ASTUDY OF. THE
PROBLEMS INVOLVED IN
THE RADIO ADAPTATION
AND PRODUCTION OF
THIRTEEN GREAT SHORT STORIES



THESIS

This is to certify that the

thesis entitled

"A Study of the Problems Involved in
the Radio Adaptation and Production
of Thirteen Great Short Stories."

presented by

Mery Jeenette Martin

has been accepted towards fulfilment
of the requirements for

M.A. degree in_Speech &
Dramatics

Major professor

Date September 1, 1945







=+ 15
- \:‘-




. e
R v e
AP e

— =y S i



A STUDY OF THX PROBLEMS INVOLVED IN THE RADIO
ADAPTATION AND PRODUCTION OF THIRTEEN GREAT SHORT STORIES

by
MARY JEANETTE MARTIN

A THESIS
Submitted to the Graduate School of Michigan
State College of Agriculture and Applied
Science in partial fulfilment of the
requirements for the degree of
MASTER OF ARTS
Department of Speech and Dramaties

1945



WH\‘—:-‘;

"4U' 'A‘



PREFACE

I wish to acknowledge the kind help given by
Mr. Paul D, Bagwell and by Mr. J. A, Callaway, both in
the organization and execution of this thesis.

I also wish to express my gratitude to Mr, Walter
John McGraw for his suggestions in the compilation of
the scripts and production notes and his aid in the
production of the scripts. To Miss Betty Jayne
Littlefield, also, I extend my thanks for her work as
assistant director. And, finally, I should like the
students, who worked so faithfully as actors, sound
men and engineers, to know that I deeply appreciate

their efforts.

175885



TABLE OF CUNTZNTS

. Pages
PART I - Introduction - The method used in
the compilation of this thesis and
problems of radio writing and
production 1-26
PART II - The scripts and notes on the
adaptation and production of each
script 27-248
Division of the scripts adapted 27
Stock opening and closing 28
The Cask of Amontillado and Notes 29-43
The Confession and Notes 44-58
Pickwick Papers (a part) and Notes 59-75
Fight at the liill and Notes 76-94
Child Spy and Notes : 95-110
Open Window and Notes 111-125
My Remarkable Uncle and Notes 126-141
Fog Horn and Notes 142-158
Haircut and Notes 159-175
Jane and Notes 176-1¢5
. Night Club and Notes 1906-211
My Name is Aram (a part) end Notes 212-229
Uncle Fred Flits By and Notes 230-248

BIBLIOGRAPHY



PART 1
INTRODUCTION

THE METHOD
USED IN THE COMPILATION OF THIS THESIS

AND
PROBLEMS OF RADIO WRITING AND PRODUCTION



1l

Radio, though a comparatively new medium, is rapidly
developing and improving along both educational and
entertainment lines., Its rapid growth has been as &mazing
as the miracle of radio itself. As radio has been expanded
and refined mechanically, so have the services which the
medium offers. Musioc, news and variety shows have attained
a high degree of perfection., However, except in a few
isolated instances, radio drama has not kept pace with the
rising standards of the medium,

\ Radio drama is different from any other kinds of
dramatic literature, due to the variations between this
medium and other dramatic media., Thus, we should see emerg-
ing a radio genre, a type of literature which has a true
artistic value, in addition to an amusement value. Certain-
ly, there have been strides made. Norman Corwin, for
instance, has created a kind of literature which is at once
distincetively his own and radio's. He has been much
imitated and has thus helped immeasurably to improve the
literature of radio. Too,“shows such as the Cavalcade of
America, Columbia Workshop and Lux Radio Thegtre, though
far from well-written, for the most part, have taken a
step in the right direction. Yet, there is #till much to
be desired when one surveys the field of radio writing.

" Although these shows (particularly the Corwin shows)
have developed a worth while radio literature, many daytime
serials bring little of value to the listemer. Yet, day-
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time serials reach more people than do such productions
as those just mentioned. Thus, it seems eminently suitable
that if the standards of radio literature are to be really
elevated, the foundation should be laid in these daytime
programs.“

hence,"my desire in writing this thesis was to bring
to the average person, listening to daytime dramas, or
soap operas, as they are often termed, a better type of
radio writing than is now being presented.‘ Much good
literature has not been available to the radio audience
because it is too seldom translated from another medium to
radio and produced in place of the present kind of drama.
I hoped that by effecting the transfer, I might present a
kind of radio script that would encourage listening to
more valuable literature and, at the same time, stimulate
the reading of good literature.

" My aim has been to write a series of fifteen minute
scripts to be used in place of a daytime éerialf I\ﬁéve
attempted in this series to overcome the faults inherent in
many of the so-called soap operas playing today. I am not
condemning all soap operas, but I do believe that many of
them treat their subject-matter with such a degree of over-
sentimentality as to render the story ridiculous. The
heroines and heros are constantly in the throes of somne

tragedy so exaggerated that one finds it difficult to

respect the protagonists. In an attempt to eliminate this
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defect, I chose to adapt stories of asccepted literary wvalue.
Thus, I made certain that the subject-matter was basically
well treated in the original. Then, I tried to transfer
the spirit of the original to the adaptation for radio.

Another fault of muoch radio writing is a result of
what I consider to be the misconception that the radio
audience is too stupid to remember what has happened from
day-to-day. This misconception sometimes leads to ten
minutes of recapitulation and four and a half minutes of
further development of the story. A current daytime serial
indulged in this sort of plot-padding, as it might be
called, for three weeks, during which time the heroine stood
with her hand on the door knob of the doctor's office and
thought back over her life-history. Although I believe
that, even in a serial, the reestablishment of characters
and plot could be accomplished more conclisely and effectively,
this necessity was eradicated in my series by making each
story complete in one episode.

Also, by making the episodes complete unto themselves,
the "what is going to happen tomorrow" technique, which is
often used undesirably, was avoided.

Y While I was careful to choose stories of literary
worth, equal care was exerclsed that the stories contain a .
universal appeal.‘ Thus, I hoped to ensure audience interest.
Too, I attempted to make the series entertaining enough to

encourage people to tune in for each broadcast, regardless



of the fact that there is no suspense carry-over from
program to program.“

However, the elimination of these defects, prevalent
in much present day radio writing, was incidental to my
primary purpose which was: as I have pointed out, to bring
to radio good literature of a kind which is all too seldom
presented through this medium, namely great short storiesr
It has been my aim to show that if a story has literary
value, it has radio value and could become a part of a
kind of radio literature of high quality.

Having determined the purpose of the thesis and choaén\
the stories for adaptation, the next step was the actual
writing of the scripts. Writing radio drama requires the
same knowledge of the basic elements of drama as does writ-
ing for stage or screen. Yet, it goes without saying, that
there are certain techniques peculiar to radio writing. It
must be constantly borne in mind that the radio writer is
actually appealing directly to only one sense - that of hear-
ing. It is often seid that, in radio, you write for a blind
audience. In a sense, this is true. Certainly no radio
listener today can actually see the 1ift of a character's
eye-brow or the shrug of his shoulder., But, the writer,
director and actor combine their efforts to ensure the
listener's seeing 1; in his mind's eye. The writer provides
dialogue that will fit the gesture, the director, perhaps,

suggests the voice inflection of the reading that will
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indicate the gesture and the actor puts into his voice the
tone that implies the gesture. He probably even executes
it as he reads "on mike", At home, the listener sees the
gesture in a mental 1mage; Or, it may be that the listener
sees a similar gesture, instead, one which 1s even more
familiar to him but carries the same meaning. At any rate,
he visualizes. He does not just blindly hear.

Nevertheless, the fact that the auditory sense 1is the
only one to which direct appeal is made in radio has certain
effects upon radio drama. Mental pictures must be built up
in the listener. Action must be talked about as it is being
done. Descriptions of people or places must be inserted
into dialogue or into narration. Characterization is
necessarily oreated primarily by the voice and dialogue,
though ooccasionally characters may, in the course of con-
versation, describe another character.

All of these things, which present little difficulty to
a writer for stage or screen, are problems for the radio
writer, because they must be portrayed in dialogue which
actually sounds like conversation. A great danger is that
dialogue describing action, appearance or character will
sound forced. Of course, a good radio writer soon learns
to bring these things in naturally and easily and bit by
bit, rather than in one or two speeches. Or, if the radio
writer deems it necessary to get the exposition out of the
way quickly, im order to get to the action and struggle, he



will do it in a conversational way to evoid unnatural,
forced story-telling.

There are, of course, certain mechanicel tools of
radio which may be used by the writer to aid him in this
process of visualization. There are sound effects, for
instance, which aid in the creation of atmosphere and the
visualization of the action of the play and the movements
of the actors., If a writer understands skillfull use of
these effects, his problem will be much easier, Other aids
to visualization are the fades in and out, which indicate
the action and location and perspective of the characters.
These obviate the necessity of the writer having his
character say, "Here I come", or "Now I am going." Fades
are also valuable in indicating movement. Having a
character say, "Just a minute I'll get you one," and fade
out and then fade back in, saying, "Here it is," is ample
evidence to the listener that he has walked across the room.
These fades also help the writer to make transitions in time.
For example, the writer can have his character fade out as
he says, "I remember when I was a little boy---", and then
have the little boy fade in, talking, and the listener has
made the transition without being told, "Now I'm going to
tell you about & scene in my childhood.”

Another device which lightens the writer's burden is
music, with which he can command etmosphere and mood and by

which he can indicate passage of time or change of locale.



With all of these aids, however, the writer still must
meake his dialogue indicative of ection, appearance and
character.

Furthermore, the necessity for constantly providing
means of visualizatiom for the listening publie is not the
only problem radio imposes upon a writer., Simplieity is
also encumbent upon the radio scribe. The radio listener
wants to imagine himself as the character in the story to
which he is listening. If the character chances to be a
villain, he wants the villain to be like someone whom he,
himself, might conceivably encounter. He also wants the |
character to say things he or his associates might say, or,
at least, think, and im the same sort of language in which
they might say it or think it. If the speeches are stilted,
the entire story loses all probability for the average
listener. Furthermore, in a radio show there is seldom time
to deal in lengthy explanations of the character's tempera-
ment. The listener must understand and know the character
without too much explsnation. Thus, the need for simplicity
of character portrayal 1s evident.

Again, simplioity is a prerequisite of the good radio
plot. In the first place, the plot should consist of the
kind of situations in which the listemer and his friends
could possibly be involved. The dilemna presented should
evoke emotions common to most and understandable to all.

S-econdly, the writer must beware of the fact, in construoct-



ing his plot, that he is usually appealing to only omne
person, or, at the most, a group of three or four, Mass
psychology will not work as it does in the theatre. That is
why, for instance, war stories are narrowed to the exploits
of a single hero, rather than to the daring deeds of a

whole squeadron. Here, once more, simplification enables

the listener to satisfy his desire to imagine himself as the
character. Thirdly, the number of characters in a radio play \
must be limited. It is difficult for the listener to keep
in mind more than six leading characters. The use of more,
in leading roles, usually results in confusion of 1dent1t&,
though more may be brought in for bit parts. No matter how
many or few are used, it is up to the writer to give the
leads distinctive charafteristics; so that the listener will
have a different and clear concept of each.

The problems of visualization and simplification are
not the only ones imposed upon the writer by radio. Another
very vital demand is that the pace of the play be rapid.

The listener has not gone outside of his home and presented
himself to be entertained. When the radio drama comes on
he is, probably, engaged in some occupation about the house
and is often interested almost against his will. His
attention must be gained at the outset and held throughout.
If the drama does not move he may shut it off and return to
whatever he was doing. Stimulation is required to hold

attention because the audience can become bored with a radio
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play even more quickly than with a stage play, ﬁhere there
are costumes and scenery and personalities to be seen to
compensate for dull writing. Consequently, action must be
swift. Above all, there must be action, There is need for
doing, not Jjust talking. True, there may be talk about
actions, but, if it is well-done, that kind of talk presents
a picture of action to the listener's mind. However, even
that kind of talk must be broken up with direct action,
music and sound effects so that the movement is‘still rapid
and interesting., Pace is, at all times, a matter of utmost
importance in any drama and particularly so in radio drama.

Another problem involved in radio writing is the matter
of good taste. Since radio goes into the home, the subject
of the play, the types of characters, the language they use
and the situations in which they find themselves must be
acceptable to all ages and to all classes and creeds. This,
a writer for radio is obliged to consider at every turn.

Out of the fact that radio is so much a part of the home,
in which there cen be no differentiation of audience, has
grown the censorship of radio. Radio writing demands
impeccable taste.,

Another difficulty, under which the radio writer works,
is the limitation of playing time. Dramatic shows may run
any place from ten minutes to an hour, but there is only one
full hour dramatic show on the air and the majority of such

programs run from fifteen minutes to a half-hour. Consequent-
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ly, plot, stmosphere and characterization must be com-
pressed. Tableaux are presented in place of detailed
pictures., Further, seconds are vital in radio and a writer
dare not over-run his alloted space on the air, Thus, there
is imposed a purely mechanical compression.

Added to all of these exigencies is the fact that the
radio writer usually has only one chance to make good. A
radio script is only presented once and there are not months
of rehearsal in back of it. The script has to be right the
first time. It is rare that a writer has the opportunity
I have had to hear his work done and then revise it.
Ordinarily, such revision would be to no avail because the
script would never be done again.

Despite all of these demands which the radio writer
must satisfy in his script, radio writing has certain advan-
tages. Every medium has its restrictions and many of those
just listed are universal in any kind of writing. However,
radio has two great assets which meke it a flexible medium
and permit thelwriter a good deal of leeway. One is the
rapidity and ease with which a scene may be changed. The
listener's mind can change a scene much more quickly than
he could be shown a change. An automobile motor sound effect
and some music can transport the listener from city to city
in thirty seconds, with no attendant sense of incongruity.

A listener can be transplanted from manhood to boyhood by

a flash-back and feel perfectly natural. Another instance
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in which the radio writer has freedom is the matter of
format. There is no limitation to the number of scenes
in which a drama may be performed. The play may consist of
a number of short, fast scenes, or two long ones, or an
admixture. Which combination of scenes the writer chooses
depends upon the playing tiﬁe he has for his show, the
kind of drama he is portraying and the plot and the mood
of the drama. At any rate, in these two instances the
absence of rules and the presence of the listener's visual
imagination make the radio writer's task an easier onme.

I have shown some of the problems to be met in radio
writing of any kind and some of the advantages. Now, what
are the problems of adaptation of a story?

In a story, background exposition is a matter of
simple telling. Description may set the scene and the mood.
The situation may be easily described in the first paragraph.
In radio, the announcer may, at the beginning, be able to
describe the scene in which we first f£ind the characters.
He may, too, be able to explain the situation but, usually,
this technique is both obvious and dull, A narrator may be
incorporated to carry this type of desoription throughout
the play, but,except in cases where the spirit of the story
demands it, that often seems the weak and easy way of adapt-
ing. In most cases, the background exposition has to be

iAnocluded in the dialogue.
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Usually, most of the description of the scene is also
inserted in the dialogue, though sound effects and fades
help here. The mood can be set by sound effects, music and
voice inflection. As I have already pointed out, the
descriptions and exposition are incorporated in the dialogue
in a subtle and natural way. They should be brought in
gradually and in a conversational menner., It is seldom
possible to set the scene or describe the situation in omne
or two speeches., Little bits of description may be brought
out in a series of speeches between two or more people. It
is not good technigue for one person to say, "Ah, what a
lovely day it is. See the tiny green leaves on the trees
and the babbling brook and the sweet little birds, etc."
That 1s not a natural speech. On the other hand, it might
be done like this:
1st Person: Umm--what a nice day it is.
2nd Person: Yes. The leaves are such a pretty sort of
green this time of year.
1st Person: Let's sit down here., I like to listen to the
brook, don't you?
2nd Person: All right, think it's warm enough to go wading?
Oh-~gay--~look at those birdsgs----over there.
lst Person: Oh, yes. They are pretty!
In a story, of course, this could all be said in a few
descriptive phrases and, furthermore, the reactions of the

characters to these phenomena could be described., Not so,
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in radio, Take into consideration, too, that if the "2nd
Person" had said, "Yes--the tiny leaves are like little pale
green falry feathers", the listener would have felt uneasy
because of the stilted language, whereas in a story, it
might have been considered highly desirable, It 1is true,
of course, that many lines of a rather literary nature, if
read naturally, will carry. But, as a general rule, the
more colloquial the words, the better. In conversation,
the most cultured people use contractions and slang that
they would never write. So, whereas in print a,"Yep",
might seem incongruous, say, in the mouth of a playwright,
in radio it heightens the illusion that the character 1is
really talking. All that I have just said concerning the
differences between the handling of desoription in a radio
play and a story holds for the handling of background
exposition in both,

So mueh for background exposition and description.

Now, for characterization. The author of a short story has
the whole story in which to build character, with the
opportunity of describing revealing physical characteristics
and actions in exposition and the character's mental
reactions by simple phrases and adjectives. Naturally, in
Tadio, these must again be transposed into dialogue, which
should be disguised so that it does not sound like exposition
Oor description. Furthermore, this must be done quickly, as

& radio soript contains action, not description, as its
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primary device. A complicated or subtle reaction or
psychosis in a character may be carefully explained in a
story, whereas, in radio, since there is no chance to
explain things in detail, the character and his thoughts
and actions must be easy to understand. Furthermore, in
a story, much can be accomplished with the words, "he thought
to himself,” but, in a radio play, it would be quite 4ull
to have a person talking to himself too often or for too
long a period. It is true that a stream-of-consciousness
technique can sometimes be used very effectively, dbut not
if it is overdome.

Now, for the differences in plot development. Allow
me to repeat that in radio, the important thing is the
doing. The plot needs rapid development, which does not
admit of long descriptive or expository or characterization
passages, Such passages, though they enhance a story, only
detract from a readio play. Stories are not limited in
subject matter by the question of universal acceptability,
nor by the obligation for simplicity, as are radio dramas,
It is true, too, that radio audiences seem to prefer plots
which develop 1deas, whereas, a story may be completely with-
out morelization of any kind or may be completely frivolous.
Thus, the varied audience which is radio's is, in a semse,

a limitation to radio literature. Also, the fact that the
radio listener must often be interested in spite of him-

self, whereas when someone picks up'a story to read he is
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presenting himself to be entertained, demands of the radio
writer that he provide a rapidly moving drama.

Those are the differences between writing the short
story, as written for reading, and the radio seript, as
written for listening. As to the writing in this particular
series, the problems of each individual adaptation have
been taken up in the notes accompanying each soript, but I
should like to explain briefly my methods in compiling
this thesis.

It is interesting to note that, although stories have
been told throughout the history of man, the short story,
as a literary form, dates, really, from Edgar Allen Poe.
Certainly, there are brief tales, in prose and verse, and
anecdotes which have been handed down, but, it was Poe who
said the short story was a form and defined it for posterity.
Hence, I began my series with him, Showing the origin of
the short story in America, France and England, I first
presented the story by Edgar Allen Poe whose principle
device was suspense, Then, I went on to Guy de Maupassant,
who did for France, according to some coritics, what Poe did
for America. He was a great master of the art of story
telling. Though his works were less violent tham Poe's,
he lacked Poe's sympathy and warmth., Still, he greatly
influenced succeeding authors in all countries, A work of

his seemed a logical ochoice for my next adaptation.
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Continuing my presentation of the precursors of the
modern short story in the three countries, I chose a work
of Dickens for the next adaptatién. Though he wrote novels,
his Pickwick Fapers are really a compilation of short
stories, which greatly influenced his successors.

After showing, through these three men, the origins of
the modern short story, I then traced the development of
this literary form, in the three countries, by choosing two
representative authors from each country. wmy first choice

was two French authors, Zola and Daudet, who reflected the

influence of the originators; yet added their own character
istics (iﬁ Zola sociological study; in Daudet emotional
tenderness) to the form., Further, both of these men wrote
about the same things as were being written of in £ngland
and America at that time. Thus, they were typical of their
times, as well as their country.

The next two scripts are adaptations of H. H, Monro,
or Saki, and Leacock, English writers. Seaki is, of course,
one of our better known short story writers, while Leacock
is more famous for his essays. However, the type of humor
with which Leacock's essays are endowed has exerted an
influence on all forms of the humorous writing of our day and
it seemed worthwhile to include one of his works. Both of
these writers, by their distinctive styles, initiated formats
which have since been widely used. They are both comparative-

ly recent writers. Leacock is, of course, still living
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today, yet he, like Saki, has a spirit about his writing
which was more of the last century than of present day.
They are, in a sense, midway between the authors previously
presented and the moderns and, it seemed, to me, that their
contributions to the growth of the story should not be over-
looked.

For the American development, I chose two authors who
are of the same period as Leacock and Saki. These are
Gertrude Athertom and Ring Lardner, whose types and handling
of plots marked another trend in this kind of literature.

Having shown the developments in the three countries,
I turned to the modern short story. It so happens that,
included in this section, are two British and two American
authors, but it is not intentional. I simply chose stories
representative of those we most often read today. Taking
first the classioc type of short story now popular, I chose
Somerset Maugham as the best example. I mnext dealt with
the kind of stories frequently published in "slick
magazines". My choice for this category was a story by
Katherine Brush, because she is one of the best known and
the most accomplished of writers for this kind of publioca-
tion. Finally, I adapted two works by two men who write a
gort of literary short story, Saroyan and Wodshouse,
Wodehouse could be called a "slick magazine™ writer,
Certainly his stories have frequently appeared in such

publications. However, his work is most assuredly not
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typical of that kind of writing and could not be included
in the "slick magazine" ocategory for this reason. Both he
and Saroyan have originated kinds of stories that have a
value of their own as special types. They are, I should say,
short stories of a unique kind and, as such, have had, and
will have, their influence,

It is to be hoped that the matter of the writing of
this thesis has now been adequately explained here and in
the notes accompanying the scripts. But, after the first
writing was completed, there was still more to be done. The
soripts were produced as a studio project (n&t actually
broadcast), in order that I might hear my writing as it
would really sound on the air and make corrections acocord-
ingly. lhe production problems of each script are also a
part of the accompanying notes. However, I should like to
discuss the general production problems to be met in any
drama dbroadcast and the manner in which they were met in
the production of this thesis.

The first step in getting a production on the air is
always the preparation for the broadcast. In the first
place, in many cases, copywrights have to be cleared. If
my scripts had gone on the air, I should have had to clear
the copywrights. I should have been required to write to
the authors of the stories adapted for permission to broad-
cast my adaptation. If the show were to be used commercial-

ly, there would no doubt be a royalty fee on many of the
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scripts. However, the works of many of the earlier writers
have become public domaln and could be used without con-
sulting anyone.

Again, a show actually aired would have required clear-
ance of the musie copywrights, too. Im the case of a live
orchestra, the director would have to see to it that the
orchestra played only music and arrangements for which
permission had been granted through ASCAP er BMI or direct-
ly from the composer, If records were used the same thing
would be true. However, I had no such problems, since the
scripts were not aetually broadcast, but were done over a
public address system.

After the clearance of rights has been accomplished,
the director's next step is to arrange for the music. In
a series a theme is usually chosen which will be played each
time to introduce the program and, so, identify it. In my
case, I chose as theme a fanfare passage from Tchaikowsky's
Vith Symphony. Once thet was done, introductory musiec
needed no further attention., But there was always the task
of choosing the music for bridges. Bridges are used to
indicate a change of time or place. They must be carefully
chosen to convey the mood of the preceding and the succeed-
ing scene., For insteance, if the preceding scene is one ia
which fear is expressed and the succeeding is to bring out
a terrifying experience, the bridge might begin softly and
sadly and build to a crashing crescendo. With a live
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orchestra, such a thing would not be difficult to achieve,
since they could improvise., However, to try to find a
spot on a record, which contains the desired change of
mood and is stili only about twenty seconds long, is very
often an impossibility. In such a case, it will serve 1if
two records with two different effects are cross faded. If
this 1is done, care should be taken that the recorded or-
chestras are matched and the passages are not too dissimilar,
as they must blend together. Because of these difficulties,
many directors do not use this method. However, 1 found
that, while it took longer to find proper bridges of this -
type, they were more effective, Naturally, many times, the
bridge is required to portray only one mood and then the
only problem is to choose musie that really produces the
desired effect.

Music used as background to enhance an emotional soene
requires the same kind of careful choice that does a bridge
and, in such a case, the passage must be very carefully
timed so that the fade out at the end of the scene sounds
natural,

When using records, it is necessary to be consistent
as to size and types of orochestras. Using a symphony
erchestra for one bridge and a string trio or organ for
another would sound very unprofessional.

A good music selector is of vital importance to any

good production. If the music is to be live, all the
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director has to do is to explain to the musicians the type
of things he wants, let them work it out themselves and
then listen to the results to see if they are satisfactory.
If records are being used, the desirable thing is to have
an assistant who chooses the music and then submits it for
the director's approval and then eiplains to the engineer
how it should be executed as to spotting and fading. In
the case of the production of this thesis, the person who
chose music also engineered it. For a job like that, it is
best to have a music student who is familiar with various
compositions and knows where to begin to lock for certain
effects., It is important that the person who does the
engineering be particularly adapted to this sort of work.

I had try-outs for this, just as I did for acting, because
there is a sort of sixth sense used in the choosing and
engineering of recorded bridges. In my particular instance,
because students are limited as to time, it usually occurred
that my assistant director and I had to pick the music and
sometimes to play it, though, whem we could get her, we had
a very competent music engineer.

After the music has been chosen and approved, it is a
good idea, particularly if working with amateurs, to have
a rehearsal with the music engineer alone. A spot rehearsal
with cast is preferable to rehearsing alone with the music

engineer, but it is not always possible.
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These things are also true of the sound rehearsal.

The director should work with the sound man before the
actual rehearsal to see if the sounds being used produce
the correct effect. In an amateur situation, where the
sound man is comparatively imexperienced and the available
effects extremely limited, this often requires a lot of
experimentation. For the Poe show, it was necessary to try,
for example, several different chains rattling in various
places in the studio, to produce the particular sound wanted.
This pre-reheasrsal of sound decides the things which are
going to be used and, as much as possible, without voices,
how far from the microphone they will be used.

Having already pretty well set the musioc and sound,
leaves a director more time to work with line interpretations
at the actual rehearsal of the entire cast. The more time
for line interpretation and direction when working with a
comparatively inexperienced cast, the better.

Next, the director decides what studio set-up he will
need (the mumber of miorophones, types of microphones, etec.)
and communicates that information to the engineer. In my
case, I simply set the studio up myself before the rehearsal.

Once all of these things are arranged, the director
then plans his rehearsal time as economically as possible,
though he must, of course, be sure the time allotted is
adequate, . In professional radio, economy of time is necessary

because time costs money. In a college set-up, the less
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time spent, the more apt you are to get a cast, because
students are busy people, too. However, there must be
imbued in students of radio a knowledge of how important
it is to attend rehearsals and to have adequate rehearsals.
Never stint on rehearsal time but do plan it carefully.

Many directors cast first and then plan the rehearsal
time. Either way is acceptable, depending upon the
situation. If the rehearsal time is planned first, then the
next step is casting. In casting, a director may know whom
he wants for each part and simply cast them, if they're
available., However, the chances are, he will have several
people in mind and be in doubt as to which one will best
sult the part. In that case, whether it's a professional
or amateur production, voice tests are made. In an education-
el set-up, voice-tests are given more often than in pro-
fessional redio because the idea is to give opportunity to
as many people as possible. Still, the most important
thing is to get a person whose volce fits the character,
who can aoct, who can take directiom, who knows microphone
technique and who is available for all rehearsals., If
possible, do not cast people who require a great deal of
work in interpretation because rehearsal time seldom allows,
in amateur radio, and never in professioral, for line by
line direction., If use is made of someone who has never
done any radio bvefore, cast him in a minor role. The bulk
of the cast should be familiar with fades and where to stand
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or too much time will be used in explaining mechanics and
not enough on rehearsal. In addition, inexperienced people
tend to forget such mechanics under the stress of actual
production. It must be remembered that a radio acetor should
be able to create a convincing character quickly.

In amateur productions, such as those in eollege, cast-
ing requires particular care to ayoid the dangers already
mentioned and to be sure that the voice 1is correct., It is
sometimes difficult, for instance, to find a boy who can
sound like ean 0ld men,

The importance of listening for balances cannot be
overestimated. No two voices should be too similar. This
is to avoid confusion of identity by the listener and, also,
to enable the actors to build distinctive characterizations.

The problem of casting doubles is always a hard one
because, especially in amateur circles, there are few people
who have at their command several different voices. However,
it is desirable to keep the cast down to as few as possible
and avert rehearsal confusion. Doubles should always be
in bit parts and, where you do not have very good doubles,
space the roles doubled as far apart as possible. This is
also done in professional radio where the doubles are usually
more capable.

As to the actual rehearsals, I found it best to have
an actors' read-through the day before the production was

to be recorded. At that time, after I had desoribed each
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character and how I wanted it played, we read the script
straight through once without stopping. A very rough timing
may be obtained here but it will be far from acéurate on a
first read-through because of the actors' unfamiliarity with
the sceript. Then I maede further suggestions, after which
we read through again, stopping for interpretations and
corrections wherever needed. The next day, we had a read-
through on mike, without sound effects or music, during
which more suggestions were made, and a read-through with
music and sound, again, stopping for instruoctions as to act-
ing, sound and music. Then, we had a dress rehearsal,
which was as near like the actual production was to be as
possible. Then, more direction and a few minutes to rest
and revise, and, in some cases, a bit more practice on a
certain scene or of a certain musical bridge or sound
effect. After that, the show was recorded. Naturally,
during the second and third read-through on mike, the
producer was timing the show and cuts, or needed changes,
were made after each read-through,

If I succeeded in getting the show off on time, if the
actors had remembered to look up from their scripts to
receive cues and directions and had not rattled their seripts,
no music or sound cues had been late and no one had lost
their place in the script, I felt a good job had been done.
As to the acting, I had, of course, already ensured that
being as good as possible in casting and in rehearsal.
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Those are the problems to be faced in any radio
dramatic production and those are the problems I, in
particular, met in the production of my thesis scripts. I
believe I learned a great deal from this portion of the
thesis, though the primary reason for the produetion was in
order that I might smooth off the rough edges of my writing
and not that I might learn more production. However, no
matter how often one has directed individual seripts, there
is a great deal of experience to be gained from having to
produce one each week.

After hearing my scripts produced, I made changes,
both in rehearsal and after the production was finished,
wherever they were needed. In some instances, I rewrote
whole scenes. But I have explained the changes made in
the notes with each script.

Naturally, the advantage to my script-writing was
tremendous. As I have said, few writers have a chance to
correct the errors in writing that have gone out over the
air, In this case, I was given an opportunity that comes
to few radio writers and the benefits were well worth the

concomitant difficulties.
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DIVISION OF TH: SCRIFTS ADAFIsD

ORIGINS OF THE SHOAT STORY

Poe, E. A, The Cask of Amontillado

de Maupassant, Guy The Confegsion

Dickens, Charles The Pickwick Papers (a part)

DEVALOXAWENT OF THE SHOKT STORY

(FRENCH)

Zola, ks, The Fight at the l.ill

Daudet, A. The Child Spy

(BRITISH)

Saki The Open Window

Leacock, S. My Remarkable Uncle

(AMERICAN)
Atherton, G. Fog Horn
Lardner, R, Hailrcut

THE MODERN SHORT STORY

(CLASSIC TYPE)
Maugham, S. Jane
(SLICK MAGAZINm [YFi)

Brush, Katherine MNight Club

(LITERARY TYPE)

Saroyan, W, My Name is Aram (a part)

Wodehouse, P, G, Uncle Fred Flits By
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STOCK OPENING

TO BE USED AT THE BEGINNING
OF EACH SCRIPT

Portraits in Prose

THEME UP AND UNDER

The first men sat around their savage campfires
and told stories. Through the ages, man has
recorded his own history in narrative. Nothing so
well reflects the thoughts and ideals of a given
period of man's existence as the tales of that
period. Hence, we bring you a series of radio
adaptations of some of the worlds greatest short

stories, Today, we present a radio adaptation of

STOCK CLOSING
TO BE USED AT THE END
OF EACH SCRIPT

You have just heard an adaptation by M. J. Martin

Those in todays cast were:

THEME UP AND OUT
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THE CASK OF AMONTILLADO
By Edgar Allen Poe
Adapted by M. J, Martin
ANN: Stock Opening --- Edgar Allen Poe's --- The

Cask of Amontillado—==-

MUSIC: UP AND OUT
SOUND: OMINOUS GONG
MONT: I hated him. I hated Fortunato with a poisonous

hatred that ate into my brein and heart, as acid
eats stone., I had borne a thousand injuries, but
when he cast his greedy eyes upon my wife-=---
I decided to kill him, (PAUSE) Ah -- but I was
not a fool., I must punish once and for all, with
no danger to myself., A wrong is not avenged when
there are unpleasant consequences to the avenger.
No, no it must be a careful deed. Ah, but not a
quick one. What good. if Fortunato does not have
time to realize in his suffering that he is being
punished? It must be clever and my every thought
was of how it could be done, Oh, don't misunder-
stand me--Fortunato never guessed my thoughts. I
kept my hatred well sheathed whenever I met with
him, I was pleasant. We were the best of friends.
(FADES OUT)

MONT : Heail, Fortunato, I didn't expect to find you here.

FORT: Well met, Sir, What? Not expect to find me where

there's wine? Ah, Montesor, the duke has the best
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cellars in the kingdom. He asks my advice.
Of course, you are skillful in the Italian vin-
tages--- a true connoisseur -- there are few like
you. The duke is wise 1n asking your counsel.
True, true. I pride myself on that.
There's none to compare with you, my friend --
unless it could be Luchesi,
Nonsense, dear fellow, Luchesi is an ass. Oh,
but come, the duke has some Amontillado, genuine
too, you must taste it. It's the Nedtar of the
Gods. I know. The duke himself was unsure, but
I had only to sniff it and I knew (FADES OUT)
(FADE ON) I knew then what my revenge would be.
Fortunato's weakness was wine., I was not unlike
him in this. The wine cellars of the Montesor's

were not to be scorned. Down in the catacombs

were vintages as aged as the bones of my ances-

tors that lay there, But =-- to my story. I
waited until the height of the Carnival week
(FADE 0UT)

Gambelli, help me with my dress --- hurry.

Ah, Milord, you wear the costume of a common
leborer. It is not gay enough --- your regular
dress would be more in keeping with the Carnvial
than this.

Never mind that -- just help me finish dressing.
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Ah, there -- anyway it suits my mood. Now call
the servants together and tell them I shall be
gone until dewn but I want no one to leave this
house. I won't be bothered with a houseful of
drunken serving men tomorrow --- send them all to
bed --- go yourself, The Carnival is not for
servants, Mind now, I mean what I say.
Yes, milord, it shall be as you say. (FADE OUT)
(FILTER FADE IN LAUGHING) I knew that would
ensure their immediate disappearance, one and
all, as soon as my back was turned. (FADE IN
CROWD NOISES OF GAYETY) And I had rlans... My
heart was gay, as gay as the drunken revelers
that jostled against me as I walked the streets.
I hadn't far to go.' I saw him standing in a
crowd, laughing dnunkgnly at the antics of some
dancer. He was dressed as a court fool in a
tight-ritting, party striped dress. As he laughed
he threw back his head and the bells on his fools
cap jingled., The costume suited him well. ..I
went up to him (FADE OUT)
My dear Fortunado, you are luckily met. How
remarkably well you are looking today! But I
have received a cask of what passes for Aﬁon-
tillado and I have my doubts,
(DRUNK) Oh, Montesor, I mcarcely recognized you
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in those dark clothes. Hello, good old fellow-
-=- glad to see --- Did you say Amontillado? A
cask? Impossible! And in the middle of the

@arnival!

I have my doubts...and I was silly enough to pay
the full Amontillado price without consulting
you in the matter. You were not to be found and
I was fearful of losing a bargain.

Amontillado!

I have my doubts.

Amontilledo!

And I must satisfy them.

Amontillado!

As you are engaged, I am on my way to Luchesi.
If anyone has a oritical turn, it is he. He will
tell mo ==~

Luohési cannot tell Amontillado from Sherry.

And yet some fools will have it that his taste
is a match for your own.

Come, let us go.

Where?

BELLS JINGLE

(COUGHS) To your vaults,

My friend, no, I will not impose upon your good
nature. I perceive you have an engagement,

Luchesi,e==--
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FORT: I have no engagement, come... (COUGHS)
SOUND: BELLS JINGLE
MONT: My friend, no. It is not the engagement, but

the severe cold with which I perceive you are
afflicted, The vaults are insufferably damp.
They are enocrusted with niter,

FORT: Let us go, nevertheless. The cold is really
nothing. Amontillado! You have been imposed
upon. And as for Luchesi, he cannot distinguish
Sherry from Amontillado. Come, come, give me
your arm and let's be off --Ah, that's right,
put on your mask again and let's hurry. If it
is Amontillado--- (FADE)

MUSIC: RATHER RAPID AND LOUD, BUT SINISTER--- UP AND
ouT

SOUND: OPEN AND CLOSE DOOR

MONT: (FADE ON) I might have known those blasted

attendants of mine would leave the instant I
shut the door behind me, Well, no matter,

Here, wo'll take these torches and go down.

FORT: COUGHS REPEATEDLY.

SOUND: BELLS JINGLE

MONT : This way, good rriend,‘right through here.

FORT: I've always thought your apartments most spacious,
Montesor,

MONT : (NOT LISTENING) Ah, and now through here,
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DOOR OPENS AND CLOSES
Ah, here is a suite I've never seen before. 1Is
this where you entertain your ladies, my friend?
Um, --- just a few steps more.
This is much too dismal for ladies, eh, Montesor?
So---here we are. Let's go down (SOUND OF
HEAVIER DOOR OPENING AND CLOSING) (ON FILTER)
He came innocently down to his death, chattering
1nanqu. We walked a long time through the
catacombs., Fortunato became impatient. |
The cask, Montesor?
It is farther on, dut observe the white net-work
which gleams from these cavern walls.
Um---s0 there ig---so there is---
BELLS JINGLE AS HE TURNS HIS HEAD
(COUGHING) Niter?
Niter. How long have you had that cough?
BELLS JINGLE AS FORT. COUGHS
(COUGHS) A lomg time. It is nothing.
Come we will go back. Your health is precious.
Enough, the cough is a mere nothing; it will
not kill me, I shall not die of a cough.
True, true. Indoed, you'll not die of a ocough.
I had no intention of alarming you unnecessarily
‘-== but you should take all proper caution.

Here, ses these rows of shelves? A draught of
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this Medoc will defend us from the damps.
GLASS BREAKING AS HE KNOCKS OFF THE NECK OF A
BOTTLE
Here---drink,
BELLS JINGLE
Ah---(LAUGHS) I drimk to the buried that repose
around us., Hmm--good.
And I 4rink to your long life, Here--take my
arm and let us go on.
These vaults are extensive.
The Montesors were a great and numerous family.
I forget your arms....
A huge human foot of gold, in a field of azure
blue, the foot crushes a writhing serpent whose
fangs are embedded in the heel.
And the motto?
No one harms me without punishment.
BELLS JINGLE
Good ---good--~-Ah, the wine warmed me, 8h---what
about you?
It is warm in my veins too.
It is well., I couldn't endure these great heaps
of bones without something strengthening inside
of me, eh, Montesor? (LAUGHS AND COUGHS)
BELLS JINGLE
Here's my arm again. Here take it. (LAUGHING)
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I believe you need it, dear Fortunato. Here
bend dovn, It is necessary to stoop to pass
through this low arch. Watch your torche-don't
get your robes afire. There, through safely?

FORT: Ugh, the air is so foul in here it almost
extinguishes our torches. Hideous plage=---
bones piled against the walls to the ceiling.

MONT : Yes, taken from the vaults as they were emptied
for new occupants,

FORT: What's this? The bones have been moved away
from this wall.

MONT: Yes, see the niche in that wall? The Amontillado
is at the back of it. Just step over that heap
of bones there and go in.

FORT: Hmm--the torches are burning so low I can't see
the end of it. Oh, no matter--you say the
Amontillado is at the back?

MONT: Proceed. You'll find it at the end there. I'm
right behind you. As for Luchesi-~--=---

FORT: He is an ignoramus «--eh --- what's this? I can
g0 no farther--- there's a wall.

SOUND: STRUGGLE'AND CLANKING OF CHAINS ~-- BELLS RING

MONT: True, my friend, you can go mo father --- not
now -- not now that I have you ochained to this
wall. There, you're safe and without too much

trouble, eh, Fortunato? Pass your hand over the
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wall., You can't help feeling the niter. Indeed,
it is very damp., Come -- I implore you =-- let
us return. No? Then I must positively leave
you. But I must first render you all the little
attentions in my power.

But --- the Amontillado.

True -- the Amontillado., Now let's see ---
BONES BEING THROWN ASIDE

Under this heap of bones you so carefully stepped
over, my friend, we have --- building-stone and
mortar!! Now, my trowel, which you thought was
a jest!

PILING BRICKS ON TOP OF ONE ANOTHER AND TROWEL
SCRAPING ON TOP OF THESE.

Ah, my wall is ocoming nicely. Soon you'll have
a little room all to yourself, Fortunato, where
no one will ever disturb you. Nice you were
drunk, old fellow, didn't even struggle you were
so surprised --- very cooperative of you.
(MOANS)

Come, come, Fortunato, that's not the moan of a
drunken man., Don't tell me the effests of the
wine I wasted to get you in a passive stabe are
wearing off? Ah, another tier finished.

CHAINS RATTLE FRANTICALLY

Ahe--a pleasant sound--the clanking of chainms,
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Almost finished now-- (SOUND OF BRICK-SETTING
THROUGHOUT) Yes, two or three more tiers and
you'll have a good solid wall at your back. Just
like the one you're chained to--No one will ever
know the difference.
SCREAMS PIERCINGLY
SCRAPING AND SETTING OF BRICKS ONLY SOUND FOR
SOME SECONDS
SCREAMS AGAIN
Go on soreem, it's all complete but the last
stone--eh--it's a heavy one. Up it goes now--.
almost in--just a little farther,
BELLS JINGLING AND CHAINS RATTLING
(LAUGHS WEAKLY) A very good joke indeed--an
excellent jest., We will have many a rich laugh
about it at the palace over our wine,
The Amontillado.
(LAUGHING HYSTERICALLY) Yes, the Amontillado.
But isn't it getting late? Wont they be waiting
for us at the palace, the Lady Fortunato and the
rest? Let us be gone.
Yes, let us be gone. I'll go ahead. Don't take
t00 long with the Amontillado.
BELLS AND CHAINS.
(SCREAMS) Tor the love of God, Montesor....

Yes, for the love of God. What else have you to
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say, Fortunato? Fortunato! Fortunato! Oh,
well, here, here's a torch to see by. I'll
leave that for you.

SOUND: THUMP OF TORCH DRIPPING TO FLOOR --- BELLS JINGLE
~w=e THEN BRICK-SETTING AGAIN

MONT: There, Now the last stone, I must hurry-- it
grows cold--I must be done (FADE) (FADE IN ON
FILTER) My heart grew sick because of the damp-
ness of the catacombs, I forced the last stone
into its position. I plastered it up against
the new masonry. I replaced the old rampart of
bones-~For half of a century no mortal has
disturbed them, In Peace Rest.

MUSIC: UP AND OUT

ANN: STOCK CLOSING «-==-
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Notes on the Adaptation and the

Production of Poe's
The Cask of Amontillado

Reasons for Adaptation

"The Cask™ is one of Poe's best known stories and it
is distinctly representative of him in plot and styles.
Further, it has not, so far as I know, been as frequently
done on the air as has, The Fall of the House of Usher and

The Pit and the Pendulum. Of course, a story by Edgar Allen

-

Poe comes under the heading of necessity in a collection such
as this, because he has so long been considered by many to

be the father of the modern short story.

Adaptation Problems
The main problem in the adaptation of this story was

the need for a tremendous amount of exposition and, at the
same time, a constant build to climax, with suspense sus-
tained throughout this exposition. Because all motivation
in the original story came from the mind of the main charac-
ter and because all of the irony was in the diebolical plott-
ing of this man's mind, a narrator in the script was a
necessity. Of course, a disinterested narrator could never
have sustained suspense, hence, the device of the narrator
speaking in the first person. This enabled the flawor of
evil to be carried into the script, with little loss, from
the story.

Another problem in adaptation arose because the original

story had an abundance of action and description, which it
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would have been clumsy for the narrator to relate, Thus,
the conversation of the men had to build atmosphere., This
is particularly noticable in their talk ebout the foul air

and the niter in the cellar,

Casting and Acting
In casting it 1s particularly important to balance the

voices of Fortunato and Montesor. This is vital to the
creation of the individual characteristics of each role
and to show the contrast in their natures,

In the aéting, it is necessary for Montesor to play
the part in a restrained manner but avoid building up
sympathy, even at the end. On the other hand, Fortunato
must command sympathy, though he is not written as an
admirable character, by any means. Montesor must never
express too much emotion, as his is the cold, caloulating
type of hatred and cruelty.

Sound

The sound pattern is a simple one. However, the chain
rattling must be handled with care or it may overshadow the
voices, Thus, it should be off-mike, but not too far off,
or it will disturdb the perspective, in as much as the person

being chained is on mike.
Soript Ghanges

This was done in the scene where Montesor and Fortunato
are descending the stairs to the vault. I had originally

included more conversation as they walked down in order to
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further build the evil intent that was Montesor's and to
elucidate on the drunken state of Fortunato., However, when
the script ran long it seemed that that conversation was
incidental enough not to harm the script if it were omitted.

A few lines throughout the script were also cut in the
interests of timing, The lines that were cut were chosen
with care, so that neither the plot nor mood suffered from
the omission.

Another cut was made of an entire scene., The scene
consisted of the two charécters breaking and opening a second
bottle of wine while in the vaults. Since the scene was
included in the story effectively, I had thought it would
heighten the suspense element. However, during rehearsal
it was found to be tediously repetitious of the preceding
scene and so was cut.,

Also it was found that the opening speech by Montesor
was too long to be effective and it was shortened. To make
up for this shortening of a speech that was intended to show
the tremendous hatred Montesor felt for his enemy, more
intensity of interpretation is demanded. However, I believe
that the shorter the speech, the easier it is to sustain a
high giteh of emotion and so the dramatic value was actually
augmented by the change.

Further, the first rehearsal revealed that having the
narratioﬁ on filter provided a great deal more variety than

having the same voice on mike all of the time., Too, the



43

filter carried better the impression that the narrator was
thinking to himself. Luckily, the narration 1ent itself
well to filter miking, though it demands careful speech on

the part of the narrator.
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THE CONFESSION
By de Maupassant
Adapted by M. J. Martin
ANN: Stock Opening --- Guy de kiaupassant's ---

The Confession.

MUSIC: UP AND FADE TO BG

ANN: Spring has come to the South of France and warm
breezes caress the tiny village of Saint Pierre.
But the townspeople passing the home of the
Therelles sisters feel a ¢old wind brush past
their cheeks, They look at one another fear-
fully. "It is death," they murmur. Inside
Marguerite de Therelles is dying.

MARG: (FADE IN) (BREATHING HEAVILY) Suzanne,

Suzanne, are you near?

SUZ: Yes, sister, I am right here. (SUBS)
MARG: Go and fetch the priest -- the time has come.,
SUzZ: He is coming. Oh, Margot, my poor little one,

Don't leave me =--- it isn't right -- you're six

years younger than I --- it isn't right. (SOBS)

MARG : Be quiet, Suzanne --- is the priest coming soon?

SUZ: He will be here at any moment, liargot.

MARG : When he comes, you must stay and hear my con-
fession.

SUZ: Oh, no, my little one =--- that is between you and

the Good Lord and Father Simon.
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MARG : (WITH GREAT EFFORT) No ---no, you must promise

me, Suzanne---

SUZ: Margot, my child, lie down. I'll stay if you
want me,

SOUND: (THE DOOR OPENS)

SUZ: The priest, my dear,

MARG : Father Simon --- the time is here --- it's here

--- what shall I do --- how can I?

SIM: (FADING IN) I know --- I know --- God forgive
you my child... here take my hand --- be brave
now. The time has come. Speak.

MARG: Mercy ---oh, mercy, sister, forgive me! Oh, if
you only knew how all my life I have dreaded
this moment.

SUZ: What have I to forgive you, little thing. (SOBS)
You have given me everything, sacrificed every-
thing for me; you are an angel. You never
married because of me and---

MARG: Hugsh --~hush! Let me speak.... do not stop me...
it 1is horrible. Listen...you remember, you
remember Henry...

SUZ: Remember Henry----- of course ~-- but e

MARG You must hear it all, if you are to understand.
I was twelve, only twelve, you remember that,
don't you? And I was spoiled. I 4did everything

that came into my head! Don't you remember how
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spoiled I was? Listen... the first time he came
he wore shining boots; he dismounted in front of
the steps and (FADING OUT) you were not there--
but--I was there ---

Is this the Chateau of Monsieur de Therelles?
Yes, Monsieur --- did you wish to sce my father?
I apologize for my appearance, but I've travelled
a long way. I've brought news from Paris for
your father, '

Papa is in his study --- will you come in?

Thank you. ferhaps I can brush some of this dust
off my clothes.

BEATING CLOTHES WITH HANDS.

It doesn't matter. Papa gets quite dirty when he
rides. Come in,

(LAUGHING) Does he now? But I'll bet you're
never dusty. I'll bet you always look as fresh
and pretty every moment as you do right now,
little one. Tell me; do they starch you from head
to foot?

Monsieur, I'11l take you to my father,

Oh, ho «-- quite the little grown-up, aren't you?
Look here... uh--what's your name?

Marguerite.

Look here, Marguerite, I didn't mean to offend

you, I meant it as a compliment --- honestly 1
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did. But you're so little you can see how one
could make a mistske.
MARG.2: I'm twelve, lonsieur.
HEN: Oh, I see --- I didn't know., 4Am I forgiven?

MARG.2: I forgive you, Monsieur,

HEN: Good, now where's your father?
MARG,.2: In here --- just tep and go in.
HEN: Thank you, Marguerite.

SOUND: KNOCK ON DOOR

FATHER : (OFF MIKE) Come in.

SOUND: DOOR OPLNS AIND CLOSES
MARG. 2: Oh -- he's handsome --- I must get Suzanne ---
Suzanne --- Suzanne -- She must be up stairs

(FADE OUT) 1I'll1l run up ---

LUSIC: LIGHT AND FA5T. UP AND SEGUE INTO KNOCKING
SOULD: KINOCKING ON DOOR

MAaRG,.2: Suzanne, Suzanne.,

SUZ.2: (O¥F MIKE) Come in, Margot.

SOUND: DOOR OPENS

MARG,.2: Suzanne -- there's, there's the most handsome --

honestly --- the most wonderful---

SUz.2: (FADING IN) Margot, my little one, don't try to
talk now. (LAUGHING) My how pink you are. Rest
a moment, dear--- don't talk now. Sit here on
the foot stool.

MARG.2: Oh, but, Suzanne, you should see him,
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Who, ma petite? You haven't stopped long enough
to tell me who HE is,
The man downstairs---the messenger---
Oh, Just a messenger,
Oh, but he's not an ordinary messenger. He's at
least a prince,
(LAUGHING) Oh, what a strange child you are.
Oh, I'm not such a child. I know he's not a
prince, but he is a gentleman and he has on shiny
high boots, and beautiful breeches and a moustache
and ---I love him!
(LAUGHING) Now, I know you're a child.
All right laugh «-- but you won't laugh so much
when you see him. Come on --let's go sit on the
landing and when he's finished with papa, you shall
see him as he goes out--but remember, he's mine.
(STILL AMUSED) Oh, all right, we'll go and see
your hero. Come on ---we'll peeak through the\
bannisters Jjust like we used to. We'll pretend
we're spies.
Oh, Suzanne, stop treating me as if I were a baby.
I don;t play games like that any more and remember,
you're not the only one around here who's going
to have beaux.
All right --- don't get upset. Here we can see

from here.
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Shhh «-~ here they come,
(VOICES OFF MIKE FADE IN AND OUT)
Well, that's good news, Henry, and now you must

stay to dinner., I have two charming daughters

- you knowee--

That's kind of you, sir-- Yes, I met one of them.
You see? And he's going to stay. Oh, Suzanne.
He is handsome, Margot, he's'just about the most
handsome (FADE OUT) man I ever saw, I can hardly
wait to meet him at dinner (FADE) tonight.

LIGHT AND DREAMY. UP AND SEGUE INTO TABLE SOUNDS
AND LAUGHER

KNIVES AND FORKS AND CHINA RATTLING

LAUGHTER AND TALKING

Oh, Monsieur Henri, where do you hear all that
gossip and such talesé

Ah -=-that's my secret, mademoiselle, but how is
it, Mademoiselle Suzanne, that we've never met
before when I came to see your father?

(LAUGHING) Oh, Monsieur, I've only just grown up!
Oh, behold =--overnight-- like a lovely flower,

eh?

Monsieur, you flatter me.

Not et all, but I see we have another flower about
to blossom. Mademoiselle Marguerite, how is it

you're not eating?
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MARG,.2: I'm not hungry, Monsieur,

HEN: Oh, come, that's no way to grow beautiful like
your sister.

MARG.2: I'm not going to be like her...or like anyone else
eseojust myself.

HEN: (LAUGHING) That's the way to be and that will
make the young men buzz, eh? But 'til you grow
up, may I come and call on your sister often?

MARG,.2: I don't care.

SUzZ.2: Why, Margot, that's no way to act. Of course we
ALL want to see you, Monsieur,

HEN: But you perhaps will want to see me a bit more

than the rest? Please say "yes"!

SUZ.2: Perhaps --- but, Monsieur, I (FADE OUT) hardly
know you.
MARG.1: You remember that, Suzanne? What you can't

remember because you didn't know was that every
time he came after that I loved him more, I
thought of nothing but him. I was big for my
age and far more sophisticated thah people
supposed, I used to repeat very softly, "Henry
«sHenry de Sampierre."” He used to come every
afternoon after lunch, you remember, don't you?
Don't speak...listen. You made him cakes, of
which he was very fond...with flour and butter

and milk, Oh, I knew just how you made them...
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I could meke them this minute if I had to. He
would swallow them in a single mouthful and then
he would toss down a glass of wine and say (FAD=-
ING OUT)
These are delicious. My dear, you can please me
in every way. Tell me, do I please you? Oh,
don't look away. May I speak to your father,
Suzanne? May I.
Oh, yes, please do... immediately. Henry (FADE
OUT) I have....
You remember--but you don't remember as well as
I do. That moment has haunted me day and night
for forty years., Oh, you didn't know I was there,
but I was outside on the terrace listening and I
ran away into the garden for fear you'd hear my
sobs, I hid there under the olive trees and
(FADE OUT) ecried and cried-
(SOBBING) He shall not marry. Suzanne, no, I
won't have it. It is I who will marry him, when
I am grown up. I shall never find a man I love
8o much ---= (FADE)
(FADING IN) While I was sitting there, orying,
the 0ld gardener came. I saw him putting out
meat filled with ground glass to kill the wild
dogs. That gave me ‘an idea----I was jealous,

Jealous...The day of your wedding was drawing
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near, Finally, there was only one fortnight
left. I was going mad. And-- then-- that even-
ing, ten days before the wedding when you went
out with him to walk in the moonlight and--out
there--under the pine tree, the big pine tree--
he kissed you--held you in his arms. I saw you;
I was there in the copse. I grew wild with rage.
If I could have done it, I would have killed
you both right then. (FADE OUT) I was made---=
He shall not marry Suzanne, never! He shall not
marry anyone--- (SOBS) I should be too unhappy
=== Oh =-- I hate him =--- I hate him. (PAUSE)

I know what I shall do--- (FADE OUT) I shall...
kill him,

And...the next day when you were making his
favorite cakes... I went up to mother's room
(FADE OUT)

FADE IN SOUND OF HAMMERING ON GLASS,

I hate him ---I hate him -- He shall not do 1it--
not--ever.. I'l1l kill him as if he were a wild
dog!

HAMMERING OUT

Now ~- that's done -- I have a nice little sack
of ground glass -- and now I'll go down to the
kitchen and help Suzanne --- (FADE OUT) Suzanne.
(FADING IN) May I help, sister?
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Oh, Margot, dear, yes --- these are ready to go
in the oven. Will you get them in and watch them.
It only takes a little while you know and I want
to speak to Henry.

Yes, go on --- I'll do it,

You're a dear (FADE OUT) Don't let them burn.
(SARCASTICALLY) Don't worry, pretty, I won't let
them burn! Now -- just a slit with the knife and
a few pieces of glass,..there...there...just a
bit more --- all finished and now into the oven
--- (FADE OUT) Oh ---they'll be good ---

(FADE IN) He ate three of them and I too ate one...
I threw the other six into the pond...then two
swans died three days later...Don't speak...
listen, listen, I was the only one who did not
die...but I have always been ill...listen... He

eesdied.. you...know, listen...that was nothing,
It was afterwards, later...you were so unhappy
esestOUu swore you'd never marry...you put on
widow's clothes...and see...see...you're still
wearing them...it was when I saw your grief...

I came to a decision...remember,..one morning I
came into the room (FADE OUT) I came in and
you were orying...

(FADE IN) (CRYING)

(FADE IN) sSister, sister--- Oh, Suzanne ---
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don't cry-- (BEGINS TO CRY) Sister, I don't
want you to be unhappy. I don't want you to ory
all your life long. I'll never leave you, never,
never! I won't marry either., I will stay with
you forever and ever,

SUzZ,.2: Margot, my darling, you're sweet, but you're a
child yet. (FADE OUT) Some day---

MARG,.1: (FADE IN) You didn't believe me at all...but I
kept my word...you hegged and papa and mama
begged, but I never married any of those young
men that used to come and call --- I hated them,
too. You've thought... you've thought that I--
was noble -- because 1 gave up my life to you...
but now you know... I stole your real life from
yOUe.o My life... my whole life... what torture!
I said to myself, I will never leave my sister,
And I will tell her all, in the hour of my death.
There... And since then I have thought of this
hour every moment, this hour when I should have
to tell you all... now it has come... it is
terrible... Oh, sister,.. It is done... Do not
say anything... Now I am afraid... I'm afraid,...
If I were to see him again, presently, when I am
dead... See him before you do... Oh, I'm afraid
ese I shall not dare... I must, I'm going to

die... I want you to forgive me... I want you
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to...without it, I cannot come into his presencs.
Oh, tell her to forgive me, Father, tell her,...
I beg you. I cannot die without it...

But -- but =~ I thought it was just for me! And
-=- and -- I might have loved him so long! Oh,
what a happy life we'd have had. And that kiss
-=-= the only kiss!! And then nothing more --
nothing more in all my life! Forgive? Forgive
you for all ===

Mademoiselle Suzanne, your sister is dying!

Oh, Margot, little one, I forgive you, I forgive
you -- don't be afraid...

TRIUMPHAL MUSIC. HAS SNEAXED IN UNDER AND NOW
CRESCENDOES AND OUT

STOCK CLOSING ~=e-ce--
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Notes on the Adaptation and the

Production of de Maupassant's
The Confession

Reasons for Adaptation

It was logical that the next adaptation should be one of
de Maupassant's works because many critics say that de
Maupassant was to France what Poe was to America in the
realm of short story literature, The Confession is little
known to radio, yet, it is typical of de Maupassant's rather
morbid style and, so, was my choice.

The story was not diffiocult to adapt but lent itself
admirably to the "flash-back"™ method, having originally
been written in that style anyway. The flash-back is very
effective in radio and the irony of the story would really
have been lost if this method had been abandoned in the
adaptation.

However, the transitions from scene to scene demanded
careful working-out to make them seem natural and consistent.,
Too, it was necessary to make the rather stilted form of
oonversation seem natural. This, however, depended mostly

upon the playing of the script.

Casting and Acting
In the casting, it is important to balance the voices

of the children and adults. Particularly im the adults,
there is great necessity for contrast because the scenes are

g8o emotional that there is considerable room for confusion
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on the part of the listener.,

In the acting, Marguerite must be very careful not to
be constantly on the verge of death and so tire the
listener, She must, instead, weaken and then rally, weaken
and rally, etc.

Sound
The sound pattern here offers no difficulty whatso-

ever,

Seript Changes

The changes in the script were of several kinds, First,
théere were rewordings of some lines., These were small
changes and consisted of substituting a word or two im a
few sentences to make the construction sound more natural.
Actors will often do this to their own lines in a script
in order to facilitate their portrayal of meaning. Second,
there were additions of phrases here and there to make the
transitions clearer, For instance, between the scene in
which Margot and Suzanne peer over the stair to see Henry
and the scene at the dinner table, I added the sentence,

"I can hardly wait to meet him at dinner tonight."” This
was to make the transition into the dinner scene flow more
easily. Third, there were cuts in long,unimportant speeches
to facilitate timing and one scene was cut for the same
purpose. The scene which was cut was one in which Margot
actually helped the gardener to orush glass and put it in
meat to kill the wild dogs. However, having her tell about
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it was Jjust as effective and enabled the script to confine

itself to the time 1limit., There was, also, one other change
and that occurred in the scene in which Margot was crushing
the glass to put in the cookies. It wasn't clear what

she was doing and so the addition of the reference to the
wild dogs and the sack of glass aided in the process of

visualization of action.
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Part of PICKWICK PAPERS
By Charles Dickens
Adapted by M., J. Martin

Stock Opening =--====--- Part of Dicken's
Pickwick Papers.
UP AND FADE OUT
Mr, Pickwick was a gentleman of varied interests
and his friends were just as varied as his
interests. Two things these friends of Pickwick
had in common: their ability to become entangled
in strange events and their membership 1ﬁ the
Pickwlick Club, This is the story of Mr. Winkle,
whom many times Mr, Pickwick had helped out of
the frying-pan and whom we're now going to watch
walk comfortably and gently into a fire, from
which he has no desire to be extricated. We
see him headed toward the flames as he walks
the streets of Bristol seeking lodging for the
night. (FADE OUT)
Eh, blast it--lost again. Confound these wind-
ing streets anyway. Now let me see. I know---
I'1ll find a decent looking shop and stop there
and ask my way to the Royal Crescent Inn. Hmmm
---=here we are, Looks like the residence of
a medical practitioner, no less. I guess I'll
just step in.
DOOR OPENS AND BELL JINGLES TO ANNOUNCE HIS



SAW:

WINK:

SAW:

SAW:

WINK:
SAW:

60
PRESENCE.
Pfew!! Medicine---smells to high-heaven.
COIN TAPPING ON GLASS
Is anybody here? I say---
(FADING IN) Yes, sir, and what can I do for
you. Pills, powders--=-
I'm sorry to trouble you but will you have the
goodness to direct me tOo=-==
(LAUGHING) Why, Winkle what brings you here?
En?
What, don't you know me?
I believe I have not had the pleasure.
(LAUGHING UPROARIOUSLY) Why, then there are
hopes for me yet, Why-- I may attend half the
0ld women in Bristol if I've decent luck. Get
out, you mouldy old villain, get out!
What? I say,sir, I demand---why Bob Sawyer.
Well, you-- imagine.. I didn't recognize you
in those green spectacles-- well, I declare.
(LAUGHING) Fools the customers, old fellow,
fools the customers., But I wonder you didn't
see the name--see there on the door -- "Sawyer,
late Nockenwolf."
It never caught my eye.
Lord, if I'd known who you were I'd have rushed

out and caught you in my arms--but upon my life,
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I thought you were the Kings Taxes.
No!
I 4did, indeed, and I was just about to say that
I wasn't at home but if you'd leave a message
I'd be sure to give it to myself; because the
tax-collector doesn't know me; and no more does
the Lighting and Paving. Come along--in here
to the back. I think the Church-rates guesses
who I am and I know the watch-works does,
because I drew a tooth of his when I first came
down here, But come in, come in! Say, Ben,
look who's here.,
Upon my word, Benjamin Allen. This is certain-
1y a pleasure I 4idn't expect.
(FADING IN) Oh, Winkle---where did you drop
from? Good to see you old fellow. How's
Pickwick? Seen him lately?
Well, thank you, well, Just left him in Bath
as a matter of fact, DBut he'll be in Bristol
tomorrow. Well, nice place you have here, Bob.
Well, it's pretty nice. I passed my exams soon
after the last Pickwick Club party in London
and came on down here and bought out this
doctor's business, put on a black suit and a
pair of spectatles so as to look as solemn as

I could.
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And very solemn you look in themy... I must say.
So solemn I didn't recognize you---Ha! good one
on me-=but you must have a snug little business
here.
Very --- so snug that at the end of a few years
you might put all the profits in a wine glass
and cover 'em over with a gooseberry leaf.
Ahe--you surely can't mean that! Why--your
stock of medicine. You have whole cabinets
full of drawers all labelled with different
names of drugs. And the bottles on the counter,
what---
All dummies, my dear boy. Half the drawers
have nothing in 'em and the other half don't
open. )
Nonsense.,
Fact --- honor! Hardly anything real in the
shop except the leeches and they're second-
hand.
I'd never have thought it.
I hope not -- else what's the use of appear-
ances, eh? But what'll you take, Winkle. Do
as we do? Good--- Ben, my fine fellow, put
your hand into the cupboard and pull out the
patent digester,
Right-=-don't be afraid, Winkle ---it's really
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brandy. Here ya go, sir!
Ah === good --~ are you drinking with me?
Drinking with you? I should say. Ben's been
with me three weeks now and drunk most of the
time --- and, oh niy, he becomes so sentimental.
First thing ya know, Winkle, he'll be crying
on your shoulder. Ah, well, it's good clean
fun. Pour out another. (FADE OUT) Let's
drink a toast.
DRINKING SONG UP AND OUT
(FADING IN) Winkle, my dear friend, while our
dearest friend, Sawyer, is out of the room,
I must tell you that I am very miserable,
I say, old fellow, I'm sorry. Is there any-
thing I can do?
Nothing, my dear boy, nothing --- you recollect
Arabella, Winkle? My sister Arabella --- a
little girl, Winkle, with black eyes. You met
her when we were at Wardles. I don't know
whether you happened to notice her, a nice girl,
Winkle. Perhaps my features may recall her
face to you?
No, I hardly think so --- but I remember her.
Very well, in fact --- charming, charming.
Yes, charming. Our friend Bob is a delightful

fellow.
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Very --- but I see no connection.
I designed 'em for each other, they were made
for each other, sent into the world for each
other, born for each other, There's a special
destiny in these things, Winkle, dear sir.
There's only five years difference between 'em
and both their birthdays are in August.
Well -- interesting but --
But, it's a sin, it's a sin, I tell you, but
Arabella doesn't like him,
(RELIEVED) Oh, is that so?
And I think -- I think there's a prior attach-
ment.
(HAPPILY) No! Uh -- have you any idea who
the object of the prior attachment might be?
I only wish I could guess. I'd show him what
I thought of him. I'd take this poker and I'4d --
Yes, yes, right enough -- and a good thing,
too. But -- uh -- your sister is in Kent then?
No, no. I didn't think Wardles was exactly
the place for a head-strong girl, so -- as I am
her natural protector and guardian, our parents
being dead, I have brought her down into this
part of the country to spend a few months at an
0ld aunt's, in a nice dull, close place., I

think that will cure her, my boy. If it doesn't
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I'11 teke her abroad for a little while and
see what that'll do.
Oh, the aunt's in Bristol, is she?
No, no, not in Bristol --- over that way--
north-- down there -- north,
(FADING OUT) Oh, I see~-- down there--north...
(FAST AND LIGHT) UP AND OUT
(FADING IN) Over that way =-- north -- down .
there -- could be three miles off -- or thirty
«= Oor three hundred. I have it -- I']ll ask
Pickwick when he gets here tomorrow -- he
knows how to handle ;uch things. I must see
her (FADE OUT) I must see her -- soon.
(PASSAGE OF TIME STUFF) UP AND OUT
(FADING IN) And you see, Pickwick, I love
Arabella and I thought, that is, I hoped-- I
might be the prior attachment.
I see and you are quite serious and earnest
in respect to this young lady, Winkle?
Serious, from my heart -~ from my soul!
And he said, "down there." That means on the
Downs. Hmmmmm-- that's not too bad. We'll
send my man, Sam Weller, He'll find her and
make an appointment and you can see her and
declare yourself.

That's it-- I must declare myself -~ but
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secretly. Her aunt is saving her for Bob
Sawyer.,

Yes, secretly-- Sam will arrange it. (CALLING)
Sam--3am come here,

(FADILG IN) Yes, sir. Coming, kir. Fickwick.
Now, Sam, we want you to go over the Downs and
get into a conversation with the servants of
the houses there and find out which house
contains a luiss Arabella Allen (FADE OUT) And
then get her to agree to an interview with Lr,
Winkle.

FAST AND LIGH[ UP AND HOLD UNDER

(FADEZ IN) Arabella Allen -- no one in the
master's house by that name.

(FADE OUT) Just thousht I'd ask.

UP 2" AND UNDsR

(FADE IN) No one in my house by that name.,
(FaDE OUT) Well, I'll try another house.

UP 2" AND UNDER

(FADZ IN) No -- not here,

(FADE IN) Not Allen -- we have a (FiDi OUT)
Daisy Brown.

(FADE IN) No young ladies here.

No!

No!

UP AID DOWN UNDLR
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Arabella Allen? --- sure next door.
UP AND OUT
(FADE IN) And she'll be walkin' in the garden
alone tomorrow evenin', Mr, Pickwick, -- after
dark.
We must be careful, Winkle -~ not for our sakes,
but for that of the young lady. We must be
very cautious.
WE?
WE, sir, I shall accompany you.
YOU?
I. In affording you this interview, the young
lady has taken a natural, perhaps, but still
very imprudent step. If I am present at the
meeting,a mutual friend, wvho is o0ld enough to
be the father of both parties, the voice of
scandal can never be raised against her here-
after.
You shall go.
I shall (FADE OUT) Sam have my shawle----
(OMINOUS) UP AND OUT
(FADING IN) Here we are gentlemen -- right down
this lane.
Ah, Just a moment, I brought a dark lantern.
Ah -~ there -- helps, eh?

Let's hurry.
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PICK: I'd have been the better for a dark lantern my
last garden expedition, eh, Sam?

SAM: Very nice things if they're managed properly,
sir, but when you don't want to be seen, I think
they're more useful after the candle's gone out,
than wen it's alight.

PICK: Umm -- perhaps I'd best put it away for a bit.

SAM: Here we are by the wall. There, I hear the young
lady, Mr. Winkle. Now, up with you, sir.

PICK: Stop, stop. I must speak to the lady first.

Help me up, Sam.

SAM: Gently, Mr. Pickwick. I'll place me head against

the wall and you step on that 'ere flower-pot,

sir, and now on my back and (STRAINING) up we

g0.

PICK: I'm afraid I shall hurt you, Sam.

.SAM: Never mind me, sir. Can yoﬁ see now, Sir?

PICK: Yes. My dear, don't be frightened, it's only
me.

ARAB: (OFF MIKE) Oh, pray go away, Mr, Pickwick.

Tell them all to go away. I'm so dreadfully
frightened. Dear, dear, Mr., Pickwick, don't
stop there, you'll fall down and kill yourself,
I know you will.

PICK: I merely wish you to know, my dear, that I am
here and you are properly chaperoned and need

have no fear of impropriety.
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Oh, Mr. Pickwick, I'm very much obliged to you
-=-= Mr, Pickwick.
GRUNTS AND THUDS.
Oh, (GROANS) where am I now?
Are you all right, sir? 7You took a false step
and ---- ‘
Yes, yes, now I'm all right. Where's Winkle?
Mr, Winkle Jumped over the wall -- he was that
anxious, sir!
Good, good. Now I'll go down to the end of the
lane and watch. Eh-- what's that.
Someone's coming, sir, It's that lamp. 1It's
going egain, sir. The shutter slipped. Mr,
Winkle -- Mr. Winkle.
I'm ocoming -~- I'm coming.
(OFF MIKE) Run, sir. Come on quick, quick
(FADE OUT) this way --- down the lane.
(FAST AND TRIUMPHANT) UP AND OUT
(FADING IN) And everything is quite all right,
my dear Pickwick, quite all right -- yes, indeed
(FADE OUT) Thank you very much, very much
indeed.
(TRIUMPHANT) UP AND OUT
(FADE IN) It's wonderful how the poor people
patronize me, Ben. They wake me at all hours of

the night. They take medicine to an extent
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which I'd never have thought possible; they
make additiongs to their families richt and left.
Six of those last named little promissory notes,

all due on the same day, Ben, and all entrusted

to me.
ALLEN: It's very gratifying, isn't it?
SAW: Oh, very, only not quite so much so, as the

confidence of patients with a shilling or two
to spare, would be., This business was well
described in the advertisement, Ben.

ALLEN: How's that?

SAN: It's a practice, a very extensive practice and
that's all.

ALLEN: Bob -- Bob, you must make yourself, with as

little delay as possible, master of Arabella's

100 pounds.
SAW: But how?
ALLEN: By making yourself master of her.
SAW But she doesn't like me.
ALLEN: We'll see to that. I1I'll exert my influence

this very day.

SOUND: DOORr OPANS +.., BELLS JInGLE
SAW: Oh--it's Mr, Pickwick-- Well, we're glad to

see you, sir, how are you?
ALLEN: Hello, Pickwick----

PICK: (FADING IN) Good day, gentlemen. Glad to see
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you, too. Have you heard the news?
News?
About your sister, Allen.
We were Just talking about her, We have plans.,
You see, Mr, Pickwick-===-=
DOOR OPENS HURRIEDLY......BELLS JINGLE
Aunt-=--
Ben----Ben----the most awful thing has happened--
Sit down, Aunt-- you're all upset.
I prescribe camphor---julep and water three
times a day.
Ben---my niece, your sister, left my house three
days ago on a pretended visit to my sister and---
And she won't come back I suppose---Never mind--
I have plans for her anywaye--
But you don't understand---this morning---
Oh, she did come back, eh? Well, so much the
better, I want to see her---
She did not come back. She wrote and explained--
well---in short----that she was married.
What? Bolted? I'll get my hands on the rascal
who took her---just you wait---where's my hat?
I shall challenge him to a duel---why the no
g004 ===
Before you go further, gentlemen, I believe I'd

best explain I had a hand in this and her
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husband is a friend of mine and I should hate

to hear him called names.

Who is 1t?

Mr, Nathaniel Winkle---and I helped them elope--
come, now, you don't hold it against us do you?
In case you don't, I brought along a slight
bottle of spirits--thought we'd drink to their
health--have some?

What kind is it? Hmmm--good stuff--pour some
out, sir---

Sure there are no grudges? This is good, you
know-=I shouldn't like to drink it, however, if
there were hard feelings.

Well, seeing how it is then, sir---(BRIGHTENING)
I don't mind if we do---Ah---l00ks fine--

Don't gulp it so, gentlemen---I propose a toast

to the newlyweds.

-

Oh, yes--=to the newlyweds.

TRIUMPHANT UP AND OUT
Stock Closing.



Notes on the Adaptation and the Production
of part of Dicken's Pickwick Pavners

Reasons for Adantation

Dickens had great influence on short story writers
all over the world, though he wrote novels, mainly.. His

series of short stories incorporated in The Pickwick Papers

has influenced the short story style of many of his suc-
cessors. Because of this, I chose to adapt a part of this
famous work.

Adaptation Problems

The writing of this script was difficult because the
story told here was woven in and out of three chapters in
the book. It was necessary to eliminate much interesting
but irrelevant detail, which would have added vastly to
the amusement provided by the script, but which would have
added nothing to the dramatic action. However, it was
important to retain the flavor of the characters and their
time and, so, the process of selecting descriptive detail
and colorful language to be retained was a difficult one.

Casting and Acting

In casting, it is highly important to avoid British
accents which are too thick to be readily understood, as
a great deal of the script depends upon rapid pacing. Sam
Weller could be played in any British dialect, though

Yorkshire 1is preferable.
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In the acting, the important problem was to make the
exposition, necessarily included in the conversatibﬁ, sound
natural, rather than like pure exposition. One of the most
vital things in the acting of this script, from the tech-
nical angle, is the matter of perspective, In the montage
scene where Sam is searching for Arabella, proper fades
are of the utmost importance to the timing. The timing is,
of course, the suspense-mechanism, In this scene, too,
the voices must build in pitch, with the musical background,
to a climax. The whole scene has to be very rapid.

Another scene where perspective demands great care is
that of the clandestine interview between Arabella and
Winkle., Here the perspective is very vital to the vizual-
ization of the dramatic action.

Sound

The sound pattern in this script is easy but the musie
demands very precise timing. This is particularly true in
the montage scene where Sam seeks Arabella. This scene
depends on the timing of the music fades in and out for all
of its effect. Done correctly it is one of the most effect-
ive scenes in this series. I discovered that a passage of
Viector Herbert's Badinage fits the scene perfectly. It
orescendoes in all of the right places, so that the musiec
can be faded up on a crescendo each time and the dialogue
ends Jjust before the big crescendo about the middle of the

piece. Of course, the lines must be paced exactly the same
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in actual production as in rehearsal to fit the musiec,
but, if the timing of the music fades is off, the whole
effect is lost.

Seript Changes

There were few script changes before the last scene,
What there were were for the purpose of making the dialogue
more conversational and consisted of a mere addition of a
word here and there, The last scene, as it was first
written, proved in the playing to be very weak. In it the
aunt came in and falteringly told the story of the elop-
ment and then Mr. Pickwick arrived and had, supposedly, to
have the whole thing explained to him. The scene lagged
and lacked vitality. Consequently, 1t was rewritten with
Mr. Pickwick coming in first and the aunt's explanation
being much reduced. The rewritten scene still stands and

is dramatically much stronger than the first.



AN

MUSIC:
ANN:

76
FIGHI AT THS LILL
By Enile Zola
Adapted by ii. J. Martin

Stock Opening ---- Emile Zola's --- Fight At
The }Kill ---
UP AND FADE TO BG
In the year of 13870 the imperor of France
declared war against Prussia. Iien marched off
to the war leaving their friends smiling happily
at home. “Yhy smiles when men march off to war?
Because the Prussians were in for a good lick-
ing and in short order, it was comfortably
remarked on every side. People laughed at the
thought that France would ever feel the tread of

eneny boots. ILven in the province of Lorraine,
so close to the enemy territory, men were gay
and feasted as pleasantly as always, though their
country was at war, convinced that they were
safe. The village of Rocrecuse, Lorraine was a
pilcturesque little town on the banks of the
lhorelle River on the edge of the beautiful
Gagny woods. Rocreuse was noted for two things
-- the loveliness and fertility of the surround-
ing land and the wisdom of its liayor, 014
Father l.erlier., 014 Father lerlier was the

town's miller, Late in the summer of this year
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of which we speak, Rocreuse was particularly
Joyful because old Father Merlier, was giving
a feast under the centﬁry 0ld elm trees that
stood in the yard of his mill......(FADE OUT)
CROYD NOISES OF LAUGHTEr AND EATING FADE IN
(FADING IN) Friends, friends--- (CROWD NOIBES
SUBSIDE) you have all wondered why I invited
you to my mill this evening to drink and be
happy with me... (CROWD NOISES OF MURMURS
AND LAUGH) I have the pleasure of announcing
to you that my little daughter, Francoise, will
be married to this good fellow, Dominique, in
a month from today---on the feast of St. Louis.
CLINKING OF GLASSES AND CROWD LAUGHTER AND TALK
.. .HOLD UNDER FOLLOWING |
Dominique, kiss your fiancee! Come, come, must
be done!
CROWD LAUGHTER AND TAILK
Look how red they are.
They act as if they'd never kissed before.
Ah... but they've adored each other for so long
eso.the whole village knew. They are a good pair.
Come on friends -- drink and make yourselves
happy...we must celebrate.
CROWD NOISES UP ANDFADE UNDER
Well, old friend Gagnol, what do you think of
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my little daughter being so grown up as to be
engaged?

GAG: It is good, it is good, Monsieur Merlier,
Dominique is a fine lad., But is this a good
time? We are at war.

MERL: True, it is sad--but 1ife must go on.

GAG: I know=-but what I mean is, all our village boys
are gone now. Troops passed by last night and
there'll be hard fighting. Won't Dominique have
to 2eave her soon?

MERL: Bah! Dominique 1s a stranger here, He is from
Belgium, you know, he will not have to go. And
then 1f the Prussians come, he will be here to
defend his wife.

GAG: (LAUGHING) Ah-- if the Prussians come here! I
didn't mean to sound that serious. We shall
never see them here, They'll be licked well and
in short order. Pah! the Prussians, indeed.

MUSIC: (GAY) UP AND OUT

BRAN: (FADE IN) Well, Dominique, it is over. I thought
father would never get around to telling us when
we could be married. |

DOM: I felt the same way. All these weeks since he
brought me here to help him at the mill he has

never said he approved of our love.
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He didn't, at first, of course.
I know.
We had several weeks of sulking at each other
before he went and brought you here. He thought
you were lazy, lying in the sun so much by your
little o0ld hut, instead of tending your garden.
I tended it.
I know you 4id, but not all the timq. Father
works all the time, Oh--well--after yoﬁ-came
to help you've worked steadlily. The whole
village marvels at you.
Do you?
(LAUGHING) I always knew you were industrious.
You just lived differently from most of our
villagers.
Then you approve of me?
Of course, silly, would I be marrying you if I
didn't?
I don't know. Sometimes you look at me with
those black eyes of yours, and I don't know what
ybu're thinking. Black eyes are hard to read.
Blue eyes aren't. I can read yours right now.
Oh.:.h0..a sorcerer, eh? - Well, Miss, what am
I thinking, if you know so much?
You're thinking that it's a long time 'til the

feast of St., Louis.,
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(LAUGHING) Ah, how right you are--how right.
(FADE OUT)
(GAY) UP AND OUT
But Jjust a month later, to the day, on the very
eve of St. Louis, Rocreuse was terror-stricken.
The Prussians had beaten the Emperor and were
advancing by forced marches upon the village.
For more than a week people passing along the
road had been announcing the coming of the
Prussians,
They're at Lormiere!
They're at Nouvelle!
They're at Croix!
They'll be here soon!
They were coming so fast! Every morning the
Rocreuse folks expected to see the Prussians
descending from the Gagny Woods. And then on
this day a French detachment entered the village.
MARCHING MEN UP
The captain at once asked for the mayor of the
village and remained in the mill for a long
time with 014 Merlier, (FADE OUT)
(FADING IN) Ah-- Monsieur, this is a regular
fortress of yours, We can hold our own well
until evening.... Hmm--the bandits are late.,
They ought to have been here already.
You will give battle then?
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Indeed, yes, I shall station my men behind walls
and in the trees and in the edge of the wood.
It is an excellent defense, don't you think?
Yes, yes, of course,
I gsee you are worried about your fine mill,
Monsieur, Well, this is a bad business---but it
must be done,
Of course. You ought to have your men hide
that little boat behind the mill wheel there by
the building. There is a 1little hole there it
fits into., Perhaps, it might be of use later.
Some men could hide in it and slip from there
down to the river and escape, in case you don't
hold the mill,
Excellent, excellent, thank you, lonsieur, It
will be done. Well, sir, my men are enjoying
your yard.
Yes, it is pleasant here -- with the water so
near,
An excellent fortress here, Yes, indeed --
good defense., We can put men on the third floor
of the mill and they can fire down on the
Prussians as hhey enter the yard.
Then you are certain of defeat.

Yes, I'm afraid so. .We're only trying to delay

them until our main army is reinforced.
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1 see. Well, if you're going to put men up-

stairs, I can show you a means of letting them

escape at the last moment. Come here...around to

this side of the building.

Yes--by all means.

You see, this wall is covered with ivy, but if
you look closely, you will see among the leaves
an iron ladder, It used to lead from the wheel
to the granary but now since we have made liv-
ing quarters of the upstairs it is no longer
used, Still, it might be of use to your men,
Good, good. It will be of use...

It now leads to my daughter's room and you per-
haps will post men at her window.

Yes, and what is the room directly beneath in
the second story?

It is just a store-room...nothing much in it.

I see -~ thank you, Monsieur Merlier. You are
a great help.

For my country, Captain.

Yes, of course, Then that little black haired
girl is your daughter?

Yes.

She 1is lovely--- a bit too small perhaps...but
very charming. Who is the tall blonde lad who

follows her about so constantly?
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MERL: Her fiance. They were to have been married
tomorrow,
CAPT: Tod bad...too bad... Hm, here they come. Are

they never apart?

MERL: (LAUGHING) Not lately=-- Well, my children, why
look so sad?

FRAN: (FADING IN) Father, the soldiers say there'll
be a battle.

MERL: Yes, poor children, and it is not tomorrow that
I shall marry you. One must be patient these

days, eh, Captain?

CAPT: True., So-- you are not in the army, my lad?
DOM: I am a stranger.

CAPT: Oh =~ I see!

DOM: I am a stranger; but I can lodge a ball in an

apple at five hundred meters. See, there is my
hunting rifle behind you.

CAPT: You can find use for it.
MUSIC: (THUNDEROUS WAR MOOD) TUP AND FADE OUT
ANN: And Dominique did. From 10:00 that morning

until 6:00 that night when the Captain consented
to withdraw with his 10 remaining men. The mill
was under constant bombardment. The great elms

in the yard were cut down and o0ld Merlier risked
his 1life every instant checking on the damage

done to his mill. He wept when the 0ld mill-wheel
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was destroyed and Francoise wept over the soldiers
wounds and covered those who were killed, but
most of all she worried about Dominique who never
left his post, though a ball touched his shoulder
and another bruised his arm. Long after the
French had left he was still firing on the advanc-
ing Prussians and when the conquerors entered the
mill he was standing with his rifle.smoking....
He was seized and taken to the Prussian Comman-
dant, (FADE OUT)
S0=~= you do not deny that you fired?
I fired just as much as I could.
You are a native of this country?
No, I am a Belgian.
Why did you take up arms? All this ought not to
concern you., Why don't you answer? (PAUSE) Oh
-- I see -- the girl. Well, you shall be shot
in two hours,
Oh, no.
Why not? He is no good to us. Wait-- are you
well acquainted with the neighboring woods?
Of ocourse.
What is the name of those woods?
The Sauval.
And how far do they extend?
I do not kmow.
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You do not know!! Don't take me for a fool!
Think it over., If you will lead us through
the woods you can come back to your wife here.
No.
Think it over... I will give you until tomorrow
morning. In the meantime -- Sergeant.
Yes, sir.
Confine this man to that store-room on the
second floor and guard him,
Yes, sir. (FADE OUT) Come along.
(OMINOUS) UP AND OUT
PEBBLES BLEING THrROWIT AFAINST WALL
(OFF MIXE) (WHISPEZRING) Dominique, oh, quickly -
-- I shall fall ---
Francoise, where are you?
Here-- take me, quick-- I'm falling.
Oh -- give me your hand. Hang on with one --
uhhh -- there now up -- here you are -- inside.
(CRYING) Oh =-- I thought I'd drop into the water
below. I grabbed plaster from the walls and threw
at your window, but you didn't hear.
How did you get here?
By that 0ld ladder that leads from my room to the
store-room --- but, oh, I was so afraid.
Be quiet, my dear. Here put‘your head against

me -- there -- now-- Oh, how you frightened me!
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You might have been killed, How I love you,
Francoise! I had only one fear., I was afraid I
should die without being able to see you again.
But you're here: and now they can shoot me.,
When I have passed a quarter of an hour with you
I shall be ready. Come, let's<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>