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In	 this	 issue	 of	 Retrospect	the	 focus	 is	 on	 the	 Arts—music,	 theatre,	

�ilm	and	television.	 History	 has	 always	 a	 connection	 with	 these	

mediums—whether	it	is	the	portrayal	of	historical	events	in	�ilm	

or	 on	 the	 stage,	 the	 lives	 and	 experience	 of	 the	 actors	 and	 ac-

tresses,	or	the	role	of	the	media	in	in�luencing	politics	and	bring-

ing	about	change.		

Regardless	of	where	your	interests	lie,	there	is	certainly	an	arti-

cle	for	you	with	topics	from	LiveAid	and	Pirates	of	the	Caribbean	

to	the	Iraq	War	being	covered.	

 
Enjoy!	

         Your Editors  	
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What Impact Has Music had on Society? 
By Tom Clapp, Year 9 

M 
usic	 has	 been	 part	 of	 human	 culture	 ever	

since	 the	 early	 cavemen	 learnt	 to	 hit	 two	

stones	 together,	 scrape	 rock	 across	 a	 stone	

wall	or	even	use	their	voices	to	sing	the	very	

�irst	 (though	 probably	 primitive)	 melodies.	 One	 of	 the	

�irst	times	music	was	discussed	in	society	came	because	

of	Plato	–	an	Athenian	philosopher	who	neatly	summed	

up	the	essence	of	music	in	a	democratic	society:	“Musical	

innovation	is	full	of	danger	to	the	State,	for	when	modes	

of	 music	 change,	 the	 laws	 of	 the	 State	 always	 change	

with	 them.”	Of	course,	 the	other	side	becomes	apparent	

as	well:	did	society	change	music	and	do	composers	and	

musicians	merely	 attempt	 to	 keep	 up	with	 the	modern	

themes?	 Within	 the	 past	

few	 decades	 electronic	

instruments	 have	 become	

widely	 available,	 allowing	

for	 musicians	 to	 express	

themselves	 in	 different	

ways	but	it	also	means	that	

they	have	 to	 keep	up	with	

each	 other	 in	 terms	 of	

style.	

	

The	links	between	music	and	the	development	of	society	

becomes	more	apparent	the	further	back	you	go,	for	ex-

ample,	 during	 the	 early	 Middle	 Ages	 music	 barely	

changed,	and	neither	did	society:	feudalism	was	still	the	

central	 political	 structure	 for	 hundreds	 of	 years.	 Then	

you	reached	the	Renaissance,	a	time	of	learning	and	mu-

sic	began	to	develop	structure,	and	the	introduction	of	a	

B	 �lat,	 and	 later	 on	many	 other	notes,	 allowed	 for	 com-

plex	harmonies	to	evolve.	This	could	be	seen	around	Eu-

rope	 as	well	 –	many	 cultures	were	 starting	 to	 embrace	

the	antiquity	of	Rome,	and	develop	large	marble	statues	

during	the	renaissance,	which	led	to	philosophers	think-

ing	about	the	corruption	within	which	our	world	is	ruled,	

and	how	they	might	be	able	to	change	it.	

	

However,	 one	 could	 argue	 that	 these	 were	 merely	 �ig-

ments	of	an	ever	changing	realm,	and	because	of	the	nat-

ural	 progression	 of	 society	 the	 music	 changed	 with	 it.	

Religion,	 certainly	 in	 the	 Middle	 Ages,	 was	 where	 the	

average	 farmer	 would	 most	 likely	 experience	 music.	

When	 the	 religious	 beliefs	 changed,	 so	 did	 the	 music,	

most	obviously	seen	when	Britain	switched	from	Cathol-

icism	 to	 the	 Church	 of	 England:	 the	 Latin	 words	 were	

translated	 into	 English	 so	 that	 the	 congregation	 could	

sing	the	words	also,	not	just	the	clergy.	This	was	certain-

ly	not	caused	by	music,	as	Henry	VIII	sparked	the	disso-

lution	 of	 Catholicism	 	 in	 Britain,	 which	 then	 in	 turn	

caused	the	change.		

	

Slaves	 working	 on	 the	

plantations	 of	 America	

created	their	own	unique	

way	of	singing	bible	vers-

es:	using	the	gospel	sing-

ing	style	which	today	can	

be	 widely	 recognised	

around	the	world,	and	its	

in�luence	has	spread	from	rock	and	roll	to	the	more	mod-

ern	pop	culture	which	we	see	today.	It	has	also	brought	

religion	to	the	masses,	by	allowing	for	a	more	interesting	

style	of	music	to	resonate	inside	of	churches,	rather	than	

the	 pre-middle	 ages	 music	 which	 many	 churches	 still	

used	 in	 the	 19th	 century.	 This	 contribution	 to	 modern	

western	society	developed	 into	 the	 Jazz	age	and	 the	 fa-

mous	‘call	and	response’	which	has	become	the	focus	for	

many	 jazz	 pieces	 (the	 introduction	 of	 improvisation,	 as	

one	instrument	 introduces	a	melody,	and	then	develops	

it	with	no	preparation).	

	

But	 is	 this	 actually	 a	 change	 in	 society,	 or	 a	 change	 in	

music?	The	only	way	to	answer	this	is	to	look	at	the	pro-

gression	of	Western	society:	during	the	Rock	‘N’	Roll	era	

schools	and	homes	started	 to	 throw	parties	–	with	new	

rock	and	roll	music	and	a	disco	feel,	rather	than	the	tra-

ditional	 ballroom	 dancing	 of	 the	 past	 centuries.	 It	 also	

largely	boosted	the	Civil	Rights	movement,	as	it	was	ap-

parent	to	many	Americans	that	a	large	part	of	black	mu-

sical	 culture	 had	 originated	 from	 gospel	music	 sung	 by	

slaves	a	hundred	years	before.	

	

To	 conclude,	music	 certainly	 has	 played	 a	 huge	 role	 in	

modern	western	 society,	 and	 it	 has	 in�luenced	 our	 cul-

ture	massively;	even	how	we	treat	each	other.	Music	was	

also	a	large	contributor	to	historical	societies,	with	Eng-

land	being	 largely	 in�luenced	in	 its	medieval	 infancy,	by	

choirs	 and	 church	 singings	 affecting	 the	 uneducated	

(usually	 the	peasants).	 It	 has	 also,	with	 the	Civil	Rights	

movement,	attempted	to	shake	off	the	prejudice	in	West-

ern	society,	though	even	today	racism	is	a	huge	issue	all	

over	the	globe.	Maybe	it’s	time	for	a	new	shift	in	the	ever	

changing	world	of	music,	and	no	one	knows	what	differ-

ence	it	could	make	to	how	we	live	our	lives	

many cultures were starting to embrace 

the antiquity of  Rome, leading philoso-

phers to think about the corruption 

within which our world is ruled, and how 

they might be able to change it 

Part of Gerrit van Honthorst’s El Concierto (1623), 
showing some of the musical advances of the Renaissance   
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The Show Must Go On 
By Nathan Livingstone, Year 9 

T 
he	 Windmill	 Theatre,	 17-19	 Great	 Windmill	

Street,	 London,	 is	 a	 renowned	 theatre,	 famous	

for	being	the	�irst	theatre	to	offer	non	stop	vari-

ety	in	England	and	for	being	the	only	theatre	in	

the	West	End	that	stayed	open	during	the	Second	World	

War.	Owned	by	Mrs	Laura	Henderson,	the	Windmill	was	

also	notorious	for	being	the	birthplace	of	nudity	in	thea-

tre.	

From	the	reign	of	Charles	II	until	the	late	eighteenth	cen-

tury,	a	Windmill	was	situated	on	what	was	to	become	the	

site	of	the	theatre.	Originally	in	1909,	the	Palais	de	Luxe	

was	built	on	 this	site.	This	was	one	of	 the	 �irst	purpose	

built	cinemas	in	the	West	End,	becoming	the	�irst	British	

Art	House	Cinema	in	1920.	

	

In	1930,	Mrs	Henderson	bought	 the	Palais	de	Luxe	and	

formed	the	Windmill	Theatre	Co.	Ltd.	with	Bernard	Isaac	

and	 JF	Watts	 Phillips.	 The	 building	was	 rebuilt	with	 an	

exterior	in	the	style	of	a	windmill,	 including	turrets	and	

balconies	covered	in	white	tiles.	The	interior	was	recon-

structed	 to	 house	 an	 auditorium	with	 two	 levels:	 stalls	

and	 a	 circle,	 designed	 by	 Mrs	 Henderson	 herself.	 The	

theatre	opened	on	15th	 June	1931	with	 its	 �irst	 produc-

tion,	‘The	Inquest’,	only	running	for	16	weeks.	After	vari-

ous	 styles	 of	 theatre	were	 trialled,	Mrs	 Henderson	 and	

the	Windmill	Manager,	Mr	Vivian	Van	Damm,	announced	

that	 it	was	 to	be	used	as	a	variety	house,	 re-opening	 in	

the	 spring	 of	 1932.	 This	 comprised	 of	 non-stop	 variety	

shows,	up	to	18	acts	long.	

	

Soon,	 they	developed	what	was	 to	become	 the	most	 fa-

mous	variety	 show	performed	 in	 the	Windmill,	The	Re-

vudeville.	The	Revudeville	included:	comedians,	sketches	

and	short	ballets.	It	was	an	immediate	success	with	up	to	

six	shows	a	day,	six	days	a	week,	from	2:30	in	the	after-

noon	 until	 11:00	 at	 night.	 Performers	 including	 Harry	

Secombe,	 Peter	 Sellers,	 Benny	 Hill,	 Bruce	 Forsyth	 and	

Morecambe	and	Wise	all	appeared	at	the	Windmill.	How-

ever,	 as	other	 theatres	 started	 to	put	on	variety	 shows,	

Mrs	Henderson	suggested	that	they	add	female	nudity	to	

the	Revudeville.	This	was	similar	to	the	Moulin	Rouge	in	

Paris	but	nothing	like	it	had	ever	been	performed	in	the	

United	Kingdom.	With	this	decision,	came	the	creation	of	

the	Windmill	Girls.	The	Windmill	Girls	appeared	in	nude	

tableaux	but	remained	completely	still	because	of	licens-

ing	 restrictions,	otherwise	 the	 theatre	would	have	been	

shut	 down.	 Some	 had	 to	 remain	 still	 for	 up	 to	 12	

minutes.	 As	 Lord	 Chamberlain	 stated,	 “If	 it	 moves,	 it’s	

rude”.	

	

When	the	Second	World	War	started	in	1939,	most	thea-

tres	 in	 London	 were	 closed	 down	 for	 fears	 that	 they	

would	 be	 hit	 by	 the	German	 bombs.	Many	 staff,	 actors,	

stagehands	 and	 box	 of�ice	 workers	 were	 called	 up	 for	

war	 work	 and	 stage	 costumes	 and	 makeup	 were	 ra-

tioned:	however,	these	factors	did	not	stop	Mrs	Hender-

The Windmill Theatre, the only theatre in London to re-
main open during the height of the Blitz  

Bruce Forsyth at the Windmill, 1949 
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son	from	continuing	to	put	on	the	Revudeville.	Mrs	Hen-

derson	believed	that	it	was	important	to	keep	the	theatre	

running	 to	 allow	 Londoners	 a	 respite	 from	 their	 prob-

lems	 during	 the	 War.	 She	 also	 believed	 that	 it	 helped	

boost	 morale,	 especially	 of	 the	 troops.	 She	 once	 stated	

that	 the	 Revudeville	 was	 the	 last	 and	 sometimes	 only	

opportunity	many	of	the	troops	had	to	see	female	nudity	

before	they	were	sent	to	war.	For	these	reasons,	she	de-

veloped	the	slogan,	“The	Show	Must	Go	On”.	

	

During	World	War	II,	the	Council	for	the	Encouragement	

of	Music	 and	 the	Arts	 (CEMA)	was	 founded,	 to	 provide	

entertainment	 for	 the	 civilian	 and	 military	 popula-

tion.		This	often	took	place	in	community	or	church	halls	

or	in	makeshift	theatres	in	camps.	Despite	this,	the	Wind-

mill	was	the	only	‘theatre’	in	London	which	never	closed	

during	the	war,	apart	from	the	4th-16th	September	1939.	

This	 was	 because	 the	 government	 made	 it	 compulsory	

for	all	 entertainment	 to	 close.	Even	during	 the	majority	

of	 the	 Blitz	 the	 Windmill’s	 doors	 remained	 open.	 Alt-

hough	partially	due	 to	Mrs	Henderson’s	determined	na-

ture,	 this	 was	 also	 due	 to	 the	 fact	 that	 the	 auditorium	

was	below	street	 level.	This	provided	 relative	safety	 for	

the	performers	and	spectators.	

	

Mrs	Henderson	died	in	1944,	aged	82,	but	the	show	went	

on…	 Vivian	 Van	 Damm	 continued	 with	 the	 Revudeville	

until	his	death	 in	1960,	 before	his	 daughter	 Sheila	 took	

over.	 However,	 on	 31st	 October	 1964,	 the	 Revudeville	

closed	its	curtains	for	the	last	time,	after	33	years	of	non-

stop	revue.	Soon	after	closing,	the	Windmill	Theatre	was	

bought	by	the	Compton	Cinema	Group,	who	reconstruct-

ed	the	theatre	once	again	into	a	cinema	and	casino.	Then,	

in	 1973,	 a	 campaign	 to	 convert	 the	 building	 back	 to	 a	

theatre	 was	 attempted,	 but	 sadly	 failed.	 However,	 in	

1974,	Paul	Raymond	bought	the	Windmill	and	started	to	

show	 adult	 shows	 there.	 In	 recent	 years,	 the	 Windmill	

has	 been	 converted	 back	 into	 a	 theatre,	 used	 for	 adult	

entertainment.	

	

Thus,	 to	 conclude,	 even	 without	 Mrs	 Henderson,	 the	

show,	does	indeed,	go	on		

The ‘Windmill girls’ performing, 1952. 
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James Bond: The Spy 
By Matthew Sparks, Year 12 

Due to the sheer number of ‘Spy-Thrillers’ released to the 
box office each year, it seems only fitting that the genre 
should also make an appearance in this issue of Retrospect.  
Much like most of the UK population, the large majority of 
my ‘knowledge’ regarding espionage, is based on the depic-
tion of the Secret Service in the Bond series. Whilst it is 
clear that the high speed car chases and bloody shootouts are 
not a regular events on the streets of London, it begs the 
question: to what – if any – degree are the Bond films an 
accurate depiction of espionage? 
 
A logical starting point for the investigation is the events of 
the films. Are the ‘Bondesque’ moments consistently accu-
rate with the lives of agents today? It seems as though there 
is no simple answer. Whilst there is clearly not the number 
nor scale of devious attacks on the UK as shown in the Bond 
films – such as the attack on the MI6 headquarters in Skyfall 
– Britain does indeed face a very real, regular and perhaps 
equally dangerous threat in the form of cyber attacks. Ac-
cording to a government study, cyber attacks against UK 
businesses cost £34 billion in lost revenue and increased 
cyber-defence spending. As such, it appears evident that, 
whilst the UK does not face a monotonous onslaught of 
physical attacks from dastardly groups, we as a nation face 
the very real threat of Cyber Crime on a very large scale. 
 
Yet just because the UK is not a hub of ‘Bondesque’ mo-
ments, does not mean they do not occur elsewhere. Mexico 
is rife with indiscriminate, cartel-motivated shootings, remi-
niscent of many a Bond movie opening sequence. Moreover, 
the large scale action scenes are not as rare on a worldwide 
scale as one might think. Whilst not carried out by a lone 
spy, the 1976 rescue of over 100 Israeli hostages from En-
tebbe airport by Israeli Special Forces certainly seems like a 
tale plucked from a Bond Film. That is not an isolated ex-
ample, just recently, the assassination of Osama Bin Laden 
by US Special Forces certainly had an unmistakably 

‘Bondesque’ moxie to it. Clearly then, the actions of James 
Bond and his foes are at least on a parallel with the World’s 
‘wow moments’. 
 
Yet there is a very obvious difference. Whilst the aforemen-
tioned events were far more exciting than a Bond film could 
ever be, very few licensed acts of espionage are carried out 
by a lone operator any more. Instead, all operatives have a 
large security team on location with them. Instead of relying 
on a fine suit, a berretta and sexual magnetism like Bond, 
MI6’s current foreign operatives rely on bribing corrupt 
locals to do almost all of their ‘dirty work’, rarely entering 
the foray themselves. In contrast to the depiction of the Brit-
ish Secret Service in the Bond Films is the average skill set 
of British agents. Current agents do not train in pistol marks-
manship or hand to hand combat, nor do they train in eva-
sive or pursuit driving. In fact the nature of the job of a Se-
cret Intelligence Service officer bears little resemblance to 
the life of Bond. A former SIS officer even told the Guardi-
an that “The only Bond-like quality a normal SIS officer will 
be required to show is the ability to drink heavily and re-
main functional, as any diplomat must on the embassy cock-
tail circuit.” 
 
Whilst the average employee in Britain’s Secret Service 
does not face a particularly similar working day to that of 
Bond, a group who sometimes do are each nations elite Spe-
cial Forces. The SAS are responsible for much of the UK’s 
covert operations abroad, such as the Iranian embassy siege 
in 1980. Little is known about SAS operations but they are 
reported to be acting against enemy interest, behind enemy 
lines in Syria and Iraq against ISIS – a task that I could cer-
tainly imagine Mr Bond carrying out. Another similarity 
between these Special Services and Bond is their licence to 
kill. MI6 denies the existence of any ‘double 0’ branch 
meaning that MI6 has no operatives who are licensed to kill. 
SAS soldiers on the other hand are not only licensed to kill 

Scene depicting an attack upon the MI6 headquarters in Skyfall, 2012 
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Who Lied to Me? 
but also required to kill if their mission demands it, much 
like Bond. 
 
Whilst MI6 operatives are not licensed to kill, that is not 
consistent with the special forces services of other nations. 
Israel’s feared Secret Service: Mossad is an obvious outlier. 
Due to the threatened nature of the nation, Mossad does not 
try and hide its killings instead they ensure that they receive 
plenty of media exposure. David Kimche, former deputy 
head of Mossad even stated that, “The aim is not so much 
revenge but mainly to make them [the terrorists] frightened. 
We wanted to make them look over their shoulders and feel 
that we are upon them. And therefore we tried not to do 
things by just shooting a guy in the street – that’s easy … 
fairly.”  Mossad even had an entire division of the Service 
tasked with assassinations during the late 1970s. Following 
the Munich Massacre where Palestinian militants killed 11 
members of the 1972 Israeli Olympic team, Mossad 
launched Operation Wrath of God in order to identify and 
eliminate the perpetrators of the attack. Over a twenty year 
period the Israelis are thought to have eliminated around 30 
people with varying degrees of connection to the 1972 at-
tack. One of the assassinations was even carried out by re-
placing a marble desktop with an identical looking one that 
was in fact lined with explosives. When that target sat at his 
desk, the agents detonated the table, killing the target in-
stantly. Mossad’s war on the perpetrators was not just physi-
cal though. Former Mossad katsa (field operator) Victor 
Ostrovsky claimed that Mossad also used psychological 
warfare tactics such as running obituaries of still-living mili-
tants and sending highly detailed personal information to 
others. He further stated that Mossad would call junior Pal-
estinian officials, and after divulging to them their personal 
information, would warn them to disassociate from any Pal-
estinian cause.  British intelligence writer Gordon Thom-
as wrote that hours before each militant was killed, his fami-
ly would receive flowers and a condolences card bearing the 
words "A reminder we do not forget or forgive". Bond’s 
murderous streak is clearly not in line with British intelli-
gence officers but his precise, mechanical ability to kill cer-
tainly shares similarities with agents of other forces world-
wide. Moreover, his theatrical tendencies are perhaps not 
just a ploy for the camera but actually reminiscent of Mos-
sad’s psychological warfare. 
 
From writing this it is clear that the James Bond portrayed in 
the Ian Fleming novels and on the big screen, is not similar 
to even the elite members of MI6. However, Fleming, an ex-
espionage officer (Fleming was a captain with 30th Com-
mando during the Second World War), first penned the nov-
els in 1952, a time when espionage was a much different 
affair to the one it is today. Between 1939-1945 British op-
eratives operating under the banner of SOE—Special Opera-
tions Executives—acted without huge support teams. They 
were also armed and trained to fight with weapons and with-
out – much like Bond. Lastly, they were given tasks much 
more similar to Bond’s than the agents of today, such as 

blowing up German emplacements and transport routes in 
the lead up to D-Day, whereas the British operatives of to-
day are tasked with the never ending ‘secret war’, a battle to 
find out everyone else’s secrets before they discover ours. 
Therefore, James Bond may simply be a character from the 
past, who would not have seemed all that out of place in the 
SOE. It is a realistic suggestion that Bond is no more out of 
touch with modern espionage as we (the audience) are, with 
his roots embedded in World War Two and the nuclear ter-
ror of the Cold War. 
 
So how realistic are Mr Bond’s adventures? Well there is no 
simple answer. James Bond seems to be an amalgamation of 
almost a century’s worth of spying. The lives of thousands 
upon thousands of spies all rolled into one character. So 
there is certainly a degree of realism in the Bond series, even 
if it is reminiscent of another age of espionage. 
 
And whether it is accurate of the current British secret ser-
vice, well that is up to you. Do you believe that MI6 has no 
need for a double 0 section? That’s the problem with trying 
to investigate the secret service, it’s all very secretive… 

Golda Meir, Israel’s Prime Minister in 1972, who ordered 
Operation Wrath of God, speaking at the UN in 1976 
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Death in a Theatre:  

Lincoln’s last hours 

By Matteo O’Donoghue, Year 7 

A 
braham	 Lincoln	 is	 lying	 on	 a	 bed	 surrounded	

by	 physicians.	 Blood	 splatters	 the	 sheets	 and	

his	brain	�luid	is	oozing	across	the	table.	He	has	

just	 received	 a	 gunshot	 to	 the	 head	 and	 the	

cold,	lead	bullet	is	being	extracted.	There	is	little	hope	he	

will	 live	 to	 see	 the	 sunrise.	 Lincoln	 stares	 with	 empty	

eyes	at	the	ceiling	and	his	wife	mourns	beside	him.	Of�i-

cials	surround	him	and	guards	stand	watch	outside.	It	is	

a	 long	 vigil,	 but	 at	 7:22	 a.m.	 on	April	 15th	1865,	 Presi-

dent	Abraham	Lincoln	(aged	56)		becomes	the	�irst	presi-

dent	of	the	United	States	of	America	to	be	assassinated.	

	

Less	 than	12	hours	 before,	 at	 8:30pm	on	 the	14th	 April	

1865,	Lincoln	entered	Ford’s	Theatre		in	Washington	D.C.	

with	his	wife	and	 friends	Clara	Harris	and	Major	Henry	

Rathbone,	whilst	the	orchestra	played	 ‘hail	 to	the	chief’.	

Lincoln	took	his	seat	 in	the	presidential	box,	which	was	

adorned	with	banners	and	bunting,	unaware	that	he	had	

only	 hours	 to	 live.	 As	 Lincoln	 watched	 the	 play,	 ‘Our	

American	Cousin’,	John	Wilkes	Booth	prepared	for	one	of	

history’s	 most	 shocking	 events.	 At	 9:00pm	 the	 Presi-

dent’s	 bodyguard	 left	

during	the	interval	to	get	

a	 drink,	 leaving	 Lincoln	

unguarded	 as	Act	 III	 be-

gan.	 Unbeknown	 to	 any	

of	 the	 actors	 or	 audi-

ence,	 Act	 III	 would	 dra-

matically	 change	 during	

the	course	of	the	evening.	At	10:15pm,	Booth	crept	 into	

the	still	unguarded	presidential	box	and	shot	Lincoln	 in	

the	back	of	 his	 head	with	 a	Derringer	pistol.	 The	 bullet	

travelled	 about	 19cm	 into	 Lincoln’s	 brain.	Major	Henry	

Rathbone	was	also	injured	as	he	tackled	Booth,	receiving	

a	knife	wound	to	his	shoulder.	Screams	from	Mary	Todd	

Lincoln	alerted	the	audience	to	the	fact	that	this	was	not	

part	 of	 the	 play.	 After	 the	 struggle,	Wilkes	 Booth	 leapt	

down	 from	 the	box	onto	 the	 stage,	 breaking	his	 leg	but	

still	managing	to	escape.	It	is	believed	that	after	shooting	

Lincoln,	 John	Wilkes	Booth	shouted	to	the	audience	“Sic	

Semper	 Tyrannis”,	 which	 is	 Latin	 for	 ‘so	 perish	 all	 ty-

rants’.	

The	 now	unconscious	 Lincoln	was	 examined	 by	 Doctor	

Charles	Leale,	who	stated	 the	wound	was	 fatal	and	Lin-

coln’s	death	was	inevitable.	At	that	moment,	Lincoln	was	

barely	breathing	and	the	president	was	paralyzed.	There	

was	 an	 attempt	 to	 remove	 the	 bullet	 in	 Ford’s	Theatre;	

however,	 it	 was	 too	 tightly	 lodged	 and	 so	 Lincoln	 was	

moved	to	a	house	just	across	the	street,	where	he	would	

soon	die.	

	

After	 Booth	 shot	 Lincoln,	 he	 mounted	 a	 horse	 waiting	

outside	the	theatre.	He	met	up	with	co-conspirator	David	

Herold	and	they	both	travelled	to	a	pub	in	Maryland	for	

food	and	drink.	After	many	hours	of	riding	through	thick	

fog	 and	mist,	Booth	 and	Herold	 arrived	 at	 the	house	of	

Dr.	 Samuel	 Mudd,	 who	 supposedly	 did	 not	 know	 John	

Wilkes	Booth	had	just	shot	Lincoln.	Thus,	Dr.	Mudd	treat-

ed	Booth’s	 broken	 leg.	 However,	 once	Mudd	 learned	 of	

the	assassination,	he	ordered	Herold	and	Booth	out.	Lat-

er,	 Mudd	 was	 put	 on	 trial	 for	 harboring	 criminals	 and	

was	sentenced	to	a	lifetime	in	prison.		

	

Booth	 decided	 to	 keep	 to	

the	 swamps	 and	 marshes	

to	avoid	capture,	an	almost	

impossible	task	with	a	bro-

ken	 leg.	 	After	staying	with	

sympathizers	 to	 his	 cause,	

Booth	 and	 Herold	 �inally	

ended	up	at	Garrett's	Farm.	

There	soldiers	caught	them	in	a	barn.	Booth	and	Herold	

were	 given	 the	 option	 to	 surrender	 or	 be	 forced	 out	

when	the	barn	was	set	alight.	Herold	decided	to	surren-

der,	whilst	Booth	replied	"Well,	my	brave	boys,	you	can	

prepare	a	stretcher	for	me!	I	will	never	surrender!"	

	

The	 barn	 was	 set	 alight	 with	 bales	 of	 straw,	 but	 John	

Wilkes	 Booth	 would	 still	 not	 come	 out.	 Finally,	 Ser-

geant	Boston	Corbett	shot	Booth	in	the	neck	whilst	aim-

ing	for	his	arm,	giving	him	a	fatal	wound	similar	to	Lin-

coln’s.	Booth’s	spinal	cord	was	severed	and	he	lay	dying	

on	the	porch	of	Garrett’s	Farm.	His	�inal	words	were	“Tell	

Mother	I	died	for	my	country.”	

Unbeknown to any of  the actors or audi-

ence, Act III would dramatically change 

during the course of  the evening 
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The question that remains is: what drove John Wilkes 

Booth to murder President Lincoln? To understand this, 

we must understand the causes and events of the Ameri-

can Civil War. 

 

Historians argue about the causes of the American Civil 

War. Some cite that it was about states’ rights and the 

economic differences between the Northern and South-

ern states. However, the majority of people believe that 

slavery was the main reason. The Southern agricultural 

states used slaves to work in their plantations, exploiting 

black African-Americans as free labour. The Northern 

states, though still agricultural, paid workers who were 

free men to farm. The Southern states wanted to break 

away from the union to ensure they could still use slaves 

as a major source of economic bene�it. By the 8th June 

1861, 11 Southern states had voted to leave the Union of 

the United States which led to the start of the American 

Civil War. At the start of the war, President Lincoln was 

�ighting to keep the union together. However, he knew 

that this would be impossible without the whole of 

America agreeing on either permitting slavery (an unac-

ceptable outcome) or not using slaves. 

 

In 1863, President Lincoln passed the Emancipation 

Proclamation, changing the principal aim of the war. In-

stead of the war solely being about keeping the union 

together, it was now also about freeing slaves. Howev-

er,  it was not until the 31st January 1865 that President 

Lincoln managed to pass the 13th Amendment to the 

United States Constitution that outlawed slavery. The 

vote was won by just seven votes above the two thirds 

majority needed. 

 

On the 9th April 1865, the North Virginian Army led by 

General Robert E. Lee surrendered to the general of the 

Union (Northern) forces Ulysses S. Grant at Appomattox 

county courthouse. This marked the �irst surrender of 

Confederate (Southern) troops and the beginning of the 

end of the civil war. 

 

Previously, John Wilkes Booth had been plotting to kid-

nap the president of the United States of America and 

exchange him for Confederate prisoners. However, with 

the surrender of the Confederate forces in Virginia, 

Booth’s plans changed to assassination. Booth had gath-

ered a group of conspirators and planned to murder not 

only the President but the Vice-President and Secretary 

of State. Booth hoped this would confuse the Union gov-

ernment, giving the Confederates enough time to regroup 

their forces and win the war. However, only John Wilkes 

Booth was successful with his murder. 

 

John Wilkes Booth was further incited to commit this 

crime when on the 11th April President Lincoln made a 

speech proposing to give wealthy African-Americans and 

those who had fought for the Union the vote. Following 

this, John Wilkes Booth is quoted to have said in re-

sponse: “Now, by God, I’ll put him through. That is the 

last speech he will ever make”. Three days later, Booth 

kept his promise, marking himself out as one of the most 

infamous assassins in history 

From the top: Ford’s Theatre, site of the assassination of 
Abraham Lincoln (pictured left) on 14th April, 1865. 

Above, the sagging remains of Garrett’s Farm, pictured in 
1937, where John Wilkes Booth was killed. 

Below, Booth photographed just months before the assassi-
nation.  
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By Mr Shergold 

The most significant films in history 

‘W 
hat’s	 your	 favourite	 �ilm?’	 is	 an	 often	

asked	 and	 fairly	 easily	 answered	 ques-

tion.	Depending	on	how	serious	I’m	feel-

ing,	 the	 answer	 to	 that	 question	 might	

veer	from	The	Godfather	to	the	Shawshank	Redemption	

and	back	to	Ghostbusters.	However,	judging	which	is	the	

most	signi�icant	�ilm	of	all	time	is	a	different,	more	chal-

lenging	 task.	 I	wouldn’t	 say	 that	 any	 of	 the	 three	men-

tioned	 above	 �its	 the	 ‘signi�icance’	 category,	 great	 �ilms	

though	they	are.	For	a	�ilm	to	be	historically	signi�icant	it	

has	 to	 either	 re�lect	 a	 sea	 change	 in	 the	 �ilm	 industry,	

shape	 and	 change	 societal	 norms	or	 cause	 enough	 con-

troversy	 to	 create	 an	 historically	 important	 event	 that	

had	consequences	for	all	involved.	

	

We	 sometimes	 forget	 that	 �ilm	 is	 a	 relatively	 new	 phe-

nomenon,	 with	 the	 rise	 of	 cinema	 and	 mass	 produced	

movies	being	barely	a	century	old.	The	sheer	wealth	and	

variety	 of	 �ilms	 that	 the	 last	 100	 years	 have	 produced	

highlights	 its	 signi�icance	 as	 a	 cultural	medium	 and	 its	

reach	 across	 countries	 and	 populations.	 Film	 has	 been	

used	 to	unite	peoples,	drive	wedges	between	 them	and	

re�lect	 their	 stories.	

Whether	 done	 in	

black	 and	 white	 or	

in	 glorious	 techni-

colour,	 whether	 si-

lently	 or	 noisily,	

whether	 humorous-

ly	 or	 dramatically,	

�ilm	 has	 shaped	 our	

lives.	Maybe	 a	 �irst	 date	with	 a	 future	 partner	or	 a	 late	

night	 horror	 �ilm	 ;	 perhaps	 something	 so	 powerful	 you	

sit	 there	 long	 after	 the	 credits	 thinking	 about	 the	mes-

sage	or	a	silly	comedy	you	chuckle	about	a	couple	of	days	

later.	So	here	they	are,	my	humble	selection	of	the	most	

signi�icant	 �ilms	 in	history	 –	 cue	argument	and	outright	

disbelief!	

	

The	Birth	of	a	Nation	(1915	–	Directed	by	D.W.	

Grif-ith)	

Initially	released	in	Los	Angeles	in	1915	under	the	name	

of	its	original	play	 ‘The	 Clansman’,	Birth	of	a	Nation	has	

continued	to	provoke	controversy	to	this	day.	Set	in	the	

turbulent	times	of	the	American	Civil	War,	 the	�ilm	cen-

tred	on	 the	stories	of	 the	Stoneman	and	Cameron	 fami-

lies	who	 �ind	 themselves	on	differing	sides	of	 the	aboli-

tion	 of	 slavery	 debate	 despite	 their	 existing	 friendship.	

The	�ilm	is	most	notorious	for	its	very	negative	portrayal	

of	black	people,	who	are	depicted	as	almost	savage	like.	

It	 also	has	 a	 central	 role	 for	 the	Ku	Klux	Klan,	who	are	

portrayed	 as	heroic	 and	 saviours	 of	American	 life.	Grif-

�ith	always	protested	that	his	�ilm	was	not	racist,	merely	

a	re�lection	of	the	confusion	and	chaos	of	post-Civil	War	

reconstruction,	 yet	 many	 Americans,	 both	 black	 and	

white,	took	his	meanings	quite	literally,	which	led	to	the	

�ilm	being	banned	in	some	major	US	cities.	The	�ilm	was	

also	 the	 �irst	 to	 be	 screened	 in	 the	 White	 House,	 with	

President	Woodrow	Wilson	apparently	astonished	at	the	

power	and	strength	of	the	picture	–	‘It’s	like	writing	his-

tory	 with	 lightning’,	 he	 is	 alleged	 to	 have	 said,	 before	

later	 distancing	 himself	 from	 the	 �ilm.	 In	 cinematic	

terms,	Grif�ith	also	used	innovative	�ilm	techniques	such	

as	 ornate	 credit	

boards	 and	 pano-

ramic	 lens	 shots	 to	

give	 the	 �ilm	 a	

unique	 look,	 paving	

the	way	 for	 them	 to	

become	 more	 com-

monplace	 in	 subse-

quent	 projects.	 At	

over	three	hours	 it	was	also	the	 longest	 �ilm	ever	made	

at	that	point	but	it	nevertheless	was	a	box	of�ice	hit	and	

recorded	 one	 of	 the	 largest	 ticket	 sales	 to	 production	

cost	pro�its	of	all	time.	Still	controversial	to	this	day,	the	

�ilm	 is	 signi�icant	 because	 it	 spans	 the	 most	 turbulent	

period	of	American	history,	inspired	the	revival	of	the	Ku	

Klux	Klan	 to	 its	most	 powerful	 era	 in	 the	 1920’s,	 high-

lighted	 the	 raw	wounds	 of	 the	 racial	 divide	 in	America	

some	 50	 years	 after	 Lincoln’s	 Emancipation	 Proclama-

tion	and	introduced	production	techniques	that	shaped	a	

generation	of	directors.	

	

The	Battle	of	the	Somme	(1916	–	Produced	by	

the	British	Topical	Committee	for	War	Films)	

Often	thought	of	as	a	propaganda	�ilm	made	by	the	Brit-

ish	 Government,	 the	 Battle	 of	 the	 Somme	 was	 in	 fact	

made	by	 independent	 �ilm	producers	with	 the	approval	

of	the	authorities.	Film	producers	were	keen	to	use	real	

footage	from	the	front	to	use	in	cinemas	and	broaden	the	

coverage	 of	 the	 war	 from	 the	 newsreel	 clips	 that	 pre-

viewed	before	the	main	picture.	The	�ilm	depicts	scenes	

from	the	Western	Front,	including	footage	of	men	on	the	

�irst	day	of	the	Somme	offensive,	still	to	this	date	the	sin-

gle	worst	 day	 for	 causalities	 in	 British	military	 history.	

The	�ilm	was	released	in	August	1916,	whilst	the	�ighting	

in	 the	Somme	region	was	still	raging.	Estimates	suggest	

that	nearly	20	million	people	watched	the	�ilm	in	the	�irst	

two	 months,	 close	 to	 half	 of	 the	 population.	 Viewers	

We sometimes forget that film is a relatively new 

phenomenon, with the rise of  cinema and mass 

produced movies being barely a century old 

A screen grab from D.W.Griffith’s piece exemplifies the 

overtly racist attitude of the film 
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were	attracted	by	 the	chance	 to	 see	 their	 loved	ones	or	

people	 they	 knew	 (there	 were	 many	 close	 up	 shots	 of	

soldiers)	 as	 well	 as	 curiosity	 about	 the	 Western	 Front	

and	the	 trenches.	What	shocked	many	were	 the	graphic	

images	 shown	 –	 the	wounded	 and	 the	 dead,	 the	 condi-

tions	 of	 the	 trenches	 and	 the	 battle-scarred	 landscape	

showing	 the	cost	of	 the	battle.	The	Battle	of	 the	Somme	

marked	the	�irst	time	that	the	reality	of	war	was	shown	

to	 the	 masses.	 Despite	 some	 footage	 being	 cropped	 in	

(whether	 for	 artistic,	 propaganda	 or	 practical	 purposes	

is	still	debated)	this	was	mainly	footage	of	the	war	as	 it	

developed	in	real	time.	This	�ilm	was	the	precursor	to	the	

war	footage	we	see	so	regularly	now	on	our	nightly	news	

and	 the	 producers	 the	 forebears	 of	 the	 journalists	who	

continue	to	risk	their	lives	reporting	around	the	globe.	If	

the	Vietnam	War	was	the	�irst	‘living	room	war’	then	the	

Battle	 of	 the	 Somme	 mixed	 artistic	 direction	 with	 the	

grim	realities	of	Total	War	and	the	result	was	a	�ilm	that	

both	fascinated	and	horri�ied	the	public.	

	

Triumph	des	Willens	(1935	–	Directed	by	Leni	

Riefenstahl)	

Literally	 translated	 into	 ‘Triumph	of	 the	Will’,	 this	1935	

production	documents	 the	 story	of	 the	1934	Nazi	Party	

Congress	in	Nuremberg.	Commissioned	by	Hitler	himself,	

director	 Leni	 Riefenstahl	 created	 a	 2	 hour	 propaganda	

masterpiece	designed	to	assert	to	the	German	public	the	

legitimacy	 and	 necessity	 of	 the	 Third	 Reich.	 The	 �irst	 8	

minutes	are	beautifully	shot	–	a	succession	of	 icons	and	

imagery	 designed	 to	 present	Hitler	 as	 a	 God	 like	 �igure	

descending	over	the	Fatherland	to	the	rapture	of	the	na-

tion.	 Using	 clever	 camera	 angles	 and	 stock	 footage	 of	

Germanic	scenery,	Riefenstahl	produced	one	of	the	most	

in�luential	 documentaries	 of	 all	 time.	 Triumphant,	 Ger-

manic	 music	 pro-

vides	the	sound	and	

all	 the	 while	 the	

images	 (cheering	

crowds,	 military	

order,	 Hitler’s	 mo-

torcade,	 Nazi	 sym-

bols)	 rotate	 at	

speed,	burning	into	the	mind	and	seeping	into	the	view-

er’s	consciousness.	The	scale	of	the	project	was	immense,	

with	 just	 3%	 of	 all	 the	 footage	 taken	 being	 used	 in	 the	

�inal	edit.	The	�ilm’s	signi�icance	comes	from	its	place	as	

a	piece	of	early	Nazi	propaganda	(just	one	year	into	their	

rule)	 and	 highlights	 the	 importance	 placed	 on	 societal	

control.	In	a	regime	where	the	role	of	women	was	strictly	

de�ined	as	housewife	and	mother,	Reifenstahl’s	position	

is	 an	 interesting	 anomaly	 and	 shows	 the	 importance	 of	

selecting	 the	 right	director	 for	 the	project.	 The	 �ilm	 be-

came	compulsory	viewing	in	all	German	schools	in	1935	

–	but	was	then	banned	in	the	aftermath	of	World	War	2.	

It	 gives	 us	 an	 insight	 into	 the	 Nazi	 regime	 in	 the	 �irst	

years	 of	 their	 power	 and	 their	 desire	 to	 indoctrinate	 a	

generation	of	German	citizens.	Whilst	much	of	the	study	

of	 the	 party	 focuses	 on	 the	war	 and	 the	 horrors	 of	 the	

Holocaust,	this	shows	us	an	earlier	time	where	the	desire	

for	control	and	adulation	were	just	as	powerful.	The	Tri-

umph	of	 the	Will	 is	 the	 archetypal	 piece	 of	Nazi	 propa-

ganda,	vital	to	historians	and	to	modern	societies	alike.	

	

Jaws	(1975	–	Directed	by	Steven	Spielberg)	

So,	after	all	 the	heavy	analysis	of	weighty	�ilms	…	a	�ilm	

about	 a	 killer	 shark?	 Well,	 yes,	 but	 Jaws	 is	 one	 of	 the	

most	important	�ilms	of	all	time.	It	marked	the	�irst	major	

success	 for	 Steven	 Spielberg	 (not	 his	 �irst	 �ilm)	 and	 set	

the	 tone	 for	his	 recognisable	 oeuvre,	 the	 everyday	man	

battling	 adversity,	 which	 would	 infuse	 Indiana	 Jones,	

Close	Encounters	and	many	other	movies.	The	�ilm	itself	

was	incredible	from	a	technical	point	of	view.	Filming	at	

sea	was	a	nightmare,	one	dif�icult	task	was	to	constantly	

keep	the	shore	line	out	of	shot	to	ensure	that	the	feeling	

of	isolation	was	maintained.	The	shark	itself,	a	mechani-

cal	 contraption,	 wouldn’t	 work	 properly	 for	 weeks	 on	

end	and	gave	rise	to	one	of	the	most	important	aspects	of	

the	 �ilm;	 the	 delayed	 reveal	 of	 the	 �ish.	We	 don’t	 get	 a	

proper	look	at	the	shark	until	just	before	Brody’s	famous	

‘We’re	gonna’	need	a	bigger	boat’	line,	an	hour	or	so	into	

the	�ilm.	This	allowed	Spielberg	to	keep	the	shark	as	the	

unseen	 menace,	

heightening	 tension	

for	 the	 audience	 and	

making	 its	 appear-

ance	 even	 more	

shocking.	The	story	of	

the	fate	of	the	crew	of	

USS	 Indianapolis	 is	

embedded	 in	the	story,	shedding	light	on	Quint’s	obses-

sion	 for	 the	 audience	 but	 also	 introducing	 an	 historical	

event	not	widely	known	around	the	world.	However,	it	is	

its	impact	on	the	�ilm	industry	itself	through	which	Jaws	

left	 its	 legacy.	Until	1975,	major	blockbuster	 �ilms	were	

released	 at	 Christmas.	 Jaws	 changed	 all	 that,	 becoming	

the	�irst	summer	blockbuster	and	changing	studio	sched-

uling	 for	ever.	 It	was	also	 the	 �irst	 �ilm	to	use	merchan-

dising	in	a	creative	and	pro�itable	way,	no	doubt	leading	

the	way	 for	 Star	Wars	 and	 other	 �ilms	 to	 exploit	 in	 the	

following	 years.	 Jaws	 changed	 the	 way	 that	 Hollywood	

thought	 about	 �ilm	 and	 in�luenced	 a	 generation	 of	

�ilmmakers,	whether	 technically	 or	 commercially.	 It	 de-

serves	its	place	on	the	list	–	and	it	is	a	cracking	watch!	

	

Film	continues	to	shape	our	 lives	and	will	do	as	 long	as	

societies	 are	 enthralled	 by	 stories,	 whether	 fact	 or	 �ic-

tion.	 We	 have	 come	 a	 long	 way	 from	 silent,	 black	 and	

white	�ilms	to	CGI,	3-D	Imax	experiences.	The	history	of	

�ilm	 is	 the	 history	 of	 the	 20th	 Century	 and	 provides	 us	

with	a	permanent	window	into	our	past,	our	present	and,	

sometimes,	our	future.	Flux	capacitor,	anyone?	
Jaws took $60 million  at the box office in its first month, 

the equivalent of around $275 million today 

Leni Riefenstahl created a 2 hour propaganda 

masterpiece designed to assert to the German 

public the legitimacy and necessity of  the Third 
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Live Aid: 

By Greg Ritchie, Year 12 

A 
s I’m sure you’ve realised already through reading 
some of the articles in this magazine, music has 
the power to influence society. However, it is fair 
to say that no musical event has been able to cap-

ture the world’s imagination like Live Aid did. However, 
behind the music and the charity, there may have been an 
unseen consequence which, in some people’s eyes, tarnished 
the legacy of the otherwise successful event? 
 
Broadcast to over 1.5 billion people in over 160 countries in 
what was the largest TV audience there had ever been, the 
concert was organised by Bob Geldof of the Boomtown Rats 
in two locations- JFK Stadium in Philadelphia and Wembley 
Stadium in London. The concert took just 10 weeks to set 
up, and Geldof managed to persuade a number of rock su-
perstars, such as Queen, David Bowie and Duran Duran to 
play, despite there being no pay, in time for the 13th July 
1985. 
 
Of course, the sole aim of the concert had been to raise mon-
ey to confront the Ethiopian famine that had devastated the 
country since 1983. The crisis had been largely ignored 
through the 1980s, until a report from the BBC by Michael 
Buerk finally triggered the beginning of humanitarian aid for 
the area. It was Buerk’s report that provoked Geldof into 
firstly creating the single "Do They Know It's Christmas?", 
and then founding Live Aid.  
 
Yet it seemed that the famine was even being forgotten 
about during the concert, when after nearly 7 hours into the 
Wembley gig, Geldof was told that just £1.2 million had 
been raised.  
 
What followed was a moment that went down in British TV 
history as the Boomtown Rats member marched to the BBC 
commentary box whilst a presenter gave out addresses at 
which people could donate. Geldof shouted "F*** the ad-
dress, let's get the numbers!" From this moment onwards, 
some sources state that donations rose to £300 per second. 
 
The aftermath of the concert suggested that things had gone 
better than ever could have been expected for Geldof and 
Oxfam, whom the money was to be donated to. A final fig-
ure of £150 million had been raised- 150 times the aim, and 
Geldof himself received a knighthood. It had shown that 
music could change the world and that the medium could 
attract an audience that had the power to make a difference. 
 
However, despite the large amounts of money donated, it 
was impossible to determine where the money went and 
what it was used for. 
 
There is no doubt that the money raised by the music pro-
duced and organised by Geldof in 1984 and 1985 helped to 
save lives in Ethiopia. The sheer amount of money made 
and therefore pumped into Ethiopia meant that there was 
always going to be thousands of people saved, as some of 
the money Oxfam spent would definitely be used to buy 

food and distribute food directly to the starving citizens of 
the African country. One Ethiopia expert, Alex de Waal, 
suggests that the relief effort may have cut the death toll by 
around a quarter to a half. 
 
The problem was that the Live Aid donations may have cost 
as many lives as it saved. At first, the organisers of Live Aid 
tried to run aid efforts directly, however they did not suc-
ceed this way and so channelled their millions into non-
governmental organisations (NGOs) such as Oxfam. These 
charities welcomed the money, not only as it was a huge 
sum which could do a lot of good to confront the Ethiopian 
famine but also as it had no strings attached from western 
donor governments. 
 
Not only was a famine occurring in Ethiopia during the mid-
1980s, but also civil war between different regions of the 
country. The conflicts were in fact a large reason as to why 
the famine had started in the first place and only continued 
to have a detrimental effect on the Ethiopian citizens. As 
part of the military campaign in Ethiopia, the Dergue (the 
military coordinating committee for Ethiopia) decided that a 
resettlement policy was needed that would relocate 600,000 
people from the north to the south-west. However, this was 
masqueraded as a humanitarian effort and even assisted by 
western aid money- the money raised by Live Aid. 
 
The Dergue would systematically round up people and ei-
ther airlift them or transfer them by land to the south-west of 
the country. The land travel usually took 5-6 days to com-
plete. It is believed that around 50,000-100,000 people may 
have died on these trips. Despite the press reporting these 
incidents, donor governments and NGOs turned a blind eye 
and so this had little effect on the public who were still on 
the Live Aid bandwagon. It could be said that the superstar 
status that the musicians of Live Aid had was affecting peo-
ple’s opinions on the humanitarian effort. It could also be 
said that after the way Geldof and others championed the 
cause, there was no way that they could alter their beliefs 
about aid. 
 
Many NGOs decided that they would ignore the resettlement 
policy of the Dergue; one relief worker wrote later "Sure, 
Mengistu (the Ethiopian leader) was a sick bastard ... but 
what has that got to do with feeding poor, hungry, defence-
less people?" Even Bob Geldof said "In my opinion, we've 
got to give aid without worrying about population trans-
fers." It seemed that a change in stance would have resulted, 
in their eyes, in a loss in donations. 
 
The policy that the NGOs and Geldof believed in was one 
that meant that doing something was better than doing noth-
ing, no matter what the effects were. Yet if we are to believe 
certain figures (such as those from the MSF), the aid effort 
for Ethiopia caused more harm than good. Does this show 
that in the humanitarian business it is sometimes better to do 
nothing than do something? 
 

A humanitarian success or an unfortunate backfire?  
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W 
ith	the	Chilcot	Inquiry	due	in	one	week	at	

the	time	of	writing,	it	has	never	been	more	

relevant	to	discuss	one	of	the	most	contro-

versial	 wars	 of	 modern	 times:	 the	 Iraq	

Invasion	of	2003	and	the	war	that	ensued.		

	

Proudly	 branded	

‘Operation	 Iraqi	

Freedom’	 by	 the	 US	

government,	 the	

objective	 seemed	

simple:	 to	 �ind	 and	

destroy	 Saddam	

Hussein’s	 Weapons	

of	Mass	Destruction	(WMDs),	free	the	Iraqi	people	from	

his	 tyranny	 and	 sever	 probable	 Iraqi	 –	 terrorist	 links.	

When	 America	 �inally	 withdrew	 in	 2011,	 neither	 the	

promised	arsenal	of	WMDs	nor	 terrorist	 links	had	been	

found,	 yet	 thousands	 of	 American	Marines	 lay	 dead	 on	

the	premise	that	they	did	exist.	The	blame	for	this	misin-

formation	inevitably	fell	to	the	government.	Yet	perhaps	

the	 blame	 is	 more	 appropriately	 placed	 on	 the	 media,	

who	 promulgated,	 and	 arguably	 exaggerated,	 what	 the	

government	 stated.	 Had	 the	 media	 made	 honest	 mis-

takes?	 Or	 were	 the	 American	 people	 consciously	 and	

willingly	misled	to	further	the	political	aims	and	legacies	

of	those	in	power?		

	

The	appalling	events	of	9/11	shocked	the	world	and	the	

American	people.	Not	since	the	Japanese	Empire’s	attack	

on	Pearl	Harbour	in	1941	had	there	been	a	direct	attack	

on	 the	American	 populace,	 and	 certainly	not	 one	by	 an	

elusive	 terrorist	group	–	an	organisation	who	could	not	

be	 pinpointed	 on	 a	 map	 and	 who	 employed	 guerrilla-

esque	tactics.	Desperate	for	answers,	for	some	certainty	

and	 fact	 in	 a	 chaotically	 terrible	 scenario,	 America	

turned	 to	 its	 president,	 George	 W	 Bush,	 who	 on	 20th	

September	2001	declared	War	on	Terror.	9/11,	 the	Ad-

ministration	 suggested,	 was	 carried	 out	 by	 terrorists	

supported	-	or	at	least	not	condemned	-	by	Iraq,	a	coun-

try	with	which	America	had	gone	to	war	before	in	1990-

91.	 However,	 notwithstanding	 his	 expulsion	 from	 Ku-

wait,	Hussein	had	remained	in	power	in	Iraq.	After	9/11,	

the	younger	Bush	arguably	had	a	reason	to	complete	his	

father’s	 un�inished	 business	 in	 the	 Middle	 East.	 With	

growing	 pressure	 from	 all	 sides,	 in	 a	 decisive	 action	

fuelled	by	fervent	nationalism	and	fear,	Congress	hastily	

passed	the	Iraq	Resolution	on	16	October	2002	–	author-

izing	military	 action	 against	 Iraq.	Bush	 and	 the	 govern-

ment,	whose	judgement	was	perhaps	skewed	by	anger	at	

the	 terrorists	 and	 the	 pressure	 put	 upon	 them	 by	 the	

American	media,	 had	misjudged	 the	 will	 of	 the	 people,	

who	only	favoured	an	Iraq	Invasion	if	it	were	sanctioned	

by	 the	UN.	 Indeed,	a	 January	2003	poll	overwhelmingly	

said	that	the	US	people,	like	the	UN,	favoured	diplomacy	

over	con�lict.		

	

A	 schism	began	 to	 emerge	 between	 the	people	 and	 the	

right	 wing	 government;	 a	 division	 that	 needed	 to	 be	

patched	 quickly	 and	 cleanly.	 In	 no	 sense	 did	 America	

want	another	Vietnam;	they	did	not	want	the	huge	casu-

alties,	nor	did	they	wish	upon	themselves	the	huge	�inan-

cial	 cost,	 or	 the	 embarrassment	 of	 losing	 to	 a	 much	

smaller	 country.	 But	 perhaps,	 crucially,	 they	 did	 not	

want	another	Kent	State	Massacre	and	all	it	represented.	

With	the	 lessons	of	Vietnam	ringing	in	 its	ears,	 the	gov-

ernment	knew	that	if	the	war	were	to	be	both	a	military	

success	 and	 morally	 justi�ied,	 they	 needed	 to	 get	 the	

American	 people	 on	 their	 side.	 Fortunately,	 America	 it-

self	 had	 a	 secret	 weapon	 -	 the	 humble	 PR	 campaign.	

Bush	 realised	 that	

this	 PR	 campaign	

would	 not	 be	 like	

any	 other	 in	 US	me-

dia	 history.	 By	 the	

21st	 century,	 news	

was	 no	 longer	 con-

signed	 to	 an	hour	 at	

suppertime	 –	 the	

public	wanted	round-the	clock	news,	and	they	wanted	it	

now.	Of	course,	there	was	a	limit	to	how	much	new	mate-

rial	could	be	supplied	by	the	military,	so	America	supple-

mented	 air	 footage	 with	 ground	 footage	 from	

“embedded”	journalist,	“America’s	bravest”	features	and	

“expert”	 interviews.	 In	fact,	some	have	gone	so	far	as	to	

claim	that,	after	Hollywood	had	�inished	with	the	media,	

its	coverage	of	Operation	Iraqi	Freedom	was	more	a	real-

ity	TV	show	than	impartial	journalism.	With	the	vast	ma-

jority	 of	 Americans	 convinced	 that	 Hussein	 had	WMDs	

and	 was	 a	 terrorist	 sympathiser,	 the	 stage	 was	 set	 for	

one	of	the	biggest	American	disasters	in	modern	history.		

	

Those	countries	that	refused	to	join	the	semi-legal	coali-

tion	force	were	 labelled	cowards,	 those	who	didn’t	sup-

port	 the	war	 “un-American”.	Or,	 as	Bush	himself	 put	 it,	

“either	you	are	with	us	or	you	are	with	the	terrorists”,	a	

Government propaganda or honestly misguided?

Iraq War Coverage
By Simon Knowles, Year 10 

With the vast majority of  Americans convinced 

that Hussein had WMDs and was a terrorist 

sympathiser, the stage was set for one of  the big-

gest American disasters in modern history 
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quotation	that	perhaps	sums	up	the	arguably	�lawed	phi-

losophy	 entertained	 by	 the	 American	 Administration	 –	

that	the	terror	situation	was	black	and	white	and	would	

be	solved	by	war.	Like	in	the	Vietnam	War,	the	American	

people	hoped	they	could	turn	to	a	Walker	Cronkite	of	the	

Iraq	War	 for	a	balanced	critique	of	 the	Administration’s	

policy.	Imagine	their	surprise,	then,	when	they	tuned	on	

the	TV	 to	 �ind	 the	Stars	and	Stripes	 �lying	 in	 the	 corner	

and	 an	omnipresent	 subtitle	 “Operation	 Iraqi	 Freedom”	

on	Fox	News.	This	was	not	a	unique	case,	either	 -	other	

media	companies	soon	followed	suit,	in	what	came	to	be	

known	as	the	Fox	Effect.	Some	have	shouted	cries	of	cen-

sorship,	 claiming	 anti-war	 songs	 were	 not	 given	 radio	

airtime	 and	 some	 anti-war	 correspondents	 were	 �ired.	

Indeed,	 a	 study	 by	 Fairness	 and	 Accuracy	 in	 Reporting	

found	that	pro	-	war	views	were	“overwhelmingly”	more	

frequent.	 The	 study	 also	 noted	 that	 Fox	 News	 and	 CBS	

news	 were	 the	 least	 likely	 to	 cover	 anti-war	 material.	

After	 the	 umpteenth	military	 general/“expert”	 came	 on	

and	 talked	 tactics	 with	 a	 wildly	 over	 optimistic	 slant,	

some	viewers	began	to	entertain	the	notion	that	the	me-

dia	were,	in	essence,	simply	spreading	government	prop-

aganda.	Would	a	controlled	state	media,	they	wondered,	

have	been	any	different	to	Fox	News?		

	

To	 be	 fair	 to	 the	media,	 there	were,	 of	 course,	 limits	 to	

the	kind	of	 graphic	material	 they	 could	 show	on	 televi-

sion.	 President	 Bush	 banned	 the	 showing	 of	 cof�ins	 of	

fallen	 soldiers	 draped	 with	 the	 Stars	 and	 Stripes	 on	

American	TV,	for	fear	that	this	would	demoralise	troops	

and	 the	 crucial	 support	 for	 the	 war	 back	 home	 would	

falter.	This	led	to	the	pessimistic	belief	that	the	coverage	

was	 “watered	 down”,	 and	 only	 “select	 cuts”	 of	 the	 war	

were	shown.	In	defence	of	the	media,	though,	it	was	dif�i-

cult	 to	get	 journalists	 into	 Iraq	 –	 indeed,	14	died	whilst	

reporting	back	from	Iraq.	The	media,	then,	had	no	choice	

but	to	listen	to	and	report	on	what	the	military	divulged,	

even	though	this	was	unapologetically	pro-war.		

	

Furthermore,	the	media	has	been	criticised	for	failing,	or	

even	 refusing,	 to	 cover	 Iraqi	 civilian	 casualties	 –	 a	 poll	

found	that	many	US	citizens	thought	the	casualties	were	

less	than	10	000,	while	in	actual	fact	they	may	have	been	

as	high	as	650	000.	A	case	study,	if	you	will,	was	the	top-

pling	of	 a	 12	metre	 statue	of	Saddam	Hussein	 in	Firdos	

Square	in	Baghdad.	On	April	2003,	soon	after	US	Marine	

Corps	 arrived	 at	 the	 square,	 the	media	 showed	 the	Ma-

rines	working	hand	in	hand	with	a	large	amassed	crowd	

of	 Iraqi	 civilians	 to	 topple	 the	 statue	 that	 had	 come	 to	

represent	 Hussein’s	 government.	 After	 the	 event,	 a	 dif-

ferent	story	emerged:	the	media	had	made	use	of	shots	of	

small	 groups	 of	 people	 that	 made	 the	 Square	 look	

packed,	when	 in	 fact	 it	was	mostly	 empty	 (at	most	200	

people	were	present,	many	of	whom	were	probably	Ma-

rines	 or	 journalists).	 The	 media	 also	 claimed	 that	 the	

Iraqis	decided	to	topple	the	statue	of	their	own	volition,	

when	in	fact	 it	was	a	Marine	colonel	who	made	the	call.	

This	may	or	may	not	have	had	something	to	do	with	the	

large	 crowd	 of	 international	 journalists	 gathered	 in	 a	

hotel	 adjacent	 to	 the	 square.	 The	 Marines	 then	 used	

loudspeakers	to	encourage	 Iraqis	to	assist.	When	one	of	

the	 Marines	 draped	 an	 American	 �lag	 over	 the	 head	 of	

Hussein,	 Iraqis	demanded	an	Iraqi	 �lag.	Secretary	of	De-

fense	 Donald	 Rumsfeld	 said	 to	 reporters	 “Watching	

them,	 one	 cannot	 help	 but	 think	 of	 the	Berlin	Wall	 and	

the	collapse	of	the	Iron	Curtain”.		

	

There	can	be	no	doubt	that	the	media	were	pro-	war.	The	

debate	 that	rages	on	today	was	whether	patriotism	was	

deliberately	mixed	with	journalism,	under	pressure	from	

the	 government,	 and	 to	 some	 extent	 the	 people,	 or	

whether	the	media	were	simply	re�lecting	public	opinion	

(after	all,	 viewing	 �igures	were	 important)	and	working	

with	what	 they	had	 (which	was	mostly	 supplied	 by	 the	

government	 and	 the	 military).	 The	 Iraq	 Invasion	 was	

perhaps	the	�irst	war	reported	by	technology	based	me-

dia	 and	 round	 the	 clock	 news.	 Were	 the	 media	 simply	

unprepared	and	under	informed?	Or	was	their	coverage	

calculated	government	propaganda?	

Government propaganda or honestly misguided? 

Iraq War Coverage 
An American soldier placing the stars and stripes on the 
statue of Saddam Hussein, shortly before it was toppled 
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The Help - A journey 
By Jed Heffernan, Year 8 

T 
he	Help	is	an	incredible	�ilm	set	in	Jackson,	Mis-

sissippi	 during	 the	 1960s.	 It	 is	 named	 as	 such	

due	to	the	fact	that	it	features	the	lives	of	black	

women	 serving	 as	maids	 in	white	 households.	

These	maids	were	given	the	name	‘The	Help’	as	a	conse-

quence	 of	 them	 helping	 around	 the	 house.	 Throughout	

the	 �ilm,	 we	 learn	 how	 these	 women	 were	 treated	 by	

their	 employers	 and	 how	 they	 were	 seen	 in	 society.	

Based	 off	 a	 book	written	 by	Kathryn	 Stockett,	 the	Help	

was	 released	 globally	 in	2011	and	gained	8.1	 out	 of	 10	

from	IMDb	which	is	no	mean	feat.	Starring	Emma	Stone	

and	Viola	Davis,	the	Help	was	a	work	of	�iction	however	

the	 brutal	 way	 black	 Americans	were	 treated	 certainly	

was	 not	 and	 I	 would	 be	 exceedingly	 surprised	 if	 every	

single	 happening	 in	 the	 �ilm	 came	 from	Kathryn	 Stock-

ett’s	imagination.	Throughout	this	article,	I	will	give	you	

an	outline	of	the	plot	and	–	more	importantly	–	an	analy-

sis	of	some	historical	references	in	the	�ilm	and	why	they	

are	affecting	us	right	now.	

	

Jackson,	Mississippi	 could	 be	 a	dif�icult,	 and	 sometimes	

dangerous	 place	 for	 black	 people	 to	 live	 during	 the	

1960s,	 where	 one	 of	 the	 few	 job	 opportunities	 for	 fe-

males	was	to	work	as	a	maid.	In	the	�ilm,	a	white	woman	

named	Skeeter,	became	aware	of	the	racial	tensions	that	

existed	between	white	families	and	the	their	black	maids	

and	was	forced	to	come	to	terms	with	her	awareness	of	

the	inequality	in	front	of	her	friends	who	thought	poorly	

of	 ‘The	 Help’.	 Skeeter	 had	 been	 brought	 up	 by	 a	 black	

maid	 named	Constantine	whom	 she	 had	 adored,	which	

was	why	she	thought	that	equality	was	important.	Unfor-

tunately,	 Constantine	 was	 �ired	 by	 Skeeter’s	 mother;	

something	 Skeeter	 could	 never	 forgive	 her	 mother	

for.		After	gaining	a	job	as	a	writer	for	the	‘Jackson	Jour-

nal’,	Skeeter	is	tasked	to	write	housework	advice	letters,	

a	very	small	job	with	an	even	smaller	pay.	Naturally,	this	

budding	journalist	wanted	more	and	upon	applying	to	a	

publishers	in	New	York,	is	told	to	write	about	something	

unique.	 Her	 experiences	 growing	 up	 in	 the	 south	 lead	

her	 to	 focus	 her	 writing	 on	 the	 experiences	 of	 ‘The	

Help’.	 	 Skeeter	 decides	 she	wants	 to	 interview	 some	 of	

the	 maids,	 many	 of	 whom	 worked	 for	 her	

friends.	 	 Initially,	 nobody	was	willing	 to	 assist	 Skeeter.	

This	was	due	to	the	fact	that,	if	their	employers	realised	

their	maids	 had	 been	 telling	 the	 world	 how	 they	 were	

treating	 them,	 they	 could	 be	 punished	 severely	 or	 lose	

their	 jobs.	 In	 spite	 of	 this,	 a	 maid	 named	 Aibileen,	 de-

cides	to	put	aside	her	fear	and	assist	Skeeter.	Eventually,	

others	 followed	 in	 Aibileen’s	 footsteps	 and	 Skeeter	 de-

cided	 to	 write	 a	 full	 book	 on	 ‘The	Help’.	 The	 �ilm	 ends	

with	the	shockwaves	of	the	book’s	release	and	how	some	

of	 the	 white	 members	 of	 the	 community	 react	 to	 the	

book’s	 contents.	 The	 book,	 while	 attempting	 to	 retain	

anonymity	 for	 the	 maids	 and	 employers,	 casts	 a	 stark	

light	on	the	many	injustices	done	to	these	maids,	as	well	

as	the	kindnesses	they	also	receive.			

	

As	a	consequence	of	the	story	being	set	in	1962,	the	Civil	

RIghts	Movement	was	gaining	momentum.	Famous	Civil	

Right	activists	such	as	Martin	Luther	King	Jr.	were	on	the	

verge	of	becoming	strong,	in�luential	leaders	who	would	

drive	 the	 quest	 for	 equal	 rights.	 The	 famous	 ‘I	 Have	 a	

Dream’	speech	had	not	yet	been	performed	and	the	idea	

of	a	black	President	 in	the	Oval	Of�ice	was	still	unheard	

The third KKK which re-emerged in the 1950s and 1960s to oppose the Civil Rights Movement  
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of.	 Actor	 Octavia	 Spencer,	 who	 received	 an	 Academy	

Award	 for	Best	Actress	 in	a	Supporting	Role	 for	playing	

Minnie	in	the	�ilm	representation,	said	that	story	of	 ‘The	

Help’	was	“overdue”	as	not	many	people	in	modern	socie-

ty	 understand	 the	 inequality	 African	 Americans	 faced	

only	 half	 a	 century	 ago.	 At	 the	 time	 the	 story	 was	 set,	

black	 children	 were	 not	 really	 able	 to	 go	 to	 the	 same	

school	as	white	children,	except	for	certain	compromises.	

In	the	�ilm,	a	woman	named	Hilly	Holbrook	embodies	the	

racist	 attitudes	of	 the	 time,	 discriminating	against	 black	

people	 everywhere	 she	 turns.	 Her	 horrible	 crusade	 to	

ensure	 that	 black	 maids	 have	 separate	 bathrooms	 to	

their	white	 employers	 for	 ‘health	 reasons’	 re�lected	 the	

views	of	many	living	at	the	time.	The	�ilm	is	truly	moving;	

it	 is	 brutally	honest	 in	presenting	 the	 shocking	way	 the	

maids	 were	 treated	 and	 includes	 real	 historical	 events,	

such	as	the	story	of	Rosa	Parks.	

	

Rosa	Parks	 is	known	for	not	moving	 from	her	seat	on	a	

bus	when	a	white	person	demanded	her	to	do	so.	During	

the	 1950s,	 this	 would	 have	 been	 seen	 as	 a	 dangerous	

thing	 to	 do,	 yet	 Rosa	 remained	 exactly	 where	 she	 was.	

This	 event	 caused	 her	 to	 receive	 a	 great	 amount	 of	 re-

spect.	Her	protest	and	arrest,	and	those	of	others,	eventu-

ally	 earned	 black	 people	 the	 right	 to	 sit	 anywhere	 they	

wanted	 on	 the	 bus.	 This	was	 not	 directly	 referenced	 in	

the	 �ilm,	 however,	 	we	 see	 a	bus	with	 black	people	 and	

white	people	sitting	next	to	each	other.	Although,	they	do	

not	mingle,	it	shows	the	journey	to	achieving	equal	rights	

for	 all	 people.	 In	 spite	 of	 the	 fact	 that	 the	 reference	 to	

Rosa	Parks’	achievements	was	mentioned	only	brie�ly	in	

the	 �ilm,	 the	 book	 contains	 a	 quotation	 from	 Aibileen	

about	 Rosa	which	 says,	 “We	 all	 chatting	 and	 smiling	 at	

each	other	 like	we	own	 it	 –	not	 cause	we	mind	 if	 they’s	

white	 people	 on	 here,	 we	 sit	 anywhere	 now	 thanks	 to	

Miss	Parks	–	just	cause	it’s	a	friendly	feeling.”	

	

Even	 though	 the	 Ku	 Klux	 Klan	 was	 not	 really	 spoken	

about	 within	 the	 �ilm,	 during	 the	 �irst	 few	 chapters	 of	

Stockett’s	book,	Minnie	claims	that	she	would	rather	join	

the	Ku	Klux	Klan	 than	work	 for	Hilly	Holbrook,	 another	

character	 in	 the	 novel.	 The	 reason	 that	 this	 is	 ironic,	 of	

course,	 is	 that	 the	 Ku	 Klux	 Klan	 are	 known	 for	 directly	

attacking	African	Americans	and	persecuting	them	in	any	

way	possible.	Also,	despite	the	Ku	Klux	Klan	not	playing	a	

role	at	all	in	the	plot,	they	were	very	much	at	large	in	the	

real	world	of	1960s	America.	The	third	Ku	Klux	Klan	had	

only	been	started	16	years	previously,	meaning	that	they	

were	out	for	blood	and	did	everything	they	could	to	halt	

the	progress	 being	made	 by	 the	Civil	Rights	movement.	

John	 Fitzgerald	 Kennedy	 was	 the	 president	 at	 the	 time	

the	 story	 is	 set	 and	was	 beginning	 	 to	make	 changes	 in	

America.	The	Ku	Klux	Klan	 are	known	 to	 cause	political	

problems	 and	 throughout	 his	 short	 hold	 of	 the	 mantle,	

Kennedy	was	certainly	hindered	by	this	group.	Of	course	

there	 have	 also	 been	 many	 conspiracies	 about	 the	 Ku	

Klux	Klan	being	the	orchestrators	of	 JFK’s	assassination,	

however	this	is	not	likely.	However,	one	assassination	in	

which	 the	 Klan	 certainly	 appeared	 complicit	 was	 the	

murder	of	Medgar	Evers.	

	

The	 murder	 of	 Medgar	 Evers	 sent	 shockwaves	 all	

throughout	 the	United	States	of	America.	Known	as	one	

of	 the	 most	 in�luential	 Civil	 Rights	 activists,	 Evers	 was	

assassinated	by	a	man	named	Byron	De	La	Beckwith	who	

was	 ordered	 to	 carry	 out	 this	 action	 by	 the	White	 Citi-

zens’	Council,	which	shows	that	these	people	were	fright-

ened	of	the	prospect	of	a	shift	in	society.	Clearly,	Medgar	

Evers	played	a	pivotal	role	in	this	happening	and	had	to	

be	‘dealt	with’.	In	the	�ilm,	we	see	interviews	with	Evers	

on	the	TV	however	he	is	not	really	spoken	about	until	we	

are	told	he	has	been	assassinated.	Aibileen,	a	main	char-

acter	in	the	story,	reacts	terribly	to	this	blow,	crying	but	

overall	 keeping	 her	 calm.	 Evers’	 death	was	 yet	 another	

factor	that	showed	how	unfairly	black	people	were	treat-

ed	and	if	anyone	tried	to	put	an	end	to	this,	they	would	be	

killed.	That	was	the	sad	truth	of	1960s	America.	

	

In	conclusion,	 ‘The	Help’	was	a	truly	 incredible	 �ilm	that	

gives	us	an	insight	into	what	life	might	have	been	like	for	

maids	 during	 those	 terrible	 years	 of	 racism.	 In	 spite	 of	

this,	Kathryn	Stockett,	the	author	of	‘The	Help,	constantly	

tells	readers	that	the	story	is	�ictional	however,	it	is	easy	

to	 see	 that	 racism	was	 very	 real	 then	 and	 the	 fact	 that	

this	�ilm	was		made	shows	that	it	is	still	real	now.	As	well	

as	this,	many	parts	of	the	plot	did	actually	happen	in	real	

life,	not	only	adding	some	historical	context	to	the	story	

but	 also	 making	 the	 plot	 more	 powerful.	 However,	 the	

�ilm	also	shows	how	people	from	different	parts	of	socie-

ty	could	form	the	greatest	teams.	To	be	a	good	communi-

ty,	 all	 of	 us	 must	 work	 together	 and	 see	 each	 other	 as	

equals	

	

Medgar Evers, who was assassinated on 12th June 1963 

back into 1960s America 
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T 
hough, since its inception at the hands of the An-
cient Greeks several thousand years ago, theatre as 
we know it has served various purposes - the West 
End and Broadway sees a plethora of shows that 

seek to entertain, plays under the banner of ‘theatre in edu-
cation’ seek to inform - the theatre has always been a plat-
form to hear new voices, challenge and present new ideas 
and rebel, whether against existing ways of thinking, a ty-
rannical government or social norms. 

 
Greek theatre was led by three eminent playwrights – Aes-
chylus, Euripides and Sophocles. Penning a huge number of 
upstanding, tragic plays, they set the standard for playwrit-
ing in ancient Greece. However, Aristophanes upset the es-
tablished order by creating new, unorthodox plays. Taking 
an uncompromising and brave look at women’s rights, sex 
and gender roles through the lens of bold and outrageous 
satire, Aristophanes wrote about relevant topics, not inacces-
sible noblemen and characters of mythos. The godfather of 
comedy, his works flipped the existing theatrical landscape 
on its head and ushered in a new wave of playwriting, open-
ing doors for new ideas and approaches to theatre making. 
Changes in society were mirrored by changes on the stage. 
Shakespeare, along with his contemporaries and later play-
wrights like Richard Sheridan, ushered in a new wave of 
accessible plays for the masses. No longer was theatre a 
pastime exclusively for the upper classes. With melodramas 
rising in popularity and tickets cheapening, the theatre be-
came a regular pursuit for the masses. A forum for both en-
tertainment and politics, the decrease in intellectual superi-
ority that came with melodramas made the theatre the centre 
of London, and significantly bolstered the influence that 
theatre makers had in society. Revolutions in the 16th centu-
ry, in accessibility and popular influence of the theatre, were 
reciprocated in the following centuries. 
 
Bertold Brecht, often cited as a founding father of modern 
theatre and a pioneer of drama, was an activist through and 

through. Writing during the rise of the Nazi party in the 
1930s and 1940s, his views in works like ‘The Caucasian 
Chalk Circle’ and ‘Fear and Misery of the Third Reich’ 
challenged the status quo and tackled difficult subjects in a 
head-on manner unmatched by other disciplines. Part of the 
reason for this was the rebellious nature of Brecht’s perfor-
mances. Often running the risk of interference from the po-
lice or state, his performances were stripped-back affairs 
with minimal lights, props and costumes, ready to be taken 

down at a moment’s notice if the performance was compro-
mised. In today’s world, nothing seen on television or at the 
cinema could be considered so boundary-pushing – so dan-
gerous. 
 
An accurate and scathing portrayal of life under Nazi rule, 
‘Fear and Misery of the Third Reich’ was, importantly, a 
contemporary play. Whereas other filmic examinations of 
life under Hitler – ‘The Boy in the Striped Pajamas’ or 
‘Schindler’s List’ – were critical of the Nazi regime decades 
after the events of the Second World War, Brecht’s master-
piece was written at the time, with scenes becoming darker 
and more hostile as Hitler’s grasp on Europe tightened. This 
marks Brecht out as a daring playwright, grappling with 
issues as they were unfolding. His works and attitude to 
Hitler’s Germany are even more astonishing considering his 
precarious social position, as a theatre maker and com-
munist. Even though his works only gained considerable 
traction after the war, Brecht utilised the stage as a platform 
to rebel against a society-engulfing evil, and was not the last 
– nor the first – to stand up for himself and his beliefs 
through theatre. 
 
Though the emotional investment in theatre is just as obvi-
ous and important as in other art forms - motion pictures and 
television, for example - the financial investment is often 
lessened, reducing the risk and allowing for freer expression 
without fear of public rejection. After all, blockbuster mov-

Theatre: The True 
By Tom Garrett, Year 12 

The amphitheatre of Dionysus is an example of the early 
Greek theatres where plays from Aeschylus, Euripides and Soph-

ocles would have been performed 

This modern reproduction of ‘Fear and Misery of the Third 
Reich’ demonstrates the minimal scale of the production. 

There are only 4 cast members, no costume or prop changes 
and no theatre-grade lights. 
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ies, with millions upon millions plugged into their budgets, 
are forced to serve the purpose of entertainment in order to 
entice viewers and make money. Though theatre obviously 
can be similarly monetised, the lack of permanence and need 
to draw a popular crowd can lead to theatre-makers breaking 
new ground, pushing boundaries and attacking difficult sub-
ject matter in a way that television or film cannot. 
 
One argument against the power of theatre, however, is just 
that - the limited reach that goes hand in hand with a small 
budget and a willingness to experiment can cripple the influ-
ence that theatre has. I think it can be said that the power of 
theatre as an active form of rebellion, changing both the sta-
tus quo and public opinion, is limited. Largely considered as 
a more niche area of the arts or media in comparison to its 
cousins on the big and small 
screens, the stage has a lim-
ited reach and so can lack 
the power to change the 
world in a big way. Howev-
er, when it comes to mental 
rebellions - a phrase I here 
use to mean challenging 
existing norms and finding 
new ways of thinking - the 
horizons to be explored are 
unparalleled.  
 
Films and television can display a story set at any point in 
history. Though the same is obviously true of theatre, the 
change in the times can be said to be more accurately pre-

sented on stage, with changes in the style of theatre-making 
throughout history giving direct insight into the time of pro-
duction. Part of this is true because of the longevity of the 
discipline - modern innovations in film and television are 
outlived enormously by the workings of the stage. As a re-
sult of this, though the theatre’s influence may be seen as 
dwindling now, for thousands of years it has held fast as a 
cornerstone of society. It is by no means a dying art– though 
not at the forefront of the arts as it once was, modern times 
have seen changes aplenty on the stage. 
 
Recently, the rise from obscurity of ‘in-yer-face theatre’ – a 
genre known for pulling no punches and attacking the dark-
est and most taboo subject matter imaginable – shows that it 
is still possible for the theatre to innovate and find new ways 

of thinking. Sarah Kane, 
Jez Butterworth and Mark 
Ravenhill among others 
wrote plays that were 
shocking, violent and – 
most importantly – prompt-
ed their audiences into ac-
tion. Though it is widely 
known that terrible things 
happen in the world, the 
group of playwrights asso-

ciated with the ‘in-yer-face’ movement were among the first 
to display such things on the stage and encourage audiences 
to go home and take action. Building on Brecht’s principle 
of verfrumdungseffekt, or alienation – the idea that thea-
tregoers should be separate from what they are watching, 

Medium of  Rebellion 

One argument against the power of  thea-

tre, however, is just that - the limited 

reach that goes hand in hand with a small 

budget and a willingness to experiment 

can cripple the influence that theatre has 

Left to Right: Sarah Kane, Jez Butterworth, Mark Ravenhill 
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and recognise themes and messages rather than getting 
caught in the story – the aforementioned playwrights raised 
awareness and opened the eyes of their audiences, proving 
that there is always room for changing perspectives. 
 
Even recently, the Broadway hit ‘Hamilton’ challenged pre-
conceptions, portraying an all-white dramatis personae with 
a cast of mixed ethnicities. This action - unthinkable a centu-
ry ago - shows the versatility and aptitude for change in the 
discipline. When compared with the film industry - the 
Academy Awards this year were plagued by calls for more 

diversity - it appears that the theatre is leaps and bounds 
ahead of its counterparts in terms of equality and progres-
sion. More widely reaching and accessible than literature, 
with greater scope for vision and imagination than television 
or cinema, more direct and hard-hitting than even the most 
carefully composed music, the theatre is a versatile branch 
of the arts, and the wealth of changes that have been ushered 
in through its use - perhaps not in recent years, but in centu-
ries and millennia past - mark it out as the true medium of 
rebellion 

Broadway smash-hit ‘Hamilton’ 

Equality protestors outside the Oscars, 2016 
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The evolution of  Visual Fidelity 

The Birth of a Nation—The highest grossing film of 1915 at $10,000,000 

Star Wars: The Force Awakens—The highest grossing film of 2015 at $936,000,000 
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By Dilan Moore, Year 8 

Charlie Chaplin and Communism 

W 
hichever	way	you	look	at	it,	Charlie	Chap-

lin	 changed	 the	 world:	 he	 immortalised	

the	 silent	 �ilm,	 the	 walking	 cane	 and	 the	

toothbrush	 moustache.	 He	 was	 also,	 in	

1940’s	 America,	 considered	 a	 socialist,	 or	 even	 com-

munist.	He	was	an	actor	who	not	only	interpreted	Histo-

ry,	but	also	became	part	of	it.		

	

Several	Communist	groups	are	hasty	to	claim	Charlie	as	

a	pioneer,	a	man	who	wasn’t	afraid	to	stand	up	for	what	

he	believed	in.	Many	of	Chaplin’s	�ilms	from	around	1931	

onwards	 are	 declared	 communist	 in	 ideology	 and	 in-

sightful	as	to	his	own	personality.	For	example,	“Modern	

Times”	 carries	quite	a	bit	of	contextual	water	(contextual	

water	 being	 much	 more	 associated	 with	 communism	

than	 the	 pure	 liquid).	 Produced	 in	 1936,	 several	 years	

into	the	Great	Depression	and	just	after	the	notable	civil	

unrest	of	the	1934	labour	strikes	in	America,	it	contains	

“explicit	 political	 statements”	 regarding	 the	 lower	 clas-

ses	lashing	out	at	the	upper	classes,	a	pivotal	stage	in	the	

Communist	 “cycle”.	 The	 opening	 scene	 shows	 Charlie	

slaving	away	over	a	production	line	at	an	ever	increasing	

speed	whilst	his	manager	relaxes	over	the	cartoons.	He	is	

worked	 to	 breaking	 point,	 and	 thus	 suitably	 angry,	 he	

ends	 up	 accidentally	 leading	 a	 communist	 demonstra-

tion,	being	beaten	and	imprisoned.	Whilst	the	rest	of	the	

�ilm	 is	an	 irreverent	 love	story,	 this	preliminary	section	

is	very	open	 to	 interpretation,	 as	 there	 is	no	consistent	

political	 message.	 However,	 there	 is	 the	 identi�iable	

theme	of	the	downtrodden	working	class	causing	an	up-

rising	 in	 the	 want	 for	 equal	 treatment	 with	 their	 boss	

(the	upper	class).	

	

More	compelling	evidence	can	be	 found	 in	his	personal	

life;	suspicions	were	�irst	aroused	when	he	was	found	to	

be	 attending	 Soviet-American	 friendship	 groups.	 This	

gave	the	FBI	suitable	suspicion	to	do	its	dirty	work	and	

investigate	him.	This	would	 come	 back	 to	haunt	him	 in	

the	long	run.	Yet,	in	a	piece	on	Charlie	Chaplin	and	Com-

munism,	it	occurs	to	me	there	may	be	an	elephant	in	the	

room;	 the	 �ilm	 with	 title	 and	 content	 most	 relevant	 to	

this	piece	than	any.	

	

The	Dictator	

That’s	right.	It’s	so	relevant	it	gets	its	own	subtitle.	

	

The	dictator	was	the	most	in�luential	�ilm	of	Chaplin’s	

career.	After	decades	as	the	world’s	favourite	silent	co-

median,	the	change	to	sound	was	an	unexpected	move.	

Chaplin	starred	in	two	roles,	the	rather	contradictory	

pairing	of	a	Jewish	Barber	(blatantly	modelled	on	‘The	

Tramp’)	and	Adenoid	Hynkel	(pictured	on	opposite	

page),	a	dictator	blatantly	modelled	on	Adolf	Hitler.	“The	

Phooey”,	as	he	was	known,	provided	what	could	only	be	

described	as	an	insight	into	an	era	of	explicit	anti-

Semitism.	The	mock	German	hate	spewed	in	his	speech-

es	could	not	be	translated	for	the	“vile	epithets	snarled	

and	growled	as	his	anger	dictates”.		Beyond	the	comedy	

is	a	serious	analysis	of	Hitler’s	darkest	practices.	Hynkel	

openly	denounces	the	Jews	and	�launts	his	plans	to	ex-

terminate	them	whilst	Storm	troopers	engage	in	

‘programs’	in	the	Jewish	ghettos,	defacing	shops	and	

scrawling	“JEW”	on	the	shop	windows.	The	most	horri�ic	

part	of	this	all	is	the	fact	that	this	�ilm	was	created	and	

released	in	1940.	America	and	Germany	were	not	at	war	

and	thus	diplomatic	connections	were	being	maintained.	

Whilst	the	crisis	was	resolved	through	a	speech	against	

anti-Semitism,	the	closing	scene	maintained	liberal,	

Marxist	views.	It	was	the	‘infringement’	of	this	liberal	

mind-set	that	led	to	Chaplin	leaving	America	in	1952	for	

England.	

	

When	war	did	break	out,	Chaplin	(who	had	supported,	if	

not	 too	 openly,	 the	 Communist	 Party)	 did	 not	 actually	

join	the	Communist	Party,	yet	continued	to	af�iliate	him-

self	with	 their	 ideology	 through	 their	 support	of	Stalin-

ism.	His	unfaltering	 support	 for	 liberal	 ideas	 again	 cast	

doubt	 on	his	political	 integrity.	 Some	 consolation	 could	

have	been	found	in	his	pro-war	views	(much	encouraged	

by	 the	 American	 government),	 despite	 his	 calls	 for	 an	

Eastern	 Front	 relief	 of	 the	 Russians	 (less	 supported	 by	

the	American	Government),	yet	his	fate	was	on	the	cards.	

The	world’s	greatest	comedian	had	one	last	curtain	call;	

and	this	one	was	a	tragedy.	

	

The	FBI	excavators	had	a	four-year	“�ield	day”.	They	had	

enough	dirt	to	bury	Chaplin,	and	so	they	handed	him	to	

the	“grave	diggers”:	the	media.	Louella	Parsons	and	Hed-

da	 Hopper,	 who	 were	 the	 most	 prestigious	 gossip	 col-

umn	writers	of	the	time,	were	each	contacted	by	the	FBI	

with	 allegations,	 the	 kind	 of	 thick,	 false,	 sleazy	 allega-

tions	you	 just	“couldn’t”	make	up.	They	included	details	

of	his	affair	with	Joan	Barry	(an	actress	30	years	his	jun-

ior)	 and	 claims	 he	 fell	 upon	 bribes	 to	 alter	 blood	 tests	

and	 in�luence	 the	 jury	 in	 the	 subsequent	 child	 custody	

case.	 He	 reportedly	 cheated	 Orson	 Welles	 out	 of	 the	

script	 for	 “Monsieur	 Verdoux”	 and,	 when	writing	 “The	

Dictator”,	 included	 such	 horri�ic	 detail	 in	 Hynkel’s	 ac-

tions	 and	 modelled	 him	 so	 closely	 to	 Hitler	 so	 as	 to	

smear	his	own	reputation.	Talk	even	came	about	of	 de-

porting	him,	 some	 even	 speculated	 that	 he	was	headed	

for	 Russia.	 Many	 other	 allegations	 of	 vile	 nature	 were	

distributed,	 and	 Parsons	 and	 Hopper	 were	 two	 of	 the	

few	who	stooped	low	enough	to	publish	them.	

	

Therefore,	 the	 career	 of	 Charles	 “Charlie”	 Chaplin	 was	

concluded.	 A	 man	 who	 lived	 through	 both	 world	 wars	

and	 who	 had	 hoped	 for	 a	 more	 liberal,	 co-operative	

world.	Had	he	been	born	on	the	other	side	of	the	world,	

he	may	have	become	a	pivotal	part	of	a	communist	ma-

chine.	 He	 could	 have	 thrived	 and	 a	 part	 of	 me	 would	

have	been	interested	to	see	what	would	have	happened	

to	him	as	a	Russian	Communist	leader.	

	

And	besides,	he	already	had	the	moustache	sorted	



	23	

Issue	8	



	24	

Retrospect	

By Stefan Titus-Glover, Year 8 

Pirates of  the Caribbean: 

I 
	am	 sure	 that	 most	 of	 you	 have	 heard	 of	 the	 infa-

mous	pirate,	Captain	Jack	Sparrow.	Many	of	you	will	

have	seen	this	illustrious	and	famed	�ictional	charac-

ter	illuminating	our	movie	screens	as	the	main	pro-

tagonist	 in	the	Pirates	of	the	Caribbean	�ilm	series.	Cap-

tain	 Jack	sailed	 the	high	seas	of	 the	mid	18th	 century	 in	

four	 enchanting,	 action-packed	 and	 captivating	 �ilms.	

With	it	being	set	in	the	past,	the	Pirates	of	the	Caribbean	

�ilm	 series	 has	 an	 obvious	 historic	 link,	 but	 an	 even	

greater	and	more	fascinating	connection	was	established	

in	Jack	Sparrow’s	4th	expedition,	 ‘Pirates	of	the	Caribbe-

an:	on	Stranger	Tides’.	This	 is	because	it	epitomized	the	

exploration	 and	 colonization	 of	 the	 newly	 discovered	

western	world.	 It	also	caused	great	rivalry	between	the	

European	countries	to	gain	the	riches	of	the	new	world,	

resulting	in	piracy.	

European	 countries	 always	 had	 the	 natural	 curiosity	 to	

explore	the	west,	but	the	turn	of	the	16th	century	marked	

the	point	when	Europe’s	venture	out	 into	 the	unknown	

western	world	really	

started;	 the	 start	 of	

the	 Age	 of	 Explora-

tion.	 The	 seemingly	

newfound	 desire	 to	

explore	 was	 incited	

by	their	need	of	spic-

es	 from	 the	 Indies	

(China,	 India	 and	

Japan)	and	their	desideratum	to	�ind	a	new	route	there.	

For	 centuries	 European	 countries	 brought	 spices	 via	 a	

treacherous	 land	route,	over	thousands	of	miles	of	dan-

gerous	mountains	and	desserts.	The	natural	problems	of	

the	 terrain	 they	 faced	were	 exacerbated	 by	 the	numer-

ous	bandits	 that	were	 dispersed	 along	 the	 trade	 routes	

and	the	Turkish	Empire	that	had	recently	gained	control	

of	them.	It	had	become	increasingly	dif�icult	for	Europe-

an	merchants	 to	 pass	 through	 the	 trade	 routes.	 Conse-

quently,	many	European	countries	sought	an	alternative	

course;	 recent	 nautical	 advancements	 had	 made	 ships	

faster	 and	 had	 improved	 the	 quality	 of	 navigation	 sys-

tems.	

	

One	 of	 the	 opening	 scenes	 of	 ‘Pirates	 of	 the	 Caribbean:	

On	Stranger	Tides’	shows	Captain	Jack	Sparrow	captured	

and	 tied	up	before	 the	King	of	England,	King	George	 II.	

The	monarch	was	requiting	the	services	of	Captain	Jack,	

a	 notorious	 pirate.	 Doing	 this	 signi�ied	 that	 the	 nobles,	

parliament	and	the	monarchy	welcomed	acts	of	piracy	if	

they	could	be	over	sighted	by	work	that	was	hugely	ben-

e�icial	to	the	nation.	A	parallel	and	later	example	for	this	

can	be	drawn	between	Queen	Elizabeth	I,	and	her	pirate-

equivalent,	Sir	Francis	Drake.	This	is	because	despite	his	

heroic	 status	 to	 the	 English,	 as	 he	 co-led	 the	 charge	

against	 the	 Spanish	

Armada,	he	was	also	

considered	 	 morally	

dubious.	

	

In	 1572,	 Sir	 Francis	

Drake	 was	 enlisted	

as	 a	 privateer	 (a	

pirate	 working	 for	

the	 head	 of	 a	 country)	 to	 sail	 to	 the	 Americas.	 He	was	

licensed	to	destroy	or	loot	any	property	belonging	to	the	

King	 of	 Spain.	 Some	 ministers	 were	 doubtful	 of	 the	

Queen	of	England’s	decision	because	they	were	not	fond	

of	his	villainous	behaviour.	Nonetheless,	they	all	conced-

ed	that	he	was	a	crucial	weapon	against	the	Spanish	and	

Captain Jack Sparrow being cautiously transported by a redcoat escort 

the nobles, parliament and the monarchy 

welcomed acts of  piracy if  they could be over 

sighted by work that was hugely beneficial to 

the nation 
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so	later	that	year,	Drake	set	sail	on	a	voyage	to	Panama.	

He	planned	to	attack	the	town	of	Nombre	de	Dios,	a	drop

-off	point	for	Spanish	ships	bringing	silver	and	gold	from	

Peru.	 Drake	 captured	 the	 town	 with	 his	 73	 men	 but	

Drake	 sustained	 an	 injury	 in	 the	 process,	 which	 forced	

him	 to	 withdraw	 without	 much	 loot.	 However,	 once	

Drake’s	 injuries	 had	 healed,	 they	 proceeded	 to	 raid	

countless	Spanish	settlements	once	again.	Whilst	Queen	

Elizabeth	had	to	maintain	a	public	attitude	of	disapprov-

al	to	prevent	hostile	relations	with	Spain	worsening,	it	is	

very	likely	that	she	greatly	approved	of	the	vast	sums	of	

treasure	which	she	received	from	the	enterprise.	

	

Many	 of	Drake’s	most	 questionable	 actions	 arose	when	

tensions	 between	 England	 and	 Spain	 was	 at	 a	 high.	 At	

Cadiz	 harbour,	 Sir	 Francis	 Drake	 ‘singed	 the	 king	 of	

Spain’s	beard.’	He	spent	the	following	months	patrolling	

the	 Iberian	coast	 intercepting	and	destroying	numerous	

Spanish	supply	ships.	Drake	took	scores	of	useful	provi-

sions	 to	 deepen	 his	 own	 pockets.	 He	would	 forever	 be	

referred	to	as	“El	Draque”	–The	Dragon.	

	

During	 the	course	of	 the	 �ilm,	 the	English	are	portrayed	

as	 the	 less	 experienced	and	 less	prepared	navy	 in	 com-

parison	to	their	Spanish	rivals.	This	is	emphasised	by	the	

Spanish	overtaking	the	English	ships,	despite	an	original	

de�icit	 of	 over	 75	 miles	 as	 they	 chose	 an	 alternative	

route.	 This	 was	 a	 brilliant	 way	 of	 depicting	 the	 differ-

ences	 between	 the	 already-colonising	 Spanish	 in	 South	

America	and	the	English,	who	were	very	much	the	chal-

lengers.	England	had	only	started	exploring	the	Americas	

in	the	late	16th	Century.	Thus,	they	were	100	or	so	years	

late	in	comparison	to	the	Spanish.	England	were	making	

up	 for	 lost	 time	 through	 their	 Tudor	 Challenge,	 but	 the	

gap	 had	 not	 been	 bridged	 yet	 and	 the	 Spanish	 Navy	

sailed	off,	leaving	the	English	far	behind.	

	

In	the	�ilm	it	becomes	evident	that	the	Spanish	have	been	

to	the	Caribbean	before	and	not	only	to	explore	and	ex-

ploit	 for	 resources,	 but	 to	 settle	 there.	 By	 the	 time	 the	

English	arrive	(in	the	�ilm),	 the	Spanish	were	already	at	

one	 of	 their	 settlements.	 This	 is	 a	 very	 accurate	 repre-

sentation	 of	 what	 the	 earliest	 English	 explorers	 to	 the	

New	World	would	have	seen.	Meanwhile,	Spain	and	Por-

tugal	had	been	settling	in	the	Caribbean	and	South	Amer-

ica	 since	 1500	and	 so	both	 had	 thriving,	 self	 sustaining	

economies	there	that	brought	substantial	riches	back	to	

their	 main,	 European	 based	 economy,	 with	 income	

boosted	 by	 the	 utilisation	 of	 slave	 labour.	 During	 the	

start	of	Spanish	settlement	in	the	New	World,	there	was	

large-scale	subjugation	of	indigenous	peoples,	mainly	the	

Native	 Caribbean	 people	 and	 most	 of	 these	 Caribbean	

slaves	died	through	Old	World	diseases	like	smallpox	(90

-95%	 of	 all	 native	 inhabitants	 of	 the	 Americas	 suc-

cumbed	 to	 this	 disease).	 Hence,	 to	 keep	 many	 of	 their	

mines	working	at	full	capacity,	African	slaves	were	taken	

from	 the	 Iberian	 Peninsula	 and	 across	 the	 Atlantic	 to	

replace	the	indigenous	people.	

	

‘Pirates	 of	 the	 Caribbean:	 On	 Stranger	 Tides’	 de�initely	

has	 unique	 and	 in-depth	 historical	 connections.	 These	

links	 demonstrate	 how	 even	 the	 most	 powerful	 king-

doms	 can	 resort	 to	 underhand	 tactics	 to	 get	 the	 edge	

over	 their	 neighbours	 and	 so	 this	 �ilm	 really	 does	 have	

past	 links	 that	 can	 only	 be	 accessed	 far	 beneath	 the	

waves	

On Stranger Tides 

Sir Francis Drake in his home (Buckland Abbey, Devon) 

Painted in 1590 by Marcus Gheeraerts  

Spanish ships depicted in Pirates of the Caribbean: At 

World’s End 
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The Red Scare and The Hollywood Blacklist 

By  Miss Wain 

“Y 
ou	 must	 understand,	 sir,	 that	 a	 person	 is	

either	with	this	court	or	he	must	be	counted	

against	it,	there	be	no	road	between.	This	is	

a	 sharp	 time,	 now,	 a	 precise	 time—we	 live	

no	 longer	 in	 the	 dusky	 afternoon	 when	 evil	 mixed	 itself	

with	 good	and	 befuddled	 the	world”	 –	Danforth,	The	Cru-

cible.	

	

“Because	it	is	my	name!	Because	I	cannot	have	another	in	

my	life!	Because	I	lie	and	sign	myself	to	lies!	Because	I	am	

not	worth	the	dust	on	the	feet	of	them	that	hang!	How	may	

I	live	without	my	name?	I	have	given	you	my	soul;	leave	me	

my	name!“–	John	Proctor,	The	Crucible.	

	

At	 the	 end	 of	 World	 War	 Two,	 when	 America	 and	 the	

allies	had	defeated	the	Axis	Powers,	you	might	think	that	

they	felt	that	they	had	nothing	to	fear.	You	would,	how-

ever,	 be	mistaken	 –	with	 the	 removal	 of	 these	 enemies	

came	another	even	more	terrifying	threat	in	the	form	of	

communism.	The	American	fear	of	communism	had	real-

ly	 begun	 in	 the	 years	 after	 the	First	World	War.	As	 the	

Bolshevik	Revolution	of	1917	unfolded	 in	Russia,	 coun-

tries	 across	 the	 globe	 began	 to	 fear	 a	 similar	 left-wing	

revolution	that	would	topple	the	status	quo	and	threaten	

their	way	of	life.	World	War	Two	forced	a	necessary	un-

ion	with	communist	Russia,	as	America,	Britain	and	the	

USSR	 joined	 together	 to	 face	 the	 Nazi	 threat	 but	 when	

the	war	ended	in	1945,	suspicions	returned.	Senator	Jo-

seph	 McCarthy	 led	 the	 crusade	 against	 possible	 com-

munist	 threats	within	America,	 fuelled	by	 the	 events	 of	

the	Cold	War	–	 the	Berlin	Blockade,	 the	Arms	Race	and	

the	 trial	 of	 the	 Rosenbergs	which	 furthered	 the	 fear	 of	

communist	espionage.	McCarthy’s	claims	that	there	were	

a	 large	 number	 of	 communists	 and	 Soviet	 spies	 within	

America	 led	 to	 a	 series	 of	 hearings	 in	 the	1950s	where	

accused	communists	and	communist	sympathisers	were	

publicly,	and	often	aggressively,	questioned.		The	targets	

of	these	investigations	were	largely	government	employ-

ees,	teachers,	union	members	and	those	in	the	entertain-

ment	 industry.	Many	of	 those	questioned	suffered	 from	

loss	 of	 employment,	 destruction	 of	 their	 careers	 and	

many	 were	 ostracised	 by	 society	 –	 largely	 based	 on	

trumped	up	charges.	

	

This	 fear	 of	 communism	 in	 1940s	 and	 50s	 America	

spread	to	Hollywood	with	the	creation	of	the	‘Hollywood	

Blacklist.’	Actors,	directors,	writers	and	other	entertain-

ment	 professionals	 were	 denied	 employment	 due	 to	

their	suspected	links	with	the	communist	party,	or	even	

simply	 suspected	 sympathies	 with	 communists.	 The	

House	 Un-American	 Activities	 Committees	 (HUAC),	 es-

tablished	 in	1938	by	 the	United	 States	House	of	Repre-

sentatives,	 was	 responsible	 for	 the	 hearings	 in	 which	

Hollywood	�igures	who	were	alleged	to	have	been	mem-

bers	of	the	communist	party	were	called	to	testify.	Of	the	

original	 43	 witnesses	 called,	 10	 refused	 to	 speak	 and	

answer	the	question	‘Are	you	now	or	have	you	ever	been	

a	member	of	 the	Communist	Party?’	This	group,	 includ-

ing	 screenwriter	 Dalton	 Trumbo	 and	 screenwriter/

director	 Herbert	 Bieberman,	 cited	 their	 First	 Amend-

ment	rights	of	free	speech	as	the	reason	for	their	refusal,	

and	were	consequently	held	in	contempt	of	Congress.		Of	

these	 ten,	 some	were	members	of	 the	 communist	party	

still,	whilst	others	had	been	brie�ly	 but	no	 longer	were.	

Leading	 �ilm	 industry	 executives	 followed	 up	 on	 this	

judgement	by	declaring	that	these	men	would	be	�ired	or	

suspended	 without	 pay,	 and	 would	 not	 work	 in	 Holly-

wood	 again	 unless	 they	 agreed	 to	 testify	 and	 declare	

they	were	not	 communists.	 Thus,	 the	Hollywood	Black-

list	began.	

	

This	 ‘witch-hunt’	 for	 suspected	 communists	 in	 Holly-

wood	 expanded	 into	 the	 1950s	 as	 HUAC	 called	 an	 in-

creasing	 number	 of	 witnesses	 to	 discuss	 their,	 or	 their	

Hollywood	colleagues’,	supposed	links	to	the	Communist	

Party.	 	 	 The	 Blacklist	 expanded	 to	 include	 hundreds	 of	
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people,	and	magazines	such	as	 ‘Counterattack’	and	 ‘Red	

Channels’	were	created	to	name	other	Hollywood	work-

ers	 who	 they	 claimed	 were	 involved	 with	 communist	

activities.	Simply	being	named	by	a	 journalist	could	end	

the	 career	 of	 someone	 employed	 in	 the	 entertainment	

industry.	 Famous	 �igures	 such	 as	 Orson	 Welles,	 Harry	

Belafonte,	 Charlie	 Chaplin	 and	 Bertolt	 Brecht	 were	 all	

named	on	the	list.	Some	moved	abroad	to	continue	work-

ing	 in	 the	 entertainment	 industry,	 whilst	 others	 used	

pseudonyms	to	continue	working	in	Hollywood.	Howev-

er,	a	great	many	were	left	jobless,	with	their	reputations	

destroyed	by	the	accusations.	

	

The	 list	was	 expanded	as	witnesses	 called	by	HUAC	be-

gan	 to	 also	 name	 names	 of	 people	 they	 believed	 had	

communist	 af�iliations,	 effectively	 ending	 their	 careers.	

One	such	witness	was	the	director	Elia	Kazan	–	 in	1952	

he	testi�ied	before	HUAC	and	identi�ied	eight	members	of	

his	 theatre	 collective	who	were	 communists.	 This	 testi-

mony	cost	him	a	great	many	friendships	and	within	Hol-

lywood,	he	was	regarded	as	a	coward	and	traitor	by	the	

many	who	despised	the	Blacklist	and	HUAC.	Certainly,	it	

cost	 him	his	 friendship	with	 the	playwright	Arthur	Mil-

ler.	Miller’s	play	‘The	 Crucible’	 (quoted	above)	is	based	

on	this	era	–	drawing	parallels	between	the	Salem	Witch	

Trials	of	the	17th	century	and	the	fevered	hunt	for	com-

munists	in	1950s	Hollywood.		The	protagonist	John	Proc-

tor	acts	as	a	tragic	hero,	choosing	not	to	sign	a	confession	

and	live,	but	to	die	with	 integrity	and	not	dishonour	his	

name	–	a	clear	attack	on	Kazan’s	willingness	to	denigrate	

the	reputations	of	his	former	friends	and	colleagues.	Elia	

Kazan	for	his	part	also	addressed	the	controversy	in	his	

work	 as	 a	 director,	most	 noticeably	 in	 his	 �ilm	 ‘On	 the	

Waterfront.’	 The	main	 character	 in	 this	 �ilm,	 played	 by	

Marlon	Brando,	 is	 a	 longshoreman	who	 testi�ies	against	

corrupt	 union	 bosses	 and	 is	 initially	 ostracized	 by	 his	

community,	before	they	rally	round	him	and	support	his	

moral	crusade.	Kazan	was	clearly	attempting	to	vindicate	

his	 actions	 in	 testifying,	 justifying	 the	 idea	 of	 ‘naming	

names’	to	expose	morally	corrupt	practices	and	suggest-

ing	 that	 ‘squealers’	 deserve	 some	 sympathy.	 Elia	 Kazan	

remains	a	controversial	�igure	in	Hollywood	to	this	day-	

when	he	received	a	lifetime	achievement	Oscar	in	1999,	

many	present	at	the	ceremony	refused	to	applaud.	

	

The	Blacklist	serves	as	a	poignant	reminder	of	how	fear	

and	suspicion	can	drive	us	to	extreme	behaviour.	It	end-

ed	in	the	1960s	and	some	Hollywood	professionals	were	

able	to	rebuild	their	careers	–	Dalton	Trumbo	for	exam-

ple	was	credited	for	writing	the	script	of	‘Spartacus,’	 sup-

ported	by	its	star	Kirk	Douglas.	John	Henry	Faulk,	a	radio	

show	host,	successfully	sued	a	company	for	professional	

and	 �inancial	 damage	 caused	 by	 their	 investigation	 of	

him	 for	 suspected	 communist	 links,	 leading	 to	 many	

companies	 and	 publications	 stopping	 their	 accusations	

for	 fear	 of	 similar	 legal	 issues.	 Still,	many	 remained	 on	

the	 Blacklist	 for	 years	 after	 and	 even	 now	 the	Writers	

Guild	 is	 trying	 to	 ensure	 that	 those	 Blacklisted	 in	 the	

1950s	 are	 now	 given	 full	 credit	 for	 their	 work.	 This	

seems	 like	 an	 unfathomable	 event	 now,	 but	 at	 a	 time	

when	being	‘un-American’	has	risen	up	again	as	an	accu-

sation,	 it	 is	 important	 to	 remember	 the	 powerful	 and	

damaging	effects	of	 fear	and	rhetoric.	 It	 is	easy	 to	draw	

parallels	with	 the	current	 fear	of	 Islam	seen	 in	America	

today	 in	 this	 politically	 uncertain	 time.	 To	 conclude,	 I	

would	like	to	re�lect	on	Edward	Murrow’s	wise	words	on	

Senator	 McCarthy:	 “No	 one	 man	 can	 terrorize	 a	 whole	

nation	unless	we	are	all	his	accomplices”		

Afterword 
We	hope	you	have	enjoyed	 this	year’s	 last	edition	of	Retrospect.	We	hope	

that	 it	has	developed	your	appreciation	of	the	roles	of	music,	 �ilm,	theatre	

and	 television	 in	 not	 just	depicting	History,	 but	 also	 creating	 it.	 Look	 for-

ward	to	another	edition	in	the	Autumn	term,	with	our	new	editing	team!		

	

	 	 	 	 	 	 	 	 	 	 For	the	last	time,	 	

	 	 	 	 	 Your Editors	 	 	

SGS History Society is… 
Miss	Wain		 	 Paddy	Christy-Parker		 Matthew	Sparks	 	 James	Hudson		
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