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Representation of War in Art Though seemingly art and war do not have much in common, there is a long and often complex correlation between the two. On the one hand, there are songs, poems and other written works which serve as propaganda. Chris Hedges, a veteran war correspondent, has noted that war destroys the country’s authentic art and that [a]rt takes on a whole new significance in wartime. War and the nationalist myth that fuels it are the purveyors of low culture – folklore, quasi-historical dramas, kitsch, sentimental doggerel, and theater and film that portray the glory of soldiers in past wars or current wars dying nobly for the homeland. This is why so little of what moves us during wartime has any currency once war is over. The songs, the books, poems, and films that arouse us in war are awkward and embarrassing when the conflict ends, useful only to summon up the nostalgia of war’s comradeship. (62–63)



In fact, it is hard to form a list of works of art, created during conflicts and serving the nationalist cause, which are currently treated as high art. On the other hand, when one thinks about Francisco Goya’s The Third of May 1808 (1814) or The Disasters Of War (1810s), Pablo Picasso’s Guernica (1937)1, Ernest Hemingway’s A Farewell to Arms (1929) or For Whom the Bell Tolls (1940), Erich Maria Remarque’s All Quiet on the Western Front (1929) or Dulce et Decorum est (1917), or Anthem for Doomed Youth (1917) by Wilfred Owen, it is hard to include them in the same group as enlisting songs and propaganda posters. Arguably, the majority of works of art concerning war which seem to
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be timeless are, if not anti-war, then they definitely portray the horrors and cruelty of war. The two World Wars were seen by many as an insurmountable obstacle for art. The First World War forced the Western society to rethink their culture. In the words of Reed Johnson: World War I reshaped the notion of what art is, just as it forever altered the perception of what war is. Although World War II racked up more catastrophic losses in blood and treasure, World War I remains the paradigmatic conflict of the modern age, not only politically but also culturally. (1)



After the initial shock and problems with forming a response to the tragedy and human loss, art seems to have got back on track. Most of the major conflicts in the twentieth century caused some kind of a response from the world of art. The Cold War was referred to in Kurt Vonnegut’s Cat’s Cradle (1963) and George Orwell’s 1984 (1949). The Troubles in Northern Ireland were presented in many renditions of Bloody Sunday—U2’s protest song Sunday Bloody Sunday (1983), the 2002 film directed by Paul Greengrass, Bloody Sunday, or the play Bloody Sunday. Scenes from the Saville Inquiry by Richard Norton-Taylor from 2005, to name but a few. The ongoing Arab–Israeli conflict has been presented in David Hare’s 1998 drama Via Dolorosa, or the animated documentary directed by Ari Folman Waltz with Bashir (2008). At the same time, propaganda appears to let go of the coalition with art in favour of the growing media industry (Madger 36). The only exception might be film which seems to be quite closely connected with the military industry (Burston 167). Other art forms continue to tackle the topic of following military conflicts in new and exciting ways. Images of War in British Drama The topic of war has been a constant presence in the theatre from its very beginnings, that is since ancient Greece. According to an American playwright, Karen Malpede, “[d]ramatic art arose as a complement to, perhaps also as an antidote to, war. Greek tragedy, and the universal conscription of Athenian 28
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citizenry […] are products of the same golden age, the fifth century B. C.” (XV). In Britain, military conflicts appear to have some influence on the theatre as well. The biggest and most influential conflicts found their way to the playhouses on the British Isles. In Shakespeare’s history plays, we find the depictions of the Wars of the Roses and other conflicts within and outside the country in the Middle Ages. Though the topic of war was mostly absent from the British theatre for many decades, it reappeared during the world wars. One of the first depictions of the First World War was George Bernard Shaw's Heartbreak House (1919), presenting the maladies in the British society which, according to the playwright, were one of the major issues responsible for the outbreak of the conflict. The play, especially in the preface, strongly promotes pacifism and questions the wide-spread support for the conflict, which caused it to be very controversial. The succeeding plays describe the hardships of war and returning home, which often involved suffering from mental trauma or physical disabilities. In R. C. Sherriff’s Journey’s End (1928), one gets a glimpse into the everyday life in the trenches, where there is a regular shipment of young soldiers who, due to their inexperience, get killed on the front after a short period of time. In the same year, Sean O’Casey published The Silver Tassie, a story of a young man who returns from the WWI crippled, and is unable to re-enter the civilian society. The second act of the play is an impressionistic presentation of his war experience which led to the situation from the first act. Apart from plays which commented negatively on wars, there were also those which were designed to be successful and entertaining enterprises. One of such plays is Noël Coward’s 1931 Cavalcade, describing the lives of two generations of the Marryotts, a British family whose story is framed by the Second Boer War in 1899 and the First World War. The play ends with the Marryotts toasting “to the future of England,” feeling proud that both their sons could sacrifice their lives for Britain (Coward 147). It took the majority of playwrights over a decade to react to the Great War. Whether pro- or anti-war,
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the plays point to human loss and the impact war has on people’s psyche; however, the political aspect of the conflicts seems to be largely omitted. This situation seems to have changed during the next period when war again became a prominent topic in the British theatre, namely the late sixties and seventies. Due to the abolishment of censorship in 1968, playwrights were able to experiment more with form and topics in their works. Joan Littlewood presented her vision of the First World War in Oh What a Lovely War (1963) in which actors appear on stage in Pierrot costumes singing World War I era songs and performing scenes while statistics concerning the conflict are projected on the backdrop. The play presents the political machinations taking place behind the scenes as well as the situation of the British society faced with more and more forceful enlistment and longer lists of casualties. In 1972, Howard Barker wrote Hitler Dances, a surreal play presenting the influence of war and violence on civilian society, in which a young girl from an abusive family befriends a German soldier whom she takes for a nightmarish monster. There were also realistic plays such as David Hare’s Licking Hitler and Plenty, both written in 1978, and both dealing with the Second World War. The former text describes a British unit working in black propaganda, revealing the moral corruption of all people involved in a war, while the latter play follows the life of a former British SOE agent working with the French resistance during the war, who afterwards finds it impossible to function in the modern society. The next great conflict which captured the imagination of the public was the Cold War. Most of the plays created at the time deal with the growing fear of a nuclear war. Among the most remarkable ones are Edward Bond’s The War Plays (Red Black and Ignorant, The Tin Can People, Great Peace) three plays written in 1984–85, which vividly and imaginatively depict the world after a nuclear holocaust. Plays of the second half of the twentieth century appear to be more insightful and pessimistic. Each military conflict is presented as one in a procession of many others, and the belief that one war will end all others
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seems to be rejected in favour of a constant fear that newer, more terrifying conflicts are yet ahead. During the last decade of the previous century, the British theatre scene was dominated by the “in-yer-face” theatre which focused on private rather than public issues2. However, the sense of a threat reappears in the next period when military conflicts became prominent in the British theatre again, that is after the events of 9/11, when the eyes of the world turned to the Middle East. According to Aleks Sierz, a leading British theatre critic and scholar, the audience demands from the theatre a representation of their fears and anxieties on the stage. Sierz claims that “[u]nsuprisingly, the War on Terror provoked a theatrical response—new writing embraced politics, and political theatre became fashionable again. Audiences craved plays that reflected their concerns” (Rewriting 72). As Malpede has pointed out, this topicality and relevance seem to be a characteristic of both ancient Greek tragedy and contemporary plays concerning war (XX). The difference is that in ancient Greece the participants of the conflicts wanted to see a cathartic performance of their experience on stage, whereas in modern day theatre where only a small percentage of the spectators have direct contact with war, the audience want to be offered a source of information about the situation in the Middle East alternative to the mainstream media. Reacting to this need of the public, theatre makers use their art form in order to present the problem of war in a way which may influence the audience. “Driven to enter and reveal the human stories inside the wars we fight,” asserts Malpede, “these contemporary dramatists have touched upon the theater’s ancient source to release the theater’s socially reparative power” (XX). In other words, the topic of war is presented because theatre-makers believe that watching a play can be a learning experience for the audience. It is hoped that when confronted with the stories of soldiers, Guantanamo inmates, politicians or regular civilians, the spectators will reconsider the presented issues and hopefully will take more thought-through actions.
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In the following part of the article, I would like to present current British plays dealing with the international involvement in Iraq and Afghanistan. The article presents a basic division of the topics which are explored and styles which are used in such plays. The discussed plays have been chosen because of their popularity and because they are prime examples of the most prominent themes and forms. Most of the plays dealing with military conflicts may be roughly divided into three thematic groups. The plays depict either the experience of individual soldiers, the experience of the civilian society or the political reasons or repercussions of the conflicts. Themes i. A Soldier’s Story Woyzeck (1837), written by Georg Buchner, is often mentioned as the first play dealing with the topic of a soldier returning home after a war and his feeling of rejection. This topic is undertaken by one of the British authors who has devoted many of his plays to the subject of war—Simon Stephens. In 2006 he wrote Motortown, which is a story of a young squaddie, Danny, who returns to England after some time spent in Iraq and finds himself unable to function in the society which he perceives as decaying. After a series of meetings with people from his past to whom he lies about almost everything, Danny murders a young girl in a strange fit of madness during which he seems to take the teenager for an Iraqi girl hiding a bomb under her burka. The play suggests that the moral turmoil in the country is a bigger challenge for the young soldier than the war. At the end of the play, Danny admits that “I don’t blame the war. The war was all right. I miss it. It’s just you come back to this” (Stephens, Motortown 74). In a different play by the same author, Canopy of Stars, written in 2009, Stephens presents the audience with a story of a sergeant who passionately believes in the righteousness and usefulness of the actions of the British government. His return home makes it clear that he is unable to live outside the war zone, and despite having a wife and a son, he wants to return to Iraq, firmly
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believing that without the international presence the Iraqi society will not be able to achieve peace. Similarly to Canopy of Stars, Black Watch by Gregory Burke (2006) contains scenes both from the war and the UK. Burke’s play is largely based on interviews with former soldiers of the Black Watch, a Scottish infantry regiment. The play not only tries to present the war from the perspective of the soldiers, but also describes the rich history and tradition of the Scottish unit. The actors wear uniforms which were worn by the regiment throughout the years, sing songs and perform parade marches. Although some critics have described the play as not being “an anti-war play, by which I mean an anti-Iraq war play [but rather a] pro-soldier [play]” (Ferguson), the harmful influence of war—including unprovoked aggression of the former soldiers—is quite visible in the depicted characters. Plays presenting the influence of war on individual soldiers usually focus on the detrimental effects of combat on the psyche of soldiers who afterwards find it extremely difficult to reconnect with the society. The overbearing experience of war creates a barrier between those who took part in it and the rest of the society, at the same time bringing the soldiers even closer together. Their sense of brotherhood is also a prominent topic in these plays. The dramas follow the notion mentioned by psychologists dealing with veterans, namely that war offers a simpler set of moral rules and guidelines, whereas the civilian society seems alien and much more complex than the military (LeShan 56). In both, Black Watch and Canopy of Stars, we are presented with the notion of soldiers fighting not for their country, democracy or to save nations from dictatorships, but for their fellow soldiers. Black Watch ends with the soldiers confessing that they joined the army “[n]o[t] for Britain […] [n]o[t] even for Scotland […] [they] fought for [their] mates” (Burke 72). However, the idea is ridiculed in Stephens’s play by the main character, who, after hearing a very similar statement from one of his soldiers, calls it “one of the stupidest things [he’s] heard in [his] whole life” (Canopy 243). While the characters struggle to define the reasons they are fighting for, the playwrights struggle to present the
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soldiers’ war experience as faithfully as possible. Arguably, the lack of one coherent answer, or perhaps the inability of the playwrights to provide one, indicates the complexity of the issue and the abundance of perspectives one can have. ii. The Society’s Silence A small number of plays present a different perspective, that of the civilians who find themselves unsure how to react to the war and all that comes with it. The Vertical Hour, written by David Hare in 2006, consists largely of a debate between a war correspondent turned an academic teacher, Nadia, and her fiancé’s father, Oliver, about the reason and outcome of the American presence in Iraq. Hare’s play is an eloquent and neatly designed dispute over the conflict, presenting both sides of the argument in a convincing way, thus allowing the viewer to make up his own mind about the presented issues. Moreover, in an interview the playwright himself described the play as presenting the “traditional Henry James theme of the difference between the American can-do spirit and the British cynicism” (Montagne). Thus, the play portrays the differences between two perspectives, and war is only one of the aspects in which they differ. Other plays present the turmoil the society is in through different means. Simon Stephens’s Pornography, written in 2007, presents six stories of people who are loosely connected with the 7/7 bombings in London, while the last fragment consists of obituaries of people who died during the attack. The play starts with a story of a woman who is estranged from her husband and who, for no apparent reason, decides to send information about a project her company has been working on to a competitive corporation. Another one showcases a teenage boy rejected by the teacher he is infatuated with, while the next fragment focuses on siblings who start an incestuous relationship. There is also a scene about one of the bombers who embarks on his journey to London. Finally, there is a story of an older scholar who, misjudging the situation, tries
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to seduce a former student, and of a retired university professor who declines into senility. These personal stories are presented with the euphoria of London winning the Olympic bid, the Live8 concert in the background, and the bombing at the end of each fragment. Though Pornography does not refer to war directly, the terrorist bomb attack may be seen as the ultimate transfer of war from the Middle East to civilian London. The British society is depicted as being in crisis, most of the characters feel alienated even from their families and friends. The dramatis personae appear to search for rules or people who could give guidance concerning moral conduct. The characters sense the same moral decay as Danny from Motortown. They also react similarly, lashing out when they reach their limits. The playwrights present a nation which is divided due to their beliefs, political views and moral sensitivity. At the same time, most characters are concentrated on their private affairs to such an extent that the political and social issues seem to be distant and unimportant and thus, when they are forced to face the repercussions of political actions of their government they are dumbfounded. iii. The Politician's Speech The last group of plays to be discussed here deals with the political aspect of the wars in Iraq and Afghanistan. Perhaps due to the fact that the matter is so current and there is a plethora of materials concerning it, most of these plays are entirely or mostly based on actual documents, court hearings and political speeches. Already in 2003, Richard Norton-Taylor wrote Justifying War: Scenes from the Hutton Inquiry, which consists of fragments of the inquiry investigating the death of Dr. David Kelly who prior to the invasion was a weapon inspector in Iraq and whose sudden suicide death was surrounded by many controversies. In a similar spirit, Called to Account: The Indictment of Anthony Charles Lynton Blair for the Crime of Aggression Against Iraq: A Hearing, another play written by Norton-Taylor in 2008, consists of statements made by
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high-profile members of the government and the army examining the criminal implications of the British government’s actions leading to the invasion of Iraq. The topic was approached a bit differently by David Hare in his 2004 play Stuff Happens where there is a mix of authentic statements made by George W. Bush and members of his administration and scenes invented by the author. Thanks to such a design, the play offers a vivid picture of the actions and decisions which led to the American intervention in Iraq. Adding the made-up scenes allows the audience to notice the human side of the politicians who are usually seen only on TV screens. This, in turn, makes it possible to understand that politicians have human follies and doubts and making such important and longlasting decisions is extremely difficult. This kind of theatrical work appears to play mostly an informative and whistle-blowing function. Due to the excessive amount of information, political speeches and experts commenting the current situation these plays attempt to present a cohesive and coherent picture of the issue. The topics most commonly appearing in representations of the conflicts in Iraq and Afghanistan concern the negative influence the war has on individuals, the society as a whole, and the shady dealings of the politicians which seem to be an indispensable part of military conflicts. Though usually the plays avoid preaching morals, they seem to be dedicated to drawing the attention of the viewers to the problems of war, providing them with information and encouraging them to consider the topic. Forms i. Verbatim The forms employed to present the military conflicts can be also roughly divided into three groups, one of them being verbatim plays. David Edgar—a distinguished British political playwright—describes this genre as “edited dramatisations of significant trials and tribunals at the Tricycle Theatre in north London” (The Rise). Apart from the already mentioned Norton-Taylor’s courtroom dramas, there are also plays which, through their objectivity,
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attempt to give the audience a glimpse into the experience of the “other” and reveal the obscure truth which is not provided by the media. According to Peter Weiss, a British playwright and painter, documentary drama, a term synonymous or closely related to verbatim theatre, is a component of public life as it is brought to our attention by the mass media, and its distinguishing characteristic is the criticism it performs in various degrees. [We may distinguish] [a] critique of cover-ups […], [a] critique of falsifications of reality, [and] [a] critique of lies. (quoted in Krasner 382)



A play which evidently attempts to reveal the truth about a cover-up is Guantanamo: “Honor Bound to Defend Freedom” written in 2004 by Victoria Brittain and Gillian Slovo. It consists of interviews with Guantanamo detainees, their family members and other people involved in the matter. The speakers talk about the absurdity and inhumanity which they came across in the prison on Cuba. Just as Norton-Taylor’s plays investigate the legitimacy of the actions of the British and American governments when preparing to war with Iraq and Afghanistan, Brittain and Slovo tell the true stories of people who got caught up in the War on Terror. The verbatim plays appear to concentrate on revealing the truth about certain important public issues, leaving the moral assessment to the viewer. The problematic issue with such plays is the fact that objectivity appears to be unattainable. The number of documents which can be used in a play is limited and some aspect might be underrepresented while other is overexposed, thus risking subjectivity. Similarly, it might be difficult to avoid emotional manipulation. Instances when the plays show the human side of the story can be easily seen as attempts to influence the moral judgement of the audience. ii. Social Realism Another form which is often used by playwrights while discussing the Iraq and Afghan wars is social realism. This extremely varied style, popular in England since the nineteenth century, allows the viewer to see the war in a wider context. Social realism concentrates on the everyday lives of common people 37
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and attempts to present all aspects of it, whether extraordinary or mundane. The characters in such dramas are presented not only to be involved in war, but also to be shaped by their social background, economic and political situation. A perfect example of this form is the already mentioned Pornography by Simon Stephens. In each scene we may observe the characters during their normal, everyday life—preparing breakfast for their families, going to school and work or meeting with family and friends. The routine is shattered by the bomb explosion, which causes certain characters to rethink their life situations. At the same time, it is suggested that it is this unchangeable and predictable life that has led to the attack. In the scene following the man who turns out to be one of the bombers, the character is presented as an ordinary man, a head of the family whose frustration about the society is the reason why he commits such a violent act hoping that it will make a change. He complains about people behaving like sheep, doing everything by force of habit and not questioning anything. There is also the criticism of consumerism, commercialism, capitalism and the general decay of the western society. Similarly in Motortown, though the plot circulates around the influence war has on individual soldiers, in the end, it is suggested that Danny’s aggressiveness is the outcome of his background, and these tendencies were only enhanced by the war experience. War plays which employ social realism seem to emphasise the notion that the source of war and violence are neither terrorists, nor foreign dictators, but our own society which constantly participates in similar armed conflicts. In the preface to Heartbreak House, Shaw writes: Hegel was right when he said that we learn from history that men never learn anything from history. […] Perhaps, after all, this is what wars are for and what historians and playwrights are for. If men will not learn until their lessons are written in blood, why, blood they must have, their own for preference. (45–46)



Shaw seems to suggest that society has a tendency to commit the same mistakes, not learning from their history and because of this they still become engaged in bloody conflicts. A similar conclusion seems to emerge from plays such as Pornography and Motortown. After Danny has murdered the teenage 38
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girl for no apparent reason, his brother and parents agree to lie for him, allowing the violence to spread. The obituaries at the end of Pornography clearly show that the bomb attacks on the London underground and the double-decker brought only death and destruction. The change that the bomber was hoping for does not come. Despite having already experienced wars and terrorist attacks so many times, people are still shocked and surprised that their main outcome is death. iii. Magical Realism The third most prominent style used in war plays is magical realism, where the real and supernatural or magical elements are presented as co-occurring. The Oxford Companion to English Literature defines magical realism as possessing a strong narrative drive, in which the recognizably realistic mingles with the unexpected and the inexplicable, and in which elements of dreams, fairy story, or mythology combine with the everyday, often in a mosaic or kaleidoscopic pattern of refraction and recurrence. (630)



Employing such a style allows the playwrights to freely mix everyday, ordinary events with extraordinary and mysterious occurrences, not causing disbelief or incongruity. Alex Sierz recognises this aesthetics in plays by Jez Butterworth, such as The Night Heron (2003) or The Winterling (2006). According to the critic, such plays challenge the realistic plays which dominate contemporary British theatre (Sierz, Jez 57). Similarly, elements of the spiritual world, which often appear in plays by black and South Asian playwrights, are seen as “a challenge [to the] contemporary Western stage” (Griffin 228). In a play by Naomi Wallace, No Such Cold Thing, written in 2009, one observes an encounter between two Afghan sisters, Meena and Alya, and an American soldier, Sergio. The girls meet after some time of separation as one of them managed to leave the country and now she returns for her younger sister. The girls talk interchangeably about the horrors of Taliban rule and typical teenage topics of maturing and love. The American soldier stumbles onto the stage with a hangover, not sure where he is and whether he slept with both
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girls or just one of them. After some time, when the cultural differences between the three become apparent, it turns out that all the characters have died due to the conflict and their meeting takes place in the afterlife, or a kind of a limbo. The girls were killed by American soldiers who raided their village, while Sergio died because his vehicle drove into a land mine. The main reason for using this form appears to be an attempt to show that it is only this magical or spiritual plain where the representatives of two completely different cultures can actually meet and try to communicate. A different type of magical space is created in David Greig’s Miniskirts of Kabul (2009), where a writer imagines having an interview with the already deceased Mohammad Najibullah—an Afghan political leader who in the 1980s cooperated with the Soviets, then from 1987 until 1992 was the president of Afghanistan, and in 1992 was brutally killed by the Taliban who disagreed with his liberal and modern rule (Loyn 155). Both characters are presented to be aware that everything is happening in the head of the writer, yet it does not seem to negatively influence the depth or objectivity of the presented issue. The interview touches upon topics such as the history of British-Afghan relations, political power and human rights, but there are also some elements of pop culture and flirting between the two characters. Thanks to this form, the playwright is able to show the creative process behind plays which try to present a controversial character, but most importantly it allows to present a public figure, who is probably known by most only from the news, as a fully developed and convincing character. The form of the play is also used selfreferentially to present the situation of Afghanistan. When Najibullah tells the writer: My country has been imagined enough. My country is the creation of foreign imaginations. The border between Pakistan and Afghanistan is an imaginary line—Pakistan is a dreamed up country—Pakistan— which—by the way is paying for those Taliban peasants to right now throw rockets at my city—Every bloody conflict in the world today has its origins in the imagination of the British surveyors (Greig 134),
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he clearly draws a parallel between the imperial attitude of the British towards the Middle East in the nineteenth century and the modern attitude of the Western world towards the Middle East, even when it comes to the arts. Western theatre-goers rarely see a play with an Afghan cast, playwright and director. They mostly see spectacles of how Western playwrights imagine Afghanistan and its people to be. Conclusion War plays created in the last decade in the UK use a variety of topics and forms to react to the need of the public to see a representation of their anxieties on stage. Whether the “reparative function” of the theatre is working is yet to be seen. However, one may observe that these dramas provide an alternative source of information, in many cases, the only source of knowledge about the wars for people who have no direct contact with conflicts. Despite the fact that the playwrights—unlike the war poets, such as Wilfred Owen—describe the experience of others, one may observe in how many ways they try to present the complexity of war. Perhaps, because the war is so complicated, or perhaps because it is impossible to represent it, the playwrights seem to be still looking for an appropriate form and theme which would adequately present the problem of a military conflict. The difficulties also seem to stem from the crisis and insecurity of the culture from which the dramas come. It is hard to describe a clash between two sides which have strong differences when it comes to religion, ethics, human rights and politics, if the British have doubts what they stand for. Alex Sierz has pointed out this crisis of national identity and the playwrights’ attempts to grapple with it; however it seems that they have a long way to go (Rewriting 227). Arguably, the conflict and the subsequent contact with a very different culture will allow the Western artists to see more clearly what the British culture rejects and fights against, and what are the notions which define it.



41



CURRENTS, vol.1, no.1 / 2015 Endnotes 1. Picasso was commissioned by the Spanish government to paint a mural before the bombing. After the attack, the painter changed his sketches to match the event, thus Guernica is often seen as part of the anti-war propaganda (Preston 73). 2. It has been argued that Sarah Kane’s Blasted, the play which marks the advent of the “in-yer-face” theatre, was partly inspired by the mass-murder in Srebrenica, during the war in former Yugoslavia (Urban 307). References Burke, G. 2007. Black Watch. London: Farber and Farber Limited. Burston, J. 2003. “War and the Entertainment Industries: New Research priorities in an Era of Cyber-Patriotism,” in: D.K. Thussu & D. Freedman (Eds.), 163–175. Coward, N. 1988. “Cavalcade,” in: Coward. Noel Coward. Collected Plays: Three London: Methuen Drama World Classics, 97–158. Drabble, M. (Ed.) 2006. The Oxford Companion to English Literature. Oxford: Oxford University Press. Edgar, D. 2012. “The Rise and Rise of New Writing.” http://symposium.hightide.org.uk/post/23223125168/big-idea-speech-davidedgar-the-rise-and-rise-of-new. DOA 30.09.2014. Ferguson, E. 2008. “The Real Tartan Army.” The Guardian. http://www.guardian.co.uk/ stage/2008/apr/13/theatre.edinburghfestival/print. DOA 27.07.2012. Greig, D. 2009. Miniskirts of Kabul. London: Oberon Books. Griffin, G. 2011. “Tanika Gupta,” in: M. Middeke, P.P. Schnierer & A. Sierz (Eds.), 223– 242. Hedges, C. 2003. War is a Force that Gives Us Meaning. New York: Anchor Books. Johnson, R. 2012. “Art Forever Changed by World War I.” Los Angeles Times. http://articles.latimes.com/print/2012/jul/21/entertainment/la-et-cmworld-war-art-20120722. DOA 15.07.2014. Krasner, D. (Ed.) 2008. Theatre in Theory 1900–2000. An Anthology. Malden: Blackwell Publishing. LeShan L. 1992. The Psychology of War. Comprehending its Mystique and its Madness. New York: Helios Press. Loyn, D. 2009. In Afghanistan. Two Hundred Years of British, Russian and American Occupation. New York: Palgrave Macmillan. Magder, T. “Watching What we Say: Global Communication in a Time of Fear,” in: D.K. Thussu & D. Freedman (Eds.), 163–175. Malpede, K. 2011. “Introduction,” in: K. Malpede, M. Messina & B. Shuman (Eds.), XV– XXXII. Malpede, K., M. Messina & B. Shuman (Eds.) 2011. Acts of War. Iraq and Afghanistan In Seven Plays. Evanston: Northwestern University Press. Middeke, M., P.P. Schnierer & A. Sierz (Eds.) 2011. The Methuen Drama Guide to Contemporary British Playwrights. London: Methuen Drama.



42



CURRENTS. A Journal of Young English Philology Thought and Review Montagne, R. 2006. “David Hare on His Play The Vertical Hour.” http://www.npr.org/tem plates/story/story.php?storyId=6559220. DOA 04.08.2012. Preston, P. 2012. The Destruction of Guernica. London: Harper Press. Shaw, B. 1984. Heartbreak House. Harmondsworth: Penguin Books Ltd. Sierz, A. 2011. Rewriting the Nation. British Theatre Today. London: Methuen Drama. Sierz, A. 2011. “Jez Butterworth,” in: M. Middeke, P.P. Schnierer & A. Sierz (Eds.), 42–61. Stephens, S. 2006. Motortown. London: Methuen Drama. Thussu, D.K. & D. Freedman (Eds.). War and the Media. Reporting Conflict 24/7. Thousand Oaks, CA: Sage. Urban, K. “Sarah Kane,” in: M. Middeke, P.P. Schnierer & A. Sierz (Eds.), 304–322. Weiss, P. 1971. “Notes on the Contemporary Theatre,” in: D. Krasner (Ed.), 381–386. Abstract The article presents most popular topics and aesthetic forms used in modern British plays dealing with the military conflicts in Afghanistan and Iraq. In terms of topics, most of these plays fall into three groups. The plays focus on either individual soldiers talking about their war experience and returning home, or on the society which is divided and unsure how to react to the conflicts. The last category of plays deals with the political aspect of the wars. The aesthetic forms employed in war plays are most often: verbatim plays, which uses authentic materials and documents, social realism, which presents the problem of war in a wider, social context and magical realism, which in order to represent war mixes realistic and magical elements.
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