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AN ABSTRACT
THOMAS LIEBIG TURK

Other Times, Other Places is an original drama for televi-

sien of some ninety mimutes in length. While the play iteelf is of
primary soncern, the thesis includes a discussion on the dramatic
form for the theatre and for television. There is also a prefage
%0 the play and a section devoted to some of the problems faced in
the actual writing of the drama,

In the opening chapter cbservations are made on scme rela-
tisnships betweea the dramatic form for the theatre and for televi-
sion, on the basis of a survey of selected literature. Although
Selevision i3 much younger than the theatre, the new medium or art
form is developing new oconcepts and applying older ones in new ways.
To gain a better understanding of any art requires some investiga-
tioa into the traditions surrounding its development., Where the
drematie form, the playwright and television are concerned such an
investigation becomes even more important because of the constant
demand for new material.

The need to fill time is not reason enough to write a dra-
matic script, however. There must be some personal drive to express
an idea. As a play, Other Times, Other Places is an attempt to

ook into the future, based on the proposition that our past deter-
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mines the present and tims the present determimes what our future
bolds.

In this ceatury mankind has developed nuclear weapons 80
terrible that he is faced with possible extinction. Other Times,
Other Places considers the possibility that man will have to live

with the horror he has created. The story also deals with man's
efforts in finding a way back from the near destruction to a better
way of life. But here there is irony because there is no absolute.

Dealing with such a theme necessarily creates many problems
bessuse it is an unfamiliar subject. Aside from all scientific con-
siderations and the nesd to relate the theme in some manner, the
principle of telling a believable story about *real® pecple still
remains uppersost for the playwright.
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CHAPTER 1



SOME RELATIONSHIPS BETWEEN THE DRAMATIC FORM
FOR THE THEATRE AND FOR TELEVISION

Introduction

For thousands of years there was only one dramatic medium
«= the stage. During the twentieth century alone, however, three
additional dramatic media have developed., First came the motion
pleture, then radio,  As the science of electronics progressed, the
visual aspects of the motion picture were "married" to the trans-
aission characteristies of radio. *The physical limitations of each
of the « « ¢+ media has demanded that new techniques be created and
mastered im order to relate a story dramatically to its fullest
effect."d

Of the three newest dramatic media, television seems more
closely related to the stage or theatre. As a matter of fact, one
of the problems which faced television in its early years was the
tendency for people to0 look upon television as an extension of the
Mo.z Even though the possibilities of television are recognised

lpoger M. Busfield, Jr., The Pl ht's Art (New York:
Harper and Brothers, Publishers, I353), p. 5.

2R1chard Hubbell, Television Programming and Production
(3d ed. rev.; New Yorks Rinehart and Company, inc., 1956), pP. 16.

e



t0 a greater extent today, much research and experimentation needs
to be undertaken to discover more fully the characteristics of the
medium,

From the standpoint of dramatic form, it would seem neces-
sary to comsider the relatiomship of television to the stage. Ome
method of studying this relatiomship would be to survey selected
literature soncerning the dramatic form for televisiom and theatre.
This would emable eme te discern what various writers have said in
regard to the similarities and differences of the twe media.

Many persons agree with Richard Hubbell that television is
beoeming an art., If this is so, then it would seem worthy to study
the conventions of television and to evaluate what has been done in
erder that some plan caa be formulated for the future.3  Roger
Busfield says that each of the dramatic media, including motion pio-
tures and radio, has peculiar traits and limitations. "A therough
imowledge of each of them [the dramatic medis] is essential im order
to use them to their fullest effect.® Concerning the dramatic form,
ke adds that "the task ef telling a compelling story abeut vital
pup].or-nnmnrramwmtomtm.‘h

1% should be noted that a survey of television and theatre
literature te determine similarities and differences between the
two media could cemoeivably reach rather large proportioms. In

3Ibid., p. 25.
Ugusfield, op. eit., p. ix.
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order to prevent an unmanageable situation, the literature surveyed
in this work vas "selected.® The bases of selection were made using
the following criterias (1) the literature available at Michigan
State University and DePauv University, and (2) the literature re-
eommended by other writers dealing with the dramatic form for tele-
visien. Concerning the seocond basis of selection, the writer was
guided primarily by the recozmendations of Gerald Beckwith in that
portion of his unpublished Master's thesis dealing with “a review
of the literature.*> Many of the books included were ones which
also proved valuable to other Michigan Stete graduate students writing
creative theses in the field ef spesch.®

S50erald C. Beekwith, "Am Analysis of the Problems Involved
in the Adaptatiom ef August Strindberg's The Father for Television®
(unpublished Master‘s thesis, Department oZ Speech, Michigan State
College, 1954), pp. 3=6.

%ary Gumpert, *The Problems Imvolved in the Televisien
Adaptation of Katherine Amme Porter's Noon Wine® (unpublished Mas-
ter's thesis, Departaent of Speech, Michigan State University, 1956).

Sister Kevin Marie I.H.M. (Hannon), “An Adaptation of The
Necklace for Television® (unpublished Master's thesis, Department
o Michigan State University, 1956).



Some Comparisons Between the Theatre and Television

Conventions

Tradition is an important element in the theatre. If onme
asoepts the proposition that television drama has its roots in the
theatre, along with motion picture and radio dramatic forms, then
it seams proper to give some of the background surrounding the tra-
dition of the dramatic form as it concerns television. In doing
this, it aight be well to keep in mind that television drama's exis-
tence is infinitesimal when one remembers that drama for the stage
is as 0ld as man's first crude attempts at social interaction in
tribal society thousands of years ago.t

Some remarks by Richard Hubbell hold at least part of the
ansver in getting to the basic dramatiec relationship between tele-
vision and theatre.

The modern theater =- as we know it today =~ came in-
being during the Resteratiom in England., It makee use
& mumber of "theatrical® conventions, the acceptance
which is meeessary on the part of the audience. Every
certain conventions which are acceptable to the
« In viewing a motion picture we accept as real the
ion of reality induced by moving shadows on a screen,
Television, which gives promise of becoming a new art form,
has not yet produced any established and universally ace
espted convemtions snd only a few satisfactory techniques.
Perhaps this is a good thing, for it gives us a chance to
evaluate what has been done so far and to do plenty of ad-
vancs planning and theorizing. This, plus the fast that
our civilization is highly reseptive to new arts, should
result in the early maturity of television.b

§RRE
E

i

73\\"1.14. (1)1 cit., PPe 1=3.

Subbell, op. cite, p. 25.



Hubbell's cosments eontain several implications concerning
television, The medium is mentioned as becoming a new art form,
although Hubbell seems to indiecate that television has a good bit
of ground to cover befors it can truly be accepted as an art. But
more importantly, he spesaks of "conventions" vhich must be acoeptable
to the publie. He also says that in every art there are eertain com-
venticas vhieh are acceptable to the publis,

In litersry terms a convention is, ia the brosd semse, every-
thing that has come before in literature which has set up certain
attitudes withim a writer which in twra influemnces his work. For
example, many of the "lost generation" writers, such as Hemingway
end Faulkmer, vere influemced by T. S. Eliot.” Eliot was influensed
by the French symbolists and varicus metephysicisns,l® vhe were in-
fluemoed by +» . o aad so forth, clear back to the beginmning. But
what does all this mean? As Francis Fergusson says, if one 1s to
understand the writtean play vhich comes down to the present it is
nsgessary to try to regain the perspectives of "the myth, of the
rituals,® the habits of thought and feeling which eonstituted the
traditiomal wisdom of the race. "The analysis of the play leads to
an analysis of the theater in which it was formed."ll

IMaleoln Cowley, Exile's Return (Compass Books edition;
New York: The Viking Preses, 1950), pp. 109-115,

10141)4en Herlands Hormstein et al., The Reader's cﬁgﬂm
g

to World Literature (New York: The Dryden Press, 1950), p.

Lyrancis Fergussen, The Idea of a Theater (Princetom, New
Jersey; Princeton University Press, I9L9), p. Jé.



If the above is trus for fietion, for the theatrs, or for
an individual play, then the gemneral concept of comvention might hold
true for television, not only as a medium, but also for the dramatie
form common to the medium,

In The Age of Television, Leo Bogart states that for many

years the rise of television as a medium was primarily technical,.l?
In recent years secial influences have been at work which have
helped make televisiom what it is today. The whole technological
development of the United States is an influsnee vhich has brought
about many changes in the economy and in the type of life Americans
lead, Among the many factors invelved, says Bogart, are more edu-
cational opportunities, higher income, and more leisure time, All
these factors, along with the technological advances have created
part of the television ecavention on a broad scale. Bogart gives
some additional reasons for the rise of television in the following
passage. Included are aome implications concerning the television
sadience, a subjeet which will be discussed later.
The rise of the mass media cannot be explained merely

as an effect of the growth of « . « leisure time. There

has also been a reciprocal effect. The mass media have

themselves spread popular awareness of what constitutes a

good life. By making the good life familiar, they have

made it possible (as well as desirable) for the great mas-

ses of people. They have offered glimpses of a life apart

from work, a life more genteel or interesting than most of
the aundience knows firsthand, but one into which it can

readily project its imagination. To varying degrees, peopls
nodel themselves after the idealized characters who figure

12140 Bogart, The s_gc of Television (New Yorks Frederick
Unglt P\lblilhiag Co., » cﬁ&p. de



ia IV or film dramss, in magasine sherd stories amd in
cigarette ads. The mass media have thus supported a sys-
ten of values whigh encourages striving for greater »hicn-
ment, which is expressed in more wealth and more leisure.

What Bogart says in The Age of Television shows the inter-

relationship of the broad television convention. Since television
drama has grown up with the gemeral traditions surrounding the medium,
the dramatic form is naturally a part of the total television oom-
veation. However, the dramatic fora is not native to television.

The conventions which support drama today go back thousands of ynrl.n‘
Through the dramatie form, television, as well as motion pictures

and radio, has its background firmly rooted on the stage. This is
evidenced by the fact that many people thought of televisioa as an
extension of Breadway in the early years of the medium.l> Some of
the first television dramatis presentations were the result of pute
ting a camera em a stage or in a theatre and following the astion
vhioch toek plaee.

There were few attempts to write exclusivaly for televisien
ia the early years of its development because writers were net as-
quainted vith the medium,16 Bven when television, as a vehicle for
drama, began to be recognised for its potentialities the dramatic

D&ig_., PPe 6=Te

um.u, op. oit., pp. 1.

15Hubbell, ep. cits, p. 16.

16William L. Stwart, "Writing for Television,® Radio and

!‘ohvman Hriu.nés od, Max Wylie (Rev. ed.; New York; kinehart and
n inc., 1950), pp. uB5-L86.




productions, for the most part, were cute-doun versioas of oompara~
tively velleknowm plays. And, as a.ronlt, *those vho wers preparing
scripts were constantly being forced to maintain s structure largely
cemforming to the theatrical pattera im which the play was erigimally
writtem,"17

5ince the form of drsmatis art has primarily esme dovn to
the preseat threugh the theatre, it would be well to begia to mote
seme of the similarities and differemses between drama fer the stage
and for televisiem.

The Dramatic Form

Paddy Chayefsky has said that "it is not accurate to compare
the hour television drama with a stage play. They are sagh distine~
tive in approsch and technique. But they are alike in the depth of
theatrical thinking, and . . . @ bit alike in comstruction.*}d I
is elementary that the theatre and television are alike in that i.hq
both wse the dramatic form and dramatic material.l? That is, both
media generally oconform to William Archer's definition of dramatic

ass "Any representation of imaginary personsges which is capable of

17Wn¢tu Mimer, "Adapting the Story for Television,®
Radio and Television Wri od, Max Wylie (Rev. ed.j New York:
m;mny, I”-" 50)’ Pe Li7.

18padiy Chayefsky, "Good Theatre in Television,® How to Write
for Tolcv.lsicnss;d. Hiﬁm 1. Keufwan (New Yorks Hastings House,
Py Py Pe °

d9strangely mngh’ er perhaps not, very little of the lit-
erature dealing with tulev!zlou ¢van considers this and other oom-
aon characteristics of the two media. A majority of the suthors of
playwriting books do, however.,




interesting an average sudience assembled in & theater."20 Although
the television sudience does not sit assembled in Archer's meaning
of a theatre, it would seem that the definition is still valid for
the younger medium, The fact that TV and the stage alike use the
dramatic forms of tragedy or serious drama, melodrama, comedy and
fares also seems te indicate the validity of the definitioa.

The mamner ia whigh the ferms can be presented also ties in
here. Television and the theatre both employ representational and,
eccasienally, presentational styles of production., The represemta~
tional style is primarily *stage-centered."d Tnat is, the actiom
is uwsually thought of as being confined within rather definite limits
of space, such a8 & room or a clearing in a forest. The astion
Saking place on the theatre stage or the television "stage" is thus
firnly oriented with some element of the setting., Most "realistie®
plays fall inte this category. With the presentational style, how-
ever, the plet and action is primarily primarily based upon some
relaticaship ef the performers to the audience.?? It is common with
this style for the acting area to be vague and not well-defined.
The TV and theatre versions ofOanommanplnofthh

mapner of presentatien, as is the original television play The Grey

20wil11mm Areher, Pla , A Manual of Craftsmanship
Company,

(New Yorks Dodd, Mead and 34)y Pe UB.

2y, p. Albright, Willism P. Halstead, and Lee Mitchell,
Principles of Theatre Art (New York:; Houghton Mifflin Company, 1955),
Pe €52¢

221vi4,
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Nurse Said Nothing (Playhouse 90, November 26, 1959)e. Of ecurse
whichever of the two styles is used depeads largely upon how the
playwright coneeives his work.

From the stamdpoint of the playwright, the play is witten

te be performed before an audience, regardless of style or presem~
tation or whether it is for theatre or television. As Busfield has
stated there are four dramatis media but enly ome dramatis writer,
The writer for both televisien smd the stage must be coneerned with
the essential elements of plot, sharacters, dialogus, theme, scenio
effects and rhythm =~ the six factors Aristotle said every geod play
must possess.3

A Televisiomn drama does not always have a beginning, a mid-
dle and an end, even though Aristotle said every play should have
them, teo, The TV serial uwsually does not have a plot emding. The
television "series" seems t0 come rather close to falling into the
same category. Structurally, there appear to be many TV dramas which
do mot conform to Aristotle's idea.

Here then, one ean start to see scme of the differemces be-
tween the stage and television. The characteristics of the tele-
vision medium begin to create some new conventions. Chayefsky says,
for instance, that his plays Marty and The Mother represent the sort
of material that is best for television becauses

They both deal with the world of the mundane, the or-

2aristotle, "The Poetic,* European Theories of the Drama
ed. Barrett H. Ghrk (Rev. ed.; New York; Crown Publishers, lm
Pe 10,
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dinary, and the untheatrical. 7he main characters are
typical, rather than exceptional; the situations are easily
identifiable by the audience; and the relationships are

as common &8s people. The essence of these two lies in
their literal reality. I tried to write the dialogue as

if it had been wire-tapped. I tried to envision the soenes
as if a camera had been focused upon the unsuspecting chare
asters and had eaught them in an untouched moment of life.

This sort of meticulous literalness is something that
can be done in no other medium. Om the stage, reality is
& highly synthesised thing. The clesest thing to reality
1 ever savw on the stage was in Death of a Salesman, but
even this extraordinary play involved a suicide and an in-
cident in which the son discovers his father in a hotel
room with a woman other than his mother. These are ex-
cellent dramatic incidents, but they are not everyday ee-
currences in the life of the lower middle class. In writing
the stage play, it is necessary to contrive exciting moments
of theater, You may write about ordinary peopls, but the
audience an them in unordinary and untypical circum-
stances,

These "slice-of-life" plays, extremes from which Chayefsky
seems 10 have emerged, often have no resolvement or story endings.
In Chayefsky's opinion == at least in 1955 == this type is best
suited for telsvision. The medium, he says, "does not do its best
with dramas centered arcund a peak of tremendous crisis. Televie
sion 1s best suited to sveryday crises through which the same depth

of insight ean be achieved, but without the excessive thutrieallty.'25

An argument can be made, however, for the proposition that the au-
dience may not wish to identify itself with the situations and the
characters.

But if what Chayefsky says is true, that television theatre

2lipaddy Chayefsky, Television Plays (New York; Simon and
Schnltn', 1955). Pe 173.

25Ibid., pp. 126-127.




needs more "televisisn drama in depth® such as Marty and The Mother,
then perhaps & new ecmvention or tradition will evolve, if it has
not already begun t0 do 80, It may be that a nevw attitude or tech-
nique ef understatement will be found which lends itself best for
television, While one cannot say this with all certainty, there has
besn a strangely parallel situation which developed in the theatre.

Antom Chekhov, with his sincere sympathy for the poor and
the oppressed, founded a theatre tradition in the 1890's whem he
begaa to ﬂh, utilising a technique of understatement, always
avoiding "the big seene.® His themes were handled with the utmost
of simplicity and care.

This writer, and undoubtedly most critics, is not ready to
equate Chayefsky with Chekhov. It is apparent, however, that both
playwrights have writtea realistically about the problems of their
societies, criticising them and poimting to the future. Both, oo,
are ocensidered among the best in their areas of writing -~ Chekhov
for the stage, Chayefsky for television. Perhaps Waky vas hime
self prophetie whem he said: "The theater and all its sister mediume
monlybo‘cufloctionor their times, and the drama of introspec~
tion is the drama that the people want to see., It may seem foolish
to say, but television, the scornad stepchild of drama, may well be
the basic theater of our century."2® Despite this utterance, how-
ever, Chayefsky has written little or nothing for television in more
recent years, eonfining his efforts first on motion pictures, and
v ea the stage,

26&“0. Pe 22.



Production

Getting down to some of the more nmoticeable areas of com~
parisoen, the next major step after a play is writien == and 80ld ==
is the preparation and the actual produgtion of the drama,

Playwright Rod Serling says that the average hour-long tele-
vision drama is in rehearsal for eight or nine days. "This means
& little over a week alloted to reading, staging, blocking, line
learning, camera, dress rehearsals and, finally, production., Cone
trast this with s Broadway play that runs only twiee as long as its
television eounterpart.®’

A related problem, eoncerniag the presentation of television
drama, is the illusion of ecmtimucus performance. For example,
Beckwith saye;: "The televisiom performanee of a drama is cemtinuous
in mature, 1.0., it starts at a particular time and runs without
interruptien threugh %o its completion.*28 The evidemes, however,
would tend to support the proposition that television drama is not
continuous in the same way that theatre drama is, even if the natural
breaks between theatre acts are not considered as stopping the flow
of astion.

Saying that something is "continuous®™ implies that time is
involved. The factor of time introduces some basic differences be-

2TRod Serling, Patterns (New York: Simen and Schuster, 1957),
Pe 17.

28peckvith, op. cit., p. 11. Beckwith limits his statement
to "live" television drama, however, recognizing that a filmed ree
production is not continuous in nature.
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tween the stage and television. On the stags the length of a play
is almost immaterial. Although two and & half hours seems to be
the average, there is no hard and fast rule ecncerning length. As
& matter of fact, there are probably few long-run plays which take
the same amount ¢f time t0 play each night. For the theatre pre-
seatatioa there is flaxibility both em the part of the playwright
a8 he coneeives his play and em the part of the actors who portray
the charasters. Television, on the other haad, is ruled by time.
Writer Serling makes the follewing remarks concerming this.

e o o In Do other writing form is the author so fettered

by the elock. The half-hour program will sustain a story

for only 23-odd minutes. The hour program calls for a L8-

to SO-mimate play. It is unheard of that a legitimate

playmright must write within so rigid and inflexible a

time frame. But the TV writer must. It is further arbie

trary that his play must "break" twice in a half-hour shew

and three times in an hour show to allow time for the eom-

mercial messages. Obviously, there are some plays that

will not in any circumstances lend themselves to such am

artificial stoppage. The "break" will hurt the flow, the

eontinuity and the build but the *bresk" must come, And

what do you do about it?<Y

In resalling his introduction to writing dramas fer the first

Playheuse 90 programs, Serling says that he was mistaken in thinking
that ainety minutes would offer more flexibility than the shorter
forms. That was im the days whem Playhouse $0 had many spomsors,
each demanding to have at least two commercials. The result was %a
shopped-up csllection® of twelve- and thirteen-minute dramatie seg-

ments "torn apart and intruded wpon by constantly recurring commer-

298"11“. 020 01"0. Pe 16.
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cials.*30 This is in direct contrast to the theatre whers the play-
wright has much more freedom of time., The stage play, of course,
is not interrupted by commercial announcements between scenes eor
acts.

Becsmuse there is no cosmercisl influence in the thestre
exactly the same as in telsvision, there is a great deal more free-
dom in the choice of play themes. Televisiom, which is linked with
eomnercialism by neeessity, and this concerns productiom, may lose
some of its possible qualities dus to the economie comsiderations.
because of the esonomie factors, sometimes ocsused by soeial pressures,
it should not be surprising that conservatisa exists which tends to
limit the wide range of possible theme topics.

8erling, in his book Patterns, tells sbout the time when he
was ealled in te alter the dialogue of a particular drama. He was
asked 2ot to use the words "Americaa" or "lucky,® but rather, "United
States® and "fortumate.® The reason? The progf- was sponsored by
s eigarette oempany which thought "American® and "lucky" comnoted
a rival bramd of sigarettes.’) A similar incideat cemcerns Serling's
play loon om Doomsday, written for the United States Steel Howr. In

its original farm the play scmevhat followed the Till murder cese in
Mississippi. As were maay people, Serling was shocked that a yeung
Negre boy should be kidnsped and killed by two white mem who were
then exsnerated of all charges and protected by the town in which

”Mo, Pe 17.
JlIbido. Pe 19.
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the event toek places

S0 I wrote a play in which my antagonist was not just a

killer but a regicnal idea. It was the story of a little

town banding together to protect its own against cutside

condemnation. At no point in the conception of my story

was there a blackewhite issus. The victim was an old Jew

who ran a pawnshop. The killer was a neurotic malcontent.

e ¢ « Philosophically I felt that I was on sound ground.

I felt that I was dealing with a soeiological phenomencn. . . a3

Prior to produstion, however, word got around in the press,

erronecusly, that the play was "The story of the Till case." Over
- 15,000 wires and letters from White Citisems Councils poured in pro-
testing the play. Serling was called in 10 make seme ehanges so that
publie relations would net be strained and a possible boyoott averted.
The South would rise again, without the help of steel. At any rate:

My victim could no longer be anyone as specific as an old

Jow, - He was t0 be called an unnamed foreigner, and evea

this was a concession to me, since the agency felt that

there should mot really be a suggestion of a minority at

all; this was too close to the Till case., Further, it was

suggested that the killer in the case was not a psychopath-

ic malcontent -~ just a good, decent, American boy momea-

tarily gome wremg.33

Nothing resembling anything "Southern® could be used, says

Serling. Evea bottles of Coea~Cola were takem off the set because
of "Southern ocemnotatioms.® To this, Serling writes: *"Previcusly,
I had alwvays assumed that Coke was pretiy much of a national drink
and oould never, in the farthest stretch of the imagination, be
equated vith heminy grits and black-eyed peas, but I was shown the

error of my thinking,*34

”Ibid.. pPpe 20-21.
33144, s P 22,
3b1pia,
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The playwright conditioned to writing for the theatre is re-
strieted by some preblems, however. He mwst think in terms of per-
manent scenes vith an entire stage under the sarutiny of the audience
at all thu.js This theatrical tradition is pretty well bouad up
with the esnventions of the Prosceaium stage. The television "stage®
is more fluid, even though it occupies a more limited space. Rudy
Brets deseridbes the television stage as followss

It is a long, eone-shaped area, wide at the back and

tapering to a point at the camera lens. If a director oomn-
ceives of this area as his stage, he will stage action in
depth, making his important entrances and exits near the

camera or at the far back. ks will also remember that
every time he cuts to another camera he is creating a aew

stage,36

The oceme-~shaped area of the television stage has seme lini-
tations t00., It creates a marrov field of vision as seen by the
samera and makes it impossible to get more than four people asting
in & seene together and still maintain the desired "eloseness® to
the camera, Om the stage, however, it is possible to have large
crowd scenes aad add te the effest rather thaa detract frem it.

Alse eomeerniag the sise of the cast, Busfield says that
perhaps the most frustrating limitation to the dramatie writer are
the small casts demanded by production costs and the sise of the
television stage. There are also difficulties in being able to oom-

35Bugens Burr, "Nriting on Air,* How to Write for Televi-
sion, ed. Willism I. Kaufman (New Yorks; Hastings House, Publishers,

m, Pe 28,

3%udy Brets, To%gnea of Television Production (New York:
MoGraw-lill Book Company, s Pe 29
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plete charaster developmens because of time limitations.37 Many
other authors in the literature investigated voiced similar eommnemts.

Some of the other differences between television and the
stage, from the standpoint of production, stem from the electroaic
and mechanical characteristics of TV. The ability to split the
seresn and show varieus scenes at the same time, such devices as
the superimposing ef ons picture on another, the "wipe," the “dise
solve,® the use of such special effects as smoke, rain, snow, ®matched
dissolves,” ad maany other techniques are all possible with televi-
sion.38 It 1s interesting to note that most of these techniques
oeriginated in motiom picture production. Im utilising the prece-
dures television uniquely developed them far beyond their use im
motion plstures.

Video tape emables complex scenes to be prerecorded and theam
shown at the astual presentation of the drama im order to achieve
effects which would be impossible on the stage, or cnn on "live®
TV. The ability to focus attention and to heighten emotiom through
rapid eamera "cuts" is another deviee which Wdu«: has learmed
10 use t0 its advantege. Rapid movements in time and space ("flash-
backs®) are also possible with television. These are all part of
the television cenvention, because they are not native to the

stage.

3Tbustield, op. cit., p. 207.

38hoyland Betiinger, Television Techniques (New York:s Harper
and Br.m, 19“7). PP h8-5 .



While the visual and aural elements of television and the
theatre are conventiems which must be comsidered in the produstion
of a drama, these two eclements and other considerations alse affect
the viewpoint of the amdience., Simce the object of the dramatie
fora, whether for IV or the stage, is to be performed before an su~
diemse, it might De well to comsider the elements in regard to the
vievers and listemers,

Aundience

As mentioned earlier, the theatrical traditica is primarily
bound up with the ¢onventicms of the Proscenium stage. Whemn attend-
ing & theatrieal production, eash of the imdividuals making up the
audience expects t0 sit in one of several hundred or thousand care-
fully arranged seats. Jirem his particular place in the auditorium
the patron vatches the imitation of an action through "the fourth
wall® which the actors, in the more serious forms of drama, imagine
as being part eof the set. Lach member of the audienes watches a
single set on the stage from a single position or point of view.
The variations in movement that each person sees is caused by the
movements of the actors. In order for an actor to project the per-
sonality of the character he portrays, he must face the fourth wall
= & not too realistic situation, although vital and necessary for
the mediwm. Because most theatre buildings are built to hold more
than just a few patrons, an actor is faced with the problem of pro-
Jecting his character te not only the man in the fromt row, but also
t0 the man in the resar of the theatre. This gives the actor little
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chance to heighten his part emotionally, say through stage whispers
or facial expressions.

The television sudience watiches the actiem of & drama in an
eatirely different mamner. A persom may sit in various positioas
before the televisien set im his living room, or wherever the set
happens to be, and still maintain the same point of referense, How-
ever, the poiat of referemce =- the pisture reprodused en the tele-
vision tube =~ changes many times. This gives the illusion of see-
ing the program frem varicus angles or viewpoints, all achieved
through the movement ¢f the cameras at the point of origia. The
effests, or points of view, ashieved are many. 7The job of the aster
is mads casier ia that there is no absolute fourth wall to which
he must play, A slight movement ¢f an astor's body may be magnified
e televisien to projest an emotiocnal reactiem which would never
oven be notieed on the stage. A single vhisper may nean nere oa
television than many lines of dialogue in a stage presentation at-
tempting $0 capture the same desired emotien.

The performers ia televisica drama, however, are separated
from their audiemee. Thus, the "electronic" give-and-take betweem
the sast and the audience essential to legitimate theatre samnot
be built up the same way in television.3? Another reason for the
Md-m,-uu-m;nmtmmumm
ia sight aad mensural in sound. This is a "one-eyed" and "one-eared”
situation wvhich lacks the three-dimensional perception oommon to

39“““11, P cit., Pe 28.



the human system. Through careful technical procedures, in the
handling of lights, cameras, and sound levels, some of the defi-

ciencies are compensated for to some domo.m

lowever, as Hubbell
says:

Television is less effective than the average human

ear-eye combination in that it does not yet ses and hear
quite as clearly, sannot reproduce the same degres of vise
ual definition and aural quality. « . « On the other hand,
the television eye and ear may eventually be capable of
greater sensitivity than the human eye and ur,ﬁq be
able to see and hear vhere human beings camnnot.

Another television drawback has been the monechromatie plo-
ture, i.0., the picture om the tabe being shades of gray and white.
mw,dm,mhmmtrmdﬁuwmt
from the TV ledger. liowever, ne matter how mush RCA talks about
"living color,® there remains in the televisien set & slightly eurved
surface of glass that is the pieture tube, reproducing an "imitation
of aa astion®” origimating at a point sems distance from the living
room se$,

In a theatre produstion the spectators mormally see the play
with twe eyes in full eocler mad hear with two ears. This ability
of bineooular vision and bimsural hesring emsbles individuals to per-
eeive distance and depth, to0 ses three-dimensionally, and, also, te
*focus® on sound to determine the horisontal and vertical position
of its source, as well as its distance from the listener. This

power of humans to perceive sights and sounds at first hand in a

WOryi4., p. 18.
uIbld., Po 19.
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theatre makes a naturalistic image upom the stage possible,

The sudiense itself is one of the most, if not the most, im-
portant conceras of television and theatre drams, Toward the begin-
ning of this chapter there is a statement by lubbell in which he
ssys that the sudience must aceept certain cenventions.U? In the
theatre eertain esmditions ean exist which are ascsptable to the
sadience bessuse of the traditions surrounding the theatrieal eveat.
Busfield says: |

The theatrs audienee is composed of heterogenecus ele-
ments homogenized into a group, welding together many types
and levels of intelligence, and the unifying or homogenising
force is the appeal to basic emotions. The audience is not
8 theughtless mob, though as a group it is subject to "mod
appeal ," which is much different from saying that as a group
they are without intelligemce.l

The televisicn awdiemee, however, does not meet on cemmon
ground as does the theatre smdience. |

Seated at home ia small groups, surrounded by the fowr
walls of reality, and concentrating on a small screem,
they are much colder and, at the same time, much more
observant and eritical than audiences in the theater, in
the moviehouse, or sitting before a radio set. Departure
from logic rarely if ever escapes them. MNot being “cap-
tive,” the audiences can change the pictures before them,
vhen interest lags, by a mere flick of the dial., Not be~

ing in a erowd, thqmtmfrc-cn-dhrum; they
are harder to move to tears or laughter.
Gian=Carlo Menotii, perhaps Lmerica's most successful opere
atie composer-librettist, agrees with the conditions under which the

L2359 page k.
W3pustield, op. cit., p. 52.

lhwilliam Hodapp, The Television Manual (New Yorks Farrar,
Straus and Yewng, 1953), pp. 15=/6s
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television audience watches and listens, but he does mot eoncur in
William Hodapp's belief, stated abeve, that the television audiemce
is more observant and oritiecal than theatre sudiences. Menotti says
that two-way communieation is of the utmost importance, He deplores
television and says it 1s the enemy of the theatrs, which requires
more thoughts "Theater should be a ceremenial ast. The audience
should dress up for it in a ritual vay -~ evening gowns for ladies,
full dress for their eseorts. For TV, they just slop sreund in the
lving re-.'l‘s
Bogart also makes some valuable observations ooneeraimg the

television audience. G-cﬂllf, he seems to indicate in his book
that televisiom will net be able to rise amy higher than the critieal
standards of the audiense allow it to. Televisiom is a popular art
(Cilbert Seldes ealls it & publie art; and explains whyl6), as dis-
tinguished from onto nrt, he says, although a great television dra-
Ra i3 "art® by any definition, evem though it is not typical of the
bulk of the mediwm's eutput.i7

Whereas the elite audience tenda‘ to be heavily concentrated

in an urban, well educated, uvpper-ineome milieu, the popu=

lar art asudience is widely distributed and is character-

ised by considerable diversity of life and styles, beliefs

- and tastes,

Becsuse it has this diversified character, the publiec

k>Gian-Carlo Memotti, quoted in *TV-Radio,® Newsweek, Vol
LII (Pebruary 23, 1959), p. 6l ’ ’

Léoilbert Seldes, The Publie Arts (New York:s Simon and
Sohuster, 1956).

k?m. Op. dto. Pe 20,
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for popular art is relatively unoonsciocus of itself as an
audience. It lacks a common intellectual idiom dby which

a given art fora may be experienced or judged. Its stand-
ards of value are less oonstant, less definite, less in-
tegrated, less vocal and less critical than those of the
elite art audience. Here again, our categories are not
mutually exclusive. The same peopls may participate in
both spheres, but a given individual responds appropriately
as the occasiomn requires. He is apt to apply a differeat
standard of value wvhen hes looks at a picture in an art
exhibit than wvhea he looks at magazine covers ea a news~
stand,

e ¢ ¢ & 0 © & 0 2 O O O @ & 0T &6 & O O O o 0 ®» o 0 o o o0

Beomise its audience is larger and more heterogemecus,
popular art employs themes and symbols which are less come
plex than those of elite art. They must be intelligible
te & less sophisticated public. They must assume a less
speeialised universe of disocourse and & lower level of
terest tham that which is effered by the elite aundiemes.

‘.Q.‘......Q.....C.l'.........

o o o Popular art is typleally abserbed at a rather low
level of attention. This is possible becsuse it is rela-
tively simple and easy to absord, in keeping with the na~
ture and tastes of its broad audience. Moreover, exposure
to the popular arts often takes place under circumstanses
vhen the audience is tired or when its interest is at
least partly diverted in other directions. This is as

it should be, sinee the audience turns to the popular arts
4da search of recreation. The great volume of output ia
the popular arts also tends to diminish the intensity of
experience it represents for the audience, since any ene
item loses its unigue interest in relation to a sultitude
of similar items.

A1) this weuld temd to show that the television viewer whe
watehes his set from thirty-five to forty hours per week is mot very
semsitive to wvhat he sees. This leads some pecple o believe that
if the mam watching television thirty-five hours plus, per week, had

haIbid., Pe 2.
'waid., Pe 3.
mIbm&. p. 21‘.
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%0 put a quarter inte his set in erder to watch it for half an hour
er an hour, he would be a little more discriminating in his choice
of programs., But if there were toll television, it would be more
like the theatre. There is the possibility that if the theatre were
"free" in the same way that TV is, there would be less discrimima-
ting theatregoers.
Hubbell seems to thimk that television and the theatre will
stimulate each other.
It sesms quite probable that seeing new personalities,
or familiar ones, on television will stimulate a desire
to see them in the {lesh., Television also may stimulate
the theater for two other reasons: it is a new and pover-
ful cultural medium, and one cultural medium usually stime
ulates another, Seocondly, I do not think that television
and the stage are fundsmentally in commercial competition
with each other as are motion pictures and the theater.5l
Conclusion
When all the differemces and the similarities bave beem dis-
cussed, and this echapter has tried to cover some of the major poinmts,
oo otill must admit that television is television and the theatre
is the theatre. While television's background is rooted im the stage
and derives mamy of its elements from the theatrs, it is also devele
q&unﬁdlyun:ﬂqufmdnmmﬁ The stage, too,
is progresaing, but perhaps not as dynamically as television,
It is interesting to mote in the literature surveyed for

5lgubbell, op. cite, pe 3l.

52pdward Stasheff and Rudy Brets, The Television Program
(New Yorks A. A. Wyn, Inc., 1951), p. 25.
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this study that while thers are varying degrees of emphasis placed
upon the areas of similarities and differences there is one point
of almost total agreement of emphasis., Whether the writings con-
sider only the theatre or only television, or both, practically all
of the authors strongly feel that persons interested in becoming
concerned with either of the media must understand the problems in-
volved. This seems to be especially true with regard to the drama-
tic writer,

Most of the authors dealing with television say they think
it necessary for persons interested in the medium to have some backe
ground in theatre.

To wnderstand any art, however, requires some investigatiom
into its traditions and conventions, It is toward a better under-
standing of televisiom, in particular, and the theatre, and their
relatioaship teo the dramatic form, that this chapter is writtem.
Perhaps through the reflection of vhat many others say can come more
kmovledge about the common heritege of the dramatie form for tele-
vision and the theatre. And, as Busfield says concerning the play-
wright, while there are different dramatiec media, there is still one
writer who aust have a thorough knowledge of each medium in order
to use them to their fullest effect in the telling of eompelling
stories about vital people.
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PREFACE TO THE PLAY

Television, like & hungry monster, devours creative material
faster than it can be prodweed. Decause of this great demand, a de-
nand that witers canmot meet with new material aloms, televisioa,
and televisiea drama in particular, has had to depend upon adapte-
tions of fictiom and wpon ereative work written and edited for other
nedia. This situation has served to spur many writers toward the
challenge of televisisn ia attempts to help meet the demand for more
program material, The result is a rather unstable set of eonditions
where the demand is great and the supply is still small., One of the
resseons fer this esnditiea is that many writers are not familiar
with the requirements of television as a medium of communisation.
It seems omly f£it and proper that something be done to help alleviate
the problem,

In the ease of Other Times, Other Places, an original tele-
vision play of scme ninety minmutes, quantity was not the only eom-
sidevetion, 7The writer hopes the play will possess some merit as
a plese of literature,

Then, why aad how did Other Tines, Other Places come about?
First of all, writing is a highly perscnal endeavor., It comes from
& neod to express something, some idea which in the mind of the suthor
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is 50 vital that it must be shared with other pecple.

Mankind is mow living in a highly velatile period of histery,
scmetines knowan as the Atomic Age. The head-long jump inte this new
qombmghtwmcmguwndumwcmnm.
Perhaps less obviocus is the answer to the question: ®Where do we go
from here?® Other Times, Other Flaces is this writer's amswer. It

is based on T, 3. Kliot's proposition =~ stated more fully as part
of the play == that if our past can determine cur present, theam owr
preseat determines our future,

This idea is not at all new. In fast, many writers of both
thoputudﬂumthnmdarodhcnuin(thopuibﬂiﬁu
fer the future. Nevil .Shute's best-selling mdmthomuqh

vith some cirecumstances remotely similar to those of this play. There
is & very basic differense, however. . . « Although man may have
one foet "on the beash” as far as the age of the thermemuclear weapen
is comserned, the waters which may or may not engulf man do not nec-
essarily have to drowa him,
Perhaps there is something more vital to be seen, if part
of our world and culture can be stripped away, Wwhat do we find?
The wgliness of life? The disillusiomment? The inheremt tragedy
of our time, because we developed a "Bomb®™ rather than more peaceful
atomie pursuits? The resultant complete mutual destruction? Perhaps.
But how might it be in future time if the tragedy of man is
that he is doomed to live through muclear destruction? Since man
created the "Bomb® in time past, developed it further in time pre-



senat, maybe he will have to live with it in time future, but live
in such a terrible way that death would be more desirable., "April
is the cruellest month,” says T. 8. Kliot, because, paradoxically,
life comes with April and the spring. The emergemce of life is

besutiful, but it is also the most painful of all pain. In the
future there may be no April. But even if there should be, living
might become the cruellest thing.

A small portion of this play, the seed from which it grew,
is based upon an original short, short story whieh the writer ereated
four years ago. VWoven into this is a myth end an attempt to depiest
some very real events from history. Into the “"dosumentary® eategory,
from the 1945 scene in Act II, falls a happening involving some
scientists, Although the men and the event, and the events to which
they refer, were real, the drama is my own conception of that which
was actual, The farsighted predictions whiech ¢limax this particular
section, and the "report" itself, are a matter of record,

Beyond this, the play will have to stand on its own degres
of merit. Excuses, explanations and further rationalisations will
make it no better.
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OTHER TIMES, OTHER PLACES

ACT I

FADE IN SCENE OF UNDERGROUND SPRING BUBBLING OUT
FROM THE FACE OF A SMALL ROCK CLIFF., AFTER A PAUSE 70 ES-
TABLISH THE PICTURE, THE CAMERA *FOLLOWS® THE WATER AS IT
RUNS OFF THE ROCKS AND BEGINS TO FOKM A SMALL STREAM. THE
CAMERA STOPS AS TWO FEET ARE S8EEN RESTING IN THE WATER.
THEN, IT PULLS BACK TO SHOW A VERY OLD MAN WITH LONG WHITE
HAIR AND BEARD WEARING A TATTERED ROBE-LIKE GARMENT. CARE-
FULLY REMOVING HIS FEET FROM THE WATER HE SHAKES EACH ONE
BEFORE TWISTING AROUND ATOP THE BOULDER ON WHICH HE SITS.
AFTER PUTTING HIS FEET ON A SMALLER STONE IN FRONT OF HIM
THE OLD MAN BENDS TO RETRIEVE A SLIGHTLY BENT, TARNISHED
AND DENTED FIVE-FOOT METAL STAFF, AS HE S8ETTLES HIMSELF
AND GRASPS THE STAFF FOR ADDED SUPPC(RT THE OLD MAN LOOKS
ABOUT AT THE FIVE BOYS ~- RANGING FROM ABOUT NINE TO TWELVE
YEARS OLD, DRESSED IN TUNICS OF ROUGH CLOTH -~ SEATED IN
A HALF CIRCLE BEFORE HIM, PRIOR TO SPEAKING (THE OLD MAN
SPEAKS SLOWLY THROUGHOUT THE PLAY), HE LOOKS INTENTLY FOR
A MOMENT AT EACH OF THE BOYS. SILENTLY, BUT RESTLESSLY,
THEY RETURN HIS GAZE.
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OLD MANs My body is weak now. I shall not see the full moon
many times more. (PAUSE) Soom, perbaps, my head will be
like the vild-emes who roam the ferests. (ONE OF THE BOYS
GASPS) HNo, m0 « + « it 18 trus, (PAUSE) 1 have seen and
known many things . . . many strange things. And evea if
I do not besome like the wild-enes, the breath will soon
go out of me,

1st BOY: (BURSTING OUT WITH A CRUEL, HEARTLESS LAUGH) Yes, and
if it does not happen soon you will be put out of the tribe.
Everyone must do something to support the tribe -- even one
vho wanders and tells stories, such as you.

2nd 303 You are too old even to catch the fish in the stresms,

ALL THE BOYS LAUGH EXCEPT THE THIRD ONE «-~ THE
ONE IN THE MIDDLE, HE LOOKS AT THE OLD MAN AND SAYS NOTHING.

Lth BOYs My father says the hands of the 0ld ones shake se much,
that's why. The pole and line jump around so much it scares
the fish,

2nd BOYs (LAUGHS) what about that, old man? (HOLDS UP HIS OwWN
LEFT HAND AND PURPOSELY SHAKES IT AS FAST AS HE CAN) Is it
like this?

THE 1st, 2nd, Lth and 5th BOYS AGAIN LAUGH.

3rd BOYs (SHOUTS) Quiet! (HE SUDDENLY GRASPS THE SHAKING ARM
AND HAND OF THE 2nd BOY) Be quiet. He is old. But his
age has brought wisdom, He knows the tales of long ago from
the old writings. I have heard it said. He comes to our
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people to tell the truth,

2nd BOY: I kmow it. DNow let me gol (HE PULLS AWAY) 1It's fun
to tease the old enes. They are so serious aad hard,

1st BOYs (NODS IN AGREEMENT AS THE 2nd BOY SPEAKS; THEN, MO~
TIONS TO THE OLD MAN WHO HAS WATCHED AND LISTENED IN SI-
LENCE) Speak mow, eld one, but be quick so that we may be
gone before it is time to gather wood for the fires.

THE 2nd AND 4th BOYS SNICKER AT THIS,.

OLD MANs (AFTER A PAUSE) I know I have lived my life. That
1s why I muast tell you what I learned a long time 8go . . .
sbeut things that happened even long before that, before
the Great Buraing. That was the time when everyone bad
real hands aad real fest . . . and there were no wild-ones
in the forests. It is note--

2nd BOYs (INTEKRUPTING) What? No wildones? That cannot bel

3rd BOYs (HARSHLY) Quiet! Let the wise one speakl

OLD MANs (AFTER A SLIGHT PAUSE) What I say is so. The eld
writings tell it. (PAUSE) Im the other times there were
20 wild-cnes in the forests. It is not true nmow. There
&re many who do not have real hands or real feet. There
are many whe have heads like the wild-ones. That is why
Jou are the chosen ones. You are the destiny of this tribe
e ¢ o Just as others like you sre the destiny of their tribes.
(PAUSE) Perhaps it is a .1gn; also. There are as many of
Jou . o o (POINTS TO THE BOYS) s a real hand or & real foot.
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(HE HOLDS UP HIS HAND AND SPREADS HIS FINGERS TO SHOW THAT
HE HAS FIVE)

3rd B0Ys (WITH WONDER) So it is! Thers is eme for sach of usi
We are aot like some of our own pecpls. And yet, they are
ot like the wild-ones, What is it that did this? If we
are the real ones, why are the others as they are?

Lth BOY: (IN A LOW AND QUIET VOICE)} Yes. o o o+ Likemy « « &
brother and sisters were,

CLD MANs What you ask and vhat you say has much truth, But
that is not what I oust tell you because I do mot know the
words why == or at lesst, all of them. You must first learn
about the other times and other places - about It and the
Great Burning. (PAUSZI) Perhaps you yourselves will ome
day jourmey far into the Oreat Circle of Dead Places and
learn more from the old writings.

i1st BOX:; Tell us the tales of long ago, old man. We want to

hear the tales.
3rd BOYs Be still. ie will tell the tales besause what he says

are the tales. I have heard my father tell of them. They
are hard, but they are the tales.

OLD MANs (NODDING) Yes, they are hard. . « « They are truth
o ¢ « 8nd R0 one knows what all of them mean. I c¢an only
tell you of the time when I was young like you . . . and
what I learned in the Dead Places. (PAUSE) This is how
it was, (WITH EMPHASIS) I swear itl (PAUSE) Whea I was



«37=

young and had mot seem the full moon many times more than
you, the people of my tribe were ruled by priests. The
priests of all tribes within the Great Cirele of Dead Plases
were men of power. (PAUSE) This «- and many things more
o= I did not leara 'til later. . . « Our pecple =~ all
pecple == were alwaye ia fear. There were many things fore
bidden by the priests. . « « Only they eould touch the
metal (HOLDS OUT THE METAL STAFF). It was the lawi (PAUSE)
Only the priests knew about old writing, They said that
they alone oould learm old writing. They knew many seerets.
(PAUSE) They made the bunters and the women and the ohile
drea believe all things were done by chants and spells,
And the old ones of the Wwribe believed also. (PAUSE) Bud
oven then, as & boy like you, I learned that the priests
were not true many times. (PAUSE) Wwhen a hunt was not
right . + . and the hunters returned without any real-snimal
the priests said the people had made a sin, If & hunter
was badly hurt in the killing of & real-snimal . . . the
priests said chants over the wounds to stop the rumning of
blood, But you yourselves have beem taught that blood is
aet stopped by chants. You know how it is dome. (PAUSE)
These things I heard once when the priests were alone. (PAUSK)
It wvas the same with the old writings as with the stopping
of wounds. Indeed, the old writings are hard and take a
long time to make aut; but they are not for the priests alons.
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This also you have learned. (PAUSE) But when I was & boy
I heard the priests laughing at the fear they put in the
people of the tribe. They talked of how they must keep the
hunters and the others from learning sesrets aad all about
mstal and how the--

3rd BOYs (ANGRILY) Ahsal kHow false were the priests!

OLD MAN: Yes, that is true. (CAUTIONING) But wait & while,.
1 thought the same as you at the time. . « + But I was not
yot wise ia the wvays of the other times and ether plases.
I did not know that the fear made by the priests was true
for many things. 7That is vhat I must also tell you. The
shants and spells wers false, but not always without reason.
There vas wisdom in the chmts. . . . Many people evemn in
ny oun tribe were not all real-people. (PAUSE) These things
I did mot knov vhem I first heard the priests laughing. « « »

DISSOLVE SLOWLY TO SCENE OF A BOY, ABOUT SIXTEEN,

PEERING THROUGH SOME BUSHES WATCHING THREE WHITE-ROBED MEN

o= THE PRIESTS == AS THEY S8TAND IN A CLEARING SURROUNDED

BY SCRUBBY TREES AND BUSHES., AT ONE END OF THE CLEARING

IS A PRIMITIVE STONE HUT WITH A MESSY THATCHED ROOF, THE
CHIRF PKIEST, AN OLD-LOOKING THIRTY-FIVE, IS WOKKING AT A
RUDE WOODEN TABLE BY THE DOCRWAY TO THE HUT. LEANING AGAINST
THE TABLE IS THE SYMBOL OF HIS AUTHORITY, A RATHER ORNATE
WOODEN STAFF WITH INLAID METAL, THE 2nd AND 3rd PRIESTS,
SQMB YEARS YOUNGER THAN THE CHIEF PRIEST IN BOTH AGE AND
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KATURITY, ARB LAUGHING. (THEY ARE NOT HEARD UKTIL THE SCENE
IS ESTABLISHED AND THE OLD MAN FINISHES SPEAKING.) THE BOY
SPYING ON THE PRIESTS WEARS A SLEEVELESS TUNIC WHICH, IF HE
WERE STANDING, WOULD EXTEND ALMOST TO HIS KNEES. THE TUNIC
IBIADR.OFLIMSHHSAHDISMAROUNDTHIBOI'SHAIST
WITH A BELT ALSQO OF SKIN, ON HIS LEGS HE WEARS BUSKINS MADE
OF ANIMAL SKINS,.

OLD MAN; (CONTINUING) I knew only anger after hearing the priests.
(PAUSE) It was them 1 saw them defile the metal which they
always chanted over before the tribe. (ITHE 2nd PRIEST I8
SEEN THROWING A ROUND ALUMINUM HOOP TO THBE 3rd PRIEST.) It
was a Ring ef the Gods, they said in the chants. (THE TWO
PRIESTS ARB SEEN LAUGHING AS THE 3rd PRIEST TWIRLS THE HOQP
ON HIS RIGHT FOREARM,) I saw from what they did that metal
was aot magis. The words they said were false. (THE SOUNDS
OF THR NEW SCENE FADE IN,)

CHIEF PRIESTs (TURNING AROUND FROM THE TABLE, WITH A DISGUSTED
LOOK ON HIS FACE) 8top it! Someons might see or hear you.

3rd PRIESTy (LAUGHING ALONG WITH THE 2nd PRIEST) Ahaa, do mot
werry, father priest. If one of the tribe sees, we can alvays
deny it. VWe'll say the poor one is afflicted with a sin.
(PAUSE, THEN EXCLAIMING) Or better yet! The curse of the
wild-ones |

nd FRIEST: Yes! JNo one would dare dispute our words. And, if
they did . . . well . . . we oould, well, you know, put themee
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3rd PRIEST; We could put them cut of the tribel ‘!h.nt'c what
1 would dot

CHIEF PRIEST: (IN A SERIOUS TONE AKD WITH AN UNSMILING FACE)
Listen! And heed well, There are many among the younger
hunters wvho are not se quick to believe . . . who are not
so quick to frightem., . « »

3rd PRIESTs (SOMEWHAT INDIGNANT) Well, the old omes are.

CHIEF PRIEST; Those young ones are wiser in their youth them
many old ones are with all their years.

2nd PRIEST: (WANTING TO TERMINATE THE LECTURE) Is it not time
for us 0 go and prepare the ceremony of the hunt?

3rd PRIEST: (ALSO WISHING TO CHANGE THE SUBJECT) Yes. Let us
g0« We should be getting the hunters together now.

CHIEF PRIEST: (CONTINUING DESPITE THE PLEAS) There is time
enough, I warm you again., Take heed of what I say. (PAUSE)
The 0ld writings tell of much danger after the coming of
It, The Great Burning caused many things t0 be feared.
if even=-

2nd PRIEST; We know that. You have t0ld us many times. (TKY~
ING 70 IMITATE THE CHIEF PRIEST) If the hunters progress
ia wsing metal and learn the old writings they will cause
the Grrr-satese Buraing to come again,

CHIEF PRIEST: That is truth.

2nd PRIESTs But if even we cannot understand all of the dangers
of metal . . . and the many evils which the old writings
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tell of. « o+ «+ How can the hunters and the womem and the
rest be expested to know?

CHIEF PRIEST:s They will mot learm in our lifetime, DBut someday
they will, (PAUSE) We ean keep the wise ones from learn-
ing before then by kesping them in fear,

2nd PRIEST: (ARGUING) Well, why mot just put the wise ones out?
Tell them t0 go learn and « + « 8aye o+ o o Well o o o (LAUGHS
COYLY) perbaps they might not ecme back. That weuld prove
ws right. « « « (SUDDENLY) And I know ene whe might be the
first to got

3rd PRIEST: (A SUDDEN SMILE COMING TO HIS FACE AFTER A FEW MO~
MENTS OF SILENCE) Are you thinking ofee

2nd PRIEST; (ALSO SMILING AND NODDING AFFIRMATIVELY) The boy-
bunter, Tegul

BRIEFLY THERE IS A CLOSE-UP OF THE FACE OF THE
BOY PEERING THROUGH THE BUSHAS, FROM THE EXPRESSION OF
SURPRISE ON HIS FACE THERE IS NO DOUBT AS TO WHOM THE 2nd
PRIEST IS MAKING REFERENCE.

CHIEF PRIESTs; (NOT PAYING ANY ATTENTION TO THE LAST REMARKS OF
HIS TWO ASCISTANTS) Except that we need every hunter in
the tribe . . . especially those who are most real. The
tribe must have them to survive. They must stay.

3rd PRIESTs (QUESTIONING THE CHIEF PRIEST'S REMARKS) Well, just
vhat are you going to do?

CHIEF PRIESTs (SMILING, WITH A KNOWING EXPRESSION) I have done
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itt (PAUSE) After the small real-animal is offered to the
Gods in the ceremony of the bunt, you will know of what I
speak. And that is vhy we must wait a while before we call
the hunters and the rest.

2nd PRIEST; (SHAKING HIS HEAD) I do not pretend to understand
you, but I think you had better—-

CHIEF PRIESTs; (INTERPOSING) Do not bother to think, You de %00
much of that as it is. (PAUSE) I know about the young hunter,
Tegu. And the rest, also. Heed my words and wait. (PAUSE)
After this day the young omes will think less. They will
have fear put in them , . . and they will be wiser for i%.
o o o And se will youl

AGAIN, BRIRFLY, TAGU!S FACE IS SHOWN. THIS TIME
THE LOOK IS OME QF DISGUST.

3rd PRIEST: (WARMING TO THE MEXT TO LAST REMARK OF THE CHIEF
PRIEST) I certainly hope they will be wiser.

2nd PRIEST: (NODDING IN AGREEMENT) And I, also.

CHIKF PRIEST; Come, them. We ean make our preparatioms before
it is time for the . . . (HE SKILES) time for the hunters
to be ealled for the cersmony of the hunt.

3rd PRIESTs (PICKING UP THE METAL HOOP) Will you need the . . .
(LAUGHS) Ring of the Gods, father priest?

CHIEF PRIEST; No. Kot this time., Just my staff and the sagred
dust. (PAUSE WHILE HE STARTS TO LEAVE THE CLEARING, THEN
S8T0PS AND TURNS AROUND) Ahaa, but bring an extra large
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portion of the dust this time,

THE 3rd PRIEST LOOKS AT THE WOODEN BOX HE HAS
PICKED UP FROM THR WOODEN TABLE IN EXCHANGE FOR THE HOGP,
HE REMOVES THE LID, LOOKS AT THE CONTENTS QUICKLY AND ENTERS
THE HUT. THE CHIEP PRIEST EXITS FOLLOWED BY THE 2nd PRIES?
WHO CARRIES THE ORNATE STAFF (F METAL ON WOOD.  MOMENTS
LATER THE 3rd PRIESY EMERGES FROM THE HUT AND HURRIEDLY
FOLLOWS HIS FELLOW PRIESTS.

TAGU WAITS UNTIL HE IS SURE THE PRIESTS NAVE COME
~ BEFORE MOVING FROM KIS HIDING PLACK, THSN, HE CRAWLS THROUGH
THE BUSHES INTO THE CLRARING. AGAIN HE PAUSES, LOGKS ALOUND
CARKFULLY 10 8k IF HE IS BEING WATCHED, AND FINALLY OKTS
70 HIS FEET, WITH MUCH CAWTION KE INSPECTS THE SITE, FIRST
LOOKING AT THE LITTER AROUND THE CAMPPIRE. SEEING SOMETHING
OF INTEREST, THE BOY GETS DOWN ON HIS HANDG AND KNEES., HB
PICKS UP A SMALL, THIN PIECK OF JAGGED METAL, RATHER TRI-
ANGULAR IN S8HAPE WITH ONE LONG SHARP POINT. AFTER FEELING
AMD EXAMINING IT FOR SEVERAL MOMENTS HE SUDDENLY REALIZES
THE 0BJECT 1S SOMETHING HE SHOULD NOT BE HOLDING AND EROPS
IT AS IF IT HAD QUICKLY BECOME VERY HOT. TAGU THEN INSPECTS
HIS BAND TO S8EE IF IT IS ALL RIGHT. SATISFIED THAT HE HAS
NOT BEEN HURT HE PICKS UP A SHORT STICK AND CAUTIOUSLY TURNS
THE PIECE OF METAL OVER AND OVER, MNEXT, HE XUESES AND LOOKS
AT THE OBJECT, FIRS? FROM HIS POSITION ON HIS HANDS AND
KNEES AMD THEN, FOR AN EVEN CLOSER LOOK, FROM A PRONE POSI~
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SION ON THE GROUND., SLOWLY HE REACHES OUT TO TOUCH THE
METAL WITH HIS FINGER, BUT PAUSES WHILE S8TILL AN INCH OR

80 SHORT. THEN, HE STABS AT IT LIXE A PERSON TESTING AN
IRON TO SEE IF IT IS HOT. NOT HURT BY THE SWIFT TOUCH HE
GENTLY PLACES HIS FINGER ON THE METAL AND LETS IT REMAIN
THERE FOR SEVERAL SKCONDS. AFTER EXAMINING HIS FINGER AND
DISCOVERING AGAIN THAT IT IS NOT? HURT HE PICKS UP THE METAL
AND HOLDS IT IN HIS HAND., FOR SEVERAL MOMENTS HE STUDIES
THE OBJECT BEFURE TEMPORARILY PUTTING IT DOWN WHILE HE
SCRAMBLES TO HIS FEET. HE RETRIEVES THE METAL AND PAUSES
10 LOGK AROUND BRFORE WALKING OVER TO THE PRIESTS' HUT,

HE LOOKS AT THE WOODEN TABLE WITH SQME INTHREST BLFORE DISe
COVERING A WOQDEN SPEAR WITH A STONE POINT TIED BETWEEN

THE SLIGHTLY SPLIT SHAFT. BEFORE PICKING UP THE SPEAR, TAGU
CAREFULLY PLACES THE METAL ON THE WOODEN TABLE., HE EXAMINES
THE SPEAR HEAD AND LEATHER THONGS CLOSELY. AFTER TESTING
THE SHARPNESS OF THE STONE, HE GRASPS THE MIDDLE OF THE
SHAF? AND ASSUMES A THROWING POSITION. HE GIVES IT SHORT
THRUSTS TO DETERMINE THE WEIGHT AND BALANCE, HE GLANCES
AROUND AGAIN TO MAKE SURE HE IS NOT BEING WATCHED, THEN
WALKS OVER TO A LOG NEAR THE SITE OF THE DEAD CAMPFIRE.
GRASPING THE SPEAR TIGHTLY, THE BOY JABS THE STONE POINT
AGAINST THE LOG, STEADILY INCREASING THE DISTANCE AND THE
STRENGTH OF THE MOVEMENTS, FINALLY, TAGU STEPS BACK TO ABOUT
FIVE QR SIX FEET FROM THE LOG AND LETS FLY WITH THE SPEAR.
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THE STONE POINT HOLDS IN THE BARK ONLY SLIGHTLY AND THEN
THE SHAFT PALLS TO THE GROUND. THE BOY RETRIEVES THE SPEAR
AND INSPECTS IT AS HE WALKS BACK TO THE TABLE BY THE HUT.
ONCE THERE, HE STANDS WITH THE SPEAR IN ONE HAND AND PICKS
UP THE METAL WITH THE OTHER, HOLDING UP THE METAL NEXT TO
THE STONE POINT HE EXAMINES THE TWO FROM SEVERAL ANGLES.
AFTER SEVERAL MOMENTS OF INDECISION HE PUTS DOWN THE METAL
AND BEGINS TO UNTIR THE THONGS ROLDING THE STONE TO THE SHAFT.
WITH THE STOE POINT REMOVAD, TAGU INSERTS THE METAL, ONLY
70 FIND THAT THE TWO METAL POINTS AT THE BASK OF THE TRI-
ANGULAR OBJECT EXTEND TOO FAR FROM THE SPEAR SHAFT TO ENABLE
HIM 70 TIE THE METAL SECURELY TO THE WOOD. LOOKING QUICKLY
ABOUND, HE GLANCES AT THE AREA., SEEING A ROCK HE MOVES T0
PICK IT UP, THEN BEGINS HAMMERING THE METAL AGAINST THE SPRAR
SHAFT. THE CAMERA MOVES IN T0 SHOW THE BOY'S HAND STRIKING
THE METAL WITH THE STONE.

DISSOLVE 7O GLOSE-UP OF A MAN'S HANDS CLAPPING
TOGETHER POUR TIMES WITH APPROXIMATELY THE SAME RHYTHM TAGU
WAS USING TO STRIKE THE METAL WITH THE ROCK. A5 THE CAMERA
PULLS BACK THE JUMBLED MURMUR OF VOICES IN THE BACKGROUND
BEGINS TO DIMINISH. THE MAN BELONGING TO THE HANDS IS THE
2nd PRIEST. HE, ALONG WITH THE CHIEF PRIEST (HOLDING HIS
STAFF) AND THE 3rd PRIEST (HOLDING THE SMALL BOX), STANDS
BEHIND A CIRCULAR PILE OF ROCKS ABOUT THRAEE FEET IN HEIGHT
AND DIAMETER, FORMING AN ALTAR-LIKE STRUCTURE. THE BOWLe
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SHAPED TOP OF THE STONE STRUCTURE HOLDS A FLICKERING FIRE
AMONG THE DYING EMBERS FILLING THE DEPRESSION.
SEATED ABOUT THREE YARDS IN FRONT OF THE PRILSTS
AND THE FIRE ARE THE PEOPLE OF THE TRIBE. THEY AKE PRIMI-
TIVE IN THEIR APPEARANCE, DRESS AND MANNER, THE HUNTERS,
WEARING *CLOTHES® OF ANIMAL SKINS SIMILAR TO TAGU'S, SIT
WITH LEGS CROSSED NEAREST THE PRIESTS, FORMING THE FRONT
ROWS OF THE SEMICIRCLE OF PEOPLE. AT THEIR SIDES ARE STONE-
TIPPED SPEARS AND A FPEW BOWS AND STONE-TIPPED ARKOWS. BE~
HIND THE HUNTERS (ON THE FRINGES) STAND THE OLD HUNTERS,
THE CHILDREN AND THE WOMEN, FOR THE MOST PART, THE LATTER
GROUPS ARE DRESSED IN DARK ROBES AND CLOTHES OF BURLAP-LIKR
MATERIAL,
THE 2nd PRIEST CLAPS HIS HANDS AGAIN, TWICE THIS
TIME, AMD ALL WHISPERING STOPS.
CHIEF PRIEST; The time for the hunt is herel
2nd PRIEST: Bring now the wood for the burning! Prepare the
young real-animal so that we may feed the God of the Hunt.
CAUTIOUSLY, ONE OF THE HUNTERS BRINGS IN AN ARM-
LOAD OF SMALL TWIGS AND BRANCHES. POLLOWING THE FIRST HUNTER
IS A SECOND WHO CARRIES A SAUSAGE-SHAPED BASKET (CONTAINING
A SMALL ANIMAL WHICH SQUEALS OCCASIONALLY). THE CHIEF PRIEST
MOTIONS FOR THE TWO HUNTERS TO STAND ON EITHER SIDE OF THE
ELAVATED FIRE. AFTER A MOMENTS PAUSE HE RAISES HIS ARMS
HIGH IN THE AIR, STILL HOLDING THE OKNATE STAFF. AFTER HOLD-
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ING THIS POSI‘!ION FOR SOME SECONDS, HE SHOUTSs
CHIEF PRIEST: Hear us, oh God of the Huntl! KHear us{ (PAUSE)

As we make our small burning for you . . . and send up this
realeanimal to you . . . hear us! (PAUSE, DURING WHICH TAGU
IS SEEN AS HE STANDS WITH THE METAL-TIPPED SPEAR HALF HIDDEN
BEHIND SOME BUSHES TO THE REAR OF THE PRIESTS) We ask that
you lead our hunters to many real-animals| (PAUSE) We ask
that you send the winds so that they will not know the eoming
of the hunters! (PAUSE) We ask that you help the aim of
the hunters . . . and make their spears sharp so as %o kill
quicklyt

THE PRIEST LOWERS HIS ARMS AND NODS TO THE 2nd
PRIEST, THE LATTER LEADS THE HUNTER WITH THE KINDLING BE=~
HIND THE STONE FIREPLACE AND BEGINS TO CARKFULLY PLACE THE
BHRANCHES ON THE COALS OF THE DYING FIRE. WHILE THIS IS
BRING DONE, THE CHIEF PRIEST MOTIONS TO THE OTHER PRIEST,
THE 3rd PRIEST, STILL HOLDING THE BOX, LEADS THE OTHER HUNTER
OVER TO THE CHIEF PRIEST, THEN TAKES THE ORNATE STAFF WITH
HIS FREE HAND AS THE WICKER BASKET IS PRESENTED TO THE PRIKST.

AFTER THE 2nd PRIEST FINISHES BUILDING UP THE FIRE,
THE TWO HUNTERS RETIRE. THE THREE PRIESTS THEN HUDDLE TOe
GETHRR, WITH THEIR BACKS TO THE TRIBE. WHILE THE CHIEF
PRIEST HOLDS THE BASKET THE 2nd PRIEST TAKES THE LID QFF
THE BOX HELD BY THE 3rd PRIEST, GRABS A HANDFUL OF THE POWe
DER, SPRINKLES IT OVER THE BASKET, REPLACES THE LID AMND
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TAKES THE WOOD AND METAL STAFF, THE THREE ASSUME THEIR
FORMER POSITIONS (WITH THE CHIEF PRIEST IN THE MIDDLE, BE-
HIND THE STONB STRUCTURE), AFTER A PAUSE, DURING WHICH ALL
WHISPERING STOP8, THE CHIEF PRIEST LIFTS HIS ARMS AND THE
WICKER BASKET HEAVENWARD,

CHIEF PRIESTs (SHOUTING) Hear us, oh God of the Hunt! Hear

TAQU;

ws| (PAUSE) Look with favor on the hunters! Make their
spears sharp. « . « Help them to aim well , . . (AS HE
SAYS THESE WORDS, THE HUNTERS AND THE REST GASP AND LET OUT
A FEW STARTLED CRIES., THE REASON IS THAT TAGU BAS COME OUT
FROM BEHIND THE BUSHES AND STANDS A FEW SHORT STEPS IN BACK
OF THE PRIESTS,' EOLDING THE SPEAR. THE PRIESTS AKE TAKEM
ABACK BY THE DISTURBANCE FROM THE PEOPLE. FAILING TO UNDERe
STAND THE REASON FOR THE SLIGHT INTERRUPTION, THE CHIEF
PRIEST CONTINUES SOMEWHAT HALTINGLY). As, ahasa . . . 88
we sead this, ahaa, token up to you, wee--

(INTERRUPTING IN A FIRM VOICE) Words will not make the
spears of the hunters more sharpl

THE THREE PRIESTS TURN AROUND QUICKLY., THEY ARE

ASTONISHED, THE CHIEF PRIEST DROPS THE BASKET HE HOLDS,

2nd PRIEST:; Youl

3rd PRIESTs What the-

TAGU;

(POINTING TO THB SPEAR POINT AS HE WALKS UP TO THE PRIESTS)
Here 48 what makes the spears more sharp, father priest!
(RAISING HIS VOICE) Look herel Here is what makes the
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spears sharpl It is metal! Metall (PAUSE) Do you see?
(PAUSE) Hunters! Do you see the point of the speart It
is the forbidden metal! Look at itl

2nd PRIEST; (BECOMING VERY FRANTIC) A curse on youl The Geds
will curse us all}

CHIEF PRIEST:; (REGAINING SOME OF HIS COMPOSURE) Give me the
box of powders! Quickly! Give it to mel

THE 3rd PRIEST IS FROZEN IN ASTONISHMENT AND FEAR.
THE CHIEF PRIEST (AS TAGU SPEAKS) GRABS THR BOX FROM THE
CLUTCHING GRASP OF THB 3rd PRIEST,

TAGU; (ADVANCING ON THE PEOPLE ~= CAUSING SOMKE OF THE WOMEN TO
FLEE) Look herel I have held the metal! The law of the
priests is false! 1 have held the metall

CHILF PRIESTs (TRYING TO RESTORE ORDER AND REGAIN CONTROL OF
THE SITUATION) 8top himj Make him be quiet! Stop and
1isten to mel! Bebold the pewer of the priestsi Behald the
power of the Cods|

TAGU:s (THR PEOPLE PART AND KEEP SOME DISTANGE A8 HE COMES UP
TO THEM) The metal is strong and sharpl (PAUSE) Where
is a log? 1 will show you that this spear is better. I
have done it myself and have seen! (LOOKS AROUND) If all
our spears were like this , . . we would have no trouble
killing the real-snimals!

CHIEF PRIESTs (SHOUTING AT THE TOP OF HIS VOICE) Stopil The
Gods will be angry! I call on the Gods! (HE DROPS A HANDFUL
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OF POWDER INTO THE FIRE, CAUSING A GREAT CLOUD OF SMOKE TO
BURST FORTH) The Gods will send messengers! They will come
and curse the boy-hunterl

THE SUDDEN ACTION BY THE CHIEF PHRIEST ONLY SERVES
0 FUKTHER CONFUSE THRE PEOPLE.

TAGUs It is oniy 8 trickl The smoke does not change the metall
(HE GRASPS THE METAL POINT OF THE SPEAR) Lookl! Even now
I touch the metal! Metal is not for the priests alonel
(HB SEES A STONE-TIPPED AKROW ON THE GROUND, HAVING FALLEN
DURING THE EXCITMENT, AND PICKS IT UP) With the metal e
our spears and on these--

CHIEF PRIESTs (DROPPING ANOTHER HANDFUL OF POWDER INTO THE FIRE)
Hold him| Hold the boy-hunter! Hold him so the Gods may
have their vemgeance! He has broken the lawl

TAGU: (LAUGHING) What is the law? (TO THE PEOPLE) What is
the law? Who makes the law? (TURNING TO THE PRIESTS) Show
the hunters the Ring of the (ods, priests! Show them what
pou use it forl I have sesn. I know., (ONCE MOKE TO THE
PEOPLE) Thers is no law from the Godsl There are no Gods
to bring vengeancel! The priests made the laws and they are
falsel

CHIEF PRIEST; Heed my words! (HE EMPTIES THE REST OF THE POWDER
IN THE BOX INTO THE FIRE, WITH THE SAME RESULTS AS BLiFORE)
The messengers of the Gods are coming! They are near] Stop
and listen! Listen unto the hillst
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TAGUs The priests are false! There are no Gods te punish us|
Touch the metal for yourselves! I have done it! I do it
now! Nothing happens. (PAUSE) It is eold! It eoculd not
eause burning! Burning makes heatt! (PAUSE) See for your-
selves! Metal is cold like the water where it oomes eut
of roaki |

CHIEF PRIEST: (WITH A GRIM SMILE) Yes, see for yourselves!

But bhark to the Gods!

TAGUs Thers are mo Gods! You are false, priestsl|

CHIEF PRIESTs (SHOUTS) Harkem to what I say! Listea unto the
hills! The Gods sre callingl

TAGUs There is nothing.

CHIEF PRIEST: Listenl (PAUSE) Make no noise and you will hear!
The Geds themselves are sending their messengers! Listem!

THE NOISE BEGINS TO SUBSIDE., AFTER SEVERAL MO~
MENTS THE PEOPLE BECOME QUIET, ALTHOUGH TAGU LAUGHS S8OFTLY.
CHIEF PRIEST: Quiet and you shall heari
THEN THERE IS COMPLETE SILENCE FOR A FEW MOMENTS.
FINALLY, OFF IN THE DISTANCE IS HEARD THE MOURNFUL NOTES
OF A CONCH SHELL TRUMPET, THE PEOPLE GASP AND ARE STARTLED
BY THE NOISE. THE SMILE BEGINS TO LEAVE TAGU'S FACE.

CHIEF PRIEST: (AGAIN TRYING TO STILL THE PEOPLE) Be quiet and
listea!

AFTER A FEW MOMENTS THE DISTANT SOUND IS HEARD
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2nd PRIESTy (QUIETLY TO THE CHIEF PRIEST, BUT WITH WONDER) What
is it? what is making the sound?

CHIEF PRIESTs (SMILING, AS HE SBEES THE SITUATION IS ONCE MORE
UNDER HIS CONTROL) I told you that the young ones would
have fear put im them this day. Did you not believe me?

THE PEOPLE BEGIN TO CLAMOR FOR SOME EXPLANATION
CONCERNING THEIR FATE. SEVERAL HUNTERS, UNAFRAID NOW, GRAB
TAGU AND HOLD HIM, SOME OF THE HUNTERS APPROACH THE CHIEF
PRIEST,

HUNTER; (POINTING TO TAGU) Here is the one to blame, father
prissti

and HUNTERs What will happen to us?

CHIEF PRIEST; (WITH REFERENCE TO TAGU) Hold himi§ (CALLING TO
THE PECPLE) The law of the priests is true! But there is
sin beesuse of the boy-hunter! 7The Gods are angryl They
send their messengers! (PAUSE) You will see them soon!
(PAUSE) They bring the truthl (PAUSE) They are the Tellers
of the Truth! They are from the Gods|

THE PEOPLE GASP AND WHIMPER WITH FEAR. THERE I8
SHOCK AND FEAR ON TACU'S FACE, IN THE DISTANCE THE SOUND
OF THE CONCH IS HEARD AGAIN <~ BUT ONLY FAINTLY ABOVE THE
NOISE OF THE PEOPLE.

FADE QUT.
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ACT II

FADE IN ON 3rd BOY HOLDING A RATHER SMALL WOODEN
BOWL UMDKR THE WATER BUBBLING OUT OF THE SPRING (SAME ONB
AS IN OPENING SCENE OF ACT I). IN THE BACKGROUND THE OLD
MAN IS HEARD COUGHING.

3rd BOY; (GOING OVER TO WHERE THE OLD MAN IS SEATED) Here, eld
ons. o + o Drink the cool water,
THE OTHER BOYS ARB CLUSTERED SOMEWHAT FEARFULLY
AROUND THE OLD MAN, THE 4th BOY QENTLY PATS HIM ON THE
BACK, THE OLD MAN IRINKS THE WATER SLOWLY, BUT SUDDENLY
COUGHS ONCE MORE, HE S8ORT OF SPUTTERS AND GULPS TO RETAIN
THE WATER JUST TAKEN BEFORE HE SIPS MORE. AFTER FINISHING
THE WATER AND STIFLING ANOTHER SPASM, HE PAUSES TO REGAIN
HIS COMPOSURE, ALL BXCEPT THE 3rd BOY RESUME THEIR POSI-
TIONS IN FRONT OF THE OLD MAN,
OLD MANs (NODDING TO THE 3rd BOY AND MOTIONING FOR HIM TO SIT
DOWK) The spell is goms. (PAUSE) I sm all right now,
3rd BOYy; (SITTING DOWN) You must take better care of yourself
and not get 80 excited. . « &

2&nd BOY; Were you really as afraid as you say?

1st BOY; If the noise was far away like you say, it would met
make ns afraid}

OLD MAN; (AFTER A MOMENT) I was afraid. The fear came because

I began t0 see what I had just done. Ko one had dared to
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talk to the priests in that wvay. Anger evercams me and
made me foolish, (PAUSE) The priests were false, but they
were not like the wild-ones,

L4th BOXs But if the priests were false, how were they able to

eall the Gods te send their messengers? The omes yeu call
the Tellers of the Truth,

lst BOXs Yes. How did they do that, if they were false? Tell

us, old one. liow ocouldee

3rd BOIs (INTBRPOSING) He will tell it if you will keep still.

OLD MAN: (AFTER A PAUSE) The chief priest talked of a way %o

putturlnﬁqnuudnottollwhh. I listened to
him say it from ay hiding plase before the ceremony of the
ant o o o Dut ay anger did not let me know of what he spoke.
I was not wise yet, even to wait and watch. (PAUSE) The
ehief prisst kmew the Tellers of the Iruth were to ecme,
but I did not know. They would have come if I had not said
ene word, (PAUSE) Where I had thought myself brave, 1 was
foolish, Besause of this I came to know much fear. I was
sure the hunters would kill me Af by scme chance the priests
and the messengers of the Gods did mot. « .«

DISSQLVE TO THE SCENE OF THE CLEARING WITH THE
STONE FIREPLACE. TAGU IS SEEN A FEW FEET FROM THE STRUC-
TURE GUARDED BY SEVERAL HUNTERS, THE CHIEF PRIEST IS NQe
WHERR IN SIGHT. MUCH DISOxDER PREVAILS IN THE SCENE. THR
&nd AND Ird PRIESTS SEEM ALMOST AS CONFUSED A3 EVERYOQNE
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ELSE. DURING THE DISSOLVE THE OLD MAN CONTINUES TALKING.

OLD MAN:; While the hunters and the rest of the people waited,
and alse the other two priests, the chief priest had the
women prepare & . . . ahaa, . . . & young real-cow, as you
nov know it. Them he took the best parts and went to take
them to the Tellers of the Truth, (PAUSE) After a little
time, the chief priest returned. . . .

THE CHIEF PRIEST IS SEEN COMING INTO THE CLEAR-
ING, OPPOSITE TAGU,

CHIEF PRIESTs (TRYING T0 MAKE HIMBELF HEARD) Make ready! The
Tellers of the Truth are herel

AS THE PROPLE QUIET DOWN SQMEWHAT, THE CHIEF PRIEST
WHISPIRS SOMETHING TO THE 3rd PRIEST WHO PROMPTLY LEAVES
THE SCENE. SUDDENLY, THR SOUND OF THE COMCH TRUMPET IS
AGAIN MEARD, VERY NEAR. THERE ARE A FEW FEARFUL CRIES FROM
THE PEGPLE, BUT GRADUALLY THE NOISE OF THE HUNTERS, THR
WOMEN AND THE CHILDREN SUBSIDES. MNEANWHILE, THE PEOPLE RE-
TREAT TO THE EDGES OF THE CLEARING.

THERE IS A SHOUT AS THE FIRST TELLER OF THE TRUTH
ENTERS THE CLEARING., HE IS AN OLD BEARDED MAN WHO HOBBLES
SLIGHTLY AND LEANS ON A BRIGHT METAL STAFF FOR SUPPORT AS
HE WALES, FOLLOWING HIM IS A VERY YOUNG MAN LEADING ANOTHER
QLD MAN, QUITE BALD, WHO CARRIES THE CONCH. THE THREE AP~
PROACH THE TWO PRIESTS WHO S8TAND BY THE STONE FIREPLACE.
THE 3rd PRIEST RETURNS WITH A BUNDLE OF ROUGH CLOTH WHICH
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HE UNFOLDS AND SPREADS ON THE GROUKD IN FRONT OF THE FIRE.

IN SPITE OF THE HUNTERS GUARDING HIM, TAGU STANDS
UP AND REGARDS THB TELLERS OF THE TRUTH WITH THE SAME CURI-
OSITY A8 THE REST OF THE TRIBE.

TAGUs (TO ONE QF THE HUNTERS GUAHDING HIM) How can they be from
the Gods vhem they look like realepeople?

HUNTERs The wvays of the Gods are strange.

VOICES; (VARIOUS COMMENTS FROM THE CROWD) Look how old those
o are. « « « They must be very wise. . « « They talk
ouly with the prissts. Can only the priests understand them?

THE PRIESTS AND THE TELLERS OF THE TRUTH, WHO HAVE
BEEN TALKING QUIKTLY AMONG THEMSELVES SINCE MRETING BY THE
FIREPLACE, TURN AND LOOGK BRIEFLY AT TAGU. A8 THE "CONFiR-
ENCE® ENDS, THE TWO *“TELLERS,* THEIR YOUNG ASSISTANT, THE
2nd AND 3rd PRIESTS ALL SIT DOWN ON THE ROUGH CLOTH. THE
CHIEF PRIEST, STANDING IN FRONT OF THE SEATED GROUP, MOTIONS
POR THE PEOPLE OF THE TRIBE TO SETTLE DOWN AND BE QUIET,

CHIEF PRIEST: Silenecel (PAUSE) Be silent. You are befors the
Tellers of the Truth. (PAUSE AS THE TRIBB BECOMES QUIET;
THEN, LOGKING AT TAGU) Shsme has beem brought to our tribe
= shame and sin. . . »

TAGU;s (OVERCOME BY THR SITUATION AND THR DIRECT ACCUSATION, HE
SPRINGS SUDDENLY 70 HIS FEET) But I wanted omly to help
the tribe . « « t0 make it easier to kill the real-animalst
The metal did mot burt me! I have held itf Look for your-



self and see how it holds itself to logs and trees!

CHIEF PRIEST: Quiet! (TO THE GUARDS) Put him dowm!

TAGU: (NOW STRUGQLING WITH THE GUARDS) Is it sin to want %o
help the hunters and the tribe? The metal would make it
sasier to livel (Let me go!) It is mot death to touwch
metal! It would protect us from the=-

A HAND IS FINALLY CLAMPED OVER TAGU'S MOUTH BY
A GUARD, WHILE THE B30Y IS STRUGGLING, THE BEARDED TELLER
UNSTEADILY GETS TO HIS FEET WITH THE HELP QF HIS ASSISTANT
AND STANDS MOMENTARILY BEHIND THE CHIEF PRIEST,

CHIKP PRIESTs Keep him quiet! (PAUSE) The using of-= (STAR-
TLED BY A TAP ON THE SHOULDER FROM THE TELLER) Whatee
(TURNING AROUND TO ?ROfESl’ THE INTEERUPTION) I was enlyee

TELLER: (QUIETLY) Let ms.

CHIEF PRIEST: A1l right, bute « « o

THE CHIEF PRIEST RATHER RELUCTANTLY SITS DOWN,
BUT NOT UNTIL HE HAS GIVEN A LONG, STERN LOOK AT TAGU, THE
TELLER, MEANWHILE, SURVEYS THE SCENE UNTIL FINALLY HIS KYES
ALSO COME UPOR TAGU.

TELLER; (TO THE PEOPLE) Metal kills! (PAUSE, THEN WITH A SWERP-
ING GESTURE WITH HIS HAND TO INDICATE THE OTHER TELLER) We
bave seem what metal does, (LOOKING AT TAGU) Metal does
kill, . « « But metal was not used here in other times.
That is why you are here; that is why we are here, . .
In other plases metal was used in other times. (PAUSE) The
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Great Burning was in other plases in other times. . .
It wvas of metal . . « and It came and made the Great Burning!

TAGUs (BURSTING OUT, BUT STILL HELD BY THE GUARDS) Bnt.howcan-;

AGAIN TAGU IS GAGGED.

TELLERs (TO THE GUARDS) Let him apeak when he wants se that
all the evils oan come out of him,

TAGUs (AFTER BEING RELEASED) I have held metal. It is cool
like water where it comes out of rockl How can it camse
buaraing? |

TKLLERy (SHAKING HIS HEAD) You do not know metal if you say
that! Wood is not het, but if it is put in fire it too soon
beecmes fire.

THE CHIEF PRIEST LAUGHS AS TAQU CONTEMPLATES THE
WISDOM OF THE TELLER., THE 2nd AND 3rd PRIESTS LOOK AT EACH
OTHER ~= NOT KNOWING WHAT THE JOKE IS o= THEN THEY AISO
LAUGH, TAQGU RAISES HIS HEAD AND LOOX3 AT THE FIRE WITH A
PUZZLED EXPRESSION,

TAGUs (TO THE TELLER) And where did you ocome to know so much
of the Great Burning and the It which caused the Dead Places?

TELLER: The truth of the Great Burming is writien is the old
writings. . « « The truth is writtem inside me.. . . (LOOK-
ING AT AND POINTING TO THE BALD TELLER) The truth is written
in his mind. (CLOSE-UP OF THE BALD TELLER'S FACE == REVEAL-
ING THAT HE IS BLIND) It is written in his eyes!

TAGUs (PROTESTING) Bute-
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TELLEHs (SHAKES HIS HEAD NEGATIVELY) You do not know about It.
e « » You do mot know about the Great Burning. (PAUSE) We
know these things because we are from the Dead Placesi|

SEVERAL OF THE PEOPLE GASP IN DISBELIEF,

TAGUs (LOOKING SOMEWHAT SURPRISED) How can that be? If they
are Dead Places, how caan life oome from them? What kind
of truth is that?

TELLERs (PAUSE) It is truth that the Great Burning did met kill
everything, I am here because some people knev the Great
Burning would come. They knew and were not found by Death.
(PAUSE) Kknow also that Death is many things. The wild-omes
are dead because they are not real-pecple. They came frem
the Dead Places.

AGAIN THE PEOPLE SHOW AMAZEMENT AT THE REVELATIONS
OF THE TRLLER OF THE TRUTH,

TAGUs And how do you know this? You say the Great Burning vas
4in other times -- long ago.

TELLERs That is truth. (PAUSE) The father of my father's father
saw the Great Burming and wvas the second Teller of the Truth.
He was only a boy when the Great Burning came and he was not
found by Death in the QGreat Circle of Dead Places. The
first Teller of the Truth - who was 0ld «- saw him and hid
him, And they hid from Death with others for a long time
until the first Teller was very old. Then, he laughed at
Death and went out to let it find him., (PAUSE) And the






father of my father's father did the same when he was very
6ld . + « but enly after he told the tale of when It came
to my father's father. He told my father, who told me.
(PAUSE) The father of my father's father said this is how
I$ vas, and he was the second Teller of the Truth. This
is what he said, I swear it. . . . (HE RECITES THE FOLLOW-
ING WITH LITTLE INFLECTION, AS IF COLDLY MEMORIZED AND Ale
MOST WITHOUT MEANING TO HIM) The day was like this ome,
except that there were no clouds, or cloud, as it is now,
The sky was blue like the deep lake =~ ah, but the lake is
no lenger blus. No, you have never seem blue that was that
blue, Perhaps, someday. « « « But I must go on. (PAUSE)
I sat on a high hill that day and many lines eame up inte
the sky, They were far away and they were high == high like
the sun and the moon. The lines moved quickly and straight.
But there were other lines that went up to meet the first
lines, And there vwere lights in the sky. And the lights
in the sky vere net stars because the sun shown and night
had mot yet oome. . + »

BLIND TELLERs (BREAKING IN) The light! I see the lightl
TELLER; (CONTINUING) I watched and far away there were other
lights. They verse like many suns and indeed they were

brighter than the sun above.
BLIND TELLERs It was light. It was se light that there wvas
darkness|
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TELLER; (CONTINUING) The light was far away but my eyes hurt
from the brightness and I turned away,

BLIND TELLER: (SHOUTING) It was a great lighti! I ses the light!
There is It (STOPS ABRUPTLY, THEN LOWERS HIS HEAD AND
HOLDS HIS HANDS OVER HIS FACE) There is dariness now. Omnly
darkness.

TELLERs Then there were moises, great moises. They were loud.
I do not know how loud because I was young. I was afraid,
but I looked around., « . « Where the great suns had been
there were clouds . . » and they began to fill the sky.

BLIND TELLER: There is always darkness after the great light,

TELLER; Themn, & warm wind hit ny face like a breath. I was
afraid and raa to find a place % hide. I ran avay frem
where the 1lights had been, but the clouds followed. And
then there were other lights in the sky and they were almost
all around me al though they were far away.

BLIND TELLERs (ONCE MORE SITTING ERECT AND WITH HIS HANDS CLASPED
IN HIS LAP) That is truth.‘ There were many lights. But
I only see the first one. After that all is darkness. It
wvas 80 with my father.

TELLER; But the far-away lights became clouds also and helped
£411 the sky. . « « The clouds were the Death, but I did
aot know it then, They would have found me except for the
Teller. He was old but he saw me and hid me so that the
Death oould not find ms, And we were not alone for the Teller
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was wise and he hid many people frem the Death. (He was
called the Teller of the Iruth because he knew the truth
about It and the Grest Burning « . » and why they came.)
(PAUSE) And soon the noises were ne more, The Teller said
there would be me more lines in the aky. He said that seen
the hills would not be green nor the lake blue as before.
And he told me that It made the great lights which were like
stars but were not. And he said that It was mot one, but
many, (PAUSE) Them he cried like a bady eries whem it
wants food, but the Teller did mot waat food. It must mever
ceme again, he sald. And then he cried again. (PAUSE; THEN,
FINISHED WITH THE MEMORIZED SPEECH, HE RESUMES SPEAKING FOR
HIMSKLF) These were the words which my father's father
learned from his father. I learned them from xy father who
learned them from his father, That is wvhat was . . , and
et is truth. I swear i1 |
THERE 1S COMPLETE SILENCE WHEN THE TELLER FPINISHES.
DISSOLVE TO SCENE WITH THE OLD MAN AND FIVE BOIXS.
OLD MAN: That is what the Teller said,
1st BOYs And that is the tale?
OLD MAN: That is ome part, yes. Why do you questiom what I have
said?
THR 3rd BOY GIVES THE lst A GLARING LOCK.
lst BOYs (SLOWLY) Well, if it is as you say. . . « (QUICKLY)
The tale does not sound like a real-tale!
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3rd BOYs And what does a real-tale sound like? The old one
tells the truth and he is wise. . . « Besides, the tale
is from other times and other plages. How could it sound
like a real=tals of now? MNow san youe=~

lst BOY:s (REBUKING THE 3rd BOY) Now who's doing all the saying
of words!

2nd BOYs Tell us abeut It! Why did It come?

QLD MAN; If youee

Lth BOYs How did the first Teller know abous It?

3rd BOYs Shhhhhhhhh, Let the old mam speak.

OLD MAN: If you will let me, I will try to amswer all yeur

‘ doubts, I oaly wanted to rest a while.

3rd BOYs Rest all you want, old ome. Therse is time before we
mst ge.

lst BOY: There is mot much time. The shadows grow longer.

OLD MAN:s That is truth, (PAUSE) The things all of you ask are
good, They show true theughts. Many of the same thoughts
went through my head as I sat before the Teller of the Truth.

DISSOLVE T0 SCENR IN THE CLEARING WITH THE PRIESTS,
THE TELLERS OF THE TRUTH, THE TRIBE, ETC.

OLD MANs (CONTINUING, VOICE OVER) Thoughts were held by others
of the tribe, but no ens said any words in a loud vay. « « «
Thea, since I knew they ocould kill me only nne time, I asked
sbeut & thowght in my head. (POIKTS TO THE 4th BOY) It
was the thouwght you just said.
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THE WHISPERS OF THE CROWD, THE CRACKLE OF THE

FIRE, AND OTHER NOISES FADE IN. THIRE IS A PAUSE BEFCRE
TAGU SPEAKS TO THE TELLER.

Who was the Teller that he could know about the coming

of It?
TELLERy He was wise and knew the truth., . . » He was the father

of my father's father.
But how did he know It would come? How did he lmow It
would make great light and also bring Death? Was he a God?

TELLERs The first Teller was not a God, but he vas as much like

& God as a real-person oould be. (PAUSES AND SMILES AS TAGU
DOES NOT KNOW WHAT T0 MAKE OF HIS WORDS) The evilness and
the foolishness of what you have doms is going out of you,
You are confused and much doubt rums through your head.
(PAUSE, THEN HE RAISES HIS VOICE SO THAT ALL THE PEOPLE CAN
HEAR) Listem new to the tale told by the first Teller. It
is truth, The old writings tell it. . . + This tale is
sbout It and why we say and know that metal kills. (PAUSE)
The first Teller was a maker of It. . . . He and others
14ke him == and ether people also -—- made the first It.
They made It in other times and other places, long ago and
far avay. This was wvhem the Teller was not old and the
times were not like now. . « « The Teller sald that was
vhen moR . . o OF ~- real-pecple were ocalled that because
all were real thea == that was when men could have made things
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80 It would not oame, even though they made It. « .« «

TAGUs (TAKING ADVANTAGE OF THE TELLER'S MOMENTARY PAUSE) How
could It be stopped if the first Teller and the others mads
It?

TELLER: Becauss they were wise in the ways of It and knew Death
would ooms.

TAGUs But if It was made, how--

CHIEF PRIEST: (UMABLE TO RESTRAIN HIMSELF ANY LONGER, JUMPS UP
AND SHOUTS AT TAGU) Quiet! Let the Teller say the talsi
TELLFRs (MOVING TO HOLD BACK THE CHIEF PRIEST, GIVES HIM A HARD
LOOK WHICH SOMEWHAT COWERS THE PRIESTj; THEN, TRYING NOT %0

EMILE, HE LOUKS AT TAGU) Let me tell the tale and you shall
leara truth, (TAGU LOOKS AT THE GROUKD, SOMEWHAT ASHAMED)
The Teller told about that time befere the first It came ...
vhen the Teller and the others like him knew what It oould
40, (They knew those things besause they were wise,) He
said the words many times to the father of my father's father

and they remambered. But there were many words and they
oould not remember them all. , . + The Teller said the words
like they were not words, but real. This is what he said,
1 sweer,

DISSQLVE TO SCENE OF A DiAB, NARROW CONFERENCE
ROUM, THE WALLS ARE BARE EXCEPT FOR A LARGE CALENDAR, SHOW-
IN3 THE MONTH OF JUNE 1945, HANGING NEXT TO THE CLOSED DOCR
WHICH I8 NEAR THE CORNER OF THE ROGM, 1IN THE CENTER OF THE






ROOM IS A LONG TABLE WITH MANY WOODEN CHAIRS AROUND IT, AT
THE END OF THE TABLE NEAREST THE DOOR SIT THREE MEN WEARING
WHITE LABORATORY COATS, EACH WITH SEVERAL NOTE-FILLED SHEETS
OF PAPKR IN FRONT OF HIM,

S8ITTING IN THE END CHAIR IS FRANK, IN HIS3 ERARLX
SIXTIES, THE OLDEST OF THE THRARE, HK IS OF MEDIUM HEIGHT,
RATHER SLENDER, AND WEARS GLASSES., OF GERMAN JEWISH PAR~
ENTAGE, HE IS WARM AND CORDIAL WHILE RETAINING AN AIR OF
ARISTOCRACY. ON HIS LEFT, WITH BACK TO THE DOOR, IS GERALD,
AGE THIRTY, UNASSUMING AND "ORDINARY® IN APPEARANCE, THE
YOUNG PHYSICIST IS QUICK OF MIND AND MIGHT BE S8AID TO WOR-
SHIP HIS OLDER COLLEAGUE, OPPOSITE GERALD SITS LEON, A
SHORT, STOCKILY BUILT HUNGARIAN OF FORTY-FIVE, ALREADY SHOW=-
ING EVIDENCE OF A RECEDING HAIRLINE,

FRANKs (TO GERALD) You are sure David will be hers soon?

GERALD; Yes, professor. He just said he might be delayed a few
aimutes. Don't worry.

FRANK; It is enly that the time is so short now,

LEONs That is true, Frank, but I think we should have a majority
here, This matter is too important not to make sure we agree.

FRANKs; You are right, of course,

GERALD: You know, I shudder when I think of what's being dome
on this preoject . « orm what's not being done, now
that Hitler is finished. I'm sure I don't know vhat all
the consequences of IV are going to be, but I do know some
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of them,

LEON: Pretiy terrible, I'm afraid.

QERALDs You beth must wonder at times if you made the right
cheies . . « ooming to this country only to find more in-
bumanity teward man . . . especially after the hell you
must have gome through in Germany in the early '30's.

FRANKs Oh, I'm sure we made the right choice. There is still
much more freedom and toleranse here than inm most parts of
the werld, It'cjutWtumu-nbmomm
bern into this great country. You have mever known political
fanaticisa and vhat it can do to the peace of academie life.

GERALD: 1 suppose 86 « « »

LEON: If freedom is maintained here it will be despite the efforts
of many blundering military personnel, I'm afraid,

GERALDy Why do you say that?

LEONs I'm thinking of the Qeneral. The one fear he has is that
the war will be finished before It is.

GERALDs (NODDING IN AGREEMENT) Oh, yes. You're right. « « o
The General and the politicians, . « « Why must they always
think of science in terms of warfare first, and in terms of
pesse second.

FRANK: Haven't you heard, my boy, this is a war we're fighting.

GERALD: Oh, I know that.

FRANK: (SMILES) I know what you mesn. . . . But don't take

everything so sericusly.
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I thought this matter vas serious.

FRANKs The matter is serious, Leon. But . . . oh, never mind.

What I vas really going to say is that ve, as scientists,
are at least partly to blame for what the politicisns think.

GERALDs (QUICKLY) How's that?

. FRANK:; Well, after the earefree and easy days in GSttingem . . .

(TURNS TO LEON) and Berlin, %00, I think . . « after the
easy times in the 1920's, we tried merely te igmore the
outrageous events which followed im 1932 and '33,

GERALD; (SHAKING HIS HEAD) I + o + I donite=

FRANKs Oh, now look: « « + Take scienes as an example. It is

almost a principle for us t0 select from am infinite nwmder
of unselved preblems oaly the ones whioch, aseerding to our
knouledge at the time, we think we can selve. Them, bessuse
of our adherense 1o the scientifis methed, we subject eur
results to severe criticism. And what is the result of these
wo "umritien lawe?® Well, en ene hand, we know very little,
but on the other, we sam be sure of what little we do know,

GERALD: What has this to do withee

FRANKy let me fimish. . « « The trouble is that we scientists
have not been able to apply these ., . . these principles
(I suppose) « « » to the complex problems of the eritical

LEONs

world snd seeiety. . . .
Please don't make thas a blanket statement, Frank.

FRANK; Oh. Yes. Excuse me. « . Forthomtggr_t_,uaro
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cauticus and not inclined t0 accept total selutions. Th§
objectivity we profess has kept us from taking strong stands
in politisal matters, in which the right 4is never on one
sides + « « S0, we have taken the easy way out and stayed
in an ivory tower. We have not been concerned, at least
in the past, about any respoasibility toward either good
or evil situations.

OERALDy And what cowld you have done about Hitler snd his . . .
his decrees?

FRANKs We could have been more sware aad at least lst other
people know what was bappening.

LEONs Which is exactly what we are trying te do mew, if David
will get here with his cutline.

GERALD: I understand all that. But to me there would be a let-
down or something, « . . working under the present eonditions
of secrecy and all the other restrictions, after the . . .
(ALMOST EMBARRASSED) the "golden years of physics" at
O¥ttingen, scmeons has called them,

FRAMK; (WITH A SLIGHT SMILE) They were good years, Gerald, but
they are gore . « « in the past. It is more important to
m....u’enlytruthoaunﬁpointotaMcpmtu
¢ » o that here in Chicago we have acoomplished more in three
years than in all the years at (Sttingem.

GERALDs But the times must have been exciting, none the less.

FRANK: Yes, we had our fun, and worked hard.



GERALD: Questioning everything Rutherford and Bohr did.

FRANK; Yes, we did . . « and everything of Planck and Einstein
and the Curies. . « . (GIVING A QUICK LITTLE LAUGH A4S
HE TURNS TO LEON) Leon, do you remember what they said
Somnerfeld used to tell his students at Munich?

LEONs Hummmam, no, I don't think so. |

FRANKy He said everyone entering the study of physics ought to
be warneds ®Caution]! Dangerous structure! Temporarily
closed for complste reconstructiony® (LEON SMILES)

GERALD: Yes, and then came Hitler . . . and complete destruc-
tion of all that was good.

LEONs He wasn't the only one. Don't forget the Comxunists.
They wers almost as bad as the browm shirts.

FRANK; Most of us were lucky, though, and got to Copenhagen
and Lendon.

GERALDs But the facilities were inadequate for all of you. .. .

FRANK; Yes, they were, after a while.

GERALD: Then Einstein came over here . . . to Princeton. . « &
I was just a freshman in college, but I remember it was
quite an event. My physics professor said the effects of
his eoming to this country would be farereaching. I cer-
tainly had no idea all this would happen.

FRANKs The United States was the logical place for us to oome,
even if there hadn't been so much freesdom here., With all
the many hundreds of universities, it offered great oppore
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tunities for many jobs,

LEON: But we didn't all migrate here at the same time. . .

It was a couple ef ysars before things got too erowded in
Iree Europs.

FRANKs (TO GERALD) He remembers those times well, (LAUGHS)
It vas in October of 1933 he got a strange idea that a chain
reactioa could be realised . . . if an element could be
found that would emit two neutrons when it swallowed wp
one, |

GERALDs I didn't know that! That was only a year and a half
after Chadwick discovered the neutront

LEON: Yes. I suspected beryllium at first, then some other
elements, including uranium, For some reason the erucial
experinent was never carried out.

FRANK; (TO GERALD) You have no idea what a prophet we have in
our midst, . . . He wvent first to Vieana after leaving
Berlin, you know. But he was there only a few weeks before
he saw that Austria too would eventually be overrun.

GERALDy No, I didn't know that, either.

LEON: There are no prophets in soience. . . « And just remember,
several people probably split atoms with neutrons many times
before Hahn and Strassmann definitely proved it possible in
1938.

GERALD:; Fermi was undoubtedly the first to do it, wasn't he?

FRANKs Yes, I think so. Only he misinterpreted his results and--
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THERE IS A SUDDEN INSISTENT RAPPING ON THR DOCR,.

FRAKK RAISES HIS HAND AS A SIGNAL FOR SILEXCE. THE MEN
LOOK INTENTLY AT THE DOOR.

FRANK) Who is it?

VOICE: It's David,

FRANK: (RECOGNIZING THE VOICE AND MUCH RELIEVED) Oh, come in,
The door isn't locked,

THE DOUR OPENS AND A MAN OF ABOUT FORTY ENTERS,

THEN CLOSES THE DOOR. DAVID IS PERSPIRING, HAS THE SLEEVES
OF HIS SHIRT ROLLED UP, COLLAR OPEN WHILE GARRYING HIS COAT
OVER ONE ARM AND A BRIEFCASE IN HIS HAND.

DAVID; (WIPING HIS BROW AS HE TAKES A SEAT NEXT TO GERALD) I'm
sorry i'm late.

FRANK; That's all right.

LEONs Only we don't have much time.

QERALDs How are you, David?

DAVID; (IGNORING LEON'S REMARK) Oh, I'm fine now, except for
the blasted heat.

FRANKs It's rather nice down here though, don't you think?'

DAVID: Oh, yes. But lord, it's unbearable outside.

GERALD; I thought yesterday was even worse . . . more humid.

LEON: Do you have the outline?

DAVIDy I have more than just am cutline; Leon. (TO GERALD)
And I think you're right about yesterday being hotter and
more humid them today. (PAUSE) I was downtown yesterday,
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hurrying arcund too fast, I guess . . + and thinking about
the cutline, and suddenly I got a very strange feeling.
1t vasn't as though 1 was faint or sick . . « just something
strange., 1 guess it was like ¢ ..« Woll ¢ . . like a visiont

GERALD: A whatl

DAVID: Don't laugh, I ean't exactly explain i, but I think
you might call it, or whatever it was, & vision.

FRANK:  You've been working awfully hard lately, David.

DAVID; Not any harder than anyone else. HNow let me explain.

LEONs I think maybe we're all a little crasy these days.

DAVID: As I said, I was walking fast down the street whea this
e ¢ « this vhatever-it-was hit me. I stopped and looked
around, but everything seemsd perfectly normal, Thea I
looked up. 7The mext thing I knew there was something like
a great flash of light. Maybe it was a sudden reflestioca
off some glass or something metallic mirroring the sunees..
Anyvay, I was blinded by it for a minute, and even after
that I seemed to ses the light whenever I looked at some-
thing. And while all this was happening, it seemed as if
all the buildings and the skyscrapers were crashing down
arcund me, and all the time there was this sensation of the
sky all in flames, . . . (IN A HUSHED VOICE) But the
strangest thing about the whole situation was what kept
coming into my mind eover all the rest of this., It was al-
- most as if someone was standing in back of me saying: "The
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Bomb. The Bomb, The Bomb. « . «" Then I thought about
the outline again and said to myself: “"Something has to be
done to warn humanity.® This thing, whatever it was, kept
gnaving at me all evening. I knew it would be impossible
to get any sleep, 80 I started writing my owm treatment of
the matter, (TO FRANK) with your permission, Frank, 1%
like to presemt the whole thing, (HE BEGINS TO TAKE SOME
PAPERS OUT OF HIS BRIKFCASE AND GIVE THEX TO FRANK) -

GEKALD: That must have been a terrifying experience.

DAVID: It was,

LEON: Have you stressed the social and political econsequences
of atomic energy?

DAVID: Yes, I tried to. Most of the report is still going to
be based on those two points, isn't it?

FRANKs (STUDYING DAVID'S PAPER) Oh, definitely. We all agreed
on that,

DAVID: (TO LEON AND GERALD) 1 divided the report into four
sections, five counting the suxmary. The first one is--

FRANK; (SUDDENLY INTERRUPTING) Good, very good, Listen to
this. This is from . . . (QLANCES AT THE PREVIOUS PAGE)
from the "Preamble.® It says: "We, as scientists, do mot
presume to speak authoritatively on problems of national
and iatermationsl policy. However, we found ourselves, by
the force of events, during the past few years . . . in the
position of a group . . ." make that small group. (HE TAKES
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OUT A PENCIL AND MAKES THE INSKRT)

LEONy Just read it, Frank., We'll make corrections after giving
it a cleser reading.

FRANK: YeS. + « « To contimue; "Howsver, we found eurselves,
by the forece of events, during the past few years . » . in
the position of a small group of citisems cognisant of a
grave danger for the safety of this country . « « as well
as for the future ef all the other natioms of which the rest
of mankind is unaware." (NODDING HIS HEAD) Yes, I thimk
that's a good start . . . just vhat we want to say, But
let me read further.

LEONs (TO DAVID, A3 FRANK READS TO HIMSELF) ihat sort of an
active stand did you recommend the Secretary of War take?

DAVIDs Well, as yeu suggested, I said an International Coatrel
Board should be set up te soatrol the mining of uraniwm ere.

LEON: (SOMBEWHAT IMPATIENTLY) TYes, but did you mention any inter-
national agreement? There must be an agreement included,
o ¢ o SN that sets forth comtrols of nuclear arms!

DAVIDs Yes, I specified that. And also, no paper agresment.

LEON: Good|

GERALD: What's that?

DAVID: MNo paper agresmemt. . + .«

LEON: JNe matiea is going to trust any other nation merely en
the basis of a signature., That's %00 big a gamble as long
as Hitlers can spring up any day.
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DAVID:s And as long as there are communists.

LEONs TYes, espesially while they are around.

FRANKs Ah, splendidi Very good! Listen to this, everyone....
*Scientists have been accused many times of providing new
weapons for the mutual destruction of nations, Imtud of
improving their well=being, The discovery of flying is an
example, It has brought humanity much more misery and sufe .
fering than enjoyment and profit., However, in the past,
scientists could disclaim direoct responsibility for the use -
to vhich mankind had put their disinterested diseoveries.
We feel compelled to take a more agtive stand now becanse
the success which we have achieved . . « in the dsvelopment
of muclear power is fraught with much greater dangers than
were all the inventions of the past. All of us, familiar
with the present state of mclmiu, live wvith the visiom
before our eyss of sudden destruction visited upon our ewm
oountry. Such a disaster ocould well take the form of a
Pearl Harbor magnified a thowsand-fold in every major city
of this country....* HNext paragraph.... "In the past,
science has often been ahle to provide counter-messures
against new weapons of aggression which seience mads pos~
sible. Today, however, scientists sannet promise such
eouater-measures against the destructive use of muclear
power, Protection can only come from a world political
erganisation. Among all the arguments calling for such






an organization for peace, the existence of nuclear weapons
is the most oompelling one. Unless this is done, there will
be a nuclear armaments race which can only lead to total
mutual destruction.®

LEONs Yes. 1 think that is very good.

FRANKs It's splendid!

GERALD: I agreel

LEON; (70 DAVID) Do you go en te mention Russia?

DAVIDs Oh, yes. The next section of the paper is entitled:
"Frospests for an Armaments Race.® 1 mention that Russia
understoed very well the facts and implications of nuclear
Ppover . . o 88 early as 1940,

LEON; Yes, With Kapitsa still held there it shouldn't take them
very many years to ¢atch up with us,

FRANKe (LOOKING UP FROM THE REPORT) Now let me see. Under the
next section: "Prospects for an International Agreement. .. ."
You say here, David, that the. . « »

DISSOLVE TO THE SCENE WITH THE TELLERS OF THE
TRUTH, THE PRIESTS, TAGU AND THE TRIBE.

TELLERy (AFTER A LONQ PAUSE) And that is all. . . . In other
times there was more of the tale. There were many words ...
more werds than one oould remember. But they are truth and
they are the words the first Teller said. He said them o
the father of my fathert's father . . . who said them to my
Lfather's father . . . who said them to my father, who said
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them to me. . +» « Now, I have said them . . « and I have
said them many times to many people. These words are why
It sust never oome sgain, The first Teller said the words.
He and others like him wers sorry they made the first It.
e o o That 1s why It came in other times and other places.
It vas made of metal and It made the Oreat Burning and the
Great Circle of Dead Places. That also is why It must never
ocoRe again. o o « JNov I must rest.

THE CHIEF PRIEST JUHPI‘I'OHIS’!EE‘I. THE ASSIS-
TANT, JUST A8 QUICKLY, NOVES T0 HELP THE TELLER SIT DOWN.

CHIEF PRIEST; Bring eocol water for the Teller of the Truthl

WITH THE SCENE ONCE MORE FILLED WITH EXCITERMENT,

) / T,

L )
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ACT IlI
FADE IN 8CENE OF THE OLD MAN WITH THE FIVE BOYS

SEATED IN FRONT OF HIM, THE BOYS WEAR RBAGER LOOKS ON THRIR
FACES ANKD ARE IMPATIRNT AND RESTLESS, -

1st BOX; Tou have rested much, old one. Fimish the tale. How
did you get avay?

OLD MAN: (AFTER A PAUSE) I did met run awvay.

lst BOYs But you said they were going to kill you,

OLD MANs But hers I am, se they did met kill me.

and BOYs What did the priests and the Tellers do? Say the words!

3rd BOYs He will say them whea the time is right. (20 THE OLD
NAN) De you want escl water, old one?

OLD MAN; (SHAKING HIS HEAD) Ko more. I have had mush.

1st BOYs (GETTING MORE IMPATIENT) The tale, old enet

OLD MAN; (AFTER SETTLING HIMSELF AND GRASPING ANEW HIS METAL
STAFT) The words of the Teller were not false. There vas
much truth in his words, in many ways. . « . The words were
not words, but real. . . . I knew the real words were truth.

3rd BOYs (THOUGHTFULLY) The Teller uﬁ Death is many things,
did he mot?

OLD MAN: (WITH A SLIGHT SMILE) That is se.

Lth BOY; (WHINING) Tell us the tale.

3rd BOYs (IGNORING THE Lth BOY) Gould not wruth be like Death,

e o o Rany things?



OLD MAN: Ahaaaa, yes. That is so. That is so.

3rd BOY; And did you say that te the Teller?

OLD MAN: Say that truth is like Death? No. I said nothing ...
Just as before. In my head I said it. « « « That and many
others went through my head as I sat before the Teller.

DISSQLVE TO SCENE IN THE CLEARING WITH THE PRIESTS,
THE TELLERS OF THE TRUTH, TAGU, THE TRIBE, KIC.

OLD MAN; (CONTINUING, VOICE OVER) The people of the tribe had
thoughts. But they did not say any words in a leud way,
Just as before, And their thoughts were differemt, I ceuld

tell . . « oven though they did not say them. The new
thoughts were of fear. . . « Fear of It . . . fear of the
Teller , + « fear of the priests.

THE WHISPERS OF THE HUNTERS AND THE REST, THR

GRACKLE OF THE FIRR, AND OTHER SOUNDS FADE IN. THERE ARE
SEVERAL MOMENTS OF SILENCE BEFORE TAGU SPEAKS TO THE TELLER,
WHO SITS IRINKING WATER FROM A WOODEXK BOWL. THE CHIEF
PRIEST IS ON HIS KNEES BESIDE THE TELLER.

TAGU; But does metal always have to kill? Can not metal help
0 keep 1ife?

CHIEF PRIESTs (OGETTING TO HIS FEET) You have heard the Teller
say the truth . . . and still you do not believe?

TAGUs The words of the Teller are real to me, They are so real
they are not words. . . » But is truth always that which
is best?



CHIEF PRIEST: (EXASPERATED) Oh, yow. « o |
NOT KNOWING QUITE WHAT TO DO, THE CHIEF PRIEST
TURNS TO FACE THE TELLER, WHO MOTIONS THE PRIEST T0 81T
DOWN., THEY HOLD A HURKRIED CONFERENCE WHEKREUPOM THE CHIEF
PRIEST RISES, BIDS FOR QUIET, AND ADIRESSES THE TRIBE.
CHIEF PRIEST; Bﬂqncal (PAUSE) Hunters! Tribesmen! (PAUSE)
Take heed to what happens hers. You have heard the words
of the Teller. I kmow you have sesa truth. (POINTING TO
TAGU) DBut not all kmew truth, even now. There is sia and
shame, (PAUSE) The sin and shame must be taken away. (70
THE TRIBE) Go mow. . . « G0, for the Tellers must use
their greatest powers from the Gods. It would be t00 great
for you te see. (THE PEOPLE BEGIN TO LEAVE) Go now aad
knew the truth . , . that metal kills . . . that It must
never oome again. . + « But, hunters! Guard well the eamp
this aight! 8in is near. If the boy-hunter should try te
flee , 4 + before all the evilness is gone. . . »
THE PEOPLE LEAVE, INCLUDING THE HUNTERS GUARDING
TAGU, HE NOW STANDS ALONE, A3 THE LAST OF THE TRIBE GO,
THE CHIEF PRIKEST BECKONS TO THE 2nd AND 3rd PRIESTS. 1IN
THE MEANTIME, THE TELLER GETS TO HIS FEET WITH HELP FROM
HIS ASSISTANT,
CHIEF PRIKSTs (70 THE 2nd AND 3rd PRIESTS) Go with the hunters.
Make sure there are guards all around . . « but not too close.
THE PRIESTS GIVE SHORT BOWS AND LEAVE., FOR SEVERAL
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MOMENTS THE CHIEF PRIKST AND THE TELLER STAND AND STARE
AT TAQU.
CHIEF PRIEST: (70 TAGU) Come herel
TAGU DOES NOT WANT TO GET CLOSER. HE LOOKS
AROUND, BUT DOES NOT WANT TO RUN EITHER.

CHIEP PRIESTs Come « « « herel

TELLERs Do as he says.

SLOWLY, TAGU APPROACHES THE TWO MEN,

CHIEPF PRIESTs (10 THR TELLAR) He did mot get fear from the
tale, but look at hAim new}

TAGU: Bo one wants to die.

CHIEF PRIEST: JYew will net die . « « DOV NOW, . . » Real people
are fow, You are ene of the most real, There are evem
less of you.

TAGUs Then Wiy « « » Why did you send the rest amay . . . and
say teo them, , . ?

CHIEF PRIESY; By your astions you will eause the pesple »et teo
follew us, There is truth ia what we say. If the hunters
thiak they are wise . . . and go off te themselves . . «
1% vill be easy fer the wild-enes te kill them.

TAGUs Bu$ why esnnet metal be wsed? Surely we are met so wise
that ve oan make It.

TELLERy That will ecme.

TAGUs But » « «» Wo ¢can try=-

CHIEF PRIEST: (TO THE TELLER) He is not #0 wise as I believed.
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TELLER;s If not mow , . « soom,

TAGU: Whasa + . What is going to happen to me?

TELLER: You will leara soom.

CHIEF PRIESTs (TO THE TELLER) He camnot stay with the tribe
now,

TAGUs (INCREDULOUSLY) Cannet stay? But . . . you would not
PRbBme. ¢ o o |

CHIEF PRIEST: You eanneot stay.

TAGU; But I must! They wewld. . . | I will net use metall I
will use oaly stone spears! DBut do mot putl me eutl
CHIEF PRIEST: (LAUGHING) Ha, hassa, Leek at the fear, now!

TAGUs Aleme, I would de—

CHIEF PRIEST: Yes. All the metal point spears you sould earry
would mot be emough . . . alons! The wildeones would find
you, You aight kill some, but they would wait. They would
have much time.

TEILER: And they would find your spears. That is the mest im-
pertant. They would find the metal. Ia time, they, %00,
would know what you know. They would met have fear of metal.
(PAUSE) Im time they would use them to fight the hunters.

CHIEF FRIESTs The metal would go through the protectors made
of skins,

TELLERs Them the muaters weuld know about metal. They weuld
make spears vith is. They would kill the wild-ones with
the metal point spears. . . . MNetal does killl
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TAGU: (AFTER A PAUSE) I + « « I understand. But . « « but
cannot metal do other tasks? Must metal always kill?
TELLERs No, not always. Metal did not always kill in the other
times and other places. Metal was used for many things ...
the old writings say. The real-people of the other times
learned to make metal do many things. They called thats
IW..

TAGU; (THOUGHTFULLY) Progress. . « .

TELLERs From "progress" came It.

CHIEF PRIRSTs It was "progress” . . . and It made Death comel

TAGUs If the realepecple . . . those like the first Teller of
the Truth, . . « if they were so wise, they could make It
e » » could not they be vise to the ways of It . . . and
»ot make It?

TELLER) Bub they did not . . « in the other times, long ago.

TAGUs That is truth, but must that be in the other times to oome?
Will not other real-pecple esms after us? If they are more
real than we are. . . » Will not they learn to use metal?

TELLERy Not if the priests of this tribe, and the other tribes,
san keep the people in fear.

CHIEF PRIEST: We will}

TAGUs That is not & way of truthl

CHIEF PRIEST: Fear is the only wvay! The bhunters must always
fear metal. They must also fear Itl

TAGU:s The hunters should remember It . . « but only so that they



-85~

will not let It come again . . . in the other times to ecme,
TELLERy (SMILES) There is truth in what you say . . . if all

real-people would be like you. But they are not and they
will not. I have seen many things in the Dead Places. I

know many things frem the old writings. . « « Someday you
will know,
TACUs Howvam I to know . « « if I am % be put out of the tribe?

TELLER; (WITH A SWEEP OF HIS HAND TO INDIGATE THE OTHER TELLER
AND THE ASSISTANT) You are to oeme With us... . In time,
you will learn the truth and the werds I say.. .. In time,
you will be a Teller of the Truth)

TAGUs (SURPRISED) But . « « de you net have a son whe will be
Teller? I am mot of the first Teller . . . or frem the Dead
Plases, I~

TELLER: That does net matter. I have a soa . . + and he Wil
be a Teller, but , . . he will mot say the words. (POINTS
TO THE ASSISTANT, WHO THEN SMILES) There is my seal

TAGUs I thought. . « »

TELLER:s The ways of the Gods are strange. My son will be a
Taller, dat the truth can only be in his head. . « . He
ocsnnet hear the words or say them, but I believe he knows
them,

TAGUs Yow make the echedee hard. . . .

GHIEF PRISSTs You have mo choice! You must gol

TAGU: (TO THE CHIRF FRIEST) That is not the choiee. (TO THE
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TELLER) I will go with you. But know that I cannot be a
Teller.

TELLERs There will be time for you to decide. « « «

TAGU: I will go with you and lock for the truth. Maybe I shall
find the wvay of truth. I know only that fear 1s mot the
way, Ia the time to come . . . maybe I will know.

TELLER: Yes., (WITH A S8MILE) You are young. We shall see.

TAGUs Do mot laugh. . « . In your werds, the friemd ef the first
Teller sald . . . the past 1s gome. That is fer us te learm,
also, We live now smd for the times to esme. We must find

the way te live witheut fear . . . and witheut fear that It
will eome again and bring the great lights . . . (HE LOOKS UP

INTO THE SKY) the lights in the sky that are net stars. . . .

BLIND TELLER: (STILL SEATED ON THE GROUND) The lighti I see
the light! It is a great lighti

DISSOLVE SLOWLY TO THE SCEME OF THE OLD MAN AND

THEFIVEBOIS.-

OLD MAN; (AFTER A PAUSE) That is all there is to say of that,

1st BOY; Yeaa! The tale is fimished. Let's go!

OLD MANs; Waitl

1st BOYs Yeu said that was all.

QLD MAN: There is some mere. . . « It 18 not emough for you
10 remember just the werds I have said aboute-

1st BOIs Oh, ve'll remember. (70 THE OTHERS) Oome, now, We
have waited t00 leng fer the foolish tale.
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2nd BOY: Yes. Let's gol
THE 1st, 2nd AND 5th BOYS JUMP UP AND START TO
SKIP AWAY, THE 4th BOY JUMPS UP ALSO, BUT THEN HESITATES,
HE LOOKS AT THE 3rd BOY FOR A MOMENT, THEN RUNS ALONG TO
GATCH UP WITH THE OTHERS.

3rd BOY; (REMAINING SRATED AND LOUKING DEEP INTO THE QLD MAN'S
EYES) I will remember, old one . « « I will remember.

OLD MAN; (SHAKING HIS HEAD) It is not enough « . « just to re-
member, But perhape . . . (HE BRIGHTENS A LITTLE) perhaps
one day you will journey far into the Great Circle of Dead
Places . « « and learn from the old writings,

3rd BOY: I will remember and I will go, old one. One day I,
too, will go to the Dead Places . . . and search for the
twue wvay, « o

OLD MAN: (AGAIN SHAKING HIS HEAD) If only there were enough....

THE CAMERA PULLS BACK SLOWLY FROM THE OLD MAN AND
THE 3rd BOY, AFTER SEVERAL MOMENTS THE FOLLOWING PASSAGE
IS SUPERIMPOSED.
VOICE: (ECHOING) "Time present and time past

Are both perhaps present in time future,

And time future contained in time past.

If all time is eternally preszent

All time is unredeemable.

What might have been is an abstraction

Remaining a perpetual possibility
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Only in a world of speculation.

What might have been and what has been
Point to one end, which is always present.
Footfalls echo in the memory

Down the passage wvhich we did mot take

Towards the door we never opened. . . J

(From Burnt Nortom
b’ T. So m;E.,



CHAPTER IV



THE PROBLEMS OF WRITING

Befere the fimal draft of Other Times, Other Plases was
committed to paper, the writer fesed several writiang problems. The
biggest cbstasle to evereome was finding a way %o express the idea
whieh needed to be told, A% first, the mistake was made of attempt~
ing teo put the idea abeve what sheuld have been the real goal «- re-
lating a believable stery about *real” people., In this initial try,
wvith theme as the primary coneera, the play bessme & group ef obe
seure symbols, images and mestaphers. What was being attempted, in
mmtmm.tmun;mh'.mnumm
riences in mstaphor sad symbols.” Them, te “use the imagery eof
esmmen life sbout sbservable sxperienses and 1if¢ the imegery DLy
making 1% represent semething more than itself® = truly a nebls idea.
Reflestion soom raised some questions about the "noble idea,® how-
ever. Where was the ecafliet? What were the temsions?

3ti1l pessessed with the need to relate vital thoughts ea
the fate of humanity in time future, the writer turned to a differe
ent approach. After doing a great deal of research on the history
of the development of atomis weapons and, subsequently, deviees of
an,‘udunnmmob’&yhﬁttopm;
group of doeumentary sketches in order to tell the story. The sketches
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weres to be told in time future by a marrator recalling the events
from the past. This story idea and fora had many more possibilities
than the first oms, but several necessary elements were also lack-
ing. The historical portioms, although full ef irony and interesi-
ing faots, did not mean much by themselves. If the eonglomeratiom
sould have been presented on televisica, most of the viewers probably
would have said: "So what?® Ia reality there was no story. The proe
tagonist, although a group pretagonist as im the preseat version of
Qther Times, Other Places, was vague. Oenerally speaking, the theme
was still wppermest rather than a believable stery about "real®
poople,

The next step was an attempt 40 "get sway® from all the ma~
terial in hopes of gaining some perspective. But alas, time was not
kind and all theughts en the subject were fussy. The writer was al-
Rmest ready to try semethiang entirely differeat whem & friend, iaferm-
od of the situation, pesed some questions and made some suggestions.
This help preved te be the spark meeessary for the writer. The reader
bas seem the results in Chapter III == the play.

Aside from the overall comsiderations, bhowever, the writer
faoced problems within the present form of Other Times, Other Places,
The ocbatacies sesmed almost endless, partly because the sudbject vas
an wafemiliar ewe.5? For example) If a majority of all cities ia

53The writer believes the subject matter is a vital issue
vhieh any persom who contemplates writing an original televisiom play
should take into very careful consideration. The use of familiar
subject matier simplifies the writing process a great deal., Unfa-
niliar material seems to pose a greater challenge, however,
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the United States with a population in excess of 75,000 were hit or
"near-nissed” with nuclear weapons, would it be possible for certain
areas to be spared? If mot directly destroyed, which areas would
be subject to fallout, given a specific set of meteorological cone-
ditions? Of the increasingly smaller number of places, which might
be least subjected to fallout of radiation, say with a twenty-five
yoar half-life? What would become of a highly complex civilisation
suddenly stripped of all publie utilities and all the thousands of
other services and luxuries takem as mere commonplace? What would
the pecple be like -~ those lucky enough to survive all the holocaust,
possible starvation and the mecessary foreed imprisomment to escape
destruction by radiation? These and literally hundreds of other
questiens had to be answered.

When a specifie group of characters was decided upon and
then put in a particular set of circumstaness, how would they act?
What would they say? Slowly the drama began to be written; them,
in a sense, it began to write itself. Tagu, the Chief Priest, the
Teller and all the rest started t© come alive. Gradually, the hard
work of many months became real pleasure and excitement.

Other Times, Other Places is now a piece of literature. Only
time can test its worth as literature. . It is mot yet a real play,
bhowever, even thowgh the writer has referred to it as such. Whether
1t reads well or not is of wo importance, im the final analysis. A
play is not like a rose. A play is s play only vhem it has been
acted. That is the purpose. . . « That is the writer's hope.
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AUTOBIOGRAPHY

Thomas l.:lebi‘ Turk

The day was hot and f{irecrackers were popping wvhem I first
showed wp on the fourth day of July in 1936. Although I was born
in Indianapolis, Indiana, most of my years have been spent in near-
by Greencastle where my father is professer of romance languages at
DePauw University,

All my formal education has been in Greencastle except for
six meaths in 1948 when our family lived in South America, two months
of 195k vhen I attended summer school at Mexioo City College, Mexioe,
and my work at Michigan State University. On the basis of my high
school record I received a Rector academis scholarship to DePauw,
Although my undergraduate major was im English Composition (creative
writing) and my minor in Qeoclogy snd Geography, I reoceived a good
liberal arts education, taking courses in a total of twelve different
depertaents. After gradusting from DePauw in January of 1958, I
stayed on te take graduate work in English Composition and Speech,
primarily to finish out the college year. Following this, I applied
for admission to Michigaa State in order to take graduate work in
radie and television leading to the M.A. degres. i

My interest in the field of radio and television stems from
an earlier interest im agricuitural journalism which made it possible
for me to besome a farm newscaster, and later Fara News Director, on
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DePauw's WGRE-FM, As the result of this experience I was awarded
a student trainee position in the Office of Information of the U, S.
Department of Agriculture in Washington, D. C. for the suzmer of
1957.

Upon oompleting the Wwﬂ for the M.,A, degree at Mich-
igan State, I will report to the U. S. Air Foros for three years
service in the field of television production.



