better.
LEN. No life growin’ up ’cre.
HARRY (wipes his mouth on the back of his hand). Ah.
LEN. Wish t’ God I ’ad some place.
HARRY. Yer wan’a keep yer door shut. .
LEN. What?
HARRY. T’night.
LEN. Me door ?

- HARRY. Yer always keep yer door open when ’e’s sleepin’

with ’er.

LEN. I listen out for the kid. They ain’ bothered

MARY (off). Night, Len.

LEN (calls). Night. (To HARRY.) More ?

HARRY. No.

LEN. Plenty in the pot.

HARRY (wipes his mouth on the back of his hand) Yer’ll catch
cold with it open. o

LEN (holding the teapot). Night, then. e ' , ;

He goes to the door.
HARRY (sitting in the armchair). Put that light out.

LEN puts the light out and goes)?- The crying sobs away to silen 8 X% %
wik

SCENE FIVE

Lk

ont LEN’s bedroom. It is shaped lLike the living-room. Furniture: a
ne single bed up right, a wooden chair close to it. PAM is in bed.
LEN stands centre, away from her.

LEN. Did yer take yer medicine ?

# Light cue #F! Rlacleout overheadl Lamp.
¥k Light tmt #4: Fode owt 3u\gmk.
&R Light Cut B10: Fede up ourea two
Kowomd Saand Gub: Fodt ok Gryveg
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Pause.

Feelin® better ?

PAM. I’'m movin’ down t” me own room t’ morra. Yer'll *ave
t’ move back up ’ere.

LEN. Quieter up ’ere.

PAM. Like a blinkin’ grave,

LEN. Why don’t yer ’ave the telly up ?

rAM. No.

LEN. Easy fix a plug.

PAM. Did yer see Fred?

LEN. Yer never took yer medicine. (He pours her medicine and
gives it to her.) ’Ere. (PAM takes it.) Say ta. (She drinks it
and gives a small genuine ‘Ugh!’) Read yer magazmes ?

"PAM. Did Fred say anythin’ ?

MARY (off). Pam-laa! She gettin’ up, Len?
PAM (to herself). O God.

MARY (off). The doctor says there’s nothin’ t’ stop yer gettin’
up. Yer’re as well as I am.

EEN-closes-the-door-but-the-woice-is-still-hearde

.Pam-laa! The dinner’s on the table.
LEN. Yer better off up ’ere out a ’er way.
PAM. The cow.

LEN straightens the bed,

Leave that.
LEN. You’re comin’ undone.’
PAM. Leave it,
LEN. It’s all -
PAM. I said leave it!
LEN (continuing). Someone’s got a give yer a ’and.
PAM. I won’t *ave yer pullin’ me about.
LEN (walking away). Why don’t yer sit m a chair for ’alf ’our ?
PAM. Mind yer own business.
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- LEN. Yer ain’t doin’ yerself no good lyin’ there.

MARY (off). She gettin’ up ?
LEN. I’'m only tryin’ a ’elp.
PAM. Don’t want yer ’elp.

LEN. Yer got bugger all idea ’ow to look after yerself,

PAM. Go away.
LEN. Some one —
PAM. For Chrissake!

LEN. Someone’s got a stick up for yer. (Slight pause.) Yer = -
treated me like dirt. But I ain’t goin’ a carry on like that.

MARY (off). Pamm-laa!l 3

PAM (calls). Shut up! I’'m sick a’ the lot of yer! (Slight pause.)

Shut up!
LEN goes out. ™

* paM. Thank Chriss for that.
MARY (off). She up yet?

LEN answers indistinctly. Pause. PAM pulls out the blankets that

LEN tucked in. LEN comes back with the baby.

LEN (t0 baby). *Ello then! ’Ello then!

raM. O no.

LEN. Look-ee that. 'Qo that mummy-there?
PAM. She’s got the grub out on the table.
LEN. It’ll keep.

PAM. She ain’ better row me out for it. .

LEN. Take it.

PAM. Put it back.

LEN. Yer ought a take it.

PAM. Don’t keep tellin’ me what I ought a do.
LEN. Yer ain’ even looked at it for weeks.
rAM. Ain’ going to. o
LEN. Yer'd feel better. o

Pause.
’Ello then.
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SCENE FIVE 45

rAM. Did yer give ’im what I wrote ?

LEN. ’E’s busy, ’e reckons. It’s ’is busy time.
raMm. Hal -
LEN. ’Avin’ yourn on a tray ?

raM. If yer like.

LEN. It knows yer voice,

PAM. Put it away before it starts.

LEN. Good for its lungs.

rAM. Yer d’narf annoy me, Len.

LEN. I know.

PAM. Yer're always pesterin’ me.

LEN. Someone’s got a look after yer.

PAM. There yer are! Thass another annoyin’ thmg t’ say.
(She sits.) This dump gives me the *ump. Put that away.
LEN, Yer can’t let it lie on its back all day. Someone’s got a

pick it up.
PAM (sitting back). Why should I worry? It’s father don’t
give a damn. I could be dyin’ an’ ’e can’t find ten minutes.
LEN. I’m blowed if I'm goin’ a put meself out if yer can’t
co-operate. '

He tries to pur the baby in her arms,

PAM. I tol’ yer take it back! Get off a me! Yer bloody lunatic!
Bleedin’ cheek! (Calls.) Mum! 4
LEN. You ’ave it for a change!

He puts the haby on the bed..

PAM. Yer goin’ mad! It’s fallin’. Catch it!
LEN_purs_the baby.so_that.ir is.safe.

LEN. I ain’ your paid nurse!

PAM (calls). Mum! - I know why Fred ain’ come ~ yer bin
tearin’ up me letters.

LEN. ’E did!

PAM. Yer little liar! (Slza..tum_a.way_ftam_zlzabahy) I ain’

touchin’ it.
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LEN. It’ll stay there all night! T
PAM. Thass what yer call ’elpin’ me.

~ Pause. LEN picks up the baby.

See!
LEN. Can’t give it a cold juss because we’re rowin’.

He goes towards the door. He stops.

’E said ’e’d look in.

PAM (she turns round). When? (She turns back to the wall)
What did ’e say ?

LEN. I said yer wanted to see *im. ’E goes ’¢’s up to 'is eyes
in it. So I said I got a couple of tickets for Crystal Palace,
’E’s knockin® off early.

PAM. Saturday ?

" LEN. T’night.

PAM (turns). Yer got *im downstairs!

LEN. No.

PAM (calls). Mum - is Fred there ? Fred ? - ’E might be early

LEN. There’s a good ’alf *our yet. ,
PAM (excited). I *ope ’is lot wins. . o

" LEN. ’E might be late.

rAM. Not for football. Yer can say she’s upstairs if yer wan’
a go. Put it like that.
LEN (looks at child). ’E’s well away.
PAM. I ain’ cut me nails all the time I bin in bed.
MARY (off). Lennie!
LEN. Shall I get the scissors ?
PAM. She won’t shut up till yer go down. I got me own.
MARY (off). Leonard! I keep callin’ yer. (Qutside the door.)
. ’Ow many more times. (She comes in.‘) I bin callin’ the last
*alf ’our. Dinner won’t be fit t’eat. ' - !
LEN. Juss puttin’ the nipper back. Enter M,
MARY. That’s the last time I cook a ’ot meal in this ouse.
I mean it this time. (To PaM.) Yer can make yer own bed

SR,
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t’'morra, you. (To LEN.) I ain’ sweatin’ over a ’ot ‘stove.
No one offers t’buy me a new one. (7o paM.) I can’t afford

t> keep yer on yer national ’ealth no longer. I’m the one o0 -
ought to be in bed. &

MARY goes out,

PAM. I got all patches under me eyes.
LEN. No.

PAM. I feel awful.

LEN. Yer look nice.

PAM. I’ll ’ave t’ ’ave a wash.

LEN. Yeh, »

SCENE SIX

R ¥

The Park. A bare stage. ¥FRED holds a fishing-rod out ewer—the
seaNs, He wears jeans and an old dull leather jacket. LEN sits
beside him on a small tin box. On the ground there are a bait
box, odds. and ends box, float box, milk bottle, sugar bottle, flask
and net. oo

LEN. Round our place t’night?
FRED. No.

LEN. It’s Saturday.

FRED. O yeh.

LEN. She won’t like it.

FRED. No.

Pause.

Yer wan’ a get yerself a good rod.
LEN. Can’t afford it.

*". L\QLE et 1 Fedt out,
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48 SAVED
FRED. Suit yerself.

LEN. Lend us yourn.
FRED. Get knotted.

Slight pause. o
- #RED—Eh?

Pause.

LEN. She said yer was comin’ round for the telly.

FRED. News t’ me.

LEN. Don’t know whass on.

FRED. Don’t care.

LEN. Never looked. (Slight pause.) Never bothers me. Easy
find out from the paper if yer -

FRED. Don’t keep on about it.

LEN. Eh?

FRED. Don’t bloody well keep on about it.

LEN. Suits me, (Skght pause.) 1 was agreein’ with yer. I
thought like - o

FRED. Oi - Len, I come out for the fishin’. I don’t wanna
*ear all your ol’ crap.

Slight pause. LEN turns his head right and stares at the river.

’Onest, Len - yer d’narf go on.

it i e e« g ey 3 s e £ e s a g c mom e S ars i s m i o A 5 mbemie o s 4 oy e 1o e
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LEN. I only said I was agreein’ with yer. Blimey, if yer can’t...
He stops. Pause. ‘

FRED. Sod!

LEN. Whass up ?

FRED. Bait’s gone.

LEN. Gone ? They’ve ’ad it away.
FRED. Never.

LEN. Must ’ave. )
FRED. More like wriggled off.
LEN. I mounted it *ow yer said.
FRED (winds in). Come ’ere. Look.

He takes.a worm_ from.the.worm box.

Right, yer take yer worm. Yer roll it in yer ’and t’ knock it
out. Thass first. Then yer break a bit off. Cop old o’ that.

He gives part of the worm to LEN.

LEN. Ta.

FRED. Now yer thread yer ook through this bit. Push it up
" on yer gut. Leave it. — Give us that bit. Ta. Yer thread .

yer other bit on the ’ook, but yer leave a fair bit *angin’

off like that, why, t’wriggle in the water. Then yer push

yer top bit down off the gut and camer-flarge yer shank.
Got it? e .

LEN. Thass ’ow I done it

FRED. Yeh. Main thing, keep it neat.

" He casts. The h'né hums.

Lovely.
A long silence. = . ‘ o

The life.
Silence.

D

—
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Feed-2em-on-milk.
LaN.-Fact?
Stlence. !

I'll tell ’er yer ain’ comin’.

FRED. Len!

LEN. Well yer got a let ’er know.

FRED. 'Oo says ?

LEN. Yer can’t juss ~

FRED. Well ?

LEN. Shut up a minute.

FRED. Listen, mate, shut yer trap an’ give us a snout.

LEN. No.

FRED. Yer’re loaded.

LEN. Scroungin’ git! Smoke yer own. - She’ll be up ’alf the
night. That’ll be great. - I reckon yer got a bloody nerve
takin’ my fags, yer know I’m broke. — Yer believe in keepm
em waitin’ for it.

LS

Slight pause.

FRED. Yer used to knock ’er off, that right?
LEN. Once.

FRED. There yer are then.

LEN. What?

FRED. It’s all yourn.

LEN. She don’t wan’a know.
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SCENE SIX SI

FRED. 'Ow’s that ?

LEN. Since you ’ad ’er.

FRED. What d’yer expect ? No - they’re like that. Once they
go off, they go right off. '

LEN. Don’t even get a feel.

FRED. *Appens all the time. Give us a snout.

LEN. No.

FRED. Tight arse.

Slight pause. !

LEN. Skip?

FRED. Yeh?

LEN. What yer reckon on ’er?
FRED. For a lay?

LEN. Yeh.*

FRED. Fair. Depends on the bloke.”
BEN—Well?
FRED-No—pet-thet-eny-time,
Silence. ’

LEN. Gettin’ dark,

Silence,

FRED. Call it a day,

LEN. In a minute. )

FRED. Never know why yer stick that dump.
LEN. Seen worse. '

FRED. I ain’,

Slight pause.

LEN. 8kip?

FRED. Whass up now?

LEN. Why’s she go for you?
FRED. They all do mate,

LEN. No, why’s she —ill over it?
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52 SAVED

FRED. Come off it, she ’ad a drop a the ol’ flu.

LEN. Yeh, But why’s she like that?

FRED. It ain’ me money.

LEN. They all want the same thing, I reckon So you must
’ave more a it. S

FRED. Thass true! Oil !

LEN. What?

FRED. Still. : -

Payse. _

Thought I ’ad a touch. ' ' K R ;
Pause. L

Nah. .
They ease off. FRED looks up at the sky. -~ ... . : , ;

Jack it in. e

LEN. Anyway, thass what they reckon R - '

FRED. Eh?

LEN. They all want the same thing.

FRED. O. ’

LEN. I reckon yer’re *avin’ me on. SR T
FRED. Me? ‘ '
LEN. Like the fish that got away. ]

FRED. I ain’ with yer.. ' .

Hé shakes his head.

"LEN. That big! (He holds his hands eighteen inches apart.) o
FRED (laughs). More like that! (He holds Ins hands three feet 0
apart.) S
LEN. Ha! Thass why she’s sick.
FRED. Now give us a fag. . S
'LEN. No. ' o
FRED.(spits). "Ave ¢’ light one a me own.

o

T e s amem en s deae e fm MeS e e e = e — o S S et e ron s -

"L

140

,S&A»AS.



SCENE SIX _ 53

He takes one of his_own_cigarettes. from_a_packet_in his_breast

_pocket. He does not take the packet from the pocket.

LEN. Mind the moths.

Pﬂ%ﬂ~¥mver—ad—wems~up—yernese—m—yer—earran"dﬂn
yee-throat?

EEN—Not-latcly.

FREP—YerwillHmaminute:

LEN—Wel-giveus-rsnout-then.

FRED—Shinmey-pomrce!

LEN. I used a ’ear, know that? &

FRED. 'Ear what? ~E’s like a ﬂxppm riddle.

LEN. You an’

FRED. Me an’ ’oo?

LEN. On the bash,

FRED. Do what ? 3

LEN. Straight up.

FRED. Chriss, "/

LEN. Yeh.

FRED. Yer kiddin’, A

LEN. On my life. Kep me up ’alf the night. Yer must a bin
trying for the cup. -

- FRED (draws his cigarette). Why didn’t yer let on?

LEN. No, it’s all a giggle, ain’t it?
FRED (shrugs). Yeh ? Makes yer feel a right charhe

He drops his cigarette on.the floor and_treads. on.it.
Chriss. Thass one good reason for jackin’ ’er in.

" LEN. Don’t start blamin® me.

FRED. An’ you was listenin’ ?
LEN. Couldn’t ’elp it.
FRED. O.

Halays.lzu.zod.an.zhe.gmund.and.crauchma.pack.hmt}angs .
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" ERBD-I-didnlt-know-like.

2rEbI-thought-sho-was-goin-sparer :

FEN-Wanla-land ?

He packs in silence.

I reckon it was up t’ you t’ say. Yer got a tongue in yer

' *ead.
Silence. MIKE comes in. He has a haversack slung from one

shoulder and carries a rod. He wears a small ﬂashy hazt,

FRED. No luck?

MIKE. Wouldn’t feed a cat. o
LEN. Waste a time. Ty
MIKE. Same ’ere. Co
FRED. Got a breeze up.

MIKE. What yer doin’ ?

. FRED. Now ?

MIKE. Yeh, t’night.

FRED. Reckon anythin’?

MIKE. Bit a fun.

FRED. Suits me.

MIKE. You're on.

FRED. Up the other end ?

MIKE. *Ow’s the cash?

FRED. Broke. You?

MIKE. I'll touch up the ol’ lady.
FRED, Get a couple for me.

LEN. That’ll pay the fares.

MIKE. Pick yer up roun’ your place.
FRED. Not too early, ’Ave a bath first.
MIKE. Never know oo yer’ll be sleepm thh
FRED. After c1ght g
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MIKE. I feel juss right for it.

LEN. What ?

MIKE, Out on the ’unt. _
FREB-{mitates-a-bulesy~Fschewwwwww!
mrE—E-pickstenmrup-at-e-2undred-yards.

lP_AM comes.in..She.pushes.the pran. The hood is up. A long blue =

sausage baIIoon Sfloats from a corner of the hood,...

PAM. ’E]lo

FRED, Whass up??

rAM. Out for a walk.

MIKE (nods at pram). Bit late for that, ain’ 1t?
PAM (fo FRED). What yer got?

FRED. Nothin’,

PAM (tries to look). Less ave a look. Y
FRED. Nothin’ for you! '
pAaM. Keep yer shirt on.

MIKE. Yer nearly missed us.

PAM (to FRED). Don’t get so ’airy-ated. (
MIKE. We was juss off.

FRED. What yer cartin’ that about for ?
paM. Felt like a walk.

FRED. Bit late.

PAM. Why?

FRED. That ought a be in bed.

PAM. Fresh air won'’t kill it.

FRED. Should a done it earlier.

PAM. Never ’ad time. Why didn’t you ?
FRED. You know best. '
PAM. When yer comin’ round ?

FRED. I’ll look in.

PAM. When?

FRED. I don’t know.

pAaM. When about ?

t
]
!
i
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FRED. Later on. .
paM. Shall I get somethin’ to eat?
FRED. No.

PAM. No bother. _

FRED. The ol’ lady’ll *ave it all set up.
PAM. I got two nice chops.

FRED. Shame.

b

2—Ce
D; lida?

PAM. What time then? R
FRED. Il be there. ? o YFa kb e
PAM. Sure? R : C : ‘
FRED, Yeh.
pPAM. Say so if yer ain’,
FRED. I'll be there.
paM. That means yer won’t.
FRED. Up t’you.
pAM. Why don’t yer say so?
FRED (picks up his gear. To M1KE). Thass the lot.
PAM. It ain’ no fun waitin’ in all night for nothin'
MIKE. Ready? : : .
FRED (takes a look round). Yeh. S o
PAM. Why can’t yer tell the truth for once? Voo o . ? PX h 3
FRED. Fair enough. I ain’ comin’. 9 e :
LEN. Pam ~ - : , - ,9F Sé‘khi\,'ﬁxu P,
pAM. Yer ad no intention a comin’. - A R s ; .
LEN. Yer left the brake off again. o S . -
MIKE (to FRED). Okay? 19 - o T a '
PAM (o LEN). Put it on, clever. e Cenr o M S‘HA&S
FRED (f0 MIKE), Yeh,
PAM (ro FRED). I knew all along.

FRED. Come on, Pam. Go "ome, S - N F&VV\&Y‘M\L‘ P.

N .
. -

PAM. Fred.
FRED. I know.
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SCENE SIX 57

paM. I didn’t_ mean t* go off. I was goin’ a be nice, I still
ain’ better.!

FRED. Go ’ome an’ get in the warm. It’s late.

LEN (putting on the brake). Yer wan’ a be more careful,

PAM (to FRED). It’s my fault. I never stop t’think, -

FRED. Yer wan’ a stop thinkin’ about yerself, I know that.

PAM. It’s them pills they give me,

MIKE (t0 FRED). You comin’ or ain’ yer.

FRED. Yeh) &

rAM. No. ) B

FRED. I’ll come round one night next week.

PAM. No.

FRED. Monday night. Ow’s that?

PAM. Yer’ll change yer mind.

FRED, Straight from work.

pPAM. Yer said that before.

FRED. It’s the best I can offer.

PAM. I can’t go back there now.

FRED. Yer’ll be okay.

PAM. If I sit on me own in that room another night I'll go
round the bend.

FRED. Yer got the kid. m

PAM. Juss t’night. I couldn’t stand it on me own no more.
I ’ad a come out. I don’t know what I’m doin’. That kid
ought a be in bed. Less take it ’ome, Fred. It’s ’ad new-
moanier once.

FRED. You take it >ome,

PAM. Juss this last time ? I won’t arst no more. I’ll get mum
t’ stay in with me. :

FRED. It’s no use. 17

PAM. Yer ain’ seen it in a long time, *ave yer ?

She-turns-the-pravevound,

It’s puttin’ on weight,
FRED..Eh?

il
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e

_ PAM. It don’t cry like it used to. Not all the time, -
€ MIKE. Past carin’. , '
PAM. Doo-dee-doo-dee. Say da-daa. . -
FRED. Yeh, lovely.

He looks away.

LEN (looking at the baby). Blind. C
PAM (ro LEN). Like a top. : . L S
FRED. What yer give it?
PAM. Asprins.
FRED. That all right ?
PAM. Won’t wake up till t’morra. It won’t disturb yer What

time’ll I see yer?

FRED. I’ll look in. I ain’ sayin’ definite. ' B ‘ "F % ‘b bb% ¢s.
P PAM. I don’t mind. Long as I know yer’re comin’. o ’

FRED. All right. 2" -

PAM. Pity t’ waste the chops. I think I’ll do ’em in case - *Px h F

‘ FRED, Yeh, right. It’s all accordin’.
f PAM. I'll wait up.
' FRED. It’ll be late, see.

PAM. Thass all right.

FRED. Pam. ?

YE turns bo P

uh&\, ’ PAM. I'll treat meself £ box a choclits. ' !
. . FRED. There’s plenty a blokes knockin’ about. Why don’t
f\)iV\ ¢ yer pick on someone else,

' PAM. No.

MIKE. Yer can ’ave me, darlin’. But yer’ll ’ave t’ learn a bit
more respect. '
PAM. ’Ow can I get out with that angin’ round me neck?
*Q0’s goin’ a look at me? B
FRED. Yer of’ girl'll take it off yer ’ands..” -~ . .- - S

MIKE. Drop ’er a few bob. o " BT iy :
FRED. Yerdon’ttey, ¥ 77 v oo SRR o | i‘b P Bb’ P\"aw\
PaM. I can’t! O e e . .
FRED, Yer’'ll *ave to. - ' A S, a : \-OP

| Ly M

F
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raM. I can’t! I ain’ goin’ to! ‘ .

FRED. I ain’ goin’ a see yer no morc} 1 5T PEAK

raM. No. ‘

FRED. We got a sort this out some time.

PAM. Yer promised!

FRED. It’s a waste a time!

PAM. They ’eard!

FRED. No. _

MIKE. Come on, mate.

FRED. It’s finished. *

MIKE. Thank Chriss. Less shift! P

PAM. Juss Unight. I don’t care if yer bin with yer girls. Come
’ome after. Juss once. I won’t bother yer. I'll let yer sleep.
Please.

FRED. Chriss. ! o

PAM. O what d’you care ? I was flat on me back three bgody
weeks! *Oo lifted a finger ? I could a bin dyin’! No one!

M‘“k‘“’ g—‘k@—?mﬂ'ﬂ.
MIKE. Good riddance! .
PAM (stops). You’re that kid’s father! Yeh! Yer ain’t wngglm’
out a that!
FRED. Prove it. ?
PAM. I know!
FRED. You know ?
MIKE. Chriss.
FRED. Alf the bloody manor’s bin through you.
PAM. Rotten liar! '
FRED. Yeh?
To MIKE. Ain’ you ’ad ’er? .
MIKE. Not yet. A '
FRED. Yer'll be next. . .

Pomts to LEN.

What about ’im ?
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60 SAVED

To LEN. Eh?
To MIKE. Your’s must be the only stiff outside the church-
yard she ain’ knocked off.

pPaM. I ’ate you!

FRED. Now we're gettin’ somewhere.

PAM. Pig!

FRED. Thass better. Now piss off!

raMm. I will.

MIKE. Ta-ta!

PAM. An’ yer can take yer bloody bastard round yer tart’s!
Tell ’er it’s a present from me! » .

PAM goes out. She leaves the pram.

MIKE. Lovely start t’ the evenin’s entertainment.
FRED {(calls). I ain’ takin’ it! It’ll bloody stay ’erel
MIKE. What yer wan’a let ’er get away with -
FRED. Don’t you start! I ’ad enough with ’er!
LEN. I’d better go after ’er.

FRED. Send ’er back.

LEN. See ’ow she is.

: .
LEN goes out after PAM.

FRED (calls). Don’t leave ’er kid. Take it with yer.

MIKE whistles after her, FRED throws his gear down.
Lumbered!

MIKE. ’E’ll send ’er back.

FRED. ’E ain’ got the gumption. We'll drop it in on the way
back. '

MIKE. Leave it ’ere. Won’t be worth goin’ time we're ready

FRED. Give it five minutes. »

MIKE. Yer won’t see ’er again.

FRED. That won’t be the worst thing in me lee ,

MIKE. Can’t yer arst your Liz t’ look after it?

FRED. She’d tear me eyes out. ‘

Pause. They sit.
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SCENE SIX

MIKE. They opened that new church on the corner.

FRED. What?

MIKE. They got a club.

FRED. O yeh,

MIKE. We'll ave a quick little case round.
FRED. T’night?

MIKE. Yeh.

FRED. Get stuffed.

MIKE, Straight up.

FRED. Pull the other one.

MIKE. Best place out for’n easy pick up.
FRED. Since when?

61

MIKE. I done it before. There’s little pieces all over the shop,

nothin’ a do.
FRED. Fact?

MIKE. The ol’ bleeder shuts ’is eyes for prayers an’ they’re
touchin’ ’em up all over the place. Then the law raided

this one an’ they ’ad it shut down.
FRED. Do leave off.

.. U
RETE_and_COLIN.come in. sughl.

PETE. ’Ow’s it then ?

MIKE. Buggered up.

COLIN. Like your arse.

MIKE. Like your flippin’ ear in a minute.
COLIN. Wass on t’night ?

MIKE, Laugh,

. 2
BARRY.comes.in after. PETE and COLIN.

BARRY. Fishin’?

FRED. ’Angin’ the Chrissmas decorations.
mn—v—@o‘rbm-chuckiﬁ"b'fgﬂog-eads?
MEEE~Where ? :
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PETE. *E’s juss waitin’ for us t’shift an’ ’¢’ll be on it.

FRED (holds it out). On the ’ouse. o

MIKE. ’As ’e got a little tin ? ' :

COLIN. Like’n ol’ tramp ? 2

BARRY. O yeh - ’00’s mindin’ the baby ? . ;7 & h Pr‘“’"‘
COLIN (seeing pram). Wass that for ? S ‘
MIKE. Pushin’ the spuds in. '

FRED (flicks the dog end to BARRY). Catch!

COLIN. *Oo left it ’ere?

BARRY. ’E’s takin’ it for a walk,

PETE. Nice.

FRED. Piss off.

BARRY. We don’t wan’ the little nipper t’ear thatl 0i, come

9

g ere. H - VB purs inb pram
. ¢ St . .
‘ COLIN and PETE go to the pram. ¥ -

: » 0o0’s ’e look like ? ’ o : _ u
X They-laugh. L : t . 3

' MIKE. Don’t stick your ugly mug in its facc! _ «e.
PETE. Ill crap itself t* death.

BARRY. Dad’ll change its nappies.

COLIN (amused). Bloody nutter!

f FRED. You wake it up an’ yer can put it t sleep

COLIN and PETE laugh. ' !

BARRY. Put it t’sleep ? ¢ . ‘ ‘A.‘ med ot T
coLIN. *E’ll put it t’sleep for good. '

PETE. With a brick.

MIKE. ’E don’t care if it’s awake all night,

BARRY. *Oo don’t? I’m like a bloody uncle t* the kids round
w\’\' our way. (He pushes the pram.) Doo-dee-doo-dec—doo—dee B P ‘“ ku ' TAm
. - MIKE (fo FRED). Jackitineh? S : &r\ treled MMA
'HIIH‘LLH FRED. Give ’er another minute. ' : e
. ; " MIKE, We should a made Len stay with it. T e . P M
, : =
| oon ep
' ' F\ .
' FMo
S U O U U . \
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SCENE SIX 63

FRED. Slipped up. ’E dodged off bloody sharpish.
MIKE. Sly bleeder.

FRED. I don’t know - bloody women!

MIKE. Know a better way ?

FRED_and. MIKE.are_sitting. dowrrteft. PEFE—ond-coriN-ure
right. BARRY pushes the pram.

' . .
BARRY. Wl oline.
Rock a bye baby on a tree top & ‘)Lﬁl X

When the wind blows the cradle will rock  Ofders Snn ¢

When the bough breaks the cradle will fall

And down will come baby and cradle and tree
an’ bash its little brains out an’ dad’ll scoop
’em up and use ’em for bait.

Diveetd ak F.
P\Mf\;\ﬁ Si~g,
P\d’tu eivele

They laugh. N

FRED. Save money. - oromndl Fyom,

BARRY takes.the.balloon. He. poses with 1. ot . g(.op i 'h) mc‘t—

COLIN. Thought they was pink now. e

BARRY (pokes at COLIN’s head). Come t’ the pxctures tmght Wie.

darlin’ ? (He bends it.) It’s got a bend in it. '

MIKE. Don’t take after its dad. | ¢8 ¢

BARRY (blows it up). Ow’s that then ?

COLIN. Go easy. | Mr

BARRY (blows again). Thass more like it. (Blows again.) ]

COLIN. Do leave off. i

MIKE. That reminds me I said I’d meet the gir]l t'night. {

BARRY blows. The balloon bursts. ‘ o o B }\'l‘t.\ )oo.llm\
4 T

COLIN. Got me! . v XY P\“Ku.\‘

He.falls_dead._sA.RRx_pushes_zke.,ﬁmm.gzzgr_lz,izg,”' T .

Get off! I'll ’ave a new suit out a you. ‘

BARRY (pushing the pram round). Off the same barrer ? ' .

PETE. Ain’ seen you ’ere before, darlin’. & 3 ebin on b

BARRY. "Op it! in et °l}

PRI

R LT T e fballs AR
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64 . SAVED

PETE. ’Ow about poppin’ in the bushes ?
COLIN. Two’s up.

BARRY. What about the nipper ?

PETE. Too young for me.

He ‘touches’ BARRY,

BARRY. ’Ere! Dirty bastard!

He projects the pram viciously after COLIN. It hits PETE. %
PETE. Bastard! '

PETE and BARRY look at each other. PETE gets ready to push
the pram back — but plays at keeping BARRY guessing. MIKE
and FRED are heard talking in their corner.

MIKE. If there’s nothin’ in the church know what ?
FRED. No.

MIKE. Do the all-night laundries.

FRED. Yer got a ’and it to yer for tryin’,

MIKE. Yer get all them little ’ousewives there.
FRED. Bit past it though.

MIKE. Yeh, but all right. |

PETE pushes the pram violently at BARRY. He catches it straight
on the flat of his boot and sends it back with the utmost feraczty
PETE sidesteps. COLIN stops it. 2

PETE. Stupid git!

COLIN. Wass up with ’im?

BARRY. Keep yer dirty ’ands off me!

PETE. "E’ll "ave the little perisher out!

BARRY. O yeh? An’ 00 reckoned they run a kid down ?
PETE. Thass different.

BARRY. Yeh — no one t’ see yer. 2

PETE pulls the pram from COLIN, spins it round and pushes it

violently at BARRY. BARRY sidesteps and catche: it by the handle -

. as it goes past. ¥ .
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SCENE SIX

BARRY. Oi - oi!

He looks in the pram..

COLIN., Wass up?
GOLIN.and PETE come_over. !

It can’t open its eyes.
BARRY. Yer woke it.
PETE. Looks at its fists.
COLIN. Yeh.
PETE. It’s tryin’ a clout ’im.
COLIN. Don’t blame it.
PETE. Goin’ a be a boxer.
BARRY. Is it a girl?
PETE. Yer wouldn’t know the difference.
BARRY. ’Ow d’yer get ’em t’sleep ?
PETE. Pull their ’air. '
COLIN. Eh?

. PETE. Like that.

He pulls jts. hair.
COLIN. That ’urt.
They laugh.

MIKE. Wass ’e doin’ ?

COLIN. Pullin’ its ’air.

FRED. ’E’ll ’ave its ol’ woman after ’im.
MIKE. Poor sod.

BARRY. ’E’s showin’ off.

COLIN. ’E wants the coroner’s medal.

MIKE (comes to the pram). Less see yer do it.%

PETE pulls its hair.

O yeh. 3
BARRY. It don’t say nothin’.
COLIN, Little bleeder’s *alf dead a fright.

E
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66 SAVED

MIKE. Still awake.

PETE. Ain’ co-operatin’.
BARRY. Try a pinch. 3
MIKE. That ought a work.
BARRY. Like this.

He pinches the baby.

CcOLIN. Look at that mouth.
BARRY. Flippin’ yawn.

PETE. Least it’s tryin’.

MIKE. Pull its drawers off.
COLIN. Yehl!

MIKE. Less case its ol’ crutch.
PETE. Hal

BARRY. Yeh!

He throws the nappy in the air.

Yippee!
coLIN. Look at that!

They laugh.

MIKE. Look at its little legs goin’,
COLIN, Ain’ they ugly!

BARRY. Ughl!

MIKE. Can’t keep ’em still}
PETE. ’Avin’ a fit,

BARRY. It’s dirty.

They groan.

COLIN. *Old its nose.
MIKE. Thass for ’iccups.
BARRY. Gob its crutch.
He spits.

MIKE. Yeh!
COLIN. Hal
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SCENE SIX
He spits.

MIKE. Got it!

PETE. Giveita punch.‘f
MIKE. Yeh less!

COLIN. There’s no one about!

BETE punches it
Ugh! Mind yer don’t *urt it.
MIKE. Yer can’t.
BARRY. Not at that age.
MIKE. Course yer can’t, no feelin’s.
PETE. Like animals.
MIKE. ’It it again.
COLIN. I can’t see!
BARRY. ’Arder. &
PETE. Yeh.
BARRY. Like that!

He hitsit. 7
COLIN. An’ that!

He also hits it 7

MIKE. What a giggle!

PETE. Cloutin’s good for ’em. I read it.
BARRY (fo FRED). Why don’t you clout it? ,
FRED. It ain’ mine,

PETE. Sherker. Yer got a do yer duty.
FRED. Ain’ my worry. Serves ’er right.
BARRY. ’Ere, can I piss on it?

coLIN. Gungy bastard!

MIKE. Got any matches?

They laugh.

67

PETE. Couldn’t yer break them little fingers easy though ?

COLIN. Snap!
PETE. Know what they used a do?
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MIKE. Yeh.

PETE. Smother ’em.

BARRY. Yeh, That’d be somethin’. -
coLIN. Looks like a yeller-nigger.
BARRY. 'Onk like a yid.

FRED. Leave it alone, 10

PETE. Why?

FRED. Yer don’t wan’ a row.

PETE. What row ?

MIKE, What kid ?

coLIN. I ain’ seen no kid.

BARRY. Not me!

PETE. Yer wouldn’t grass on yer muckers ?
FRED. Grow up.

BARRY. D’narf look ill. Stupid bastard.

He jerks the pram violently. ie

PETE. Thass ’ow they ’ang yer — give yer a jerk.
MIKE. Reckon it’ll grow up an idiot.
PETE. Or deformed.

BARRY. Look where it come from.
PETE. Little bleeder.

He jerks the pram violently.

That knocked the grin off its face.
MIKE. Look! Ugh! I
BARRY. Look!
COLIN, What?

They all groan.

PETE. Rub the little bastard’s face in it! Y
BARRY. Yeh!
PETE. Less *ave it!

‘He rubs the baby. They all groan.

BARRY. Less "ave a go! I always wan’ed a do that!

r

Y |
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SCENE SIX

PETE. Ain’ yer done it before ?

BARRY does_it. He laughs.

coLIN. It’s all in its eyes.
Stlence.

FRED. There’ll be a row. !
MIKE. It can’t talk.
PETE.’Qo cares ?

FRED. I tol’ yer.

COLIN. Shut up.

BARRY,. I noticed ’e ain’ touched it.
coLIN. Too bloody windy.
FRED. Yeh?

PETE. Less see yer.

BARRY. Yeh.

PETE. ’Fraid she’ll ruck yer.
FRED. Ha! *

He looks_in the pram.

Chriss.3
PETE. Less see yer chuck that.

69

PETE throws_a_stone to FRED. FRED doesn’t try to catch it, Jt

Salls on the ground. COLIN picks it up and gives it 1o ERED. ‘
MIKE (quietly). Reckon it’s all right? *

COLIN (gquietly). No one around.

PETE (quietly). They don’t know it’s us.

MIKE (quietly). She left it.
BARRY. It’s done now.

PETE (quietly). Yer can do what yer like.
BARRY. Might as well enjoy ourselves.
PETE (quietly). Yer don’t get a chance like this everyday.

ERED throws the stone.
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* COLIN. Missed. : ‘
PETE. That ain’’! § ~ . o P Throws SEV‘M.
He throws a stone. : : ity Pream .
BARRY. Or that! ' _ '
He throws a stone. s (3 C]-b ¢ Same.
MIKE. Yeh!
COLIN (running round). Where’s all the stones ? ’
1 MIKE (also running round). Stick it up the fair! . ¥ Hawse: all
PETE.kLiVCn *Ampstead ’eath! Three throws a quid! Make a f serambling Tov
packet. ’ . ' s ;
MIKE (throws a stone). Ouch! : : ' Shres. € wel ‘
COLIN. Ear that? ‘ _ ; Pra wm Lalee chc
BARRY. Give us some, ’ ' I ECTS. *‘\Yﬂﬁ'
He takes stones from COLIN. AT .' Shmdd,
COLIN (throws a stone). Right in the lug ’ole. v
FRED looks for a stone. . o r )LAI"NS £ “.'VY\L
PETE. Get its ’ooter. ' : o . tnbo 9‘ form .

BARRY. An’ its slasher!
FRED (picks up a stone, spits on it). For luck, the sod.

He throws. SRR .‘Q Forws Sbme
BARRY. Yyoocowwww! - S o ' _ o uyn,, l'\M& A

MIKE. ’Ear it plonk!

A bell rings. &

MIKE. ’O0’s got the matches ? e "
He finds some in his pocket. S 5
BARRY. What yer doin’? B

-COLIN. Wan’a buck up!
MIKE. Keep a look out,

¥ srnd Lt eleckrie bell.



SCENE SIX 71

He starts_to_throw_burning matches in the pram. RARRY throms,
astone, Jt juse misses MIKE,

Look out, yer bleedin’ git!
COLIN. Guy Fawkes!
PETE. Bloody nutter! Put that out! 10
MIKE. No! You ’ad what you want!
PETE. Yer’ll ’ave the ol’ bloody park ’ere!

A bell rings. ®

BARRY. Piss on it! Piss on it!

COLIN. Gungy slasher.
MIKE, Call the R.S.P.C.A.

A bell rings.

FRED. They’ll shut the gates.
PETE (going). There’s an ’ole in the railin’s.
BARRY. ’Old on.

He looks for.a.stone.,

PETE. Leave it! !

BARRY, Juss this one!

He throws a stone as PETE pushes him over. It gaes wide,
Bastard! ’

To PETE. Yer put me off!

PETE. I’ll throttle yer!
BARRY. I got a get it once more!

ZLhe others_have gone up Jeft. He takes a stong from the pram and

Lhrows it.at.point. blank range. Hits.
Yar!
COLIN. Where’s this *olel %

MIKE. Yer bleedin’ gear! 3
FRED. Chriss.

e runs down to the rod and boxes, He picks them up.

¢ SMA.: erbinun loell
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72 SAVED -
BARRY. Bleedin’ little sod! : :
He hacks into the pram, He-goes-sp-tofer Y . v& wt B use
- PETE. Come on! $ — , \ ‘ "‘SUL' P use

A bell rings. FRED has difficulty with the boxes and rod. He
throws a box away.

FRED. ’Ang on! * '
CExit F use
Hegoesup-tefs. S
They go off updefs, makmg a curious buzzing. A long pause.. :
PAM comes in deswn-lsfs. . ' ’E’hh-Y P WUSR

PaM. I might a know’d they’d a left yer. Lucky yer got-
someone t’ look after yer. Muggins ’ere,

She starts to push the pram. She does not look into it. She speaks
in a sing-song voice, loudly but to herself. : .

*00’s ’ad yer balloon. Thass a present from grannie. Goin*
a keep me up ’alf the night ? Go t’ sleepies. Soon be ’ome.

Nice an’ warm, then. No one else wants yer. Nice an’ warm. 3
Soon be ’omies. § ¥ : EU& P ws&

'¢~ o ‘ | | o l Pules pram

SCENE SEVEN

L 2
A cell. Left centre a box to sit on. Otherwise, the stage is bare..

A steel door bangs. ¥RED-eomes—in-from—the-left—Fe-hara

> } * . ! - A
Silence. A steel door bangs. PAM comes in left. ~ BT Clenter P

PAM. What *appened ? ‘ BT S ‘ FVL&L 'QL&&LL R,
PRED. Didn’t yer see ’em? s - :
PAM. I ’eard. , : ‘

¥ L\ﬁk{' cwt # 3 dirm 3'“\“.40 o & -
r R Lsskk ewt # IV slow dode ot
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SCENE SEVEN 73

FRED. Bloody ’eathens. Thumpin’ and kickin’ the van.

paM. Qo?

FRED. Bloody ousewxves' ’Oo else ? Ought a be stood up an’
shot!

pPaM. You all right?

FRED. No. I tol’ this copper don’t open the door. He goes
-we’re ’ere, the thick bastard, an’ lets ’em in. Kickin’ an
‘punchin’. ¢

He holds.up.the.mack...
Look at it! Gob all over, -
He throws it away from him.

’Course I ain’ all right!
Mimicking her. ‘Are yer all right ?
pPAaM. They said I shouldn’t be ’ere. But ’e was ever so nice.
Said five minutes wouldn’t matter. ’
FRED. Right bloody mess.
PAM. They can’t get in ’ere.
FRED. I can’t get out there!
PAM. I ain’t blamin’ yer,

_FRED. Blamin’ me? Yer got bugger all t’blame me for, mate!

Yer ruined my life, thass all!

pPaM. I never meant -

FRED. Why the bloody ’ell bring the little perisher out that
time a night?

PAM (fingers at her mouth). 1 wanted a -

FRED. Yer got no right chasin’ after me thh a pram! Drop
me right in it!

PAM. I was scared t’ stay —

FRED. Never know why yer ’ad the little bleeder in the first

place! Yer don’t know what yer doin’! Yer're a bloody
menace!

PAM. Wass it like ?

FRED. They wan’ a put. you in, then yer’ll find out. Bnng
any burn? C
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74 SAVED

rPAM. No.

FRED. Yer don’t think a nothin’! Ain’ yer got juss one?

rAaM. No.

FRED. Yer’re bloody useless.

PAM. What’ll *appen!

FRED. *Ow do I know ? I’ll be the last one a know. The *ole ¥
thing was an accident. Lot a roughs. Never seen ’em

before. Don’t arst me. Blokes like that anywhere. I tried '

to chase ’em off.

PAM. Will they believe that?

FRED. No. If I was ten years older I’d get a medal. With a
crowd like our’n they got a knock someone. (He goes right.)
Right bloody mess.

PAM. Yer never bin in trouble before. Juss one or two woun-
din’s an’ that. '

FRED. ’Alf murdered with a lot a *and bags!

PAM. Yer wan’ a arst t’ see the doctor.

FRED. Doctor! They shouldn’t let him touch a sick rat with
a barge pole. (He walks a few steps.) It’s supposed a be
grub. A starvin’ cat ’ld walk away. (He walks a few more
steps.) Wass bin ’appening? §

"pAM. Don’t know.

FRED. On yer own?

PAM. What about them others ?

FRED. What about ’em ?

paM. I could say I saw ’em.

FRED. That’d make it worse. Don’t worry. I'm thinkin’ it all
out. This way they don’t know what *appened. Not definite.
Why couldn’t I bin tryin’ a ’elp the kid ? I got no. cause

’arm it.

Ho-sits-on-the-box
t
PAM. I tol’ ’em.

FRED (he puts his arms round her waist and Ieans his head
aga:mt her). Yer'll 'ave t’ send us letters :
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SCENE SEVEN 75

PAM. I'm buyin’ a pad on me way ’ome.

FRED. Pam. I don’t know what’ll *appen. There’s bloody
gangs like that roamin’ everywhere. The bloody police
don’t do their job.

PAM. I’ll kill meself if they touch yer. *

d_steel_door bangs. LEN comes_inleft.

I tol’ yer ©’ wait outside. &
LEN. I got ’im some fags. (7o FRED.) I ’ad a drop ’em ’alf.
PAM. ’E still won’t leave me alone, Fred.
LEN. I only got a migute, They’re arstin’ for a remand.
FRED. Chriss. That bloody mob still outside ?
LEN. They’ve ’emmed ’em off over the road.
FRED. Bit bloody late.
PAM. Téll ’im t’ go.
LEN. We both got a go. That inspector wants you.
FRED. Where’s the snout ?
LEN. Put it in yer pocket.
FRED (f0 PAM). See yer after.

Slze_.puzs.he_r_,arm,s.xound.lzim.hejane_hﬁ.can,zaIzegzlza,m;gazm'e::3 ‘

PAM. I'll wait for yer.
FRED (pats her back). Yeh, yeh. God ’elp us.

LEN (to PaM). Yer’ll get ’im into trouble if yer don’t go.

ERED_nods.at PAM. She_goes_out crying. %

FRED. ’Ow many yer got ?

LEN. Sixty. I ’ad a drop ’em ’alf. !

FRED. Will it be all right ?

LEN. Give ’em a few like, an’ don’t flash ’em around.

FRED. She never "ad none, I'll do the same for you sometime,
LEN. Put ’em in yer pocket.

FRED. I don’t know what I'll get. i

LEN. Manslaughter. (Shrugs.) Anythm

FRED. It was only a kid.

* Sound e dwer d.a-hj
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76 SAVED

LEN. I saw.
" FRED. What?
LEN. I come back when I couldn’t find ’er.
FRED. Yer ain’t grassed ? '
LEN. No.
FRED. O,
LEN. I was m the trees. I saw the pram.
FRED. Yeh. =
LEN. I saw the lot.

FxhL

YF ohuras awey

FRED. Yeh. - . ’( bse.

LEN. I didn’t know what t’do. Well, I should a stopped yer.. i
[ FRED. Too late now. ~
' LEN. I juss saw. y :
! FRED. Yer saw! Yer saw! Wass the good a that? That don ' F twrrs ont,
i ’elp me. I’ll be out in that bloody dock in a minute! . :
‘ LEN. Nothin’. They got the pram in court. = |
f FRED, Okay, okay. Reckon there’s time for a qmck burn ? '

L LEN. About. ¥ _ , : ;"Lth"

. e

He gives FRED a light,

INTERVAL %

SCENE EIGHT
The living-room. ¥ % ¥

HARRY irons, LEN sits.
LEN. Yer make a fair ol’ job a that.
Pause.

Don’t yer get choked oﬁ'

- ‘ o
HARRY. What? | f VDI\\,\

¥ ua\«e cwne # I Fode out, | | \
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SCENE EIGHT : 77

LEN. That every Friday night.
HARRY. Got a keep clean.
LEN. Suppose so.

Pause.

Yer get used ¢’ it.
HARRY. Trained to it in the army.
LEN. O.
HARRY. Makes a man a yer.

'MARY.comes in. She looks around.”

' MARY 0 LEN. I wish yer wouldn’t sit around in yer 01’ work-

clothes an’ shoes. Yer got some nice shppers

MARY.&Q&’LDJJI

LEN. She won’t let Pam.

HARRY. Eh?

LEN. She won’t let Pam do that for yer.
HARRY. Don’t take me long.

Long pause. S
LEN. Yer could stop ’er money.
Slight pause.

Then she couldn’t interfere.
HARRY. Don’t take long. Once yer get started.
LEN. Why don’t yer try that?
HARRY. That Pam can’t iron. She’d ruin ’em.
LEN. Ever thought a movin’ on ?

" HARRY. This stuff gets dry easy.

LEN. Yer ought a think about it.

" HARRY. Yer don’t know what yer talkmg about, lad.

LEN. No. I don’t.
HARRY. It’s like everthin’ else.
LEN. *Ow long yer bin ’ere ?
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78 SAVED

HARRY. Don’t know. (He stretches his back. He irons again.)
Yer mate’s comin’ out,

" LEN. Yeh. Why? :
 HARRY. Pam’s mate. (He spits on the iron.) None a it ain’

simple.
LEN. Yer lost a little boy eh ?
HARRY. Next week, ain’t it ?
LEN. I got a shirt yer can do. (Laughs ) Any offers ?
HARRY. She meet ’im ?
LEN. Ain’ arst.
HARRY. You?
LEN (shrugs). I’d *ave t* get time off.
HARRY. O.
LEN. 'Ow d’yer get on at work?
HARRY (looks up). It’s a job.
LEN, I meant with the blokes ?
HARRY (irons). They’re all right.
LEN. Funny, nightwork.

PAM comes in.'She has her hair in a towel. She carries a portable
radio. Someone is talking. She sits on the couch and finds a
pop programme. She tunes in badly, She mterrupts this from
time to time to rub her hair.

LEN (f0 HARRY). ’Ow about doin’ my shirt ?
He laughs. PAM finishes tuning. She looks round.
PAM. *00’s got my Radio Times? You ’ad it?
HARRY doesn’t answer. She turns to LEN.

You?
LEN (mumbles). Not again,
PAM. You speakin’ t’ me?

‘LEN. I'm sick t’ death a yer bloody Radio Times.

PAM. Someone’s *ad it. (She rubs her hair vigorously.) 1 ain’
goin’ a get it no more. Not after last week. I'll cancel it.
It’s the last time I bring it in this ’ouse. I don’t see why I
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SCENE EIGHT 79

’ave " go on paying for it. Yer must think I’'m made a
money. It’s never ’ere when I wan’a see it. Not once. It’s
always the same. (She rubs her hair.) I notice no one else
offers t’ pay for it. Always Charlie. It’s appened once too
often this time.

LEN. Every bloody week the same! 3

PAM (20 HARRY). Sure yer ain’ got it?

HARRY. I bought this shirt over eight years ago. ¥

PAM. That cost me sixpence a week. You reckon that up over
a year. Yer must think I was born yesterday.

bs her hair. 5

Wasn’t ’ere last week. Never ’ere. Got legs.
She goes to_the door and_shouts. ¢
Mum! She ’eard all right.

ke goes. back to the couch and sits, She rubs her hair.

RS ANALLINA 4

Someone’s got it. I shouldn’t think the people next door ?

come in an’ took it. Everyone ’as the benefit a it *cept me,
It’s always the same. I’ll know what t’ do in future. Two
can play at that game. I ain’ blinkin’ daft. (Ske rubs her hair.)
I never begrudge no one borrowin’ it, but yer’d think they’d
have enough manners t’ put it back.

Pause.

She rubs her hair.

Juss walk all over yer. Well it ain’ goin’ a ’appen again.
They treat you like a door mat. All take and no give. Touch
somethin’ a their’n an’ they go through the bloody ceilin’.
It’s bin the same ever since — . <
LEN. I tol’ yer t’ keep it in yer room! L
PAM. Now yer got a lock things up in yer own ’ouse.

LEN. Why should we put up thh this week after week j 1uss

because yer too ~

i

2

. |

'd

3
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80 SAVED

PAM. Yer know what yer can do.

LEN. Thass yer answer t’ everythin’. -

PAM. Got a better one ?

HARRY. They was a pair first off. Set me back a quid each.
Up the market. One’s gone ’ome, went at the cuffs. Worth
a quid. . :

LEN. Chriss.

Pause.

PAM. I mean it this time. I’'m goin’ in that shop first thing

Saturday mornin’ an’ tell ’im ' cancel it. I ain’ throwin’ ’ :

my money down the drain juss to - ' : ' '

LEN. Wrap up! ¥ B B NI her DP"'
PAM. Don’t tell me what t’ do! '

LEN. Wrap up!

PAM. Thass typical a you.

She goes to the door and calls. Mum |

To LEN. I ain’ stupid. I know ’00’s got it. : '

Calls. Mum! ~ She can ’ear. 1 - o . ' Pt b wWr wnt
HARRY. Ain’ worth readin’ any’ow. o . .
'LEN. Don’t start ’er off again. :

PAM (to LEN). You ain’ sittin’ on 1t,acoursel N , 1o Py {.° L
LEN. No. . _ . .
PAM. Yer ain’ looked. o i
LEN. Ain’ goin’ to. : '
. PAM. ’Ow d’yer know yer ain’ sittin’ on xt?
LEN. I ain’ sittin’ on it.

PAM (to HARRY). Tell ’im ¢’ get up! ' S o P x ‘h H
HARRY. Waste a good money. s :

PAM (o LEN). Yer’ll be sorry for this. e o R
LEN. I’ll be sorry for a lot a things. S ; ‘ Px L

HARRY. Cuffs goin’ on this one. -
PAM (by LEN’s chair). I ain’ goin’ till yer move,
HARRY. Lot a lies an’ pictures a nancies.

PAM. Yer dead spiteful when yer wan’a be.

e e e . e J—
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SCENE EIGHT 81
LEN. Thass right,
PAM gges_m_t_h_e__@.udz.._mlzbwg_lzmhatr) *E’00 laughs last.
Fred’s coming ’ome next week.

LEN. 'Ome?

PAM. 'Is ol’ lady won’t ’ave ’im in the ’ouse.

LEN. Where’s ’e goin’ ?

PAM. Yer’ll see.

LEN. ’E ain’ ’avin’ my room. 6“‘ L)(_

PAM. *Oo said ?

LEN, She won’t let yer.

PAM. We'll see.

LEN, Yer ain’ even arst ’er.

PAM, Ono?

LEN. No.

PAM (rubs her hair). We'll see.

LEN. I'll ’ave one or two things t’ say. Yer too fond a pushin®
people about.!

PAM. Must take after you

LEN. I thought ’e’d be sharin’ your room.

suceezsion

PAM. I ain’ rowin’ about it. ’E’l]l ’ave t’ ’ave somewhere t’ come

out to. Chriss knows what it’s like shut up in them places.
It’ll be nice an’ clean ’ere for ’im when yer’re gone.

LEN. ’Ave yer arst ’im yet? *

PAM. I ain’ rowin’ about it. If ’e goes wanderin’ off ’¢’ll only
end up in trouble again. I ain’ goin’ a be messed around
over this! We ain’ gettin’ any younger. ’E’s bound a be
different. (She rubs her hair.) Yer can’t say anythin’ in letters,
Yer can’t expect ’im to.

LEN. "Ave yer arst ’im.3

PAM. I don’ wan’ a talk about it.-

LEN. You meetin’ ’im? '

PAM. Why ? -~ You ain’ comin 4

LEN. ’Oo said ?

PAM. ’E don’t want you there!

LEN, ’Ow d’yer know ?

e ——
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82 SAVED
’
PAM. O let me alone!
LEN. ’E’s my mate, ain’ ’e ?
PAM. I'm sick t’ death a you under me feet all the time! Ain’

yer got no friends ¢’ go to! What about yer people? Won’t

they take yer in either ?

LEN. Yer arst some stupid questions at times.

PAM. Yer can’t ’ave no pride. Yer wouldn’t catch me ’angin’
round where 1 ain’ wanted.

LEN. ’Oo ain’ wanted ?

PAM. I don’t want yer! They don’t want yer! It’s only common
sense! I don’t know why yer can’t see it. It’s nothin’ but rows
an’ arguments.

LEN. ’00’s fault’s that?

PAM. Anybody else wouldn’t stay if yer paid ’em! Yer caused
all the trouble last time.

LEN. I knew that was comin’,

PAM. None a that’ld a appened if yer ain’ bin ’ere. Yer never
give ’im a chance.

LEN. Yeh, yeh.

PAM. Yer live on trouble!

LEN. That ain’ what ’e told everyone.

PAM. Same ol’ lies.

LEN. Listen 00’s talkin’! 9

PAM. Yer start off gettin’ ’im put away -

LEN. Don’t be bloody stupid!

PAM. Jealous! An’ now ’e’s comin’ out yer still can’t let ’im
alone!

LEN. You can’t leave ’im alone yer mean!

PAM. Yer laughed yer ’ead off when they took ’im away

LEN. Bloody stupld' You arst ’im]

pPAM. Comin’ ’ere an’ workin’ me upl

LEN. Yer wan'a listen t’ yerself]

PAM. So do you.

LEN. Shoutin’.

PAM. "00’s shoutin’ ?
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PAM. Yer're juss like a kid.

SCENE EIGHT 83

LEN. You are!
PAM. Yer ’ave t’ shout with you!
LEN. Thass right!
PAM. Yer so bloody dense!
LEN. Go on!
PAM. Yer ’ave t’ shout!
LEN. Yer silly bloody cow!
PAM. Shoutin’ ’e says! *Ark at ’im! *Ark at im! !
LEN. Shut up! %+
AM. We ain’ carryin’ on like this! Yer got a stop upsettin’

13( me night after night!

EN. You start it!
AM. It’s got a stop! It ain’ worth it! Juss round an’ round.

A very long silence.

Yer can’t say it’s the kid keepin’ yer.

A long silence. '
It certainly ain’ me. Thass well past.

Silence.

Yer sit there in yer dirty ol’ work clothes (To HARRY)
Why don’t yer turn ’im out? Dad.

HARRY. ’E pays ’is rent.

PAM. Fred’ll pay. 1

HARRY. ’As ’e got a job?

PAM. "E’ll get one.

HARRY. Will ’e keep it ?

PAM. Thass right! 3

LEN. Now ’00’s startin’ it ?

PAM. You are,

LEN. I ain’ said a word.

PAM. No - but yer sat there!

LEN. I got some rights yer know!

t

t
i
T
t
i
!
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84 SAVED

LEN. 'm glad I ain’ yourn.

PAM. I wouldn’t like t’ ave your spiteful nature.
LEN. I certainly wouldn’t like yourn!

pPAM. Thass right! I know why yer sittin’ there!
LEN. Yer know a sight bloody too much!
PAM. I know where my Radio Times is!

LEN. Stick yer bloody Radio Times!

PAM. I know why yer sittin’ there!

LEN. That bloody paper!

PAM. Why don’t yer stand up ?

LEN. Yer don’t even want the bloody paper!
PAM. As long as yer causin’ trouble -

LEN. Yer juss wan’ a row!

PAM. - then yer’re ’appy!

LEN. If yer found it yer’d lose somethin’ else!-
PAM (goes to LEN’s chair). Stand up then! %
LEN. No!

PAM, Can’t it a got there accidentally ?

LEN. No! :

PAM. Yer see!

LEN. I ain’ bein’ pushed around.

PAM. Yer see!

LEN. Yer come too much a it!

PAM. No yer’d rather stay stuck]|

LEN. A sight bloody too much!

PAM. An’ row! ¢

LEN. Shutup!

pPAaM. Thass right!

LEN. I tol’ yer ¢’ shut up!

PaM. Go on! :

LEN. Or I'll bloody well shut yer up!

raM. O yeh! '

LEN. Yer need a bloody good beltin’. 4
PAM. Touch me!

LEN. You started this! 190
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SCENE EIGHT 8s

raM. Goon! ¥
LEN (he turns away). Yer make me sick! 9.
PAM. Yeh - yer see. Yer make me sick!

She goes to the door; ! 0

I ain’ lettin® a bloody little weed like you push me around!
Calls. Mum.

She_cames hack. 1

I wish I ’ad a record a when yer first come ’ere. Butter
wouldn’t melt in yer mouth.
Calls. Mum!
HARRY (finishing ironing). Thass that, thank Chriss.
PAM (calls). Mum! - She can’ ’ear.
Calls. You ’eard ?
HARRY. Put the wood in the ’ole. :
LEN. I'd like t’ ear what they’re sayin’ next door '
PAM. Let ’em say!
LEN. ’Ole bloody neighbour’ood must know!
rAM. Good - let ’em know what yer’re like!
LEN. ’Oo wen’ on about pride?
PAM (calls through door). I know yer can’ ear.
MARY (off). You callin’ Pam ? ‘

PAM (to LEN). One thing, anythin’ else goes wrong I’ll know

’oo t” blame.
MARY (off). Pam!
PAM. Let ’er wait.
MARY (off.) Pam!
LEN (calls). It’s all right! One a ’er fits|
rPaM (calls). ’E’s sittin’ on the chair.
MARY (off ). What?
PAM (calls). ’E’s got my paper!- e
MARY (off).-What chair ? -
PAM (calls). ’E ’as! 3
MARY (gff). I ain’ got yer paper!
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86 SAVED

PAM (calls). It don’t matter!

MARY (off ). What paper’s that?

PAM (calls). It don’t matter! You bloody deaf?

LEN. Now start on ’er!

HARRY (piling his clothes neatly). Didn’t take long,

PAM (ro LEN). Yer’re so bloody clever!

LEN. If I upset yer like this why don’t you go?

pPAM. Thass what you want!

LEN (shrugs). You want me t’ go!

PAM. I ain’ bein’ pushed out on no streets.

LEN. I'm tryin’ t* ’elp.

PaM. Yer wouldn’t ’elp a cryin’ baby.

LEN. Yer’re the last one a bring that up!

PAM. ’Elp ? - after the way yer carried on t’night.

LEN. I lost me job stayin’ out a ’elp you when yer was sick!

PAM. Sacked for bein’ bloody lazy!

LEN (stands). Satisfied? ¥

PAM (without looking at the chair). Yer torn it up or burnt it!
Wouldn’t put that pass yer!

PAM goes out. Silence. HARRY finishes folding his clathes s

MARY (off). Found it yet? ;¢ ‘

i3

Pause.

HARRY. Wan’a use it ?
LEN. No.
HARRY folds the board. N

SCENE NINE

The living-room. ¥
LEN has spread a paper on the floor. He cleans his shoes on it.
MARY comes in. She is in her slip. She walks about getting ready.

MARY. *Ope yer don’t mind me like this. ¢

* Lns)\L— cnt # 10! Fade out,
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SCENE NINE ' 87

LEN. You kiddin’? A

MARY. It’s such a rush. I don’t really wan’a go.

LEN. Don’t then.

MARY. I said I would now.

LEN. Say yer don’t feel up to it.

MARY. Yes. (She goes on getting ready.) Makes a change I
suppose.

LEN. Never know, it might be a laugh.

MARY. Yer got a do somethin’ t’ entertain yerself,

Pause.

I’ope yer ain’ usin’ ’er Radio Times.

LEN. Ha!

MARY. She’s got no patience. It’ll land ’er in trouble one a
these days. Look at that pram, I told ’er ’wait. She should
a got two ’undred for that.

LEN. Easy.

MARY (looks at her shoes). This ain’ nice. No, she ’as t’ let it

go for fifty quid, the first time she’s arst. Can’t be told. Yer'

couldn’t give these a little touch up for me ? :
LEN. Sling ’em over.
MARY. Ta, dear.
LEN. What yer put on these ?
MARY. That white stuff.

_LEN polishes her shoes in silence.

Thinkin’?

LEN. No.

MARY. Whass worryin’ yer?

LEN. Nothin’, :

MARY. I expect yer’re hke me. Yer enjoy the quxet. 1 don t
enjoy all this noise yer get. * :

LEN. She said somethin’ about my room ?

MARY (amused). Why ?

LEN. What she say ?

MARY. That worried yer?
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88 SAVED

LEN. I ain’ worried.
MARY. She’s not tellin’ me ’ow t’ run my ’ouse.

She pulls on her stockings.

LEN. O. (Holds up her shoes.) Do yer 2

MARY. Very nice. Juss go over the backs dear. I like t’ feel
nice be’ind. I tol’ ’er there’s enough t* put up with without
lookin’ for trouble.

LEN, Better?

MARY. Yes. I ’ad enough a that pair last time.

She steps into one shoe.

We’re only goin’ for the big film. She can do what she likes
outside. )

LEN (gives her the other shoe). Thass yer lot.

MARY. ’E wants lockin’ up for life. Ta, dear. I don’t expect
yer > understand at your age, but things don’t turn out too
bad. There’s always someone worse off in the world.

LEN (clearing up the polishing things). Yer can always be that
one.

MARY. She’s my own flesh an’ blood, but she don’t take after
me. Not a thought in ’er ’ead. She’s ’ad a rough time a it.
I feel sorry for ’er about the kid -

LEN. One a them things. Yer can’t make too much a it.

MARY. Never ’ave "appened if she’d a look after it right, Yer
done a lovely job on these. What yer doin’ t’night ?

LEN (sews a button on his shirt). Gettin’ ready for work,

MARY. Yer don’t go out so much.

LEN. I was out Tuesday.

MARY, Yer ought a be out every night.

LEN. Can’t afford it.

MARY. There’s plenty a nice girls round ’ere.

LEN. I ain’ got the energy these days. They want ~ somethin’
flash.

MARY. Yer can’t tell me what they want. I was the same that
age. - :
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SCENE NINE 89

LEN. I ain’ got time for ’alf a ’em. They don’t know what
they got it for. :

MARY. I thought that’s what you men were after.

LEN. ’Alf a ’em, it ain’ worth the bother a gettin’ there. Thass
a fact.

MARY. What about the other ’alf? * PAVLSE

LEN. Hm!

MARY (having trouble with her suspender). Yer *ave t’ go about
it the right way. Yer can’t stand a girl in a puddle down the
back a some ol’ alley an’ think yer doin’ ’er a favour. Yer
got yer own room upstairs. That’s a nice room. Surprised
yer don’t use that. I don’t mind what goes on, yer know that.
As long as yer keep the noise down.

LEN. Ta.

MARY. It’s in every man. It as ¢’ come out,

Pause.

We didn’t carry on like that when I was your age.

LEN. Pull the other one.

MARY. Not till yer was in church. Anyway, yer ’ad t' be

engaged. I think it’s nicer in the open. I do. <

LEN. I bet yer bin up a few alleys. '

MARY. You enjoy yerself. I know what I'd be doin’ if I was
you.

LEN. You meetin’ a fella?

MARY. No! I’'m goin’ out with Mrs Lee.

LEN. Waste.

MARY. Don’t be cheeky.

LEN. Yer look fair when yer all done up.

MARY. What you after ? Bin spendm me rent moncy ?

LEN. Wass on ? ‘

MaRY. Don’t know. Somethm daft

LEN. Shall I look it up? '

MARY. They’re all the same. Sex. erls angm out a theu'_l
dresses an’ men bendin’ over ’em. . : o
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90 SAVED

LEN. IU’s one of them nudes. *Eard the fellas talkin’.
MARY. Shan’t go in.
LEN. Don’t know what yer missin’.
MaARY. Different for men.
LEN. Always full a tarts when I bin,
MARY. Thass where yer spend yer money.

- LEN. Very nice. Big ol’ tits bouncin’ about in sinner-scope.
MARY. Don’t think Mrs Lee’d fancy that.
LEN. I’ll *ave t’ take yer one a these nights.
MARY. I’d rather see Tarzan.
LEN. Thass easy, come up next time I ’ave a bath
MARY. Count the ’airs on yer chest? AR
LEN, For a start. } : ‘
MARY. Sounds like a ’orror film.
LEN. I enjoy a good scrub. On me back.
MARY. Thass the regular carry-on in China. . . :
LEN. No ’arm in it. - o ' :

MARY. No. ;
Slight pause. S

Pam’s very easy goin’ for a nice girl. 1 suppose yerm miss that. ¢ : ¢ m oelosu Puwrse,
LEN. Takes a bit a gettin’ used to.  ° _ Malke - Lp. )

MARY. ’Ow’d yer manage? 9.
LEN. Any suggestions ?

7/‘1 sikc on SL
chair . Puts on

Slight pause. , o

MARY. Bugger! 7

LEN. Eh? ' ARARE sheoet.
. MARY. Thass tore it! . ' i :
LEN. Wass up? T B A T :
MARY, O blast! I caught me stockm’ R }
4 g Tk beble.

LEN. O. v oL i

MARY. That would ’ave to appen B
" LEN.’Ow’d yer doit? .

MARY. Juss when I’m late, Bugger it.

qM searched
(i drawer
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SCENE NINE o1

She Jaoks in.the.table drawer...

"Ardly worth goin’ in 2 minute. Excuse my language. Never
find anythin’ when yer want it in this place. #

LEN. What yer lost?

MARY. It’s the only decent pair 1 got.

LEN. Thass a shame.

EBEN-Lesslave-a-shufites.

MARY. Caught on that blasted chair. It’s bin like that for ages.

LEN. Yeh. Thass a big one.

MARY. Pam’s got’er nail-varnish all over the place except when
yer wan’a find it. '

LEN (offers her the zz_ggdle). ’Ave a loan of ‘this.3

MARY. I’ll run, y’see.

LEN. Less do the cotton.

MARY. I certainly can’t afford new ones thxs week

LEN (threading the needle). Not ¥’ worry.

MARY. I’'m no good at that.

LEN. Well, ’ave a bash.

MaRY. It’ll make it worse.

LEN. No it won’t.

MARY (puts.her. foot.on_the. chair. sear). You do it.

LEN. Me?

MARY. I never could use a needle. I should a bin there by now,

LEN. I don’t know if I -

MaRrY. Get on. It’s only dom me a good turn.’

LEN. It ain’ that. I -

Ty

" MARY. Mrs Lee’s waitin’. I can’t take ’em off, I’m in ever

such a ’urry. They’ll run. :
LEN. Yeh. It’s dodgy. I don’t wan’a prick -
MARY. Yer got steady ’ands your age.

LEN (MWMMMMMQLng) Yeh (HLdsz
Lhe needle). 0.7

. MARY. Allright? ...~
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LEN. It’s dropped.
MARY. What ?
LEN. Me needle.
MARY. Yer're ’oldin’ me up.
LEN (on his hands and knees). *Ang on.
MARY. That it?
LEN. No.
MARY (she helps him to look). Can’t a got far.’
LEN. It’s gone.
MARY. What’s that?
LEN. Where?
MARY. That’s it. There.
LEN. O. Ta, ¥
MARY (puts her foot back on the chair). I ain’ got all night.
LEN. I’ll ’ave t’ get me ’and inside.
MARY. You watch where yer go. Yer ain’ on ycr ’oneymoon
yet. Yer ’and’s cold!
LEN. Keep still, or it’ll jab yer.
MARY. You watch yerself.
LEN. I’ll juss give it a little stretch.
MARY. All right ?
LEN. Yer got lovely legs.
MARY. You get on with it.
LEN. Lovely an’ smooth. ¢
MARY. Never mind my legs.
LEN. It’s a fact.
MARY. Some people’d ’ave a ﬁt if they ’eard that. Yer know
what they’re like.
LEN. Frustrated.
MARY. I’'m old enough t’ be yer mother.
7

HARRY comes in. He goes straight to the table.

To LEN. Go steady!
LEN. Sorry. ¥
MARY. You watch where yer pokm’ That *urt.
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LEN. I tol’ yer t’ keep still.
MARY. Yer’'ll make it bigger, not smaller. -

HARRY._takes_ink_and_a_Poaals_coupan from the 1able drawer.

He puts_them on.the.table.

LEN. That’ll see yer through t’night.
He ties a kuot in the threed.>
MARY. Wass up now ?

LEN. Scissors.

MARY. Eh?
LEN. I ’ad ’em juss now.

'MARY. Bite it. 3

LEN. Eh?
MARY. Go on.
LEN (leans forward). Keep still.

~ MARY. I can’t wait all night.

v
LEN.bites the thread. .off.. HARRY. goes.out.

Took yer time.
LEN (stands). Ow! I’m stiff.
MARY (looks). Ta, very nice.
LEN. Ain’ worth goin’ now. '
MARY. ’Ave I got me cigarettes ?
LEN. Might be somethin’ on telly.
MARY. I can’t disappoint Mrs Lee.
LEN. I ’ad a feelin’ ’¢’d come in.
MARY. Yer’ll be in bed time I get back.
LEN. She won’t wait this long,.
MARY. I’ll say good night. Thanks for elpin’.
LEN. Stay in an’ put yer feet up. I’ll make us a cup of tea
MARY. Can’t let yer friends down. Cheesio. *
LEN. Okay.

MARY goes. LEN.. takex.a.handkerchzef_jm_bs_&_ckg{,__f!e
wxchguha@tmﬁfadgmmhrmch 2
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SCENE TEN

A café. * ‘
Furniture: chairs and three tables, one up right, one rzght and.
one down left. Apart from this the stage 1s bare |

"LEN and PAM sz't at the table up right.

LEN (drinks tea). Warms yer up.

Pause. - AR

These early mornin’s knock me out. *Nother cup? *
Pause. e .._"“_-‘. e

PAM. Wass the time?
LEN. Quarter past.
PAM. Why ain’t they got a clock ? .

Pause.

LEN. ’Ave another one, N
PAM. Thass the fourth time yer keep arstin.

* LEN. Warm yer up.
paM. Go an’ sit on yer own table.

Pause.

LEN. Sure yer wrote the name right? -
PAM. We'll look bloody daft when e ﬁnds you ere Wass
’e goin’ to say ? , R
LEN. ’Ello ‘ R

Pause A Y cp Y e

Let me go an’ ﬁnd im.
PaM. No.

~ LEN. There’s no use = .

*L13kt eue B 21 Fade up arta Hree.
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_ PAM. Don’t go.

SCENE TEN 95

PAM. No!

LEN. Suit yerself. 3

PAM. Do I ’ave ¢’ say everythin® twice? -
LEN. There’s no need t’ shout.

PAM. I ain’ shoutin’. ¥

LEN. They can ’ear yer ’alf way t’ -

PAM. I don’t wan’a know.

LEN. Yer never do.

Silence.

s

PAM, Len, I don’t want a keep on at yer. I don’t know what’s
the matter with me. They wan’a put the ’eat on. It’s like
death. Yer’d get on a lot better with someone else.

LEN. Per’aps ’e ain’ comin’.

PaM. They must ’ave all the winders open. It’s no hfe for
a fella. Yer ain’ a bad sort.

LEN. Yeh. I'm g('>in’ a be late in,

LEN. You make me money up ? ,

PAM (after a slight pause). Why can’t yer go somewhere ?

LEN. Where?

PAM. There’s lots a places.

LEN. *Easy ¢’ say.

paM. I'll find yer somewhere.

LEN. I ain’ scuttlin’ off juss t* make room for you t’ shag in..

PAM. Yer're a stubborn sod! Don’t blame me what ’appens
t’ yer! Yer ain’ messin’ me about again.

LEN. I knew that wouldn’t last long! ?

PAM. I’'m sick t” death a yer. Clear off!

She goes to the table down-loft and sits. LEN goe:‘tlmt Fsft. Pause.

He.comes back swith a cup of tea. He puss it on the table in front of
~RAM. He stands near the table, :

LEN. It’ll get cold.

Pause.
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Did ’e say ’e’d come ?
Pause. : : o
Did ’e answer any a your letters ? :
She re-acts. ¢ ‘ . ot Skrua; L\’Wx 0\0@ .

I juss wondered!
paM. I tol’ yer before!
LEN. Thass all right then. ?
?
Pause. L st bth&l P,
PAM. It’s like winter in ’ere.

There are voices off right. Someone shouts. A door bangs open.

MIKE, COLIN, PETE, BARRY, FRED and L1Z come in, ! ! EhﬁLV &, P, B M,
coLIN. ’Ere we are again. F,Le.
BARRY. Wipe yer boots. - ‘
MIKE. On you! A : B sk at tuble DR,
BARRY. Where’ we sittin’ ? ' - ‘ £ hrea Rbv S band..
MIKE. On yer ’ead. .
BARRY. On me arse! . o Lo t: an B chenr
L1z. Don’t know ow ’e tells the difference. d‘a
She laughs. ' £ st ke on 2 &f-f
FRED. This’ll do. e ¢

an
PETE. All right ? ‘ 4 . G t_" “‘; .
L1z. Can I sit ’ere ? - chairs #romo
MIKE. Sit where yer like, dear. . ‘ .h ) Le. Al gm.h.i
BARRY. What we avin’? ‘ .
PETE (fo FRED). What yer fancy? ~ exeept B

FRED. What they got?
PETE (looks left). Double egg, bacon, ’am, bangcrs, double ;
bangers, sper-gety - ¥ ' f .
BARRY. Chips. ‘ : :
FRED. Juss bring the lot. A ) oolu 'H\H ugk

use Entrante.



whit
Fowr

- paM. Ello.

SCENE TEN - 97

PETE. Oi, ease off.

FRED. An’ four cups a tea.

PETE. I’m standin’ yer for this! oo s
FRED. Make that twice. i coLn
BARRY. An’ me! . '
PETE (to L1Z). Wass yourn, darlin’ ?"

FRED. Now or later ?

PETE. Now, t’ start with.

BARRY. Tea and crumpet.

L1z. Could I ’ave a coffee ?

FRED. Ave what yer like, darlin’.

BARRY. Cup a tea do me!

COLIN. Wass she ’avin’ later!

L1z. Dinner.

MIKE. Teas all round then.?

BARRY. Right.

MIKE (to FRED). Sit down, we’ll fix it.
PETE, MIKE and COLIN go off left. ¢
FRED. Where’s all the burn?

L1z. I only got one left.

FRED (calls). Get us some snout.
MIKE. Five or ten?

- ERED.makes g rude gesture, L1Z offers him her cigarette.

FRED. Keep it, darlin’. 'm okay.
He rurns to LEN gnd AN, Oi, ’ello then. *Ow’s it goin’ ?

. .
FRED. Thass right, yer said yer’d be ’ere. (Calls.) That grub

ready? (To PAM.) Yeh.
BARRY (fo FRED). Big gut!
COLIN (off). Give us a chance!
PETE (off). They didn’t teach yer no manners inside.
FRED. Yer’re arstin’ for trouble. I don’t wan’a go back juss yet.

3 s
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PaM. You all right ? o
. FRED. Yeh. You look all right. . S . _ o '
‘ L1z. Don’t yer reckon e looks thin ? L . , C bz 'b'l"“'\tlh
PAM. I can’t - : ‘ X hF
L1z. Like a rake. I tol’ yer, didn’t I? Yer wan’a get some
meat on yer. ¥ . .
~ FRED. I will when that grub turns up. « 2 e leads F
U L—t ' BARRY and L1Z are sitting at the tabIe up right. BARRY bangs ': ,
o the table. o bock to tuble
Fiot '~ BARRY. Grub!
COLIN (off). Ease up, louse!
BARRY (calls). Make that two coffees. (He puts on an accem)
I feel like a cup. L S
L1z. Ain’ what yer sound like. L :
PETE (off). Shut ’im up!
BARRY makes a gesture. S o -

FRED. Why did the policewoman marry the ’ angman ?
Liz. Eh?

FRED: They both liked necking.

They laugh.

PETE (off). Why was the undertaker buried alive ?
L1Z.’Is job got on top a ’im.

They laugh. , ,
"BARRY. Why did the woman with three tits ’ave quads?. . i

* MIKE. We ’eard it!

The rest grodn.

COLIN (gff). What about the sailor *0o drowned in ’is bath?
FRED., ’Is brother was the ﬁrcman 00 went up in smoke

They laugh. ) o
. PETE (off). Didn’t know they let yer *ave )okes msxdc

T}
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L1z. Wass it like? *
FRED. In there?

‘L1z. Yeh.

FRED (shrugs. To LEN). ’Ow’s the job?

LEN. Stinks.

FRED. It don’t change. (He sits at their tabIe) Long time.
L1z. Got a light? * '
FRED (10 PAM). I got yer letters didn’t 1.

PAM. Yeh.

FRED. I ain’ good at writin’.

PETE, COLIN and MIKE shout and laugh, off.

PAM. Where yer goin’?

FRED. I’m goin’ to ’ave the biggest nosh-up a me life. -
BARRY (fo FRED). Did yer be’ave yerself inside ?

PAM (to FRED). No, after that.

FRED. O yer know.

PAM. Yer fixed up?

FRED. Ow?

paM. I'll take yer roun’ our place.

FRED. O -

LEN. Yer can muck in with me a couple a nights. Give yerself

time ¢’ get straight.

FRED. Ta, I don’t wan’ a put -

LEN. Yer won’t be in the way for a couple of days.

PAM. Mum’ll shut up. It’ll be nice and qmet Thass what
yer need.

FRED. Yer must be kxddmg!

BARRY (fo L1Z). Arst ’im if ’e be’aved xssclf

L1Z (t0 FRED). "Ear that?

FRED. Yer know me, *

BARRY. Not ’arf.

FRED. One day.

L1Z. Yeh,

FRED. This padre ’as me in. *

s st + et g 00 - . s
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Silence. MIKE comes in a few paces from the left. %
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~ BARRY. O yeh.

FRED. Wants t’ chat me up. ’E says nothm that comes out a
a man can be all bad. :

BARRY. Whass that? o - ? )

FRED. Then ’e ops out an’ I *as a little slash in ’is tea. '3‘ o Fxor le >
L1Z and BARRY laugh - L1z very loudly. . _ ‘ M‘”‘“ “YW“\E“"‘]
L1z. What "appened ? ’ ' T oin elp

FRED. ’E reckoned they ain’ put the sugar in.

They laugh.
Another bloke - :
L1z. Yeh. 9 : Y Exbk Live B,
FRED. Stares at me. Keeps starin’ at me. All day Is ’is first ,
day, see.

BARRY. Go on. '

FRED. So I gets ’im on the landin’ an’ clobbers ’*im.

BARRY. Bang! . S
FRED. An’ it only turns out ’e’d got a squint! '

They laugh.

L1z. Wass it like inside ? ‘
FRED. I got chokey for the clobberin’. Bread and water!
BARRY. On yer jack.
FRED. Only good thing there’s no one t’ scrounge yer grub.
BARRY. Yer d’narf tell ’em. '
FRED. Ain’ my sort a life, Glad I done it once, but thass their @ . & . R

lot. Ain’ pinnin’ nothin’ on me next time. ¢ - - | Fosite wibh biz,
L1z, Wass it like? ? o C e S .
FRED. In there? , ‘ _ [ "
L1z. Yeh. : o T Rt.p#—hhbh
FRED. Cold. R - F annoyed.
L1z. Eh? o f E
FRED. Cold.

§ T F s}&n&i s
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MIKE. Won’t be ’alf a jik.
_FRED. ’Bout time.
COLIN (off). ’E still moanin’?.

. ]
COLIN comes.on.and stands. with. MIKE.

FRED.

Eh?

COLIN. Bet yer couldn’t carry-on in there.

FRED. Lot I couldn’t do in there, if yer like t” look at it,

MIKE.

We ain’ got a treat yer everyday.

101"

FRED. I’ll pay for this if you like. (7o L1Z. ) Lend us ten bob.
. RETE.comesin, ©

" PETE.

~ PETE. Yer made yer own decisions, didn’t yer ?

FRED.

*Qo arst yer t* pay ?
I reckon it’s worth one lousy meal.?

BARRY (comes down). Wass up ?

PETE.

We ain’ got a crawl up yer arse,

. COLIN. Grub smell all right, don’t -

PETE.

’Ang on a minute, Col.

MIKE (to PETE). Nabh, it’s ’is first day out, Pete. Let ’im settle
down,
coLIN. Come on.

He.starts_to go feft,

PETE. ’E ain’ swingin’ that one on me,

nnm_aud.mx.mga_auueﬁ." :

MIKE (0 FRED). 'E got out the wrong bed this mornin’,

1KE follows ; use.S

. FRED (laughs). It’s the ol’ lag comin’ out a mel (Shouts)
Whoopee! ©

. BARRY. Ha-ha! Whoopee!

“FRED.

‘She was only a goalkeeper’s daughter ?

She married a player called Jack -
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" She goes to the unoccupied table and warches them. e

102 SAVED

It was great when ’e played centre forward -
But ’e liked to slip round to the back.
(He laughs.) 1 used a lie in me pit thinkin’ a that,
COLIN (off): What?
FRED: Nosh.
Liz. That all?
FRED. An’ tryin’ a remember whass up your legs.
L1z. Ill draw yer a picture. Give us a light,
FRED (0 PAM). Give ’er a light.

He gives her a box of matches. She takes themqta Liz. To
LEN. Wass ’er game? :

LEN. Idon’ t wan’a get involved, mate.

FRED. Yeh?' Yer should a read them crummy letters she
keeps sendin’. She ain’ goin’ a catch me round ’er place.

LEN. No. What was it like ? _

FRED. No, talk about somethin’ e,lse. .

IR

. LEN. No, before.

FRED. Yer ’eard the trial.

- PAM comes back to the table. :

Go away, Pam.

PAaM. I wan’ a finish me tea.
LEN. Thass cold. e e
FRED. Can’t yer take a ’int? Take yer tea over there. .
PAM. Wass goin’ on ? o
LEN. Nothin’! ‘
FRED. No one’s talkin’ about you. ' HTE B
PAM (going to sit down at the table). I'd rather ~ .
FRED. O Pam! 3 ‘

e

’Er ol’ people still alive ? If yer can call it that, -

LEN. Yeh. RN

FRED. Yer ain’ still livin® there? .- st oo v,
LEN. I'm goin’ soon. B TN Lt
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FRED. Yer're as bad as them. She won’t get me there in a
month a Sundays.
LEN. What was it like ?
FRED. I tol’ yer.
LEN. No, before.
FRED. Before what?
LEN. In the park.
FRED. Yer saw. r
LEN. Wass it feel like ? '
FRED. Don’t know.
LEN. When yer was killin’ it.
FRED. Do what ? ¥
LEN. Wass it feel like when yer killed it ?

BARRY (fo L1z). Fancy a record ? ' . N
1z. Wouldn’t mind. - Paute, wn(’ﬂ)\u‘*

"F Can'tuL .U-P"‘&

; ARRY. Give us a tanner then, .
1z. Yer're as tight as a flea’s arse’ole. b‘t““h Ly F
: ARRY. An ’alf as ’andsome. I know. — Qut a change.
Wn Lt : L1Z gives. hzm_mpmce..ﬂagae:_a&.dm.ughz..mumw on 5
ELevtn wasups ¢ ek B we

MIKE. Comin’ up. , ,

FRED. Very ’andy. { Enter M use.
BARRY (off). Ow about ‘I Broke my *Eart’? 7 - ‘ ! :

L1z, Yeh. Thass great.

BARRY (off). Well they ain’ got it. : B at L"%r“‘“t‘ ‘
L1z. Funny! What about ‘My ’Eart is Broken ? t T’OEL“ 6 4 gm,\jg
MIKE (20 L1Z). One coffee. : .

BARRY (off). They got that. . - - awmed ot P
L1Z (to MIKE). The sugar in it? ‘

MIKE. Taste it.

P . " .
unct MIKE goes off left. A ‘ , gxit m pe.
Twe | vl LEN., Whass it like, Fred? o '
‘ FRED (drinks). It ain’ like this in there, !

"'F et B c‘smn L




192

104 SAVED

LEN, Fred. ; L
FRED. I tol’ yer. Y .
LEN. No yer ain’. '
FRED. I forget. : e
LEN. I thought yer’d a bin full a it. I was - :
FRED. Len! . ]
. . s , . : -

;::{,. ;It;r!no:s, thass all, ’ow it feels 1’ - . | I Ulouhb
: He slams his fist on the table. o '
; LEN. Okay. : -

FRED, It’s finished. ' s e

LEN. Yeh.

FRED (stands). What yer wan’ a do? .

LEN. Nothin’.
FRED. Wass ’e gettin® at ?
LEN. It’s finished.

Ul\l-h ' PETE, MIKE, COLIN and BARRY come on. PAM stands. uz' :
still sits. T ‘
Thirkun 3 T 3 enberp,mn, c.B,
A . FRED. I were’n the only one. o T use. ‘
’ LEN. I ain’ gettin’ at yer, skip. L e i
; : PETE. Wass up ? R
’ FRED. Nothin’ a do with you, * T e R ; l-u St é&’al: R
PAM. ’E was rowin’. v SRR RN P s ,'t‘ .
FRED. It’s nothin’, Where’s that grub? = . . . . .0
PAM. I knew ’e’d start somcthm’ A T
FRED. Forget it. GO R e . b P S(‘b.m(&,)( 6(-_

N PaM. I tol’ *im not t’ come. S o
FRED. Where’s that flippin’ grub? Move, - 5° -

PPl grin e . 3 e,m enb es.

~ . COLIN and MIKE go off left. 3 4 : ,

PAM. 'E won’t let me alone, ¥

FRED. I’m starvin’ I know that, _ v

- PAM. 'E follers me everywhere. ... . . 0 v

Y pake F
' Ff%noﬂ; her .
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FRED. Ain’ you lucky.

PaM. Tell ’im for me! °It ’im! ’It *im! ¢
FRED. It’s nothin’ a do with me!

PAM. Itis! Itis!

BARRY. She’s started. ¢

FRED. ’Ere we go!

He sits and puts his head in his hands. ?

PAM (fo LEN). See what yer done?

FRED. Didn’t take ’er long. Py

PAM. It’s your place t’ stick up for me, love. I went through
all that trouble for you! Somebody’s got a save me from
im,

FRED. Thanks. Thanks very much. I’ll remember this,

He-standsamd-srorrsbocktofr- o reble.

L1Z (starting to click her fingers). 1 can’t *ear the music!

PAM (to LEN). Don’t bloody sit there! Yer done enough *arm!

PETE ’Oo brought ’er ’ere ?

FRED. Chriss knows!

PAM (pointing to LEN). E started this! o

FRED. I don’t care what bleedin’ wet started it. You can stop 1t!

PAM (fo LEN). I ’ate yer for this!

FRED. BELT UP! /*

PAM (goes to FRED, who sits at his table). I’'m sorry. Fred, ’e’s
goin’ now. It’ll be all right when ’¢’s gone. *

”
LEN does not. move. ~ P bo F
FRED. All right,

9

PAM (looks round). Where’s ’is grub? ’E’s starvin’ ’ere (She _

goes to touch his arm.) I get so worked up when ’e ~
FRED. Keep yer ands off me! So’elp me T’ll land yer so bloody
ard they’ll put me back for life! ¥ .
PETE (moving in). Right. Less get ourselves sorted out.

1k
COLIN comes on left.
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pAM. It don’t matter. I juss got excited. (Calls.) Where’s ’is
breakfast ? Il be time for - ‘7

FRED. Breakfast? I couldn’t eat.in this bloody place 1f they_
served it through a rubber tube. 1¥#

PETE. Come on! (Calls.) Mike!

FRED. All I done for ’er an’ she ’as the bloody nerve t’ start
this!

PETE. Come on, less move.

BARRY. She wants throttlin’.

_MIKE comes on left. COLIN and FRED go out rzghz The door
_bangs. 1§ . L e e T

IR
L1z. I ain’ drunk me coffee. _ A ) ,
PETE. I said move! o s AR R
MIKE. Flippin’ mad’ouse. o Co

MIKE goes out right. The door bangs. Lo

"L1z. We paid for it!
PETE. Move!

L1Z and BARRY go out right. The door bangs. ** -

You come near ’im again an’ I'll settle yer for good.
Lay off. 3*

. PETE goes out right. The door bangs. LEN still sits. PAM stands. l!

- Pause.

LEN. I'll see yer ’ome. I’m late for work already. I know I'm

in the way. Yer can’t go round the streets when yer’re like
. that, (He hesitates.) They ain’ done ’im no good. ’Es gone

back like a kid. Yer well out a it. (He szands.) 1 knew the
.. little bleeder ’1d do a bunk! Can’t we try an’.get on like
""" before? (He looks round.) There’s no one else, Yer only
live once. ¢
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SCENE ELEVEN

.. *

The living-room.

On the table: bread, butter, breadknife, cup_and saucer and
mulk.

MARY_sits_on_the_couch.

HARRY comes. in.with.a.pat_of tea..He. goes..ta._the_mb]e. He
cuzsand_ butters bread. Rause while he works.

MARY goes out. HARRY goes_on working. MARY comes back
aith g cup and saucer..She paurs herself tea. She takes it.to the
cqucl and:sits. She sips. 3 y

HARRY.moves so_that his.back is 1o her. He puts bis cup upright
in_his saucer.. He_puts milk in.the cup, He reaches to pick up the
zgap_ot,

_MARY_stands, gaes to the table, au_mul&mmz.mgf
his reach. She goes back to the couch. Sits. Sips. ¥

MARY. My teapot.

Sips. Pause.
HARRY. My tea,

He pours tea into his cup, MARY stands agg_mzhg_mﬂg
She_empiies Jus cup.on.the.floor. ¢
HARRY. Our’n. Weddin’ present.

MARY (goes.ta.thecouch.and sits). From my mother.
HARRY. That was joint.

- MARY. Don’t you dare talk to me!

HARRY goes out. 7

MARY (Ioudly)ySome minds want boilin’ in carbolic. Soap’s
too good for ’em. (Slght pause. )7Dxrty filth! Worse! Ha!
(She.goes 1o the door and._calls). Don’t you dare talk to me!
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108 SAVED

HARRY. I'll juss say one word. I saw yer with yer skirt up.
Yer call me filth?

HARRY goes out. Slight pause. MARY goes to the table and

empties his slices of bread on to the floor. She goes back to the 13

couch and drinks her tea.

MARY. Mind out of a drain! I wouldn’t let a kid like that touch
me if "e paid for it!

. . !
HARRY comes in. He goes straight to the table.

HARRY. I don’t want to listen.

MARY. Filth!

HARRY. There’s bin enough trouble in this ’ouse. Now yer
wan’a cause trouble with ’im!

MARY. Don’t talk t’ me! You!

HARRY (sees his bread on the floor). Yer juss wan’a start trouble
like there was before! (He stoops and picks up the bread.)
Middle-age woman -~ goin’ with ’er own daughter’s left-
overs - "alf ’er age - makin’ *erself a spectacle — look at this!
~ No self control.

" MARY. Filth!

HARRY. Like a child - I pity the lad - must want ’is ’ead
tested.

MARY. There’ll be some changes in this ’ouse. I ain’ puttin’
up with this after t’day, Yer can leave my things alone for
a start. All this stuff come out a my pocket. I worked for it!
I ain’ ’avin’ you dirtyin’ me kitchin, Yer can get yerself
some new towels for a start! An’ plates! An’ knives! An’
cups! Yer’ll soon find a difference! '

HARRY. Don’t threaten me - &

MARY. An’ my cooker! An’ my curtains! An’ my sheets! 3

HARRY. Yer'll say somethin’ yer'll be sorry for!

He comes towards her. Thero-is-a-chair-in-she-way, He trips over
it. The leg comes off.
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SCENE ELEVEN 109

MARY. Don’t you touch me!

HARRY. Two can play at your game! Yeh! I can stop your
money U'morra!

MARY. Don’t yer raise yer ’and t’ me!

[
HARRY goes_back_ta_the_table..He.starts.cutting bread... Pause.

I knew yer was stood outside when ’e was there, I ’eard yer
through the door. I’d a bet my life you’d come in!

HARRY. Old enough t’ be ’is mother. Yer must be *ard up!

MARY. I seen you stuck ’ere long enough! You couldn’t pick
an’ choose!

HARRY. One was enough.

MARY. No one else would a put up with yer!

HARRY. I can do without! Yer ain’ worth it!

MARY. Ha! I saw yer face when yer come through that door.
I bin watchin’ yer all the week. I know you of old, Harry! #

HARRY. Yer’ll go out a yer mind one day!

MARY. Filth! ?

. HARRY. I ’ad enough a you in the past! I ain® puttin’ up with

your lark again. I’m too old. I wan’ a bit a peace an’ quiet.

MARY. Then why did yer come in ?

HARRY. Me pools was in that table.

MARY. Yer was spyin’! Yer bin sniffin’ round ever since!
I ain’ puttin’ up with your dirt! (She picks up the teapot)
Yer can bloody well stay in yer room!

s
PAM comes.in.

~ PAM. Chriss. (Calls.) It’s them!

HARRY (cutting bread). I ain’ sunk so low I’ll bother you!

MARY. Yer jealous ol’ swine! *

HARRY. Of a bag like you?

MARY. 'E don’t think so! I could a gone t’bed, an’ I will next
time ’e arsts-me!

HARRY. Now ’¢’s caught a smﬁ'a yer ’¢’ll be off with *is tail
between ’is legs ?
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_PAM. Are yer all right?

_LEN. It’s only a scratch.

. 110 ) 'SAVED
: ol

She hits him with the teapot. The water pours-over him. PAM is
too frightened to move. - . .- . i L. G
Ah! . N NIRRT 1
MARY. "Ope yer diel R T
HARRY. Blood! # . . . ...
MARY. Use words ' me! T

'HARRY. Blood! . S T T

PAM. Mum! o B I O TR
HARRY. Ah! o : Cane ot
LEN (off). Whass up? . S T
HARRY. Doctor. : i
MARY. Cracked me weddin’ present 'Im

LEN comes in.

..LEN. Blimey! . .;.‘.: _s‘ : ,
* HARRY. Scalded! L C

PAM. Whass ’appenin’? %
HARRY. She tried t’ murder me! Tl :
MARY. Yer little liar! =~ =+ . S U

HARRY. Yer saw ’er.
MARY. ’E went mad.

PAM (to MARY). Why?

* MARY. ’Effin an’ blindin’.

LEN. Yer’ll live,
HARRY. Blood. .
PAM (t0 MARY). Whass edone? ‘/ Sy s
LEN. ’E’s all wet. Lo

MARY. Swore at me!

paMm. Why?

- HARRY. Doctor. Co Y

. PP §
MARY. There’s nothin’ wrong with ’im.

: HARRY,. Scalded.

MARY. I ardly touched im. ’E needs a good thrashm 3 4
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SCENE ELEVEN LI

LEN (o PaM). Get a towel.

HARRY. I ain’ allowed t’ touch the towels.

MARY. I kep’ this twenty-three years. Look what ’e’s done to
it!

PAM. What ’appened ? !

LEN. Nothin’, They ’ad a row.

PAM. ’E called ’er a bag. %

LEN. It’s nothin’. I’d better be off t* work. They’ll give us
me cards. We juss seen Fred. ’E looks all right, well ’e don’t
look bad. It ain’ Butlins. (7o PAM.) Get ’im up t’ bed. Put
the kettle on. Yer could all do with a cup a tea, 3

PAM (to MARY). What made yer start talkin’?

MaRrY. Yer ’eard ’im call me a bag. (7o LEN.) ’E went mad
over catchin’ you last week.

LEN (looking at HARRY’s head). Yer’ll ’ave t* wash that cut.
It’s got tealeaves in it.

JLAR&Ldabs_aLiuailh_tlze_miLaﬁlziqu}'t.

paM. Caught ’oo last week? *

MARY (pointing to HARRY). ’Is filth, (Points to LEN.) Arst un!

PAM (t0 LEN), What ’appened ?

LEN. Nothin’.

HARRY. I was cuttin’ bread. (He.pzck.c.u;z_tbak.u;fe) She flew
at me! ¥

PAM (2o LEN). I knew it was you! (To HARRY,) Whass ’¢ done ?

LEN. Nothin’, .

MARY. Filth!

HARRY. I found ’em both, §

He points.with. the_knife to_the spot.

LEN (pulling at HARRY). No! ¢
HARRY. She’ll "ave t’ ’ear.
LEN (ke pulls at him). Nol
HARRY. She "ad ’er clothes up.
PAM. No!

e i e e v %4 e e et e e oy e ————— e e e e an
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L. Yer bioody fooll Yer bloody, bioody fooll L shakes H.
LEN shakes HARRY. The knife waves through the air. M Fallt e&s.

112 SAVED

HARRY. Ah! |
PAM. That knife! ' P beocle bo crud
MARY. Filth! B ’

PAM. ’E’ll kill ’im!

LEN. Bloody fool.

PAM (screams). Oh! No! - Whass ’appenin’ to us? 1 P s on conw !

She sits on the couch and cries. Pause., o

: HARRY. ’Im an’ ’er.
TN « PAM (crying). Why don’t e go? Why don’t ’e go away?
All my friends gone. Baby’s gone. Nothin’ left but Tows.
NNt : Day in, day out. Fightin’ with knives.
HARRY. I'm shakin’.
PAM (crying). They’ll kill each other soon.
LEN (0 PAM). Yer can’t blame them on mel!
PAM (crying). Why can’t ’e go away!
HARRY (removes his shirt). Wet.
PAM (crying). Look at me. I can’t sleep with worry. '
MARY. Breakin’ me *ome. P i MR "‘ é“'l’ L"
PAM (crying). *E’s killed me baby. Taken me friends. Broken
me ’ome.
HARRY. More blood.
MARY. I ain’ clearin’ up after *im. ’E can clear ’is own mess.
PAM (crying). I can’t go on like this.
LEN (to PAM). There was nothin’ in it!
PAM (crying). T’ll throw myself somewhere, It’s the only way.

HARRY. Cold. =

1 . txb
LEN goes 10 HARRY.
PAM (sitting and crying). Stop ’im! They’ll kill each other! 3 3 P gEA v\fl $

LEN (stops). I was goin’ a’elp ’im, %
PAM (crying). Fake-that-kaife. The baby’s dead. They re all
gone. It’s the only way. I can’t go on. YL S‘EOPS
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MARY. Next time ’e won’t be so lucky.
PAM (crying). Yer can’t call it livin’. ’E’s pullin’ me t’ pieces.
Nothin’ but trouble:

LEN. I'm tryin’ t ’elp! *Oo else’ll ’elp ? If I go will they come

back ? Will the baby come back? Will ’e come back? I'm
the only one that’s stayed an’ yer wan’a get rid a me! -
PAM (crying). I can’t stand any more. Baby dead. No friends.
LEN. I'll go.

PAM (crying). No one, listens. Why don’t ’e go? Why don’t

they make ’im go?
MARY. ’E can stay in ’is own room after t’day.
LEN. I’ll find somewhere dinnertime.
HARRY. Me neck’s throbbin’.
PAM (crying). No ’ome. No friends. Baby dead. Gone. Fred

one.
g X

SCENE TWELVE
X

LEN’s bedroom.

LEN_lies. face.doun.on.the.. ﬂoar;lhenside-oﬁ s face. is ..ﬂat'

against_the_floorboards. He_.holds a.knife...There_is an_open
suircase on the bed. In it are a few things. Pause. g

Hiproor-opons. HARRY. comes.in. He wears long white_com-

binations. He_wears_pale_socks. No_shoes. His head is in_a skull
cap.of bandages._He. comes up_behind LEN. T EN sees him slowgly.

HARRY. Evenin’,

LEN. Evenin’,

HARRY. Get up. Yer’ll catch cold down there.
LEN. "Ow’s yer ’ead ? * :
HARRY (touches it). Don’t know. T
LEN. Thass a good sign.

HARRY. All right now?

~ LEN. I was listenin’, 3

G
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114 SAVED
He draws the knife between two boards.

Clears the crack. Yer can ’ear better.

HARRY, Thass a good kaife. ¥

LEN. She’s got someone with ’er.

HARRY. Thought yer might like someone t’ say good night,

LEN. Yer can ’ear ’er voice.

HARRY. No.

LEN. She’s picked someone up. I couldn’t get anywhere
with me packin’.

HARRY. No, I saw ’er come in.

LEN. Could a swore I ’eard someone.

HARRY, Not with ’er!

LEN. She’s still good lookin’.

HARRY. ’Er sort’s two a penny. Lads don’t "ave t’ put up
with ’er carry-on.

LEN. I used t’ ’ear Fred an’ her down there.

HARRY. No more. .

LEN. Kep’ me awake. ¢

HARRY (sits on the bed). Tired. Nice ’ere.

LEN. Seen worse.

HARRY. Quiet.

LEN. Sometimes.

L4

Pause.

HARRY. She’s cryin’,

LEN. O,

HARRY. In bed. I passed ’er door.
LEN. I knew I ’eard somethin’.
HARRY, Thass what yer ’eard.

LEN puts a pair of socks in the case.

Won’t be the last time.
LEN. Eh? !
HARRY. *Owlin in bed.
LEN.O. %
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HARRY. She’ll pay for it.

LEN. What? *

HARRY. Er ways. Yer’ll get yer own back.
LEN. I lost me case keys. ' ‘
HARRY. Yer’ll see. :
LEN. Long time since I used it. ‘
HARRY, Where yer goin’ ?

LEN. ’Ad enough.

HARRY. No different any other place.

LEN. Pve heard it all before, ;

Pause.

HARRY. Thought yer’d like t’ say good night,
LEN. Yeh. Ta. !
HARRY. They’re all in bed. : |
LEN. I get in the way, don’t I?

HARRY. Take no notice.

LEN. Sick a rows. ¢

HARRY. They’ve ’ad their say. They’ll keep quiet now.
LEN. I upset every -

HARRY. No different if yer go. They won’t let yer drop.
LEN. Different for me.

He purs.a_shirt in_the case.

I never put a finger on your ol’ woman. I juss give ’er a ’and. !
HARRY. I known ’er longer’n you, 2
LEN. She reckoned she was late.
HARRY. Ain’ my worry. .
LEN. But yer ’ad a row. - i
HARRY. She ’ad a row. : : . i
LEN. You shouted. - . j
HARRY. It ain’ like that. , i
LEN. I ’eard yer. ' ‘ '
HARRY. It clears the air, Sometimes. It’s finished. - You
shouted, 3 C . :
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Pause.

oo LEN. I’ll ’ave t’ look for that key.
HARRY. I left ’er once.
LEN. You?
: 4 HARRY. I come back.
t LEN., Why?
HARRY. I worked it out. Why should I soil me ’ands washin’ j .
; an’ cookin’ ? Let ’er do it. She’ll find out. Y ' o f JMPE. line
- LEN. Yer do yer own washin’. C ; ! '

HARRY. Eh? : , s R "

LEN. An’ cookin’. : L ' S
o  HARRY. Ah, now.
_ wn "t 4 Pause. - -

- Four, . LEN. I can do without the key. I ain’ goin’ far. '
' HARRY. Bin in the army ? ' !
. LEN. No.

HARRY. Yer can see that. Know where yer goin’?

LEN. Someplace ’andy. For work.

HARRY. Round Fred? Lo

LEN. No. ’

 HARRY. She won’t see ’im again.
LEN. Best thing, too. Yer ain’ seen what it done t’ ’im. ’E’s
like a kid. *E’ll finished up like some ol’ lag, or an’ ol’ soak.

Bound to. An’ soon. Yer’ll see. : e :
He moves the case along the bed. ! o : 'Aouu eose E‘D ?‘*.lr
That'll keep till t'morrow. : ot bed.

HARRY. It’s a shame. " Co
LEN. Too tired t’niglit. Wass a shame ? :
v HARRY. Yer stood all the rows. Now it’ll settle down an’ ya' -
" LEN. I ’ad my last row, I know that. S
HARRY. Sit ’ere. v , o ;
LEN (sits on the bed). It’s bin a ’ard day. S : .
HAR!EY. Finished n)ow. y e Lsibs on lbci
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A long pause.

LEN. I’d like ©* get up ’morrow mornin’ and clear right out.

There’s nothin’ t keep me “ere. What do I get out'a it?

Jack it in. Emigrate.

HARRY. Yer’re too young t’ emigrate. Do that when yer past
fifty. ?

LEN. I don’t give a damn if they don’t talk, but they don’t even
listen t’ yer. Why the ’ell should I bother about ’er ?

HARRY. It’s juss a rough patch. We’ad t’ sort ourselves out
when you joined us. But yer fit in now, It’ll settle down.

LEN. No one tells yer anything really.

Slight pause. 4
Was she all right2 -~ =~ .

HARRY. Eh? ¢

LEN. In bed.

HARRY. Yer know. &

LEN. No. '

HARRY. Up t’ the man,

LEN. Yeh? .

HARRY. I ’ad the best. ?

LEN. Go on.

HARRY (quietly). I *ad ’er squealing hke a pig.

LEN. Yeh. %

HARRY. There was a little boy first. . .

LEN. In the war. o e

HARRY. Then the girl.

LEN. On leave.

HARRY. An’ back t’ the front. TR :

LEN. Go on, o R .

HARRY. I saw thelot. R

LEN. What was it like? .. . . ., ...~

HARRY. War?

Slight pause. 5 .

205

~  3 Fo.El«ng. aduvriee

YL Looks b o

g looks wp

2 M Lool« oway

? SmlLu

1Y slight Leugh

p .
Reminiseonce



U.m'.l?

Six

118 - SAVED
10 ) )
Most I remember the peace an’ quiet. Once or twice the

"ole Jot blew up. Not more. Then it went quiet. Everythin’
still. Yer don’t get it that quiet now.

LEN. Not ’ere.

HARRY. Nowhere,

LEN. Kill anyone ? "

HARRY. Must ’ave. Yer never saw the bleeders, ’ceptin’
prisoners or dead. Well, I did once. I was in a room. Some
bloke stood up in the door. Lost, I expect. I shot 'im. ’E
fell down. Like a coat fallin’ off a ’anger, I always say. Not
a word.

Pause.

Yer never killed yer man. Yer missed that, Gives yer a sense
a perspective. I was one a the lucky ones.

[
Pause.

LEN. ’Oo tied your ’ead ?

HARRY. I managed. I never arst them.
LEN. I’m good at that.

HARRY. No need.

Pause.

Nigh on midnight.
LEN. Gone.
HARRY. Yer don’t wan’a go. ¥
LEN. Eh??
HARRY. Don’t go. No point.
LEN (his trousers round his ankles), Why?
HARRY. Yer’d come back.
LEN. No use sayin’ anythin’ t’night - 4
HARRY, Don’t let ’em push yer out.
LEN. Depends *ow I feel in the mornin’,
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HARRY. Choose yer own time. Not-when it suits them.'
LEN. I don’t know anythin’ t’night. o
HARRY, I'd like yer t’ stay. If yer can see yer way to.
LEN. Why? e
HARRY (after a slight pause) I ain’ staym

LEN. What? 3

HARRY. Not always.

LEN. O, yeh, ¢

He puts.the case_ on the ﬂoor

HARRY. Yer'll see. If I was t’ go now she’d be laughm’ She’d
soon ’ave someone in my bed. She knows ’ow t’ be’ave
when she likes. An’ cook. '

LEN. Yeh, yeh.

He slides the case under the bed and_sits.on.the.bed.
HARRY. I'll go when I’m ready. When she’s on ’er pension.

She won’t get no one after ’er then. I'll be our. Then see =

’ow she copes.

LEN. Ain’ worth it, pop.

HARRY. It’s only right. When someone carries on like ’er,
they ’ave t’ pay for it. People can’t get away with murdcr
What °d appen then ?

LEN. Don’t arst me.

HARRY. She thinks she’s on top. I'll *ave t’ fall back a bit -
buy a few things an’ stay in me room more. I can wait. B

LEN. *Ead still ’urt? 3

HARRY. She’ll find out.

LEN. I can let yer ’ave some aSpu-ms

HARRY. Eh?

LEN. Can yer move up.

Harry stands.
No, I didn’t mean that.
HARRY. Yer should be in bed. We dont wan’a waste the

light,

o
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LEN. I won’t let on what yer said.

HARRY. Eh? %

LEN. You leavin’.

HARRY. She knows.

LEN. Yer told ’er?

HARRY. We don’t ’ave secrets. They make trouble.

He goes to the door. 2

Don’t speak to ’em at all, It saves a lot a misunderstandin’.
LEN. O.
HARRY. Yer'll be all right in the mornin”.
LEN. No work t’night ?
HARRY. Saturday.
LEN. I forgot.
HARRY. Night.
LEN. Funny we never talked before,
HARRY. They listen all the time.
LEN. Will yer come up next Saturday night ?
HARRY. No, no. Cause trouble, They won’t stand for it.
LEN. I'd like t’ tell ’er t* jump off once more.

HARRY. Sometime. Don’t upset ’er, It ain’ fair. Thass best

all round.
LEN (looks round). 1t’s like that.
HARRY. Listen!
LEN. What?

HARRY holds up his hand. Silence.

Still cryin’ ?
HARRY. She’s gone quiet.

Silence.
_ There - she’s movin’.
Silme.

LEN. She’s "eard us.
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The living-room.

SCENE THIRTEEN 121

HARRY. Best keep away, yer see. Good night.
LEN. But - '
HARRY. Sh!

He holds up his hand again. They listen, Silence. Pause. =~

[

- HARRY. Good night.
~ LEN. "Night.

[}
HARRY goes.

H'S

SCENE THIRTEEN
AK

PAM sits on the couch. She reads the Radio Times.

MARY takes things from the table and goes out. Pause. She
comes back. She goes to the table. She collects the plates. She
goes out. '

Pause. The door opens. HARRY comes in. He goes to the table
and opens the drawer. He searches in it.

PAM turns a page.

MARY comes in. She goes to the table and picks up the last things
on it. She goes out.

HARRY'’s jacket is draped on the back of the chair by the table.
He searches in the pockets. '

PAM turns a page.
There is a loud bang (off).
Stlence. '

HARRY turns to the table and searches in the drawer. "

# chh{' cue ¥ e Fode outk
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MARY cornes in. She wipes the table top with a damp cloth.

There is a loud bang (off). :

MARY goes out. : IA "Enter L with cheur
HARRY takes ink and envelope out of the drawer. He puts them - . . '

on the table. He sits on the chair. He feels behind him and takes . L

a pen from the inside pocket of his jacket. He starts to fill in his )
Jootball coupon. f
. . M
A short silence. . : P .-
PAM quickly turns over two pages. X : X

’ o
Immediately the door opens and LEN comes in. He carries the : : o . Q
chair that HARRY tripped over and broke. He takes it down right :

and sets it on the floor. He crouches. His head is below the level

of the seat. He looks under the chair. He turns it upside down.

He fiddles with the loose leg.

MARY comes in. She straightens the couch. She takes off her
apron and folds it neatly. She sits on the couch and pushes the
apron down the side of the couch. .

Silence. A
Stop. } o
LEN turns the chair upright. He still crouches. He rests his left

wrist high on the chair back and his right elbow on the chair seat.

His right hand hangs in space. His back s to the audience. His

head is sunk into his shoulders. He thinks for a moment. o
_PAM stands and goes to the door. , i

LEN. Fetch me ’ammer. . !

PAM goes out. HARRY writes. MARY sits. LEN presses his hand
on the seat and the chair wobbles. MARY takes up the Radio
Times and glances at the back page. RARRY takes a small leather
Solder out of the inside pocket of his jacket. He places the folder
on'the table. - oo e e

}\
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SCENE THIRTEEN 123
PAM comes in and sits on the couch.
LEN turns the chair upside down and looks at it.

MARY puts the Radio Times back on the couch. She pats the
pillow. PAM picks up the Radio Times. In one connected move-
ment LEN turns the chair upright and stands to his full height.
He has grasped the seat at diagonally opposite corners, so that
the diagonal is parallel with the front of his body. He brings
the chair sharply down so that the foot furthest from him strikes
the floor first. It makes a loud bang. Still standing upright he
turns the chair upside down and looks at the leg. He turns the
chair upright and sets it down. He crouches. He places the flat
" of his palm on the seat. The chair still has a little wobble.

PAM folds the Radio Times and puts it down.

. HARRY takes a stamp from the folder. LEN sits on the chair and

faces front. He puts his head between his knees to peer under
the chair. HARRY licks the stamp and silently stamps the envelope.
He reaches behind him and puts the folder and the spare coupon
in the inside pocket of his jacket.

LEN gets off the chair and crouches beside it. His back is to the
audience. He bends over the chair so that his stomach or chest
rests on the seat. He reaches down with his left hand and pulls
the loose rear leg up into the socket.

HARRY reaches behind him and puts his pen into the breast
pocket of his jacket. He puts the ink in the table drawer. '

LEN slips his left arm round the back of the chair. His chest rests

against the side edge of the seat. The fingers of his right hand
touch the floor. His head lies sideways on the seat.

MARY sits. PAM sits. . : L e
HARRY licks the flap on the envelope and closes it quietly. A
The curtain falls quickly. % ’ '

‘L:gh& Cue t 29:
" Fast Rode to black.
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APPENDIX C

PRODUCTION PHOTOGRAPHS

*
Page references refer to text as noted in Bibliography.
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MIKE:
COLIN:
PETE:

SCENE_ ONE,
LEN: Lucky.
PAM: What?

LEN: Bumpin'

PAGE 13

into you.

SCENE THREE, PAGE 28

Accidents is

legal.

Can't touch yer.

This coroner ftwit says

for troublin!

me.

'e!s sorry
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SCENE FOUR,
PAGE 41

Mary and Harry

SCENE FIVE, PAGE 45

PAM: | told yer t' take
it back! Get off
me! Yer bloody
lunatic! Bleedin'

cheek!
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SCENE SIX,
PAGE 49

FRED: Right.
Yer take
worm.
Yer roll
it in ye
yer 'and
+!' knock
it out.
Thass
Flrs®s

SCENE SIX, PAGE 65

COLIN: 'E wants the
coroner's
medal .
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SCENE SIX, PAGE 69

BARRY : | noticed 'e ain' touched it.
COLIN: Too bloody windy.
FRED: Yeh?

PETE:3 Less see yer.

SCENE EIGHT, PAGE 84

LEN: Yer need a bloody good beltin!'!
PAM: Touch me!
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SCENE TEN, PAGE 103

LEN: Wass it feel like when yer
killed it?

SCENE ELEVEN, PAGE 108

MARY: There'll be some changes in this 'ouse.
| ain' puttin' up with this after t'day.



