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Ⅰ．アーデンと神話と祭礼

Ritual

unfortunately, such syllogistic thinking is far too commonly accepted, so that terms like 

ritual  have become almost meaningless as critical clichés describing anything and 

everything non-naturalistic.
5
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They represent the mechanism whereby, at a primitive level, society seeks periodically 

to renew its vitality and thus ensure its continuance
6

Agit-prop 

The Waters of Babylon, 

Serjeant Musgrave’s Dance Armstrong’s Last Goodnight

The theatre has always been a place of social 

ritual. [. . . ]the artistic principles still remain the same
7

 

artistic principles 1977 To 

Present the Pretence

The art of the theatre is exceedingly ancient, and I do not believe that the principle 

underlying it have been radically altered by any of the innovations in style, adjustment 

to stage-practice or shifts in the make-up of audience which have occurred since the 

time of Thespis..
8
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9

human condition

(exploration)

recognition the recognition will be almost a ceremo-

nious act between audience, actors and author.
10

the continuous cycle of birth, creation, 

death and rebirth
11

1965

1956 BBC

The Life of Man 

J.R.

12

1971  The Drama Review

For the first time I really understood what Greek tragedy must have been like in the 

days of Thespis, when it was ceasing to be a rural ritual and was moving into the new 

city theatres. The purpose of theatre  – a vague concept continually argued about in 

our professional Western journals – was entirely clear in this context.  The purpose 
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of theatre was to bring the gods down to earth for the space of a few hours in order to 

secure the continuance of mankind.
13

it did not seem to matter.  The gods were there and their power was in the village, 

whether the people slept or woke.  145

1964 The Workhouse Donkey

I would have been happy had it been possible for The Workhouse Donkey to have lasted, 

say, six or seven or thirteen hours excluding intervals , and for the audience to come 

and go throughout the performance. W.D 113 14

prom-concert

 The Workhouse Donkey

the theatre must be catholic.
15

 But it never will be catholic if we do not grant pride of 
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place to the old essential attributes of Dionysos:

noise,

drunkenness

nudity,

corruption

disorder

lasciviousness,

generosity,

fertility

and 

ease. W.D 113

1976 The Non-Stop Connolly Show

. . . and if the ideas of a man like Connolly still live, though he himself has been killed 

and his party fragmented, then on the stage it should be possible to resurrect him for a 

few hours as a real living, speaking, acting human force, not just an imitation.
16

I see myself as a practitioner of an art which is both Public and Exploratory: the 

exploring is done in public and is therefore full of danger [ . . . ]. But if you succeed, you 

will have done so by presenting, alive, on the stage, a tactile piece of human existence 

which will be recognized as true and meaningful and illuminating.
17
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The Feast of Fools

Ⅱ．サツルナリアと生贄の儀式 

Ａ．生贄の主人公，サツルナリアの王

The Workhouse Donkey

Butterthwaite the old councilor is chucked out 

of the town as a sort of scapegoat

Having been their king, he s then sacrificed and driven out, and will in turn be replaced 

by somebody else.  He s dressed up in a table-cloth with a bunch of flowers on his head 

as a sort of carnival king. It s intended again to refer to the medieval character, the 

Lord of Misrule. . . The Romans – and in the Middle Ages – knew exactly what they 

were doing.  They had this day once a year – the Romans called it the Saturnalia, in the 

Middle ages it was the feast of fools – in which everything went wrong.  The servants 

became the master and everybody was having sex with everybody else in the streets 

and everybody got drunk.
18

Butterthwaite

Butterthwaite 

Butterthwaite 
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Waters of Babylon

Live Like Pigs Sawney

Armstrong’s Last Goodnight Armstrong

The Island of the 

Mighty R. The 

White Goddess Crazy Sweeney Mabinogion

J. G. 

12 19

The Happy Haven Serjeant Musgrave’s Dance

with people pinned against the walls while 

an appalling act takes place in the middle of the stage
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The Business of Good Govern-

ment Live Like Pigs Sawney Col

Serjeant Musgrave’s Dance Musgrave

The Workhouse Donkey Butterthwaite

The Hero Rises Up Nelson The Island of the Mighty Merlin

20

The Golden Bough

21

Le Bouc Emissaire

22
signe victimaire  des traits universels de sélec-

tion victimaire
23
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plus on s éloigne du statut social le plus commun, dans 

un sens ou dans l autre, plus les risque de persecution grandissent
24

Indifférenciation 

C'est le culturel qui s éclipse en quelque sorte, en s indifférenciant.
25

indifferenciateur

L ordre 

absent ou compromise par le bouc émissaire se rétablit ou s établit par l entermise de 

celui qui l a d abord troublé.
26

27

Live Like Pigs Sawney
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28
 Musgrave

Bargee

11
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Ce que dit Caiph est la raison même, c est la raison politique, la raison du bouc 

émissaire.  Limiter la violence au maximumu mais y recourir s il le faut ă la derni re 

extrémité, pour éviter une violence plus grande . . . Caiphe incarne la politique sous sa 

forme la plus haut [. . . ]
29

Armstrong’s Last Goodnight Arm-

strong

Ｂ．英雄と英雄的行為

J.R.

In all Arden s plays the characters we meet are first and foremost just people not 

concepts cast into a vaguely human mould, with built-in labels saying good  or bad , 

hero  or villain  to help us into the right grooves.
30

Waters of Babylon  

The Hero Rises Up

We live today, it is generally recognized, in an age of despair: and the search for a truly 

heroic, god-like figure to lead us out of our tribulations is common to us all [. . . ] . To 

understand what makes a hero is to understand, perhaps, how we in our own society 
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may be able to make one for ourselves. H. R.U. : 14

dif-

ference from the norm
31

The Hero Rises Up

The Waters of Babylon Paul Mus-

grave

Paul

Musgrave Sparky Attercliffe
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The Waters of Babylon Krank too contra-

dictory to be really heroic
32

 

N. 

33

Irony isolates from the tragic situation the sense of arbitrariness, of the victim's having 

been unlucky, selected at random or by lot, and no more deserving of what happens to 

him than anyone else would be. If there is a reason for choosing him for catastrophe, it 

is an inadequate reason, and raises more objections than it answers.
34

 

He is innocent in the sense that what happens to him is far greater than anything he 

has done provokes, like the mountaineer whose shout brings down an avalanche.  He 

is guilty in the sense that he is a member of a guilty society, or living in a world where 
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such in justices are an inescapable part of existence.
35

The study of tragic isolation as such . . . Its hero does not necessarily have any tragic 

hamartia or pathetic obsession: he is only somebody who gets isolated from his 

society.
36

 

driving out the pharmakos from the point of view of soci-

ety.
37

murderous violence is less an attack on a virtuous society by a 

malignant individual than a symptom of that society’s own viciousness.
38

Irony [. . . ] begins in realism and dispassionate observation. 

But as it does so, it moves steadily towards myth, and dim outlines of sacrifial rituals 

and dying gods begin to reappear in it.
39

Sergeant Musgrave’s Dance

This is a realistic but not a naturalistic play.
40

I draw a clear line 

between realism and naturalism. The latter means a representation of the surface of

life, the former a presentation of the life itself.
41
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If we were to judge, for example the story called The Altar of the Dead purely by 

low mimetic standards, we should have to call it a tissue of improbable coincidence, 

inadequate motivation, and inconclusive resolution.  When we look at it as ironic myth, 

a story of how the god of one person is the pharmakos of another, its structure becomes 

simple and logical.
42

Live Like Pigs Sawney 

La victime 

est condamnée d'avance, sans doute, elle ne peut se défendre, son process et toujours 

déj  fait.
43

Ⅲ．カーニヴァルと断食の戦い

To Present the Pretence

1559
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The title of this painting refers to the focal scene in the centre of the foreground which 

depicts the fight between Carnival and Lent as a jousting tournament between Prince 

Carnival and Lent with their respective retinues.  It had been performed as folk drama 

since the late Middle ages, especially in the Shrove Tuesday processions of the Carnival 

brotherhoods.  Bruegel further depicts various Flemish folk customs from the seasons 

between Twelfth Night and Easter, including pantomime and masquerade together 

with religious customs as the sum of numerous individual scenes in the market-place 

bound on two sides by the church and the inn.  Thus, he vividly conveys the temporal 

sequences of the episodes by their spatial continuity.
44

 

To Present the Pretence 1977

THE FIGHT BETWEEN CARNIVAL AND LENT Pieter Bruegel the Elder
（1525/30-1569 Brussels）

1559
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F. M. death of the old year and 

the birth or accession of the new, the decay and suspension of life in the frosts of win-

ter and its release and renouveau in spring

expulsion of death and induction of life

45

F. 

In general, the ritual had its agon, or sacred combat, between the old King, or god or 

hero, and the new, corresponding to the agons in the tragedies, and the clear purpose  

moment of the tragic rhythm.
46

The basic theme of theatre is conflict.  A struggle between persons becomes interesting 

to an audience by reason of the passions and inner emotions it gives rise to, and the 

skill of the dramatist is traditionally shown in the way he or she relates the action of the 
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struggle to the portrayal of the personal passions.
47

emblematic battles Carnival v. 

Lent, Sacred v. Profane Love, Idleness v. Industry et cetera  

war between Evil and Good or Darkness and Light, Winter and Summer 48

Th. 

49

The whole thing is an emblem of death in the midst of life: or to put it another way,

carnal life continuing despite the imminence of death.
50

51

Carnival is a burlesque figure personifying the festive season, which after a short career 

of glory and dissipation is publicly shot, burnt, or otherwise destroyed,to the feigned 
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grief or genuine delight of the populace.
52

The King of the Bean on Twelfth Night and the mediaeval bishop of Fools, Abbot of 

Unreason, or Lord of Misrule are figures of the same sort and may perhaps have had a 

similar origin.
53

drunkenness, lasciviousness, fertility

Dionysus 

alone is exciting but ephemeral
54

Themis J. 
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I ought never to have forgotten that humanity needs not only the intoxication of 

Dionysos the daimon, but also and perhaps even more, that appeasement in form  

which is Apollo the Olympian.
55

 

I. Really successful plays come out of a fusion of the imagina-

tion and the intellect.
56

 the changing part of the unchanging 

Apollo
57

curvilinear rectilinear

rectilinear

58

curvilinear

R. matrilinear patrilinear
59

the 

language of true poetry

classic
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60
all his works  particu-

larly The White Goddess has always been of immense importance to me ever since I 

first read I Claudius when I was a school boy

61

aggressive strength, the domination of the will, 

the arrogant rational assertivenss of scientific rectitude, straight lines, as it were, in 

contrast to curved
62

The White Goddess

birth, life, death and resurrection of the god of the Waxing year

God of the Waxing year God of the 

Waning year
63

 Waxing year

Waning year

Wax-

ing year Waning year

Waxing year Waning year

Waxing 

year

God of the Waxing year

God of the Waxing year God of the 

Waning year God of the Waxing year God of the Waning 

year
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God of the Wax-

ing year God of the Waning year, 

注

Kenneth Tynan Harold 

Hobson

Hobson

 John Arden, Sergeant Musgrave’s Dance: An Unhistorical Parable, London, Methuen, 

1961. 1968

Arden, Armstrong’s Last Goodnight, London, Methuen,1965.

1971

20

Cristopher Innes, Holy Theatre: Ritual and the Avant Garde, Cambridge, Cambridge 

University Press, 1981, 4.

Theodore H. Gaster, Thespis: Ritual, Myth and drama in the Ancient Near East, New 

York, Harper & Row Publishers, 1961, 23.

Arden Building the Play: an Interview , Encore, July-Aug. 1961, 41.

Arden, To Present the Pretence: Essays on the Theatre and its Public, London, Eyre 

Methuen, 1977, 11.

When we look back to the beginnings of European literature, we find everywhere 
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drama, and always drama derived from a religious ritual designed to ensure the rebirth of 

the dead world. G. Murray, Preface, T. Gaster Thespis, 9  

10 Building the Play , 41.

11 Arden, Vital Theatre , Encore 20 May-June 1959 , 43.

12 John Russel Taylor Preface, John Arden Three Plays, Penguin Books, Hammondsworth, 

1967, 7.

13 Arden, The Chhau Dancers of Purulia , Drama Review, No. 50 Spring 1971 , 68. 

To Present the Pretence 139-158

14 Arden, Plays, One, London, Methuen, 1977 113.

15 catholic

16 To Present the Pretence, 104.

17 Arden, Building the Play , 41.

18 Arden, On Comedy: John Arden Talks to Albert Hunt about The Workhouse Donkey”, 

Encore, 12, v. 1965 , 13-14

19 J. G. Frazer, The Golden Bough: a Study in Magic and Religion abridged edition London, 

Macmillan Press, 1957, 763-768. 756

763 12

20 Philip Clayton, Dissertation Abstracts International, 34: 5162A Cincinnati, 1974 .

21 Frazer, 747-754

22 Rene Girard, Le Bouc Emissaire, Paris, Edition Grasset & Fasquelle, 1982, 28-33.

23 Ibid., 28.

24 Ibid., 33.

25 Ibid, 24.

26 Ibid, 66.

27 Ibid., 39. 

28

P.B. Prometheus Unbound

The only imaginary being resembling in any degree Prometheus 

is Satan.

29 Girard, Bouc Emissaire, 168.
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30 John Russel Taylor, Anger and After: a Guide to the New British Drama. London, 

Methuen, 1983, 85. 

31 Theatre in Search of a Fix N. Y. Delacorte, 1973

difference from the norm

32 Taylor Anger and After 87

33 Northrop Frye,  Anatomy of Criticism: Four Essays, Princeton, New Jersey, Princeton 

University Press, 1957, 40-45.

34 Ibid, 41.

35 Ibid.

36 Ibid. 40.

37 Ibid., 45.

38 Ibid., 48.

39 Ibid., 42.

40 John Arden, Serjeant Musgrave’s Dance: An Unhistorical Parable, London, Methuen,  

1960  5.

41 Arden, John Arden , in Charles Marowitz and Simon Trussler eds., Theatre at Work, 

London, Eyre Methuen, 1976, 51.

42 Fry, Anatomy, 42-43.

43 Girard, Bouc Emissaire, 56.

44 Kunst Historisches Museum Wien, Kunst Historishces Museum, Vienna: Guide to the 

Collections, Wien, Verlag Christian Brandstaetter, 1989, 318.

45 F.M. Cornford, Origin of Attic Comedy, London, Edward Arnold, 1914, 53.

46 Francis Fergusson, The Idea of a Theatre: A Study of Ten Plays. The Art of Drama in 

Changing Perspective, Princeton, New Jersey Princeton University Press, 1968, 32.

47 Arden To Present the Pretence, 95.

48 Ibid., 95

49 Gaster, 37.

50 Arden To Present the Pretence, 14.

51 Ibid. to prolong his doomed reign

52 Frazer, 768.

53 Ibid.
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54 Arden, Who s for a Revolution? Two Interviews with John Arden , Tulane Drama 

Review  34 winter 1966 , 50.

55 Jane Harrison, Themis: A Study of Social Origins of Greek Religion, London, Merlin 

Press, 1963, viii.

56 Arden, Art, Politics, and John Arden , New York Times, 10 Apr. 1966, Sec II, 3.

57 Robert Graves, The White Goddess: A Historical Grammar of Poetic Myth, London, Faber 

and Faber, 1961, 227, 257.

58 properly

59 Graves, White Goddess, 10.

60 Ibid.

61 Arden, D Arcy, Awkward Corners: Essays, Papers, Fragments Selected with 

Commentary by the Authors, London, Methuen, 1988, 93.

62 Arden, Poetry and Theatre  Times Literary Supplement, 6 Aug. 1964, 705.

63 Graves, 24.
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