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ABSTRACT

THE END:
THE APOCALYPTIC IN IN-YER-FACE DRAMA

Bal, Mustafa
Ph.D,, English Literature Program

Supervisor: Assist. Prof. Dr. Margaret ]-M Sonmez

July 2009, 236 pages

This thesis presents a close analysis of one of the ageless discourses of
human life - apocalypse, or the End - within the highly controversial
In-Yer-Face drama of the 1990s British stage. The study particularly
argues that there is a strong apocalyptic sense in the plays of the
decade, and it discovers that the apocalyptic representation within
these plays varies. Five plays by three prominent playwrights of the
decade are used to illustrate and expand the focus. After a detailed
examination of the apocalyptic discourse, it is claimed that Mark
Ravenhill’s Shopping and F***ing and Faust is Dead are based on certain
philosophical ideas of the End, Anthony Neilson’s Normal and
Penetrator reveal the apocalyptic through an extreme use of violence,
and Sarah Kane’'s 4.48 Psychosis comingles representations of the
apocalyptic and psychological trauma.

Keywords: apocalypse, End, In-Yer-Face drama, Mark Ravenhill,
Anthony Neilson, Sarah Kane, Shopping and F***ing, Faust is Dead,
Normal, Penetrator, 4.48 Psychosis.
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SON:
“IN-YER-FACE” TIYATROSUNDA APOKALIPS

Bal, Mustafa
Doktora, Ingiliz Edebiyat1 Programi
Danisman: Yrd. Dog. Dr. Margaret J-M S6nmez

Temmuz 2009, 236 sayfa

Bu tez 1990’larda Ingiltere’de ortaya cikan ihtilafli tiyatro tiirii “In-Yer-
Face” tiyatrosunda insanligin eskimeyen konularindan biri olan
apokalips, diger tabiriyle sonlanis soylevini incelemektedir. Calisma
ozellikle bu oyunlarda gii¢li bir apokaliptik anlam oldugunu ve
apokaliptik betimlemenin oyundan oyuna farklilik gosterdigini
savunmaktadir. Konunun ac¢iklanmasi ve orneklenmesinde donemin
onemli li¢ yazar1 tarafindan yazilan bes oyun ele alinmaktadir.
Apokaliptik soylemin derin bir inceleme ve agiklamasinin ardindan tez
Mark Ravenhill'in Shopping and F***ing ve Faust is Dead isimli iki
oyununun sonlanis ile ilgili belli bagh felsefelere dayandigini, Anthony
Neilson'in Normal ve Penetrator isimli iki oyununun apokalipsi asir
siddet betimlemeleriyle ortaya koydugunu, ve Sarah Kane'in 4.48
Psychosis isimli oyununun apokaliptik betimlemeleri psikolojik travma
ile birlestirdigini one siirmektedir.

Anahtar Kelimeler: apokalips, son, In-Yer-Face tiyatrosu, Mark
Ravenhill, Anthony Neilson, Sarah Kane, Shopping and F***ing, Faust is
Dead, Normal, Penetrator, 4.48 Psychosis.
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CHAPTER 1

INTRODUCTION

There are two sorts of dramatists. The first
sort plays theatrical games with reality...The
second sort of dramatists change reality. The
Greeks and Shakespeare did it. Moliere did it
in his strangely modern, precariously
balanced Misanthrope. Racine almost did it by
confining rampaging passion in rigid
structures - ... Biichner did it by seeing justice
from the point of view of the scaffold. Half-
way through watching Blasted in a small,
cramped theatre, in an adequate production, |
realized that reality had changed. (Bond 189)

These words by Edward Bond, whose Saved (1965) once
changed the perception of reality on the British stage, are noteworthy.
They refer to a turning point in the course of British drama that
occurred during the last decade of the twentieth century. In-Yer-Face?
drama of the 1990s fits into Bond’s “second sort” as it changed the
representation and perception of reality on the stage. It introduced a
challenge against social-realist representations and prioritized a quirky
look at life. It presented a new perspective on reality because it had a
tendency towards over/hyper-reality. Plays of traditional theatrical
realism lacked adequate means to invite audiences of the last decade of
the twentieth century to participate in the experience of the new reality
of the age - a task left for the In-Yer-Face drama, which attempted to fill

this gap by means of a new catharsis working through extremity,

confrontation, and taboo-breaking.

1 “In-Yer-Face Theatre” is a term coined by Aleks Sierz in his book called In-Yer-Face
Theatre: British Drama Today.



The artificial conceptualizing of decades in history is a
demonstration of Endist or apocalyptic discourse: each decade begins
and ends in a period of ten years, and each harbors a peculiar
character. We call them the 50s, 60s, 70s, 80s, and so on. The 1990s
was a decade of personal computers, internet, mobile phones, digital
cameras, genocides, economic productivity, capitalism, globalization,
the rapid boom of AIDS in Africa, the fall of the Berlin wall and the end
of the Cold War with the collapse of the Soviet Union, the fall of
Margaret Thatcher, the Gulf War, Generation X, developments in DNA
technology and cloning, digital games, tattooing and body-piercing,
expanded freedom and outspokenness of the culture of homosexuality,
TV reality shows, extreme sports, hip-hop, techno and underground
music, alternative rock, and the scandalous death of Lady Diana. It was
also an apocalyptic age as the ideas of the End were intensified and
revealed through these closing years of the second millennium. So was
it for the British drama which, through the In-Yer-Face sensibility,
produced an attempt to shape-shift projections of reality on the stage.
In its idiosyncrasies for changing representations of reality, there was
an underlying tone of Endism or apocalypticism in 1990s playwriting
aesthetics.

Apocalypse, or the idea of the End, has been one of the oldest
themes in British drama. Medieval morality and mystery plays
(Everyman, The Castle of Perseverance, and so on) were mostly about
the finitude of life. Much has changed in life up to the last decade of the
twentieth century but the idea of the End, though now rather in a more
unspiritual and secular tone, remained and appeared maybe even more
strongly in the plays of the 1990s. Accordingly, the aim of this thesis is

to put forth how and to what extent this claimed apocalypticism is



found in the plays of prominent In-Yer-Face playwrights Mark
Ravenhill, Anthony Neilson, and Sarah Kane. After a theoretical
background chapter which develops the ideas of the apocalyptic
discourse, the analysis chapters of the thesis seek the philosophies
behind the emergence of the apocalyptic spirit in the plays, while
identifying the differences of approaches, and hence, claiming a
diversity of representation in the revelation of the End and the
apocalyptic within the plays. The plays used for the illustration of these
arguments are Shopping and F***ing (1996) and Faust is Dead (1997)
by Mark Ravenhill, Normal (1991) and Penetrator (1993) by Anthony
Neilson, and 4.48 Psychosis (1999) by Sarah Kane. It will be argued
through close-readings of the plays that Ravenhill’s plays are based on
the twentieth century philosophical ideas about the End, that the
apocalyptic is veiled behind an extreme use of violence in Neilson’s
plays, and that Kane’s last play 4.48 Psychosis can be seen as an

example of traumatic apocalypse, due to its psychological aspects.



CHAPTER 2

THEORETICAL BACKGROUND

It has all been filed, boys, history has a trend,
Each of us enisled, boys, waiting for the end. (32-33)
(from “Just a Smack at Auden” by William Empson)

Within the course of known history, no society, with its culture,
its language, its beliefs, and its customs, has been able to maintain its
existence from the time of its beginning till up to the present.
Therefore, from a historical point of view, it seems natural to claim that
history has storylines of beginnings, openings, or introductions
followed by conclusions, closings, or culminations. To see time in this
way may lead to an acceptance of history, which naturally brings forth
the idea that the course of time called by the term “history” - as a term
that measures time - has an intrinsic quality of finitude. It is on this
finitude that most of the structure of human history is based.

The notion by which the finitude of human time has been
conceptualized is Apocalypse or the idea of the End2. It is the notion
through which an end to the existence in the world within history is
made perceptible to the human mind. As Northrop Frye points out
“Iman] creates what he calls history as a screen to conceal the workings
of the apocalypse from himself” (1982: 136). In this sense, the notion of
apocalypse can be called a historical measurement unit sizing up human

history on an unknown temporal plane, just like a device used by space

2 In this study, terms apocalypse and the End will most of the time be used
interchangeably with the only difference being that the End is a more secular
term while apocalypse has religious overtones.
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scientists to analyze what is too far for their grasp. Therefore, any
endeavour relating to the study of human beings through apocalyptic
vision might prove to be imaginative. In this sense, D. H. Lawrence’s
words are noteworthy: “What does Apocalypse matter, unless in so far
as it gives us imaginative release into another imaginative world?
Understanding or studying apocalypse can lead an individual to a
rediscovery of energy to perceive his relation to cosmos” (qtd. in Seed
1). As Lawrence states, apocalypse seems to be a notion that gives a
chance to the human imagination to make a bridge between its current
time and the future of the world which is to be historically finite. Frank
Kermode, in his The Sense of an Ending, similarly points out that
“[apocalypse] depends on a concord of imaginatively recorded past and
imaginatively predicted future, achieved on behalf of us, who remain ‘in
the middest™ (8), and that “the End is a fact of life and a fact of the
imagination” (58), highlighting the importance of imagination within
the notion. No one knows how the world began, but everyone wants to
know how it will end. It is in this inquisitiveness that the power of
apocalypse lies. In relation to this, Stephen R. L. Clark in his article “The
End of the Ages” points out that

[on] the one hand we wish to be part of
something that will last forever. On the other,
nothing is real to us that does not have an
end. The contradiction is solved, it seems, by
accepting the cyclical view of being that we
impose on history. Every real entity must
have an end...” (Clark in Seed 30-31).

Paradoxically enough, hidden in Clark’s words is the idea that human
beings, whose primary purpose is to live, need the finitude of time, in

other words “ends,” in order to make life more meaningful.



Frank Kermode, on the other hand, combines and correlates the
imaginative and the historical vein of the apocalyptic with the idea of
crisis. For Kermode, “crisis” is an element for people to make sense of
the world, and time, therefore history, is thought to be “a slave of a
mythical end” (1967: 94). He takes crisis as a bridge that ties the past to
the future of people (95). However, he also detects a misconception in
readily accepting some periods of history as periods of crises, claiming

that

our position in the middest, and our
historical position, always at the end of an
epoch, are determined...The moments we call
crises are ends and beginnings. We are ready,
therefore, to accept all manner of evidence
that ours is a genuine end, a genuine
beginning. We accept it, for instance, from the
calendar. (96)

In this sense, Kermode ties the issue to the point that people’s climactic
expectations, especially at the ends of centuries, owe much to their
imaginations, writing “that we project our existential anxieties on to
history; there is a real correlation between the ends of centuries and
the peculiarity of our imagination, that it chooses always to be at the
end of an era” (97).

What, then, exactly is the nature of this imaginative notion that,
while bringing history and life closer to human perception, makes life
more meaningful? What is apocalypse? Etymologically, as the online
Oxford English Dictionary reveals, the term derives from the Latin word
apocalypsis which denotes uncovering or disclosing (OED). The
definition obviously points to that part of a nature of the phenomenon

that exposes what has not yet taken place. In this sense, the concept is



highly prophetic in nature. As Stephen O’Leary also points in his
Arguing the Apocalypse: A Theory of Millennial Rhetoric “[apocalypse], a
Greek word meaning revelation or unveiling, is...discourse that reveals
or makes manifest a vision of ultimate destiny, rendering immediate to
human audiences the ultimate End of the cosmos” (5-6). Dissecting the
word, James Aho points to an oxymoronic meaning of “birthing-at-
death” hidden in the word as apo suggests reversal and kalyptein
means “to uncover”, therefore defining a beginning at the point of an
end (65).

However, apocalypse is a much more complex term than this.
Being a deep-rooted, centuries-old but always fresh concept,
apocalypse has gained many associations from various fields of study,
from politics to literature, and from theology to economics, thereby
acquiring an interdisciplinary nature and today becoming what we
might call a paradigm. This attributes a sort of elasticity to the term
(Quinby xii). One of the reasons why the paradigm is used in such a
popular way is that it provides, as in the words of Lee Quinby, “the kind
of emotional drama we search for in trying to describe deep fear and
widespread misery in the world today” (xiii). Therefore, apocalypse is
an agent acting as the outlet for some of human feelings. Quinby
continues defining it as a term of celebration as well as of destruction,
as optimistic and pessimistic (xiii), therefore highlighting the duality of
feelings that the term harbors. In its association with death and
destruction apocalypse is pessimistic while it is optimistic in its
relation to rebirth.

As for the modes of apocalypse, Quinby suggests three divisions.
The first of these is called divine apocalypse which is “the apocalyptic

discourse and vision of religious fundamentalists who think that divine



design will bring the end of the world and provide a heavenly home for
the elect” (xv). The second one is called technological apocalypse which
has two subcategories, technological devastation (due to nuclear crisis,
environmental degradation, or mechanized dehumanization), and
technological salvation. The third mode is called ironic apocalypse
which is expressed through absurdist or nihilistic descriptions of
existence. According to this mode, there is an end to time but no rebirth
will follow. It is rather a dystopian view in that history has used itself
up (xvi). Out of these three modes, two are in sharp contrast: Believers
of divine apocalypse work as agents actively to bring about the end of
time since, as the elect, they will be saved. In contrast, believers of
ironic apocalypse are in total apathy. They know that the end is
imminent and near, and that they are not a part of an elect but there as
part of the unfortunate rest (xxi).

Frank Kermode in his article “Waiting for the End” attributes a
dual nature to apocalypse referring to “transition with decadence on
one side of it and renovation or renaissance on the other” (Kermode in
Bull 258). With these remarks, once more, the dual nature of
apocalypse is highlighted. This dichotomy has also been observed by
Krishan Kumar, the author of the article “Apocalypse, Millennium, and
Utopia Today” (205). Furthermore, Hans Magnus Enzensberger
summarizes this dual nature within the discourse of apocalypse as he
writes that “[the] idea of apocalypse has accompanied utopian thought
since its first beginnings, pursuing it like a shadow, like a reverse side
that cannot be left behind: without catastrophe, no millennium, without
apocalypse, no paradise” (74). Therefore, in its binary nature,
apocalypse proposes a vision of despair followed by hope, termination

followed by start, and destruction followed by renewal. This vision



suggests that “there will be an End: somehow sometime, the world will
be made new in a way that does not lead once again to ruin” (Clark 37).
Additionally, another term which should be clarified in this study
is apocalypticism. Apocalypticism is a form of eschatology which is the
idea that views historical events in the light of final events. In this
sense, it is also referred to as apocalyptic eschatology. Characterization
of apocalypticism would include firstly stating that it is a
“deterministic” phenomenon. In other words, apocalyptic eschatology
follows the principles of a linear and purposive model of history.
Secondly, it is “catastrophic,” meaning that life will reach an end
through violent and retributive means. Next, it should be noted that
apocalypticism is “historicist,” by which is meant that redemption is
bound to historical events, and such history deals not with individuals
but with communities. And last but not the least to mention is that
apocalypticism is “dualistic” in that apocalyptic vision works on a plane
of “good and evil, the Lamb and the Beast” (Robbins and Palmer 4-6).
Furthermore, David Bromley clarifies apocalypticism in his
article “Constructing Apocalypticism: Social and Cultural Elements of
Radical Organization.” He claims that apocalypticism is a term
borrowed from theology, thus easily overlapping with other concepts
like doomsday, utopianism, and millennialism (32). He takes
apocalypticism from a religious perspective and claims that
apocalypticism is built upon the prophetic method. More, he asserts that
apocalyptic eschatology is a social form that finds historical outlets
during times of crisis. Apocalyptic groups of these crises moments
ambivalently refuse the social order they live in and carry their hopes
and their identity to the formation of a new order which is to arrive

imminently and inevitably. What comes out as the result of these



expectations is a life between the expected end of the old order, which
is to come imminently, and the new one, which is to be born (32-33).
Culturally and socially, apocalypticism involves denial of the founding
principles of the dominant ideology; the idea behind this rejection
being that the present order does not carry the qualities that will fulfill
what is and must be but rather is in constant strife between what is and
what must be. Seeing this weakness in the so-called present order the
apocalyptic stance is to cast itself out from the existing social order and
prepare an order of its own which designs a new social order conscious
of the new world to come (34-35). That is to say that “apocalypticism
deconstructs the symbolic order created and sustained by the
dominant social order” (41). Therefore, apocalypticism as an idea is
world-shattering; it is radically innovative in proposing a new system
to the world. What is more, apocalypticism cannot be seen as a mere
vision of doomsday. Although what it proposes has to come through an
imminent catastrophe, what is promised in the end is rather new
creation over the transitional destruction (34-35). In terms of its
relation to time, on the other hand, Bromley observes that the
distinguishing point of apocalypticism is in its primary focus on the
future; both past and present are rendered less important. In some
cases when an imminent date for the arrival of apocalypse is set, the
present works only as a gateway to the future (36).

Eugen Weber's work Apocalypses: Prophecies, Cults, and
Millennial Beliefs through the Ages provides further explanation to the
nature of apocalypticism. Weber points out that “[if] apocalypticism is
about judgments, accountings, and ends, millennialism (or
millenarianism) is about new beginnings: restoration and

regeneration” (31). The relation shows that apocalypticism and

10



millennialism are strongly related. In this sense, the latter is another
term which should be briefly introduced in this study. Millennialism
can briefly be summarized as a term which suggests the political side of
apocalypticism. Catherine Wessinger, in her article called
“Millennialism With and Without Mayhem,” defines the term as being
the “audacious human belief that suffering and death, i.e., evil, will be
eliminated, so that collective (not simply individual) salvation is

accomplished on earth” (48). She continues explaining that

[the] term 'millennium’ originally referred to
a period of one thousand years foretold by
the New Testament Book of Revelation
(Apocalypse) to be the period of Christ’s reign
on earth. In scholarly use, ‘millennialism’
refers to belief in an earthly salvation, and no
longer implies belief that the kingdom of God
will last one thousand years...Millennialism in
its most general definition refers to the
expectation of an imminent and collective
earthly salvation accomplished according to a
divine or superhuman plan. (48)

Millennialism is divided into two branches of thought: premillennialism
and postmillennialism. The former predicts a universal catastrophe
from the divine being which will first destroy the world and then
establish the millennial salvation. In contrast, postmillennialism is the
expectation that the progress and reformation of human life to ever
better standards will cause the advancement of the millennium. When
compared, premillennialism is a more catastrophe-based view which
sees an uncontrollable existence of evil that is at work worsening
everything all the time unlike the optimistic approach of the
postmillennialism. For the former, Wessinger suggests a new term:

catastrophic millennialism. She goes on noting that the term

11



apocalypticism has most often been associated with catastrophic
millennialism. Therefore, apocalypticism is a synonym for
premillennialism. And for the latter, Wessinger suggests another new
term: progressive millennialism. This belief was strengthened especially
in the nineteenth century, with a belief that the world could be made
ready through prosperity for the arrival of Christ (49-50).

Having seen apocalypse as a term and as a leading idea that is
linked to several other fields of study, what would be the correct
determiner or collocation to describe the term most correctly? Is it a
phenomenon, a notion, a discourse, a paradigm, a scientific phrase, a
sort of rhetoric, an experience, a theory, a doctrine, or a developing
concept in the present age? Such a question, seeking a limitation to
such an elastic term, embodies its own trap. Therefore, the idea of the
End, or apocalypse, can be expressed in combinations of several of the
words in the question. Frank Kermode, for example, in his The Sense of
an Ending, uses paradigm to collocate with the term (93). Stephen
O’Leary uses the term discourse while defining it (my emphasis 5), and

chooses to call it a sort of rhetoric that

occupies a unique position with regard to
other disciplines or fields of inquiry. Since it
is explicitly concerned with the relationship
of texts and audiences, rhetoric enables the
critic to view apocalypse as both literary text
and social movement, and to incorporate
insights from sociology, psychology, history,
theology, and literary criticism without being
bound by the limitations of these fields. (195)

Therefore, it would be wrong to attempt to restrict the range of
meanings of apocalypse, and in this sense, this study will continue to

collocate apocalypse with other terms in such a non-limiting principle.
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Additionally, a brief look over the development or the history of
apocalyptic discourse in the twentieth century - the peak century of
apocalypse - might help to relate it better to the content of this study. In

1915, D. H. Lawrence, in a letter, wrote the following words:

[ am so sad for my country, for this great
wave of civilization, years, which is now
collapsing, that it is hard to live. So much
beauty and pathos of old things passing away
and no new things coming...the winter
stretches ahead, where all vision is lost and
all memory dies out. (378)

Lawrence’s remarks pointed to the decline of the values life had been
presenting as well as to the absence of any new tide of principles which
would make up a fresh life for his time. These words reflected
Lawrence’s hopelessly apocalyptic anxieties of the First World War. In
their harboring a sense of bleakness, the words recall Lee Quinby’s
afore-mentioned ironic apocalypse. Therefore, after the Great War, the
seeds of modernism watered by the war would immediately sprout and
try to revive the notion of life, though exhausted, and add a sense of
novelty, connecting the present with the past, through literature and
art.

However, during the period of modernist representation, despite
the First World War, what gave the twentieth century its character as a
century of apocalypse had not been awakened. The apocalyptic
concerns had been put to sleep for a long time since the failure of the
Millerite discourse which, through the end of the nineteenth century,
had determined the end of the world by fixing a specific year for it (as
1843), and found lots of supporters who had no worse to face than a

great disappointment (O’Leary 207-208). The First World War, despite
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what it brought, would not be enough to give birth to apocalyptic
expectations again. The twentieth century had to wait until the shock
created by the use of the Atomic Bomb before the apocalyptic would be
revived. In Eugen Weber’s words “[apocalypse] had come back to its
own, and it had done so...by liberating the energy of atoms” (200).
However, there was another major development which caused a
stirring and also a strengthening the apocalyptic tendency among
people: the foundation of Israel in the Middle East (O’Leary 209). Later
on, nuclear reactor disasters, like the one on Three Mile Island,
Pennsylvania in 1979, or the one with greater destructive effects in
Chernobyl in 1986, strengthened apocalyptic anxieties relating to
nuclear energy issues. With probable disasters haunting people’s minds
came also the idea of the end through ecological disasters which paved
the way to a more skeptical examination of such events as
overpopulation, water pollution, global warming, the greenhouse effect,
the hole in the ozone layer, meteors, cloning, nano-technology.
Therefore, the more twentieth century science has discovered, the
better apocalyptic feelings have been fed.

Towards the end of the sixteenth century, in 1583, in his
Anatomy of Abuses, Phillip Stubbs, interpreting the appearance of a
comet in 1577, prophesied the advent of a rapidly approaching

apocalypse with the following words:

The day of the Lord cannot be farre of. For
what wonderful portents, strong miracles,
fearful signes, and dreadful Judgments hath
he sente of late deis, as Preachers and
foretllers of his wrath, due unto us for our
impertinence and wickedness of life...have
we not seene Comets, blasing stares, firie
Drakes, men fighting in the ayre, most
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fearfully to behold? Hath not dame Nature
herself denied unto us her operation in
sending forth abortives, untimely births,
ugglesome monsters and fearful/misshapen
Cretaures both in man and beasts? So that it
seemeth all the Creatures of God are angry
with us, and threaten us with destruction,
and yet we are nothing at all amended! (alas)
what shal become of us! (qtd. in Fischer-
Lichte 71)

Seeing the fear-inflicting tone of these words, it can be claimed that
each century finds its own signs for apocalypse. The appearance of a
comet, or seeing some shooting stars, premature births, and the birth of
deformed newborns, which now would not even make news for local
newspapers, were once taken as signs of the imminent End. The belief
of the End through a comet strike and calculations on such a possibility
continued throughout the nineteenth century as well (Weber 120). So
far, so long, the present civilization of humanity has already managed
to chase after comets, and after apocalypses, but never had the sense
become as intense as it became in the twentieth century. Although
Weber suggests an equal degree of apocalyptic spirit for each era when

he writes

[all] ages are marked by evils, lawlessness,
social disorders and upheavals, breakdown of
morality and family, perils, turbulence and
troubles that can serve as signs and stimulate
expectations. They are portents; and there
are always portents, always apocalyptic
apprehensions, (33)

it can still be claimed that the twentieth century can be distinguished as

the most apocalyptic century of all in that it was in this century that
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certain happenings in the world, which can clearly be associated with
the End, reached a peak. Predominantly for the Western world,
apocalyptic discussions never ceased to exist during the twentieth
century. This was due to major global developments which took place
during the centurys3. As a result, it can be argued that the End appeared
more clearly than ever. As Quinby also suggests “[the] frequency and
extent of warfare, urban decay, economic decline, increasing levels of
personal violence all contributed to the idea of an end of the times” in
this century (xix).

Another reason why the century was the most apocalyptic can be
observed in the idea that in this century it became clear that human
beings, themselves, could bring forth the end of everything, due to the
use of nuclear power for destructive means. The idea of attempting to
destroy everything through weapons of mass destruction was not new
but it was strengthened by the use of nuclear technology. As Steven
Goldsmith observes in his book Unbuilding Jerusalem: Apocalypse and
Romantic Representation “[after] the turn of the nineteen century,
European culture widely admired a jolting apocalyptic image,
especially in those pictures of modern cities reduced to ruins, and such
images have continued to exercise a fascination well into our nuclear
era” (214). Likewise, Quinby detects the apocalyptic spirit of the
century which gives way to the possibility of a man-made End with the

following words:

3 These major global developments were the First World War, the Second
World War, the emergence of a nuclear threat, the Cold War, genocides such
as in Cambodia, Rwanda, or Bosnia, warnings of approaching climactic and
ecological disasters like global warning, continuing warfare, terrorism,
increase in crime, decreasing value given to human life, increase in violence
and sexual exploitation, the emergence and spread of AIDS as an incurable
disease, the rapid reach of computer technology to each part of human life,
expectations or apprehensions centered around the year 2000, and so on.

16



Like the apocalypse of the first and second
centuries and the apocalypse of Puritan
colonization, the Revolutionary War, and the
Civil War, twentieth century apocalypse is a
system of logic that understands mundane
and momentous events in relation to the
belief that the end of time is near. Unlike
these earlier versions of apocalyptic
expression, there is one key characteristic of
twentieth century apocalypse that was
simply unthinkable in earlier eras:
humanity’s capacity to end the world.
Although pre-twentieth-century forms of
apocalypse have had any number of internal
differences, they have all held the belief that
God was the source of both revelation and
destruction. (xx)

The idea of the likelihood of a man-made apocalypse has grown
around the possibility of a huge war in which countries use nuclear
weapons. The idea originated at the end of the Second World War,
when the United States destroyed Hiroshima and Nagasaki with the
Atomic Bomb. David Seed sees the use of the weapon as “a turning
point in the natural and political order so radical as to be apocalyptic”
(88). In addition, O’Leary labels the Atomic Bomb as one of the two
factors which characterize the apocalyptic spirit of the twentieth
century (209). From that day onwards, an irreversible suspicion arose
and nuclear power has been seen as the possible catalysis of the End, if
not only of anxieties relating to it.

The possibility of the use of nuclear power as a means of
bringing an end to life also meant the transformation of the orthodox
apocalyptic vision, which was based solely on religion, to more secular

and scientific terms since it would be under human initiative to
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produce and use nuclear means to destroy everything. During previous
centuries the End was tied to mostly religious developments. Walter
Klaassen in his work Living at the End of the Ages: Apocalyptic
Expectation in the Radical Reformation observes this with the words

below:

The common European conviction in the
1520s that the End was near produced in
some quarters a short-range view of how to
respond to the future. If the End is near, there
is no point in making long-range plans. Long-
range plans and visions emerge when
apocalyptic expectation wanes as happened
in the fourth and fifth centuries C.E. when the
conversion of Constantine came to be seen as
the beginning of the Millennium. It happened
again in the seventeenth century, for example
through the work of Francis Bacon. But in the
sixteenth century few Europeans expected a
“brave new world”; rather they feared their
world’s final demise. The reformation was
not seen as the beginning of the “modern”
period of history but as the prelude to the
End of all history. (117)

However, with the twentieth century, science became a new religion
which could promise its own apocalypse. Secularization of thought,
which had gained impetus during the nineteenth century - the so-called
age of progress, continued throughout the twentieth century in which,
instead of religion, “natural sciences offered...information in more
convincing terms, while the social sciences questioned the essential
truth of religions” (Weber 193). Nonetheless, although there has been a
gradual and consistent secularization of viewpoints, the apocalyptic

perspective has never been out of fashion. This might be partly because,
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whether through religious doctrines or through science, people need to
have a feeling of the End, as mentioned earlier.

On the other hand, it would be too limiting to claim that in the
twentieth century the popularity of scientific knowledge erased the
religious entirely. Marina Benjamin, in her book called Living at the End
of the World, compares science and religion in the apocalyptic twentieth
century context with the following words: “No: science cannot replace
religious hope, it can only offer as an alternative the thrills, both
exciting and terrifying, of possibility. And possibility is not the same as
hope, just as heritage is not history and indefinite self-preservation is
not immortality” (259). Therefore, to associate the scientific - the use of
nuclear power - with the religious could be possible especially for the
second half of the twentieth century, as the following words from the
Bible seem to allude to the effects of the bomb: “The heavens shall pass
away with a great noise, and the elements shall melt with fervent heat,
the earth also and the works that are therein shall be burned up”
(Internet source 1, The Holy Bible, 2 Peter 3:10). Belief in religiously
esoteric happenings was developing side by side with technological

developments. Weber’s researches show that

[between] 1945 and 1952, some 2000
miracles were investigated in countries
behind the Iron Curtain; between 1930 and
1950, the church in Western Europe
investigated thirty series of Marial
apparitions and some 3000 individual girls

and boys who brushed against the sacred.
(200)

Such religious interpretations found public interest especially in

America. The Late Great Planet Earth (1970) by Hal Lindsey played an
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important role in this. The book was a modern day prophecy book.
Lindsey tied several major developments (like the use of the atom
bomb and the foundation of Israel) to the imminently approaching
apocalypse which the century would inescapably witness. His tone of
narration tied the religious with the End. Paul Boyer in his book When
Time Shall Be No More: Prophecy Belief in Modern American Culture,

mentioned Lindsey and his book saying that

Lindsey in this book of great popular effect
turned the Bible into a manual of atomic age
combat..For page after page, Lindsey
systematically went through the apocalyptic
scriptures, mechanically transcribing every
phrase and image into the vocabulary of
Pentagon strategists. (127)

Thus, what can be called the Lindsey-effect — the tying of world politics
(as well as technological developments) to apocalyptic anxieties
through religious sayings in a time of rapidly secularized global
balances - captured attention, and became another factor to strengthen
the idea of the End in the second half of the twentieth century.

Actually, at the core of all discussions relating to the End,
whether they are through science or through religious sayings or
through an alliance of both, has lain primarily the idea of the End of
Man. If there will be an apocalypse, it will primarily be affecting
mankind. For the twentieth century, science seems to be an important
agent in the discussion of the End of man. Michel Foucault in The Order
of Things (1966) announced the End of man and its relation to science

with the following words:

When natural history becomes biology, when
the analysis of wealth becomes economics,
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when, above all, reflection upon language
becomes philology, and Classical discourse, in
which being and representation found their
common locus, is eclipsed, then, in the
profound upheaval of such an archeological
mutation, man appears in his ambiguous
position as an object of knowledge and as a
subject that knows. (312)

Therefore, science - man’s own creation - was seen to have changed
the order of things, and man as the subject turned out to be the object
throughout the twentieth century. He was no longer seen as a supreme
being who could define what he was able to produce. Quite the
opposite, he would be defined by his own productions. For Foucault,
Man was debased due to the density of the culture of productions he
produced, and what he produced might have even told truth better. He

explains this as he writes:

In one sense, man is governed by labour, life,
and language: his concrete existence finds its
determinations in them; it is possible to have
access to him only through his words, his
organism, the object he makes - as though it
is they who possess the truth in the first place
(and they alone perhaps); and he, as soon as
he thinks, merely unveils himself to his own
eyes in the form of a being who is already, in
a necessarily subjacent density, in an
irreducible anteriority, a living being, an
instrument of production, a vehicle for words
which exist before him. (313)

Man was no longer Pico Della Mirandola’s Renaissance dignified type,
nor had he the seemliness that the Classical period had bequeathed. He
had to face his finitude the process of which had already started.

Foucault prophesied Man’s erosion from history through science as
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[all]] these contents that [man’s] knowledge
reveals to him as exterior to himself, and
older than his own birth, anticipate him,
overhang him with all their solidity, and
traverse him as though he were merely an
object of nature, a face doomed to be erased
in the course of history. (313)

Foucault was not the only researcher of the twentieth century
who opened a discussion of the End of Man in the upcoming course of
history. James A. Aho, for example, in his article “The Apocalypse of
Modernity” shows the whole period of modernity as the cause of a
future apocalypse for Man. For Aho, Man has become the center and
unchanging component of modernity, yet he has experienced a
structural collapse. Aho explains Man’s demise by claiming that Man
became the center of the modern world due to God’s gradual death in
Western civilizations. As God receded from the world, Man himself had
to fill the void and become the center of the modern world. Man came
to the foreground with his self or ego and this has brought forward the
apocalypse of modernity. Later on, Man, the collapsed and fragmented
center of modernity, otherwise called the apocalypse of modernity,
gave way to two new revelations: these have been called the linguistic
turn (or postmodernism) and fundamentalism (or millennialism) (62-
63). The second line of argument James Aho maintains in relation to his
modernity as the mother of apocalypse is developed through the idea of
liberalism-born-plurality. The type of man lying at the foundation of
modernity was an essential Euro-American man. This meant a kind of
denial of humanity to non-Europeans. Yet, as liberalism progressed so
did modernism’s recognition of the non-Europeans. Liberalism meant

that non-Europeans are seen as thinking and intelligible human-beings,
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too. Therefore, they were worthy of freedom as well. Out of this claim
was born a recognition of the plurality of man; there were now types of
man, or “man selves” like Africans, Muslims, and Native Americans.
Following the plurality of man, there arose Woman with her own her-
story. The essential Woman at first was a woman with college
education, middle class Caucasian Euro-American female. This type
later shattered and new types, rather in lower-case, of women of
different races and classes came out. Each new type wished to be
recognized. Later, the course of this process got more complex as, for
example, newer types, like homosexuals, arose and claimed rights for
themselves (63-65). To sum up in Aho’s words, “as modernity’s
imperial destiny has unfolded...the very triumph of modernity has
occasioned apocalypticism” (65).

The plight of man between the two World Wars can further
illustrate the twentieth century as an age of the End of Man. The period
became a time of de-individualization of the individualized person.

Erika Fischer-Lichte summarizes this process with the following words:

It was science which first challenged man as
an individual in that it explained man’'s
behaviour by taking recourse to general laws
- in psychoanalysis to basic human urges, in
sociology to economic, social and political
laws, in anthropology and ethnology to
phylogenetic development. Next, the use of
human life as fodder in the First World War
degraded the individual to an
interchangeable object, something to be
replaced and reproduced at any time as well
as a pure instrument of destruction.
Ultimately, man was annulled by fascism and
Stalinism into a no longer identifiable
element of the great masses called people’s
community or communist society. Defined in
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this way, the masses usurped the place of the
individual and became the generally valid
one, ultimately, the only recognized factor of
identity; anyone who did not let himself be
subsumed by this concept was mercilessly
excluded - even if it meant physical
destruction. The search towards a ‘new’, non-
individual man had fallen on a dangerous,
misguided path which led to the regressive
annihilation of the self and total submersion
in a faceless crowd, which released the
individual’s basest instincts, stimulated his
childish  fantasies of power in an
irresponsible way and provoked his
regression into unlimited barbarity. (298)

Therefore, the above-mentioned plurality of types of man who had
grown a supra self in the absence of God was taken under control by the
new supra powers like Science, or Fascism, or Communism, their
common goal being de-individualization, hence the End, of conscious
man. On the one hand, man’s self-centeredness throughout modernity,
on the other, the de-individualization process between the two world
wars carried and paved the way for the idea of Man’s End. Frederic
Jameson also touches on this twentieth century erosion of the
individual in his book Postmodernism or, the Cultural Logic of Late
Capitalism where he prefers to use term “subject” instead of Man and

maintains that the issue is highly significant in contemporary theory:

Such terms inevitably recall one of the most
fashionable themes in contemporary theory,
that of the ‘death’ of the subject itself - the
end of the autonomous bourgeois monad or
ego or individual - and the accompanying
stress, whether as some new moral ideal or
as empirical description, on the decentering
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of that formerly centered subject or psyche.
(14-15)

In addition to all this, James Berger's approach towards the
twentieth century and its apocalyptic spirit deserves attention. Berger
in his article “Twentieth Century Apocalypse: Forecasts and
Aftermaths” states that the apocalyptic fervor that was there
throughout the twentieth century lost its public interest right at the
end of the century (387). There were mainly three causes for this
evaporation of apocalyptic feeling: firstly, no great global crisis took
place after the Cold War. There were no new Soviet Unions around to
be addressed as an Anti-Christ. Secondly, the apparent prosperity
brought forward by global capitalism thwarted apocalyptic
expectations. And thirdly, there emerged a widespread apocalyptic
fatigue which led to the idea that apocalypse had already occurred
(388). Therefore, what Berger suggests is the idea that apocalypse had
already occurred during the twentieth century and it was already a
part of the history at the end of the century. That is also to say that
apocalypse was then within history. This idea is apparent in his

following words:

We know what the end of the world looks
like. We know because we’ve seen it, we've
seen it because it's happened. The images of
Nazi death camps, of mushroom clouds and
human silhouettes burned onto pavements,
of not just massacres but genocides in a
dozen places, of urban wastelands and
ecological devastation are all part of our
cultural heritage. Apocalypse is our history,
what difference does a change in the calendar
make? (388)
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Jean Baudrillard also shares the same vision as he writes in his

“The Anorexic Ruins”:

The pole of reckoning, dénouement, and
apocalypse (in the good and bad sense of the
word), which we had been able to postpone
until the infiniteness of the Day of Judgment,
this pole has come infinitely closer, and...that
we have already passed it unawares and now
find ourselves in the situation of having
overextended our own finalities, of having
short-circuited our own perspectives, and of
already being in the hereafter, that is, without
horizon and without hope. (34)

The apocalypse has already taken place. What the world lives is the
period of post-apocalypse. Berger stretches the history of post-
apocalypse back to the French Revolution claiming that event as the
first truly apocalyptic development of modern times (388-389). In the
twentieth century, modernism became the first mouthpiece of
apocalypse of the century. There were two groups of modernist
apocalypticists. The first group involved those who wrote after the
First World War and inaugurated the representations of post-

apocalyptic literature. Berger points that

[for] Yeats...the twentieth century marked
the final days of his apocalyptic gyre, which
then would turn, renewed, to begin again.
Eliot's The Waste Land was placed between
the material and cultural catastrophe of the
First World War and an unnamable
revelation that would culminate and redeem
the world’s devastation. (389)
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Then, there was a second search for a greater catastrophe to reveal “the
full meaning of civilization’s failures” (389). This greater catastrophe
arrived with the Second World War (389). The event sealed all, it was
the final blow, and the End completed itself. After the Second World
War, the expression of apocalypse became “a matter of retrospection”
(390). “The world...was a ruin, a remnant...Nothing more could be
revealed. All subsequent, post-apocalyptic destruction would be
absolutely without meaning, mere repetition” (390).

For the postwar apocalyptic expression, Berger observes four
areas of representation: nuclear war, Jewish Holocaust, apocalypses of
liberation (feminist, postcolonial, African American), and
postmodernity. Narratives of apocalypse through nuclear disaster were
based on an inevitable progression of technology. This mode stresses
the absurd nature of nuclear annihilation (390). Still other
representations of this mode stressed that the post-apocalyptic
condition was reflected through the representation of a mutated
language whose referents have been “destroyed and forgotten” (ibid).
Beckett’s Clov in Endgame who says “I say to myself that the earth is
extinguished, though I never saw it lit” (81) is an example for this.
Michael Clifford also points out this relation between language and the

apocalypse when he writes

Man has been effected, produced, in the
impact of language itself; and it will no doubt
be in language that man is erased, displaced,
dissolved. But it will not be in a language that
this erasure will be accomplished. Rather, it
will be in the thinking that emerges out of a
language in which man is not the ground,
foundation, or telos of philosophical
reflection. (221)
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The second line of narratives Berger mentions is those of the Jewish
Holocaust which “is portrayed as the revelatory, traumatic, apocalyptic
fulcrum of the twentieth century” (391). Apocalypses of liberation, on
the other hand, meant the end of white, male, Euro-American colonial
and heterosexist domination. These were the texts of Afro American,
feminist, and postcolonial writers. These narratives destroy the old and
create the new as in Toni Morrison’s Beloved (391). Berger sees
postmodernity as the last area of post-apocalyptic representation.
Frederick Jameson in his Postmodernism, or the Cultural Logic of Late
Capitalism supports Berger when he defines postmodernism as “an
inverted millenarianism” informed by “senses of the end of this and
that (the end of ideology, art, or social class...)” (1). Therefore,
postmodernism is a form of apocalyptic discourse, and is born out of it
as the last offspring of the twentieth century apocalyptic spirit.

The relationship between apocalypse and postmodernism - the
shaping spirit of the age in which 1990s In-Yer-Face was born - should
also be clarified. Apocalypse of the postmodernism or postmodern
apocalypse is “a version of the apocalypse that dwells obsessively on
the end, without any expectation of a new beginning” (Kumar in Bull
207). Therefore, postmodern apocalypse promises neither hope, nor
regeneration, nor redemption, nor future. In this sense, postmodernism
deconstructs apocalypse since it deprives apocalypse of its
complementary half, the one that reveals, thereby obstructing its
traditional meaning. An apocalypse that promises no hope afterwards
can be seen as a deformed or incomplete apocalypse.

Deconstructed, deformed or incomplete or not, the convergence
of the apocalyptic (revelation of the end) and the postmodern (the end
of Order, Art, History, Truth, Religion, and so on) has been
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strengthened through the critiques of postmodern theorists since the
1960s. Many theoreticians of postmodernism have adopted apocalyptic
rhetoric in their studies. Jacques Derrida, for example, in his article
“The Ends of Man” (1969) approaches apocalypse from the
fundamental discussion point relating to the discourse: the End of Man.
He writes that “[this] is the end of finite man, the end of the finitude of
man, the unity of the finite and the infinite...” (41). He sees the
existence of man as bound to the existence of the thought of man in
metaphysics when he points out that “[the] idea of the end of man
is...always already prescribed in metaphysics, in the thought of the
truth of man” (42). Therefore, deconstruction of metaphysics where
“[the] name of man has always been inscribed” (44) also brings the end
of man. Michael Clifford, in his “Postmortem Thought and the End of
Man,” summarizes the relation of the End of Man to the end of

metaphysics with the following words:

The death of God means the end of man. The
end of man requires the end of metaphysics.
The end of man heralds the possibility of a
space in which it is once more possible to
think. To think requires thought's liberation
from metaphysics. Thinking requires a
language that can speak ‘outside of/free
from’ the arche of metaphysical discourse.
(219)

Nearly a decade later in 1978, Derrida would continue philosophizing
with apocalyptic rhetoric when, for example, in his article “Structure,
Sign, and Play,” he would define the image of the birth of a form of an
idea “under the species of the nonspecies, in the formless, mute, infant
and terrifying form of monstrosity” (293). Then, in 1984, Derrida

furthered his discussion of the End by appropriating an “apocalyptic
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tone” into his argumentation. In his “Of an Apocalyptic Tone Recently
Adopted in Philosophy” he claims a variety of fields of study for
apocalypse from prophecy to eschatology, from Johannine vision* to
mystagogy®, from truth to unveiling of secrets. Derrida finds the
meaning of apocalypse more in its nature of revealing, unveiling, or
disclosing. Through apocalypse one “[reveals] the thing that can be a
part of the body, the head or the eyes, a secret part, the sex or whatever
might be hidden, a secret thing, the thing to be dissembled, a thing that
is neither shown nor said...” (4). Therefore, it must be this revelatory
nature of apocalypse that grants it a spacious zone of interpretation. An
example of this is Derrida’s seeing an apocalypse in circumcision when
he writes “...the idea of laying bare, of specifically apocalyptic unveiling,
of the disclosure that lets be seen what to then remained enveloped,
secluded, held back, for example, the body when the clothes are
removed or the glans when the foreskin is removed in circumcision”
(5). Derrida sees “truth” as the ultimate outcome of apocalyptic
signification. When apocalypse unveils anything hidden, truth is out.
“No truth, no apocalypse” (“No Apocalypse, Not Now” 24). Therefore,

what is revealed is truth; and the End is truth:

Whoever takes on the apocalyptic tone comes
to signify to, if not tell, you something. What?
The truth, of course, and to signify to you that
it reveals the truth to you; the tone is the
revelatory of some  unveiling in
process...truth itself is the end, the
destination, and that truth unveils itself is the
advent of the end. Truth is the end and the

4 “Johannine vision” refers to St John’s apocalyptic prophecises in the last
book of the New Testament, also known as Revelation.

5> “Mystagogy” refers to the doctrines and principles of mysticism.
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instance of the last judgment. The structure
of truth here would be apocalyptic. And that
is why there would not be any truth of the
apocalypse that is not the truth of truth.
(Derrida 1984: 24)

Furthermore, it is in this article with the following words that Derrida

makes his most true-to-the-postmodern claim about the End:

[ tell you this in truth; this is not only the end
of this here and but also and first of that
there, the end of history, the end of the class
struggle, the end of the reason of the death of
God, the end of religions, the end of
Christianity, and morals...the end of the
subject, the end of man, the end of the West,
the end of Oedipus, the end of the earth,
Apocalypse Now, 1 tell you, in the cataclysm,
the fire, the blood, the fundamental
earthquake, the napalm descending from the
sky by helicopters, like prostitutes, and also
the end of literature, the end of painting, art
as a thing of the past, the end of
psychoanalysis, the end of the university, the
end of phallocentrism and phallogocentrism,
and [ don’t know what else? And whoever
would come to refine, to say the finest fine [le
fin du fin], namely the end of the end [la fin de
la fin], the end of the ends... (21)

He denies the discourse of the End as it was known. This is where
postmodern deconstruction and apocalypse as two phenomena come
closest. Derrida equalizes two discourses by binding them with an
intertwining affinity. Despite the fact that Derrida tries to demystify the
discourse of apocalypse, and despite his disbelief in what apocalypse

signifies, he cannot escape from the apocalyptic language in discussing
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the discourse in his article. This paradoxical trap Derrida finds himself

in is openly admitted when he writes the following words:

That 1 have multiplied the distinctions
between closure and end, that [ was aware of
speaking of discourses on the end rather than
announcing the end, that I intended to
analyse a genre rather than practice it, and
even when I would practice it, to do so with
this ironic genre clause wherein [ tried to
show that this clause never belonged to the
genre itself; nevertheless, for the reasons I
gave a few minutes ago, all language on
apocalypse is also apocalyptic and cannot be
excluded from its object. (30)

Derrida finalizes his points in this article by strengthening his “the end
of the end” when he, one more time, ironically, uses a prophetic tone of

announcement:

| tell you this, I have come to tell you this,
there is not, there has never been, there will
never be apocalypse...There is the apocalypse
without apocalypse...The without marks an
internal and external catastrophe of the
apocalypse...Here the catastrophe would
perhaps be of the apocalypse itself, its fold
and its end, a closure without end, an end
without end. (35)

Therefore, Derridean apocalypse is an apocalypse without an end. It
does not express the sense of an ending; rather, it gives the sense of a
pending for apocalypse. It is not imminent because it is not there to be
there for the imminence.

Derrida renews and resumes his discussion on apocalyptic terms

in his article “No Apocalypse, Not Now” where he works on another
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apocalyptic zone: the threat of a nuclear war. In this article, Derrida
sees the existence of the nuclear weapons and the threat they emanate
as another form of what he calls “speed races” (20). He then questions
the phenomenon of “the nuclear age” and claims that “the phenomenon
is fabulously textual...to the extent that, for the moment, a nuclear war
has not taken place: one can only talk and write about it” (23).
Therefore, since it did not occur and exists only in the textual level, it is
“a non-event” and “a fable” (ibid.). By asking the following questions,
Derrida hints that modern people deep down have a desire to render
this apocalyptic fable real: “Who can swear that our unconscious is not
expecting [a nuclear war]? dreaming of it, desiring it?” (ibid.). In this
question is also implied a masochistic undercurrent Derrida can
observe in people desirous of the End. He further asserts that it is this
fable that shapes most of the culture of his time: it is only this fable that
“motivates, structures not only the army, diplomacy, politics, but the
whole of the human socius today, everything that is named by the old
words culture, civilization...”(ibid.). Carrying his argumentation to the
fields of literature and criticism, Derrida puts forth that the
phenomenon exposes a quality of “being-for-the-first-time-and-
perhaps-for-the-last-[timeness]” in minds in that it reminds one of “a
possibility of an irreversible destruction, leaving no traces, of the
juridico-literary archive - that is, total destruction of the basis of
literature and criticism” (26). From this point Derrida derives his
observation that postmodern deconstruction is a nuclear age discourse.
Talking of a total destruction caused by a nuclear war, he says the

following:

Here we are dealing hypothetically with a
total and remainderless destruction of the
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archive. This destruction would take place for
the first time and it would lack any common
proportion with, for example, the burning of
a library, even that of Alexandria, which
occasioned so many written accounts and
nourished so many literatures. The
hypothesis of this total destruction watches
over deconstruction, it guides its footsteps; it
becomes possible to recognize, in the light, so
to speak, of that hypothesis, of that fantasy,
or phantasm, the characteristic structures
and historicity of the discourses, strategies,
texts, or institutions to be deconstructed.
That is why deconstruction, at least what is
being advanced today in its name, belongs to
the nuclear age. (27)

All this that Derrida questions in his “No Apocalypse, Not Now”
particularly expresses to what extent the phenomenon of a nuclear
war, though only fabulous, is effective in shaping the culture of the
second half of the century, is an intermediary concept that links
apocalypse and deconstruction - the gist of postmodernism -, while it,
in general, shows how Derrida furthered his problematizing
apocalyptic discourse.

Derrida maintains his examination of apocalyptic discourse one
more time in an interview called “The Rhetoric of Drugs” (1989). Here,
Derrida mainly answers questions relating to the phenomenon of drugs
in the modern era. Drug addiction and the user’s easy repetition of the
act “alone or otherwise, in private or in public” (5) leads Derrida to
connect the issue to “one of the major events facing humanity, one of
the most revealing and...one of the most “apocalyptic” in its most
essential and “interior” history - that is AIDS” (5-6). After highlighting
the apocalyptic spirit of his era through the non-event nuclear war in

his “No Apocalypse, Not Now”, Derrida brings forth the issue this time
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through an experienced reality - a reality of a disease that weakens and
then kills human beings. Even to the best of the deconstructionist
philosophers, the reality of the disease is too gross to deny the
apocalypticism it inspires. In this sense, Derrida announces AIDS and
its “virus (which belongs neither to life nor to death)” a reality of the
modern era, and from which “considering its spatial and temporal
dimensions, its structure of relays and delays, no human being is ever
safe” (20), thereby underlining the apocalypticism of the period paving
the path especially to the last decade of the century.

Steven Goldsmith sees the relation of apocalypse to
postmodernism through the latter’s association with aesthetization.
Goldsmith maintains that with postmodernism apocalypse ascends
from its historical zone of interpretation to “aesthetic surfaces” (2). He

writes:

The postmodern apocalypse belongs to an old
habit of privileging aesthetic concerns over
history and politics, an old habit of elevating
form above content, that links it not only to
some aspects of modernism and romanticism
but even to tensions within the earliest
apocalyptic texts themselves. (4)

Besides, he claims that postmodern apocalypse is a formal aesthetic
also because “[apocalypse] uncontaminated by anything other than its
own terms, apocalypse apocalyptically conceived, refers neither to
mind nor to nature; apocalypse is linguistic and nothing but linguistic”
(16). This strengthens James Aho’s afore-mentioned observation of
“the linguistic turn (postmodernism)” which emerged as a result of the
apocalypse of modernity. As Goldsmith notes even the foremost text of

Christian apocalypse, John’s Revelation itself 1is linguistically
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apocalyptic: it tells of a military victory, which is also a linguistic
victory, preparing the formation of the New Jerusalem. The forces of
Christ, the Logos or the Word defeat the forces of the Whore of
Babylon, a linguistically-rooted figure as representing the fallen
language derived from the tower of Babel (Goldsmith 20). Thus,
Goldsmith believes that apocalypse has turned out to be a formal
discourse, an aesthetic, which receives responses of study for its
content. Northrop Frye strengthens the view that sees apocalypse as
aesthetic in the postmodern period. For Frye, apocalypse suggests the
“climactic literary achievement” (qtd. in Goldsmith 9). Frye explains the
formal quality of this literary achievement with the following words in

his Anatomy of Criticism:

Nature is now inside the mind of an infinite
man who builds his cities out of the Milky
Way. This is not reality, but it is the
conceivable or imaginative limit of desire,
which is infinite, eternal, and hence
apocalyptic. By an apocalypse [ mean
primarily the imaginative conception of the
whole nature as the content of an infinite and
eternal living body which, if not human, is
closer to being human than to being
inanimate. (119)

Therefore, for Frye apocalypse exists in the mind of a humanly being
that is capable of seeing it as an “imaginative conception” in its
unreality, which renders the concept aesthetic. That the postmodern
apocalypse is a formal aesthetic also finds support from Derrida who,
in his “Of an Apocalyptic Tone Recently Adopted in Philosophy,” writes
that “[if] the apocalypse reveals, it is first of all the revelation of the

apocalypse, the self-presentation of the apocalyptic structure of
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language, of writing, of the experience of presence, in other words of
the text or mark in general” (27-28). The apocalyptic “designates the
announcement itself and no longer what is announced, the discourse
revealing the to-come or even the end of the world rather than what it
says, the truth of the revelation rather than the revealed truth” (28).
These remarks show that apocalyptic work firstly refers to its
apocalyptic style, rendering itself primarily an aesthetic form of work
over its content.

In addition, Herman Rapaport in his “Deconstructing Apocalyptic
Rhetoric: Ashbery, Derrida, Blanchot” accounts for the reason why
apocalypse is rendered rather aesthetic by postmodernism, when he

writes that the postmodern writer does not

make cataclysm or disaster climactic or
apocalyptic in the sense we usually have of
the word. He takes catastrophe as something
pervasive and banal, so ubiquitous and
monotonous, that we live this end of man to
the end each day, exist against the backdrop
of a deathwork..whose style we have
become... [The] disaster is...tediously
inhabited as a style of life whose oppression
lacks a certain density or weight, whose
oppression is even luminous and inviting, an
enveloping disaster in whose end we are
eternally suspended. (389)

These words suggest that during the postmodern period apocalypse
was welcomed by a life which had already lost its energy to meet
another ending through apocalypse. Contentwise, apocalypse had
already proved itself by means of several groundbreaking catastrophes

the world had experienced; for the postmodern era what was left of
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apocalypse was on the formal level. Apocalypse had lost its own style
and it became stylized itself.

Jean Baudrillard also contributes to the argument of postmodern
apocalypse. Baudrillard, in his The Illusion of the End, firstly handles
apocalypse from an economic point of view. He asserts a material end

for most of the societies of the world, as he writes:

No solution has been found to the dramatic
situation of the under-developed, and none
will be found since their drama has now been
overtaken by that of the overdeveloped, of
the rich nations. The psycho drama of
congestion, saturation, super-abundance,
neurosis and the breaking of blood vessels
which haunts us - the drama of the excess of
means over ends - calls more urgently for
attention than that of penury, lack and
poverty. That is where the most imminent
danger of catastrophe resides, in the societies
which have run out of emptiness. (71)

This approach is in accordance with Berger’s afore-stated second cause
for the lack of interest in the apocalypse at the end of the century: a
deluding prosperity introduced by capitalist property. Here, the word
“emptiness” seems to have a double meaning, referring both to a
sensual and to a physical nullity. Baudrillard describes the
contemporary Western society whose members try to get rid of the
excess of life that puts heavy psychological burdens over them. In the
material sense, Western societies seem to have satisfied the sense of
possession, have come to the end of the journey of attainment and
desire, in other words have reached the end point and are waiting
there for a revolution, which may take them back to the bare

necessities of life where life would gain more meaning. In this sense,
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Baudrillard’s contemporaries - people of the 1990s when he wrote his
book - can be seen to be trying to bring an end by themselves, or at
least to be in a search of it. “Because it is unable to escape it, humanity
will pretend to be the author of its destiny. Because it cannot escape
being confronted with an end which is uncertain or governed by fate, it
will prefer to stage its own death as a species” (Baudrillard 71).
Furthermore, Baudrillard claims that there is no more the feeling of the
arrival of an End, the hope for an End has been exhausted. Seeing the
beginning of the end of the End in nuclear threat, Baudrillard asserts

that

We had come close to this philosophy with
the atomic age. Alas, the balance of terror
suspended the ultimate event, then
postponed it for ever and, now deterrence
has succeeded, we have to get used to the
idea that there is no end any longer, there will
no longer be any end, that history itself has
become interminable...there will be no end to
anything. (116)

Taking his language into the medical sphere he continues “[because], at
bottom, all these things are already dead and, rather than have a happy
or tragic resolution, a destiny, we shall have a thwarted end, a
homeopathic end, an end distilled into all the various metastases of the
refusal of death” (ibid). In relation to his idea of the end of the End,
Baudrillard observes a disbelief in Biblical apocalypse in the world of
his day. He claims that the Apocalypse of the Bible is as theoretical as
the Big Bang theory. Like the Big Bang, Biblical Apocalypse will never
be made sure for people (119). “Even the idea of putting an end to our
planet by an atomic clash is futile and superfluous” (ibid.). What

Baudrillard claims is that the modern era has created its own “virtual”
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apocalypse which denies the reality of Biblical Apocalypse and this
virtual apocalypse will not take place in the future, “it is here and now”
(ibid.). There was an attempt to end us all through bombs
“manufactured by us, designed...the better to end it all,” yet “we have
now put that end into satellite form, like all those finalities which, once
transcendent, have now become purely and simply orbital” (ibid.). This
satellite of our end covers us continually. Therefore, people are
“encircled by [their] own end and incapable of getting it to land, of
bringing it back to earth” (ibid.). Therefore, people imagine an end
which will bring no actual end. Yet this feeling that the end haunts us
will always be present. Baudrillard finalizes his point with a play on
words which suits the argument when he writes “[things] are in a state
which is literally definitive - neither finished, nor infinite, nor definite,
but de-finitive that is, deprived of its end” (120).

What has been stated so far shows that the idea of apocalypse or
the End is a deep-rooted cultural element in the Western world. Besides
being a sense, as has earlier been mentioned, that necessitates finals in
the course of life, the End can also be seen as a mindset which has been
unconsciously implanted into people’s minds and by which many
people see, perceive, believe, write, and read. As M. H. Abrams in his
Natural Supernaturalism also notes “[over] the centuries the last act of
drama of history has powerfully and insistently shaped the intellection
and imagination of Western man” (37). Kermode also strengthens this
idea when he asserts that “the notion of an End-dominated age of
transition has passed into our consciousness, and modified our
attitudes...” (1967: 13-14). Derrida agrees with this when he writes
“the West has been dominated by a powerful program that was also an

untransgressible contract among discourses of the end” (“Of an

40



Apocalyptic Tone” 20). So, how is this deep-rooted and in a sense
esemplastic® discourse reflected in literature, particularly in drama,
literature being an important element of the Western culture?

Before beginning with the relation between apocalypse and
drama, the relation between the discourse of apocalypse and a book
can be considered. Frank Kermode in the opening chapter of his book
The Sense of an Ending asserts that human beings actually do need to be
related to a beginning and to an end. Then he ties his idea to a literary
aspect when he claims that it is through fictions of the End that humans
satisfy their need to reach an apocalypse which “ends, transforms and
is concordant” (5). He gives the Bible as a convenient example for his
claim of concordance as the Bible starts with Genesis (the beginning)
and ends with a chapter called Apocalypse (the end) (6). Later on
enlarging his examples, he states that all books actually are structurally
the grand plot of life incarnates, when he writes “we may call books
fictive models of the temporal world” (54). Therefore, what is
suggested through the discourse of apocalypse, and what is suggested
by books in general share a common characteristic in their
presentation of plot which most of the time follows a line of narration
that starts and then ends.

How, then, does the relation of apocalypse with drama start? The
following simple logic may work as an answer to the question: there is
“reality” and there is “fiction”. However, the line between reality and
fiction is not sharply drawn when apocalypse becomes the parameter
of the relation between the two. A storyline of real life events is called

history while plot meets the definition for the sequence of events of a

6 The word “esemplastic” was coined by Samuel Taylor Coleridge as he used
it in his Biographia Literaria (195), and means “having the function of
moulding into unity; unifying” (OED).
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literary work. Educated guesses or scientific predictions can help to
unveil the future of reality while flash-forwards could help for the same
in fiction. However, when the issue is the End these distinctions are
blurred; reality and fiction move towards each other. History with its
future of human beings is seen as a grand plot. David Ketterer in his
book New Worlds for Old: The Apocalyptic Imagination, Science Fiction,
and American Literature stresses that “apocalyptic literature is
concerned with the creation of other worlds which exist, on the literal
level, in a credible relationship (whether on the basis of rational
extrapolation and analogy or of religious belief) with the “real” world,
thereby casting a metaphorical destruction of that “real” world in the
reader’s head” (13). Furthermore, in relation to this interrelatedness of
reality and fiction under apocalyptic expression, Jacques Derrida in his
“No Apocalypse, Not Now” claims that “the ‘reality’ of the nuclear age
and the fable of nuclear war are perhaps distinct, but they are not two
separate things” (23). And since the world as the stage, human beings
as its actors, and events as its action appeal more primarily to sight, the
course of life in the world can better be seen as the plot of a play. Like a
fictional plot, the plot for humans is thought to have a beginning and an
end. Man can be seen as a player that expects to fulfill each stage of the
plot which will culminate with the End. Curtains of theatre
dramaturgically work to display this sense of apocalypse since both
curtains and apocalypse unveil, disclose, and reveal what is to come.
“Go, draw aside the curtains and discover” (II, vii, 1) says Portia in
William Shakespeare’s The Merchant of Venice, which can be read as
words supporting the analogy between the End and theatre.

Therefore, as O’Leary suggests, a kind of dramatic pattern is

imposed “onto historical time” by apocalyptic narratives “which view
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events as part of a cosmic pattern” (63). In addition, Heiner Miiller
similarly stresses the relation between drama in the twentieth century
and the End: “Mankind will only survive the total crash-test on the
human collective in this perhaps our last century... The theatre
stimulates this step, pleasure-den and torture-chamber of
metamorphosis” (qtd. in Fischer-Lichte 341). Frank Kermode further
explains the triangle of human life, plot, and the End with a “tick-tock”

metaphor:

Let us take a very simple example, the ticking
of a clock. We ask what it says: and we agree
that it says tick-tock...tick is our word for
physical beginning, tock our word for an
end...The clock’s tick-tock | take to be a model
of what we call a plot, an organization that
humanizes time by giving it form; and the
interval between tock and tick represents
purely successive, disorganized time of the
sort that we need to humanize... Tick is a
humble genesis, tock a feeble apocalypse
(1967: 44-45). [The] tick of birth and the tock
of death. That is a way of speaking in
temporal terms of literary form. (58)

Kermode explains well. However, a question arises: does the sound of a
clock remain the same for all ages? Do people of different ages hear the
sound and interpret it the same way? For Faustus or Hamlet, it would
be right to claim chronicity, however today, in a time when even the
concept of time is being distorted, it is not. For more than half a
century, people have also taken up using digital watches, and digital
watches do not produce tick-tock sound although people might still be
trying to hear the sound in them; expectations of the End in the grand

plot of human life have changed considerably. For example, after seeing
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what an atom bomb can do, the orthodox idea of an apocalypse which
will distribute divine providence has been replaced to a considerable
extent with an idea of the End which will be far more difficult for

everybody. Kermode also realizes this and comments that

...because times change the fictions by which
we seek to find ‘what will suffice’ change also.
They change because we no longer live in a
world with an historical tick which will
certainly be consummated by a definitive
tock. Among all the other changing fictions
literary fictions take their place. (64)

One of the most thorough and rarely found studies on the subject
of the relation between the apocalyptic paradigm and drama belongs to
Stephen O’Leary. Published in 1994, at the beginning of his book he
states that there had never been a study of the apocalyptic with
dramatistic theories, and he applies apocalyptic discourse to drama by
juxtaposing the apocalyptic argument with the tragic and comic senses
of drama. O’Leary claims that the dramatistic perspective rises from its
relation to the problem of evil in the face of which one shapes his
attitude to life (200). O’Leary distinguishes between the tragic and the
comic in their approach to the problem of evil. He clarifies how

differently each genre responds to the problem of evil:

The tragic plot conceives of evil in terms of
sin or guilt; its mechanism of redemption is
victimage, and its plot moves towards the
isolation of the evildoer in the ‘cult of the kill’.
The comic plot conceives of evil in terms of
error, misunderstanding, or ignorance; its
mechanism of redemption is recognition, and
its plot moves toward exposure of the
evildoer’s fallibility and his incorporation
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into society. The tragic rhythm is progressive
and cadential, while the rhythm of comedy is
episodic; the tragic plot promotes a view of
time and human action as predetermined,
leading to an inevitable resolution that ‘is
always the turn to an absolute close,’” while
the comic plot portrays time as open-ended
by  depicting ‘upset and recovery
of...equilibrium’. (200-201)

O’Leary takes Biblical Revelation as a dramatic narrative and
uses it in order to elaborate on the above-mentioned division between
the tragic and the comic sense in their relation to the End. For Adela
Yarbro Collins, to whom O’Leary gives references in his work,
Revelation resembles an Aristotelian tragedy in that it displays conflicts
on a universal setting and puts forward cathartic conclusions (qtd. in
O’Leary 201). O’Leary expands this view, but suggests a comic sense as

he writes:

...the heroes of this drama, the saints of the
millennial kingdom who faithfully endure the
persecutions of the beast, are comic in that
their fortune changes from misery to
happiness rather than from happiness to
misery. Furthermore, the narrative structure
of the drama is one that Aristotle classified as
comic: the ‘double plot’, in which the virtuous
are rewarded and the evil punished. (201)

He then points out that the comic and the tragic veins of drama are
combined in Revelation due to “the sense of time moving to a
predetermined conclusion, the catastrophic predictions of the
destruction of earthly kingdoms presaged by signs and wonders in the
heavens, and the radical duality that separates the servants of Christ

from the servants of the beast” (201). At this point, it can be claimed
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that at the core of the difference between the tragic and the comic
interpretation of the drama of Revelation lies the division between
viewpoints which take the text as literal and those which see it as
allegorical. During the early centuries of Christianity as the official
religion of the Roman Empire, the predictions relating to the End
prophesied by Revelation had failed to occur. Therefore, the drama of
Revelation came to be understood as the Church’s fights against its
enemies in all ages. This idea was conceptualized by Augustine who
changed the literal perception of Revelation to the allegorical.
Augustine’s novel approach, from a dramatistic perspective, brought to
the interpretation of Revelation a comic sense. For example, he forbade
the specifying of any date for the End. Augustine had his reasons for
seeing Revelation’s message as no more than allegoric: he saw the
apocalyptic signs - wars, apostasy, earthquakes, and the like - as
unreliable since they had occurred in all ages. Therefore, the fulfillment
of the millennium should not have been expected as the coming of
Christ or the like, but as a parable for the historical Church. Based on
these new perspectives, Augustine’s comic perspective was integrated
into a dramatistic interpretation of Revelation, and this comic
perspective meant taking a skeptical stance in evaluating apocalypse so
that people would not be laughed at by those who have seen more days
in the future of history. All in all, it meant highlighting Revelation’s
absolute dualities and neutralizing its traditional predictive function
(O’Leary 202-203).

In the more modern world of drama, this combination of the two
senses, the tragic with the comic (tragicomic), can also be observed in
the highly thought-provoking play Waiting for Godot. The play is a

synthesis and a combination of approaches of what O’Leary
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conceptualizes as the comic and the tragic interpretation of the End in
drama. O’Leary comments that “[it] would appear...that an adequate
grasp of the human eschatological dilemma in the nuclear age requires
a dialectical understanding, and perhaps a synthesis, of the tragic and
comic perspectives,” (222) and Waiting for Godot, being a play written
a few years after the use of the nuclear bomb, accomplishes this
dialectical understanding. The blend of the tragic and the comic
perspectives are felt throughout the play. The play is seen as discussing
the apocalyptic rhetoric not only because it was written just after the
nuclear bomb but also because it can be suggested that the most
controversial unknown of the play, the identity of Godot, can be
interpreted as representing the End. Therefore, when viewed from this
angle it can be named as Waiting for the End, whose “the End” never
comes. The following dialogue can be seen as interpreting Godot as the

End itself:

VLADIMIR: We'll hang ourselves to-morrow.
(Pause.) Unless Godot comes.

ESTRAGON: And if he comes?
VLADIMIR: We'll be saved. (WFG, 94)

From the beginning till the end of the play there is always a sense of
postponing which does not lead to a resolution. Time does not
guarantee a finale for happenings; bleakness is carried to oncoming
times which promise neither a temporal nor a conceptual end for the
estranged inhabitants of the stage. This is why Vladimir postpones the
idea of hanging for “tomorrow”, which is itself shattered with a “pause”
with the despondent idea of Godot's coming. This idea intrinsically is

started with a capitalized “Un-less”, a combination of one negative
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prefix and one negative suffix, which render the meanings of the words
they are attached to downbeat. Still, on the whole, the setting implies
that this is a period when there still is the idea of an End that would
fulfill itself. There would be an End (Godot), unknown to anybody, yet it
would come one day and save the poverty-stricken deforming
humanity from its plight. It is only a matter of passing of time until the
End’s arrival; Godot has promised and it will come. The tramps pass
time while anticipating hopefully the arrival of the End. They speak
without conveying meaning, play games, and amuse themselves while
waiting for the End. Yet the disappointment grows as the advent of the
End is delayed continually. It must be because of this hopeful
expectation that Beckett allows a green leaf to blossom on the tree in
the second half of the play, which becomes the one and the only icon of
positive thought in a setting of disappointment. The leading characters,
the evident farce underlying their action, and the mental ignorance
these characters blissfully display suggest the comic vein while the
predetermined but never-appearing Godot, the bare stage filled with
hardly integral characters, and the anesthetized feelings expressed
through futilely repetitive dialogues remind the audience of the tragic
strain in the play. References to the Christian Scripture reveal the
predetermined tone of the approaching End, making it tragic. The
speech Lucky gives when his master Pozzo asks him to think aloud to

amuse the tramps illustrates this point:

LUCKY: Given the existence...of a personal
God quaquaquaqua with white beard
quaquaquaqua outside time  without
extension who from the heights of divine
apathia divine athambia divine aphasia loves
us dearly with some exceptions for reasons
unknown but time will tell are plunged in
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torment plunged in fire whose fire flames if
that continues and who can doubt it will fire
the firmament that is to say blast hell to
heaven. (WFG, 42-43)

In this sense, actually, not even these two strains are fully and properly
functioning in the play; there is rather premature comedy and tragedy
running through the structure of the play. O’Leary, on the other hand,
finds that “[tragedy] and comedy collapse into each other as each
attempt to stave off despair provokes laughter that dies away into the
silence of the void. Waiting for Godot expresses a tragicomic vision in
that it simultaneously asserts the necessity and futility of hope” (223).
With its approach towards the End, therefore, the play sees the gravity
of events with its tragic side and also furthers the interpretations of the
End with the comic.

Therefore, it can be concluded that while tragic apocalypticism
sees happenings from a literal point, the comic dramatistic perspective
views occurrences on rather figurative terms. This idea recalls Frank
Kermode’s assertion that apocalypse is no more an imminent (literal)
but an immanent (figurative) discourse (1967: 6). All in all, O’Leary
summarizes his conceptualization of apocalypse within the context of
tragic and comic interpretation saying that “apocalyptic argument in
the tragic frame locates the cause of evil in supernatural forces and
tends towards the establishment of a date that is fixed and imminent,”
and is therefore also deterministic, “while argument in the comic frame
tends to locate the cause of evil in human error and to postpone the

date or render it irrelevant” (205)7. He asserts that apocalyptic

7 There have been many attempts to specify dates for the End which fits into
the tragic interpretation of apocalypse O’Leary mentions. Examples of the
specifying of a certain time for the End are the followings: Paul Boyer in his
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argument in the tragic frame is based on the authority of the Scripture,
it is determined also in meaning and has one correct interpretation
while the argument in the comic frame, in contrast with the tragic,
works with the denial of authority of absolute knowledge, thereby
refashioning the interpretations according to human needs. The
prevalence of allegorical interpretations of the Christian apocalypse
(like Augustine’s) exemplifies the comic understanding (214).

In addition, Frank Kermode’s The Sense of an Ending: Studies in
the theory of fiction provides another, earlier, perspective on the
correlation between drama and the End. Kermode seeks the roots of
the relation in tragedy. Observing the relation in history, Kermode

claims that apocalypse succeeded prophecy (26), and was included in

work When Time Shall Be No More: Prophecy Belief in Modern American
Culture mentions Edgar Whisenant’s 88 Reasons Why the Rapture Will Be in
1988 which sold two million copies. In the book the writer set a specific time
for the End dating it between September 11 and 13, 1988 even by detailing
his prediction with the breaking of a World War III which would start at this
determined date with Russia’s invasion of Israel, and Russia would be
annihilated an hour following this event (130). Secondly, Eugen Weber in his
book Apocalypses: Prophecies, Cults, and Millennial Beliefs through the Ages
notes that “William Butler Yeats, the poet who predicted a Celtic Armageddon
in 1899, seems to have expected the end of the Christian era in 2000” (28).
Weber further reports that “Nostradamus appears to have expected the end,
or the beginning of the end, in 1999 (the seventh month of 1999 to be
precise), while numerological readings vary between 1999 and 2001” (28).
“Joachim of Fiore, who died in 1202, was not the first Christian to calculate
the end of the present age, only the first to place it in the year 1260” (Weber
36). As earlier mentioned in this study, Miller’s arrangement of a certain
time, as 1843, for the apocalypse to occur was another instance. Miller
predicted 1843 as the year of the End. “The ultimate authority for Miller’s
apocalyptic claim that the world would end in 1843..” (O’Leary 207).
Although specification of a certain time for the End was even clearly not
advised in the Bible as “...of that day and hour knows no man, no, not the
angels of heaven, but my Father only” (Internet source 1, Matthew 24:36),
even towards the end of the twentieth century new attempts could be
observed. As Weber notes “[the] Socialist National Aryan Party predicted
1985. Elizabeth Claire Prophet, head of Church of Universal and Triumphant,
predicted 1989” (209).
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tragedy in the Middle Ages when “the terrors of apocalypse were
absorbed by tragedy” (27). Later, “when tragedy established itself in
England it did so in terms of plot and spectacle that had...to do with
medieval apocalypse” (30). Furthermore, Kermode asserts that tragedy
might be seen as the successor of apocalypse, which, he says, can be
seen to be in accordance with the notion of an endless world. He gives
King Lear as an example in which events try to reach a conclusion
which does not come; even death for Lear is delayed. The end, thus, is a
matter of immanence; tragedy, Kermode says, calls for death and
judgment, heaven and hell, but the final end does not come: “the world
goes forward in the hands of exhausted survivors” (82). In the world of
tragedy, apocalypse is translated out of time into the concept of
aevumé: no matter how the world shows all stages of decay and change,
and all the terrors of an approaching end, the end does not finalize
anything, making suffering and the need for patience perpetual. This
can also be seen in Macbeth in which time can be labeled as equivocal
(82-83). Therefore, in such tragedies we only have an image of an end,
while the dignity of the final end survives through eternity. The endings
of these tragedies are false endings in an eternal world. “They are
researches into death in an age too late for apocalypse; too critical for
prophecy; an age more aware that its fictions are themselves models of
the human design on the world” (88). As Kermode accounts “[in]

apocalypse there are two orders of time, and the earthly runs to a stop”

8 Kermode quotes Thomas Mann’s words about the time concept of fiction in
order to explain the concept of aevum: “...in their beginning exists their
middle and their end, their past invades the present, and even the most
extreme attention to the present is invaded by concern for the future” (71-
72). Later, Aevum is briefly defined by Kermode as “...sempiternal moments
that transcend the giddy successiveness of world time” (169). Therefore,
what is meant by the term aevum is the integration of the past, present, and
the future, which is also seen as the time of literary works.
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(89), meaning that apocalyptic time concept consists of both a heavenly
and an earthly time, the latter gradually counting down. Yet, the first
type is eternal. Kermode further explains this as “...the cry of woe to the
inhabitants of the earth means the end of their time,” however, “[in]
tragedy the cry of woe does not end succession; the great crises and
ends of human life do not stop time” (89) since tragedy, being fictional,
embodies the time of aevum, combining all three periods, past, present,
and future.

O’Leary suggests that the correlation between tragedy or
comedy and the idea of the End reveals itself in the genres’ approaches
to the concept of evil. Kermode, on the other hand, had found the
correlation between apocalypse and tragedy, claiming a fictional
timelessness, therefore also endlessness, for the latter in its reflection
of apocalypse. Added to this critical heritage relating to the apocalyptic
discourse within drama, what I will be studying throughout this thesis
can very briefly be summarized: the English drama of the last decade of
the twentieth century, or more particularly a group of plays
categorized as “In-Yer-Face plays” embodies and displays ideas of the
End. In-Yer-Face plays were written by a group of extremist,
confrontational, and young playwrights among whom Sarah Kane,
Mark Ravenhill, and Anthony Neilson can be named. It is claimed that
apart from loading their plays with apocalyptic vision, each of these
writers had a unique sense of representing the End. In this sense, Mark
Ravenhill’s Shopping and F***ing (1996) and Faust is Dead (1997) are
read as plays of philosophical apocalypse. Anthony Neilson’s Normal
(1991) and Penetrator (1993) are considered as plays of violent
apocalypse, while Sarah Kane’s 4.48 Psychosis (1999) is seen as a play of

traumatic apocalypse. Each of these plays will be analyzed by close
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reading and by means of helpful theories and perspectives that shed
light on the philosophical, violent, and traumatic nature embodied in
their apocalypticism. The thesis then will conclude that the 1990s
British stage witnessed the plays of a group of young and radical
English playwrights like Sarah Kane, Mark Ravenhill, and Anthony
Neilson whose works embodied strong sense of apocalypse, and that
each of these writers, although they were together in terms of the
general playwriting aesthetics of their decade, was unique in

representing the End on the stage.
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CHAPTER 3

PHILOSOPHICAL APOCALYPSE: MARK RAVENHILL’S
SHOPPING AND F***ING AND FAUST IS DEAD

A. ‘1 want it over. And there’s only one ending’: Shopping and
F***ing

“Mark Ravenhill is, along with...Sarah Kane, probably the most
well known and controversial of the new generation of young writers
in British theatre from the mid-1990s on until the present” (Billingham
134). His Shopping and F***ing (1996) was considered to be the
confirmation of the groundbreaking new awareness of the 1990s
British drama. As Aleks Sierz points out “[if] Sarah Kane’s Blasted
publicized the effrontery of the new wave, Mark Ravenhill’s Shopping
and Fucking proved that a new sensibility had well and truly arrived”
(122)°.

The scandalous title on its own has been successful in
engendering curious meanings. As Peter Buse states “the deletion of the
offending matter only attracted more attention to what was missing

and further contributed to the success of one of the most important

9 The radical nature of the play started with its taboo-breaking title. Due to
the Indecent Advertisement Act of 1899, which was later revised and
endorsed by the Indecent Displays (Control) Act in 1981, the use and
advertisement of words of obscenity was banned from public display.
Therefore, the early posters of the play had to cover the third word of the
title with the image of a splintered fork to disguise the offending word. Later,
the solution was improved and the most of the letters of the word were
replaced with asterisks to alleviate the shock it emanates. When the play
started touring the country, even the asterisk version did not work in some
towns and the play had to be announced as “Shopping and.” (Sierz 125-126).
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theatrical events of the 1990s” (Internet source 2). Dan Rebellato
commented that “Ravenhill is very good at titles, and this one has
entered the public consciousness in a way that no play has done since
Look Back in Anger forty years before” (ix). However, it makes more
sense when one turns back and rereads it after the play. Mainly, the
title generates the idea that the world of its play is filled with the most
primitive though the most modern needs of the characters: shopping
and sex. Life is degraded to the most carnal side of the human
organism. Closely read, the play displays a lot of examples of this. For
example, being fat and eating too much are the criteria and standards
of living happily as Mark points out after narrating one more time the
story of his purchasing Robbie and Lulu: “And there’s food. And it’s
warm. And we live out our days fat and content and happy” (5). Also, as
Brian asserts: “For the right sum - life is easier, richer, more fulfilling”
(10). The right sum is the primary standard for a happy life. The play
under its framing title suggests a setting in which one finds only
inexhaustible consumption, issues of money, transactions, shopping,
forced and unnatural types of sexual intercourse, drug-dealing and
drug-use which altogether result in a world of what the title openly
signifies. Shopping is so crucially vital in the play that even a little
misunderstanding during the act of shopping might cause the end of
one’s life. This is illustrated in the play with a man’s fatal attack on a
cashier girl, an event that Lulu witnessed while she was in the queue to
buy a bar of chocolate from a store (28-29). This is only the world of
the play’s title; few sensations other than what shopping creates are
allowed. Robbie, for example, feels “good” and “amazing” (38) only
when he delivers the ecstasy tablets for free to people he does not even

know. Life brings some sort of happiness only when no money is
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involved in the action and this is the first time that a character ever
feels so good in the play. The title, moreover, suggests a degraded form
of human action. All throughout the play, there is scarcely an issue
which does not relate to either shopping or sexual intercourse. To be
able to pay their debt to Brian, Lulu and Robbie even start selling sex-
talk on the phone (50-51). In the highly commercial setting of the play
where everything is fundamentally based on selling and buying, now
even human beings are objects of trade in the sectors stated in the title.
This is entirely parallel with Michel Foucault’s observation, earlier
stated in the theoretical background chapter of this study, that man has
turned out to be “an instrument of production” (The Order of Things
313), and the world of Shopping and F***ing consumes man, too. On the
other hand, Michelene Wandor’s words also help summarize what the

words of the title suggest:

...consumerism absorbs both shopping and
fucking. No-one is really able to look after
themselves. The former involves theft and
ownership, the latter, continuous physical,
homosexual violation. At the center are semi-
homeless, parentless, unloved young people.
The only older figure is the exploitative, cruel,
emotionally  hypocritical  Brian, @ who
represents the male-dominated society
outside. (228)

Almost every act and event within the context of the play is
strongly associated with “shopping”. There are stories about, images of,
icons from, and concepts relating to the act of shopping in Shopping and
F**¥jng. To cite examples: take away food in the very beginning of the
play (3), Mark’s narration of a fat man’s selling Robbie and Lulu to him

(5), Robbie’s wearing the uniform of a leading burger chain (14),
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Mark’s perception of his sexual intercourse with a man called Wayne in
the treatment center as an issue of business transaction (18), Mark’s
leaving the flat to go and buy cheeseburger (21), the occasional distant
sound of the clattering of coins (25, 34, 43), Lulu’s buying a bar of
chocolate and her mentioning of a TV guide (29), Robbie’s giving away
Es (ecstasy drugs) for free (38), money as the most important aspect of
life (48), changing room (53), the credit cards Gary holds (53), Gary’s
relating male arousal to shopping (54), ready meals (65), and Brian’s
seeing the future in shopping and television (88) - and these may
illustrate the point that under the title of Shopping and F***ing
Ravenhill pictures a planet of shopping but nothing else. One is easily
tempted to ask “whether there is anything left in our lives together that
cannot be bought and sold” (Rebellato xi). This is a world selling
productions where nobody seems to be producing anything. In this
sense, the play draws a similar picture to what Jean Baudrillard puts

forth in his “The Anorexic Ruins”:

We are no longer in a state of growth. We are
living in a society of excrescence, meaning
that which incessantly develops without
being measurable against its own
objectives...A lack is never dramatic; it is
satiation that is disastrous, for it
simultaneously leads to lockjaw and
inertia...So many things are manufactured
and piled up that they will simply never find
more time to serve anyone. (29-30)

Peter Billington, too, recognizes the hegemony of “shopping”
emphasized within the play in his following words: “With savage irony
and a class A cutting-edge humor Ravenhill critiques a world and

society where shopping has become a fetishized activity equivalent to a
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good night out with the boys” (135). In addition, referring generally to
Ravenhill’s plays, Peter Buse points out that “[the] world of Ravenhill’'s
plays is the underside of our modern culture of conspicuous
consumption, where happiness awaits at the end of a commodity,
where the logic of the marketplace is invincible” (Internet source 2).
Mark Ravenhill himself explains, in an interview with Enric Monforte,
why his play reflects so much of a commercial, economic, and highly

materialized world:

There were massive changes happening in
Britain all the way during my education at
university, with the country moving from
being a society with a mixed economy and an
anachronistic consensus about politics - a
consensus about a form of state capitalism -
to a free market economy. It was the first
country in Europe to do that so aggressively
and to do it very quickly. The whole fabric of
the country was transformed, and that had a
huge effect on everybody. Those kids in
Shopping and F***ing are at the very tail end
of that experience in terms of what that wild
free market, that radical western capitalism
does... (95)

What follows reveals the intrinsic apocalyptic discourse within
Shopping and F***ing, in which “Ravenhill takes us on an after-hours
journey into the lives of five principal characters centering upon three
young people in a problematic but nevertheless ongoing relationship of
mutual need and dependence” (Billingham 135). With frequent
references to Baudrillardian over-consumerism and how it uses up
human beings, to a strong sense of crisis that, as again the same
philosopher says, “[brings] forth a catastrophe in slow motion” (1989:

33), to Baudrillardian emphasis on money as the center of the world
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and how it materializes life, to Lyotard’s postmodernist principle of the
end of meta-narratives in the form of the end of stories in the play, and
to Derridean emphasis on truth as a significant part of apocalyptic
discourse, Ravenhill presents apocalypticism in Shopping and F***ing
by means of a philosophical perspective. In this sense, this chapter will
be a close-reading analysis and explanation of Shopping and F***ing in
which the ideas of the End appear on the above-listed philosophical
ideas.

To begin with, it will not be inconvenient to claim that the
characters in Shopping and F***ing are experiencing a high level of
crisis of life. The presentation of crisis is one of the components of
apocalypticism that can be traced in a work. Crisis provides a
background on which apocalyptic elements may spring. Also, as it has
earlier been mentioned in the theoretical background chapter, crisis,
for Frank Kermode, is an element which combines the historical and
imaginative scales of apocalypticism (1967: 94), while for David
Bromley it is during the times of crises that apocalypticism appears as a
social form (32). In the play, the aura of crisis that forms the
background of the play is even rendered more explicit through, for
example, Robbie’s speech that draws a picture of the world in crisis:
“And I see this kid in Rwanda, crying, but he doesn’t know why. And
this granny in Kiev, selling everything she’s ever owned. And this
president in Bogota or...South America. And I see the suffering. And the
wars. And the grab, grab, grab” (39). Brian’s following words also
display the harsh atmosphere of crisis: “...some give up. Some say there
is nothing. There is chaos. We are born into chaos. But this is...no. this

is too painful. This is too awful to contemplate. This we deny” (86). In
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addition, Lulu’s single question “Why is everything in a mess?” (65)
further highlights the crisis present in Ravenhill’s play.

[ observe four layers which complement the idea of crisis in
Shopping and F***ing: the first of these works through the absence of
the happy days of the past; the second issue is character portrayals as
members of an “end-generation”, the third is the increasing decay and
corruption within the whole society, and lastly is the characters’ search
for their concrete identities.

“We have seen the best of our time” declares the Earl of Gloster
in Shakespeare’s most apocalyptic play King Lear (I, ii, 114-115).
Likewise, Shopping and F***ing initiates the theme of the happy days of
the past, starting from its very beginning with the dialogue between
Robbie and Mark where Robbie yearningly says to Mark that “Good
times. The three of us. Parties. Falling into taxis, out of taxis. Bed” and is
responded to with Mark’s “That was years ago. That was the past” (4),
as also Lulu much later summarizes: “The past past” (71). Robbie and
Lulu explicitly display joy when the past is related while Mark holds his
guard not to associate himself with the ties of the past. Nevertheless,
for all three characters the past days were happier. Robbie and Lulu
insist that Mark tell them the “shopping story” (4) which is about
Mark’s purchasing Robbie and Lulu from a “fat man” (5). They like to
hear about their past. As for Mark alone, life was more ordered and
simpler in the past as he says: “I used to know what I felt. [ traded. I
made money. Tic Tac. And when | made money | was happy, when I lost
money | was unhappy. Then things got complicated” (33). At the
present time, life does not follow with the same linearity for Mark,
making it difficult for him to live. Another point which draws a sharp

line between the happy days of the past and the present world of
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predicament is made by Brain who gets very emotional and weeps
while he is watching a video in which his son is playing the cello. The
act of playing the cello and producing music creates emotional
stimulation and hence feelings. The weeping Brian announces what he
views as a “memory of what we’ve lost” (44), which is the loss of
feelings. In the past, it was possible to experience feelings but now this
possibility is lost. The music of life and the rhythm of the feelings of the
past are no more with them in the present time as Brian cries: “Hear
this and knew what you’ve l-1-1-ooost” (45). On the whole, one of the
major factors why Shopping and F***ing is crisis-laden, the concept of
crisis setting the background for apocalyptic representation, is the
recognition that days similar to the joyful and more comfortable days
of the past do not happen anymore.

Characters of the play, partly due to this detachment from a
better past and partly to the highly materialist mood of their
surrounding lives, display the features of what [ would call an “end-
generation” throughout the play, which is the second factor for the
atmosphere of crisis in the play. Up to 1996, the year when Shopping
and F***ing was first performed, the twentieth century gave birth to
various self-consciously different generations: What Ernest
Hemingway defined as the “lost generation” in the epigraph of his The
Sun Also Rises signified the disillusioned youth of the post-World War I
era. Then came the concept of “the greatest generation” which was
coined by Tom Brokaw in his book The Greatest Generation where he
depicts the citizens of the United States who fought during the Second
World War and formed a group of veterans in the aftermath of the war
(293). The following generation of the early 1950s would be called the

“silent generation” referring to the American youth who would be
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“waiting for the hand of faith to fall on its shoulders, meanwhile
working fairly hard and saying almost nothing” (Internet Source 3). A
later phenomenon was the people of Generation X which denoted
“people born between the 1950s and early 1970s, who were anarchic
and directionless” (Internet Source 4). Affects of such developing
generational phenomena were felt throughout the West. Characters of
Shopping and F***ing normally fall under what is called Generation Y,
the cohort of people coming right after the X, born roughly between
1976 and 2000, and carrying the trends of the use of illegal drugs like
ecstasy, marijuana, methamphetamine, cocaine, with the problem of
obesity and the habit of junk food, and most of them living a computer-
based life (Internet source 5); or, in Mark Zimmermann’'s words, a
generation which is “co-dependent, victimized, and pathetic” (47). It is
problematic to define this generation since no definition is fully correct
and comprehensive enough. Therefore, I prefer to call the members of
this age group, like the characters of Shopping and F***ing, the “end-
generation”.

Shopping and F***ing casts the individuals of this most
problematic generation of the twentieth century, strengthening the
atmosphere of crisis prevalent in the play. In Ravenhill’s own view, his
characters in Shopping and F***ing are deprived of a definitive
structure of life, as he makes clear in the following words: “Certainly in
Shopping and F***ing the young characters are in a world that’s without
politics, without religion, without family, without any kind of history,
without structures or narratives, and as a consequence they have to
build up their own structures” (qtd. in Monforte 93). There are
illustrative events which parallel the prese nce of this structureless

end-generation in the play. To begin with, Brian’s statement that “So
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many today are lost” (10) to Lulu during the interview may be an
allusion to the state of life Lulu’s generation is experiencing. More, the
incident with a customer which Robbie experienced while he was
working for a burger company is also noteworthy. In this event, Robbie
asked a customer if he wanted cheese on his burger. The customer was
mesmerized by the question and unable to come up with a decision, for
which Robbie impatiently responded with the following words: “Look,
here you have a choice. For once in your life you have a choice so for
fuck’s sake make the most of it” (14). As a reply, the customer attacked
Robbie with a plastic fork and stabbed him with it. Although Robbie
was wounded by a non-responsive and violent customer, he was fired
from the job, all of which may be interpreted to mean that people
sharing the world with Robbie, Robbie’s generation in general, tend
not think or reconsider situations in their lives, and are not able to
make decisions, but rather prefer violent ways to communicate.

The crisis in the generation of the play’s characters is also
evident in immoral behavior. For example, Lulu, who poses as the most
affectionate and the least degenerated character of the play, displays
immoral behavior: she commits theft twice in the play; the first is
confessed during her interview with Brian as the junk food she stole
from a store drops out of her jacket on to the ground (12), and the
second she commits by using the opportunity that a customer’s attack
on the cashier girl in the supermarket provides her with. But this
second time leads her to question her humanity because she steals a
bar of chocolate instead of trying to help the attacked cashier girl (30),
leading her to question herself with: “What am 1?” (30). A disrespectful
attitude to religious values further adds to the features of the end-

generation. Religious values have not been mentioned, and under the
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circumstances and personality traits presented in this play it is hard to
imagine that these characters could hold any notions of the sacred. On
the contrary, it is clear that they do not respect piety, or even the
highest concept of religion, God. Mark’s attitude while narrating his
“toilet story” demonstrates this moral lack of reverence: “I'm in and I
kneel. I pay worship. My tongue is worshipping that pussy like it's God”
(75).

Added to the indecisive and belligerent nature of the people
presented in the play is the issue of the use of drugs and drug-dealing,
which makes another feature of the end-generation. Mark represents
the end-generation of 1990s in his being a drug addict, a “druggie”, or
“a recovering substance abuser” (24) in his own more politically
correct words. Mark seems to be determined enough to get rid of his
addiction and goes to a treatment center at the beginning of the play.
While Mark is only a representative of the drug-users of his generation,
there are in fact many others around with the same sort of addiction,
which is observable in Robbie’s giving away the entrusted three
hundred “Es” for free to a lot of “guys” who are “asking”, and Robbie is
“giving” so that “everyone’s dancing and smiling” (39). All these people
are happy with the use of drugs. Gary, too, uses an illegal substance,
like cocaine, as is shown in scene four. Robbie’s depiction of people
who are “dancing and smiling” is the only instance when some sort of
happiness is imagined in the play, and it is only made possible for the
members of this generation by the superficial effects of a chemical
substance. Aleks Sierz observes the used-up characters of the play with
the following words: “The scenes of overt sex or explicit violence [are]
not as disturbing as the feeling that the characters [are] lost, somewhat

clueless, prone to psychological collapse, vulnerable to exploitation”
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(129). Overall, it may be claimed that Shopping and F***ing portrays
characters of an end-generation whose characteristics aggravate the
sense of crisis within and surrounding the play.

With the examples of people who use drugs and who sell drugs
to other people, people buying and selling people, people attacking
workers almost for no reason as in Robbie’s case in the burger store
and as in the case Lulu witnessed in the store, and people trying to
detach themselves from other people, Shopping and F***ing exhibits a
society which is growing increasingly violent, nonsensical,
uncommunicative, libidinous, and treacherous. In a fantasy shared all
by three, Mark buys Robbie and Lulu from a “fat man” (5). The man
who attacks the cashier girl and wounds her fatally is depicted by Lulu
as “A Bloke. Dirty, pissy sort of” (28). Robbie attributes another title to
the same man calling him a “wino” (28), a homeless drunk person.
Another portrayal which illustrates a society whose values are rotting
is hinted at in the personage of the “rich bloke” who wants to own Gary
and to keep him in his “big house” (26). This rich man who wants to
have Gary in his house for sexual purposes is not the only one with
such demands. The society is full of similar figures. The great
popularity of Lulu and Robbie’s sex-on-the-phone project proves this.
Lulu and Robbie cannot catch up with the constantly ringing phones
and the irregular fantasies of the callers throughout the tenth scene,
about which situation Lulu at last concludes saying “Why are there so
many sad people in this world?” (52). There is even a description of a
highly perverted figure, one of Lulu’s callers, who is “wanking to the
video” (61) of what the store’s security camera recorded while the
cashier girl was assaulted and fatally wounded. The high rate of

prostitution also indicates the degeneration of the society. In the play,
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youngsters are forced to make money through prostitution, either on
the telephone as Lulu and Robbie do, or performed in reality as Gary
does because prostitution of all sorts seem to be selling well in the
society. Furthermore, Gary’s mother and step-father are also
illustrations of people from a rapidly corrupting society. Gary’s step-
father countless times, and for two years, sexually abused Gary and an
even a sadder situation is that his mother did not prevent this
happening but consented, by advising Gary to pass a “leaflet” to his step
father concerning using a condom during the act (41). “The
disappearance of paternalism shows up codedly in many plays of the
1990s in the form of the absent, failing or abusive fathers” (xiii) says
Dan Rebellato, and Shopping and F***ing illustrates this. The most
important element of a society is the institution of family and, as is
shown through Gary’s case, the family is now not there to protect its
members, to provide motherly and fatherly affection to the following
generation. Apart from the very negative example of parenthood in
Gary’s family, there is no other mention of parenthood or family ties for
the rest of the characters. More than this, poor parenthood may be
considered as an implicit cause for the present disaffection of these
youngsters. Michelene Wandor also observes this point as she writes:
“Neither shopping nor fucking appear to bring anything desirable with
them, and the focus appears to impute blame to inadequate earlier
families, so that subsequent parenting becomes impossible” (229).
Aleks Sierz also points out the antagonism between young ones and the
older age group, and explains the older generation’s inadequacy of care

and its effects with the following observation:

Here is a nation where the grown-ups,
represented by Brian, have a vestige of old
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values (the video of his son’s playing the
cello) but also advocate the most excessive
spirit of capitalism, whose moral lesson is:
‘Get the money first” When Gary complains
about being abused...another grown-up
offers him a leaflet. Young people have been
abandoned. However funky and uninhibited,
they are dazed, confused and boiling over.
With all adults corrupt, there is little to
relieve the pain and the tedium except
shopping and fucking. (132)

Furthermore, the dominant existence of gay characters
throughout the play can be seen as demonstrating the decomposition of
the society in general. Mark Ravenhill himself, in an interview with
Enric Monforte, explains why he prefers gay characters in his drama,

and particularly in Shopping and F***ing:

There is a hedonistic, materialistic, selfish
disposition in contemporary gay culture that
all of contemporary Britain desires.
Therefore, in many ways, the gay narrative is
the narrative that everybody wants. That's
why gay characters and contemporary gay
men’s lives could be useful to write about,
because they’re the ultimate definition of a
hedonistic, materialistic society. They're
metaphors for a wider society... (92)

Of the social perspective Ravenhill employs in his play, Dan Rebellato
points out the following observation: “...Ravenhill is profoundly moral
in his portraiture of contemporary society. His vision is elliptically but
recognizably social, even socialist. He addresses not the fragments but
the whole, offering us not just some explicit polaroids but the bigger
picture” (x). All in all, the presentation of such a society with its most

immoral and negative characteristics also makes a major contribution
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to the crisis which forms the background and the setting for the
apocalypticism of Shopping and F***ing.

Due to the above-mentioned debauchery in the society, to the
hegemony of a growing end-generation, and to the fact that the happy
days of the past cannot regenerate in the present, the characters of
Shopping and F***ing are rendered definitionless, which, thus, leads
them into an unconscious pursuit of real values of being and identity.
The situation of the characters deprived of full knowledge of their own
identities produces the last factor for the prevalent crisis in Ravenhill’s
work. The first instance of characters’ search for their identities is
noticeable when Lulu cries out to Mark: “You don’t own us. We exist.
We're people. We can get by” (7). Robbie and Lulu have been owned by
Mark for a long time, and had been owned by somebody else before
Mark bought them. Their personal identities have always been strongly
tied to the existence of another person. Therefore, a sense of an instinct
to try to continue to exist without a proprietor is detectable in Lulu’s
angry words. Later, Robbie continues to prove to Mark that he and Lulu
can get by without Mark, as he tells Mark that Lulu is about to start a
new job on TV, which is a lie told by Lulu. Robbie continues, saying:
“You see, we're doing something? Aren’'t we?”, “We’re working.
Providing” (21). On the other hand, Mark’s decision to leave the house
and to go to a treatment center “to sort [himself] out” (6) can be seen as
the beginning of his quest to go and discover his real self. At the
beginning of the play, Mark seems to be suffering a severe disorder. He
cannot even feed himself but is spoon-fed by Robbie and Mark, to
which Mark shows an unwilling consent that results in his vomiting the
food back. Mark, who is aware that he needs to repair his life, declares

this with the following expressions: “My head is a mess. I'm fucked” (4),
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at the beginning of the play. Accordingly, Mark’s decision to go to a
treatment center is an indispensable start to learn his true self. Mark’s
biggest problem, though, relating to his disorderly state, is his inability
to have a unified and individual identity of his own. He has no
developed personality of his own but only defines himself through his
relationship to others. In scene six, he makes this clear: “I have a
tendency to define myself purely in terms of my relationship to others.
[ have no definition of myself you see. So I attach myself to others as a
means of avoidance, of avoiding knowing the self. Which is actually
potentially destructive” (33). His problem of identity is based on the
fact that Mark has no ability to see what he is in his core, but uses the
people with whom he has relationships in order to see himself. Rather,
he is “dependent on people” and suffers from “emotional
dependencies” (17). In this sense, Mark’s primary mission becomes to
change the state of his definitionlessness by detaching himself from all
sort of relationships (sexual and emotional). This is the primary reason
why he leaves his partner Robbie and why he puts his sexual contacts
into the form of “transactions”, believing that “when you’re paying, you
can’t call that a personal relationship” (18). However, Mark’s method of
detachment from personal and emotional relationships to reach to a
full sense of identity will fail, and, in fact, the opposite method - feeling
like a complete person through emotional attachment - will prove right.
Mark feels intact only when he loves Gary. He openly states to Gary his
complete nature through love with the following words: “...I want to be
with you, Now, here, when you’'re with me I feel like a person and if
you're not with me I feel less like a person” (55-56). In this respect,

Mark’s confession “I love you” (56) to Gary entails “I am” or “I exist”.
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Another issue, the digitalization of lives through technological
equipment, which also contributes to the issue of the characters’ search
for their identities, is brought forward with the appearance of Gary in
the beginning of scene four. Gary and Mark have apparently been
conversing about virtual technologies when Gary remarks: “Couple of
years’ time and we'll not even meet. We'll be like holograph things. We
could look like whatever we wanted. And then we wouldn’t want to
meet ‘cos we might not look like our holographs” (22). This shows that
virtual reality, the internet, and the digital world are taking over during
the 1990s and that these technologies are so very powerfully replacing
the traditional physical ways of being that in “a couple years’ time” (the
play was written in 1994) people will turn out to be living lives through
digital forms, thereby effectively becoming digital existences rather
than flesh and blood organisms. The issue is also detectable in the case
of Donny in Ravenhill’s Faust is Dead, which will also be studied in this
chapter. Imagination of such a digitalized world with its digital
inhabitants is itself an apocalyptic phenomenon, in that the previously
lived world needs to come to an end due to improved high
technological developments, and thus gives way to the revelation of a
new type of world with new people. The issue can further be
illustrated, though in a less developed phase, with the sex-on-the-
telephone business that Lulu and Robbie run, during which these
people turn out to be no more than audio-sexual sound frequencies
stimulating callers and “making love” with them in this way on the line
(50-51).

The crisis-laden nature of Shopping and F***ing, with all the
above-mentioned subjects of crisis, prepares the play for the exposition

and interpretation of its apocalypticism. Baudrillard’s observation in
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“The Anorexic Ruins” exactly fits the situation of crisis giving way to
apocalyptic narration within the context of Ravenhill’s play: “It is as if
the poles of our world were converging, and this merciless short circuit
manifests both overproduction and the exhaustion of potential
energies at the same time. It is no longer a matter of crisis but of
disaster, a catastrophe in slow motion” (33). Demonstrating this, the
play is filled with inexhaustible images and events of overproduction
and at least four characters suffering from “the exhaustion of potential
energies”. The apocalyptic ambiance is observable right from the early
parts of the play. For example, in scene two, when Brian asks Lulu to
show her skill in acting, she roleplays Chekhov’s Irina in Three Sisters:
“One day people will know what all this was for. There’ll be no more
mysteries. But until then we have to carry on living” (13)0. These
words, spoken one hundred years after their first utterance are still
suggestive of and calling for the end of the present state of life and the
revelation of truth behind mysteries. They are implicitly referring to a
wished-for prophesy of the actualization of a line that ends the secrecy
of this world, to open a new page for those who persevere. These
words, early in the play, set the apocalyptic tone, in that revelation of
truth is actually what the word apocalypse means.

The end of feelings is a sub-theme which works quite strongly
under the meta-theme of apocalypticism in the play. Michelene
Wandor, the author of Post-war British Drama: Looking Back in Gender,
observes the haunting emotionlessness in the play right from the

beginning when she writes: “The living room which places the opening

10 Actually, Irina speaks slightly differently in Three Sisters, Act 1V, uttering
the following words:

IRINA: “What is all this for? Why all this suffering? The answer will be known
one day, and then there will be no more mysteries left, but till then life must
go on, we must work and work and think of nothing else” (236-237).
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scene is ‘once stylish, now almost entirely stripped bare’. This descent
from a secure, ‘stylish’ home to a bare space heralds the emotional
barrenness which shapes these people’s lives” (227). In fact,
throughout this thesis I observe the theme of the end of feelings in
several other plays as well, and in general it is a common theme used in
most of the In-Yer-Face plays of the 1990s. In Shopping and F***ing it
works especially through the personages of Mark, Robbie, Brian, and

{

Gary. For Mark, there was a breaking point when “..things got
complicated” (33) ending the simple and linear way of life he was
leading. That complication of things seems to have crushed Mark so
much that he appears in the play as a recent substance abuser with a
self identity crisis and messy mind. Apparently, whatever it was that
complicated things for Mark damaged him most in respect of his ability
to experience genuine feelings. The end of feelings for Mark has put
him into his present internal chaos and Mark seems decisive enough to
take up the quest of discovering the real cause of his plight. This is why
Mark goes to the treatment center at the beginning of the play, leaving
Robbie and Lulu with whom he has not been leading fulfilling
relationships. At a later time in the play, Mark will be maturing in his
quest and will come closer to the gist of his problem by questioning the
availability of feelings, when he states: “...are there any feelings left...? |
want to find out, want to know if there are any feelings left” (34). An
apocalypse for Mark only comes when he is able to feel love towards
Gary. It is only then that he regains his wholeness, the suffocation of
feelinglessness ends, disclosing the promise of a better life for Mark.
Nevertheless, in the end the play denies Mark the fulfillment of this
promise, which may imply that no refreshing End is possible within the

world of Shopping and F***ing.
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Mark is not the only character suffering from a loss of feelings:
Robbie is also longing to be able “to feel”. The high pressure, that
materialistic rules of the surrounding world put on Robbie’s shoulders,
seem to be devastating Robbie’s life, becoming the major cause of his
emotional numbness. That is why Robbie “felt good” and “amazing”
(38) when he delivered the illegal drugs for free to people he did not
know. He can feel when he removes himself from the pressurizing
regulations of money. For a while he creates a sort of alternative utopic
world where there is no money, “everyone’s dancing and smiling” (39),
and Robbie is feeling. This act introduces a revelation of the ability to
feel, awakening Robbie from impassiveness, as a result of which Robbie
declares: “I felt” (39). The expression is terse, simple but strong. This
event gives him an apocalyptic freshness of spirit, leading him to go
into a trance, become a “spaceman over this earth” (39), and report
“the suffering and the wars” going on all over the world in Rwanda,
Kiev, Bogota, and South Africa (39). He turns into a man of peace.
Michelene Wandor observes this instant change of perspective in
Robbie’s viewpoint with the following words: “...Robbie...has glimpses
of an alternative - against wars and suffering in the world, he has a
vision of living only in peace and beauty” (228).

The Brian of scene nine illustrates the issue of the loss of
feelings, too. In this scene, he gets very emotional and weeps because of
watching the video recording of his son’s playing the cello. The music
touches Brian’s heart so much that it reminds Brian of the harsh and
gross fact that it is not now possible to bring back what he had to leave
as feelings of good memories, because the present world is feeling-
proof. One side of Brian, the side he brings to the surface from his past,

is keen on feelings, while the other side is the more dominant side that
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makes today’s Brian. This dichotomy is shown in Brian’s insistent
requests for Lulu who brings “toilet paper” (45) instead of a
“handkerchief” (46) to help him wipe his tears. He, like a supermarket
manager, gives specific instructions about the two products and their
different usages. Even in the peak of his emotional state, Brian is still
aware of the minutest details of the material world, thereby obscuring
access to the zone of feelings, due to the materialistic viewpoint that
dictates him all he sees. Thus, with Brian, the world of feelings is only
virtual and only a piece of an experience that can be lived artificially
and momentarily. Nevertheless, his feeling-self is sensitive enough to
be so deeply touched with the melody and its reminding him of the
happiness of the past that it leads him to make a critique of the whole
of human history to the present from a religious perspective: “Because
once it was paradise, you see? And you could hear it - heaven singing in
your eyes. But we sinned, and God took it away, took away music until
we forgot we even heard it but sometimes you get a sort of glimpse -
music or a poem - and it reminds you of what it was like before all the
sin” (46). The theological perspective Brian adopts here contributes to
the apocalyptic tone of the play, since he is overtly alluding to the
Biblical story of Original Sin which can be accepted as the first
apocalyptic occurrence of human life in its closure of the pre-lapsarian
period and opening of post-lapsarian times. Ravenhill strengthens the
apocalyptic language of the Fall story one more time by using it in the
following scene. The reference to this archetypal story appears again
when Robbie, while sexually stimulating a man on the telephone,
explicitly refers to Adam: “And you want me and I want you and it’s
man on man and 'm Adam and you’re Adam...And you want to take it

right up the...yes...oh yes.../up against the Tree of Knowledge” (51).
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Concluding from what Brian points out, the system of the present
world based fundamentally on money and excluding feelings is a post-
apocalyptic presentation of an already ruined world. The whole play, in
this sense, from its title to all the details of the plot, can be seen as a
post-apocalyptic representation of a world which has already,
somehow, experienced its End.

What is more, there is another character suffering from
numbness of feelings. In fact, Gary suffers from this at its severest level.
Gary is the darkest portrayal in the whole of Ravenhill’s cast of
Shopping and F***ing. He is only a fourteen year old boy (57) and his
experiences are more than his youth can handle. As an even younger
boy, he had to endure his step-father’s abuse and was not saved from it
by his mother, who knew the situation. The lack of motherly affection
and fatherly protection leads him to say: “I want a dad. I want to be
watched. All the time, someone watching me” (33). He is a neglected,
pathetic boy with nobody to help him, and he tries to live by
prostitution. As Robbie states, Gary is “trash” (83), a waste of a human
being, and in Gary’s own words he is “nothing” (57). Wounded so badly
as an adolescent, Gary is the most devastated character in the play; he
is not only sensationless but also anaesthetized against physical pain.
His plight is heartrending, and especially poignant when he confesses
to Mark that “[he] did not feel anything” (56) towards Mark, who has
just confessed his love to Gary. Gary is too pessimistic about love,
which could save him; he instead demands a consensual rape, an
extreme way of pain, as a way to sort his whole life out. His pessimism
is apparent in the following words: “I've got this unhappiness. This big
sadness swelling like it's gonna burst. I'm sick and I'm never going to be

well” (85). Gary’s disappointment, psychological trauma and his
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hopelessness for the future leads him to desire an End which is to put a
full stop to pain-inflicting life. It is because of this that he replies “It’s
what I want” (84) when Robbie warns him that his wish to be
penetrated harshly with a knife or a screwdriver will “kill [him]” (84).
The dialogue clearly shows that Gary is pursuing an End and he
“want[s] it over” since “there’s only one ending” (85) for his plight.

The next point which heightens the apocalypticism of Shopping
and F***ing is detectable in one of the most meaning-laden speeches of

the play, which is voiced by Robbie:

ROBBIE: ...I think we all need stories, we
make up stories so that we can get by. And I
think a long time ago there were big stories.
Stories so big you could live your whole life in
them. The Powerful Hands of God and Fate.
The Journey to Enlightenment. The March of
Socialism. But they all died or the world grew
up or grew senile or forgot them, so now
we're all making up our own stories. Little
stories. It comes out in different ways. But
we’ve each got one. (66)

These words almost exactly echo Jean-Francgois Lyotard’s The
Postmodern Condition (1979) where he puts forth his groundbreaking
theory of the end of metanarratives, the totalizing stories which shaped
Western societies and cultures since the early days of modernity in the
late eighteenth century (37), leaving their places to the plurality of
smaller stories. On the other hand, Peter Billingham warns against a

merely postmodernist perception of Robbie’s words:

Robbie’s assertion that ‘we all need stories so
that we can get by’ is more than some
simplistic, postmodern mantra. It is more
than an equation of story and narrative as
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being the only secure cultural rendition for
individual and communal lives. In a montage
world where all constituent cultures and
identities amass in some value-free, valueless
coalescence, the story is a limited lifebelt.
(138)

In addition, still, Robbie’s words convey the message that even the
long-lasting elements, which he calls “big stories”, which shape the
structures of all life in the world, face the End. Particularly, there were
times when people would live in these big stories which expired
through time and came to their conclusions. Now is the time for the
little stories of the dwarfed people represented through the characters
of Shopping and F***ing. Mark’s little story that the play presents is
about his attempt to isolate himself from emotional relationships only
to find that he cannot; Brian’s little story is about his inability to get out
of the role of being a fervent pawn within the game of money; Lulu’s
little story is about the impossibility of living a moral life in a world of
deprivation and dishonesty; Robbie’s little story is about forsakenness
and pushing the limits to alternative ways of life, and finally Gary’s little
story is about contempt for and a challenge to life which is not worth
living due to its continually pain-inflicting nature. All these little stories
take place under the encompassing umbrella of the grand “little story”
of shopping in a world where there seems to be no positive production.
Among the productions shopped for are cocaine, ecstasy tablets, fast-