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SUMMARY :

Throughout this study of drama in a remote rural
parish, the intention has been to proceed from an
empirical study to a consideration of the relationship
between the results of the research and existing
theoretical models. After an initial account of the
Scottish Community Drama Association, its introduction
to Kintyre in the immediate post-war years and its
development since then, the étudy focuses on one
dramatic club from Kintyre for closer scrutiny.
Dunaverty Players, the club chosen for this purpose,
meets in the village hall at Southend throughout the
winter months.

Thereafter the work falls 1into three main
sections: a study of the parish is followed by an
account of the club and, finally, by an account of the
productions mounted by the club over the period of
thirty-six years since its formation.

The empirical account of the parish leads to a
consideration of the relationship between the existing
parish and the fictional kailyard, the evidence of
the continuing attraction of the idealised rural

community, and the consequences of this for the



present rural population.

An outline of the history of the club is followed
by consideration of the changes in its organisational
arrangements; and an account of the present membership
is a necessary preliminary to the attempt at analysis
in terms of ‘Becker's conception of an 'Art World'.
This leads to a recognition of a movement in the club
away from existence as a traditionally oriented group
towards the development of a more hodern outlook.

In Chapter Five, however, theoretical discussion
of drama as a means of communication, as well as
consideration of the constraints on the choice of
play, and the importance of typecasting in amateur:
drama, precedes a detailed analysis of the plays.
This analysis shows that, in spite of the movement
towards modernity in the club, the hegemony of
traditional values has not been disturbed and, with
this‘ in mind, the narrative form of the plays is
related to the importance placed by Alasdair MaclIntyre
on story-telling in the transmission of the virtues.

In the final chapter an attempt is made to place
the account of the Southend community as it has been
during the life of Dunaverty Players into a slightly

wider context historically and geographically, by



drawing attention to the atypical nature of the period
under discussion in the whole history of the parish,
and to the factors which distinguish its present
situation from that at present existing in other parts
of the Highlands of Scotland.

As the the work of Scottish Community Drama
Association consists, primarily, in the organisation
of drama festivals, a continuing theme is the role of
competition in rural and urban life. The value of
deliberately introduced competition at a social level
to a rural life-style that may lack such a stimulus,

is demonstrated at an early stage in the thesis.
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CHAPTER 1 ~-Introduction

The decision to investigate drama in a rural area
contains the assumption that theatrical @ activity 1in
such an area will differ in some substantial way from
that in the towns. The concept of a vrural/urban
"dichotomy leads into dangerous territory, hedged.
around with myth, as Raymond Williams has shown in

i
The Country and The City, but some examination of the

‘good life' believed to exist in rural areas is
becoming increasingly relevant as people move out of
the overcrowded cities in search of a more humane way
of Llife. Here one . aspect only of such a Life is
closely observed, but it will be seen that the
activity of drama is closely related not only to the
social reality but also to the values of the parish in
which it operates, and that the effort to understand
this relationship leads to searching questions
regarding the nature of the 'good Life' in both rural
and urban areas.

| The competitive amateur drama encouraged by the
Scottish Community Drama Association flourished in
Scotland in the 1930's, and while it has been Lless

widespread since the second World War, it still
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flourishes in Kintyre and other rural areas.
Therefore, it .would appear to be worthy of more
careful study than it has been given to date. This
effort to wundertake that work was begun with no
preconceptions; but it seemed probable that a study of
one successful club was more Llikely to produce
illuminating insights into the nature of this form of
community drama, than a Llarge scale compilation of
data covering the whole of the movement in Scotland.
Hence the focus has been placed on Dunaverty PLayefs,
a club whigh has been active 1in Southend, Kintyre,
since 1its formation in 1952 and which has been
affiliated to the SCDA for most of that time.

This study, therefore, operates at a point where
performance studies, the sociology of culture and
community studies csnverge; yet it would find a
comfortable home in none of these. Nevertheless, by
placing the work of the club, which might be seen to
lie within the province of the academic study of
drama, 1in the context of a study of the Life of the
parish, which falls within the domain of sociology,
the study 1is able to provide a wunique view of a
community with a distinctive popular culture which has

not so far been explored.
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Hitherto the academic study of theatre has
~concentrated on the work of professionals and has
tended to treat the efforts of amateurs as being
peripheral and wunworthy of serious study - though
academics have been prepared to give consideration to
amateur work falling within the general field of
politically active community theatre. The
extensive account of working class theatre in Britain

2.
contained in Theatres of the Left, by Raphael Samuel

and others, exemplifies the great interest in
left-wing political drama, as do articles by Linda

3.
MacKenney in Scottish Theatre News, by John Hill and

A
Doug Allen in The New Edinburgh Review and the recent

rediscovery of Joe Corrie as a left~wing playwright

(see Linda MacKenney's Joe Corrie: Plays, Poems

5
and Theatre Writings.) Bradby and McCormick in

. 6. '
their People's Theatre, however, are carefully

selective in their brief description of his work and

are misleading in their account of the work of SCDA.
There was an .active Scottish. Community Drama
Association playing in the mining. towns of the
Lowlands. One of their authors was Joe Corrie, a
Fifeshire miner whose plays depicted the everyday

lLife of rural and mining communities. Although
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traditional in form, these plays contributed to

tﬁe development of a working class drama with a

distinct political message?

Here we have a very restricted picture of the work of
SCDA, which covered the whole of Scotland and through
its one~act festivals was open to any form of drama
which could be contained within the time span of a
one-act play (and, in addition, organised Lless well
known three=~act festivals and playwriting
competitions). Moreover, it overlooks the plays
written by Joe Corrie, primarily for the SCDA
festivals, which had no overt political content. The
extract, therefore, serves to provide a specific
instance of the way in which, unless it could be
shown to have a serious political purpose, amateur
drama has tended to be discounted in an academic study
of theatre.

Drama, however, can be shown to serve a social
purpose even wWhen the work performed seems, at first
sight, to be of no great merit. However, the
sociologists of culture, élso, have tended to restrict
their studies to the work of the professionals, unless
the work 1is <considered to be genuine 'folk art'.
Efforts for example to fit the work of Dunaverty

B

Players into any’ of Becker's <categories were

A
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unsuccessful, since his conception of art though broad
did not encompass the work of the amateur outside the
category of ‘'folk art?, which was Limited to the
production of work with a practical application, or
'naive ar{ﬂ which was the creation of the isolated
producer. Yet the study of a non:practical
non-professional art, involving many people regardless
of sex, age or <class, should be of 1interest to
sociologists of culture.

Community studies are designed to be
comprehensive, and are consequently too broad in scope
to deal adequately with one particular cultural
product within the survey of a whole community. The
study of Dunaverty Players, as an example of such a
product, merits a more meticulous attention than could
be provided as part of a general account of the
parish. It is, therefore, appareﬁt that the study of
Dunaverty Players envisaged here will not fit neatly
into any previously delineated field of study, but
that, nevertheless, it should illuminate aspects of
both social reality and drama in Kintyre.

The project begins with a short chapter giving an
account of the Scottish Community Drama Assocjation in

Scotland; the introduction of the movement to Kintyre

in the immediate post-war years; and its development
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since then. However, as has been noted, the main
focus of the research has been on one club, Dunaverty
Playersy and the account of the findings of this
research has been divided for convenience and
coherence 1into three much Llonger chapters, dealing
consecutively with the parish, the <club and the
productions.

The first of these gives an account of Southend
as a community which still retains many of the
characteristics of the way of Life described in
kailyard literature, even in a world where modernity
prevails. It attempts to explain the differences in
life-style between the metropq}is and the rural
community in terms of overstimulation and
understimulation, and thus to account for the need for
competition 1in rural social life. Finally, it draws
attention to the danger to the culture of rural areas
from the present accelerating movement from the
overpopulated areas of Britain.

The following chapter outlines the formation and
development of Dunaverty Players and demonstrates the
efforts made to maintain harmony within the club. It
also seeks to show the value of the SCDA festivals in
providing an outlet for the competitive instinct. The

second half of this chapter 1is an attempt to use
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Becker's approach to the sociology of art (ie through
the forms of social organisatio:3 to discover how the
club functions and, in so doing, reveals that the club
is not immune to modernist ideas brought in by
welljmeaning non-locals. |

The section on the performances indicates the
constraints on the choice of pLax and attempts to show
through careful analysis how these choices have‘tended
to reinforce the religious beliefs and moral values of
the community.' Here it is suggested that the
continuing attraction of the kailyard is not simply
nostalgia, but manifests a rejection of the values of
the secularised metropolis and, 1in particular, the
'meaninglessness' which is concomitant with
Nietzsche's concept of 'the death of _God:i and
attention is drawn to Alasdair MacIntyre's concept of
.the role of story:telling; historically, in the
transmission of the wvirtues - in relation to the
narrative form of the plays chosen.

Thus, while the main body of the work is an
empirical account of the results of the research,
certain main themes become -evident: the nature of
competition in both rural and wurban contexts; the

continuing attraction of an idealised organic rural

community; and the <contrast between the wvalues of
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country and city. From all this +the study of
Dunaverty Players emerges as an exemplary instance of
a general pattern of narrative drama being nurtured to
foster a particular conception of society, and a
particular vision of the good Life for the individual.
The final chapter attempts to draw these varying
threads together around MacIntyre's conception of the

1.
good Llife presented in After Virtue, which —contrasts

the virtues of Aristotle, which broadly speaking are
those which are valued by the rural community, with
those recommended byvNéE}zsche to modern man and,
taking up MacIntyre's advocacy of the 'telos', argues
that ways must be found of developing 'the whole man’'
within the modern metropolis.

Before moving on to the main body of the work,
however, it will be necessary to give some account of
the method of participant observation wused 1in this
study. This was an wunusual variant of the method,
inasmuch as I had been a participant for much Longer
than I was Likely to be an observer, having been a
member of Dunaverty Players s?nce 1972.

I, therefore, had access to information that might not
have been so readily offered to a stranger - not

because it would have been deliberately suppressed,

but because the members were all aware that
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competitive drama is not held in high esteem by those
who aspire to a 'higher' culture and, regarding their
knowledge as being of Llittle value, might well have
withheld it. 1In addition, I had experienced, in a way
not possiblé to a researcher who comes 1in from
outside, normal membership of the group in the period
before the research was contemplated (ie free of the
heightened consciousness inseparable from the research
process). Much of the section on the club 1is based
on a series of extended interviews with member:i and
this involved a <clear separation of roles. The
questions were formulated in advance, in my role as
researcher; but in the interview I reverted to being a
friend and fellow member who wished to record the
answers to the questions on the sheet in connection
with some work I was doing at the wuniversity. Thus,
in the &event, the tapes recorded a relaxed dialogue
between two members of the club, with my own comments
as open to dissection as any others, though I tried to
keep them to a minimum. I am sure that this shared
vulnerability contributed much to the frankness and
fluency of these interviews. (Transqﬁpts of six of
these interviews form the final Appendix - the
remainder are available as tapes or as transcripts.)~

There were, of course, very obvious drawbacks to the
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situation, of which I was well aware; However, to be
aware of the need for detachment is not necessarily to
achieve it; so at the outset I undertook‘a series of
weekly meetings, stretching over several months, with
a friend who 1is a psychotherapist. He helped me to
become aware of the complexity of my emotional
attachment to the community in which I lived and to
the club of which I was a member, so that I might
attempt to ‘'bracket' my personal involvement. 1In
addition I have tried, as far as possible, to rely on
the evidence of the tapes; on factual material which
can be verified; and on published texts - though the
conclusions drawn from these are, of coufse, my own.
If, in spite of all this,.my affection still shows,

the reader must make his own allowances.
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CHAPTER 2 = Background.

THE SCOTTISH COMMUNITY DRAMA ASSOCIATION
The two factors which must be borne in mind in any
discussion of the Scottish Community Drama Association
are the extraordinary rapidity of its growth in the
late 1920's and throughout the 1930's, and the wide
range of activity that was included beneath its
umbrella.
The initiative 4in founding the association, in 1926,
came through the secretary of the Scottish National
Players, D Glen MacKemmie. He was approached by the
British Drama League, based in London, who wished to
involve the Scottish clubs in a competitive festival
to find a team which would represent Britain in the
United States' competition for the David Belasco
Trophy. This trophy, incidentally, was won by the
Ardrossan and Saltcoats Players two vyears Later.
David Hgtchison gives a concise account of the SCDA in
this period:

The amateur theatre movement in Britain, as we

now know it, began 1in the middle of tHe

nineteenth century as essentially a pursuit of

the upper and middle classes, and by the turn of
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the century was firmly established. By the end
of the first World War it was such a significant
activity among all social classes that there came
into being associations of amateur <clubs, The
British Drama League being founded in 1919, and
the Scottish Community Drama Association in 1926,
the latter with the aims of encouraging the drama
in Scotland and organising festivals of community
drama. The sudden rise to Ap0pularity of the
amateur theatre 1in Scotland can be seen by
comparing the number of entries for the one:act
play festival in 1926-27 (35), 1928-29 (88) and
1930:31 (243); by the 1932-33 season the entry
had reached 30?; éy 193? there were more than
1000 amateur groups in Scotland.

It is difficult for people who did not Live
through the boom period in amateur drama to
realise how_ extensive the activity was. A
perusal of the newspapers of the time makes it
clear that this was no coterie pursuit but one 1in
which a Lot of people were either idinvolved or
interested. The Scottish newspapers of the
thirties, for example, all had regular weekly
columns on the amateur scene and reviews of

i

productions.

Inevitably in such a mass movement the quality was
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uneven; the general aim of ‘'encouraging drama in
Scotland' is capable of wide interpretation and the
movement was frequently <criticised, especially by
those who aimed at a a genuine Scottish theatre, free
from the sentimentality of kailyard and tartanry. Joe
Corrie, whose own work was regularly performed in the
festivals,n%s quoted by Hutchigonr as being critical
and complaining that the majority of the clubs were
'.e..not interested in drama as an art so much as
they are interested in it as an amusement. Their
primary object 1is to make the audience laugh, a
process which they thgmsetves enjoy. (SMT
Magazine, November, 193?3
The study of Dunaverty Players suggests that there 1is
much truth in the argument that at least some of the
clubs regarded drama as a pastime rather than as an
art form, but it also demonstrates that the second
part of Corrie's argument was true only in the early
stages in the development of the.club‘and that there
was a real commitment to the improving of standards in
every respect. Later Corrie himself came to realise

this. In an article written for The Scottish Stage

in 1936, after two of his more controversial plays had
reached the Scottish Finals of the SCDA competition,
he points out,

For quite some time now the <critics have been
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criticising severely the Llow standard of Scots
drama. But they are forgetting that the movement,
from author to electrician, is very young. A few
years ago there was no Scots drama worth talking
about at all. From now onwards there is going to
be progress....l can see it coming. Authors,
producers, groups, everyone connected with the
movement, are gaining courage, they are getting
bold, their audiences are no Llonger a fear to
3.
them.
Aileen Clarkg' has listed the plays being entered for
the festivals in the 1930's and, while there 1is a
considerable proportion of kitchen comedy and light
entertainment, there is also evidence that many clubs
were experimenting with more demanding material and,
no doubt, had the second World War not intervened this
process of development would have gained ground. 1t
has to be remembered that SCDA <covered the whole
country and 7that, in addition to the differences
between the rural and city clubs, clubs were 1in
differing stages of development. It 1is unreasonable
to expect a newly formed village club to have the same
standards as a Llong established <c¢ity club with a
professional producer. SCDA was a broad church.
A further criticism of SCDA has been that it was
middle-class, as opposed to the workers' theatre

-
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moyement that was flourishing 1in the same period.
Again it 1is necessary to consider the whole range of
SCDA activity before a judgment can be made. In the
simplest, non-technical sense, ‘'community' might be
taken to describe a group of people who are in regular
face-to-face contact. In a rural area this means
virtually the whole population, and, as might have
been expected, community drama in these areas
frequently idincluded all sections of society. Joe

Corrie, again writing in The Scottish Stage commented

on this,
The drama festival, especially in the rural
communities, is a thing in which all take part.
Here it 1is a movement of the masses. 1In the
cities it may be more of a <cultural movement,
patronised by the middle classes and the working
man and woman who take an interest in drama. But
the masses are at the music hall or pictures. 1In
the village that is not sg.
However, other instances have been recorded where
smaLthown clubs have been made up almost entirely
from the local gentry and professionals with their
wives. A recent example would be the Thurso club
which is composed from members of the management of
the Douneray nuclear establishment.

In urban areas the sheer sjze of the population
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means that ‘communities' in this sense are focussed on
those places where people meet, 1in the workplace,
church, housing estate or suburban area, so that their
membership is likely to be more homogenous. Thus, 1in
Glasgow, the Torch Club was formed originally of
teachers from Jordanhill College, while the Barr and
Stroud factory had 1its own workers' group. Other
groups, like the Pantheon Players, which was formed to
produce musicals, claimed to be open to anyone with
talent, but tended to consist of office workers who
recruited from within their own <circle of friends.
Thus both white=collar and workers' groups were to be
found within the organisation. However, the
administration of the society does seem to have been
largely in the hands of the representatives of the
more prosperous clubs. Linda MacKenney 1in her

Working Class Theatre in Glasgow records:

The 1930's was a period of considerable intense
theatrical activity (particularly at an amateur
level) 1in Glasgow, where a number of progressive
socialist, working class theatre groups came into
being: amongst these were the St George's
Co-operative Players, Glasgow Workers' Theatre
Group, Glasgow Corporation Transport Players, the
Clarion Players and the Jewish Institute PLayergz

It is possibly misleading to consider the activities
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of SCDA and the Workers' Theatre movement as being in
opposition. Both seem to have been part of an intense
interest in theatre as an activity used for different
purposes, at a time when teLevision was VirtuaLLy
unknown. In fact, clubs listed by Linda MacKenney took
part in the SCDA competitions and some were remarkably
successful.

The Scottish Finalists 1in the years 193437
(lListed by Miss Clarke) came almost exclusively from
the ltarge centres of population, and all were from the
central belt, but their titles suggest the variety of
background contained within SCDA. They included:

1934 1. Middle YMCA Drama Soc. Paisley.
2. Barr and Stroud Dramatic Soc.
1935 1. Edinburgh Elocution Club.
2. Kirkcaldy Triangle Players.
3. Troon Ex-Serviceman's A.D. Club.
1936 1. Forfar Dramatic Society.
2. Glasgow Corporation Transport Players.
1937 1. Newbattle Burns' Club.
2. Glasgow Jewish Institute%
The plays performed in these finals included four by
Joe Corrie, two by James Bridie, and one each by JM
Barrie and Avrom Greenbaum.
This certainly shows a marked bias towards Scottish

writers but, as will be seen in the discussion of the
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plays performed by Dunaverty Players, there may be
more than one reason for this; not least is the fact
that amateur players can play more strongly if they
can make use of their normal Scottish tongue. As was
pointed out earlier, it would be unrealistic to expect
that such a mass movement would have maintained a
consistently high standard of production, or that the
majority of ordinary peopLelinvoLved up and down the
country would have shared in the vision of a National
Scottish Drama that would do for Scotland what the
Abbey Theatre had done for Ireland. Nevertheless
large numbers of people were becoming involved in
drama at a variety of levels, and it seems at Lleast
possible that increasing experience would have led to
the gradual development of a wider fange of work, had
not the second World War intervened. The SCDA
competitions were closed down for the duration, and
when they were restarted after the war it was in a
different world, and that part of the enthusiasm due
to a shared popular craze had been dissipated. From
then on the SCDA had to depend on a more Limited
section of the population. Some of the big amateur
clubs in the Glasgow area have continued to support
the movement, others are no longer in existence; the
movement has declined in some rural areas but has

flourished in others. For example, what was a very
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strong festival in Oban died soon after the war, as
did the Rothesay festival, but the Kintyre festival
was born at that time and there is currently talk of a
festival on Arran. Entries for the festivals
throughout Scotland in 1988 are included as Appendix
3. These Llists were taken from the February edition
of Scenéi but are not quite complete. For example,
of the 8 entries from Kintyre only 5 are shown, and
possibly other areas had incomplete lists at the time
the February issue went to print. However of the 170
teams Llisted, 102 can be identified as rural or small
town teams, the remainder being based in Llarger
centres of population. The appendix includes a brief
breakdown of the entries and an account of revived
activity in Wigtownshire.

THE SCDA IN KINTYRE.

The 1initiative 1in the formation of the Kintyre
festival came from outside the area. After the war,
drama groups had beén formed in connection with
several of . the Campbeltown churches (thus
demonstrating that the earlier opposition between
church and drama no longer operated in the area) and,
in particular, the Hightand Parish Church had a
minister who was a drama enthusiast. He it was who

introduced Norval Charteris (then recently appointed

as manager of the local branch of the -Bank of
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Scotland) as producer of his church's drama group
since, before his arrival in Campbeltown, Mr Charteris
had had wide experience of drama at various levels and
had taken an active part in SCDA festivals in Glasgow,
Forfar and Perth. Lorne Street Church had also formed
a group and one or two of the villages had groups of
women attached to the Scottish Women's Rural
Institutes who were experimenting with sketches and

17
short one-act comedies. A successful festival had

been running in Oban since the 1930's and a member of
Argyll County Council for that area, who also happened
to be to be a member of SCDA's Western Divisional
Committee, approached the County Treasurer, who was
known to be interested 1in drama, to explore the
prospects of arranging a festival in Campbeltown. He,
in turn, approached his bank hanager who as we have
seen was producing for the Highland Parish Church's
drama group. Soundings were taken, and a strong local
committee was set up with the support of the Western
Division of SCDA.

The first festival was held in 1949 with six
teams entering. Three of these were church teams from
the Campbeltown area (St Kieran's Roman Catholic
church also entered, as well as the two Church of

Scotland teams already referred to) and three came

from outlying wvillages: Drumlemble, where the group
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consisted Llargely of miners and their families,
together with Machrihanish and Tayinloan, both formed
through the SWRI. There were nine entries in each of
the following two years = but the whole undertaking
almost collapsed in 1952, when the death of King
George VI was announced on the_ second day of the
festival. This faced the organisers with a serious
problem, since considerable expense had already been
incurred and cancellation would mean a possibly
irretrievable financial Lloss. In view of this, and
possibly as a result of a feeling that edicts on
national mourning emanating from London did not apply
locally, it was decided not to cancel the rest of the
competition. This notion, that rules affecting the
rest of the UK did not apply Llocally, was not as
unreasonable as might appear at first sight. During
the recently ended war, various war-time regulations
had proved wunworkable 1in the remote West Highlands
where, for example, eggs were not rationed - even
when the rest of the population was reduced to one egg
per week. The attitudes that this remoteness
occasioned were caricatured 1in Compton MacKenzie's

0,
Whisky Galore, but they had a basis in fact. I will

be arguing in later chapters that much of the <culture
of parishes Like Southend derives from this very

factor of remoteness. In the days before television
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this must have been even more marked. It should,
however, be noted that the decision was not taken out
of defiance, but from a real concern that the
committee would end up owing money that it had not the
funds to pay; yet the feeling that nobody was going to
care what happened at the back of beyond, was also a
factor. (The festivals, at this time, were held in the
Rex Cinema, a popular venue with the audience, but in
this building the erection of extra staging was
necessary to accommodate live theatre, as opposed to
film. This was time-consuming and labour:intensive
and, consequently, very expensive.) On this occasion,
however, the decision to go ahead with the rest of the
festival was unacceptable to the Chairman of the local
committee, who happened to be a Sheriff of the County,
and who, in his official role (the equivalent of a
County Court judge in England), could hardly
countenance this ‘disregard of national mourning, and
he resigned. The secretary and several other members
of the committee also resigned and this incident might
well have marked the end of the Llocal festival but for
the enthusiasm of the Highland Parish Church Drama

Club. They put three teams forward the following
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year, so that, together with one team each from three
other clubs, a two night festival was arranged for
1953. Dunaverty Players, then playing as Southend
SWRI, did not enter the festivals until 1954. They had
been doing sketches and dne:act plays in the wvillage
for a year or so and were encouraged to enter the
festival to build up the 'nﬁmbers again after this
setback.

As will be seen in Diagram 1, the number of
entries in the Campbeltown festival has fluétuated
over the years. Eight or nine teams are required to
make a viable three?night festival, below that, the
district SCDA festivaL:committee f;nds difficulty in
meeting the expenses of the festival. Thus the
troughs in the graph tend to be followed by a peak, as
the <committee will have circulated the regular clubs
begging them to try to enter two plays the4 following
year to keep the festival going. At any one time the
festival has depended on the commitment of a handful
of - clubs who can be relied upon to respond to such a
plea, plus a number of other <c¢lubs who are either
short Llived or enter only intermittently. The full
list of entries for the period is given as Appendices
1 and 1a, but the entries of the leading clubs have

been extracted and for convenience of reference here
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are;‘sﬁOQﬁ :ﬁ6;;$B(évﬁ;.:DQhéQé}fyéPLayers, who in the
ear(xmaayénéhie}ed ééJsédtﬁéqd}ﬁwﬁI, are the Llongest
Lasfingﬂgof?_fhe  6Lﬁbs;,.héy{ng hissed only one year
betwéenb1954 and 1§8é;wBJt«fhey 5é€ closely followed
by Peninver ‘Pﬁéfé}é, ~who fweré'originally The Young
Farmers' Club, who héQé ehtéﬁediin; 29 years betuween
1956Eand 1988;‘and,fla5hah Dram$§CLUb who have entered
continuously fromv1969 to 1988. |

In  the, early days _dft:the' competition, the

léading clubs were Highland  Parish Church, whose . .

demise is discussed in the <chapter on bunaverty i

Players; Machrihanish, who fell;apart when they LostMA
their prodgcer;;and The Miners,‘Létér The NCB Players,
who also wenf intoﬁdecline’as'theirjproducer aged, and
finally died with him. John H B Anderson was as ..
closely bound to The Miners, ~as we shall see that
Angus"MacVicér¥ has"been‘boﬁﬁq,td(Dunaverty‘PLayers.
He was greatly réépeétgd féhd; isx'§ommemorated by a
trophy awarded annﬁélty  ét»thefC6unty FesfivaL held
in Ardrishaig; Ihevitébly tﬁeklbéé §f his cLQb led to
comparisons with_ Dunaventy buf, aé the discussion of
that club ijL show,,there';re other factors to be
taken }ntﬁ véﬁcoQﬁt,f and DunaQerty Players should be
abLé:to, $urvivef tﬁé'EévéntuaL{ retirement of their

leader.  Mr Andersonisidéath followed some years after
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the closure of the colliery at Machrihanish; he had
held a small group together in spite of this, but
after his death there was no remaining mining
community to support a distinctive club. However, on
other occasions too the lLoss of their producer has Lled
to the disbanding of a club.

While the village clubs seem to continue for as
long as they have a producer, the town clubs appear to
have more chequered careers. The drama club connected
to Lorne Street Church became Albyn Players when the
connection with the church had become so tenuous that
the name could no longer be justified, and eventually,
presumably as a result of some internal difficulty,
the club folded and was reformed, with many of the
same players, as Castle Players. When numbers became
short, this group amalgamated with The Youth Club, but
after complaints by other teams that the title was
misleading, as these players were no younger than
those in other clubs, the clﬁb split 1into Kinloch
Players (a genuine teenage group) and Campbeltown
Players, which after competing very successfully for
several years was broken up following a disagreement,
with some members fofming Accent Players and the rest
moving to Dunaverty Players. This can be traced quite

clearly in Table 1. Davaar Players was formed
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originally from the staff of the DHSS office in
Campbeltown, with John MacKerral, who had just Lleft
Dunaverty Players, as their first producer.

Efforts to involve children and teenagers in
drama have continued sporadically, but are seriously
hampered by the continuing exodus of young people from
the district in search of further education and
employment. The Youth Ctub was one such experiment,
but as we have seen, those original members who did
not move on simply grew up until there were more
mature players than new young people. After the club
divided into Campbeltown Players and Kinloch Players,
Mrs Dickson struggled for a number of years to keep
the younger group in existence, but when she retired
no-one could be found to take over, though one of her
original players has tried to form a group of people
in their Llate teens and earty tuwenties, and has
entered teams as Castlehill Players in 1985 and 86.
In 1987 and 1988 they began rehearsals but withdrew
their entries before the festival deadline. The
larger clubs enter children's teams from time to time;
usuatly, when three teams are entered, the third team
is composed of <children or young people. Fyneside

Juniors were a temporary offshoot of the Ardrishaig

club.
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feble 2. :
Membership of Drama Clubs in Kintyre.

Rural Clubs

{Name of Club | Membership (1983) Population of Arez

Carradale B c20 500
fPlayers ' '

Clachan ' c30 400
Players ' ’

Dunaverty C
17layers

(631
[
w
(@)
(e}

vPeninver _ ci12 300
Players

Compbeltonn

Campbeltown ' c15
?2layers

Davaar Dramz ciz2 60C0O
Clubdb

Xinloch Plavers c15 (Junior)

ykﬁ~§ £ 3



The population of the landward area of Kintyre

.
varies from 1-39 per 1000 acres: the average for

Britain as a whole ‘is 956'peh;100ﬁpacfegﬁ . buring the
perjod covered by this study, the popﬁtation of
Campbeltown itself has decreased »from 7152, in the
census of 1951, to 6326 in 1981; while the population
of the surfounding area has remained~LargeLytstatic.
The decline in population within the bufgh is not
surprising as it suffers from a hiéh rate of
unemployment. In order to undertake any kind of
training, or full-time further education, young people
must Leave their homes and travel to- Glasgow or
beyond. (As we have seen, this is reftecfed in the
composition of the drama clubs, Qho findla%ff%cglfy in
recruiting and retaining young players.) The landward :
areas also suffer a steady drain of their young folk,
so the fact that the overall populatﬁon remains
constant may be due, as will be seen in the‘étddy of
Southend, to the drop having reached bottom and to a
small number of people retiring to these areas. Some
idea of the proportion of the total population
involved 1in, or affected by, the drama festijvals can
be deduced from the figures 1in Table 2. However,
these figures are slightly misleading, as the

producers, who supplied the figures, applied different
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criteria to decide who should qualify for inclusion as
a club member. For example, Dunaverty Players, the
Southend Club, counts occasional supporters, who may
do anything from fund:raising to supplying props or
giving technical advice, as full members of the club.
The other clubs also have friends they can call on to
help with specific problems but do not include these
in their Lists of members. No producer was prepared
to give more than an approximate figure, as membership
fluctuates, but it can be seen clearly from the
figures that the movement is stronger in the rural
areas. However, as Norval Charteris has pointed out,
this is not just a matter of there being a greater
number of competing interests in the town - since with
modern transport the activities in Campbeltown are now
equally availébte to most of the rural population. He
Laid more stress on the fact that rural areas have
village halls which the clubs can rent at an economic
price; suitable rehearsal rooms are very difficult to
find in Campbeltown and those that are available are
more expensive. The original church clubs had the use
of church halls, but these are not available to
secular groups on a regular basi;?

A further indication of the part played by the

festival 1in the Life of the area can be deduced from
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the fact that the organisers (ie the Local SCDA
Festival Committee) can confidently expect an audience

of up to 400 people on each of the three nights of the

festival =~ although, oddly, the total attendance for
the week seems not to rise appreciably if the
festival extends to four nights. This is of some

importance to the local committee, who have to pay for
the use of the hall and the hire of the -extra
Lighting (brought in for festivals) for an extra
night, without any compensating increase in income. (A
statement of accounts for 1980 is given as Appendix
2). The extra night s regardea as a bonus by the
clubs, however, as it means that probably two teams
will be allowed to go forward to the Divisional Final.
The number of teams moving on to the next round is
dependent on the total number of entries and normally
only one team travels from Kintyre. If one adds to
the number of players and members of the audience,
backstage crew, front of house staff and hostesses for
the wvisiting teams, the number of people involved 1is
guite considerable = given the total population of the
area.
As the first steps in the formation of Kintyre
SCDA were taken by non-locals, the extent to which the

festivals have been dominated by incomers is a factor
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Table 3.

Proportion of Lot

111

and Incomers

in the

Festivals.

(Figures

all the entries in each year.)

in this table are taken from the programmes ¢

overing

Year

h
a

Blccked! Local Spiral % of
Spirai- Epiral is local
. -ists origin
6 5 g2g
- 10 623
13 15 715
1 £ 15 625
i
- vy -‘,"' J'
ing N—"Teft Bistrict

Ljammﬁ fSL



to be considered. The figures in what follows are
taken from my earlier worﬁt but there has been no
significant difference in the pattern since 1979,
when the figures were collated. I have retained the
nomenclature used earlier, -which was " taken from

5
Watson (1964) and wused by Frankenburg in

%
Communities in Britain. The term 'spiralist'

describes the carééristbwho spends onty a Shorf> time
in the area, before"moving outwards and upwards to
greener pastures. The term ;blocked spiraiist' refers
to the person who arrives in the area, wusually, but
not necessarily, towards the end of his career, likes
the Life, and settles down, often. becoming more
involved in local: activfties - than the Llocals.
themselves. I have included in | this catego;y
spiralists who have retired to the district. Most ofv
thése had a connection with the districf earlier gn
their careers. The term 'bufgésé' was not
particularly uséful for my purposes and I preferred to
keep the term 'local' to cover those who were born
and have pursued their vocations 1in Kintyre (or
MidrArgyLL, where this is appropriate.) The term
'Local spiralist' has been invented to cerr those
young people who begin their careers locally and later.

move out of the district to obtain promotion.
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Table 4. »
- Composition of Teams.

(Figures from Programmes, as before.)

campreliown Dunaverty Penanver Téyvallibh

Youth later | Players Players __ .| Drama Group
Kinloch ‘
- Players
~ 1969 1979 11969  1979| 1969 1979| 1969 . 1979
Local 1 4 8 9 8 12 8 “Q
'EIOCked . - e - - T TR P ey . e v maalge . - - - PR
gpiral- 1 o 0 9 3 3 17 0
ists . e ! .
Spiralists {...0 ._....2.} 4 __ _ 3 .0 h 1 o
L
‘ﬁocal-“l : v
Spiral-_ . ST T T N | 2 0 0 0 _ 0
A iists

L - z . e T S e et

Teble 5.
Procucers.
Blocked Spiral-_ | Local
Local ists Spiralists
Spirzalists
; 1g49 2 1 1 2
i
[l 1959 2 1 1 1
1969 6 3 1 2
| ,
: 1979 6 3 1 Y

;wg 032



Table ‘3 shows the proportion of each —category
appearings‘in the programme for the years 1949, 1959,
1969, and 1979. | |
The SméLL'anber'of (océL spiralisté is indicative of
the Llimited number of jobs available locally which
have promotion prospects. Most ambitious young people
leave the area when they ieave, school. As W{LL be
seen in Tabte 3, raLthough there are sufficient
spiralists to exert an influence, local players are in
the majority. However the incomefs are not‘ spread
evenly over the clubs. This will become evident if we
compare the four Kintyre teams who competed in 1969
and 1979. (Table 4.)

As will be seen 1in the following chapter,
Southend (Dunaverty) is becoming a popular place to
retire to, hence the number of blocked spiralists;
while Peninver, formed as an offshoot from the Young“'
Farmers' Club, still has a majority of ‘farmers. The
difficulty experienced by the Llocal youth group 1n
keeping players is evidenced by the number of Llocal
spiralists. ‘0f the six members shown in 1969, four
had left the district in 1979. The <club was finally
disbanded in 1987. In most clubs, however, the
producer has the last word when it comes to the choice
of play and here the locals have a <clear majority;

again the figures are taken from the programmes
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covering the whole of the festival.(Table 5.) The
influence of Llocal producers on the choice of play
will be seen to be a key to the <character of the
drama, Wwith its stress on the theatre as
entertainment, and the predominance of narrative plays
which do not disturb Llocal assumptions of social
harmony.

The competitive aspect of the festivals looms
Large and, inevitably the role of the adjudicator is a
vital one. Appendix 4 lists the adjudicators for the
period 1949-88. At one time these were drawn from the
ranks of professional actors, and the BBC has provided
producers and others who have acted in this capacity.
More recently, lecturers from the drama departments of
universities and training coileges have been much in
demand. The fact that the adjudicators themselves
are, in Becker'? terms, 'integrated professionals' has»
not destroyed the hegemony of non"modefnist popular
culture. The adjudicator gives a public adjudication
each night of the festival on the plays that have just
been performed. He then sees the performers privately
and gives advice. Usually a winner for the night 1is
announced, but it is the first three teams overall who
are awarded trophies on the final night, after the
adjudicator has commented on the festival as a whole.

A written adjudication is sent to each team Llater.

PAGE 33



A complete List of the plays performed during
this period is included as Appendices 5 and Sg% Most
surprising is the number of playwrights writing
one:act plays, though it would appear that most of
these had a limited output. Up to 1979, the work of
139 writers was performed in the Kintyre Festival, and
of these 104 were represented by one play only, and
twenty had written two of the plays performed, while
15 writers were represented by three or more plays.
The pattern‘has remained unchanged since then: among
93 plays produced since 1930, 59 writers are
represented by one play only, 8 have two plays
included, and 4 have more than two. Over the whole
period from 1949 - 1988, Joe Corrie has been the most
popular, with 22 performances of his work, Agnes Adam
and James Scotland have 16 and 15 respectively, Philip
Johnson 13, David Campton 10, Angus MacVicar 8 and
George Carruthers 7 = out of a total of 341
performances.

A simple analysis of these plays, up to 1979, had
shown that while there has always been variety among
the plays entered in the <competition, 1in the wearly
days there was a marked leaning towards kitchen comedy
and plays with some religious content. Gradually, the

tendency for teams to choose plays which reflected the

L{fe of their own community seemed to be replaced by a
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desire to emulate what was being done elsewhere; and
towards the end of the period plays by major
dramatists were being tackled, alongside contemporary
comedy, Scots historical comedy and some heavy drama.
Some explanation, and a deeper understanding, of
these earlier, tentative findings is being sought in

the following case study of Dunaverty Players.
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CHAPTER 3 = The Parish of Southend.

INTRODUCTION

This section 1is intended to present, not a complete

community study, but a survey of Llife 1in the parish
sufficient to provide a background to the description
of the club which follows.

At the outset, it must be admitted that this presents
the writer with the problem of accounting for the fact
that Southend does, 1in many ways, resemble Tonnies
'Gemeinschaft' -~ that ideal of community so
effectively demolished in Newby's The Deferential

R
Worker, and that it does not suffer to any great

extent from the class <consciousness of Littlejohn's
Westrng% or the extensive population changes and the
consequent local/incomer problem described in
Stephenson's Ford% It 1is not intended to contradict
these studies, merely to assert that Southend, during
the period under diécussion, has been atypiﬁal in
these respects, for reasons which should become <clear
in the remainder of this chapter.

There is no doubt that the Llocal people see
themselves as a community; the term was used without

prompting by most of the interviewees, but it is
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