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"For whom do we do these things if we do not spare those in 

whose interest we are working?" 

From The Wood Demon by Anton Chekov 
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CHAPTER I 

INTRODUCTION 

Dramaturgy and the Role of the Dramaturg 

Dramaturgy is the application of creative analysis 

and research for the purpose of enhancing the production 

and performance of a dramatic work. The intellectual 

process must be grounded within the world of the play in 

order for the dramaturgical analysis to produce the most 

beneficial effect. The goal of the dramaturg is to unify 

into a cohesive whole the artistic genius, talent, and 

effort of all participants, so that the work flows before 

the audience in a seamless continuum of imagery and 

meaning. 

Dramaturgy must always have the bond between the actor 

and the audience at the forefront of its discipline. As 

the actor develops a character in the play, the dramaturg 

must develop the character of the play. He or she must 

examine the dynamic force and drive of the dramatic work 

along with its presentation to the audience in external 

form. The critic often concerns himself or herself with 
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the nature of meaning and how it is created. The dramaturg 

must provide the production with the best possible scenario 

for meaning to be created with clarity and power. This 

necessity sheds light on the penchant of many dramaturgs 

for examining the evolution of the performance space. 

"Theatron" is the term coined by the ancient Greeks to 

describe where the drama took place. The literal 

translation of "Theatron" is the "seeing place." The 

dramaturg's job is, indeed, to concern himself or herself 

with the "seeing place" where the dramatic work is to be 

performed. He or she must ensure that the theatrical space 

will become more than simply a "seeing place." Seeing must 

be transformed from a mere physical act into a state of 

creating or "looking." The audience member can sit on a 

park bench and view a great number of performances. When 

he or she enters that special room and takes a relation to 

the stage, he or she must be compelled to do more than see. 

He or she must look, consider, ponder, and play with the 

action that unravels before him or her. 

The theatre space must assume an equivalent 

ritualistic connotation representing the spiritual plane 
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of man's existence to effectively impact the spectator. 

The on-stage activity must be elevated from a performance 

that is merely "seen." It must become a "show." The 

individual actors must do everything within their power and 

artistry to engage the audience. The fluid movement and 

grace of their bodies, coupled with the mellifluous tones 

of their wonderfully trained voices, can, at times, hold us 

in a trance. 

What is it that makes a great "show," rather than a 

collection of individual performances? It occurs when the 

collective "heart" of the audience clicks on and is 

transported to another world of being by the cohesive 

meaning and intent of the actions being performed on stage. 

The audience no longer "sees" with their eyes what is 

performed. They are compelled to "look" and absorb the 

import and connotations of the events as they unfold at an 

emotional level. When this happens, drama occurs. 

The dramaturg must consider all physical aspects of 

the performance space, as well as the dramatic implications 

of the poet's work, in order to maximize the probability of 
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this phenomenon known as drama occurring during the stage 

life of a theatrical production. 

The most successful way for the dramaturg to be 

effective is both simple, yet difficult, at the same time. 

A few years ago, the greatest vocal performers in the 

entertainment world dropped what they were doing to be 

filmed together in a project to help promote world peace. 

The resulting song and music video was entitled "We Are the 

World." Almost immediately, the press began to create a 

controversy. How many of these world-renowned artists 

would have solo parts? Whose would be the longest? A very 

enlightened individual posted a sign at the entrance to the 

sound stage. It read, "Leave your ego at the door." The 

project became a resounding success. 

The dramaturg must leave his or her ego "at the door." 

He or she must consult the director to establish an 

effective collaborative process. He or she must make 

himself or herself completely and unselfishly available to 

everyone involved in the production process. He or she 

must be available 24 hours a day if need be. No matter the 

nature of the request by the director, stage manager, prop 
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master, actor, scene, lighting, or costume designer, he or 

she must be at their service, within the limits prescribed 

by the director. 

The denial of one's self for the good of the 

production results in an internal harmony that generates an 

empowering synergistic effect. The dramaturg's continual 

flame of positive energy, intelligence, and good will 

energizes and empowers the "family" of artists in such a 

way that exponential results are achieved. Levels of 

meaning, communication, and understanding begin to grow and 

expand throughout the entire production, rehearsal, and 

performance processes. In the Green Room, meaningful and 

enlightening experiences and anecdotes are exchanged among 

the actors. The dramatic experience becomes one of 

enjoyment and growth, not only for the audience, but for 

everyone involved with the production. 

This harmonizing and empowering effect is the greatest 

gift the dramaturg can bring to the theatre. It is as if 

he or she is the priest anointing the infant with holy 

water at the baptismal font or the medicine man who 

sprinkles the hogan with corn meal. What he or she brings 
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to the show is no less that what he or she takes away. In 

his or her sacrificing and giving, the show goes on in 

enlightenment. The spirituality and understanding of 

everyone involved in the audience and production is 

elevated and enhanced. This is the dramaturg's reward. 

Drama and Its Relationship to Philosophy 

The philosopher, Hegel, believed that Nature and 

Spirit were developments of the logical ideal. In 

constructing his philosophy of history, Hegel maintained 

that logic could offer the philosopher a guiding thread 

through the labyrinth of experience, but it could not serve 

as a substitute for the experience itself. In his book, 

The Philosophy of History, w. H. Walsh states: 

The philosophical historian, by contrast (to the 
everyday historian) is struck by the fragmentary 
and inconsequential character of the results 
achieved, and looks for something better. This 
something better is the divination of the meaning 
and point of the whole historical process, the 
exhibition of reason's working in the sphere of 
history. (42) 

Drama is the tool that is necessary to enlighten the 

"divination of the meaning and point of the whole 

historical process"(42). The dramaturg's challenge is to 
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bring about this "exhibition of reason working in the 

sphere of history" (42) with power and clarity. As drama 

is created, it provides a sequence of visual icons that can 

be utilized by each member of society, as well as the 

philosopher, to track and decipher man's progress and the 

evolution of the society to which he belongs. 

Drama, in its most compelling form, provides the 

food-for-thought necessary for the discipline of philosophy 

to progress. Drama also provides the individual with the 

intellectual and spiritual building blocks necessary to 

enlighten and empower his existence. Drama can also 

furnish the psychic mechanism by which man can heal himself 

and restore his sense of inner peace. It is the power and 

mystery of the "Theatron" as the interface between man and 

society that brings about these phenomena. 
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CHAPTER II 

DRAMATURGICAL GUIDE FOR OUR COUNTRY'S GOOD 

Dramaturgical Notes 

This section of the thesis contains the dramaturgical 

analysis of Our Country's Good by Timberlake Wertenbaker 

for the production undertaken by Texas Tech University 

during the fall semester of the year 1992. The thoughts, 

analyses, and deductions that follow were to be utilized 

by all parties involved with the production, not only the 

actors and director, but the scene designer, lighting 

designer, and costume designer. 

As dramaturg, I was not involved from the outset in 

the initial planning stages of the production but was able 

to provide useful materials for the stage designer and 

costume designer prior to the application of their 

respective crafts. This form of collaboration proved to be 

most edifying and rewarding in that an unexpected, yet 

welcomed, result was achieved. The process of discussing 

the details and circumstances throughout the collaboration 

leading toward the final costume choices worked backward 
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through me to stimulate and enlighten my original 

dramaturgical inquiry. The confluence of thought has led 

to an expansion and elaboration of my initial analysis. 

The unusual situation where the dramaturg had been 

designated in the latter stages of planning brought to 

light the value of cross-fertilization in the creative 

process of applying dramaturgical consideration to ongoing 

play production. The resulting objective was to expand on 

this concept as I work to complement the research of the 

actors in the construction of their characters. It was 

also my intention to serve as a conduit for the exchange of 

ideas between director and actors. When a nimble mind is 

emotionally engaged in the metamorphosis of word into 

character, the vision and understanding concerning both the 

structure and interpretation of a dramatic work can be 

enlightening. 

Communication is the key to successful dramaturgical 

analysis. The dramaturg must have, as his or her highest 

responsibility, the obligation to achieve harmony 

throughout the entire production process among all the 

members involved. The dramaturg must solicit, from all 
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production members and actors, requests for materials that 

will help in the creative application of their respective 

crafts. This spirit of cooperation can be most effective 

in setting a positive tone for the collaboration involved 

in making a play. 

Several areas requiring research and special 

consideration emerged after multiple readings of the 

script. The analysis of these subjects as they pertained 

to the intrinsic world of the play became the determining 

factor for their inclusion into the dramaturgical guide. 

This list was subsequently reviewed with the director, Dr. 

Tom Jones, before the individual topics were fully 

developed. 

( 1) The destruction of the Spanish Armada and the 
control of trade routes. 

( 2) Australian history and pre-history in its 
relation to British colonialism. 

( 3) How did Sydney develop? Where did the name, 
Sydney, originate? 

( 4) The English penal system. Why were convicts 
transported to Australia? 

( 5) British Naval history after the Armada. 
Expansion of the Empire. Uniforms, decorum, 
administration. 

( 6) Eucalyptus trees and orange trees as symbols, 
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and their relevance to Australia. 

( 7) Aborigines. Their history and function in the 
play. 

( 8) Farguhar's The Recruiting Officer. How does it 
relate to Our Country's Good? How do its themes 
relate to producing this play for the colony? 

( 9) Australia's theatrical history. Play 
production. 

(10) A dramaturgical guide for The Recruiting 
Officer. 

(11) Timberlake Wertenbaker's personal dramaturgy. 

(12) Pickpocket techniques. 

(13) Slang dictionary. Glossary of terms. 

(14) Sociological profile of British officers. 

(15) 1788 maps of Australia and Sydney Cove. 

(16) Doubling in the English theatre. 

(17) Loneliness. How often did one hear from home? 
Psychological problems of separation. 

(18) Problems and difficulties of the voyage. How 
did the relationships developed at sea affect 
the sociology of the colony? (Figure 1) 
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Dramaturgical Conventions 

The following dramaturgical file will be made up of 

four elements that are developed from multiple readings of 

the play script. They emanate from the dramaturg's first 

responses, impressions, and intuitions that are suggested 

by the text. 

(+) Pluses: These are fragments of the playscript to 

which one responds positively or at least strongly; 

mentally, emotionally, psychologically, physiologically, or 

in any combination of these categories. 

(-) Minuses: Minuses are fragments to which one 

responds negatively or that seem problematic in terms of a 

potential production; this might include issues related to 

casting, design, language, structure, or representation of 

gender, race, class, etc. 

(?) Questions: These are fragments that leave one 

with questions of one sort or another about characters, the 

action of the play, the worlds of the play, or the 

performance conventions presumed or required by the 

playscript. 
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(/) Cracks: Cracks are fragments that seem to provide 

a way into the play; one metaphor--cracks or fault lines; 

another metaphor--the thread on which one can pull that 

will help unravel the work. 

Plus (Positive Aspects of the Play) 

Character 

A large number of characters are presented and 

developed in Timberlake Wertenbaker's play, Our Country's 

Good. The playwright utilizes both traditional and 

unconventional devices in working toward this end. The 

play's first direct communication to the audience is in the 

form of monologue, which functions in a very poetic and 

dreamlike fashion to inform the spectator of the moribund 

situation into which each character in the play has been 

thrust. 

We now understand that every character has exhibited a 

knack for survival to have made it to the point of the 

initial action in the play. The opening monologue 

effectively condenses both exposition and dialogue into the 

form of a poem. The subsequent appearance in the following 
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scene of the aborigine, who describes the vessel as it 

approaches the shore as "A dream which has lost its way" 

(1.2.p. 8), introduces the initial complication of the 

drama (Figure 2). 

The skill and precision of the slang provides us with 

the fabric of the soul and motivation for each character in 

the play. Captain Phillip informs Ralph that he has an 

ulterior motive in casting Liz Morden in the play, The 

Recruiting Officer by George Farguhar, that is to be staged 

by the convicts. "Morden is one of the most difficult 

women in the colony" (2.2.p.71). If her lot can be improved 

by her participation in the play, there is hope for all of 

the other convicts. Upon deciphering only a few of the 

slang words in Morden's speech, one's eyeballs roll up 

inside of one's head at the lewd and lascivious manner in 

which this "she-lag" chooses to express herself. 

(Glossary, p. 54) 

This brilliant use of slang, matched with the 

juxtaposition of character types in vignette, prepares the 

spectator for the ensuing encounters. These linguistic 

devices provide a level of anticipation that empowers the 

15 
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dramatic exchanges between the participants. The force of 

the characters is presented as if shot out of a cannon. 

Some twenty plus personages are brought to pulsating 

vitality with an alacrity and style that borders on 

enchantment. 

Irony 

Today is October 2, 1992. At Texas Tech University, 

Dr. Thomas Jones let out the hint of a sigh as he wistfully 

reflected on "what power the theatre once had." Perhaps 

Dr. Jones' implication is correct about the current status 

of theatre in today's society. 

Was it, however, any different in the penal colony at 

Sydney Cove in 1788? It was a miracle that the idea of a 

play put on by the convict population for the entertainment 

of the entire colony was ever entertained, much less 

brought to fruition. It is ironic that we have allowed 

ourselves to view theatre in today's world as such an 

ineffectual vehicle for social change and good. 

At Sydney Cove, the situation was such that the 

institution of a theatrical spectacle in the form of a 
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Restoration comedy, George Farquhar's The Recruiting 

Office, met with similar intolerance and skepticism. The 

Marine contingent, headed by Major Robbie Ross, was hell 

bent on having Governor Phillip relieved of his duties for 

suggesting this controversial undertaking. Was it the 

irony of having prisoners acting as military officers that 

so outraged the commander of the Marines? Perhaps it was 

the irony of seeing two female convicts portrayed as 

desirable partners for marriage. Had not the officers and 

men sought them out to satisfy their own sexual needs in 

the colony? 

Irony as a motivating force is in and of itself 

ironic. However, that is what we have at many levels in 

Our Country's Good: the irony of such a diverse and opposed 

group of individuals needing each other for survival and 

the irony of a misbegotten group of convicts simulating 

high comedy to uplift the spirits of the higher minded 

members of their society; the irony that all the passion 

exerted over the staging of the play will mean nothing if 

the supply ship does not return in due course from 

Capetown. 
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Perhaps, in our country of plenty, Our Country's Good 

is the supply ship for which we are all waiting. In its 

holds are stored the courage, the stamina, the 

perseverance, the humility, the determination, and the 

understanding necessary to bring about a reversal of 

fortune for theatre in Lubbock, Texas, the United States, 

and the world. Is it wrong to imagine that a homeless 

individual who looted a burned out supermarket during the 

riots in South Central Los Angeles could relate to and be 

entertained by our sweat and toil upon the stage? Our 

Country's Good provides us with a historical precedent that 

this can, indeed, be accomplished. To this day, Australia, 

a country almost entirely founded by convicts, has the 

lowest crime rate of any nation in the western civilized 

world. 

Minus (Negative Aspects of the Play) 

Plot 

Any individual who is involved with theatre as an 

institution or art form can not help but be attracted to 

the essential questions raised throughout the dramatic 
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content of Our Country's Good. The passionate dispute 

concerning the relevancy of Theatre at the dawn of 

civilization in Australia is worthy of consideration in 

today's society as well. 

Aristotelian plot construction is virtually 

nonexistent in Wertenbaker's drama. The scope of the 

issues raised in the play in itself almost precludes 

conventional structural treatment. What exists is a set 

of subplots that continue to evolve. We are party to the 

progression of the rehearsal process of the play-within

the-play. What is brought about, however, is a maturation 

of character and relationship, rather than a culmination of 

a plan of action or manifestation of climactic incident. 

Important questions pertaining to character are 

raised. What will be done to rehabilitate the prisoners? 

Will the play finally be staged? Can a play ever be 

produced under such adverse circumstances? Will Liz Morden 

be hanged? Will the supply ship arrive? The compelling 

nature of these issues necessitates that all be presented. 

This is accomplished to the detriment of any Aristotelian 

considerations for plot structure (Gilbert 82). We are, 
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nonetheless, riveted to the discussion between the officers 

concerning the value of theatre to society. When Captain 

Phillip takes issue against the notion that the criminal 

tendency is innate, we can only cheer him on. 

The lack of a conventional climax and accompanying 

on-stage action demands that the acting capability of the 

troupe performing Our Country's Good be of the highest 

caliber. The actors must be able to provide their total 

commitment to the play in order to infuse the audience with 

an awareness of the multitudinous circumstances implicit in 

the drama. A total ensemble approach is required to 

overcome the de-emphasis of plot structure. The acting 

must be superior to transcend the audience's expectation of 

its traditional notions of climax and denouement. 

Doubling 

The element of intrigue arises as the actors of the 

production portray the convict actors who act in the 

performance of Farguhar's The Recruiting Officer (Figure 

3) • 
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Figure 3. Doubling in The Comedy of Errors. 
source: Shakespeare, William. The Comedy of Errors. 

London: Rowe's, 1709. 
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Several of the convict actors will be called upon to play 

two parts, as will the actors performing Wertenbaker's 

play. Who will find this aspect of the play intriguing? 

Theatre practitioners are most likely to fall into this 

category. The actors in the production will sense the 

irony of it. How far can we expect the perception of this 

metaphor to proceed? It is understood that the excellence 

of the acting troupe is a given in order to effectively 

portray the many and varied levels of circumstances germane 

to the world of the play. It may, however, be asking too 

much of the actors' dramatic imagination, craft, and 

execution to convey this nuance of a concept to the 

audience. 

The dominance of subplot over plot, juxtaposed against 

the episodic structure of the play provides a supreme 

challenge to the performer in succeeding at an effective 

and convincing doubling attempt. In this context, 

Stanislavski's concept of psychophysical action could prove 

to be indispensable. Sonia Moore, his pupil and disciple, 

is a proponent of developing a distinct psychophysical 

action to start each scene (Moore 26). This technique 
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should be employed by the actor for each character that he 

or she is required to play. The psychophisical actions are 

arrived at through the use of creative improvisational 

games and character analysis. The concentration on 

awareness of the previous circumstances and pre-beat, 

coupled with the utilization of an appropriate 

psychophysical action, will ensure that continuity be 

maintained in the through-line-of-action for each story or 

subplot in the play. 

Questions (Aspects Requiring 
Special Consideration) 

Episodic Structure 

Is it unfair to view the episodic structure of Our 

Country's Good in a problematic vein? Perhaps the most 

vital and challenging force to evolve out of the last half 

of our century is the Feminist Theatre Movement. Is this 

the "new" theatre that Robert Edmond Jones, in his book, 

Dramatic Imagination, predicted would emerge at this time? 

(Jones 148). 

Many feminists object to dramatic criticism being 

dominated by the Aristotelian structural model. They liken 
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this model to the male orgasm. The various elements of the 

plot are compared to varying moments in the male component 

of the sexual act. Their main target is the notion of one 

major dramatic climax. 

Miss Wertenbaker's play is feminist in its structure. 

There are two acts consisting of a multiplicity of scenes. 

The feminist writers have chosen this format because it 

more closely replicates the sensory and emotional 

experience of the female orgasm, which consists of many 

climactic events over a longer period of time. The actors 

must be totally immersed in the circumstances of their 

previous moment before entering the stage for each scene. 

The vastly increased number of entrances required by this 

episodic structure, as well as the necessity of doubling, 

elevates this consideration to utmost importance. 

To make each episode pulsate with meaning, a through

line-of-action must be sought for each sequence. This 

necessity supercedes any consideration for the actor 

establishing a through-line-of-action for the play. The 

actor has his work literally cut out for him in the 

vignette of each scene. 
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Language 

Language is defined in The New Merriam-Webster 

Dictionary as "the words, their pronunciation, and the 

methods of combining them used and understood by a 

considerable community" (Merriam-Webster 416). In Our 

Country's Good, each character almost employs his or her 

own distinct form of language. In examining the genus of 

officer, we are forced to draw a line between Captain 

Phillip and his language of exigency and Harry Brewer as a 

channeler to the netherworld. At the less enchanting end 

of the spectrum is Captain Robbie Ross of the Marines, who 

is "hell bent for leather" in obtaining his personal 

syntactical definition of justice. 

Each convict has a way of singularly expressing 

himself or herself with indigenous choices of slang. These 

various expressions may not necessarily be understood by 

all their fellow convicts. Sideway's dialect of slang is 

one that is geared so that only a skilled pickpocket could 

understand each concept or action to which he alludes. Liz 

Morden defies and confounds any attempt at reasonable 

etymological analysis. The characters who, in the most 
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communicable sense of the word, speak the same language are 

Dabby Bryant, the aborigine, and Harry Brewer. Each 

chooses to speak in the language of dreams. 

The actors must immerse themselves in every facet of 

the circumstances, characterization, and story line of 

their roles. Their actions will convey to the audience 

what most likely would be missed as each character 

expresses the dialogue tailored to their character and 

corresponding history. The actors must be willing to 

adjust to each other's choices. They must, above all, work 

in the spirit of ensemble. Then, the characters' use of 

slang which, on first reading, appears to be a dilemma will 

be transformed by the actors' efforts into a richly 

textured dramatic performance. 

Cracks (Ways into the Play) 

Aborigine 

In Our Country's Good, a native Australian appears 

from time to time and interjects what is best described as 

a poetic monologue into the fabric of the play. His 
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language is somewhat mystical and in sharp contrast to the 

language of expediency preferred by the officers. He 

views the arrival of the ship with an ominous sense of 

foreboding. "This is a dream which has lost its way. 

Best to leave it alone" (1.2.p.8). 

The word "aborigine" comes from the Latin words ab, 

meaning from or away, and origine, meaning beginning or 

starting point. With respect to the English voyagers, the 

aborigine has been in Australia from the beginning. Our 

convicts and officers can be considered aborigines, since 

they are starting anew on this island continent. They are 

more than eight months voyage removed from their starting 

point. 

Anyone whose behavior varies from the norm also 

behaves much more closely to the manner of the native 

Australian than the strict English sense of decorum. In 

this light, the female and male convicts, with their 

inclination for outrageous behavior, are aborigines. Harry 

Brewer and his vision of ghostly apparitions shares this 

distinction. 
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The reality is that all humans are ab-origines in that 

we have all sinned. The act of sin separates us from God, 

who is without sin. The native Australians have probably 

sinned the least of anyone. In the Western "civilized" 

world, might makes right. The template of English custom 

and decorum is being pressed onto the alien landscape of 

Australia. The template bends, distorts, and proves 

ultimately to be useless. The English are forced to 

conform to the conditions of the land. They must find a 

way to reproduce the success of the aborigine in adapting 

to this unique environment if their experiment has a chance 

to continue. The military personnel, the convicts, and the 

aborigines must find a way to coexist under the 

restrictions imposed by this daring colonial enterprise. 

When we are away from our homes experiencing 

adversity, old alliances are questioned, while new means 

and relationships are investigated. What works is adopted; 

what does not is cast aside. This knowledge the aborigine 

has imparted to the English in both America and Australia. 

The aborigine is the true mother of both civilizations 

(Figure 4). 

29 



V
J 

0 

F
ig

u
re

 
4

. 
T

h
e 

M
o

th
er

 
o

f 
C

iv
il

iz
a
ti

o
n

 

S
o

u
rc

e
: 

M
o

rs
e,

 
P

e
te

r.
 

Je
a
n

 
C

h
a
rl

o
t'

s
 
P

ri
n

ts
. 

H
o

n
o

lu
lu

: 
U

P 
H

a
w

a
ii

, 
1

9
7

6
. 



Survival 

As the aborigine views the English vessel making its 

way to the shore on January 18, 1788, there is one 

description that fits everyone. All of the souls on board 

the ship and along the shoreline are survivors. The crew 

and the convicts in the hold have seen the moon complete 

eight full cycles during their voyage from England. They 

have sailed across three different oceans to arrive at 

their destination. The female convicts have experienced 

extreme degradation, in addition to physical hardship and 

abominable living conditions. 

The majority of the convicts, male and female, were 

fortunate to have had this opportunity. Most were facing 

the death penalty in the overcrowded barges made into jails 

back home in England. Once again, as they step onto the 

shore of Australia, they must survive the completion of 

their sentences and the adverse conditions of this new 

land. The play that the convicts are called upon to 

perform is the one relief that they have experienced from 

their dismal situation. This constructive activity points 

to another possibility outside of bare survival, and that 
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is a glimmer of hope that perhaps it may be possible for 

them to succeed in this colony. 

The aborigine is an expert at survival. He does not 

have the prospect of a fleet of supply ships arriving to 

relieve his predicament. He must provide his sustenance 

from the application of his own guile, craft, and religion. 

He sees the ship approaching. Instinctively, he chooses to 

leave it alone. He senses that no good can come from it 

for him, and he is correct in his assumption. 

Captain Phillip has a knowledge, perception, and 

tolerance about him that is the colony's only chance for 

survival. His interest in the aboriginal culture is not 

simply out of curiosity, but it is born of intuition. What 

he can learn from them, and how well he can impart to them 

a genuine feeling of kindness, will enhance the chances for 

the survival of the colony. Phillip calls on everyone to 

get along. His level-headedness and compassion demand that 

everyone attempt to pull together and sacrifice in a way 

that they have not known or anticipated. If this colony is 

to survive, it is because there was a man such as Phillip 

who came along at this exact time and place and envisioned 
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the level of humanity that can exist in our world--that 

must exist if it is to survive as we know it. 

Analysis of Captain Phillip's Character 

In this portion of the dramaturgical guide for 

Timberlake Wertenbaker's Our Country's Good, concentration 

will be on the character of Phillip and his relationship to 

the overall dramatic concept of the play. The job of the 

dramaturg is not only to posit a thesis and answer the 

questions raised therein. It is of equal importance for 

the material generated by the dramaturg to stimulate 

thought, opposition, and criticism on the part of the 

reader, so that he or she may crystallize his own concepts 

and approach to the production and performance of the play. 

In examining the character of Governor Phillip in Our 

Country's Good, a certain predilection for a society based 

on the philosophy shared by Socrates and Plato becomes 

apparent. The nature and function of this society is 

explored and debated, starting with the opening line of 

dialogue in the play. 

Phillip: Was it necessary to cross fifteen 
thousand miles of ocean to erect another Tyburn? 
(Wertenbaker 1.3.p. 8) 
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In this opening exchange, the four huntsmen, Phillip, 

Tench, Collins, and Brewer, debate the validity of the 

extreme application of justice and punishment being 

employed at the outset in the penal colony of Sydney in 

1788. 

Tench sees no reason for any order other than the 

English status quo to be replicated here. The idea of 

Tyburn, a penal institution utilizing extreme forms of 

punishment and degradation, seems appropriate to him. 

Tench: I should think it would make the convicts 
feel at home. (1.3.p. 8) 

Tench advocates the perpetuation of an institution based on 

fear and loathing. The administration of justice advocated 

by Tench and his associates in the camp, upon first 

examination, would not qualify as Aristotelian in nature. 

In their view, it is vice that has led the predicament of 

the prisoners, whom they view as no more than animals. 

This categorization of the criminals as a subhuman species 

also makes it more difficult for pity to be evoked in the 

spectator. 

Later in the play, as the merits of the theatre are 

being discussed, Phillip responds to Tench's assertion: 
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Tench: We are talking about criminals, often 
hardened criminals. They have a habit of vice 
and crime. Habits are difficult to break. And 
it can be more than a habit, an innate tendency. 
Many criminals seem to have been born that way. 
It is in their nature. 

Phillip: Rousseau would say that we have made 
them that way, Watkin. 'Man is born free and 
everywhere he is in chains.' (1.6.p. 27) 

Here, Phillip establishes that it is not vice but error 

that has led to the predicament of each individual convict. 

This assertion, coupled with his insistence that Ralph 

should "try a little kindness" resurrects the image of the 

convicts as rational human beings who have experienced 

their fall due to error. Phillip sees the convict 

population as victims of an Aristotelian application of 

social ineffectiveness. 

Phillip objects outright to this inhumane scenario: 

Collins: You have been made the governor-in
chief of a paradise of birds, Arthur. 

Phillip: And I hope not a human hell, Davey 
... (1.3.p. 9) 

In no way or form does he wish to reproduce the system that 

is employed in England here in Australia. 
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Phillip also takes issue with one of the Aristotelian 

elements of tragedy, spectacle, that sets it apart from 

epic. 

Phillip: .... It is the spectacle of hanging 
I object to. The convicts will feel nothing has 
changed and go back to their old ways. (1.3.p. 9) 

He understands that the convicts have become desensitized 

to violence by means of its continual application within 

their social environment. The penal system of England has 

perpetuated this "spectacular" approach to control the 

convict population and instill fear in the criminal element 

of English society. Phillip realizes its ineffectiveness 

at home as a deterrent and a means of reformation. He does 

not want to reinvent a device that immunizes people to 

their feelings of sympathy and compassion for one another 

(Figure 5). 
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Figure 5. Endearing Emotion. 
Source: Morse, Peter. Jean Charlot's Prints. Honolulu: 

UP Hawaii, 1976. 
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The Aristotelian model of Tragedy, which has been 

adopted by the institution of Theatre for the more 

encompassing realm of drama, is being rejected here by 

Phillip. The Captain is a man of strength, compassion, and 

conviction. He solicits the opinions of all present. He 

desires to know their true feelings. He does not use his 

position of supreme power to force or imprint his ideas on 

the other officers. He is not insecure in his beliefs, nor 

is he compelled to fortify and propagate a power structure 

that degrades human beings and delimits their capacity to 

express sympathetic emotions. 

The Aristotelian model of Tragedy, by means of the 

evocation of pity and fear, does arouse emotion. For what 

purpose are these emotions stirred? Fear is not an emotion 

that endears human beings to one another. Pity serves only 

to generate sorrow and sadness. Both work against people 

coming together with a meeting of hearts and minds. These 

emotions incapacitate human beings from working with each 

other in an optimal and constructive fashion. Pity and 

fear alienate and isolate citizens from each other. They 

do not democratize them. 

38 



Aristotle's predisposition of tragedy for the dramatic 

form perpetuates a status quo that is not sensitive to 

constructive and endearing elements contained in human 

emotion. It attacks the fabric of innate humane behavior. 

It reinforces a hierarchical model that favors the supreme 

power of the city-state over the spiritual health of its 

citizens. It argues for the lust and suffering of 

punishment. Everything that Phillip stands for is working 

against this model. 

The character of Phillip is relentless in trying to 

exercise a more rational, humane, and enlightened approach 

to all of the officers and convicts with whom he comes into 

contact. Indeed, he is incensed by the continuance of his 

opposition's insistence on treating the convicts as if they 

were animals. He strongly disagrees with their stance. He 

understands that, perhaps more than anything else, it is 

they who must be rehabilitated. Phillip realizes that if 

he would denounce the opposition, he would be guilty of the 

same sin they commit when they degrade the convicts. This 

would put him at odds with achieving his goal of starting a 

more humane social order in Australia. 
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Tench stubbornly insists on being the thorn in 

Phillips's side. He serves a dual purpose in that he 

forces Phillip to clarify his notion of how his personal 

philosophy based on the ideals of Plato and Socrates for 

the state are to be applied to the colony in Sydney. He 

then induces the Captain to expound his vision of how these 

concepts will apply to the situation at hand. In response 

to the hangings: 

Tench: It's their favorite form of 
entertainment, I should say. (1.3.p. 9) 

Phillip: Perhaps because they've never been 
offered anything else. (1.3.p. 10) 

Phillips's attack on the Aristotelian insistence on 

tragedy for the dramatic model of the state and society is 

empowered here. The extreme application of criminal 

punishment in the form of hanging and the incessant 

degradation of the convicts is the perpetuation of this 

perversion brought about in human behavior by the 

insistence that, through tragic drama, they are forced to 

regenerate the experience of pity and fear. The 

"purification" that is achieved by the catharsis is indeed 

a mortification of the flesh; an encoding of a scenario 
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that will be manifested if the spectator's behavior 

deviates from the dictated norm or status quo (Figure 6). 

It is after this exchange that Phillips's version 

of society, and a drama that would enforce, encode, and 

advance its image, starts to unfold. Tench, in derision 

of Phillip, replies: 

Tench: No doubt Garrick would relish the 
prospect of eight months at sea for the pleasure 
of entertaining a group of criminals and the odd 
savage. (1.3.p. 11) 

Phillip: I never liked Garrick. I always 
preferred Macklin. (1.3.p. 11) 

Macklin was as well-known for his comic roles as Garrick 

was for his portrayal of tragic figures such as Macbeth. 

This also explains Phillips's rejection of The Tragedy of 

Lady Jane Grey for the play to be performed in front of the 

colony. It is a further rejection of tragedy as the 

dramatic form chosen to reinforce his model of the state. 

Phillip chooses a comedy, The Recruiting Officer, in its 

stead. 

Phillip has been forced to accept the inevitability of 

the hangings because it is the punishment required by 

English law. Collins, as justice and chief legal officer 

of the colony, reminds him of this. Nevertheless, Collins 

41 



. ...... :.. ... 
'. 

. ~ 
·,~ .. -.. ... .. 

Figure 6. Capital Punishment. 

Source: Morse, Peter. Jean Charlot's Prints. Honolulu: 
UP Hawaii, 1976. 

42 



is supportive of Phillips's desire to rehabilitate the 

convicts. When Collins makes known his inclination toward 

the expedient of capital punishment, Phillip is quick to 

take him to task. 

Collins: It is my belief, the hangings should 
take place tomorrow. The quick execution for 
the good of the colony, Governor. (1.3.p. 11) 

Phillip: For the good of the colony? Oh look! 
We've frightened a kankaroo. (1.3.p. 11) 

Phillip has expended much time and energy contesting 

Tench's more barbaric predispositions. He has worked 

himself into such a fervor about his own cause that he 

becomes less tolerant of Collins' viewpoint, even though 

Collins is one of his allies. However, the appearance of 

the "kankaroo" brings Phillip back on track to his own, 

more elevated principles after he has begun to sink into 

the quagmire of barbarity perpetuated by Tench. 

What is it about the "kankaroo" that has this power to 

snap the Governor out of this sophistic dilemma back into 

the reality of his vision? The curious comedic nature, 

appearance, habits, and movement of this unique mammal both 

delight and amaze the spectator. Laughter is certainly a 

humanizing force and generates a particular elevation of 
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the spirits by its own power. The kangaroo is somewhat of 

a compact comedia del arte troupe in a furry exterior, 

which appears almost magically to remind Phillip of his own 

vision and mission. 

In act II, scene ii, Phillip confronts Ralph, who 

wishes to stop the rehearsal of the play. Here, the 

Governor's personal philosophy is made evident. His goal 

is to realize this vision in the institution of a humane 

and logical system of society. The rehearsal and 

presentation of the play to the colony by Officer Ralph 

Clark will be the cornerstone in the edifice of Phillips's 

bold and daring undertaking. The Captain Arthur Phillips's 

Manifesto is short, succinct, and to the point. 

Phillip: Socrates irritated the state of Athens 
and was put to death for it. 

Ralph: Sir 

Phillip: Would you have a world without 
Socrates: 

Ralph: Sir, I --

Phillip: In the Meno, one of Plato's great 
dialogues, have men read it, Lieutenant: 
Socrates demonstrates that a slave boy can learn 
the principles of geometry as well as a 
gentleman. 

Ralph: Ah 
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Phillip: In other words, he shows that human 
beings have an intelligence which has nothing to 
do with the circumstances into which they are 
born. 

Ralph: Sir (2.2.p. 70) 

Phillip: Sit down, Lieutenant. It is a matter 
of reminding the slave of what he knows of his 
own intelligence. And by intelligence, you may 
read goodness, talent, the innate qualities of 
human beings. 

Ralph: I see -- Sir. 

Phillip: When he treats the slave boy as a 
rational human being, he becomes one. He loses 
his fear and he becomes a competent 
mathematician. A little more encouragement and 
he might become an extraordinary mathematician. 
Who knows? You must learn to see your actors in 
that light. (2.2.p. 71) 

The exigency of this lesson is born out of the 

previous conflict with Tench. As the extreme right wing of 

the Republican Party in our own country believes that the 

criminal tendency is innate, so does Tench. Ralph, at one 

time, also was an adherent to similar beliefs. His 

involvement in the play has had a humanizing effect on him. 

It has helped ameliorate his view of the prisoners. This 

is most visibly manifested in his attraction to the 

prisoner, Mary Brenham. Phillip perceives this effect on 

Ralph and capitalizes on it by driving home his philosophy 
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and vision into this opening up of the heart and mind of 

Second Lieutenant Clark. His effect on Ralph is not 

altogether different from the effect Socrates had on Plato, 

who abandoned tragic poetry at his behest and took up 

philosophy. 

In Plato's Republic, we learn of the source for 

Captain Phillips's vision of philosophy, the state, and how 

drama functions within its realm: 

[Poetry should present God as He is. 378E] 
Socrates replied: You and I, Adeimantus, are 
not at present poets, but organizers of a city. 
(Figure 7) It is necessary for the organizers to 
understand the type according to which the poets 
must needs write and from which their poems must 
not be allowed to depart; but the lawgiver does 
not have to compose stories himself. 

I shall explain the types of poetry 
countenanced by proper ideas about God. He must 
be presented as He really is, whether He appears 
in epic, lyric, or tragic poetry. Is not God 
really good and to be presented as such? 

But nothing good is hurtful, or is it? 
And does what is not hurtful do anything bad? 
And would what does no evil be the cause of 
evil? Well then, is the good beneficial? 
it the cause of good action? The good is 
not the cause of everything but merely of 
that are beneficial. It is not the cause 

Is 
then 
things 
of 

evil things. So God, since He is good, may not 
be the cause of all things as is usually said, 
but He is the cause of few things among many, 
for good is much less common than ill; good is 
caused by God alone, but we must seek out the 
cause of evil, for it cannot be God. (Gilbert, 
26) 
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Phillip is Socratic in his view, concept, and 

application of society. He seeks to elevate the plight of 

the convict population. His image is more deific than 

satanic. The elevation of man's spirit in communion with 

God is the goal sought by Socrates, Plato, and Phillip. 

The continual remembrance of suffering and the subjugation 

of the human spirit is the goal sought by Ross and the 

effect of the Aristotelian tragic vision that has been 

employed during the last twenty-five centuries by Western 

European institutions of "civilization" (Figure 8). 
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Timberlake Wertenbaker bridges the gap between the 

Socratic and the Aristotelian by the application of 

intelligent force and logical reasoning in Our Country's 

Good. She beckons us to become the Phoenix: to rise up 

out of the ashes of pain and suffering, pity and fear, and 

to embrace a new dawn of civilization, and a theatre that 

will reflect its image with compassion, humanity, and 

dignity, all being, as Captain Phillip would say: II 

the innate qualities of human beings" (2.2.p. 71). Our 

Country's Good reverses the process of dehumanization of 

the spirit brought about by adherence to the tragic model 

constructed by Aristotle which insists on arousing pity and 

fear. By beginning with the image of this model and 

transforming it into a vision of hope, reformation, and 

conciliation, Wertenbaker succeeds in effectively conveying 

her image of drama and society to her play's audience and 

to the world. 
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APPENDIX A 

GLOSSARY 

assiduity - constant or close attention to the business in 
hand. Unremitting application, persistent 
endeavor, perseverance, diligence. 

bob - a pleasant companion. 

buttock - a low whore. 

buzz - to pick pockets. 

caterwaul - to make sexual love. 

conundrum - the female pudend. 

contumelious - of words and actions: Of the nature of or 
full of contumely; reproachful and tending 
to display disgrace and humiliation; 
spiteful. 

cove - a man, a companion, chap, fellow. 

crapper - a person at the fringe of the underworld. 

cull - a fool, especially a dupe. 

dimber-damber - leader or captain of criminals or of 
tramps. 

dimber-mort - a pretty girl. 

flash - to show. 

galler - one who galls or initiates. 

ha' penny - the female pudend. 

herring pond - the ocean. 

king - the man in charge of anything. 

lag - a transported convict. 
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lift - to steal. 

madge - a female of low repute. 

make - a successful theft or swindle. 

mollie - an effeminate man; a sodomite. 

mollisher - a low woman; a thief's mistress. 

mossie - a mosquito. 

mother of saints - the female pudend. 

mug - the face. 

nab - collect money. 

naf - the female pudend. 

nap - to seize, catch, arrest; also to steal. 

nibbler - a [petty] thief. 

niffy - a strong, nasty smell. 

play the flute - copulation. 

prig - to steal. 

rantum-scantum - copulation. 

ruffler - a beggar pretending to be a maimed soldier or 
sailor. 

rum diver - a skillful pickpocket. 

salt bitch - female sailor. 

screw jaws - a wry-mouthed person. 

shiners - clever fellows. 
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shoulder clapped - arrested. 

snoozie - the night constable. 

spice - to rob. 

squeak - to turn informer. 

squeak beef - to cry "Stop, Thief." 

stir my stumps - to run. 

stricturing - restrictive. 

switch - to strike, beat, flog, or whip with or as a 
switch. 

toss pot - masturbater. 

trine - to hang. 

up the wall - out of one's wits. 

wap - to copulate. 

winne - obsolete form of win; i.e. gain, acquisition, 
profit. 

wiper - handkerchief. 
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APPENDIX B 

COMPENDIUM OF RESEARCH MATERIALS 

Research Analysis 

The bibliography of research materials was compiled 

based upon the initial areas of research discussed with and 

approved by the director, Dr. Thomas Jones. The original 

research provided was primary in nature in that it was not 

derivative of any previous criticism or play production. 

As the rehearsal and production processes progressed, Dr. 

Jones requested material pertaining to past productions and 

their corresponding reviews. 

Particular requests were made for specific research 

topics to be pursued to supply necessary answers for the 

proper preparation of certain scenes and roles. The 

physical configuration of the restrictive hardware 

(manacles, etc.) used to restrain the convicts needed to be 

understood, so the actors could rehearse the particular 

scenes utilizing appropriate movement. This is only one of 

many examples of dramaturgical research being requested and 

provided during the extent of the production process. 
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The research samples appear in the order presented to 

the production team for their consideration and use. 

Individual requests from all production members (this 

includes actors) were continuously solicited and answers 

provided throughout the entire production and rehearsal 

process. 

58 



Research Bibliography 

Buckridge, Patrick. "Gossip and History in the Novels 
of Brian Penton and Thomas Keneally." Australian 
Literary Studies 14:4 (1990): 436-449. 

Cameron,Roderick. Australia: History and Horizons. New 
York: Columbia University Press, 1971. 

Castles, Alex c. Australia: A Chronology and Fact Book. 
New York: Oceana Publications, 1978. 

Chisholm, Alec H., ed. The Australian Encyclopedia. East 
Lansing: Michigan State University Press, 1958. 

Clark, Charles Manning Hope. A History of Australia. 
Melbourne University Press, 1962. 

Davis, Jim, "Festive Irony: Aspects of British Theatre in 
the 1980's." Critical Survey 3:3 (1991): 339-350. 

Ferguson, John Alexander, ed. Bibliography of Australia. 
Sydney: Angus and Robertson Publishers, 1955. 

Ferres, Kay. "Keneally and Gare: Boundary Riders and 
Fringe Dwellers." Literature in North Queensland 14:2 
( 1986): 48-56. 

Hornby, Richard. "Broadway Economics." Hudson Review 44:3 
(Autumn 1991): 453-460. 

Hughes, Robert. The Fatal Shore. New York: Knopf, 1986. 

Inglis, Kenneth. The Australian Colonists: An Exploration 
ofSocial History 1788-1870. Melbourne: Melbourne 
University Press, 1974. 

Kanfer, Stefan. "On Stage: The Last Roundup." New Leader 
74:6 (1991): 22-23. 

59 



Keneally, Thomas. "My Fiction and the Aboriginal." In 
Amirthanayagam, Guy Writers in East-West Encounter: 
New Cultural Bearings. London: Macmillan (1982): 218. 

Keneally, Thomas. The Playmaker. New York: Viking Press, 
1987. 

Keneally, Thomas. "The World's Worse End? Antipodes: A 
North American Journal of Australian Literature 2:1 
(Spring 1988): 5-9. 

King, Robert L. "Recent Drama." Massachusetts Review 32:1 
(Spring 1991): 147-160. 

Kramer, Mimi. "Our Culture's Good." New Yorker 20 May 
1991: 94-95. 

Learmonth, A. T. A., and A. M. Learmonth, eds. 
Encyclopedia of Australia. London: Praeger, 1968. 

McHenry, Gen. Ed. The New Encyclopedia Britannica [Vol. 
14], 15th Ed., 1992. 

McMurray, Emily J., and Owen O'Donnell, Eds. 
Theatre, Film, and Television [Vol. 9]. 
Gale Research, Inc., 1992. 

Contemporary 
Detroit: 

Midgely, Ruth, Man. Ed. The Visual Dictionary of Military 
Uniforms. New York: Dorling Kindersley, Inc., 1992. 

Murray, James A. H., Henry Bradley, W. A. Craigie, and 
c. T. Onions, eds. The Oxford English Dictionary. 
Oxford: The Clarendon Press, 1978. 

Osborn, M. Elizabeth. "Woman Warrior." Village Voice 30 
April 1991: 100. 

Pack, A. J. Nelson's Blood. Annapolis: Naval Institute 
Press, 1982. 

Partridge, Eric, ed. The Macmillan Dictionary of 
Historical Slang. New York: Macmillan, 1974. 

60 



Pearce, Edward. "The Recruiting Officer (Form Review)." 
Encounter 71 (November 1988): 77-78. 

Pollard, Arthur. "Three Ways of Treating Convicts: An 
Examination of Three Australian Novels." Australian 
and New Zealand Studies xii (1985): 213. 

Quartermaine, Peter. "Thomas Keneally." Modern Fiction 
xi i i ( 19 91) : 111. 

Rabey, David Ian. "Defining Difference: Timberlake 
Wertenbaker's Drama of Language and Discovery." 
Modern Drama 33:4 (December 1990): 518-528. 

Reynolds, Oliver. "The Recruiting Officer (Form Review)." 
The Times Literary Supplement 4:642 (1992): 19. 

Richards, David. "In the Language of Lockjaw, Subtext Is 
All." New York Times 19 May 1991, Sec. 2: 5. 

Rothstein, Mervyn. "Play That May Be Fateful for the 
Broadway Alliance. New York Times 23 April 1991, 
Sec. C: 13. 

Shaw, John, ed. The Concise Encyclopedia of Australia. 
Queensland: David Bateman Publisher, 1984. 

Simon, John. "Shows within Shows." New Yorker 13 May 
1991: 88-90. 

Taylor, Val. "Mothers of Invention: Female Characters in 
Our Country's Good and The Playmaker." Critical 
Survey 3:3 (1991): 331-338. 

Wilson, Ann. Our Country's Good: Theatre, Colony and 
Nation in Wertenbaker's Adaptation of The Playmaker." 
Modern Drama 4:1 (1991): 23-24. 

61 



WERTENBAKER, Timberlake 1909-
CLaeJ Tucker, L. T. Wertenbaker, Lael 
Wertenbaker, Lael Tucker Wertenbaker) 

PERSONAL Full name, Lael Louisiana Timberlake 
Tucker; born March 28, 1909, in Bradford, PA; daughter 
of Royal K. and Juliet (Luttrell) Tucker; married Charles 
Christian Wertenbaker (a writer and editor), 1942 (died. 
1953); married Bramwell Fletcher (an actor), 1970; chil
dren: (first marriage) Christian Tucker, Lael Louisiana 
Timberlake. Education: Attended schools near St. Jean
de-Luz, France; attended University of Louisville, KY. 
Politics: Independent. Religion: Episcopalian. 

ADDRESSES: Agent-c/o Michael Imison Playwrights. 
28 Almeida St., London Nl, England. 

CAREER: Writer. Theatre Guild, Inc., New York City, 
treasurer and road agent, 1928-38; Time magazine, re
porter, foreign correspondent, and war correspondent, 
1938-47; Boston University, MA, visiting professor, 
1974-76; lecturer, New School for Social Research, Mas
sachusetts Institute ofTechnology, and at writer's confer
ences at Rollins College and Wesleyan University; con
sulting editor at McGraw-Hill Book Company, Putnam 
Publishing Group, and Little, Brown & Company; 
Thames Television Resident Writer at the Royal Court 
Thea~re. London, England; Arts Council Resident Writer 
for Shared Exoerience Theatre Company. Vice president. 

Figure 9. Biographical Information on Wertenbaker. 
Source: McMurray, Emily J., and Owen O'Donnell, Eds. 

Contemporary Theatre, Film, and Television, 
Vol. 9. Detroit: Gale Research, Inc., 1992. 

62 



Aus<ralia 
Ahong'"al dana-drama In the 40.000 yc~rs the 
Abon~:mrs >rc behoved to luve mh~b1ted .Austn!ia. 
manv 'iorms ot' dance dnm~ o r 'co rroboree evolved. 
These dance trad1t1ons. wh1ch Abongmes bel1eve are 
passed on irom the sp1nrs ui anceswrs. have relig1ous 
s1gnuicance Jnd are assocuted w1th mm~non. mbal. 
totemiC and mag1c ceremomcs. A fus10n o t musiC, 
dance and .J r.ma . thev hl' e vaned from the large 
iormal attems oi the south-<:asrern trod mons tO the 
looser /ormauons and md1v1dual dancmg of northern 
Austnha . Somenmes onlv men dance; on other oca-
510ns both men and women dance. somenmes separ
atelv Dance IS usuallv accompanted by smgmg and 
c:Upsucks; 10 northern Austr:Uu a wooden trumpet 
(dtdjendul " also plaved. Dancers are pamted With 
coloured och res and decanted w1th fe~thers and hlants. 
prepmn~ the~selves bdund ~ screen of boug s ~nd 
pertorm101:. otten by firelight. 10 a speailly prepared 
area The· dances often depiCt aruma! movements; 
among the disnncnve steps are the ' leg qu1venng 
movement and ~ncmg on ill iours. These dances 
combiOe rehg1ous ore and theamal enterumment; 
those of the south-<:astern areo.s . now largely 10habtted 
b\' whue settlers. have fo r the most part dtsappeued. 
but Abong1nal dance rema.ms a livmg trodtcon tn other 
pam of Austrolia . 

EJ~rly colonial t/uatrt, 1189-1850 European settle
ment of Austroha began m 1788 w1th the foundmg of a 
Bnmh penal colony at Sydnev. and for a generocon 
atierwards theatre was lugely a convict acnv1ry . The 
first theamcal performance took place m 1789 -

Farquhar ·s Tltt Rtmmmg Officer sta~ed m a decoratec 
bark hut tn honour of the Km~ ·s bmhdav In I'?QO 

Robert S10away opened a theatre-whiCh convictS could 
artend for pavment ot meat . Aour o r sp1ms. but the~r 
rowdy behav10ur spelt 1ts closure two vears later. md 
another theatre . for offietrs. m 1 Soo was also shon
ltved . But convict pert'ormanccs were pcrmmed at 
Norfolk Island m 1 793-4; m 1826 pcrtormances were 
held m the Debtors' Room ar Sydncv Gaol. and :a Emu 
Plams a conVIct theatre group establtshcd m 1825 was 
patromzed by iree settlers unnl abruptl y d1sbanded m 
I 8]0 . 

ProfesSional theatre m New South Wales. however. 
emerged only after a struggle With offiaaldom and 
some communtry disapproval . In 1827 a stage-struck 
Sydney busmessman named Barnett Levey adverrued 
for share-holders m • theatre. md m 1 H29 began 
holdmg bills and entenamments tn Ius m1ll and hoed 
complex known as the Colchester warehouse . After 
repeated applicacoru and a chmge of governor he w as 
finallv grmted a theatre licence. and proiesStona.l 
theatre was born on BoXIng Night t8)2 wtth Blaclt Ey 'd 
SuJan staged m the hotel saloon; hts Theatre Royal 
opened on 5 October r 8 J J with Tltt Milltr and hu Mm. 
Manv assoaaced w1th Levey , mcludmg che acton 
Conrad Knowles . George Buckmgham. md John 
Meredith . and the managen Joseph S1mmoru m d 
Joseph Wvm, helped consoli~te the professiOn m 
Sydney and the other colomes m the next decade, wlule 
the hvdv acrress EU:u Winstanley went on to perform 
wrth Charles Kean ac the London Princru 's Theaue 
m the t8jOs. The Theatre Royal surv1ved until 1838 
when Sydney gamed a S<:cond theatre. the Ro val 
V letona. saong almost 2,000 and wtth a solid profes
"onal companv under Joseph Wvm. The 1840s saw 
,horc-hved com pecinon from Signor Daile C4.se 's 
Olvmp1c Theatre ( 1842) and Joseph S1mmons's Roval 
C1tv Theatre (1843). bur the Royal V1ctom rematned a 
maJor Sydney theatre unnl r88o. 

Theatre was also established in che other Aust ralim 
,·olomcs 10 the 18 JOS md r84os. wtth Sydney per
rmmers and others newlv amved from England. 
mcludmg the Samson Ca~erons. TheodoSia Y aces . 
~nnos Ncsb1tt. Fronru Belfield. Gustavus An bin. md 
Anne Clarke. mov10g w1th surpnsmg frequencv 
lx·twecn w1dely separated setclements . In Van 
lhl'lllcn 's Land (Tasmama) John Ph1llip Deane held 
""K<'rtS 10 Hoban from r826 . and 10 t8JJ-4 the 
'-I .Jilhon C.1 merons u the Freem~~on s T~ vcm ~nd 
I l,·on,· Jt the Argyle Rooms presented pror6s10nal 
' runtaiOmt·nts ; by 1841 che provmaal cown of 
I "1111<'<'<tOn had regular performances . Though T as-
1110111a wJs also a pen•l colonv. unlike New South 
WJI,., tts Colon tal Secrecuv was one of the sponsors of 
' rla·arrc . Jnd m 1M37 Hobart 's Theatre Rov al was 
'' P<'II<·J . Thou~h much alee red. 1t sttll sta nds as ·Austn
IIJ' <>11lv workmg theatre t'rom culv coloma! davs . 
\.Jdolde, l tree settlement. gamed • protesStonal 
•hLUrl· IO IXJM, ~nd CWO more under the C~mcrons ~nd 
:~.,, '- 111 \!hJm . bet'ore the Queen's Thea tre opened near 

" ~h,l.npnrc Tavern (Iacer the Nrw Queen 's) m 
. 'I nil' Encltsh acror-mana ~cr Georgr Coppin 

.• · · , ..lllh' :\Jd;uJ .... ~ mosr prt,mmr nt rhc:atnc~ l tigure tn 

-~~ 1
•

1
t 

1 ·'-'o' . mJnJl!,mg lhc H,, v.a J V1ctoru (t he old 
· ,'un·n ' 1 

\\ Hh John LJZlr . Jnd upc:nm~ 1 theatre m Port 
"' I.Hdc 111 •,. ~o -~dbournc w1s rounded l.ucr m 

Figure 10. Background Information 
Source: McHenry, Robert, Gen. Ed. 

on Australia. 
The New Encyclopedia 

Ed.]. Chicago, 1992. Britannica, Vol. 14 (15th 
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Farquhar, George {1677-1707) Irish playwright. 
Born in Londonderry and educated at Trinity College, 
Dublin, he tried a career as an actor at Smock Alley 
Theatre in Dublin, abandoning the stage when he 
wounded a fellow actor during a performance of 
Dryden's The Indian Emperor in 1697 by forgetting to 
use a blunted sword. Moving to London that year, his 
first play, a conventional comedy, Love and a Bottle, 
was produced in 1698. The following year, The 
Constant Couple was a phenomenal success, the greatest 
of the Restoration, mainly through the performance as 
Sir Harry Wildair of Robert Wilks with whom Farqu
har had acted in Dublin. Farquhar followed its success 
with a weaker sequel, Sir Harry Wildair (1701), an 
adaptation of Fletcher's The Wild Goose Chase as The 
Inconstant (1702), a savage comedy in The Twin Rivals 
(1702) and a farce from a French source, The Stage 
Coach (1704). But none of these repeated his earlier 
success and a disastrous marriage to a penniless widow 
under the illusion that she was wealthy led to severe 
financial crisis - though the marriage surprisingly 
t.._l.r:1!'"'1~ ·m JtTecrion:lte rebrionshio. As:; w:1\' nut ofhi~ 

Figure 11. Biographical Information on George Farquhar. 
Source: McHenry, Robert, Gen. Ed. The New Encyclopedia 

Britannica, Vol. 14 [15th Ed.]. Chicago, 1992. 
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1787 

1788 

AUSTRALIA CHRONOLOOY 

The Couvict Settlements 

May 13. The British Parliament enacted a statute to regu
late the worlcing of criminal courts in New South Wales. 

The British government selected officials for the proposed 
colony of New South Wales, issued detailed instrUctions 
to Captain Phllllp and made other provisions for ordering 
the admlnlstration of the new colony. 

May 13. The First Fleet, consisting of the warships 
Sirius and~. six ships to transpon convicts and three 
store ships, sailed from Britain, a total tonnage of 3, 892 
tons. 

January 18. Captain Phillip arrived at Botany Bay. He con
sidered the area to be unsuitable for settlement and sailed 
to Pon Jackson. 

January 24. A French expedition, led by Comte de Laper
ouse, was sighted by units of the First Fleet as it sailed 
into Botany Bay, where the French remained untlllO March. 

January 26. The British flag was unfurled at Sydney Cove 
on Pon Jackson and possession claimed by Governor Phillip 
of the eastern half of Australia, from Tasmania to Cape 
Yolk. Approximately 290 officials, officers, marines, 
women and children, 520 male convicts and 197 women 
convicts were dlsembarlced from the First Fleet. This 
daynow celebrated as Australia Day. 

February 3. The first church service (Anglican) conducted 
·t Sydney Cove by the Rev. Richard Jotmson. 

Figure 12. Historical Events in Our Country's Good. 
source: Castles, Alex c. Australia: A Chronology and 

Fact Book. New York: Oceana Publications, 1978. 
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A History of AustTaliJJ 

5 

THE BEGINNING OF SYDNEY COVE 

I N THE MEANTIME, the Home Office and the Admiralty beg:m to 
prepare for the departure of the first fleet for Botany Bay: to choose the 
officers, select the convicts, equip the ships, and purchase supplies to sup

pon them during the voyage and till such time as they could suppon themseh-c~ 
or receive more supplies from England. As Captain General and Governor-in
Chief, the Home Office chose a retired naval officer-Captain Arthur Phillip. 
He was then fony-eight years old. He was born in London on 11 October 
1738, the son of Jacob Phillip, a teacher of languages from Frankfurt in Ger
many, and of Elizabeth Phillip, nee Breach. He entered the navy at the age 
of fifteen, saw active service in the Seven Years' War, was commissioned as a 
lieutenant in 1761, retired on half pay in 1763 on the conclusion of peace, and 
married, but not happily, for in 1769 he made an agreement of separation with 
his wife before he began farming near Lyndhurst in Hampshire in the south 
of England. He served again in the navy from 1770-1, and recei\'ed per
mission to enlist in the Ponuguese navy in 1774 where he was promoted to the 
rank of captain. He returned to the English navy in 1778, became a post captain 
in 1781 and in 1781 commanded the Europe on which by chance one of the 
lieutenants was Philip Gidley King. Phillip retired on half pay in 1784, nnd 
was again farming at Lyndhurst when Lord Sydney offered him the position 
of Governor of New South Wales.l 

Of the motives which prompted Lord Sydney to make the offer, and Phillip 
to accept, but little is known. For on these motives, as so often in hum:m 
history, what has-5Urvived has been the malice of his detractors, who whispered 
that Phillip had so long pestered those in high places for some such prefermt'nt 
that in desperation they silenced him with Botany Bay; or of those more skillet! 
in the art of the character assassination of men climbing the l:lddcr of offici;tl 
preferment, who dropped the hint that the little they knew of Captain Phillip 
would not have led them to select him for a service of that complicated n:tturc.~ 
But the stature of the man who won the battle for survival in New South 
\\'ales cannot be expected to emerge from the malice of the mockers, if onl~· 
because in attributing ambition they missed out on that vision which sustained 
him through the days of unleavened bread in New South \Vales. This \'ision 

t For the early life of Phillip see 'Biographical 1\lcmoir of Arthur Phillip bq .. 
Vice-Admirnl of the Red St]Uadron', in Ntn:al Cbro11icle, vol. :8, t8tl. Sec alsu 1\1. 
Barnard Eldershaw; Pbillip of Australia, An Accowzt of tbc Settlement of -~_,dll<"Y 
Co1:e, nBB-1792 (London, 1938), and H. J. Rumscr: 'Governor PhiUip's \\'ife', 
Australian Genealogist, vol. 1, pt. 1, July 1938, pp. 189-90· 

2 Howe to Sydney, 3 September 1786. HR.N.S.II'., \·ol. 1, pt. 1, pp. 11-3 :md 
C.Q. 101/Z. 
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Figure 13. History of the Settlement at Sydney Cove. 
source: Clark, Charles Manning Hope. A History of 

Australia. Melbourne University Press, 1962. 
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PHILLIP 91 

On 11th February 1791 Major Ross, who had 
succeeded King, reported that three weeks earlier 
Phillimore had fulfilled the agreement and had 
also undertaken to support a man and a woman 
whom Ross had assigned to his service. Phillimore 
thus became a self-supporting farmer a month 
earlier than James Ruse (q.v.). Foveaux reported 
on 19th July 1804 that Phillimore held a grant of 
46 acres, of which 17 were under cultivation and 
29 cleared. Phillimore was one of the Norfolk 
Island settlers removed to the Derwent; on 21st 
May 1809 he there signed a loyal address to 
Governor Bligh. 

A return of 1820 shows Phillimore as a con
stable at Hobart Town and as drawing rations for 
himself and his wife. Ross had written in his report 
of 1791: '1 am of opinion that the man will do 
very welL for he is a very deserving, painstaking 
person." Ross was usually chary of praise. 

PHll.LIP, Arthur (1738-1814), first Governor of 
:\ew South Wales, the son of a German teacher 
of languages and an Englishwoman who had been 
married previously to a naval officer, was born in 
London on 11th October 1738. He obtained 
entrance to the Greenwich School, and at the age 
nf 15 was apprenticed aboard a ship trading to 
Greenland; but in 1755 he was released from his 
indentures and joined the navy (midshipman, 
li33; lieutenant, 1762; commander, 1779; cap
tam, 1781; rear-admiral, 1801; vice-admiral, 1809; 
admiral, 1814). He saw active service in the 
~lediterranean and in the West Indies, and in 
17G3 retired on half-pay to farm land near Lynd
hurst in southern England. In the same year he 
married :-o!argaret Denison, from whom, however, 
lw separated later, apparently before 1774. 

\\'hen war broke out in 1774 between Spain 
.nul Portugal he obtained permission to fight on 
tlu.: Portuguese side, and was given a commission 
·'' <.aptain in the navy of that country, gaining the 
rc·pnt.ation of being one of the best officers in the 
wrvacc. However, war between England and 
h.cuce in 1778 brought him home, and he went 
" 11 al·tave service. 

Appointment as Governor. In 1786 Phillip was 
''""•·n hy Lord Sydney-then Secretary of State 
~··r tl ... llome Department-a~ Captain-General of 
t ... proposed expedition to New South Wales and 

1 
.. ,,, rrwr of the settlement it was intended to 

·.;::.J•li,h there. The reasons for his appointment 
••ot dc:1r, although it is possible that he was 

·"'
11 tl .. , commission because he had some know

~·.;~" of farrning. It is also possible that the 
·::~;"·1ucc of George Rose, Secretary to the Treasury 

·11 • r Treasurer to the Navy and a near
:. ',''·

1
"• 11 r of Phillip's at Lyndhurst, was brought 

- •r 111 ltis behalf; the fact that Phillip named 
., .. I "'ttlemcnt in the colony Rose Hill adds 
'' t!,,. 'llnnn~it;,.. .... 

On 24th October 1786 Phillip hoisted Ius flag 
as commodore in H.M.S. Sirius, and from that 
moment devoted himself to ensuring the success 
of the expedition. He had remarkable ability as an 
organizer, with a strong capacity for detail, and 
combined an imaginative grasp of the possibilities 
that lay in the founding of a settlement with an 
uncompromising common sense. Steadiness of 
mind and perfect integrity distinguished all his 
actions. The Historical RecOTds of New South 
Wales (vol. i, pt ii) contain a mass of memoranda 
and letters dealing in detail with arrangements 
for the settlement, together with more general 
comments revealing his aspiration to found a 
colony that should endure. He lifted to a higher 
plane of endeavour the Government's conception 
of a colony formed to rid the kingdom of trouble
some subjects. 

Founding of Sydney. On 13th May 1787 the 
expeditionary B.eet of 11 ships (see FIRST FLEET), 
bearing 1487 persons, of whom 759 were convicts, 
sailed from Portsmouth. In the Supply (to which 
he had transferred) Phillip reached Botany Bay 
on 18th January 1788; the remaining ships arrived 
on the two following days. An examination of the 
bay, with its low-lying, marshy shores, soon con
vinced Phillip that it was unsuitable for a settle
ment; accordingly he placed Major Robert Ross 
(q.v.), the Lieutenant-Governor, in charge there, 
and on 21st January, taking Captain John Hunter 
and other officers, set out on a boat expedition to 
examine Port Jackson, a few miles to northward, 
which had been named but not investigated by 
Captain Cook in 1770. Examining the several coves 
as quickly as possible, he fixed on one that had the 
twofold advantage of deep water close to the 
shore and a running stream of fresh water, and this 
he named Sydney Cove. The first landing place 
within Port Jackson (now commemorated by an 
obelisk and tablet) was at Camp Cove, near South 
Head. Neither at Botany Bay nor in Port Jackson 
were any difficulties experienced with the natives. 

Phillip returned to Botany Bay on 24th January 
and saw to his astonishment two ships beating up 
off the mouth of the bay. They proved to be the 
French vessels La Boussole and L' Astrolabe, 
which were on a voyage of discovery under the 
command of La Perouse (q.v.). However, Phillip 
was in a hurry to get back to Port Jackson, and 
left the visitors to be dealt with by his subordinate 
officers; he himself went on board the Supply and 
took her to Port Jackson on 25th January. The 
following day, 26th January, a party was landed 
in Sydney Cove, the British flag was unfurled, 
toasts were drunk, and volleys fired. This day is 
now celebrated as Australia Day. (See HOLIDAYS 

AND NATIONAL DAYS.) 

On 7th February, in the presence of the whole 
of the convicts and the militarv. Cant:~.in n:o.nrl 

Figure 14. Biographical Information on Phillip's 
Character. 

source: Shaw, John, ed. The Concise Encyclopedia of 
Australia. Queensland: David Bateman Publisher, 
1984. 
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Introduction 

THE IDE A for this book occurred to me in 1974, when I was working 
on a series of television documentaries about Australian art. On location 
in Port Arthur, among the ruins of the great penitentiary and its out
buildings, I realized that like nearly all other Australians I knew little 
about the convict past of my own country. 

I grew up with a skimpy sense of colonial Australia. Convict history 
was ignored in schools and little taught in universities-indeed, the idea 
that the convicts might have a history wonh telling was foreign to Aus
tralians in the 1950s and 1960s. Even in the mid-1970S only one general 
history of the System las transportation, assignment and secondary pun
ishment in colonial Australia were loosely called! was in print: A. G. L. 
Shaw's pioneering study Convicts and the Colonies. An unstated bias 
rooted deep in Australian life seemed to wish that "real" Australian 
history had begun with Australian respectability-with the flood of 
money from gold and wool, the opening of the continent, the creation of 
an Australian middle class. Behind the bright diorama of Australia Felix 
lurked the convicts, some I 6o,ooo of them, clanking their fetters m the 
penumbral darkness. But on the feelings and experiences of these men 
and women, little was written. They were statistics, absences and finally 
embarrassments. 

This sublimation has a long history; the desire to forget about our 
felon origins began with the origins themselves. To call a convict a con
vict in early colonial Australia was an insult certain to raise colonial 
hackles. The approved euphemism was "Government man." What the 
convict system bequeathed to later Australian generations was not the 
sturdy, skeptical independence on which, with gradually waning justifi
cation, we pride ourselves, but an intense concern with social and polit
ical respectability. The idea of the "convict stain," a moral blot soaked 
into our fabric, dominated all argument about Australian selfhood by the 
184os and was the main rhetorical figure used in the movement to abol· 
ish transportation. Its leaders called for abolition, not in the name of an 

Figure 15. Convict History. 
source: Hughes, Robert. The Fatal Shore. New York: 

Knopf, 1986. 
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EARLY SETTLEMENTS 

OF NEW SOUTH WALES 

(WITH INSETOF"SYDNEY 

AND ENVIRONS) 

0 Ml LES 300 

• 

NEW 

SOUTH WALES 

B~JIInmt 

0 '&LI\SS STR.AIT 

~ 0 

Figure 16. Map of Early 
source: Hughes, Robert. 

Knopf, 1986. 
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Australian Settlements. 
The Fatal Shore. New York: 
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THE 

Recruiting Officer 
A 

COMEDY 
By Mr. GEORGE FARQUHAR 

As it was first acted at the 

THEATRE ROYAL 
in 

DRURY LANE 

April 8th, 1 706. 

Performed now co honour the 

K I N G ' s B I R T H D A Y, 

Thursday, June 4th, r 789, 

By the C o N v 1 c T s of the 
PENAL SETTLEMENT ' 

Sydney Cove. 

~~------------~ 

Figure 17. Advertisement for The Recruiting Officer. 
source: Keneally, Thomas. The Playmaker. New York: 

Viking Press, 1987. 
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Ordu 
the 

Order of 
St. Ferdmand 

and Ment _ ___,_. 

FLAG OFTICER'S COCKED HAT. 
ROYAL ;\IAVY. BRITAIN 

VICE-ADMIRAL'S F1.JLL DRESS COAT 
(WORN BY VICE-ADMIRAL LORD NELSON), ROYAL NAVY, BRITAIN 

VICE-ADMIRAL'S FULL DRESS 
UNIFORM. ROYAL ;\!A VY. BRITA I'\ 

Cocked hat loop 

_Stocking 

Buckle~ 

Shoe ... 

lace 

VICE-ADMIRAL'S EPAULETS. 
ROYAL NAVY, BRITAIN 

Gold wire 
bullions 

Figure 18. Costume Research for Phillip's Character. 
Source: Midgely, Ruth, Man. Ed. The Visual Dictionary 

of Military Uniforms. New York: Dorling 
Kindersley, Inc., 1992. 
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