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Despite the immense popularity and the world-wide success 0f
Peuer Shaffer's Eus (1973)' mdه Amadeus (1981), his dmamaتic
,a hievememع unlike hatا of his contemporanics, nAmely Harold
Pinter, Tom Stoppard and Alan Ayckbomn, has received relauively
lite criuical aTtention. He is thus, paradoxicAlly, one of the most
critically underestimated, yet popula, living British playwighاs.
Sعi e isط appearance upon the scene in 1958, Shaffer  Ahك
exhibited a theatrical sensitiviry to dmalic dialogue that has
continued wiuh him hughoutا his career. Far more sensiuive oا
rbyhm and music than any of h sث contemporaries, his plays
exhibit uhe musice} sensitivity uha manifested itself with his first
fill-lenguh play to te staged in 1958, Five Finger Eercise. ln fart,
SHafTer himseIf compares h workكن to musicلa pieces, each
constinent of which should blend hammoniously inLo an aruisic
whole:

[ Like plays to be likefgves - the لله themes should
come togeuher in the end.4
His most popular and successful play ,date ما Amadeus, may

poperly be said to be the best Briuish play of the centry wiuin 1
which music pcrfoms a basic constiruuive fncUon, Do less
imporant than that ofany of the acTors on ShaITer's sاage.

Shaffer's has Always been a lone individلمu istic voice, hArdly
reducible uo heا dominanf schools competing for supremnacy of uhe
6wentieuh centry modenist British theatre. His early success with
Fiwe Finger Eiercise clearly distanced hm from that schcol 0f
ang7y youg men who dominated the British siage widh their
youلfht revolt, artisic as wel sه cultal, and whose mosr
outspoken cafsman was Joصh Osborne and whose model-play
was the by now classic Laok Back inAnger (1956).

His work is also disاant from that school assciated with such
names as A nم Jellicoe and John Arden, whose woTk sought  ما
atهin ue suanus of political intervention through heا pursuit of
madical new technigues, wheuher in fom or in content.

Fصalا y, the entire corpus of Shafer's plays seemed to have
been indiflerent at best the ما Bbsurdist umend hatا becAme
fashionable in the 60s, and can be traced to Lhe first showing of
Samuel Beckett's WYaiing for Cado1, which opened at the Art's
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Theatre in England in 1955. That same ycar also witessed the
inاrduetion of Eugene Uneeo to English audiences wit TMe
,L ssonع wbich was followed te folloiing year by 2he Bld­
HeadedPrima Domna.

And yet, the pedominAnt vision of hife uhat may be
charactenized as bleak, and is consistenDy At the heAn of  hwع
absuIrdist canon, hAs inomed Shaffer's project and povoked a
new amalgAmation, af once more trediuionلa in technique, bt
modemist i spirit. l was Unesco who summned up heا Absurdis
pنh losophy bst suited to an approach to ShafTer's theatre, by  hكن
remark in TMe Phyrician's Panorama:

If uhe theaاre is t٥ be relevent today, it h toوث bea
wiuness ... 0four spiital disintegration...
"Spiritقl disintegratian" is indeed te m jorه theme of

ShaFfer's best three plays to date: Amadeus, The Roلر Hunt ofthe
Sun, and the play under study, Rus.

Eguvs centered كز on the complex dialecuiلac intenaction
between iكا To major protagonisاs. Dr. , naSyDا the
psychiatrisLheale, is simUuaneously eloguent, self-controlled,
professionlly successfil, who betrays neumotic syptoms that
show him to be spiritنقlly sArved, and in need of meaning, no less

his paient, Aan. Aan, by contast, comes acr0ss asصتا rgentyن 
aervous, perplexed, and acosed of a heinous cTime (that of
gratitoكu ly blinding sx horees wi a spike), uhe moUive for
which hهs to be graduAlly and meticulously explored by the
psychiaurist.

The entire mentAل] world created by Shaffer in his play was
based upon An anecdote he heard about ough fiend ه of his,
who namrated it casuمlا y as they were driving trough  htع
countryside, wihin sight of a stable. Even uHough Shaner's friend
did not go tnto any deاaiكL , ye te episode - in Shafier's words -
"was enough to arouse in me an itense fAscinaLion"(9)

Three major aspeGs seem to have hauted Shafer duning the
wniting of the play, heا most prominent of which was tat heا
prpetretor was a "highل y disturted young man" (9). The econdع
factor was Whe deep shcck the crimne had ivenع to a lلao teDch of'
magisurates. Among whe mebers of uhe benEh in Shaffer's
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fictional account in uhe play, Shafer decided to intadluce Hesther
Salomon a sympauhevic member of ht benchع wh inteduces
AlAn to Dy&ar7.

Yet uhe third, and most challenging eleent of uhe anecdote
was that the young man's acuion had "lacked, fally, any coherent
explanation (9). Wherens every person, and every incident in
fguvs, apar from te cnime itعelf, is Shafer's own inventioN his
heamiلac نhعa evement may be d عaت to lie in his abiliry to respond
creatively to uhe challenge that the anecdote psed to him.

1 knew vey sTongly ua I wante to inteIpret it in
some euirely personق] way. I had to crcate a meاق]
world in whicb the deed could te made
comprehensible. (9)
THe blinding of the horses was ac lyلm uaphoriع

mمmate rphosed by ShafFer into a symbol of modem mAn's
spirلعt bankruptcy, and heا menلها state of the young boy
becamne the subjec1 of the theAurical psychanalytic scruriny hatا
necessitated heا psychiaus's clinic, convenienLly atuached to a
menلهu hospiاal, for ShAffer's setding. 3

ShafFer's play took uhe critics and heا publie Aلike by stomm
when it was fins sLaged, by is toاal departure from the mainsueam
heaUe, as the one serious play of uhe 70s to avoid the pitalls of
the coعmm rcial and comic plays that characenizd uhe era in
England.

Shaffer's NGre on his text is careful to point out uhat theatricAl
experience is n verع Limited to heا words on a page, but how the
setTing, the lighting, the physical asion and heا gestures during uhe
entire prducuio, are a lل cncial elemenr9, none 0f which sز less
imporuAnt hanا the titerery text itself،

ShafTer's direator, John Dexter, orking clearly in te
tadrtion of Noh drama and Berhol1 Brecht's uheonies, worked a1
directing "he flow of communal imaginalion ofhis audience ino
the theatrical spces he contrives. Brecht's concept of epic theatre,
wiu ius continual suNashing of a dramaاic perfomance's fictioلقn 
fame, was creauively utilized by bu Uhe playeright and his
director in uhe 1973 proعu tion of Egwus.
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Yet, whereas uhe uheaure of alienation, Yerfemdugs Effek,
prevents ue audiencE fom identifying wuh the dromatis persona
for political puposes, in Shaffer's ' theare it assmes an
cistentialist dنmension that makes of it a commenاary on te
spiritual dccadence and imaginatiwe bankrptcy 0fmodem man.

ShafTer's setاing is a sguAre of wood, set on a circle of wddd.
The sguare is consciously set to resemble a boxing ring. The entire
suAre is set on ab lل beariigs, which allows the a torsع standing
around iL, on ,circle اhع to Tum it round smooاhly. Shafler and isط
director are lsoه carefl to place uhe enuire cast on sقا ge

up, perfomكا h of the actors geع hroughout Lhe evening. Baا 
hنsلher designaLed role, and retums to hisher position around te
set. As such [ له of the actoTs "are wiLnesses, Ansاssisه - and
especially a hc ns."(13)م

The steging and desig of the play are meant to emnbody
Shaffer's obsession wiuh worship, seen at work in The Royal tum
of the Sun, as well As Amadeus. According to Madlein
MacMuraugh-Kavanagh (1993), ..،

manifesuaLion of this emphasis can be detected in the
stAعنng and dsign of the play where choلةr humming
sggess bouh eenie levels of experience and the
wechصiques of ancient ,heatreا and wherc an arenA is
created wherein the audience is plared (physicaلly ad
dremnaticAlly) in uhe positian of wdiuessing myuhic
rtal (anciemt and modem or more accumalehy,
ancient a moden given the alignment here between
mythic ceremnony and psychiaty). {95/6)
ShafTer's "arena", Lhus, serves mulUple fincuions: It is a

battlefield in whiah the two conflictinig wills of ue psychiaunis
and his patient are intcrTwined in a suruggle, the object of w hichن is
Alan's sanity. lt is also thc torture-chamber, whcrein Alan's secret
is to be forccd out of himn hroughا ue advance methods of
contemporary psychiaLry. At the mythic kevel, it is uhe teLnple that
holy of holies, where the demons hauning Alan wil be exorcised
by Dysart in his nitlistic capacity sه a minister. Bou uhe
exorcism of Alan, and Uhe haunuing of Dysart hinself, are public
spectAcles, to be experienced nitalisticAlIy by an audience
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mesmenised and hypnotised just ikeا thc two major proاagonists by
the crie humming of heا borses, those representaUiwes of diwinity
rinualisLically mNscending our notions of the domestic , لدnmه or
1he prevaent technigues of pantomime Ln his dehineaUon of the
horses, ShafIer intoduces actons wearing mack.sitsا of chestnut
velvet. Hc supplies uhem with tough masks made of a terauingل
bands of silverwire and leather, and uhcir eyes re oulined by
Ieather blinke. Actors put on heirا mAsks before the aiidienee
with precise Uiming to iweع nه" exعA t and ceremoNia] effect"
(Shaffer 5). The rhyuhm puncruating uhe play is based upn
humming, "a choric effecr" (I6). Shafer categorically. rejecGs any
aeighing or whinnying. This Equus noise, wth is component
elements of humnmung, thumnping, and suamping is what creaues heا
Dionysian atmuosphere necessary for myه successfl staging of the
play.

This emphasis on the coلقصuصm Iitualistic naNre of uhe
peromance fةiled bouh cniuiclly and at the box-ofice wiu the
rensfomation of Shaffer's play into a flLm. The subsituuion ofا 
real horses for the masked suimulans of public imagination 5
reduce heا divie Euus to a stAble hore, end reduced the
spintلحu cnisis of bu protagonisاs to symnptoms of abnomality
and dewiance.

DySant, in addiLion to playing heا par of a psychiatris, Also
acts a5 a conTolling narator, who direcly addresses his audience
from imeا to time. The tone that he Adops At the begining of the
play reflects a mid prone to suffaning، His incoherence can oلn y
be a levialedل through te a Lngع out the entire text of SHaffer's
play. Dysart is obsessed by the stange relationship linking his
patient to a particular horse calle Nugget. One image in particular
haunts his igination, uhat of the boy and ue horse emnbmacing
"!ike a necking couple" (L7).

I keep thinking about the harse! Not ue boy: the
horse, and wht it may be urying to do.(17)
The quesuions that the image pses for Dysart and his echoing

of these qucstions for an audience yet to leam in detail tle story of
Aan's sufTering, is meant to shock And surpniيe Lhe audience into
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a theatical mode of questioning Dysar's sanity and emotionl
sاate, before uhey hAwe even encountcredhis paUient

You see, I'm !os

The thing is I'm desperate. You Eee, I'm weaning atا
horse's head myself. That's the feeling. (18)
DJysar comes A mssع here sه occupying that border between

mysUicism and divine madness, for which ordiAry language is
fisteUingly inadوa uaعu .

Al reined up in old language and old aكsmpioدs,
sueining tojump clean-hoofed onto a tw Ieص new tmack
of being l oلN y suspec is theme. (18)
Only by contexلعut ising us hع language, oدly through giving i

for, can DySan hope to make any sense of his experience.
Dhma, or play-acting, ShafTer seems to suggest, cAn eRer a
cleansing therapeuاic function when the banal language of day-t
day ekistence tecomes isoleاed from heا uconscious and from
man's decpcst spirital needs.

6 I'm sory. l'm not making much sense. Let me start
properly, in orer. lt began one Monday las monLh,
with Hesther's iw iLك (18)
At this poinL, te lighLs get wammer, and the play proper is

a readyل under way.
Dysar1 presides uneasiy as uhe most competcnt member of a

clinic he shares wit two "highly competent psychiaunists، ...
Bennett and Thorughgood." (19). At the outset Dsan1 refers to
his clنni c, jokingly, a "heك torture-chamber". Hesther presents
DhyeArt with uhe cssrmals of the case: toubled ه yung boy,

]eventeen yeans old, who had blindc six horses wit a metaي 
spike. Hesther had a hمrd time convircing hu otherع membems of
the bench of sending the boy to the elinic for ewlualion and
treatment.

My bench wented to send the by to pnison. For LifE, if
they coلu d manage it. It took me nwo hous solid

(ted. nt ك19) to you inع guing to get him sعه 
Kt is Hesther's belief uhat Dysar is far more senاتغ iwe and

t if theا an Any ouher psychiaunist in the Area, andطا entedلما 
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young patient has any chance of recovery, it is up to Dysart to
provide.

The middle-age psychiatiist, who is overworked And
skeptical about the noralising frction of psychiaty acceps the
cHllenge Hesther ofles hin. Dysar, however, has no great
epctations concering the yung man:

WHat did I expect of him? Very lite, I promise you,
 ة

One aore dented litle face, One more adolescent
feak. The usu21)لت .لتاس )
The uusual, however, in isا play, posscsss mythic and

diعNiv qلau iuies that impact the troubled psychiaurist at his first
encounter wiuh Alan.

Severel critical atempUs have been made at locating heا
cenلam conliet emanating ShafEr's drema in Nieuzschian temns,
derived from his classic The Birth ofTragedy (1872). At the hear
of Creek tagedy, according to the pلih osopher, is a fierce conflict
beTeen what he terms heا Apollonian and the Diouysian spinits
Apollo, of course, in his capعa ity he كه ا pad of the su,  قن
emblematic of knowledge, illصu ination and tnاh, end oعn of his
tiUes confers upon him medicial beAling qلau ities (applicable to
Dysar in sذhا context). Dionysius, on the oاher han, is a god of
license; he كه ا god of wine ndه of heا theatre, he repesents
indulgence (possibly for hisا reason. identified with .(A anل

Yet, despite heا pauem of dueling proاAgoniss, identified by
C. J, Gianakanis and Doyle W. Walls, Dsar, not ulike uhe
playwTght himself, ray be seen as a complex chracter, a divided
subject, in Lacanian terainology, who feels the impact of
oppositional impulses barling within himselr". Dysar's
diععauisfaction wiuh his role a كم psychiatnist - as he repeatedly
complaiصs to Hesuher, the only sypuhetic woman in isط life as
opposed to Margaret, his unfeehing, insensitive and spirtally
banen spousc - hauns his dreamns as the therageuuic sessions wiuh
AlAn begin to keاه shape. His interest in Greek myuhology, and his
own alignment wiu the pimnitive, which 1Aلes the fom of annلau 
joumneys to the Meditemenean and to Oreece, pales by compAnison
with the young patient's attempt to create and worship his ow
gods.

85

7



yt:١ ،1:: [.t0tl[٢٤١١١٢٦٢
i:٦ F'٤5٤r %lial?٤٤ F.:1إ ul٠

١١-٢-١٠٤٠٠١١٠٤٤٤٤٢١86

A an Apollonian hero, Dysart m yق be aidع to long for a
cuory fom of worEhip. Such a lopging, hOwcvet, is blockedث atistع 

both momally and intellecلهn ly by a stung seuse ٥f fitنlity and
meaninglessness. Wha1 Dysart represses in psth-analyic
Freنdu an tems, is no less hanا a cApcity for life insانnct, iم one
word, passion. As ,s hع he reSemblcs own كنط creAlor, Reter
ShafTer, who describcs te tension be expcniences as follows:

There is in me a continuous tension between what I
suppose ] could loosely the الت Apollorian and the
D:onysiac sides of interreuنng life [...] 1 just feel in
myself that tere is a consuant debate going on
between heا violence of instimt a te one hand and
hu desireع in my mid for ordcr and restraint.'
The tension described above finds its drmatic expession in

Dysar's need to contol and restai Alan. For his mssio to
succeed he hقs to underake a jouney into the hear1 of darkness;
i thisم caxe Alan's unconscious. He is to eunploy Lhe tools of Bis
caft. free associatio, suggestion, hypnosis, sه well as psycho-

B drama, to get at ue rt of Alan's "divine 1nalady". He is also
required to intervicw Ahan's parents, together and separatehy, as
wel he كد ا sاableowner whosc horses uhe young man had
blided.Yet, paradoxicaال y, such a jouney activates uhose
Dionysian impulses wiاhin himself, As he wades deeper and dceper
inما unعouscious levels, activated by te divine humming apAinst
hich he seems to bave no defensive mcchanisms. Alan's

,roubled nighGs, whose peace is intenrpted by fearful nighLmaresا 
tigateك hat cause hn to screan at the top of his voice, inا 

corresponding nighmmares uhAt begin to haunt uhe healer
himself.After his first encounter with Alan, Dysar akesا the centre
of the suage, and direcUly addresses heا audience, with an a countع
of his frst nightmare. Ln te dIear, DySart sees himself as the
chief-pniest in HomeriE Oreece, wearing a goldcn mask, and
undenakنng a bizarre ni N lه of as rifcingع a entireم he of
children; with srgicلa skill he slices and carves tem one by
one.His nausea and h fearقن camy over into his dنa ly Life; and itis
oNly Hesther's support end herAssurance tat his work is crRucia]



I٦in:ty RaHytl:n ard iIV::l لا
in٦ ic:cr 'al:e s Eguus

2: Hss٥m Fatvwl١ 87

for te alleviation of Alan's pain ha1ا gives him enough resolution
to se hنs mission thmugh to the bitter epd. -

Dysart is in no doubt sه to the spirtal nAtre of Alan's
neurosis. Ln order to test his hypothesis, he decides to visit the
Suangs -Alan's parent3.

Hf uhere's a yص t nsionع ٥ver religioR, it should be
evident on Sabbath evening! (29)
Alan, it becomes evidet, is uhe vicuim of a ierce clash of

wills, largely reponsible for the by's chaotie sاate. rrank's (uhe
father) resentful brand of ,cialismع to which he tenaciousiy
adheres, is pitcbe against Dora's (uhe mother) brand of
Chisianity. The bittenسss each feels towards the other, and the
need to absolve oneself from responsibiliTy conceming the boy's
crime, is palpably clear in uheir asides to the doctor. Dora spcaks
of her busband's atitude towards religion with dcrision:

He doesn't set much store by Sundays. (30)
For this reason, she takes uhc boy's religious a spinitلa 

dEwelopment into b rع own hands. Fmank dismisses his wife's
nwotions As romantic, and attributes them t u seص upper classes, g
whom he despises:

My wife has romanUic ideas, if you receive my
meaning.

She she كلمنا mamried beneauh her. l dare say she did.
1 don't understand these things myself. {33)
Frank cleArly blames his wife's "excessive religious " aeل for

his son's condition. His one outburst duig the interview wiuh
Dysart argeUs and puاs the blame squarely on hنs wife:

Bloody religion - it's our oلn y reلa problem in this
house, but it's insuperable; 1 don't rind admiting
it.(34)
Frank's authoritanianism in his handling of Alan takes various

forns. He prohibits the boy fomn watching television. He tears up
uhe picnre of Chist that fascinated uhe boy. He quarrels wth the
rider who picks up Alan on his horse, and intoduces him to what
becomes his divie obsession.
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Tonn between his fathcr's Anti-Chrisuan zeal, and his mouher's
fanauicism, Alan is driven to create his own god. THe pictre of a
h rseص loking over a gate was a subsuitue for the picnure uat for
ALan cAptured the essence of religion uhat picture of Christ on his
way to CAlvary. This reproduauion ofChrist was frst seen by Aاan
in Reeds Ar Shop,

and [ HPع fell absolutely in love wuh it. He insisted on
buying it with his pcket monEy, and hanging it at uhe
foot of his bed where he could see it last thing at

(ght.  ته44)
Even Dona, dcspite her zeal, deseribes uhe picture a "aك inle

entremne. The Christ was laaded dow wiuh chains, ndه hا
centuions were acr lyل laying on uhe stipes." {45)

The objecr of uhe boy's fascina1ion was torn down by uhe non­
believing fauher, in fit ه of fry, afier a quamel wiuh his wiifE,
precipiاating a major rauma for uhe young boy.

Alan went quite hysterieal. He cried for days without
stoppig. (45)

10 WHen the picture of hore م aw givenك to console te
inconsolable boy Aan, it was invested wiu l لح his mother's
dogmaLisr, and eluded uhe wrauh and ridicule ofhis stem father.

SHaffer cconomically, yet stunningty noneuheless theaticAlly
displays uis complex process. While Dysart is casally chatuing
wiuh DoR, Alan calls fom his bed at the back of the suage,
wخithout looking at his mother. As Dysart laborioلكu y pus togeher
a menلقا picure of the developmet of the boy's complex, its
actal genesis is prcsented tough uhe boy's tone and voice in the
backgound. It is his mouher who frst gives the bore of a fairy­

e, clled Prince, a speaking voice. "5Say it! Say it! ... Use hisاaل 
woice?(30).

explains to Dyxart how te Christian cavalry in theعshقم 
New World were seen by the primitive pagans to be centnian
creanures, halfhorse And halfhuman, Alan sis up wiu amazement

ith hisخ ion. As she explains to Dysan how each rider wصaا n fasciم 
horse was pereive to be a god, Alan reverently echoes "a god"'.
During Her reiاalion from the Bible, "He aiuhك among the
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mumpes, Ha, Ha." (31), Alan tnumpeUs to the bibical rhythms of
THe Book oflob. The horse is tansfored into Erus uhe Diwine.

Shafe realizes u tج he had to spply the young patient with a
case-history, in which a specific horse fgures promiently i the
boy's unconscious. Shaffer a hievesع this theatrically by hawing
Alan recollect and act out a childhood experience, when the boy
was about six years old, and involved Iiding a horse. As Alan
begins to nanate his experience, h throwsع himself on the gound,
dowsاage, at the cente of the circle. He stAnts scufing wiuh his
hهnقd , miming playing at building a sandcasle. Shaffer, uhen,
intrcduces a young horseman in slow moUion, emerging out of a
tnNel. The horceman camTies a rding crop wiuh which be urges an
invisible horse Onwards. The chonic humn wiuh whicb uhe scene
opens, gradually increases. The horseman i fiendlyك eough
towards the litle by, And allows him to stroke the horse. Cently,
he lifs the boy onto uhe horse. "TRe hum from the CHORUS
becomes erwlnant. Then stopr." (39), The humming, the boy's
fascinaLioبn and the magical chanuing gives the scene uhe
mblance of a sacred religious nital. As the horse toTs around  عج11
the circle, with Alan beginning to laugh joyfuily, the scee
suddلe y changes its tone with the appearance of Frnk and Dora
shouing at Lheir son end the horseman, whom they accuse of
imesponsibility. Frank plls Aan violentHy, cauing him to fلة l and
zamg hisع knce. Feiling to placate the parens' aniety, and g اaلiم
exception to Frank's abuse, the horseman cAlls Fmank "a stupid
fat!" (42), sه he gallops away from heا cene. The ridieule ofthe
father's auuhorivy, combined with the fnsLretion and the nحت
caused by his fall, have made of this expTience uhe most
imporant of a lل Aan's Troubled and unطappy childhd.

Aan explains the prcess by which uhe sufTering Chist
became identiied wiuh the hore in the recording h wasع
persuaded to make at Dysan1's request. As Dysar switches on the
recorder, Alan is show siting on the bed, erperencing geat
emouional difficulty. He rises and sands on uhe cirele, dircctly
behind the docuor, though never ofcourse, looking directly at himn.

When the horse first appeared, T kooked up iم to HIS
mouth. It was huge. There was this chain in it. THe
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fEllow pulled it, and cream drippd out I said 'Does it
hu48)م?'. )
Eguus hAs uAkeD upon himsclf, Ni heا boy's imagination,

mAn's guilt, d مه Christlike is reuired to atone for the sins of
hتصanu ry.

Alan similarly. spiredه to b theع one excptionحl boy, wto
coud nide Pince, uhe fairy- e اaل horse, his mother had told him
about. The by identifes wiuh the rider of the white horse in
Revelations:

'He, that sat upon him, was called Faiuhfl and Tre.
His eyes were As fames of fre, and be had a name
writer uhat no man knew bt himself.' (48)
Religious nital, in ue play, sه well as the religious ecsuacy

the boy feels throughou uhe play - it should be remarked -is
always accompanied by a seلقsn pleAsure, though few ciuics
have noted this conecuion.

There was swat on my legs fom his neck. The fellow
held me tight, ... His sides were a lل wam, and the
smell .. (48)
This expenieDce of jowissace simuluaneously acquired a

sexلحu intensity of its OwN, hile it tmanscended nomal sexualiy
altogeuher. Sexualiry. of coure, as Dysart knows only too wel, as
a practicing psychiaunist mus have been at the hear of Alan's
disturbance. He blصu tly puts heا quesUion to Fmank, "Mr SLang,
eiacLy bow infome do you jndge your son oا be about sex?
(34). Frank quickly dismisses the quesuion, whicb he finds rather
embarassing in uhe light of his ow noctumal voyeunisic visits oا
the theatre which shows pmogaphic flms. Dora, however,
infomed uhe by of the biological facts, but was careful to qلمu iبyf 

.r religious faiuع rese facts by hل 
But 1 also told him what I bصlieved. That eex is notjust
a biologicلa matter, but spintلau a9 well. .،. That his
task was to preare himself for the nost important
bappening ofhis iife. (35)
Dona connets her fear of se with guilt and shame, and

succeeded in communicating her atitde to Alan. Dora's version
of Christianiry (probably a fom of Anglicanism), is neurotic sه
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well as desTnuctive, since it is based pnimarily on fear and guilt. It
is she who dnums into the boy's conscious, i guilt-imposing
ways, "Cod sعes you, Alan God's got eyes everywhere." (49). I  iك
hose eye5, whose stem tok torures Alan, And dnives himا 
u umatelyل to blind his own gods at uhe sاAble.

ShaflEr's atinde towards instiنn tional religion, i is imponant
t٥ stress, is in MacMuraugh-Kavanagh's words,

ly hosuile. In 1965 he told a reporter: 'Iل uivocaو eس •
resent deeply a lل uhe churhes. 1 despise them. No
church Gr syagogwe has ever failed to misuكe its
power. ' {82)%
THe victim of such misuse in tis paruiلuc ar play Alan كز

Stang himself.
Alan's faiLh panuly deriwed fom his mother, sLresses those

elements of guilt and pain mepresented by heا suffering Chis. His
fascination with the sem-diwine creaturE, myic man niding A
horse, and combnنng to fom a single divine creature, is at heا
hean1 of his biaarre rinalisuic payers, DysAn1 frst hears of this
fom Frank, who s fully convinced uat his wife is to blame for 13
the boy's distrbed state. About eighteen months before the
blinding of the hores, Frank happened to h arع the sound of
strange chanting coming from Alan's rom late at night. He could
clearly discem a similanity beTween the boy's sing-song lis, and
hose biblical gencalogies his mouher was fond of reciting for him
as a child.

Like .Bible عطا Oe of those lists his mouher's always
reading to hنm ...

Those Begats. So-and-so bgAt, you know.
Genealogy (50)
As the fater proceeds wh his Manation Alan nises And

moves slowly to the centre of the stAge, and he stars rciting,
And Prance bcgAt Pmankus! ... And Pankus bcgA!!
...(50)

The boy suarely faces heا imvisible photogaph representing
the horse with the large eyes. Slowly, he bows to the ground,
raising his head and extending his hands up in glory. He screams
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out rverently, "Behold - I give you Equus, my only begotten
son!" (51). Alan then poceeds To perfomm his riلجt of penance
nd conurition. He bnidles himself wiuh a invisible sting, and "iع 
mime, begin to thrasH himself, increasing the strokes in speed
and visciousneRs" (51).

The scene is reminiscent of one which dccus iD Everyman. If
th theDe of penance And expiation is at the heant ofthat melievلa 
text defining theatricality iعst lf for t Westemع stage, Shafier's
Eguus a ignsل iعكt lf with that selfsame tadition, depicting a single
man esperete ه to atone for his siNs, by whipping himself, flly
conscious of the sufferings ofhis god for the as vationل of .h soulكت

2hIs sdlfsamne rلat is erhanced once Alan stars to work for
Harry Dalton, the sاable-ower. It is there, at the suAble, where the
divine creanres of AlAn's iaginalion finally e اaل on Life ه of
theLr own. As he faces the horses, uampling and an exuluant
humnming nise fom the chonus.

It is here ha1ا Brecht's concept of "Epic Theatre", wherein te
audience is invited to bserve and analyE. US As within the play

14 Dysar is the observant analyst, is f lyل developed by ShaلIer. For
BrechL this necessiuated the smashing of the ficional fame, in  صد
atterp to remnind te audience that the play they are witnessing is
oلn y a perfommance. ShaITer's stage direcLions sUiplate uطat

[The] Three a tonع playing horses nse from their
places. Together uey u okصhم hree ت ا horse masks from
the laDders to le and righL, pr them on wit rigid
timing, and walk with swaying hore-motion into the
sauare. (55)
Ln ptting on uhcir masks, ShafFer presents them sه taking on

divinity. As they converge towards the by standing in the middle
of the sاable, Alan

"is sunk into tis glowing world of horse" (56).
The boy, who has becn obsesscd with hores since his early

cنh ldhood, is overwhelmed. He should te presented in ShafFer's
words as

L stم in wonder, he stars almost involunاarily to kec}
on the floor in reverence. (S6)
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Alan's psycho.sexualreligious fantمsies, are tensfomed into
fom ,و of worship pcrformed late at night, once every three weekم 

with a specifc horsc, Nugget. Alan purs uhe bit into ih ownف
mouh and then transfers it into the horse's uouth [eding it
acr5s uhe font of uhe stagc, to the field he designates as "hنs place
of Ha Ha" (70). The boy henا proceeds to uصdress completely,
rewealing himself fully to his god.
• As he mOunts the horse, ht humع from the chons
accompanies his peuic chant, as he rhyhicلla y troاs, egging on
h horseكت to 1ake on their invisible enemies.

And Equus the Mighty rse against A11!
His enemies satter, his enemies !f lIف
TURN!
Trample them, tample uhem,
Tmample them, tremple them,
TURN! (73)
Alan's pryer is Bccompanied by sexul fntasies. Not F yلل

aware ofwhat he is doing uhe boy is hitلare ly mastrbauing.
I'm suim! StfTin uhe wind!

Feel me on yo! 0 you! @ryou!
1 want to be in you!

tgvus. i iowe you! (74)
A theق rhyuhm increases fanticلa ly, Alan screams "HaHa"

before collapsing on the gmound, kissing Nugget's hoof, and
whispening "Amen".

This paruicular scene is not ony unigue in modem plays, but
suands out as one of the most dring and ariginal poducLs of the
entire English uheatrical Uadition.

Yet the conplexity of Shaffer's dmamatic vision extends far
beyond his mnipulaUion of uhe horses, or his pomueyal of a highy
orignal and complex young man. DysAr1 is no objective observer,
or even a .straightfoward healer His relauionship wiu Ahen is
dصay ic as he tegins to exAmine not oلn y his individual role as a
psychviatnist, but the role psychiatry itself plays in today's modem
world. His vision of himself in the nightare mentioned above, sه
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the f pies4لkilك of nomalcy, carving up lite ,hc ldrenئ pus
Aلمn's {Ae nه cvery child who comes up for eure. His miscion as
far Alan فم is conceme, is to cue ib ofج his diwine visian by
ridding him ofhis indiwiduمl fait. His arinde towards his paLient
is highy ambiلav ot Ln his converetion wiuh Hesher, he
expresses a yeaming for uhe boy's pssion that can oلn y be
desnibed as enwious.

Al right, he's sick. He's fll of misery end fear ...
hu tع bمy has kNw a paكsion more fercious tan I
have felt in any second ofmy life (82)
Hوi hحs been a smug existence, as free ofworship, as it fl وز

of sccess. His sentiments about the lack of spiritality, And the
meed for worship are uncuivoلAc ly clear.

·Wiuhout worship you shrink" (82}.
His encounter wuh Alan nagnifies isط ow &enكe of

,i potenceع "he lowest spem cout you could fnd" (&2). He
spends his Life wiuh a woman he hasn't kiكsed in six yeans, leafing
through works of mythology, anticipauing his annual three-week

16 visits "to te womb of civilizalion"" (82). He fnds that his own
experierrce pales when compAred to thAt ofhis unhappy paient,

I sit looking At the pages ofcentaurs tanpling uhe eoil
of Argos - and outside my window he is Tying to
become one, a ت Hampshire field! (&3)
Ln his capacity sه ,docuor ه Dysar's aعsigrment is to get his

pauent to "abreact". His deBNition of uhe temn, as far Aan كم is
concemed, is to get uhe boy to

Live it a lل again. He wn't be able to demy it after thaL,
cause he'l hawe shown me. Not jus told me- buItا 
aعred it outin font ofme. (80)
The entire text of Egus may tقu be seen as Dysar's own

abreacing. The live audience in a uheate are thus placed in his
own position, boاh as healens and as in dire need for a fom of
"worship". It is wit hesitation about his own mission that he
underAkes to have Alan aet out his blinding ofthe borcs.

Can you thiNk of anyhing worxe one cAn do to
anybody than uAke away uheir worship? (80)
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an has succeeded in making cxplicit to Dysar that worshipلم 
hمd beعn core ع ofhis Lf" (81).

nt ع of onisis, ShafTer pursues trح n staging Alan's momcا 
clashing stains that drive uhe boy to uhe brink of madness. The
first and simplest of these is uhrough Bis intducLion to J  الآ-- علا
youg aلuctive ,irlع who secures hنm a post a theم stable. Jil's
firtauion with heا toubled Alan pys no heed to the by's
rElucuAnce. Her carefree attitude towards sex is in sharp contast to
the boy's inheiited guilt-rdden inظibitons.

As a fom of iniuنauion, sH a companiesع him to waعu h a
porogaphic fim, heا like of which he had never sren before. At
the theatre ShafTer i troducesع the second complicating facor -  htع
sudden appearance of Frank, heا boy's father. The boy's fear is
tansfomed into nidicule, an even sympaLhy, as Fmank's aTinde
graduaال y reveals a fightened embarssed husbnd, firively
seeking an outet for his fuslrated sexualiry, uhus smashing one of
Le most impoRant of Alan's childhood idols.

And Dad, he's not just Dad either. He's a mn wih a
prick, uoo 1٦

1 just thought about Dad, and hw he wa nothing
speciA] -just a por old sd on his ow.
.٠٠ (96)
Poor old so, thAt's whatl felt- he'sjust like me! (97)
Fnank, who until Uha1 very moment had been larger uhn life,

ity and reason in he Strangل ree of auuhoriiy, moraن he souا 
household, has been finaly dchroned by this revelation.

On at fateful evening, however, two ouher idols had to be
desuroyed tefore uhe psyehلanac yuie cxorcism could be
complcred. Facing ht nakedع Jil inside the bam, Alan is
simultaneously sexualلأ y aroused and drive to ipotence by the
physical presence ofthe divine hoعsr s.

The horses make their divine presence resound throughout the
theatre by an increasing crescendo of humming. Alan dismisxes
he girl aggressively. The boy's fEar develops into panic And terrorل 
in anticipation of' the approaching mocking god, Nugget.



[١iiit4 lHvthm a.] Kitia،
in ٤٤r Sh:٤٢eE. :uu':s

-:٤550 د٤١٠١١!٠ H٠r96 ا

As heا Equus noise becomes more tenrible, uhe boy becomes
acuTely conscious of heا horxe's eyes.

·Then I e عع his eyes. They are rolling!" (105).
The horees represent diwine ,f ryة heا anger of a j ,ae ousل

windictiwe diviniry thAt sees aلl and punishes . اله
Dysart tAkes on and articulatcs heا voice of deity:
THe Lor ty Cod i aو Jealous God. He sees you. e
sees you forewer And ewer, Alan. H sees youl .،. He
sees !ouز (105)
At uhis point Alan quiely geus up and picks up an inwisible

spie, and slowly moves towards Nugget. Ln his desperation, uhe
boy suabs oun Nugge1's eyes, ScreamNing,

Eruus ،.. Noble Equus .. Faitf] And Tre ...
Godslave ... Tbou -God- Seest- NOTHING! (105)
Wiuh uhe stabbing of Nugge's eyes, screaming fils uhe

hey Are bathe inا ,heatre, growing louder. As uhe horses apparا 
cones of light, to siulate their metamorphosزs into

deddfl credtures our Gfa nighmmure. Their eyesfare
their mosmrils fRare - their mouthr fare. They are-1 غ

archeNypal images = .uging ز punishing, pitiless.
(106)
No staging it is importمnt to note, can bning such a scene uo

life wiuhout the audience imaginatively pojecuing some of heirا
o unconscious fens onto cleاقht specع on display. With uhe
fa] collapse of Alen, a sigh of relief nmbles houghا heا
audience, as it quiely watches uhe soliuery figure of Dysar wh

he nommlا he role of ue chonIs, impliciuy accusingا kes upما 
world itself for its lack ofpassion.

As a noلقmr person, belonging to modem scciety, Alan in Uhe
futuنre And afer Dysar's work is completed, will occupy a
desigated place

Ill give him ue good Nomal world where we're
teuhered beside them [animals] blinking our nights
away in 4 non-stop drench of caLhode-ray ower our
shnivelling heads! (108)
As a clIons Dysart perfoms one of uhe most ancient funcuions

of heا theaLre. He explains in no ucerain teIms how modem man
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has killed h capacityكن for worshp, his capacity for pain, and his
cpcity for passion.

Shafer's Eguns dares to ccho heا ancicnt playwTighاs' sense
of a theaLrical mission i the England of .iesاh sevenع For uat
alone he should be recognized as a uigue pLAywTigh ofour uime.
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