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 During the 1950's and 60's, several "angry young men" rose 

to prominence in British theater. The most notable of these 

playwrights, John Osbourne, demonstrated the frustration felt by 

the working class in his play Look Back in Anger. Edward Bond, 

Britain's premier Marxist playwright, continues in Osbourne's 

tradition. Like Look Back in Anger, Bond's provoking play Saved 

uses shock tactics and violence as vehicles to express working 

class frustration. Unlike many of his contemporaries, however, 

Bond goes one step further. By presenting a play in which 

characters are conditioned entirely by social circumstances, 

Bond, described by Terry Eagleton as "the most important writer 

in Britain today" (127), hopes to enlighten us to the changes 

needed to bring about a classless society. 

 Saved is about the lives of a group of blue-collar people 

in (South) London. The characters have no education and 

essentially worthless jobs, if any at all. Pam, out of a sense 

of loneliness, picks up Len, the primary protagonist, who 

eventually moves into her family's house. Pam tires of Len, 

falls for Fred and has his child. Fred, however, wants nothing 
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to do with either Pam or the child and in a desperate act to get 

him back, Pam leaves the baby in his care, trusting that his 

sense of guilt or responsibility will do the trick. In a 

shockingly brutal scene, Fred and his gang murder the baby. He 

is thus sent to prison but later released. As Pam tries 

unsuccessfully to win him back, Len remains in her house, seen 

by her family as a dubious permanent fixture. 

 Like Osbourne, Bond achieved notoriety because of the 

controversy surrounding his first major play; however, the 

popular and critical response to each playwright was markedly 

different. For Bond, timing seemed to be at the root of reaction 

to Saved. Nearly a decade had passed between Look Back in Anger 

and Saved and, as Richard Scharine notes, 

 What began as a revelation had become a drama. There were 

 highly articulate attacks on the class system (Osbourne),  

   highly articulate promotions of socialism (Wesker), and 

 highly articulate 'comedies of menace' (Pinter). (24) 

While critics may have been tired of a genre, and the general 

populace horrified at an increasing trend in violence, the 

play's redeeming factor lies in its clear indictment of a cold, 

mechanized society. Osbourne's Jimmy Porter was an educated 

member of the bourgeois society he chose to protest. "The 

characters of Saved," as Scharine contends, "have no such 

spokesman, no such intellect, no such alternative, and no such 

vision. They are stunted, inarticulate, dehumanized people whose 
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very condition speaks volumes" (80). Thus, as Debra Castillo 

illustrates, the "conventions of social interaction are mere 

words covering a 'moral bankruptcy' (Saved 7) that becomes more 

and more complete since language is itself tainted by the 

irrational impulses of civilization" (86). Further, since 

language is superficial at best, social life 

 rotates around an absent center, and repressed aggressivity 

 is channeled towards the exterior, socialized masks of 

 other humans.  The superficial mask of social conventions  

    fools the animals into a belief that something is behind   

     it; the terrible and ironic reality is that the mask, once 

     engendered, propagates other masks that prohibit the 

 discovery of the lack of substance behind them. (87) 

 These social conventions, then, contribute to an aggressive 

response within those affected members of society. Bond's 

belief, and certainly an important message behind Saved, is that 

thoughtlessness and cruelty, as Tony Coult observes, 

 come about not because human beings are by nature 

 thoughtless and cruel, but because their capacity for 

 sympathy, their ability to imagine the feelings and the 

 suffering of others has been restricted and withered by the 

 cultures they live in. (71) 

As a result, violence and aggression have become inscribed as 

the norm in society. The sad irony of this situation is made 

clear when Fred, one of the play's hooligans, complains after 
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being victimized by others that "the bloody police don't do 

their job" (75). 

 Bond's feeling is that if we are products of our 

environment, and if society has conditioned us to accept a 

rather nihilistic life view, then society has rendered us 

victims. Paradoxically, those in authority "need to be even more 

strictly conditioned to function socially then those they 

oppress," and therefore, as Christopher Innes points out, when 

"Bond creates symbolic authority figures...they are presented as 

insane" (192). 

 Unfortunately, for Bond as well as for society, we the 

victims do not turn our aggressions against social institutions. 

 Rather, we inflict pain upon one another, and violence 

engenders violence. This reality is made apparent in the 

interaction between virtually all of the characters in the play. 

 Culturally induced frustrations result in bouts of violence 

(physical, emotional, and mental) between Harry and Mary, Len 

and Pam, and, in perhaps the most striking example, between all 

of the adults and the baby. 

 Bond doesn't limit his criticism to simply Western 

capitalist ideology. He views religion as a partner in 

contributing to the dehumanization of people. Life has ceased to 

have any meaning for the characters in Saved and the corrupt, 

spiritually dead church is now relegated to the best place to 

pick someone up for a sexual encounter. As Castillo states, 
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 by its complicity with the social order, the church becomes 

   as impersonal as the assembly line, and inside its walls   

     men no longer search for the meaning of life but conduct 

 calculated, impersonal hunts for sexual gratification. (82) 

 Bond's portrayal of the church in his play is 

characteristic of his overall view of religion. In his preface 

to Saved, he writes that "all the morality taught to our 

children is grounded in religion" (7). The resultant effect is 

that our children are "morally bewildered" because "religion 

discredits the morality it is meant to support" (7). Bond's 

final goal for the play, then, is to create a public awareness 

for the necessity for a new type of morality--a morality not 

grounded in traditional social, cultural, and religious 

institutions. 

 Bond's most potent vehicle for his social criticism in     

     Saved is his characters. As Castillo shows,  

 The characters in Saved are almost completely dehumanized  

     by their environment, and their possibilities for          

     independent action are strictly limited by their implicit  

     acceptance of what seems to them the inalterable conditions 

     of their existence. (82) 

Inhuman assembly-line lives offer connotations of impersonal 

assembly-line jobs (if there are any to be had), yet we don't 

specifically know exactly what most characters do for a living. 

 Fred tells us early in the play that he's employed "'Irin' out 
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boats" (27), but he doesn't like to talk about his work, and he 

seems to slip from one job to another. Later in the play, he is 

unemployed, and Harry and Pam discuss what seems to be the usual 

scenario for Fred and the others: 

 Harry:  'As 'e [Fred] got a job? 

 Pam:    'E'll get one. 

 Harry:  Will 'e keep it? (83) 

When work is mentioned at other points in the play, the topic is 

immediately de-emphasized or completely avoided because the 

characters' "jobs are a disagreeable, inevitable part of their 

lives," as Castillo relates, "and they would prefer to forget 

about their work" (82). 

 The inability to articulate (verbally, at least) personal 

emotions is manifested in the characters' interactions with one 

another. Harry and Mary, Pam's parents, do not speak to each 

other, or more precisely, Harry chooses not to respond to Mary. 

 They have been married twenty-three years and now live in a 

state of tense co-existence. Harry harbors pipe dreams of 

leaving, but they are just that--dreams. The one time in his 

life that he left Mary, he promptly returned: 

 Harry:  I left 'er once. 

 Len:    You? 

 Harry:  I come back. 

 Len:    Why? 

 Harry:  I worked it out.  Why should I soil me' 'ands      
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              washin' an' cookin'?  Let 'er do it. (116) 

Mary's worth is valued in strictly misogynistic commodified 

terms and represents the inscription of the marginalization of 

women in a traditionally patriarchal culture. The frightening 

reality is that Len and Pam are following the same path--making 

the same mistakes. 

 Bond toys with an Oedipal situation between Harry, Mary, 

and Len, culminating in a scene (Scene Nine) overwrought with 

sexual tension between Len and Mary, resulting in the final 

stage directions before Scene Ten: "Len takes a handkerchief 

from his pocket. He switches the light off and goes to the 

couch" (93). The implied masturbatory ending of the scene 

enraged critics and public officials, but the point is well 

made:  sex in the play is hinted at, never resolved, and results 

finally in isolation. Bond ultimately resolves this Oedipal 

dilemma in Scene Twelve when Len is about to leave the 

household. 

 Harry:  Yer don't wan'a go. 

 Len:    Eh? 

 Harry:  Don't go.  No point....I'd like yer to stay. (119) 

 Perhaps the play's most compelling character is Pam's baby. 

 Throughout the play, the baby is seen and referred to as "it." 

 In fact, the baby's gender is unkown until Scene Six, the 

murder scene. The fact that the baby is never seen as an actual 

human being is made clearly evident in the chilling Scene Four 
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in which the baby wails non-stop throughout the scene. Pam, 

Mary, and Len argue over whose responsibility the baby is while 

Harry, true to his character, states, "I ain' gettin' involved" 

(39). Len remarks, "It'll cry itself t'sleep," (38) and indeed, 

the last line of the scene in Bond's stage direction: "the 

crying sobs away to silence" (42). The effect of the baby's 

cries throughout the scene is appalling but, as Malcolm Hay 

suggests, "it highlights the neglect felt by everyone in the 

room" (46). Bond later reinforces the baby's dehumanization in 

the infamous murder episode in which the drugged baby remains, 

in a direct juxtaposition to Scene Four, silent throughout its 

murder. 

 The central character of Saved, however, is certainly Len. 

 Len appears in other Bond plays (Early Morning) and is Bond's 

major "hero." His dogged persistence, albeit somewhat curious at 

times for its masochistic element, is heartwarming. Len occupies 

a dual role in the play:  that of both the Outsider, and the 

Christlike Savior. After his brief affair with Pam comes to an 

end, Len is relegated to his position of outsider for the 

remainder of the play. He seems like a part of the family, but 

he is not. He once was Pam's flame but has been replaced by 

Fred. Rather than joining Fred's gang, Len observes from a 

distance. He nearly replaces his lover Pam with her mother, Mary 

(serious Oedipal implications, again, with the religious 

symbolism of Mary's name and Len's role), but instead retains 
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their platonic relations. Yet Len is also the family's savior.  

As Bert Cardullo illustrates, Len is "the outsider who comes in 

and, through extraordinary sympathy for them and instinctive 

analysis of their problems, holds the family together" (63).  

Rather than a "fifth wheel," Len becomes a "fourth leg" when, in 

the final scene, he is seen still with the family, replacing the 

leg of a chair damaged in a family fight. If this ending seems 

surprisingly optimistic, it is meant to. Bond eloquently makes 

his point in the preface to Saved: 

 Curiously, most theatre critics would say that for the play 

 to be optimistic Len should have run away. Fifty years ago 

 when, the same critics would probably say, moral standards 

    were higher, they would have praised him for the loyalty   

     and devotion with which he stuck to his post. (5) 

 Bond's use of language in Saved serves both to give the 

play a sense of realism and to further his views that society 

begets violence. Saved is Bond's only major play with an urban 

setting, yet the working-class dialects he employs for his 

characters are strikingly realistic and, as such, powerful.  

Dialogue throughout the play, as a manifestation of pared down 

(if not stripped completely) blue collar identity, is usually 

limited to one-line sentences composed of monosyllabic words: 

 Len:   Waste a time. 

 Mike:  Same 'ere. 

 Len:   Got a keep up. 
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 Mike:  What you doin'? (54) 

While the dialogue may be sincere (in a rather Wordsworthian 

idealism), the language is spare and reflects the characters' 

existence. In fact, as Scharine argues, the "people of Saved 

mistrust words" because the basic mode of speech "is the 

attack." However, "it is seldom sustained." Rather, it "is the 

attack of the teased, trapped animal, striking at anything that 

comes close" (60-1) out of fear and isolation. The only options 

available to those victimized by a society which privileges the 

wealthy is to retreat into a world of silence, like Harry, or to 

lash out at others. This latter response, that of aggression, 

naturally leads to physical violence. This penchant for violence 

in Saved and other Bond plays is the element which disturbs 

critics most, yet these critics completely misread Bond's 

intention. He doesn't glamorize violence like some "slasher" 

film director. Rather, Bond views violence as a natural product 

of our (Western industrialized) culture (as well as the problem 

of the century) and writes about it as such. In his preface to 

Lear, Bond elaborates: 

     I write about violence as naturally as Jane Austen wrote 

 about manners. Violence shapes and obsesses our society,   

  and if we do not stop being violent we have no future.     

    People who do not want writers to write about violence want 

   to stop them writing about us and our time. It would be    

   immoral not to write about violence. (v) 
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 Violence, of course, is not only manifested verbally, but 

in other ways as well. The world of Saved, similar to our own, 

is a world of patriarchy, and in this world, patriarchy 

inscribes the marginalization of women. Like Jimm Porter, Fred 

objectifies women in his very contempt for them.  Ironically, he 

deconstructs the traditional virgin (madonna)/whore syndrome 

when he prowls the churches looking for "easy" women and sex.  

As Castillo contends, 

 Fred's sexuality is a weapon for the victimization of      

     female bodies: his penis and the stone he throws at the    

     child are parallel mechanisms...The sexual and industrial  

     modes of exploitation have a common result-the reduction of 

     man from a complex being, a healthy animal, to an          

     interchangeable sign. Pam's house, like the factory,       

     represents for Fred the repetition of the same, while in   

     the churches and laundromats await the multiplicity of     

     other bodies in which he searches for something to release 

     himself from the eternal recurrence of the same            

     frustrations. (87) 

The obvious irony of Fred's endless quest (and this holds true 

for the other characters as well) is that he and the others are 

on an eternal treadmill. Each new conquest is simply a mirroring 

substitute for its predecessor. 

 While misogyny certainly comprises the dominant power 

structure in the cultural gender wars, women are not totally 
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free from blame. Pam, Fred's disposed sexual repository, feels 

no qualms about similarly disposing of Len and, presumably, 

others as well. Even her mother, Mary, is not necessarily exempt 

from this behavior, as hints of her promiscuity exist throughout 

the play. In the end, however, while Bond indicts both genders 

for their disfunctionally abusive (sexual) behavior patterns, it 

is important to note that both finally respect the prescribed 

familial conventions (while indulging in the occasional wish 

fulfillment fantasy of escape). 

 The play's most shocking act of violence is, finally, a 

physical act. In Scene Six, Pam takes her baby for a stroll in 

the park. She has grown tired of the baby's incessant cries by 

this point and has drugged the baby with aspirin in order to 

both quiet the child and get Fred back. She encounters Fred and 

leaves the baby with him, hoping that his sense of 

responsibility will ensure his return to her with the child. In 

the meantime, Fred's gang wanders on stage and starts pushing 

the pram back and forth as a type of game.  ]The events turn 

sinister when Barry, one of the gang, recites a rhyme with his 

own unique ending: 

 Rock a bye baby on a tree top 

 When the wind blows the cradle will rock 

 When the bough breaks the cradle will fall 

 And down will come baby and cradle and tree 

    an' bash its little brains out an' dad'll scoop 
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    'em up and use 'em for bait. (63) 

The activity escalates until the youths are kicking the pram 

back and forth. Pete pulls the baby's hair; things progress and 

the baby is pinched, spat upon, and eventually wiped in its own 

excrement. The drugged baby cannot respond and the gang 

escalates its actions with a fury. Pete punches the child, 

followed by the others. Fred joins the gang and Pete tosses a 

stone to him, saying, "less see yer chuck that" (69). The first 

stone is followed by a hail of others, culminating in Barry 

walking up to the pram and hurling a stone into it at point 

blank range. 

 As a dramatic function, the scene provokes an extreme 

audience reaction and perhaps an even greater reaction among 

critics. Yet Bond makes his point well. As Charles Marawitz 

writes, "None of the people in Saved do anything they couldn't 

get a medal for under other circumstances" (5). Scharine 

elaborates further: 

 The stoning of the baby is on one level the explosive 

 release of the aggressiveness created by the dehumanizing  

     restrictions of an industrialized society. On a more       

     poetic level, however, the stoning is a metaphor for the 

 restrictions themselves. Whether the method be murder or   

   unnatural conditions and control, the end result is the 

 same:  the loss of innocence and humanity. (67) 

 Perhaps the greatest tragedy of the scene actually occurs 
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in the final moment. Pam returns to the park, sees the pram 

alone and wheels her now dead child away, crooning to it. The 

significance of this moment, and its impact on the audience is 

immeasurable. No greater indictment could be made--no greater 

example given, of the fact that this child is a non-entity to 

both Pam and the world. The child's worth has been measured by 

silence, the result of which is erasure from the (its) text. 

 Critics often either praise or condemn Bond for being 

somewhat Brechtian. While relatively easily seen in Bond's work, 

Brecht's influence is not seen in Bond's theatrical form so 

much, as Innes remarks, as in a shared "attitude of optimistic 

'naivety' that 'covers painful knowledge' (what Brechtian 

critics have labelled 'romanticism') and the same philosophical 

starting point" (196). 

 Bond has suffered from labels worse than naive romanticism 

     and he defends Saved in his preface by describing the play 

     as almost irresponsibly optimistic...clutching at straws is 

     the only realistic thing to do. The alternative, apart     

     from the self-indulgence of pessimism, is a fatuous        

     optimism based on superficiality of both feeling and       

     observation. (5) 

 The play ends, as described previously, in an open-ended 

manner, rife with symbolism. Whether Len has saved anyone is 

debatable. The idea that no formal closure to the events 

indicates a type of guarded optimism is a viable outlook. More 
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importantly, any optimism seen at the end of the play may be 

reserved less for the characters and instead for Bond himself.  

Bond blames society for constructing the conditions which leads 

to his characters plight (as well as our own). "The resultant 

violence, bred of ignorance and frustration, is," as David Hirst 

states, 

 Therefore the fault as much of society as of the 

 individual...Bond's firm belief in the possibility of 

 creating a new and sane culture- one based on Marxist 

 criteria and not on antiquated concepts of privilege- is 

 the basis of his own continued and growing optimism. (51) 

 If there are any legitimate criticisms which may be 

levelled at Bond and his play, they are minimal and arbitrary.  

An obvious, and justifiable, complaint is, as Marc Robinson 

observes, that Bond "romanticizes the resilience and saving 

self-reliance of the underprivileged" (25). His Utopian Marxist 

visions are just that: Utopian and unrealistic. The 

disillusioned idealist in all of us probably can relate to 

Bond's pain more than we care to admit, but the Marxist 

solutions he hints at in Saved and embraces in his later work 

are hard pills to swallow. Eagleton emphasizes this very point 

when he remarks, My argument with Bond is not a political one 

about whether or not it is necessary or feasible to work for a 

non-violent society; it is an argument over the real obstacles 

which exist to it, and the necessity of candidly confronting 
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them. (133) 

 A second criticism which could conceivably be leveled at 

Bond could be leveled at every artistic medium. The traditional 

dilemma with all drama, and certainly polemic pieces, is its 

limited appeal. There is little gained in preaching to the 

converted. Those in most need of his message probably would not 

be in attendance to receive it. This criticism, again, seems 

less Bond-related and indeed can be applied to virtually all art 

and, as such, is negligible. 

 Saved is a powerful play, written in the "Angry Young Man" 

tradition of Osbourne. The frightening message accompanying 

Saved is that it is an "Everyman" play: the events which befall 

the characters in the play could occur to anyone. Bond's use of 

violence, while horrifying, is essential both in conveying his 

sense of frustration with the system and for informing the 

plays' final success. Indeed, if Saved did not result in the 

general outrage it invokes, Bond would consider the play a 

failure.   

 Bond views Saved as an optimistic play, perhaps justifiably 

so. However, while it is possible that Len has "saved" the 

family he resides with, he isn't Christ-like enough to save the 

rest of us. Saved is an effective play and Bond gets his desired 

message across, however, as Richard Scharine submits, "Bond has 

traced the patterns of deterioration too clearly for us to 

believe in any kind of ultimate triumph" (58). 
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