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Comment: faculty support for Coffin, 
glitter on Yale's party scene, and a 
close look at We Bombe d in 
New Ha ven. 

Coffin 
A letter of support for the Rev. William S. 
Coffin is now circulating among Yale 
faculty member s. It states that the signers 
of the letter are con xinced that Rev. Coffin 
"has acted out of the stronge st sense of 
mor al responsibility in prot esting the war 
in Vietnam, and that he has chosen his 
methods of protest only after careful and 
anguished reflection. " 

The 500-word letter states that the 
"great majority of signers of this state
ment share Mr. Coffin's conviction that 
our military involvement in Vietnam in 
profoundly wrong"; but it makes clear that 
it is more concerned with the indictment 
as a symbol of "tragic heightening of the 
domest ic costs of the Vietn am War." In 
particular , it warns of the danger to a 
democracy when citizens are forced "to 
choose between their obligation to the law 
of their country and their moral obligation 
to themselves and their fellow citizens." 

The letter also warns that the "vague 
and shadowy charge of conspiracy" may 
be used in the future to silence tho se who 
examine and discuss the issue of con
science. 

Sponsors of the letter include Law 
School dean Louis Pollak ; law profe ssors 
Alexander Bickel , Elias Clark , Abr aham 
Goldstein; political science professors 
Jame s Barber and Robert Dahl ; psychiatry 
depar tment chairman Th eodore Lidz ; 
psychiatry profe ssor Rob ert Lifton; psy
chology profe ssor William Kessen; asso
ciate profes sor of molecul ar biophy sics 
Robert Wilhelm ; and history pro fessor 
C. Vann Woodw ard . 

Faculty who wish to sign the statement 
are asked to return a signed card to the 
office of James Barber, 202 Hall of 
Grad uate Studies. 

Another statement supporting Rev. 
Coffin was signed by 14 faculty member s 
who aided in the turning in of draft card s 
or turned in their own cards on October 21 
in Washington . The signers say that since 
the "Administration has chosen to ac
celerate the war,"'they feel "yet more 
strongly that it is not only our right but 
is our duty to prote st thi s war and stand by 

: those courageous young men who have 
done so by refu sing the draft." The state
ment "reaffirms the position of last 
October and reaffirms our solidarity with 
each other. " 

One who will probabl y not sign any 
such statement s is Yale Pres ident Kingman 
Brewste r, who somew hat ominously com
mented after the indictment was an
nounced: "I have made it clear on seve ral 
occasions that I think draft resistance 
and its advocacy as a politica l tacti c is 
ineffec tive, unw ise and improper. Re spec t 
for due proc ess of law , however, require s 
that-anyone who is accu sed is pres umed to 
be inno cent unt il he is fo und guilty under 
a Constitut iona lly valid law. Th erefore the 
fact of indictment itself does not warrant 
any change in Mr. Coffin's status at Yale." 

Glitter 
Carl Reiner did not wear his toupee. 
"Ruthie , it was him , I swear. He just looks 
less hairy. " 

But Paul Newman did wear his shoes. 
"Last time I saw Paul and Joanne , they 
were at the Copa in Miami. Paul was 
wearing black.tie and his usual black 
socks. No shoes. It was very form al. Paul 
hates to wear shoe s." 

What an eve ning , December 4 , opening 
night of Joseph Heller 's We Bombed in 
New Hav en, in the Yale University 
Theater. Except for Kenneth H aigh and 
his sleek friend , the sophisticate s on the 
first two rows of the balcony almost broke 
their neck s leaning and gawking over the 
edge. Strang ers spoke to stranger s. 

"Who' s Heller talking to now? 
Hermione Gingold?" 

"Someone said Mike Nichols is here." 
" I hear Clive Barne s and Walter Kerr 

are in the second row ." 
"Lady, I wouldn't recognize Clive 

Barnes if I sat on him. I'm looking for 
Paul Newm an's bald spot. " 

Intermi ssion came and everybody 
crowded down for a better view. Three 
first-year acting student s stood on the 
packed sta irs and reported: "Paul is now 
walking out of the auditorium . He chews 
his gum with the whole left side of his face. 
Good new s, folk s. H e's not as short as 
you've been told . He wears a fitted grey 
double-vent suit . He is tanned. He is 
beautiful. He shimm ers. He is walking out
side into the air with his wife, Joa nne 
Woodward . No , she is not wearing a wig. 
They 're going back inside. Quick, look , 
or you 'll miss him . That 's all, folks, he's 
gorie." 

After the play, everyone came to the 
party in the Trumbull Co llege dining 
room. In the beginning no one could mo ve. 
Rumor s of liquor and hors d'oeuvres at 
some far corner swe pt through the crowd. 

"Arthur Schlesinger is here." 
"Ye s, I know. Ther e he is," sa id a girl , 

unfortun ately pointing to host Ron ald 
D wo rkin , master of Trumbull , who was 
deep in conversation with Frederic March . 

"Ce lebrities always stick together ," the 
girl added with some bitterne ss. 

"Isn't that Rober t Osborn with the white 
hair talking to John Her sey and his wife? 
I told him I l<lVed reading the Vulgarians, 
and he told me he didn't write it," sighed 
Estelle Par sons, twisting her handkerchief . 
"He wasn't telling the truth , was he?" 

At the par ty, Newman sat with his own 
party by the door. The former Yale Drama 
School student drank beer, chewed gum , 
and practi sed the fine art of not looking 
at five thou sand people who were looking 
at him . His was the only group sitting , and 
he sat with his back to the crowd. 

"Hey, listen , I went right up to him and 
said, if I don 't do it now, I'll never do it." 

"Yea h, yeah , what did he say?" 
"Th en I said, my name is Henr y 

Winkler , and I'm a first-yea r acting stu
dent and did you do any editing or 
cutting for Cool Hand Luke. I asked if 
he had anyt hing to do with that last awful 
sequence of Luke smiles." 

"Yeah, yeah, what did he say?" 
"He shook my hand and said, pleased 

to meet yo u and said, no, I just acted and 
split." 

"Bet sy, where is Trum an Capo te?" 
asked a professor. 

"Trum an didn't invi te us , so we didn't 
invite him, " said Betsy D wo rkin. 

"Th e play? Oh , of cou rse the play is 
great. Everyone says so. All the people 

who look like people you should recognize, 
they 're big Broadway types. They love it. 
Heller 's got a hit. " 

"Mr. Heller , I think you have a hit." 
"Oh , yeah. Good . Meet my daughter 

Erica . I gotta run ." 
"Well , confidentially, I never thought 

he'd make it," said Erica. 
"Who? Make what?" 
"My father. I never thought he'd make 

it through the production. Didn 't he look 
crazy when they made him come up on 
stage for a curtain call? He 'll be impossible 
to live with after all this." 

"I think the liquor is going to run out 
before I find out which one is Kurt Vonne
gut," mourned a graduate student whose 
moust ache was soaked with good Scotch. 

"Look , give up. Bill Styron is here some
place," answered his friend, "and all my 
girl wants to do is stand here by the door 
and watch Paul Newm an. She won't even 
talk to him. Ju st makes me stand here 
watching her watch Paul Newm an." 

"Bob and I had 27 people to dinner 
tonight , and all of a sudden Bob says, have 
to get over to Battell for services . Twenty
seven people and opening night and be has 
to go over for the prote st," Norma Bru
stein laughed ruefull y to Reverend Coffin. 

"Jim , you me an you actua11y aske d him 
for his autograph? You're crazy. You 're 
drunk . What did he say?" 

"He said the same thing to me that he 
said to the girl who asked him before I did. 
He said Jesus Christ I oughta smash your 
face in or something like that." 

"Let me see what he wrote-Best 
Wishes to Mary, Paul Newman. Well , he 
signed it, all right." 

"Look, he's leaving." 
And then Paul Newman showed that 

the actor, even the star, can still use a 
good direc tor. For his finale , he strained 
for the nonchal ance of the ringleader , the 
tough kid who knows, and has to pretend 
he doesn't , that everybody's watching and 

, waiting for him to show how cool be is. 
Newm an picked up an unopened Bud

weiser, pulled his custom-tailored gray 
pants away from his custom-t ailored 
stomach, and slipped the can down into 
the front of his pant s. Then he grinned. 

And everybody saw that he wasn't really 
that tough guy. He was just some rich kid 
sneak ing free booze away from a deb party 
in Westport. 

But he didn 't lose the crowd. They still 
loved him . After all, it was a hip move . 
He could get a whole can of beer just for 
the asking. He was Paul Newm an. Any
way, he was killing himself for the effect. 
The can was cold. 

Susan Braudy 

Bombed 

Joseph Heller 's first assault upon the stage 
was a welcome step toward the engaging 
contemporary drama that Yale's resident 
audience has been led to expect , though 
not to find, at the new Repertor y Theater . 
The December perform anc e was a con
trast to the earlier, unin spired presen tation 
of a "classic" work which gained nothing 
from the meeting of the two perspectives 
of past and prese nt-a confrontation that 
can so easi ly res ult in no perspec tive at all. 
The compa ny still needs better overall 
scripts, but it is certainly now fai r to say 
that it deserves them . Th e group handled 
the play with as much comp etence and 
imagination as could be expected of any 
company in the United States. Mr . Arrick 
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Beleaguered Biafra and the 
threat of genocide 

By Jonathan Lear 

The final chord s of Handel's Judas Mac
cabaeus resonated through Woolsey Hall 
proclaiming the triumph of the persecuted 
Israelites. Lazarus Ekwueme left his place 
in the choir and walked the singl e, snowy 
black hack to his one-room apartment 
next to George and Harry 's. 

This particular oratorio had struck a 
personal note with Laz , a graduate student 
in music, who has been away from his 
African home for two years now. It filled 
him with the thoughts of his people-
the Ibos. "We are the Jews of Africa ," Laz 
said after the concert. "We have so much 
in common with the Jews: ambition, love 
of education , pride ... and persec ution. " 

Genocide is imminent for the eight 
million Ibos that are his people. Some of 
the leading powers of the world actively 
support the forces inflicting the genocide; 
the American press indirectly lend s sup
port to those forces ; the American govern 
ment refuses to take any position ; and the 
American people are largel y unawar e of 
the helple ss condition of an entire people 
facing annihilation . 

When I met Laz shortly after the 
Wool sey Hall concert , the muscles in his 
face were tight and his speech abrupt. 
Trying to ask an innocuous question that 
would ease tension, I made my first faux 
pas. I asked where his home was located 
in Nigeria. 

"I am not from Nigeria ," he said . "I am 
from Biafra. I am a Biafran." 

New spaper s and diplomats insist on 
calling it Nigeria, but the region is wracked 
by a civil war so inten se, so divisive, so 
bloody, that it is doubtful a united Nigeria 
in any old sense of the word w ill ever 
exist again. Thirty thou sand lbo s who 
lived in the North of Nigeria lost their 
lives in a series of pogroms in 1966. An 
additional two million Ibo s fled the 
pogroms in a mass exodus to the East , the 
home of their population . 

On the first anniversary of the Northern 
Pogrom, after the federal government 
renege d on agreement s which might have 
mended the nation, the Eastern Region 
seceded from Nigeria . The Republi c of 
Biafra was born on May 29, 1967. Civil 
war followed shortl y. The federal govern
ment , with its capital at Lagos, expected 
to crush the rebels within a week. They 
did not anticipate Biafran determin ation: 
the war is still being waged. 

The federal troops seem intent on 
elimin ating the 14 million people (eight 
million of them Ibos) who call them selves 
Biafrans. While all major nations conduct 
diplomatic relations with the federal 
gove rnment , no nation has yet recognized 
Biafra. Britain and Russ ia, strange bed
fellows, actively support and equip the 
federal government . 

The att itude of the West was ironically 
revealed in my second faux pas. I asked 
Laz about the Ibo tribe. 

"I resent the word tribe as it is applied to 
the lbos," he said . "We are a people, a 
nation. After all, no one talks about the 
Anglo-Saxon tribe or the German tribe." 

In a year Laz will have his Ph .D . in 
music theory. His older brother has an 
M .A. in town planning; his younge r 
brother is an English-educated surgeon; 
his friends in Biafra are all sim ilarly 
educated. And I ask about his tribe. 

The devastating war in Nigeria is con
doned, ignored. or even supported by the 
West because it is only black Africans 
against black African s. Were there fifty 
wh ite missionaries whose lives were in 
danger , the reaction would hardly be the 
same. Had the exodus of Ibos to Biafra 

occured along an internationally rec
ognized boundary it would have been 
considered one of the world's great refugee 
problems. Because Biafra is not recog
nibed , however , its two million refugees 
are passed off as a "dome stic problem." 

But the reddening eyes and occasional 
tears that accompanied Laz's description s 
of the war rem ind one that hum an deaths 
are so mething more than the box scores 
of a baseball game in an unfamiliar league. 
Since no mail can get through, Laz has no 
idea whether his parents are alive or dead. 
Any letter that is smuggled out of Biafra 
always carries news of death. 

Laz learned from a smuggled letter he 
received this fall that Northern soldiers 
had built a fire with books from a school 
in which he had studied, and had roasted 
chickens . The books symbolized the edu
cation valued by Biafrans . By destro ying 
the books the soldier s felt they were 
destroying Biafran power. 

His financee, Vicki , whom he left at 
home so that she could finish her college 
education , just graduated summa cum 
laude; and he cannot even send her an 
application to graduate school. 

"Vicki is stuck in the country," he 
sa id. "And I am stuck outside , which is 
eve n worse." 

Laz spends most of his waking hours 
gathering support for Biafra and funds 
fo r Biafr an refugees. The Intern ationa l 
Student Center is sponsoring a fund
raising show on March 2 , in which Biafran 
student s will perform. He hopes to unite 
concerned members of the Yale com
munity who could act as a lobbying force 
on the government and the press to end 
the carnage. 

The plight of the Biafr an student in 
America is one wh ich Laz, as president 
of the Biafra n Students of Connecticut, 
is trying to ease. Since no mail leave s a 
blockaded Biafra, Biafran students have 
been cut off from family funds, and all 
Nigerian fellowships to Biafrans have 
been revoked . One of Laz's close friends 
at Columbia Medical School was forced 
to drop out and take temporary employ
ment. 

In spite of the con stricting financial 
problems , the Biafran student s in Con
necticut , under Laz 's leader ship, don ated 
$475 for medical aid to Biafr an refugee s. 

"You 'd be supri sed how little our 
finances here are a problem compared 
with the problem back home," said Laz. 
"I don 't even know how many of my 
relatives are alive; I only know I will 
never see all of them aga in. If one can 't 
go to med schoo l, okay, so he'll get a job 
and earn so me mone y to se nd to Biafra. 
Thi s is the spirit. " 

2 
On July 3 1, 1967, a letter appeared in the 
New York Times, the first in the American 
press to cry ou t against the genocide in 
Nigeria. Th e author was Richard N . 
Hend erso n, an assistant profe ssor of an
thropology at Yale who teaches African 
ant hropology. From 1960, when Nigera 
became independent, until 1962, Hender
so n was in that countr y studying urban 
structure and the impact of European and 
American cu lture. Hende rson observed the 
movement from "Nigeria's brightest 
hopes to the first signs of danger ." He also 
saw the large role the educated and skilled 
lbos played in the life of Nigeria. The 
aggressive, self-a ssertive or ientation of the 
lbos permeated Onitsha, the town in which 
he lived. 

In his letter to the Times in July , 1967, 
Hender son wrote that all those who had 
hope s for Nigeria were appalled at the 
threat of disintegration. However, he went 
on to say that legali stic arguments about 
the unity of Nigeria should not override 
humanitarian requirements. As the most 
educated people in Nigeria, the Biafrans 
provided before the pogrom s the real 
basis for nation al ident ity; but the 
"murderous rampage s" on the Ibos and 
the backing out of agreeme nts ironicall y 
forced the most nationalistic people to 
secede . The feder al government had 
extermin ated all Biafran faith in the 
federation. The only possible solution , said 
Hend erson, was the immediate demon
stration by "concrete acts" that the federal 
government is concerned with the welfare 
and civil rights of the Biafra ns. 

Hender son's letter provided a flag 
around which other concerned scholars 
rallied. An "Appe al for a Cease-Fire in 
Nigeri a," drafted by 13 scholars and 
missionarie s, warned that the entrance of 
federal troops into the East (Biafra) in
volved a real danger of genocide. The 
letter said an immedi ate cease fire was 
urgently necessary, and it implored 
Britain , Russ ia, and the United States, the 
United Nations and the Organization of 
African Unity to act to end the hostilities. 

The se scholars later formed a Com 
mittee for Biafran Refuge es with Conor 
Cruise O'Brien, Albert Schweitzer Pr o
fessor of Humanities at NYU, as the 
leading spokesman. Presently they are 
co llecting donations for medical aid to 
Biafra through the National Council of 
Churches in New York. 

Th e appeals of the scholar s have made 
clear that no one group can be blamed 
for the trag ic situation in Nigeria. The 
war is the culmination of a complex his
tory of grievances and hatred s among 
peoples. Attempting to assign ultimate 
blame is not only fatuous but also hinders 
negotiations for a peaceful solution. 

The events leading to the war are indeed 
a complex interweaving of nation alist 
movements restrained by feudal jealou sies . 
Divided through history by suspicion and 
hatred , these people of Nigera were 
grouped in a federation by a handful of 
British coloniali sts, who arbitrarily drew 
lines on a map of Africa with no regard 
for cultural or historical unity . 

With Nigerian Independence in I 960 
the thre e main langu age groups of Nigeria, 
Hau sa of the North , Yourba of the West 
and Ibo of the East entered an increasingly 
hostile game of king of the mountain 
for control of the federal government. 
None of the groups could control the 
government alo ne . Coa litions formed and 
re-formed , but the Hausa North , with the 
larger population and territory , always 
domin ated. The Eastern and Western 
sector s took turns at being excluded . 

The lbos in this period were forced to 
assume the cl assic role of a minority 
group . Trade-oriented , valuing education 
and maintaining strong kinship networks , 
the Ibos became identified as somehow 
more cleve r and sly than mo st. The 
hatred of the other peoples was vented 
on the lbos , and they were blamed for 
all soc ial malaise. In the Hau sa-dominated 
North the two million Ibo s, forced to 
live in ghettos called Sabon Gari 
(strangers' quarters), we re still the mo st 
nationalistic group in Nigeria. 

"Jbos did not think of themselves only 
as Ibos, but also as Nigerians ," said 
Henderso n. 

The spar k of nationalism ignited the 
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Lazarus Ekwueme 

Richard Henderson 

minds of several young army officers, and 
on January 15, 1966, they conducted a 
successful coup designed to end the 
feudalistic anachronism and establish a 
truly national government at Lagos. The 
leader of the Northern Region , Sardauna 
of Sokoto , and his Prime Minister at 
Lagos , Abubakar Tafawa Balewa , were 
assassiriated. 

The North feared this coup as an 
Eastern attempt to gain control of the 
entire federation. Ibos were blamed. While 
the officers that led the coup had members 
of all peoples , a large number were from 
the most nationalistic: Ibo. An Ibo became 
head of the Supreme Military Council. 
Major General Aguiyi-Ironsi , born in the 
North, Hausa-speaking, and above all 
dedicated to a united Nigeria , received a 
reputation based on only one charac
teri stic-being an Ibo. 

Ten sions rose. The Ibos living in the 
North ridiculed the death of Sardauna and 
defiled photographs of him. The abstract 
and non-human terms in which North
erners spoke of lbo s gained in venom 
and frequenc y. Storie s of Ibo greed and 
cunning saturated the No rth. Rumors of 
lbo s smuggling in guns to enslave the 
North grew malignantly. 

Ten sions boiled over on May 24, 1966, 
when to insure national unity Ironsi issued 
a decree abo lishing region s entirel y. Living 
in Saban Gar i, the Ibo s were easy prey , 
and massacre s erupted in five Northern 
cities. 

"Some were decapitated. Other s bled to 
death after their arms, legs, and testicles 
were chopped off. Old men and boys had 
their eyes gouged out. Pregnant wo men' s 
bellies were ripped open . Children were 
shot in their parents' presence," wrote 
Claire Sterling in the R eporter (August 10, 
1967). 

Laz lost a cousin in thi s pogrom. Thou
sands of Northern Jbos fled to the East. 
The Ibo leader of the Eastern Region, 
Lt. Co l. Odum egwu Ojukwu, a dedicated 
nationalist , asked the refugee s to go back 
to their jobs in the North . Placing nation al 
unit y first, Ojuk wu reali zed that the North 
would face economic collap se if the Jbos 
who held the vital jobs evacuated. What 
Ojukwu term s the "last act of faith for 
that (nationali st) faith" ended in disaster. 

A counter-coup in July killing Aguiyi
Iron si catalyzed another pogrom. Every 
Ibo officer found in the Northern military 
capita l was murdered . In this butchery 
Laz lost 210 former 'classmates. The new 
commander , Yakubu Gowon, symbolized 
the North 's regain of contro l over the 
shreds of a nation. 

Refugees flocked to the East. "A 
woman, mute and dazed, arrived back in 
her village afte r traveling for five days 
with only a bowl in her lap. It held the 
head of her child , severed before her eyes. 
Another woma n steped off a refugee lorr y, 
her face battered. By her side was her little 
boy, one of whose eyes had been gouged 
out , and her little girl who had severe 
scalp wounds. 'What ,' she kept repeating, 
'has happened to my baby?' It had been 
tied to her back before.she was knocked 
to the ground,' ' wro te Colin Legum of 
the exodus (Afri ca R eports, November , 
1966). 

The pattern of federal unit y had become 
a scattered jigsaw puzzle. In an emergency 
conference in September, 1966, Gowon 
made a last-ditch effort to piece it together. 
He proposed a loose association of 
autonomou s state s, economically inter
dependent and joined by custom s unions 
and public services. All parties united , 

ephemerally. For unknown reasons the 
North abandoned the propos als afte r its 
own leader had propo sed them. The once 
bright hope of a united Nigeria dimmed 
a shade more. 

The rem aining Ibos in the North were 
hunted down and maimed or murdered 
on September 29, 1966, in a third pogrom , 
actively led by Northern police and 
troop s. Schools and hospitals associated 
with Jbos were sack~d and destroyed. 

But the dim hope of a united Nigeria 
had not yet been extinguished. In the first 
days of I 967, leaders from all factio ns met 
in Aburi, Ghana, in an astoundingly suc
cessful conference. Gowon agreed to 
finance the resettlement of Ibo refugees, 
and all sides agreed to the loose economic 
associa tion previo usly proposed. 

Again the glimmer of hope was to be 
doused. The senior officers of the Northen 
c ivil service , more intere sted in immediate 
benefits than a viable federation, oppose d 
these prop osals, known as the Aburi 
Agreements . Controlling all federa l power 
at Lagos , they showe d reluct ance to y ield 
it. While Gowon's control over his bure au
crats may have been more than nominal , 
it was not strong enough. Reneging upon 
the Aburi Agr eement s in March , 1967, 
the federa l government extinguished all 
hope of a united Niger ia. 

The East, now well acquainted with 
disappointment, stood read y to act and 
seceded. Thinking that the war, which 
broke out shortly thereafter, would take 
a week to crush, Gowon obviously had 
no conception of the fierce Biafran espirit , 
for the war rages on today. Biafrans fight 
for an idea as well as fo r their very exist• 
ence : a combination not eastly over
whelmed by larger number s or better 
equipment. 

"This is a popular and patriotic war , 
waged by people who feel that their sur
vival is quite literall y at stake .... A nation 
has been born and will in some form 
endure. Ther e is reality about the birth 
of Biafra,' ' wrote Conor Cruise O'Brien 
in the Observer (October 8, 1967). 

"As long as there is one living Biafran," 
Laz said, "there will be a Biafra ." 

The British are the most culpable of 
all partie s. They support federal troops 
to frustrate the eme rgence of African 
intelligence . Hender son think s the British 
prefe r a docile , tradition-oriented, depen
dent people to an independent , educated, 
self-assertive people who might compete 
with business interests . They not only 
cond one, but actively support the who le
sale slaugh ter of an entire race to promote 
selfish economic interest s. Britain isolates 
the most We stern-oriented nation in 
Africa . 

Only one more in a long list of tragic 
ironie s is that Britain finds herself on 
the same side as the Soviet Union, which 
a ids the Lago s government as a natural 
extension of Arab bloc support. 

The wors t aspect of Britain 's position is 
that it prevent s her allies from aiding 
Biafra. With Russia and all Moslem coun
tries supporting Lagos the only side that 
could support Christian Biafra is silenced. 
While the United State s is diplomatically 
obligated to be neutr al, genocide some
how seem s at least as important as 
neutr ality . Hender son and other members 
of the Committee for Biafran Refugees 
have appealed to the State Department to 
take a more active part in attem pting to 
end the violence. Th e official response has 
been that any U.S. efforts to encourage 
nego tiation s would be reject ed as inter
ference in Nigeria's interna l affa irs and 
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as an unfrie ndly act. Wit h British and 
Soviet aid pouring into Lagos, the charge 
of interference would seem to be little 
more than a semantic game. But since 
Britain is her closest ally, the U.S. is in an 
embarrassingly touchy situation . And , of 
course , there's Vietnam . 

3 
The press performed a disservice to 
the American people and an abominable 
injustice to the Biafran s in covering the 
war. For the ultimate existence of the 
lbo s may hang upon the feelings of the 
American people. Today few Americans 
realize there is a war in which 14 million 
face death, and that is the fa ult of the 
press. 

When hostilities erupted , the New 
York Times had reporters in both 
Nigeria and Biafra. Understanding the 
plight of the Ibos, the Biafran reporter, 
Lloyd Garrison, wrote , "Like a beleagured 
Israel, Biafra will fight back . It will have 
nothing to lose. For the Ibo it will be 
surviva l or death " (New York Times, 
June 4, 1967). Garrison was withdrawn 
on Jul y 21 and not replaced. So ended 
any semb lance of balanced coverage in 
the New York Times. The remaining 
reporter in Lagos , Alfred Friendly Jr ., 
acco rding to Henderson "swa llowed the 
feder al position whole." Friendly , 
Henderson believes , was contained by the 
federal government at Lagos and was 
unable to do much more than rewrite that 
government's hand -outs. 

Friendly remains the only Times re
porter in Nigeria. In at least one instance , 
the Tim es reported the fall of a Biafran 
town to federal troops when it was still in 
Biafran control. Some very recent articles, 
however , suggest tha t Friendly is 
beginning to become disaffected with the 
federal side. 

"Time seems to be running out for 
the secessionist Ibo regime ," began a 
Times editorial of August 6. Yet on 
Augus t 13 the Times expressed dis
appointment that federa l troops weren 't 
"tightening the noose" fast eno ugh and 
that Biafrans were taking the offensive , 

Upset at this coverage, H ende rson 
wrote Graham Hovey, a membe r of the 
Times' editorial board who dea ls with 
African affairs , accusing him of "dis 
torting a complex situ ation in which a 
very large number of human lives are at 
stake ." Since an interchange of ideas 
between Henderson and Hovey, the 
editorial position of the Times has 
evolved to the point of urging negotia 
tions , while still opposing any form of 
secession. 

On Thanksgiving Day Laz and 100 
fellow Biafran s demonstrated in fron t of 
the New York Times editorial offices to 
prote st the Tim rs' trea tment of the war. 
Since that day there has been no editorial 
mention of the war. 

The Times ' distortion results from 
carrying the rational amoralism of 
politics too far. "Biafra cannot win. The 
Biafran s simply mu st give up secession and 
negoti ate for a highly autonomous East 
Centra l State," said Graham Hovey in a 
telephone interview last week . While in a 
3-M game of Diplomacy this would be 
the correct move, it fails to take into 
account the personal determination of a 
people . 

"There are no conditions for reunit ing. 
The two countries can never be one 
aga in," said Laz . "This is not just my 
feeling. It is the dedication of 14 mill ion 
people who are fighting for their lives." • 
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The director's event: 
interview with Arthur Penn 

by Robert Edelstein and 
Martin L. Rubin 

R obert Edelstein, a senio r in Yale College 
and chairman of the Yale Film Society, 
directed Sally 's Hounds, shown at Yale 
last fall , and is presently worki ng on a 
new film , The Girl with No N ame. 

Martin Rubin, a juni or in Yale College, 
is vice pres ident-treasurer of the Yale 
Film Society. 

The release of Bonnie and Clyde has con
firmed Arthur Penn as the most talented 
American film director to emerge in the '60's, 
clearly outdi stancing such other aspirant s as 1J 
Stanle y Kubrick (Dr. Strangelove) , Mike ~ 
Nich ols (The Graduate) , Robe rt Mulli gan , 
(Up the Down Staircase), or Sidney Lumet ;r 
(The Pawnbroke r). " 

Like most recent film-makers , Penn started 
out in the perilous training grounds of New \. 
York television and theater. Working mostly { 
with producer Fred Coe, his early TV experi
ence included "The Colgate Co medy Hour" 
and "F irst Person." His first major theater 
produ ctio n was Will iam Gibson's Two fo r the 
Seesaw in 1957. At thi s time , he and Coe 
became interested in Gibson 's Th e Miracle 
Worker, which resulted in the successfu l 
"Playhouse 90" produc tion and , late r , a long
run Broadway show, directed by Penn . Other 
not ab le plays Penn has directed on Broadway 
include Toys in the Auic , All the Way Home, 
An Even ing with Nichols and May, Golden 
Boy and Wait Until Dark . His previous films 
include The Left-handed Gun (1959), The 
Miracle Worker (1961), Mickey One (1965) 
and The Chase (1965). 

Bonnie and Clyde (1967) has been, except 
for the pathetic dissent of Bosley Crowther , 
the most critically accla imed film of the year. 
Th ~-interv iew which follows centers mainly 
on this film. Despite the critical attention it 
ha s received , the film has been large ly mis
interpreted. We hope that this interview will 
clear up some of these misconceptions , most 
notab ly those of cr itics who insist that the 
film is an attem pted recreation of the Dust 
Bowl era and/ or the story of a budding Al 
Capone and his bloodthirsty moll. It should be 
noted that the themes and style of Bonnie and 
Clyde were developed in Penn 's previous fou r 
films, and this interview touches upon them to 
illustrate that point. In short, Bonni e and 
Clyde bears more relation to The Left-Handed 
Gun than to either The Grapes of Wrath or 
Liu/ e Caesar. 

Penn , now forty-five years old, is pre
paring the script for his next film, Lilli e Big 
Ma n, based on the novel by Th omas Berger. 
He has planned no other projects beyond this 
one. He continues to direct in theate r , al
tho ugh the disas trous experience of Ho w Now, 
Dow Jones has made him wary of Broadwa y, 
and he will be running the Berkshire Play
house in Stockbridge , Massachusetts , this 
summer. This interview was conducted at 
Penn's office on Broadwa y in November , 
1967, three months after the release of 
Bonnie and Clyde. 

In your films, you seem to be concerned 
with individu als who want to shape their 
live s in their own way, outside of society. 
Yet these ch aracte rs come to violent, 
tragic ends . Aren ' t you concerned about 
any other character types? 

I would say, almost categorically , that 
the only people who really interest me 
are the outcasts from society . The 
people who are not outcasts-either 
psychologically, emotionally , or 
physically-seem to me to bes ·eel 
for material for buying breakfast food, ------------

but they're not subject for material fqr These outcasts are often famous cr iminals, 
-r, . such as Bill y the Kid and Bonnie and 
~haracters don't always end ~ Clyde, and they seem to attract hero-
violently, if you bear in mind that Helen worshippers. I'm thinking part icularly of 
Keller figures in this configuration of the Hurd Hatfield character m L ef t- . 
outcasts . Quite the reverse happens. Hand ed Gun and C. W. Moss m Bonn,e 

What I'm really trying to say through and Clyde. Why should criminals become 
the figure of the outcast is that a society idols? 
has its mirror in its outcasts. A society 
would be wise to pay attention to the 
people who do not belong in it in order 
to find out what its configuration is and 
where it 's failing. 

In The Chase and in Bonnie and Clyde , at 
least, the fates of the se character s seem to 
get progressively darker. They seem more 
and more hopeless in their abilit y to make 
these li ves which they wish to lead last .. . . 

Well , I don't think there's anything like 
an even battle between the outcast and 
his society. It isn't an even battle at all. 
What I really am sensing is that this is 
the only fight these people can fight. 
The odds are clearly against them as, I 
think, the odds are clearly against the 
Negro in the civil rights movement 
today. The odds have always seemfj d 
to be, as far as I can figure, against 
the people who seem to be on the 
right side. _ -

In a certain sense , it 's a kind of 
revolutionary position. I mean to say, 
my sympathies lie with that man or 
woman who 's outside society and 
cannot accommodate himself to it and 
may have to lose his life in order to 
change that society. 

Toward s th e end of Donnie and Clyde , 
Bonnie tells Clyde that she's "got the 
blues," that at one point she had thought 
they we re "going somewhe re ," and now 
she wonders if they are going anywhere. 
Are they? 

No. I'm not holding up Bonnie and 
Clyde as particularly interesting out
casts nor as outcasts who have an 
intention or a continuing motivating 
line. I don't think they did. I think they 
were wandering, hopeless people. 

But I think it was a wandering, hope
less time. The time itself didn 't know 
where it was going. It was a peculiarly 
naive time, horrible as it was. The 
Depression was peculiarly naive. The 
banks did naive things. They foreclosed 
as many farms as they possibly could, 
leaving the land without anyone to 
farm it, which promptly broke the 
banks. 

Everyone seemed to have a sense of 
destination, and yet when they came 
to confront their lives, the discovery 
was that the sense of destination had 
departed . They found they were simply 
engaged in acting out whatever roles 
they had set in motion originally . 

In the film , it was very important for 
me to have at least Bonnie understand 
that she was no longer acting out of 
the early promises of Clyde like , " I'm 
going to dress you up, and we're going 
to go to the fanciest restaurants." 
There was no longer that, and they 
were down to a very threadbare basis. 
This was, however , her only place for 
existence-with him and in doing 
these things. She was perfectly willing 
to accept that , knowing that death was 
implicit in it and liable to come at any 
time. In that sense, it was an existential 
realization, and it was an important 
one for me. 

I think that outcasts who become 
prominent immediately have satellites 
who idolize them . It is in a certain sense 
a part of the bizarre character of the 
world that these outcasts find their 
historians and documentarians in these 
idolators . 

In the character of Hurd Hatfield in 
Left-Handed Gun,* I was really trying 
to say that he was constantly con
fronted with a myth that he contained 
in his head about who Billy the Kid was. 
His grave disappointment at who Billy 
the Kid actually was in fact and his 
inability to reconcile those two caused 
him eventually to betray Billy. 

It was the need to have heroes be 
genuinely heroic that seems to me to 
be an absurdity and a foolish intention, 
and when somebody like the Hatfield 
character is failed in that, there 's no 
end to his retaliation, no limit to his 
revenge. 

C. W. Moss does not fall in the same 
category . C. W. Moss was really a fel
low without imagination to whom these 
people brought one little bit of imagina 
tion and romance, and he was perfectly 
willing and grateful to have that in his 
life. 

When he goes along with his father 
in setting up the ambush, I took that to 
mean that he was really testing his 
fantasy of these people to its limit, in 
his utter belief that they would really 
walk on water and be able to elude 
any ambush that his pedestrian father 

*Penn 's first film, Th e Lef1-Ha11ded Gun 
(1959). a unique rendering of the myth of 
Billy the Kid, was initially received coldly 
in this country but was critica lly successful in 
Europe. In the film, Billy (Paul Newman), a 
childlike outlaw, is befriended by a kindly 
Scottish catt leman. When the Scotsman is 
murd ered, Billy tr acks down the killers and 
brutally avenges the death of his friend . He 
is protected by Pat Garrett and a Mexican 
blacksmith. He aliena tes both of them by 
disrupting the former 's wedding and sleeping 
with the latter's wife. Billy is finally betrayed 
by an itine rant huckster (Hu rd Hatfield) who 
had once idolized him. Trapped , Billy forces 
Pat Garrett to shoot him by drawing on an 
empty holster and dies suicidally. In this first 
film. Penn ·s preoccupation with physica l 
violence and his' flair for striking visual 
effects which seem to miracu lously stay on 
the right side of obviousness are already 
clearly appare nt. 
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could have possibly set up. He was 
absolutely certain that these figures 
out of romance would be able to walk 
away from it. In that sense, and only 
in that sense, ii has a certain re
semblace to the Hatfield experience 
in Left-Handed Gun-just the disparity 
between reality and his desire to en
dow Bonnie and Clyde with charac
teristics that they don't necessarily 
have. 

One of the most lyrical scenes in Bonnie 
and Clyde occurs when the two finall y 
sleep together, and it comes so late in the 
picture so close to their destruction . Why 
there? 

I'm not entirely sure that was a right 
thing to have done •.. I mean, that we 
have them sleep together , consummate 
a relationship which we've been offer
ing as one which was, at least to a siz
able degree, predicated on impotence 
on his part. But ii seemed to me that a 
credible case could have been made 
out for a man who, having been terrified 
of women and sexual intimacy all his 
life , finally finds a woman who has so 
completely severed all her connec
tions with the world, including the one 
with her family and her mother, and 
has so thrown her lot in with him 
as to be perhaps so unthreatening that 
he might conceivably be able to con
summate a relationship with her . 

That's open to quarrel, and some 
people have quarrelled with it for being 
excessively romantic. It might indeed 
suffer under some sort of scrutiny . I 
think here we were making a sexual 
conjecture that qu ite probably might 
not hold up. 

But we were also saying something 
else. Now how obscure this is--1 would 
be the first to recognize its obscurity. 
One of the intentions we had when 
we set out to do this picture was to 
say-Look , up until now , at least in 
Hollywood pictures , and more true 
than in Hollywood , the entire sexual 
level of existence is this: You don 't get 
laid , you don't have sex .•• and then 
you finally break through whatever 
that Hays Office is, whatever that Pro
duction Code is (in life, I don 't neces
sarily mean in movies). But the person 
in the movies finally makes ii. 

The assumption in all the films I've 
ever seen is that it's always spectac
ular, it 's always marvelous. There are 
never any mistakes. There is never any 
anxiety . There's never any unhappiness 
associated with it. It's always perfect! 
I mean, if you can once get in bed wilh 
Doris Day, it's gravy from there on in
which is a patent lie. So we started 
out by saying that was one of the things 
we wanted to address ourselves to in 
the film . 

The other thing, which is very ob
scure and which I don 't know if you 
would agree holds any water at all , 
but which has some meaning to me, 

operating for me as a demonstration of 
an ultimate naivete in this outcast. 

But he does die . ... 

He does die, he does die. I mean, we 
were not in that sense trying to alter 
that kind of fantasy. If anything, we 
were substantiating the mythic char
acter of it: So and so did so and so; 
he climbed Mount Olympus ... and he 
died . It runs in mythology as rather a 
common form. Prometheus brought life 
and then was chained to the mountain 
and had his liver torn out. 

There is a consequence to those 
kinds of deeds that is Greek, that runs 
back , and it is more than Greek-it's 
mythic. I think people endow mythical 
characters with those capacities: both 
to ascend the heights and also to be 

I would say, though, that every man 
has his own periods wheo he seems to 
ascend the heights, but the ~e_!lll 

levelled again, once again. -~ 

I ~ ~• ence afterward s is quite a lonely_. 
~ esperate ~ essi ~ o_ne. 

About this love and death theme-d o you 
think there's a similar and even more 
expli cit situation in Left-Handed Gun? 
When Billy fir st makes love to the girl, he 
walks away, turns around , and pretends 
he's draw ing a gun. When he dies, he 
makes the same gestu re, the pretense of 
sho oting a gun. 

Yes, yes . It was the same character, 
the same sexual character , in that pic
ture as in Bonnie and Clyde. You're the 
first one to see ii, but that was the truth. 

But it was associated, ii is associated 
for me with the outcast character. It is 
related in that sense to the man who 
perhaps would view entry into the 
woman as entry into society-as a kind 
of relaxation of his abilities to remain 
out at the edge. The edge of his anti
social desires might be blunted by that 
sexual act. 

It 's meant to be true in both cases , 
since both Billy and Clyde are outlaws 
-different, lei me say, from The 
Chase, where I didn't think of Bubber 
as an outlaw. 

is that there is a certain, ii seems to Why does Bubber come home after his 
me, male fantasy. In the case of the escape from pri son? There seems to be a 
male virgin, ii is the dark side of the sort of blind force driving him towards 
virginity , which is : if I lose my virg inily, that town. 
I will die. '---.. 

In a society as hard-nosed Baptist as , I don 't know. I don 't really have an 
in the Southeast or Southwest, it seems answer to that. We didn 't have a good 
to me that that kind of punitive, re- answer to that for a whole year. We 
taliatory God would be very closely 1 kept raising the issue , but we could 
related with the sexual act. I didn 't never really resolve ii properly for our-
mean in any way to make that explicit , selves . We spoke a lot of bullshit about 
but at least it 's something that was ii , but none of it really held water, and 

it doesn 't hold water on the screen. It's 
not true , just not true at all . 

Do you think there's a similar blind force 
driving, let 's say, Mickey One or Bonnie 
and Clyde? 

No. Bonnie and Clyde have a very 
specific force driving them. They set 
up a set of circumstances , and the 
circumstances eventuate in something 
beyond their expectations, which 
throws them outside of the law. 

Mickey• was a very different char
acter in that sense . There 's only one 
force driving Mickey. I wish there 'd 
been more. The one force for Mickey 
was the feeling of having become the 
outcast and wanting to re-enter . The 
only thing he couldn't stand was to be 
outside of society. That was intolerable 
to him-to have the anonymity, the 
identityless-ness. In that sense, Mickey 
is a less interesting and, for me, less 
heroic character than either Billy or 
Bonnie and Clyde. 

There seems a certain rom antic att itude in 
the way you approach the relation ship of 
Bonnie and Clyde and of Bubber and his 
wife, Anna, in The Chase. 

Well, I don 't think the Bubber-Anna 
relationship can really be compared 
with the one between Bonnie and 
Clyde . I think , in very simple terms, that 
Bubber came home to commit suicide. 
He had no ego left . He had no real 
destiny left. And he knew that that re
lationship with his wife was, to all 
intents and purposes , non-existent. So 
he came home, and ii was a suicidal 
act. 

I don 't think that was true of Bonnie 
and Clyde. I don 't think they were 
motivated out of a suicidal desire . 
They were motivated out of a more 
naive view of the world: that better 
things could be achieved. That she 
could wear a silk dress and go into the 
Adolphus Hotel. That he could set to 
rights the poor , foreclosed farmer. 
That he could , in a sense, level out part 
of the injustices of his society. The 
thing finally escalated quite out of their 
control; that is the sadness of it. But I 
wouldn 't compare them as couples at 
all. 

• Micke y One (1965) , Penn's third film, 
deals with a successfu l nightclub comedian 
(Warre n Beatty) who is suddenl y and inexp li
cably th reatened by a namele ss crime and 
face less mob. He runs away and tries to bury 
himself in the slum s of Ch icago , worki ng in 
honky-tonk dives. He is asked to audi tion for 
a spot in a cla ssier nightcl ub , but , thinking 
this to be an effort by the mob to draw him 
out of hiding . he agai n flees. After a 
cathartic beati ng, he re turn s to face the 
audi tion, pres ided ove r by a huge , blinding 
spotlight , and frees himself of his anxieties . 

Marston Bates 
-a noted biologist , who has 
l ived in man y primitive and 
civ ilized parts of the world
provocatively (and irreve rently ) 
quest ions the " naturalness" or 
" unnaturalness" of such things 
as incest .. eating insects 

drug taking crue lty I 
I o~~n~~~~i, beween 
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Could you elaborate on thi s suicidal 
theme? I'm thinking of a line that Bubber 
brings up near the end of The Chase, 
where he's talking about why he couldn't 
stan d it in prison , and he says, "When 
you're wi lling to die, then you're really 
free." H ow wi lling is Micke y One to die at 
the end of that fi lm? 

At the end of Mickey One, he is willing 
to die. He would accept death, very 
unwittingly, but he would accept it. The 
point up until then is that he was not 
able to accept it. He was scared to ac
cept it. He was in flight from the pos
sibility of death . By the end of the 
picture he is not. And that's all the 
distance the picture traverses. It takes 
him from his terror and inability to 
accept the possibility of his death to his 
new-found ability to try dying rather 
than staying outside of this society any 
longer . This society nourished him , be
cause it was essentially a give-and
take; he was a comedian and needed 
response. 

And Bill y the Kid ? He seems the most 
suicidal .... 

Yes, I think Billy the .Kid is. Billy was 
afflicted with a sense of justice that he 
saw nowhere acted upon In his society. 
He had an almost psychopathic sense 
of what was just and unjust. And heap
pointed himself judge, jury and hang
man for those who violated his sense 
of justice. 
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I was really talking about an infantile 
sense of justice, a kind of pre-Oedipal 
sense of justice: an inability to recon
cile the fact that someone had really 
slept with his mother, so that these men 
were constantly transgressors. They 
were contantly failing his system of 
justice, his unbearable system of jus
tice. At the end of the picture, he then 
becomes the transgressor. The act of 
sleeping with the woman, the wile of 
the man who has been his protector, is 
his way of sealing his own fate by do
ing the very act for which he has been 
punishing people all through the film. 

A very powerful , almost cathartic violence 
runs through both The Chase and Bonnie 
and Clyde whenever these outcast char
acters are confronted by the society from 
which they're running away or trying to 
change. l s this violence a significant ele
men t with in the films? 

Yeah, within the films and with in me. I \ 
think that I would like to knock a lot of 
heads together, a lot of heads, and 
that's how I do it. I think that society 
could use a lot of heads knocked 
together . 

Your films give a very strong sense that 
this is the only way it can be done. 

You seem to be preoccupied by cars. Key 
scenes in both Mi ckey One and The Chase 
are set in auto junkyards, and Bonnie and 
Clyde takes place almost exclusively in 
cars. Do you see these vehicles as symbols 
of modern life? 

No, I really don 't. There are two things 
at work. The junkyard in The Chase is 
really a wholly personal prejudice of 
mine. I live in the country, and when
ever I drive up I keep seeing these 
things growing larger and larger. 
I think of them as a festering sore that 
is absolutely unbearable to behold. 
I mean there 's a town called Craryville, 
New York, a sweet, innocent little town. 
I would say that probably one-quarter 
of it is now covered with automobile 
bodies rusting , which struck me as a 
terribly disgusting sight. 

Visually , it was a disgusting sight. 
So when we were trying to think of a 
place for the ending of The Chase, that 
one seemed natural to me, where I 
could get two things off at once . One 
was a kind of jungle feeling which was 
absolutely necessary, whatever the 
jungle equivalent would be for this 
society. The automobile junkyard 
seemed to me to be a very apposite 
symbol fo r it. And so, in that rather 
simple-minded way, it suggested itself , 

I'm afraid that 's what I believe , sad to and at the same time I got rid of a great 
say. I mean, 1 believe in all kinds of deal of the hostilities I had towards 
pacific means , but ii you really search Craryville, New York . 
deeply, 1 don 't have a great deal of be- The case in Bonnie and Clyde is 
lief that they will work. I do have a cer- rather different. That has a certain 
tain belief that mi;scle will work , that historical base. As one of the more 
some heads knocked together will sympathetic observers said about 
work. Bonnie and Clyde (the real Bonnie and 

Whenever I've seen the need for Clyde , not the characters in the film), 
social change, and I see it-we see it they were invented by the V-8 engine . 
all the time, it seems 10 me that the In a certain sense , that was true. When 
defenders of the status quo are the Ford came out with the V-B's the major-
most resilient , impenetrable bastions . it y of the police still had the old 6's, the 
It 's so difficult to ever assault them old Model T's and Model A's. Bonnie 
that .J find a certain persuasion in and Clyde would inevi~ably steal a . 
those people who counsel violence , V-8, a powerful car which coul~ permit 
who really act with a certain violence , them not only to o~trun the pohce of 
I'm thinking now of the Negro situation any local community but also to move 
in the civil rights movement today. across state bo_rders. 
Up to a certain point I believe in the That was their patte~n. It was not 
marches and the non-violence but I unusual for them to drive seven and 
have to say that, at this point , I 'do not eight h~nd~ed miles a night. They were 
have much faith in them. I mean, wheni peregrinat1 _ng souls on a very ~esperate 
1 see the laces of the lat, grinning --(] level , an~ right at the head ol_,t_was 
sheriffs in Philadelphia , Mississippi , _r;l / that engine that was really driving 
reason departs. All I want to do is get them. 
one of my heroes out of the movie to -
let 'em have ill - -

Your style often reflects this violence. 
For instance, the opening of Bonnie and 
Clyde is technically rather spectacular. 
What were you trying to achieve in those 
very jarring, oppressive close-ups at the 
beginning--of Bonnie undressing and 
coming to the window and later of Bonnie 
and Clyde after they meet? 

It didn't have a great deal of meaning 
to me. It was really a technique choice. 
At the beginning I thought: where I 
really want to open up and see the· 
landscape is when the two of them 
get together and get in the car . •. and 
head out! That's really where I want to 
see what field it is that they're operat
ing on. Previous to that, the only field , 
it seems to me, is the look in the eye, 
the shape of the lips and how it goes 
around a coke bottle •. •. So I just de
cided to get in there as close as we 
possibly could. That was really a fairly 
simple-minded choice. 

So that 's what prompted us in 
Bonne and Clyde to rely on the auto
mobile. It also became their province . 
The inside of the automobile became 
their home. They would pick up people 
and drive them several hundred miles 
for conversation and society . That 's 
why we included the scene of the un
dertaker and his girl in the film . Bonnie 
and Clyde picked them up because 
they had nobody else to talk to. 

How real is the world in which Bonnie 
and Clyde are living ? Do you think such a 
completely self- shaped existence is pos
sible any more? 

I don 't think it was possible even then . 
We delineated a world which isn't an 
actual documentary vision of the world 
as it was then. We stripped away almost 
all the extraneous details we could. 
The visual essence of the picture is 
what it leaves out , for the most part. 
This barrenness was extremely inten
tional. 

I don 't think for a minute that we 
were creating any kind of world as 
world, I mean, any kind oi society as 
society. We were creating it only as 
two narcissistic , mutually-involved kids 
might view it, which is really as a series 
of targets or objects-or simply as 
specific downtrodden people who 
might motivate Bonnie and Clyde to 
attack the targets. The movie is in that 
sense an abstraction rather than 
genuine reportage. 

I think I meant more specifically the 
characters of Bonnie and Clyde and the 
way they chose to live: this robbing of 
banks and then running away. How long 
could this actually keep going? The use 
of the poem, the legend of Bonnie and 
Clyde-t here seems something mythic 
about their existence. 

Oh, I think they had a strong mythic 
sense about themselves. Anyway she 
surely did . I don 't think he did. I think 
he was kind of a clod . Even though her 
ballads are doggerel, they show she 
has a certain ability to confront her 
situation in a more honest way than 
he was ever able to do. 

I don 't know , I suppose they could 
have gone on robbing banks . They 
were petty thieves at heart. They were 
not killers . J . Edgar Hoover may take 
exception , but I don 't think of them as 
killers . I don 't think they set out with 
that intention. They really set out to 
level things out a little bit. The banks 
had the money ; they didn 't have the 
money. And that just didn't seem right 
to them . So they decided to get a little 
bit of it. 

In the course of getting a little bit of 
it, they attracted C. W. into their orbit. 
He provided the ridiculous instrument 
by which they then created their first 
murder . Having created it, they were 
committed to a course of action that 
was really larger than they were . 
Murder is in a certain sense bigger 
than these two characters. They ' re 
more thieves than murderers. They had 
no noble intentions of deposing some 
kind of reigning monarch or setting 
evil to rights. They killed accidentally , 
and they continued to kill ~ccidentally. 

There also seems a certain acc idental, 
indifferent manner in the way they them
selves get killed . There is something fright 
ening in the expression of that Texas 
Ranger, so cold, so indiff erent, and it 
just seemed to happen. Even the way 
the film ends seems to reflect this. It just 
stops, rather than coming to a more 
obvio us, dramatic resolution. 

Yes, the mood of the ending was very 
intentional. It was an affectless death . 
Sheriff Hamer himself didn 't have any 
strong feeling about them. He wasn 't 
operating inside any code or system of 

honor or morality. He had his job to do. 
They had their job to do. And that 
seems to me to be about the worst kind 
of killing. One could make a very 
strong case for Adolph Eichmann ex
actly on those terms. 

It seemed to me an excessively 
thorough death. You know-the man 
who summoned all his resources to 
break the butterfly on the rack. It was 
the righteous indignation of a certain 
segment of society acted out so that it 
becomes at least as ugly as anything 
the victims of their attack might have 
done themselves . The justice meted 
out by the forces of law and order 
seems to me far worse than the crimes 
that they ' re avenging, and this was one 
of the instances. 

The death of Bonnie and Clyde was 
literally and historically accurate. They 
did lire a thousand rounds. There were 
eighty-seven distinct hits on the bodies 
of Bonnie and Clyde . As recently as 
1946, the car was being toured around 
the Southwest , shown at carnivals: The 
Death Car of Bonnie and Clyde . It's a 
kind of gothic, grotesque behavior , and 
I would be hard-pressed at this point 
to make any choices, between Sheriff 
Hamer and Bonnie and Clyde, I think 
I'd choose Bonnie and Clyde. 

Do you think that Sherriff Hamer is in that 
respect simil ar to Pat Garrett in The Lef t
handed Gun ? They both seem to bring 
about this justice from completely personal 
motives. 

Right. Right. I do. I think that the sell
righteousness of the arm of justice is 
almost the most dangerous thing there 
is, because it 's unreal. I don 't think 
these people understand their own 
motives when they supposedly act out 
their acts of justice. I'm not entirely 
sure that I believe that somebody who 
becomes a policeman has very high 
motives to begin with. 

Historically , a good case could be 
made for the fact that Bonnie and 
Clyde , as national figures , were 
elevated to a kind of artilical promi
nence. They were endowed with char
acteristics that they did not necessarily 
have, mad-dog killers and so forth. 
This was done for a very specific rea
son, an historical , constabulatory 
reason. Before that time, acts of justice 
were confined within a state . But with 
the advent of the V-8 automobile , 
oeople were able to cross the state 
lines. There became known then the 
need for a national police force. 

The creation of this national police 
was regarded, however , with a great 
deal of suspicion by the members of 
Congress and the people because it 
was absolutely against the spirit of the 
country . The sovereiantv of states was 
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very important both for the law-abiding 
citizen and the criminal. So, a rather 
sizable brainwashing public relations 
campaign was conducted on behalf of 
the creation of a Federal Bureau of 
Investigation. Bonnie and Clyde, Dil
linger, Pretty-Boy Floyd, those kinds of 
relatively petty crooks, were painted in 
the most garish colors by the national 
press. The FBI issued what were prac
tically little comic books, cartoon 
stories. I saw some of them, putting 
down these bad guys and making them 
out to be fanged killers. The powers o~ 
this national police force today frighten 
me considerably more than Bonnie and 
Clyde ever could. 

I guess Clyde' s line, "They make us look 
big so that the laws'll look big when they 
catch us," is appropriate here . 

Oh yes. 

I'd like to say someth ing here about the 
emphasis on childhood in your films. You 
said Billy the Kid is a child , and Bonnie 
and Clyde seem child-like in their naivete. 
This issue comes to a head in The Chase,* 
where almost the whole situation arises out 
of childhood and childishness. 

I would say, perhaps generically, that 
films about outcasts, probably films 
about anybody, have to do with some 
kind of arrested emotional state that's 
associated with a childhood experi
ence . Probably the only really adult 

figure in The Chase was Sheriff Calder, 
Marlon Brando . He was a man whose 
whole action in the picture was to hold 
onto a mature view and avoid an in
fanite retaliatory-aggressive stance. He 
had to try to cool it as best he could in 
a community which was somewhat in
fantile in its views. The sadness of that 
story is that Calder failed. 

The other sadness is that we failed 
Calder. We failed Brando in the fact 
that we didn 't dramatize that nearly 
welt enough, and that seems to me to 
be the conspicuous failure of that film. 
It seems to me an interesting character 

*In The Chase (1965), a high-budget Sam 
Spiegel production , Penn encou ntered h is 
most serious difficulties in completing a film. 
He eventually lost con trol over the editing , 
and severa l scenes were re. shot af ter his 
departure . The film remains, however, one 
of his mo st impre ssive achievements, an 
examination of the violence lying benea th the 
surface of a listless Texas town controlled by 
a Big Daddy-like oil baron, Val Rogers (E.G . 
Marshall). The escape of Bubber Reeves 
(Robe rt Redford ) from the state prison aggra
vates the town's pent-up fru stration s, 
complicated by several childhood grudges and 
the fact that Bubber's wife (Jane Fonda) has 
defected to Rogers ' son (Ja mes Fox) . A 
boozed-up Saturd ay-night mob traps Bubber 
in a junkyard before he is rescued by Ca lder 
(Mar lon Brando ), a dedicated sheriff. 
However , Bubber is assassinated before 
Calder can return him to jai l. Rogers' son dies 
as a result of the lynch-mob 's violence , and 
Ca lder, giving the town up for lost, resigns his 
position and leaves. 

and an interesting motive, and we 
stepped alt over our feet trying to get 
that on the sc•een . I mean, we never 
did . 

In the sense that Calder fa ils, it seems that 
none of these outcasts, these figures in 
direct conflict with society, are capable 
of really changing it. I think this feeling 
is expressed in the scene in which Bonnie 
and Clyde are shooting outside the aban: 
doned house , taken over by the banks. The 
disposse ssed farme r and his worker come 
and take severa l pot-shots at the hou se. 
There seems a kind hopele ssness in the 
sense that they 're firing at it, trying to 
get back at it, but they can't. 

Yes. I don't know that I think outcasts 
or people who engage in these kinds 
of acts of violence can necessarily ef
fect change. I think, however , that there 

Want a foreign language keyboard? 
Special keys for law courses?_ 

is no other choice for them. I think they 
have to do that. And I think that only 
with a vision of history can we see that 
maybe, maybe in some nutty way, they 
did really affect change. But at the 
time, I don't think we can ever point to 
change. I mean, more change has prob
ably been accomplished by Gandhi 
than by Jesse James or William Tell, 
but maybe that 's only true in certain cir
cumstances. In other circumstances, 
sometimes I think people have had to 
go to Spain and fight the fight and lose 
the fight, in order to create a kind of 
conscience for the rest of us that is a 
part of us the rest of our lives. In that 
respect it's fortunate that these people 
do their thing. 

We'd like to ask some more technical 
questions now. Your actors are always 
given very strong physical characteriza
tions. We remember characteristics which 
are very powerfully delineated visually. 
How closely do you work with your acto rs 
in getting this kind of effect? 

Pretty closely . I realty have a lot to do 
with that. I like kinetic behavior; I think 
that's good for cinema. Kinetic-cinema, 
the two words have the same source. 

I think it's good cinema for some
body to walk in a certain way and to 
move in a certain way. After alt, you're 
showing a distillation . You're showing 
some ninety minute~ut of a lifetime, 
so somebody had better come through 
a door in a very particul11r way, or hit a 
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perhaps an extra wide carriage. Our tailors can help ! 

Featured among the full line of portables at the 
Co -op are typew rit ers by well-k nown, reliable 
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Underwood Olivetti. Stop in at the R oom 
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desk in a very particular way, or lire a 
gun in a very particular way in order 
for it to be meaningful. 

I studied with Michael Chekhov, who 
was a great believer in the "psychologi
cal gesture. " This is the sense that an 
actor can achieve a good deal of the 
psychology of his character by assum
ing some of the physical, external 
aspects of that character. 

I've found this works and I use it 
rather frequently . I think Warren's limp 
was.a very important factor in the 
formation of the character of Clyde . •• 
the dialect, the whole gait. For 
instance , Warren always wore that gun 
under his jacket. Whether it was ever 
intended in the scene or not, it was 
always there . He never played a scene 
without ii, never , because he tell it was 
so much a part of his character. And 
it did make his suit lit in a certain way; 
it made him stand in a certain way. 
I think it does have peripheral benefits 
that we may not be conscious of , but 
they do help convey character. 

Does this visual factor affect you very 
strongly in casti ng your roles? 

Oh yes, sure. And why not have 
attractive people? I must say I've come 
a long way. When I first started out, I 
felt films had to be about really 
ordinary-looking people . But by God, 
they're not ordinary; they ' re sixty feet 
high . That's one incontrovertible fact 
about movie screen , and somebody 
not very attractive and sixty feet tall is 
really ugly. 

How much freedom do you give your 
acto rs? 

Well , it 's always relative . What we try 
to do is to create the climate of 
accident , of controlled accident. 
That 's really the essence of it. 

Certain things I will set very 
meticulously . Other things I will not 
only set, but I will alter them from take 
to take so as to throw the actors off. 
For instance , although they ' re sitting 
in chairs, on the next take maybe one 
chair leg will be a little shorter than 
the others . Something will happen in 
order to cause them to say, "Jesus 
Christ, I'm doing a shot, but at the same 
lime this chair doesn 't • •. " They have 
to deal with that fact. It 's by way of 
taking them unaware, with some of 
the physical conditions of living , that 
I try to create these accidents. 

How closely do you work wi th your 
cameraman? 

I set up every shot in the sense that 
I pick the location of the camera , the 
lens , and what it should contain . The 
cameraman (now we're talking mostly 
about Hollywood cameramen) then 
takes over and lights that shot. That's 
what their function is: lighting. It 's not 
camera movement or camera composi
tion . And it was at that level that we 
had some philosophical disagreements 
about what the character of a frame 
should be. I'm now talking about 
cameramen other than the last one; I 
don 't mean that to be true of Gulley 
(Burnettt Gulley , cameraman for 
Bonnie and Clyde). Gulley was the first 
camerman I found who, although he 
disagreed with me, at least allowed me 
the belief that there might be some-

thing to what I was saying-how much 
light we could really cut off from a 
scene and still have a scene and how 
light had to be relatively unified in 
source. 

You see, so much has been going 
on in terms of technological change 
in Hollywood. The character of film 
is so much better; it 's so much laster . 
The lenses are so much laster ; the 
developing process is so much better . 
On the other hand, the Hollywood 
cameramen are the same cameramen 
who took us from the days of the silent 
film to now . They are men of sixty -five 
or sixty-six who have not really yet 
recognized viscerally the character 
of the material they ' re working with. 
They take that light meter, and they 
know they 've got a lot of light , but 
they 'll put a little more light in there 
and a little more light .. . and pretty 
soon you 're inundated. 

Guffey was very malleable in that 
respect , and I have a high regard for 
him. I have to say he was not always 
with belief or conviction , but he was 
perfectly willing to try ii . And very 
often he was gentlemanly enough 
upon seeing the stuff in the dailies to 
say, "My God, that 's better than I 
thought. I really didn 't think it would 
work , but it did." In that regard , I have 
a sizable estimation of him. 

What do you think of the telephoto lens? 
You use it to great effect in Bonnie and 
Clyde. 

Great lens! I'm going to use it more . 
I just have to use it more . I've really 
got the appetite for it. That is 
something else! We haven't really used 
that at all. I'm really going to use that 
now . Oh boy , that was one of the best 
experiences I've had. 

You 're talking about the pan down 
the Arcadia street (to the shot of C. W.'s 
lather and Sherill Hamer sitting in the 
ice cream parlor). That was meat and 
potatoes , meat and potatoes. There 
was a great deal of head-shaking and 
breast-beating about that shot. They 
said , " A 400mm shot ! It ' ll shake , and 
nothing 's going to have any depth of 
field • . .' And all the while I kept saying , 
"Yeah, tell me more , tell me more ," 
and, by God, ii came out looking just 
the right way. 01 course ! It 's 
sensational dramatically! 

At a cer tain point , there 's a certain 
dramatic event that 's only two
dimensional , and anyth ing else is a 
lie . In this kind of schematic betrayal, 
we weren 't interested in what they 
were specifically saying or what they 
were doing or what was going on. 
It was a pure act , a human act, and it 
should have been as two-dimensional 
as it 's possible to get. 111 had my 
choice, I'd go back and shoot it on an 
800mm lens , right now. 

It 's a very exc iting lens, particularly 
to intercut with. Everybody keeps 
saying you can 't intercut with it, but 
the reverse , I think , is absolutely true. 
You not only can intercut with it , but 
should. The changes in visual 
experience between that and a lens 
with a great depth of field is just 
marvelous! I will probably end up using 
that lens a great deal more, maybe 
twenty times more than I have so far . 
I'm already seeing my next picture 
with so many scenes visualized in 
that way. 

Given ycmr ini tial story, do you thing you 
see the film very much in terms of the 
shots that go into it? 

What I've discovered is: when I've 
known what I was doing, in Lett-handed 
Gun and Bonnie and Clyde, I saw the 
whole movie. Those are the only two 
movies I ever did see before I went to 
a screening. I now have to recognize 
this as a symptom in myself: If I can 't 
see it in my mind 's eye, something is 
wrong . Something is wrong . Something 
is wrong at least for me, and I will be 
alert to the fact in the fut ure. 

Do you use a lot of takes in a given scene? 

Yes, I use a lot of takes, and I print a 
lot of takes--an indecent numbe r-to 
the dismay of every studio that I've ever 
been associated with . But, I mean, ii 
you can have an entire life geared to 
the crea ti on of that one piece of film , 
and then at that point you suddenly 
invok e limit s, it seems to me the most 
absurd thing in the world. You know , 
you have thousands of acres of wheat
fie ld, and then when you come to bake 
the bread , you decide it's only going 
to be hall a loaf long and that 's it . It"s 
ridiculous . 

Do you eliminate many scenes in the 
editing of your films? 

No, we don 't. In Bonnie and Clyde I 
don 't think we eliminated more than a 
minute or a minute and a half. The pic
ture that 's on the screen is the script 
as we shot it. What we eliminated were 
overly explicit utterances where an 
image took care of the idea. 

We began one sequence about live 
speeches into the scene-the scene 
which ends with his saying , " I would 
live in one state and rob banks in 
another. " We found that what we had 
viewed in the scene before , where 
they had made love , took care of the 
whole preparation of the lollowng 
scene . We didn 't need ii, so we simply 
jumped into the middle of it. But that's 
all we cut out in Bonnie and Clyde. 

In general, do you think you have as much 
freedom work ing with studios as you 
would want? Were you able to do as much 
with Bonnie and Clyde as a Warner 
Brothers production as you might have 
wanted to? 

Yes. Alter the fact , I would have to say 
that we were not limited by the studio 
at all . During the making of it , there was 
always the potentiality that a very 
severe imposition of limits could have 
taken place . •• 

I take it this was true of The Chase. 

Yes. It not only could have taken place, 
but it did take place , totally . 

Fortunately , studios are growing up 
now. They are recognizing that the 
nature of film is changing and that 
they have to give the people who make 
the films the opportunity to put them 
together in their own way. In my next 
film , for instance, I had no difficulty in 
getting the right to cut it in New York , 
the right to cut it in my own way. There 
has been no interelerence at all . 

Studios are disappearing as studios 
and becoming what they always have 
been in true characte r, financing or
ganizations . They' re business organi
zations , and any pretentions towards 
the aesthetic are only the reflections of 
some elderly , vain men. 

Do you still enjoy working with theater? 

Yes, I enjoy the theater a lot. I don 't 
know that I enjoy working with Broad 
way theater ; I th ink it's silly . 

There 's something to be learned 
about distillation in theater that's very 
important. Also good actors clearly 
come from the theater . I found Estelle 
Parsons and Gene Hackman at a sum
mer stock theatre in Stockbridge . 

Do you think there's as much room for 
personal expression in theater as in film? 

No. But I don 't think there 's a great 
dea l wrong with not having personal 
expression someti mes. There's some
thing to be said for technical craft , tor 
the abilit y to eluc idate someone else"s 
work. 

More and more I'm learni ng to get 
rid of the disciplines of the theater 
when I'm making a film . In the theater 
the script is embalme d. It is The Text, 
a revered wor k. A man's writt en ii , 
and it 's meant to be deliver ed as such. 

In the cinema, the dialogue is only a 
guide . My good writing fr iends are 
often offended by the liter ary level of 
the scripts of my films . On the othe r 
hand, I keep thinking it doesn 't matter 
a great deal , and I'm sort of offended 
sometimes by the look of their plays . 

There 's an awful lot of vanity that 's 
inherent in the moviemak ing event. It"s 
a seductive event. Seldom in one 's 
fantasies can one achieve the kind of 
power that you literally have on a 
movie set. Power corrupts ; movie 
power corrupts absolutely. Dialogue · 
in cinema only serves as a guide to a 
kind of visualization , and if this be 
megalomania , so be it. There is only 
one event in making movies , and that 's 
the director 's event. It is not anybody 
else's. I don 't care how well written the 
script is. You can go down and get into 
a motel room in Texas, and the 
dialogue can be exqu isite , but what 
you choose to look at and how you look 
at it is everything , everything. I mean, 
I can show you tons of out-takes where 
I looked at the wrong thing , and I can 
only say that had the movie been made 
up of those out-take s, it would have 
been a dreadful movie . You know , it 's 
perfectly poss ible to not see something 
in the right way . That 's the whole thing ; 
it 's really a cyclops experience. You 
get that one glassy eye with which you 
see everyth ing, and that's movies. 
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The Mill-in: 
of Berkeley and things to come 

by Michael Mandelbaum 

Michael Mandelbaum, from Berkeley , 
Calif., a senior in Yale College , is an 
intensive major in political science . This 
is his second appearance in The New 
Journal. 

"One of the most difficult tasks facing the 
Chancellor," according to the Slate Supple
ment to the General Catalogue, the Uni
versity of California, Berkeley 's widely
read equivalent of the Yale Course 
Critique, "is that of unifying and infuriat
ing the students in time for the annual 
Fall STRIKE. We all know how rushed the 
quarter system makes studying, and it has 
been hard on the Chancellor, too. Al
though he has been doing a workmanlike 
job, and bas even started this task early in 
the summer, he has not yet attained the 
prowess of his predecessors." 

Slate 's fears were not borne out. It was 
not even necessary for the University to 
award an honorary degree to Lyndon 
Johnson, Nguyen Cao Ky, or Shirley 
Temple Black , or to name a building afte r 
the founder of the Dow Chemical Com
pany, as the Supplement went on to sug
gest, to ignite a series of disorders which 
have become an annual event on the 
campus since the memorable Free Speech 
Movement of 1964, which was led by 
Mario Savio. These disturbances at Ber
keley, and those that occured sho_rtly 
afterward across the Bay at San Francisco 
State College, are different from their 
predecessors. The underlying causes and 
the tactics employed are new and disturb
ing. They bear on the immediate future of 
American student activism, and even of 
American universities themselves. 

Ostensibly , each commotion was a 
response to administrative suspensions, 
issued for allegedly political reasons. In 
Berkeley in early October , students staged 
a large anti-war rally on campus: The 
rally defied a court's injunction, obvious ly 
designed to stifle protest, which was 
rescinded shortly thereafter. Although he 
disagreed with the injunction, Chancellor 
Roger Heyns felt obliged to recommend 
that eleven of the rally's organizers be 
suspended. Charging that Heyns sought 
to hinder anti-war activity , and had un
fairly singled out a few of the several 
thou sand who participated in the rally, 
students staged a series of "mill-ins " in 
the administration building. Hundreds of 
students flooded the corridors and offices 
of Sproul Hall. Others kept its telephone 
lines constantly busy, making the normal 
transaction of university affairs impossible. 

San Francisco State is the crown jewel 
of the state college system (distinct from 
the University of California and its several 
campuses), with a reputation for a bright, 
hip student body and an avant-garde cur
riculum. Several days after the last of the 
Berkeley mill-ins, State spawned its own 
"Movement Against Political Suspen
sions." 

President John Summerskill had sus
pended four members of the school's 
Black Student Union, who allegedly had 
assaulted the editor of the campus news
paper. Several weeks later, a campus 
literary magazine printed an erotic poem 
which, Summerskill decided, violated an 
agreement made by the magazine 's editor. 
He suspended both the editor and the 
poet. A few days later, admitting that his 
action had been premature , Summer skill 
reinstated the two pending an investiga
tion. Angered by what they considered a 
racially biased double standard, students 
marched on their administration building . 
Finding it locked , they broke several 
windows and climbed in. No further 
dam age was done there , but during the 
fracas some black non-students reportedly 
set fires in the campus bookstore and 
looted the cafeteria. Simultaneou sly, a 

number of fights erupted outside the ad
ministration building. 

Although the immediate object of stu
dent wrath in each case was the chief 
campus administrator , a fundament al pro
vocation was the tedious, omnipresent 
war . For the war in Vietnam is finally 
having a marked effect on the most highly 
educated of those who must fight it. Stu
dents , particularly older ones, are con
cerned by the very real threat of the draft 
after graduation ; the y are fru strated by 
the failure of dissent to have any real 
effect upon an implacable national ad
ministration with a one-track mind; they 
are angry at the duplicity and hypocrisy 
which have characterized the conduct of 
the war . Thus a climate of malaise and 
hostility has been generated at San Fran 
cisco and Berkeley , in which campus dis
turbances require very little provocation. 

Berkeley and San Francisco also rep
resent a temporary detour in the cour se 
of student opposition to the war; an in
volution-a turning back on the universit1 
itself. This is in part due to the failure 
of all attempts to influence the forces 
directly responsible for the conflict. Stu
dents vent their frustrations on the in
stitutions closest at hand , and upon which 
they can have the most impact. 

The campus is also a relatively safe 
place to protest , particularly for California 
student s, one of who m called it "our 
turf." At military induction centers, 
weapons depots , or even in city streets 
they are subject to the vindictive directives 
of General Hershey and the heavy clubs 
and noxiou s fumes of unsympathetic 
police. The violence visited up6n a group 
attempting to stage a peaceful sit-in in 
Oakland on October 17 of last year (New 
Journal , October 29, 1967) was un
doubtedly traumatic for many in the 
peace movement in California . 

Accompanying this involution is the 
birth of a new set of tactic s, which have 
been particularly evident in Berkeley. A 
mill-in is not strictly illegal. It is a viola
tion of the public order, not the law. In 
common with the entrapment of rep
resentatives of the Dow Chemica l Com
pany , it foreshadows a shift from a 
strategy of petition and persuasion to one 
of hara ssment. Instead of merely asking 
that the war be ended and the university 
be changed , students increasingly are at
tempting to interfere directly with the 
administration of both. Their actions are 
no longer wholly symbolic . 

Most importa nt of all, participants in 
the mill-ins break radically with the 
strategy of civil disobedience and the 
philosophy behind it. An act of civil dis
obedience must be comm ited openly, non
violently, and with a willingness to accept 
the prescribed consequences. As Herbert 
Kelman points out, it is designed for "a 
restoration of the system's legitimacy 
and integrity, and expresses a faith in the 
soci ety's capacity to be true to its own 
values . ... " Participants in a mill-in do 
not make such an affirmation of overall 
legitimacy . They do not announce their 
actions openly, they do not commit them
se lves abso lutely to non-violence, and they 
are unwilling to incure punishment. At the 
first sign of police , they quickly disperse . 
Such tactic s accurately reflect a growing 
alienation from the entire structure of 
authority in this country, and an erosion 
of the respect and allegiance it has norm
ally commanded . 

The parallel to the tactical history of the 
Black Revolution is striking . Berkeley 's 
Free Speech Movement in 1964 borrowed 

the sit-in from the black students who 
began to desegregate the South in the 
early I 960's. A shift of framework-in 
one case from the South to the urban 
ghettoes of the North, in the other from 
the issue of the student 's role in the uni
vers ity to Vietnam-producing frustration 
and anger , fueled by encounters with 
powerlessness and hypocri sy- has led in 
both cases to guerrilla tactics of disrup
tion. The next step for students is the 
concerted use of violence, and that is very 
much in the air in Berkeley. 

The events on campus have catalyzed a 
predictably sharp swing to the right in 
Ca liforni a politics. Not only Governor 
Reagan and Superintendent of Public 
Information Max Rafferty, right-wing 
Republic ans with an eye on higher office, 
but even State Assembly Speaker Jesse 
Unruh, the most prominent Democrat in 
the state, sensed political fodder in the dis
turbance s and denounced students and 
adm inistrato rs. Outraged legislator s in 
Sacramento called for campus investiga
tions and reprisals against "subversives. " 

The elements which in the early 1950's 
fostered McCarthyism are aga in present: 
a distant, ambiguou s, indeci sive conflict 
and the absence of vigorous national 
leadership to defend civil liberties. They 
create a political climate in which anti
intellectualism thrives and attacks on the 
universities are profitable. 

Ultimately the price the United States 
pays for the war may well be the disillu
sionment and alienation of an entire gen
eration of stude nts. The most immediate 
domestic casualties, however , are likely 
to be the univer sities, and particularly their 
administrators . At another time, in an
other place, Roger Heyns and John 
SummerskiJI, honorable, able men , might 
be heroes. But it is their job to medi ate 
between the student s and those holding 
political power, and that is no longer 
possible. 

Nor are these gloomy prospects confined 
to California, as simila r events at Wis
consin and Harvard testify. President 
Kingm an Brewster noted the absence 
of such disturbances at Yale when he 
appea red on the "Davi d Susskind Show." 
He credits the general restraint of Yale 
stude nts, and in identifying a relatively 
moderate style of political activity on 
this campus he is no doubt correct. But 
if the specter of Vietnam continues to 
haunt this country , his turn will come. • 
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Insanity and the lawyers 

By William Iverson 

William Iverson is a student in the 
Yale Law School and editor of the Yale 
Law Journal. 

The Insanity Defense , by Abraham Gold 
stein, Yale University Press. 

Abraham Goldstein 

The defendant, who pole-axed his wife, 
claims he was insane at the time. Psy
chiatrists testify to and fro to that, arguing 
learnedly before the jury whether the ac
cused is a paranoid schizophrenic, a psy
chopath or whatever. Finally , the judge 
instructs the jurors to acquit the defendant 
if they find he was indeed insane. 

That, in a cameo, is your standard 
scenario for the insanity defense. The 
drama seems straightforward enough. It's 
not. The confusion begins with the in
structions the judge must give the jury, 
and pinwheels out from there. 

What tests shall the judge instruct the 
jury to apply in deciding whether this de
fendant should be held accountable for 
his acts? Tabloid readers who follow with 
titillated glee the trials of ax-murderers 
would say, of course, whether the ace.used 
"knew right from wrong." Fleshed out 
with the preliminary question of whether 
he was "under such a defect of reason ... 
as not to know the nature and quality of 
the act," this is a facsimile of the famous 
M'Nag hten rule. In the century or so since 
the English courts abandoned the "wild 
beast" test-which had slipped into the 
law a century or so before that by a 
mistranslation from the Latin of a thir
teenth-century scholar who wasn 't talking 
about the insanity defense anyway-the 
M'N aghten rule has been the test in the 
large majority of states. 

More recently, a number of states have 
adopted-exclusively or in addition to the 
M'Naghten test-the rule that the accused 
should be found not guilty by reason of 
insanity if he had a mental disease which 
made him unable to control his conduct. 
The American Law Institute, in its pro
posed Model Penal Code, has combined 
the two-although it carefully changes the 
"know . . . " of the M'Naghten to "appre
ciate" the criminality of his act and the 
"control . . . " of the more recent test to 
"conform" his conduct to the requirements 
of the law. The latter change seems sense
less; the former-because "appreciate" is 
a nuance broader than "know"-is worth
while . Both, however, assume that the 
twelve good men and true on the jury are 
as sensitive to language as a linguistic 
philosopher. Finally, in 1954 the District 
of Columbia Court of Appeals decided 
that "an accused is not criminally respon
sible if his unlawful act was the product of 
mental disease or mental defect." Only 
Maine and the Virgin Islands have fol
lowed the District of Columbia in adopt
ing this test , but the rule of Durham v. 
United States has inspired a torrent of law 
review articles fretting about the proper 
phrasing of the judge's charge to the jury. 

Now comes Professor Abraham Gold
stein with his book The Insanity Defense. 
He makes, and documents, two immensely 
valuable points : (1) the preci se wording of 
the insanity defense-that is, the language 
with which the judge charges the jury-is 
hardly worth the reams of foolscap de
voted to it, and (2) the insanity defense 
itself plays but a small role in removing 
men who are in some sense crazy from the 
conveyor belt which carries criminals from 
arrest to arraignment to indictment to 
trial to prison. 

In the movement for new tests of in
sanity the M'Naghten rule has been 
whipped with remarkable fervor. It s lan
guage of "k nowing right from wrong," 
the reformers shout, wrongly focuses on 
the misleadingly narrow "cognitive" 
aspects of mental health and rests on an 
archaically "compartmentalized" concep
tion of the mind. The critics of the rule 

never tire of pointing to those defendants 
who quite rationally realize both tbe 
"nature" of their acts and that the com
munity considers them "wrong," yet who 
kill or rob anyway because of their 
crippled personalities and twisted values. 
Surely, say the critics, we cannot "blame" 
these men or expect them to be deterred 
by the punishment threatened by a society 
of which they feel no part. Moreover, the 
critics argue, the narrow gauge of the 
M'Naghten rule leads judge s to refuse to 
admit evidence which, while not showing 
that the defendant did not know right from 
wrong, would present to the jury a rounded 
image of his mental problems and, hence, 
of his blameworthiness. 

Unlike most of the critics, Professor 
Goldstein has taken the time to read the 
cases and to ponder the extent to which 
the jury will be cowed by the judge 's in
structions. He finds that judges almost 
never refuse to admit any evidence con
cerning the mental history of the defen
dant, regardless of its bearing on the 
narrow question of whether he knew right 
from wrong. Moreover, courts are usually 
willing to"Jet psychiatrists testify that 
"know" should not be interpreted in a 
narrow "cognitive" sense but in the broad, 
textured sense of whether the defendant 
understood and appreciated emotionally 
the wrongfulness of his conduct. Most 
important, the jury can and will acquit for 
insanity a defendant who it feels should 
not be condemned, regardless of the 
sonorous formula given it by the judge. 

Having shown that much of the abuse 
heaped upon the M'Naghten rule has been 
unju st, Professor Goldstein applies that 
same treatment to the word-quibbling with 
which reformer s have attacked other tests 
they find too narrow, with the same result: 
the words of the rule followed by the court 
play almost no role in deciding the critical 
question of what evidence the jury will be 
allowed to hear , and probably as small a 
part in guiding or determining the jury's 
verdict. 

After thus showing the relative unim
portance of the games lawyers play over 
the wording of the insanity defense, Pro
fessor Goldstein goes on to show the rela
tive unimportance of the insanity defense 
itself. Very few defendants plead the in
sanity defense. The rea lly mad never ente r 
the criminal process; the police or the pros
ecutor shunt them off to the insane asylum 
early in the game. Of those that remain , 
many are found "incompetent" to stand 
trial-they cannot understand the nature 
of the charges against them , or cooperate 
in their own defense. And so off they go 
to the insane asylum. The class is now 
reduced to a relative handful who may 
have been in some sense mad when they 
committed their criminal acts, but who are 
at least superficially lucid at the time of 
trial. Of these, only a very few would be 
so foolish as to plead insanity . The reason 
is simple, although seldom appreciated by 
the public . A guilty plea results in a deter
minate sentence, and with good behavior 
and a proper show of penitence the crim
inal can count on his freedom in not too 
many years. An insanity acquittal, on the 
other hand, almost always results in com
mitment to a mental institution, and release 
from a mental institution is at best an 
iffy propo sition . The usual statutory 
standard is a finding by the hospital 
physicians , and possibly by a court, that 
the inmate has recovered his sanity or is 
no longer dangerou s, or both. Par ticularly 
in the case of a man committed after a 
violent crime, both physicians and courts 

are predictably reluctant to make such 
findings. Thus, the defendant "acquitted" 
for instanity actually faces an indefinite 
period of confinement. Hospitals for the 
criminally insane are hardly Sunnybrook 
Farms, moreover, and society treats those 
who are released with an adversion usually 
reserved for lepers and returned turncoats. 
The net effect of all this is that no de
fendant in or out of his right mind raises 
the insanity defense unless the conse
quence of a normal conviction would be 
execution or a very long sentence indeed. 

Since the defense is of such slight im
portance in determining the disposition of 
the pitiful hordes who stream through the 
criminal process, why all the excitement 
about the insanity defen se? Why indeed? 
True, the defense when raised in a sensa
tional case does enliven the trial. And the 
conceptual issue is well calculated to call 
forth the best and worst from psychiatrists, 
philosophers and lawyers. But why not 
worry instead about the problem in full 
outline: how should society identify and 
deal with the criminal who somehow is 
not like the rest of us? At best the insanity 
defense plays a small role in the total 
drama, and good reasons can be and have 
been suggested why it should be forgotten 
altogether. 

The issues cast up by proposals to 
abolish the insanity defense are far too 
complex to be argued in a book review . 
And it is ultimately unfair to challenge an 
author for writing the book he did and not 
some other. But it can fairly be asked why 
Professor Goldstein, well aware of the 
limitations of the insanity defense, still 
feels that its fulfills a needed function in 
the law. The alternative would be, in 
broadest outline, to remove the thorny 
issue of mental abnormality from the trial , 
where determination of the defendant 's 
sanity becomes bogged down by the 
elaborate procedural ritual of the adver
sarial process, and instead to evaluate the 
defendant's mental condition in a more 
informal post-trial proceeding to decide his 
disposition. 

Professor Goldstein has , essentially , two 
reasons for retaining the insanity defense 
in something like its present form. The 
first revolves around the role he envisages 
for the jury ; the second, around the value 
he attaches to the adversarial process. The 
need for a jury determination of the 
insanity issue follows from Professor 
Goldstein's conviction that the decision 
whether a man should be held responsib le 
for his actions is not a medical but a · 
societal judgment. That is, the insanity 
defense , or any analogue to it, should 
winnow out and protect from criminal con
viction not those who are in some medical 
sense "sick," but those whom the com
munity cannot properly "blame" or find 
"guilty" for their actions. Philosophers 
can elevate the concept of respons ibility 
to principles of towering abstruseness. 
Professor Goldstein keeps the problem 
refreshingly close to earth: one very im
portant function of the criminal law is to 
reinforce a sense of personal responsibility 
in men; for this reason, a criminal convic
tion carries not only tangible punishment, 
but a carefully delivered condemnation 
of the community. If the integrity of this 
process is to be preserved, some provision 
must be made to excuse those individuals 
with minds so warped they cannot be 
condemned. And since the definition of 
"ev il" belongs not to the psychiatrists but 
to the community , the determination of 
responsibility in the criminal law must 
belong not to the experts but to the jury. 
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Thi s analysis of the function of the in
sanity defense and the role of the jury has 
several soft spots. The first question is 
whether the jury realizes that it is being 
asked to make a moral judgment. After 
listening to a parade of psychiatrists and 
being ins.tructed by the judge io determine 
whether the defendant is suffering from a 
"menta l disea se or defect ," the jury may 
pardon ably conclude that the question as
signed it is more medical than moral . 
Moreover, even if the jury realizes that 
it must make a moral judgment, how 
does it balance th is against the other judg
ments it must make? An acquittal for 
insanity does not merely mean that the 
jury has absolved the defendant from 
"blame. " As pointed out earlier, it also 
means that the defendant will go to a 
mental institution instead of to prison . He 
may or may not receive any help or treat
ment there ; he may or may not find it easy 
to get out. The jury 's verd ict sets all tho se 
whee ls in motion . Yet in most trials the 
jury is not even told that the defendant 
acquitted for insanity will be committed 
and not immediately released ; nowhere is 
it told what will happen to him once in 
the hospital. Certai nly, as long as we are 
to hand the jury this great undigested lump 
of deci sion -making respon sibility , we 
should hand them the fullest possible in
formation not only about the defend ant 
but also about what the consequences of 
their verdict will be. To paraphrase 
Justice Car dozo, "Mo ral judgment s in the 
air, as it were , will not do. " 

Furthermore , should we ask the jury to 
deliver a single elliptic verdict which must 
respo nd to such divergent questions as 
whether the criminal law shou ld formally 
"condemn" the offender, use him as an 
example to others, rehabilitate him, or 
simply restrain him to protect society? 

We might tell the jury clearly that its 
only task is to determine the facts and to 
decide whether "blame" is in order, and 
that the judge or some later agency will 
decide the issues of restraint, rehabilitation 
and the deterrence of others. If, on the 
other hand , we wish the jurors to consider 
such questions , should we not perh aps al
low the jury to address itself separat ely to 
"Do you find this man evil and blame
worthy?" and "Do you think this man is so 
dangerou s that he must be confined to 
protect the community?" and "Do we have 
the right or the duty to 'treat' this man and 
condition him to accept and conform to 
our norms?" 

In either case, shouldn 't we at least tell 
the jury, one way or the other, which issues 
it should consider, and which will be 
resolved elsewhere-to the extent , of 
course, that these questions can ever be 
separated and considered one at a time? 

Professor Go ldstein does not addre ss 
these issues. H e see ms , implicitly , to as
sume that the "mora l judgment"' he finds 
so necessary can be and is isolated when 
a jury decides to acquit for insanity. 
Perhap s, on the other hand , he feels that 
"the hard-to- state purpose s of the sub
stantive law" must be lumped together 
into the single question: Gui lty or Insane? 
Whichever the reason , a more round ed 
explanat ion for his faith in the jury to 
make an unstruct ured and largely unin
structed response to the insanity defense 
would be welcome . 

Professor Goldstein's second principal 
reason for accepting the insanity defense 
in something like its pre sent form lies in 
the value he attaches to the adversaria l 
proce ss. Like the role of the jury, this also 
is a familia r issue in the law. The value of 

vigorous advocacy by both sides in decid
ing such crucial questions as guilt or 
innocence is cle ar. Professor Go ldstein 
contrib utes a valuable chapter to the 
problem of pro viding an effective defense 
for the indigent accused who is mentally 
ill. Indeed , much of his book is well cal
culated to instruct the lawyer in deciding 
how and when to raise the insanit y de
fense; if re ad by enough lawyers , The 
Insanity Def ense will do much to enhance 
the sophistication and effectiveness of 
innumerable future trials. 

The costs of the adversarial process are 
also clear, however , to Profe sso r Goldstein 
as well as others . An issue continually 
bruited about is whether a battle of expert 
witnesses at the trial should be permi tted to 
confuse the jury. The psychia trist for the 
defense testifies to the insanity of the ac
cused . H is counterpart hired by the prose
cution , in equa lly impre ssive jargon says, 
"Not so." How much better , say some, to 
have a single impartial expert appointed by 
the cour t. Professor Golds tein rejects this 
proposal perhap s too emphatica lly. He 
points out that many such court- appointed 
experts are poorly qualified. This is a valid 
criticism, but it goes to the way things are 
done, not the way they might be. Profe ssor 
Goldstein also argues that much of the 
"bat tle of experts" is real, and not simply 
the result of profession als playing hired 
gun: responsib le psychiatrists do often 
differ on the proper diagnosis of an ac
cused, and-more senselessly---on 
whether his condition should be labeled 
a "mental disease." Profes sor Goldstein 
think s the danger that the jury will be 
confused or overawed by such disagree
ment is overrated. He feels strongly that 
"the factual issues and normative prob
lems calling most for decisio9 by a jury" 
should be fully aired before them . 

This insistence on a full adversarial 
proceeding is integral to Professor Gold
stein 's belief in the need for an insanity 
defense. It is a respectable, time-honored 
and forcefully argued position. But in 
sending everything to the jury through an 
adversa rial proceeding , Profe ssor Gold
stein may focus too much on the best 
choice among presently avai lable alter
natives and too little on the best possible 
solution. He may truly believe that the 
jury is the best body in every way and for 
all time to decide every question. But his 
faith in, or at any rate re liance upon the 
jury may also reflect a distrust for psy
chiatrists, the effectiveness with which 
courts can review their decisons , and, 
most important , the willingness of society 
to provid e enoug h good psychiatrists. 
Perhaps , with time , some or all of these 
parameters may change . If so, Profe ssor 
Goldstein will then undoubtedl y re
examine his conclusions. Unfortunately, 
his book devotes too much attention to 
patching up the status quo and too little 
to considering the need for and possibility 
of an approach qualitatively different 
from the present regime. • 

Duke Ellington, Mus.D. '67 
Woolsey Hall 
January 26th 8:30 P.M. 
For the benefit of Dwight Hall 
Tickets on sale at 
Yale Co-op, Yale Station 
Loomis Temple of Music, Munson Gallery 

Friday , January 19 
Raoul Walsh's 
WHITE HEAT (1949) 
with James Cagney 

The portrait of a doomed gangster by the dean of 
American action directors , featuring what is prob
ably Cagney 's greatest performance . 

Yalefilm 
Society 
Saturday , January 20 
MaxOphul's 
CAUGHT (1949) 
James Mason, Robert Ryan, Barbara Geddes 

Truffaut considers Ophuls, nextto Renoir, to be 
the greatest French film-director. His American 
films were an important part of his development, 
and CAUGHT, the story of a woman married to a 
psychopath , is one of his best films of this period . 

Coming next semester 
A series devoted to the French New Wave, featur
ing films by Resnais, Renoir , Marker , Fr;mju, Bres
son , Rouch, and Chabrol. Also two series devoted 
to the films of Ernst Lub itsch and Josef von 
Sternberg. 
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Lowest charges 
Io¢ per check 
No other charges 
Monthly statements 

General Bank 
and Trust 
Company 
Main office: 

15 5 Church Street, New Haven 

Branc hes: 

1375 Whalley Avenue 

3030 Whitney Avenue 

(Mt . Carmel ) 

Member Federal Deposit 
ln surance Corporatio n 

continued from page 2 
brought out all the play's lively energy of 
satire and surp r ise, and he adde d some of 
his own . The actors not only carried the 
comedy as far as it would go, but they also 
lifted the less successful and sometimes 
irrelevant portions of the script over a few 
of the ro ugh spots into which it frequently 
fell. 

HELD OVER! 
4th BIG WEEK! 

t~~~f!tl 

SOON! BIRDS, BEES AND ITALIANS 

New Haven's Leading 'Art ' Theatres 

THE LINCOLN 
On • of th e all-t ime 'gr ea ts' 

Academy Awu d Winn er 

Humphrey Bogart 
Katherine Hepburn 

'The African Queen' 
in te chnicolor 

Produced by Sam Spiegel 

Directed by John Huston 

Written by James Agee 

THE CROWN 
Murr ay Schisgal's Broadway Sta ge Hit 

wi th its original cast 

'A tho rough d eligh t'-N.Y. Times 

Eli Wallach Anne Ja ckson 

'The Tiger Makes Out' 
in Greenwich Village 

in color 

with the greatest oddball you've 
eve r met (a genius?) 

THE LARGEST LP SELECTION IN CONNECTICUT 

DISCOUNTS ON ALL RECORDS 
NEW HAVEN'S ONLY COMPLETE RECORD SHOP 

COME IN AND BROWSE FREELY 
33 BROADWAY, NEW HAVEN, CONN., 777--6271 

T his commen dation of director and cast 
is not meant to condemn the author . 
Although the script was the weakest mem
ber of the partnership, the whole produc 
tion depended upon and carried the stam p 
of Mr. Heller 's imagination . Without 
simply rewriting his novel, he transfe rr ed 
to the stage many of the themes and tech 
niques of Catch-22, and these provi ded 
the play's witty but sobering humor and 
its effective , shocking climax . 

But while the new form welcome d his 
characteristic verbal and visual jokes and 
the ironic confrontation of clear-s ighted 
madness and blind sanity, it proved hostile 
to the unde rlying stru cture of the novel. 
During the first act, the audience waited in 
vain for a plo t to emerge, and duri ng the 
second it was troubled by a wavering tone . 
With in the briefer and more schemat ic 
format of drama, Mr. He ller still lacks the 
finesse necessary to transport his audien ce 
from the laughter of the beginning to the 
tears of the end. Consequently, the pl ay 
seems to fall into two ha lves, one primarily 
comic and one primarily serious. The 
awkwa rd final scene, itself dispointed from 
all the rest , accentuated the author's fail ure 
to weld the play into a who le. 

This split does not mean that the play 
has no struct ure . In fact, outside of plot 
and tone , several devices work to hold in 
check the nearly antithetical thrusts of the 
drama. The whole play is interwoven with 
scraps of English literat ure quoted and 
misquoted in the service of a variety of 
moods and contexts. Lines from Pru/rock , 
The Wasteland (including one of Eliot's 
allusions to The Tempest) , The Rubaiyat, 
Dr. Fausllls , Henry V, Hamlet, Lear and 
Ma cbeth create a verbal texture com 
plementing and reinforcing the self-con
scious use of theater characteristic of the 
play. 

A device dealing more directly with 
structural problems is the use of recurring 
lines and situations-first in the comic and 
then in the serious half of the play. "It's 
about time ," a seemingly innocent, though 
ironic, answer to the question, "What is it 
all abo ut ?", undergoes thematic develop
ment and surfaces at the end of the play 
as a reminder of urgency for tho se who 
wish to avoid the trap set by a senseless and 
brutal war. Similarly, Ruth 's early inability 
to know how to react to Sinclair's sup• 
posed ly fictitious death is echoed in the 
last scene by Capt. Starkey , who promises 
to weep for his son , whom he must send 
to his death , but cannot promise that his 
grief will be sincere. 

Such devices , despite their frequenc y, 
finally fail because they link rather than 
unify. Mr . Heller achieves his effects only 
when he does what satirists have always 
done--create dialogue or situation which 
is simultaneously comic and grim, jokes 
which induce at once hearty laughter and 
a mora l shudde r . Thu s he is most effective 
at the beginning, where the audience mu st 
respond to line s that are rich in humor 
because they reverbera te with terrifying 
echoes of war as it is reall y conducted. The 
major grants the captain the soldier's 
vainest wish, the knowledge that nothing 
bad will happen to him . He then reminds 
him what all enlisted men know: "We' re 
not going on the mission ; they are." A 
corporal illustrates Tocqueville 's insight 
into adva ncement in democratic armie s 
when he tells his sergeant , slated to die on 
the next mission, "Goddamn it-I want 
my promotion! You 've got to fly to 
Minnesota and you've got to be killed!" 

Mr . Heller 's most consistent technique 
is the slippin g from one frame of reference 

into ano ther . Th is is fundame ntal to the 
orga nization of the play , which attem pts 
to erase the lines separating art from life . 
Speeches like the following, judiciously 
infre quent , effective ly keep the audience 
from feeling secure about the format or 
the ir proper response to it: Sgt. Henderson 
steps forth and says, "I'm not really a 
soldier. I'm an actor playing the part of a 
soldier . I'm the best actor here. D id you see 
me in Endgame?" 

The broken frame of reference also 
prov ides the basis for the dialogue, which 
recalls the humor of vaudeville and the 
routines of Abbott and Costello. The jokes 
are best when they use single lines to de
flate the seriously presented but morally 
offensive ideas that precede them . Anthony 
Holland's response to the news that the 
company is inten ding to bomb a who le 
city off the map is memorably funny and 
sobering, for it exposes with rich irony 
the banality of the mi litary perspective: 
"Why not just bomb the map?" 

For those of us who must survive other 
bombardments in New Haven , the work 
of the director and cast is probably more 
interesting than the strengths and weak 
nesses of the script. Aside from a few 
overreaching touches like the superfluous 
and awkward staging of the final scene, in 
which the two Starkeys face the audience 
instead of each other , Mr. Arrick did a 
splendid job , both with the excellent 
comic scenes and the inferior serious ones. 

Th e compan y supported the director 
with nearly perfect performances. Ron 
Le ibman had the most succes sful and most 
significant part, that of an articulate ser
geant who is at once a cynical , egoti stical 
hotshot and the only member of the .. cast " 
to recognize and deplore the "real" killing 
of Sinclair . He struck a badly false note 
whe3 he drew a laugh crying for his 
mother, but otherwise he portrayed his 
diverse char acter with impre ssive skill. 

Stacy Ke ach drew a tough assignment 
for two reasons. First , he had to play an 
ineffectual man who is a good captain . 
That thi s type exists in life doe s not make 
its portra ya l on the stage entertaining. 
Furthe rmor e, with some of the worst lines 
in the script , he had to embody the major 
target of the pla y- the man ignoring 
violence by "doing his job" from a safe 
positio n. He could have allowed himself 
to respond to his predicament with more 
animation, but on the whole he did a good 
job with a rather lifeless character . 

Estelle Par son s displ ayed the voice and 
figure required to per suade the audience 
th at her "role" restricted her from doing 
all she might-both in the war and in the 
play . Her first scenes were debilit ated by 
the ir irrelevance to the play's major theme 
and plot, but in the excellent scene toward 
the end, where she is terrorized by the 
grinning sportsmen pur suing Sgt . Hender
son, her convincing frenzy made a major 
contribution to the play's suspense. 

Michael Lombard was especially fine in 
his subtle characterization of the villain 
of the piece. Seeming at first merely a 
colorless senior officer , he emerged as 
the "director " of the war play. Actors 
took cues from him and asked him for 
better role s; characters sought his advice 
in love and marriage. Despite one mislead
ing appearance with a bow ling outfit and 
baby's pacifier, he steadily and ominously 
assumed more and more responsibility for 
the organized brutality he embo died and 
controlled in the play war . 

Th e rest of the cast performed with few 
flaws. Anthony Holland was, as usual, 
particularly adept at maximizing the 



I 
15 I The New Journa l I January 21, 1968 

comedy in his part , happily stealing with 
his voice or with gesture nearly all his 
scenes. He combines the professional 
competence necessary to the mas tery of a 
character with the natural talent for 
comedy that makes him seem to extract 
even more from a good role than the 
author inserted. Mr. Arrick did an espe
cially good job in playing Holland 's and 
Ron Leibman's roles and abilities off 
against each other. 

In all , then, the company proved more 
than equal to its assignment, and it brought 
off a successfu l show. It is unfortunate 
that so muc h of the product ion's energy 
der ived from stage effects like slapstick, 
vaguely relevant songs and comic ro utines, 
and off-stage noise. It is too easy to get 
and hold an audience's attention by as
sau lting everyone's ears with an explosion 
and then thr eaten ing them with another. 
T he play would fail the test of removing 
the brilliantly executed time-bomb se
quence and restaging the realis tic, point
blank shotgunning of Ron Leibman. 
Deafening blasts, like the sharp raps of the 
relentless hunters on Ruth 's thin door, are 
effective ly used to build towa rd and create 
the shocking climax, but , ideally , dramatic 
tension should depend upon more artic 
ulate sounds than those. Hap pily, though, 
the play's imaginative conception , its 
fruitful use of the idea of theater, and its 
often first-rate anti-war satire compensate 
for its dramatic weaknesses. When a play
wright can create a world in which the 
following speech produce s hearty but 
chilling laughter, he is in the right business: 
"This is a military man 's dream. A sneak 
attack. If everything goes well, there 
shouldn't be a thing left alive. This is a 
mission we can be pro ud of." 

Letters 
To the Ed itors: 

Char les Long 
Instructor in English 

l found the article by Susan Braudy one 
of the most interesting and thorough 
articles I ever read about anyone, espe
cially me . 

Joseph Heller 

To the Editors : 
l couldn 't help but comment on Michael 
Mandelbaum and Steven Weisman and 
their naive article titled so ineptly "The 
County that Made Rona ld Reagan Pos
sible" (New Journal, November 26, 1967). 

One more shallow article based on a few 
crumbs of information and hastening to a 
faulty conclusion. 

l think you know my background well 
eno ugh to guess lam qualified to take off 
and land on these two 'reporters' and 
knock them flat. I have voted, more often 
than not, for the Democratic Party . I 
rathe r imagine myself to be a liberal in: 
tellectual, whatever in bell that is. 

So, re ading this truly stupid article put 
me off my feet the rest of the day. No 
"Co unty " made Ronald Reagan. Not even 
Ron ald Reagan made Ronald Reagan . 

Pre sident Johnso n made Ronal d 
Reagan . John son and his Dumb-cluck 
hostile Vietnamese policy . Given Johnson 
and Vietnam, the Democratic Party made 
Reagan. John son and his dumb-cluck 
wish to acknowledge. It is swept unde r 
the carpet and not talked about . Without 
Vietnam , and Johnson, Reagan would be 
nowhere . Hundreds of thousands of 
Democrats, fed up with Johnson, in the 
secrecy of the pollbooth, elected Reagan 

in order to kick Johnson in the balls. 
Orange County , honeybuns, had nothing 
to do with it. 

So, kids, come in off the p laying fields. 
You 're not qualified to have an opinion in 
the big game of dirty pool. You 're looking 
in the wrong direction. Look to the Wbite 
House . As long as it crumbs up the wor ld, 
we shouldn 't be surprised at anything that 
happens. Wby , Jesus, NIX ON m ight even 
run for President th is yea r , and win, as a 
result . ls that Orange County, boys? Like 
hell it is. 

Ray Bra dbury 

(Mr. Bradbury , aut hor of Fahrenheit 451 
and The Martian Chronicles , lives in Los 
Ange les.) 

Classifieds 
20¢ per word 
Ads may be mailed or telephoned to: 
WilJiam M. Burstein 
544 Yale Station 
New Haven, Conn. 06520 
776-2551 
Monday- Thursday 7-8 p.m. 
Planning / working on a movie? Script 
writer-actor offers his services. Call George 
Danow 776----0100 
For sale: New 50-watt solid-sta te Sansui 
FM stereo tuner-amplifier, $100 (half retail 
price). 387-2445 after 7 PM . 

Ten-lb. Reali stic portable electric tape re
corder. 13" x 10" x 6". Bought 1963, unused 
since owner entered service 1964. Top condi
tion . $30-less than half price. 787-5570 
MLUVITE DOBRE CESKY? Native Czech 
speaker wanted for private instruction once 
a week. 562-1661. 
TYPING - fast, accurate typing of rough 
drafts to theses on electric typewriter. 
Experienced secretary who will also help 
correct your spelling. 776-5756. 
WANTED-BOOKCASE or materials for 
makin g one. Sorry, no phone ; please drop a 
note in box downstairs , 288 McClellan. 
PIANO TUNING-precise work. 
P. Neumann , 776-6421 evenings. 
Tired of studio photo graphs ? I take pro
fessional quality candids wherever, wheneve r. 
Call 562-5722 
Barbara, I love you-R.L.F. 
PHILATELISTS : Need to sell my DDR 
(East Germany) album . Virgin condition: 
collect ion never begun. Lindner pages and 
binder. Plastic pockets for individual stamps . 
Call 777-2775 , 6-9 P.M. 
COBRA- 289 Street model-a cat. Liggett's 
to Olivia 's in 13 seconds! Money talks 
787-1064 
DIANA IS THE CENTRE OF THE 
UNIVERSE . 
Bored with the petty psychedeHa and sterile 
conception of pseudo- art istic r&r groups? 
Immer se yourself in the powerful , sensitive 
and enlightened new music of Cecil Tay lor , 
Unit Structures; Heliocentric Worlds of Sun 
R a; and Don Cherry , Symphony for 
Improvisers. ELK. 
RITA without you where am !?-Reed, 
7771212 
Annaninha-Eu tenho sandades de vOCC. Eu 
te adoro. Beij3o-Miguel. 
Flamenco and classical guitar lessons. 
Beginner s welcome. Mark Prensky , 27 12 Hall 
of Graduate Studies. 865-2491 
WANTED-small quartz lion without base. 
Late pred ynastic or early dynastic. For Mifs 
K. The early bird catches the worm. 
1963 Morgan+ 4 4-Seater 
Seats 4 Adults-Just rebuilt TR-4 Engine 
with Close-Ratio Jagu ar Gear Box. Wire 
Wheel s with good Pirelli Cinturatos . Tonneau , 
boot , radio , heater , defroster , bonnet stra p, 
seat belts. Red with black leather interior . 
17,080 miles . Many Spare Parts . Sacrifice
$2,500 ANY TRADE CONSIDERED 

Ca ll Scott Armstrong at 
624-1600 or 865-8793 
anytime 

AS A VASSAR STUDENT , I wish a summer 
roommate in Chicago to be from Yale. Please 
seek details from Kerr y Harr, S214 Vassar, 
Poughkeepsie, (914) 471-3893. 

1:00AMand 
you're still studying 

Don't go to bed 
hungry, go to 

OL~S 
Open 24 ~rs. a day 

1064 Chapel 

JAMES JONES 
AND THE PHONY 
INTELLEOUALS 

Are the critics ·really out to 
get the blood of best-sell
ing novelist Jciml!s Jones? 
What's the true story be
hind his feud with the so- ,. 
called phony Intellectuals? 
Do violence , vlrlllty and ·sex 
actually play too strong ~ 
role In his work? Now, In 
ESQUIRE Magazine , author 
MIiton Vlorst presents a re• 
vealing, close-up portral.t of 
James Jones today, a man 
bitterly at war with the es
tabllshment . Here Is a pen
etrating, probing look ' at 
the controvers ial writer 
who made "guts" a four
letter word. learn what 
James Jones really ha~ to 
say about the high-brow, 
Intellectual cult that has 
taken over the world of llt
erature. Read, In ESQUIRE, 
his frank, startling vie,.; ·• 
about the pltlful demise of 
the once-great writers. Dis~ 
cover his true views on 
morality, sex and the estab
llshment. For an Intimate, 
report on James Jones, the 
man, his work and his Im
age, don't miss February 
ESQUIRE ••• Now On Sale. 

The New Journal 
Are you interested in participatin g in 
the business or editmial aspects of 
The New Journal? If you are, please 
let me know. Call me at 776-9989 or 
drop me a note, c/ o The New Journal, 
3432 Yale Station, New Haven, 
Conn . 06520. 

Peter Yaeger, Publisher 



THE YALE REPERTORY THEATRE PRESENTS 

LUIGI PIRANDELLO'S 

INGLISH VIRSION BY 
. IRIC BINTUY·DIRIC· . 

TIO BY CARL WIBIR 
WITH THE RESIDENT COMPANYMDTHE 
STUDENTS Of THE SCHOOL Of ORAMA 

JAN.2B·HB.10,1888 
YALE UNIVERSITY THEATRE, NEW HAVEN, CONNECTICUT 06520 

FOR RESERVATIONS CALL (203) 562 9953 

MON.-THURS. @ 8:30 ORCH. $3.50, BALC. $2.50 
FRI. & SAT. @ 8:30 ORCH. $4.00, BALC. $3.00 

· SAT. MAT. @ 2:30 ORCH. $2.50 


