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INTRODUCTION

THS DESIGNER APPROACHZS TH& PROBLZM

(&}

The problem of this thesis is three-fold, as the title indicates:
"The Design and Execution of a Production of G. B. Shaw's Heartbreak
House for a Small Stage with Limited Facilities and an Analysis of the
Problems Involved", There are these considerationss a, the general
problem of satisfying G. B, Shaw in his demands in the script; b. the
plan and design of the whole production as they are effected by a
small stage; and ¢, the working out of the details of the comstruction
and execution of the designs with an analysis of the various problems
involved.

Before analyzing the individual problems of Heartbreak House, a

discussion of the general procedure followed by the average designer
might be in order, Reference will be made from time to time to the
designer and his relation to the entire production.

As a guide for the designing of the scemery, the general plan sug-
gested by Mordecal Gorelik, a Broadway designer, was used.1 Although
Mr. Gorelik is designing for the professional theatre, many of his
procedures are followed to a large extent in the educational theatre.
The business of the designer does not necessarily follow this plan
step by step, but rather, it is flexible.

The designer must first of all have a thorough kmowledge and under-

standing of the script, With this study and understanding of the

1 Mordecai Gorelik, "Designing the Play", Producing the Play,
ed. John Gassner, (New York: Dryden Press, 1941), pp. =353,




script, an effort is made to penetrate closer and closer to the deeper
meaning of the play.2 At all times the designer must be aware of what
his settings will contribute to the production as a whole., The
designer must think beyond architectural detail, and attempt to deter-
mine what his setting will do for the action as called for in the
script, and how the actors will use his setting. Bxtensive conferences
should be held with the director so that the two are in agreement on
the major problems of action, style, and atmosphers or mood. The de=-
signer follows a general pattern of interpreting the play, and creating
the settings. However, since his role in the theatre is a supporting
one, his work mist be of a cooperative nature and in agreement with the
director at all times.

In fulfilling these obligations, the designer may find himself
doing research in order to clearly represent an accurate production of
stage., It may be necessary to visit factories, lighthouses, and other
existing structures if that type setting is demanded. Also, the
designer may be called upon to design historic and geographic settings,
for example, a Mexican play of 1860. For this type production, he will
need to do library research.3

Because properties help to convey particular elements in the
design, the designer is responsib1§ for their selection,

Sketches should be made and are important because they can give

a concrete visual expression of the ideas which the designer has in

2 1bid., p. 315.
S Toid., p. 320.



mind. The designer prepares models and blueprints of his designs which
are drawn to scals, As the designs are planned, he should not overlook
the physical nature of the theatre in which the settings are to be used.

After the drawings are complete, the designer is the individual
who supervises the construction of the setting through all its stages
including the actual setting up on stage. The lighting armngemenf is
also planned and supervised by the designer.

The preceeding outline, then, was the gemeral guide used in plan-

ning the scenery for Heartbreak House.

For the purposes of this study, the specific treatment of this
problem has been analyzed in six chapters.

Chapter I, part one, discusses Shaw's demands upon the actor, di-
rector, and designer. The material on the actor and director is included
to show how Shaw's demands upon these people influences the designer.

Part two discusses the specific scenery requirements of Heartbreak
House as outlined by Mr, Shaw,

Part three describes Studio Theatre and shows the limitations im-
posed by the physical plant,

Chapter II gives a description of how the production was planmed,
and how the scenery was designed.

Chapter III includes the script as used with all technical cues.

Chapter IV is a record, containing blueprints and pictures, of
the execution of the proposed design.

Chapter V offers any conclusions to be drawn from designing and

executing the settings for the production.



CEAPTER I

THE ANALYSIS OF THE AUTHOR'S
PROBLEM A3 IT AFFECTS THIS PRODUCTION



CHAPTER 1
PART I: SHAW'S GENSRAL DEVMANDS UPON HIS PRODUCERS

George Bernard Shaw has been recognized as one of our outstanding
present-day playwrights.l An effort to discover his attitudes towards
the people who produce his plays has not been an easy task, for:

his influence on the theatre as a social thinker, philosopher,

realistic and imaginative writer, and master or even virtual

creator of modern comedy of ideas, it i1s diffiocult to pigeon-

hole this versatile master,

In light of this author's research, Shaw has given only scattered
indications of what he requires of the scene designer. Mr, Shaw has
himself written extensively about his plays, their ideas, their direct-
ing and acting problems., Many of his critiocs have done the same, but
both Mr, Shaw and his critics have written relatively little concerning

the scene design for these plays. Nevertheless, Shaw realizes the value

of the setting and shows this in one instance when a setting was poorly

done. In a production of Ibsen's John Gabriel Borkman at the New Century
Theatre, London, Shaw became quite upset over the abominable and sloven
use of the scenery.3 Neither does Shaw approve of stage "hokum" or
tricks,4 but constantly desires the scenery to produce a true and ac-

. curate representation,

1 john Gassner, Masters of the Drama, (New Yorks Dover Publica-
tions, 1945), pp. 598616,

2 John Gassner, Philo M. Buck, H. 8. Alberson, A Treasury of the
Theatre (New York: The Dryden Press, 1940), p. 397.

3 George Bernard Shaw, Dramatic Opinions and Essays With an Apolo
by Bernard Shaw (New York: Brentano's, 1907), Vol. 11, p. §45.

4 G. B. Shaw, "Make Them Do It Well", Colliers, June 24, 1922.
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Shaw shows his emphasis on the setting by the very complete des-
criptions which preceed the dialogue to his plays. In the descriptions
of his settings that follow, it is evident that theys help to create
the nature and atmosphere for the play; describe the traits of the
characters who occupy the settings; define to a degree the historical
architectural boundaries; and provide that the "faces of the speakers
are seen quite distinctly".s

This exerpt from Pygmalion, Act II, sets the scene in a male speech
clinician's office and illustrates the point that the settings create
the nature and atmosphere of the play.

Higgin's laboratory in Wimple Street.ee...The double doors are
in the middle of the back wall; and the persons entering find
in the corner to their right two tall file cabinets at right
angles to one another against the walls, In this cormer
stands a flat writing-table, on which are a phonograph, a
laryngoscope, a row of tiny organ pipes with a bellows, a set
of lamp chimneys..sss..86veral tuning forks of different sizes,
a life-size image of a half a human head, showing in section
the vocal organs......Further down the room, on the same side,
is a fireplace, with a comfortable leather-covered easy=-chair
at the side of the hearth nearest the door, and a coal scuttle

This passage from Candida illustrates Shaw's description of the
character traits of the individual who occupies the setting. It is
the home of the Reverend James Mavor Morell,

In this room, the only sitting room that can be spared from
the children, the Reverend James Mavor Morell does his work.
He is sitting in a strong round-backed revolving chair at
the right hand of a long table, which stands across the win-
dowe....At the opposite end of the table, adjoining it, is a
little table only half the width of the other, with a type-
writer on it.....The large table is littered with pamphlets,

5 Loe Simonson, Part of A Lifetime (New Yorks Duell, Sloan, and
Pearce, IDCQ’ 1_9437, Pe o1,
Bernard Shaw, Androcles and the Lion, Overruled, Pygmalion
(New York; Brentano's, 1923), p. 127.
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journals, letters, nests of drawers, an office diary, postage
scales and the like. A spare chair for visitors having busi=-
ness with the parson is in the middle, turned to his end.
Within reach of his hand is a stationery case, and a cabinet
photograph in a frame.....0pposite him on the left, near the
typewriter, is the door, further down the room, opposite the
fireplace, a bookcase stands on a cellaret, with a sofa near
it. There is a generous fire burning.......7

To show how Shaw has defined the historical and geographical boun-

daries of the setting, a bit from The Doctor's Dilemma will illustrate:

The consulting-room has two windows looking on Queen Anne
Street, Between the two is a marble~topped console, with
haunched gilt legs ending in sphinx claws. The huge pier-
glass which surmounts it is mostly disabled from reflection
by elaborate painting on its surface of palms, fernms, lilies,
tulips, and sunflowers. The adjoining wall contains the fire=-
place, with two arm=chairs before it.....There is a couch in
the middle of the room, at right angles to the console, and
parallel to the fireplace. The windows have green venetian
blinds and red curtains; and there is a gasalier; but it is a
convert to electric lighting. The wall paper and carpets are
mostly green, coeval with the gasalier and the Venetian blinds.
The house, in fact, was so well furmished in the middle of the
XIX century that it stands unaltered to this day and is still
quite presentable.B

Shaw does not describe his setting and then forget it. As his
plays progress, he continues to add directions which are related to the

designer's problem. In act III of Heartbreak House, Lady Utterword is

interrupted in a speech by flute music and after her retort, Shaw di-
rects, "the window is slammed down. She subsides™. He is aware of the
darkness he calls for at the beginning of the act when he writes as a
direction "she drags him away into the darkmess™., The designer of the
production is affected by the air raid which occurs, Some of the

directions read: "a dull distant explosion is heard", "the lights go

7 Bernard Shaw, Plays Pleasant and Unpleasant (New Yorks Brentano's,
1912), Vol. II’ ppo 84-850
Bernard Shaw, The Doctor's Dilemma (New Yorks Rrentano's, 1911),

pp. 4-6.
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out," "rumming in from the house to the middle of the esplanade,"
"he dashes into the house," and "the lights go up again." These pas-
sages give evidence that Shaw does not describe his scenery and then
forget it, rather he is aware of his scenery at all times and uses it
to the best advantage.
As an artiste-designer Shaw admits he was not a great success,9
but he suggests that the business of the designer is "the work of making
the stage clean, handsome, fashionable, correct, costly, and thoroughly
gentlemanly, was an indispensible preliminary to any movement towards
beauty, individuality, and imaginative setting."lo He has great respect
for the artist and allows him very much freedom in his designing.ll
The only absolute demanding restriction that Shaw places on the scenery
is that the actors may be clearly seen.12

Shaw hes always been interested in realistic settings, for in some
of the earliest interiors of this type Shaw said they were "worlds
ebove flats, wings, sky bordera..."13 He also liked them because "it
brought the stage into closer connection to contemporary life".l4 Lee
Simonson, an outstanding contemporary designer, feels that Shaw demands
a realistic setting, for

80 long as audiences find comedies like Bernard Shaw's stage

in clergymen's studies, artists' studios, Salvation Army bar=-
racks, and physiciens' consulting=rooms, &8s provocative as

9 Simonson, Ibid., p. 51.

10 George Bernard Shaw, Dramatic Opinions and Essays (New York:
Brentano's 1907), Vol. I, p. 278,

11 gimonson, Ibid., p. 51.

2 Loc. cite

13 Shaw, Dramatic Opinions and Essays, Vol. I, op. cit., p. 277,

* Loc. cIE: -
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they once found Moliere's comedies staged in the drawing
room of a marquis or a misanthrops, the designer will be
forced to imitate to a Ereater or less degree, rooms which
we habitually inhabit,l

Because Shaw has been less specific in treating the designers
requirements, & study of his directing and acting instructions was made
to indicate the careful attention he gives to these groups. Since the
designer is working so closely with both the director and actor, a good
many suggestions to him may be indirectly gained and used to advantage.

Shaw has recognized the demends upon the directors of his plays.
In a letter to a friend who was underteking the direction of a long
play, Shaw wrotes

Be prepared for a spell of hard work., The incessant strain on

one's attention (the actor's have their exits and rests; but

the producer is hard at it all the time), the social effort of

keeping up everyone's spirits in view of a great event, the

dryness of the previous study of the mechanical details, daunt
most authors,

Upon the director then falls the tremendous task of preparing the
actor's and the author's words for presentation. The director must have
a thorough knowledge of all the stage business, movement, and interpre-
tation before the first rehearsal for Shaw advises:

If before you begin rehearsing you sit down to the manuscript

of your pley and work out all the stage business; so that you

know where every speech is to be spoken as well as what it is

to convey, and where the chairs are to be and where they are

to be taken to, and where the actors are to put their hats or

anything else they have to take in their hands in the course

of the play, and when they are to rise and when they are to

sit, and if you arrange all this so as to get the maximum of
effect out of every word, and thus make the actors feel that

15 160 Simonson, The Stage Is Set, (New York: Harcourt Brace
and Co., 1932), pp. 49-50.
16 Shaw, "Yake Them Do It Well", op. cit.
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they are speaking at the utmost possible advantage--or at
worst that they cannot improve on your business, however
little they may like it--and if you take care that they
never distract attention from one another; that when they
call to one another that are at a dire distance; and that,
when the audience is looking at one side of the stage and
somebody cuts in on the other, some trick (which you mst
contrive) calls the attention of the audience to the new
point of view or hearing, etc., then you will at the first

rehearsal get & command of the production that nothing
will shake afterwards.l?

Shaw gives explicit directions to the director which covers essen-

tially all of the stage business. In Act I of Heartbreak House, the

director has such descriptive aids as: "the young lady picks up the
book and places it on the table", "advancing to the drawing table",
"she goes to the door leading to the hall", "he sits down in the big
wicker chair", and "he seizes the cup and the tea-pot and empties both
into the leathern bucket"™. Directions and guide-posts as those cited
run throughout the play end clearly indicate Shaw's personal require-
ments for the action,

Particular attention has been given to the actor by Mr. Shaw. He
feels that a play is not complete until it has been acted.le Shaw
mainteins that there is no substitute for honest acting, for the actor
should be told thats

mere suggestion is no use here, I don't ask you to suggest

anythings I give you the actual things to do and say., I

don't want you to look as if you could say wonderful things

if you uttered your thoughts. I give you both the thouﬁgts
and words; and you must get them across the footlights.~~

17 Shaw, "Make Them Do It Well", op. cit.

18 william Irvine, The Universe of G. B. S. (New York: Whittlesey
House, 1949), p. 202.

19 ¢, B. Shaw, "Make Them Do It Well", op. cit.
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The foregoing implies that the actor should strive for reality
and that he must get the thoughts and words of Shaw to the audience
with extreme care and exactness., In addition, the actor should have
enough training (which is the minimum amount)zo so that when he comes
to an author he can say:

Within the limits imposed by my age and sex, I can do all the
ordinary work of the stage with perfect certaimty. I know my
vowels end consonants as a phonetic expert, and I can speak
so as to arrest the attention of the audience whenever I open
my mouth forcibly, delicately, roughly, smoothly, prettily,
harshly, authoritatively, submissively, but always artistic-
ally, just as you want it, I cen sit, stand, fall, get up,
walk, dance, and otherwise use my body with_the complete com-
mand of it that marks the physical artist.?

Shaw demands skilled flawless actors in every respect because:

unless the lines are spoken by voices of which the ear never
tires, with gestures and actions which never lose their fasg=-
cination, the result can be no better than a disagreeable
experience, drawing and holding a crowd and holding it only
as a street accident does.?

In the light of these findings, it is evident that !r. Shaw has
been quite definite in his views and attitudes towards the director and
actor, From the illustrations cited, the importance which Mr. Shaw has
placed on his director end actor is seconded by the importance with
which he considers the designers contribution, While he seldom goes
farther than the description of the used objects in his rooms, he is
fully conscieus of the importance of a well designed setting.23
His requirements for the scenery which the designer mist concemrn

himself is adequately summarized by William Irvines?4

20 Shaw, Dramatic Opinicns and Essays Vol. I, op.cit., p. 425,
21 16c. cIt. -

22 Tv1d.7 Vol. I, p. 197.

23 STmonson, Part of a Lifetime, Ibid., p. 51.

4 Irving, Ibid., p. 202.

-10-



First, that they be authentic to the time and nature of the
play; second, that they be, in so far as possible, pleasing
and beautiful in themselves; and third, that they afford
every opportunity to the actor,

-]lle



PART 1Is THE SCENERY REQUIREMENTS OF HEARTBREAXK HOUSE
AS ESTABLISHED BY THE AUTHCR

Following the suggestions of Mr. Gorelik, the first step for ana-

lyzing the needs for Heartbreak House was to follow the script very

carefully. Again Mr. Shaw's directions are as exacting in this script
as in his other plays.

There are two settings needed. The general location of the action
is Captain Shotover's country home in Sussex, England. For Acts I and
I1 the setting is the living room, and for Act IIT the setting is the
garden immediately outside the same room.

The general description for the interior scene by Mr. Shaw is as
followss

The hilly country in the middle of the north edge of Sussex,
looking very pleasant on a fine evening at the end of Septem=-
ber, is seen through the windows of a room which has been
built so as to resemble the after part of an old fashioned
high-pooped ship with a stern gallery; for the windows are
ship built with heavy timbering, and run right across the
roon a8 continuously as the stability of the wall allows.

A row of lockers under the windows provides an unupholstered
window-seat interrupted by twin glass doors, respectively
half -way between the stern post and the sides. Another door
strains the 41lusion a 1little by being apparently in the
ship's port side, and yet leading, not to the open sea, but
to the entrance hall of the house. Between this door and
the stern gallery are bookshelves., There are electric light
switches beside the door leading to the hall and the glass
doors in the stern gallery. Against the wall is a carpenter's
bench. The vice has a board in its jaws; and the floor is
littered with shavings, over-flowing from a waste-paper basket.
A couple of planes and a center bit are on the bench. 1In the
same wall, between the bench and the windows, is a narrow
doorway with a half door, above which a glimpse of the room
beyond shows that it is a shelved pantry with bottles and
kitchen crockery.

On the starboard side, but close to the middle, is a plain
oak drawing-table with drawing-board, T=square, straight-
edges, set of squares, mathematical instruments, saucers of
pencils, and brushes on it. The drawing-board is set so

-12-



that the draughtsman's chair has the window on its left hand.
On the floor at the end of the table, on his right is a ship's
fire bucket, On the port side of the room, near the book=
shelves, is a sofa with its back to the windows, it is a
sturdy mahogany article, oddly upholstered in sailcloth, in-
cluding the bolster, with a couple of blankets hanging over

" the back, Between the sofa and the drawing-table is a big
wicker chair, with broad arms and a low sloping back, with its
back to the light. A small but stout table of teak, with a
round top and gate legs, stands against the port wall between
the door and the bookcase. It is the only article in the
room that suggests (not at all convincingly) a woman's hand in
the furnishing. The uncarpeted floor of narrow boards is
caulked and holystoned like a deck.
The garden to which the glass doors lead dips to the south be-
fore the landscape rises again to the hills., Emerging from
the hollow is the cupole of an observatory. Between the ob-
gservatory and the house is & flagstaff on a 1little esplanade,
with a hammock on the east side and a long garden seat on the
west.

This is Shaw's outline of Act IIIs

In the garden, Hector, as he comes out through the glass door

of the poop, finds Lady Utterword lying voluptuously in the

hammock on the east side of the flagstaff, in the circle of

light cast by the electric arc, which is like a moon in its

opal globe. Beneath the head of the hammock, is a campstool.

On the other side of the flagstaff, on the long garden seat,

Captain Shotover is asleep, with Ellie beside him, leaning

affectionately against him on his right hand. On his left is

a deck chair, Behind them in the gloom, Hesoine is strolling

about with Mangan, It is a fine still night, moonless.

Both settings as described by Mr. Shaw have carefully outlined the
scenes into the fundamental acting areas grouped around the furniture.
To 4llustrate Shaw's requirements of the setting, several scenes have
been selected. Shaw directs the action to the sofa in the two-some
scene between Ellie and Mrs. Hushabye while Ellie explains her feeling
for Mangan and one "Marcus Darnley." This scene also has Mrs. Hushabye
make use of one of the books from the bookcase, and she is directed

to fling the book on the draughtsman's teble, and walk about the room

in an intolerable manner,



This seme scene is interrupted by Mrs., Hushabye's husband, and
Shaw has him enter from the hall, then place his hat and stick on the
teak table.

In the scene after Randall has made his entrance, the Captain has
been directed to exit into the pantry. The stage is held by Mrs.
Hushabye, Randall, and Mangan. Lady Utterword is directed to the window
seat, sits down, and upon cue, remarks, "Who is that gentleman walking
in the garden with Miss Dunn?" Whereupon, Mrs. Hushebye and Randall go
to the window to discover who the gentleman is.

Near the end of Act I in the Hector end Captain's scene, Shaw has
given the direction that the Captain sit and work at the drawing table.
The indications are that the Captain should have complete emphasis
here because it is a scene in which he expounds very mch upon his
particular views towards mankind,

In AGE I1 the entire cast must appear on stage during the burglar
scene, However, just before everyone has made their final entrance for
the scene, the commotion of the Burglar causes Hector, the Captain,
Lady Utterword, Randall, and Ellie to make & hurried exit out the hall
door. This hurried exit demands that sufficient off stage space be
available to accommodate the actors. After the burglar is captured,
the entire cast is brought on stage by Shaw. Mazzini Dunn enters first,
is directed to the drawing=-table where he throws his pistol down, and
then he sits in the draughtsman's chair. Hector enters marching the
villain to the center of the room, Ellie runs to her father, and so

the directions continue until all are on stage.



It may be concluded from these examples that Shaw does not des~
cribe his setting and then forget it. Rather, he is always aware of
his scenery and gives directions to his director and designer as to
the specific use of the setting as he would desire it.

Since Shaw requires that his actors must be seen, he is interested
in the visual elements of the pley which are reflected in his lighting
demands.

The lighting requirements are not fully discussed in the descrip-
tion of the settings, but the script reveals that in the first act,
the light should be of a general nature, notivated by the late summer
evening sunset. The windows must be backlighted to create this illu-
sion of the sun, and the light must slowly dim down so that by the end
of the act the stage is in near darkmess.

The second act also requires a general light upon the setting.

The act takes place just after dinmner and the light source is to be
suggestive of illumination by electric lights.

The lighting in the third act is the most difficult to produce.
According to Shaw it is a moonless night, and the source of light comes
from an electric arc.

It may be noted that although he has not been specific in his
method for illumination, he has made provision for the source of light.

Shaw as a playwright has created the inherent problem of determin-
ing the style of the production. Style is difficult to isolate and
describe because there are many styles and they often overlap. Accord-

ing to Alexander Dean, "style is the depree and kind of likelifeness



that a playwright has used in his writing, the degree of his selectiv-
'ity in dramatic form and structure.1

Using this definition of style as a basis, Heartbreak House was

analyzed to determine the extent of "likelifeness™ the author had in-
tended to portray. Shaw gives an excellent clue in his preface to

Heartbreak House by stating that the play was written to show "cultured,

leisured Europe before the war,"? A study of the characters revealed
that although they were umisual, they were to act and react to each
other in a mamer familiar to all, and that they lived and moved in an
environment very much as they would in real life. Consequently, the
style Shaw seems to want is a realistic one.

The quality of mood or atmosphere is also established by the author,
This is one of the most elusive elements of the scenery requirements
to definitely express. The reference to mood and atmosphere implies the
~ emotional tone or feeling of the play that is reflected in the scenery.

The seriousness of the theme of Heartbreak House, its light treatment,

and the personalities of the characters living there, combine to govern
the mood,

The title of Heartbreak House itself tends to suggest that it 1is

an unusual house where hearts are broken. Ellie is affected by the
house when she says, "I have a horrible fear that my heart is broken,

but that heartbreak is not what I thought it must be. Mangan suffers

1 Alexander Dean, Fundamentals of Play Direction (New York:

Rinehart and Co. Inc., 1946), p. 354.
Bernard Shaw, Heartbreak House, Great Catherine, and Playlets
of the War (New Yorks Brentano's, 1919), p. ix.
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heartbreak in this house when he learms that he has been played for a
fool by Ellie and Mrs. Hushabye. Upon the revelation, he breaks into
crying like a child and Mrs, Hushabye remarks, "Don't cry: I can't
bear it, Have I broken your heart? I didn't know you had one. How
could I?" 1In answer, Mangan repliss, "I'm a man, ain't I?"

The atmosphere of the house is described to an extemnt by Lady
Utterword by saying:

Oh, this house, this house! I come back to it after twenty-

three years; and it is just the same: the lugzage lying on

the steps, the servants spoilt and impossible, nobody at home

to receive anybody, no regular meals, nobody ever hungry be-

cause they are always gnawing bread and butter or munching

apples, and, what is worse, the same disorder in ideas, in

talk, in feeling.

The Captain as owner of the house contributes a pertinent remark

concerning the atmosphere of Heartbreak House. Gloomily he reflects

"youth, beauty! mnovelty! They are badly wanted in this house."
Perhaps the mood and atmosphere of Heartbreak House can best be
sumnmarized by this pessage from Act III:
Bllie: (musically) Yes: this silly house, this strangely
happy house, this agonizing house, this house without founda-
tions. I shall call it Heartbreak House.
Yrs. Hushabyes Stop, Ellies or I shall howl like an animal,
Mangans (breaks into low snivelling) 11!
Mrs. Hushabye: There! you have set Alfred off.
Ellie: I like him best when he is howling.

Captain Shotovers Silence! (Mangan subsides into silence.)
I say, let the heart break in silence.

Hector: Do you accept that name for your house?
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Captain Shotover: It is not my house: it is my kennel,

Hector: We have been too long here. We do not live in
this house. We haunt it,.

In conclusion, the illustrations tend to show that Shaw demands
that the mood reflect an unusual house. This should be a house in which
discontent with life is the keynote; a house in which all of the char-
acters are trying to find happiness but none of them succeed; a house
dominated by the peculiarities of the o0ld seacaptain; a house that serves
as the background for the domineering woman who absorbs the personalities
of man and destroys them. The exterior setting should be a shaft of
light illuminating the little group of people as they watch the world go
to its destruction.

Occasionally a designer 1s fortunate enough to receive specific
directions from his author. When Mr, Lee Simonson, prominent New York
designer, was going the setting for the American premiere, he wrote
Mr, Shaw asking for specific advice., With his typical positiveness,

Mr. Shaw replied as follows:
Parknaville, Co. Kerry
(temporary)
10 Adelphi Terrace,
London, W. C. 2
23 Aug., 1920

Dear Mr, Simonson:

The XII century Dutch marine painters show us lovely stern
windows in brown woodwork with magnificant gilt framing, tell

and handsome, with a balcony or stern gallery, gold in the fram-

ing, gold in the water, gold in the brown paint., They set like

this mostly Q72 except that they stand much higher above the
water line and are vary ormamental, Now I know no picture which
shows what they are like from the inside; so I have (or rather

%x_z_ have) to imagine what Captain Whatshisname would have imagined
about them when he designed his house. As the captain is 150
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years old or thereabouts his notions of naval architecture
would not be more moderm than those of the Flying Dutchman,
Unfortunately I cannot draw; so I cannot help you out with
a sketch; but I enclose a plan of the stage, and a rough
view. The perspective and construction are impossible; but
you can adapt them to 3-dimensional gpace. The mountains
are like slate crags instead of Sussex hills; but that is
what the inside of my envelopes gives me.

The difficulty of the arc light has bothered me all
along. Hers we use for street lighting (or used to) a white
globe; and my first notion was to mke it a very soft moomn
throwing a circle of light on the stage, so that the charac-
ters could, as directed, disappear into the surrounding dark-
ness and emerge into the radience., But, as you say, if you
put even a candle in a dark scene the audience can see noth-
ing else. I think you will have to shade the light (it need
not be an arc)--drape it ornamentally or put a prosiac green
tree =@ to conceal the actual glare (these must be some-
thing that can be visibly extinguished) and do the real
lighting off the stage.

The observatory is a cupola. The top of the dome sticks
up behind the first profile, and helps to suggest the ravine
supposed to be between it and the back cloth.

The flagstaff is only an excuse for something characteris-
tic to attach the cable which feeds the arc light. All these
things are suggestions and makeshifts. So long as you do not
alter or mask the positions of my people on the stage, or cut
out an essential effect like the cutting off of the light and
leaving the group in the dark, you may do your job in your
owvn way. The more of your own you put in, the richer the
play will be. You know, I take it, that comedy dialogue is
impossible unlessthe faces of the speakers are seen quite
distinctly. That is all you have to look out for as far as
the author is concermed. For the rest, let yourself rip.
Artist and author are go-equal and co-eternal---gsee the
athanasian creed..ecs.e

Faithfully,
G. Bernard Shaw

5 Ibid., pp. 51-52.



PART III: THE PHYSICAL LIMITATIONS OF STUDIO THEAT

One of the major factors confronting the designer as he starts
to plan his production is the theatre in which the offering will be
given., As already indicated, one of the major factors in this study
was working "on a small stage with limited facilities"™. Before pro-
gressing further a description of Studio Theatre is in order.

The house is rectangular in shape and it is twenty-one feot, one
inch wide, and forty-three feet five and one-half inches long. The
seating capacity is one hunired and twenty-five. All rows of seats
are parallel to the stage. The first row of seats is only four feet
from the stage platform. Beginning at the fourth row of seats, the
floor has a slight incline. However, the incline does not provide a
great deal of better vision for the audience as it is still difficult
to see the floor of the stage when the house is filled,

The stage is at one end of the house and its floor is raised
eighteen inches from the floor of the house. The opening is not clearly
defined by a proscenium wall or a psrmanent proscenium arch. The sides
of the arch are formed by the act curtains when they are drawn for the
performance. The top of the arch is determined by a drapery which 1s
hung on the house side of the act curtain. The drapery is attached by
a batten to the ceiling of the house., With the drapery in place, and
the act curtains open, the proscenium opening is seventeen feet, six
inches in width and eight feet, three inches in height,

The stage floor is not centered behind the proscenium opening.

Instead, the stage right wall is a continuation of the house left wall,



and the stage left wall is extended five feet beyond the house right
wall, From side to side, the stage floor is twenty-six feet, three
inches; and from front to rear, it is sixteen feet. In effect, the
house floor and the stage floor form an "L" shapa.

Because of the stage floor arrangement, the off-stage space is
quite limited. The only space available on stage right is formed by
the act curtains when they are drawn. The space created by completely
pulling the curtains is about two feet. On stage left, it is possible
to have a much larger space. When the act curtains are fully draw,
the space is approximately seven feet, six inches.

The ceiling is not flat over the entire floor area, From the cur-
tain line and extending back four feet three inches, it is eleven feet
to the floor. From four feet, three inches to the rear of the stage,
the ceiling is lowered to nine feet, five inches abovs the floor, The
only method of attaching scenery to the ceiling for support is by the
use of fixed travelers. The chief purpose of the travelers is to hold
curtains when designed scenory is not in use. Because of the fixed
travelers, only flats of eight feet, three inches in height are practi-
cal to use.

Entrances to the stage are definitely limited., There is no outside
entrance on stage right. Stage left is provided with double doors
which measure six feet in width, and seven feet in height. The only
other method of entering the stage is through the act curtain,

The play on stage may be lighted from three positions. Light in=-

struments may be placed in a row immediately behind and above the act



curtain or in the usual teaser position. A row of outlets for light=-
ing equipment is available behind the first border. Beam &pots are
located in the auditorium approximately seven feet from the curtain
line. There are no floor pockets nor wall outlets on the stage. If
off stage lighting is desired, it must come by extension cords from
outlets in an adjoining room. The light switchboard is located in the
wall in the off stage area stage left.

Following are two blueprints of Studio Theatre to give a graphic

1llustration of the nature of the theatre.
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CHAPTER II

THE PLAN OF PRODUCTION AND THE

SSIGNING OF THE SETTING



CHAPTER 1II
PART I+ PLANNING THE SCENERY

As suggested by Mordecai Gorelik, the planning of the designer
must at all times be in harmony with the director's interpretation of
the play.l In this particular instance the designer and director were
concerned with more than interpretation because both were vitally af-
fected by the small stage of Studio Theatre. Hence, the technical
planning of the production was worked out in close cooperation.

The physical nature of Studio Theatre could not accommodate the
scenery as outlined by Mr, Shaw, It is evident from his description
of the settings that they require a proscenium opening of perhaps
thirty=-five feet in width and a stage floor of thirty feet in depth.
Using his directions verbatum, the production could not have been accomp-
lished in Studio Theatre which had a proscenium of eighteen feet and a
stage floor with the depth of sixteen feet., Obviously, both the direc-
tor and designer had to agree upon the necessary changes,

Of immediate concern was the arrangement of the windows in the
first setting which are described to run the length of the back wall,
This arrangement needed to be changed for Studio Theatre stage for
these reasons: a., there could be no illusion of distance as Shaw des-
cribed the exterior scene; b. there could be no presentation of a real-

istic exterior in such a prominent location; c. there could be no

1 Mordecai Gorelik, "Designing the Play", Producing the Play, ed.
John Gassner (New Yorks Dryden Press, 1941), p. 313.
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shifting of scenery because there is no fly gallery; and, d. there
could be no opportunity for the actors to cross from one side of the
stage to the other without being seen. With the change of these basic
windows, entrances and exits had to be shifted accordingly.

To meet the problem of window placement, which is essentially the
garden placement, the upstage left area was selected because the off-
left area presented the most off stage space. Since so much action
carried out into the garden, this seemed to be the most logical place-
ment for the windows and garden. The door leading into the garden was
located in the down left area,

The setting required a door leading into the Captain's pantry and
one leading into the hall of the house., Since the director wished to
give the Captain all possible emphasis, the door which was used only
by the Captain was placed in the center of the upstage wall, To keep
the illusion of a spacious house and to keep the down right area clear
for the actors, the hall door was planned in the up right wall,

This planning between the director and designer established the
physical boundaries of the setting generally as: a door down left,
garden windows up left, the Captain's pantry door up center, and the
hall entrance up right.

The furniture as set forth by Shaw would have filled the acting
area of Studio Theatre to the point that any freedom of movemeut would
have been impossible. A study of the script revealed that no specific
rsféronce was made to the carpenter's bench, so the carpenter's bench

and draughtsman's table was planned as one. This decision gave



additional acting space that would not have been available had the
script demanded the use of two tables. The table and a chair were
planned up center to the right of the door leading into the Captain's
pantry.

The script called for the use of the bookcase described by Shaw,
80 it was located to the left of the door in the upstage wall, It was
placed in the wall so that the floor space would not be reduced.

The window bench suggested by Shaw presented an excellsnt means of
providing seating space which would not reduce the acting area because
it too could be built into a bay window arrangement in the left wall
upstage.

The director felt that a chair was necessary in the extreme down
left area, so one was planned, A large comfortable chair in the center
left area was planned because Shaw demanded that his people sit and
talk in many of his scenes. A smll table was placed beside this chair
to complete this furmiture unit, and provide for the uses of the actor's
business, such as a place for trays, teacups, and ash trays.

Shaw mentions a sofa in his description of the setting and the de-
signer and director both agreed that it was necessary, with the provis-
jon that it would be small in the relative size of sofas. Smallness
was indicated because the acting area was limited. This unit was
placed downstage right.

The designer suggested that a platform be placed before the hall
door in the up right wall, This plan would give the actors an oppor-

tunity to use levels, and also it would indicate that this room was on
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a different plane than the rest of the house. The director agreed to
the suggestion and it was incorporated into the planning.

With the discussion and planning of the scenery at this point, a
definite floor plan had taken form. The stage had been divided into
8ix acting areas with the bay window and window bench up left, the
Captain's pantry door and work table up center, the stair landing and
hall entrance up right, the sofa down right, a chair and table left
center, and a chair down left. This arrangement allowed the center
area to be quite open and provided for an unrestricted acting area.

Shaw describes the setting as being fashioned after a "high-pooped
ship with a stern gallery". Because of the changes the director and
designer felt were necessary, this suggestion of the ship was abandoned.
Algo, the low ceiling in Studio Theatre would not permit the heavy
timbering required in this type setting. The director did not place
specific requiremsnts upon the design of the changed setting, so long
as the design supported his interpretation of the play.

Both the director and designer realized that the lighting system
in Studio Theatre would present a problem when other than a general
lighting pattern was desired. Therefore the lighting was kept as simple
as possible, General illumination was planned for Acts I and II be-
cause it would fulfill Shaw's demand and could be worked out with the
equipment on hand.

The floor plan for Act III was very largely influenced by the
setting for Acts I and IT and much of the planning worked from the
first set and how the shifting of scenery could be accomplished as

easily and quickly as possible., Shaw required that there be two means
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of entering and leaving the stage, one going into the house and one
leading from the garden to the gravel pit.

The designer pointed out that the first set could be pushed
against the wall and masked off by the use of black velour drapes.

The bay window unit and garden door could be reversed to suggest an
exterior. Since all of the action moved into and out of the house in
contrast to the two exits to the gravel pit, the entrance into the
house should be stage left, because of the large off stage space in that
area, The hall opening (up right) from set one would‘provide a means

of exiting into the gravel pit. The director felt that such an arrange-
ment would suit his requirements.

Although the furniture and set pisces suggested by Mr, Shaw were
helpful, changes were necessary to suit the smallness of Studio Theatre.
In the beginning of the act, the characters sit and chat, This re-
quires sufficient furniture to accommodate the cast. In planning to
meet the situation, the following items were considered essentials a
chaise lounge stage right, a bench up center, a chair center left, a
large chair stage left and a smanll stool beside it. The director wished
to use after-dinner wine as a motivation for stage business while the
characters sat and talked at the opening of the act. To meet this mneed
a small table holding a wine decanter and glasses was added up left
center, and a small table for glasses and an ash tray was placed down
right. In an effort to add some interest in the design, and aid the
actors in entering and exiting, a six inch platform was placed stage
left before the house entrance and the chair and stool in that area was

placed on the platform,
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Because of space limitetions the Act I setting cculd not be
cleared, nor could a sky drop or cyclorama be hung so that a realistic
garden with trees and shrubs could be staged. Taking the clue from the
author's suggestion that these people were sitting in an arc of light
on a moonless night, the background was blacked out with black velour
drapes and the suggestion of the garden ended with the small brick wall
which evidently enclesed the terrace just outside the living room windows.
The feeling of the garden had been established in Act I and II, and con-
sequently a slight suggestion could carry the scene. The designer
pointed out that by using a wall arrangement, sections could be strength-
ened, providing a means of seating a character without taking up addi-
tional floor space. The director suggested that this idea be incor-
porated into the up center section,

The lighting for Act III was governed largely by the fact that ell
feeiing of an exterior set would have to come from front lighting.
Fowever, the feeling of the exterior was furthered by using blue colors
and the cooler piﬁks to suggest the night., The warm light on stage ceme
from the interior of the house through the windows and provided a suffi-
cient source ﬂor vigibility purposes.

In conjunction with the planning of the physical nature of the
setting, the director disclosed that the premise of the play was “drift-
ing leads to destmction",2 and that the play was a serious drama with
overtones of comedy. The director indicated that to fulfill the premise,
the play would be acted and presented in a realistic manner. In harmony

with the realistic directing approach, the designer had to plan for

2 Williem Gregery, Masters Thesis, (Michigan State College, 1950),
p. 122 °
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scenery which was true to 1ife and recognizable to the audience as a
reproduction of a scene of which all could say, "This is Shotover's
living room", and "This is his garden". He also stated that his purpose
was to place the action in modern dress and stress the ideas stated with
1950 implications, &s though the message was "taken from yesterday's
editorial page of the daily paper".3

The conclusion and agreements reached, as indicated, by the di-
rector and designer provided the planning and basis for the designs of

the setting.

3 Ibid., p. 4.

-31—



PART IIs DESIGNING CF TEE SETTIXNG

When working on the average theater stage, the director and the
designer do not have to concern themselves with the difficulties en-
countered with small stage space. As has already been pointed out this
study offered a primary problem in its limitations of both stage space
and facilities. The simple factor of getting adequate pieces of scenery
on and off stage was a main determinent in designing the set. The plan,
as already outlined, included the setting up of a first sgtting which
could be moved back against the side and rear walls of the stage. The
windows and the door units were to be used in both scenes. For the
second set, black velour drapes were to be placed over the stored back
and side walls, and a garden fence was to be added to give the effect
of a terrace, With garden furiture and lighting that would give an
outdoor effect, an exterior setting was to be accomplished.

With the cooperative planning completed, and & general plan for
shifting the scenery determined, the designer began to work out the
details of the settings. The needs for Acts I and II will be discussed
first end then the problems for Act III.

The interior scene was designed to be primarily a room occupied
by Captain Shotover, and reflect in the main his masculine characteris-
tics. Since Hesoine (Mrs. Hushabye), the Captain's daughter, lived with
her father, a feminine influence would also need to be shown. Another
objective was to present a background fitting the mood and atmosphere
for the play as it was described in Chapter I.

Wood peneling was selected for the wall treatment because of its

English quality, masculinity, and particularly because of its impersonality,



since, as was pointed out in Chapter I, this is & house where hearts
are broken. The general conception of wood paneling runs into the
waxed or varnished surfaces, going from light to dark brown. Therefore,
brown was the color chosen for the set. Ordinarily this color tends to
be on the subdued side and is more suitable for the serious type play.
Since this was a comedy with serious overtones and philosophical dis=-
cussions, a brown with slight tones of red was chosen. In order to get
contrasting notes and support the touches of comedy, green was used at
various points on the stage in the upholstery, drapes, and trim,

Important in the design was the treatment of the bay window. It
was designed with a curve at the top rather then a straight line, This
curved type window wes suggested from pictures of the Cld Dutch sailing
vessels which Shaw had in mind. This window reflected the interest in
the sea which Captain Shotover had, and also showed his attitude towards
design., The panes were outlined by diegonal muntins instead of the
conventional vertical-horizontal bars., By using this diagonal p;ttern,
a note of uneasiness was introduced into the setting.

In harmony with the curved windows which overloocked the garden,
a large arch with double doors was used as an entrance into the garden.

The selection of the furniture was left to the taste of the de=-
signer. The Captain's table was a square box, handmade type that some
workman might have hastily constructed to serve as a work table. This
crude, unadorned type of table sesmed to fit the Captain's inventive
characteristics. A small but heavy wood chair was used as the draughts-

man's chair,
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The window bench in the bay window was of a portable nature. The
front was paneled to match the walls and the top was padded and covered
with a dark green material,

A brown leather=covered chair of Tnglish design was placed down
left. This chair was a type which a man would choose and thus helped
to carry out the masculine feeling.

In the center left area, a chalir of wing design was used and a
small oval table was placed beside it to complete this unit of fummiture.

A small sofa of quite severe lines was chosen and used in the down
right area. It was covered with dark green material,

The furniture was not selected in keeping with a definite unity as
to period or style. The designer felt that since the Captain was a
seafaring man, and becsuse of his umsual character, he would have se-
lected furniture which met his fancy during his many voyages to all
parts of the world.

The Captain's character was given emphasis, particularly his role
as a seaman, by the use of a map and a barometer which were hung on
the wall near his work table. A small globe, a strong box, drawlng
board, and supplies were placed on this table to reflect still more the
disposition of the Captain,

To show the influence of Hesoine upon the decor of the room, several
jtems were planned. Two pictures with small frames were hung on the
stage right wall, The table center left had a covering instead of a
bare top. Green drapes were used in the door leading into the "hall"

stage right., Two matching green pillows of the same material were used
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on the window seat to produce a greater amount of contrasting color in
that area of the room. The bookshelves contained various "what-nots"
in the epaces which were not occupied by books. All these items tended
to show the feminine influence of the household.

The setting for Act I end II was adequate for the acting demands
of the author with the possible exception of the burglar scene in which
the cast of ten was onstage at the same time. The essential elements
of the setting called for by Shaw were retained. The treatment of these
elements were reflective of the individuals who occupied the house, The
serious mood of the play as discussed in Chapter I was enhanced and sup-
ported without dominating the play.

The third act shifts from the interior of the house into the garden.
As mentioned, the mood of this scene was strengthened by the setting
of Act I and II. Therefore the scenery for Act 1II needed to maintain
the mood and definitely create the illusion of a garden. Since the scene
was a moonless one, the complete blacking out of the outer perimeter of
the set was in order., The garden was then defined by showing the ex-
terior of the bay window and adding a garden type brick wall which in-
cluded a gate in the up right area. A six inch platform was placed stage
left before the emtrance of the house to suggest a small terrace.

The furniture used in this setting consisted of; a home made chaise
longue, a bench that might have been hurriedly made by the Captain to
suffice for a more elaborate garden bench, a chair (the same one which
was at the Captain's table in the first setting), a foot stool oddly up-
holstered in a canvas duck material, a wooden high backed garden chair,

and two small tables.
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The lights were planned to produce a general illumination patterm.
Acts I and II needed to be lighted with warm colors. Surprise pink
was chosen because it could supply the warm tones and be more compli-
mentary to the skin tones of the actors than any other coler. Blue
light was selected to supply the light for the moonless garden scene.
With very little opportunity to vary the lighting between acts, due to
the Studio Theatre arrangement, the same lights used in Act III were
also used in Acts I and II.

Off stage lighting was needed to show the sunset in Act I, and to
show lights from the interior of the house in Act III.

Although Shaw does not specifically place the garden in his des-
cription of the set, this designer felt that there would be a greater
unity between the two settings if the architectural features of the
windows were repeated in both sets. In Act I the interior of the
windows was seen, and in Act III the exterior of the same windows was
used. Actually the windows in this second setting did aid in giving
the feeling of an exterior as well as providing a definite motivation
for action and providing a very useable light source.

The setting for Act III had sufficient space for movement. It
carried the mood and atmosphere of destruction, frustration, and triumph
which Mr. Shaw was writing about in the air raid scene and the conclud-
ing momemts of the play.

If there was a weakness in the setting, it was the fact that it
did not provide an adequate background for staging the air raid scene.

The author has given many opportunities for scenic effect with light
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and sound, providing an adequate background could be used. But with
the little stage space available and the complete lack of flying facili=-
ties in staging, the air raid wes unavoldably sacrificed. This however

was the only scenic demand of Heartbreak House that the designer was

unable to meet,
The designing process was completed with the drawing of the con-

struction plans and their successful execution,
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CHAPTER III

THE PLAY SCRIPT
WITH TECHNICAL CUES



HEARTBREAK HOUSE

Script Showing Cues

TL.egend:s

Sound

Lights

Properties

Costume & Make-up



HEARTBREAK HOUSE

By

George Bernard Shaw

The hilly country in the middle of the north edge
of Susses, looking very pleasant on a fine evening
at the end of September, is seen through the win-
dows of & room which has been built so as to resem-
ble the after part of an o0ld fashioned high-pooped
ship with a stern gallery; for the windows are
ship built with heavy timbering, and run right
across the room as contimiously as the stability of
the wall allows. A row of locksrs under the win-
dows provides an unupholstered window-seat inter-
rupted by twin glass doors, respectively half-way
between the stern post and the sides. Another door
strains the illusion a little by being apparently
in the ship's port side, and yet leading, not to
the open sea, but to the entrance hall of the house.
Between this door and the stern gallery are book=-
shelves., There are electric light switches beside
the door leading to the hall and the glass doors in
the Btern gallery, Against the wall is a carpen-
toer's bench. The vice has a board in its jaws; and

the floor is littered with shavings, over-flowing -
from a waste-paper basket. A couple of planes and

a centrebit are on the bench., 1In the same wall,
between the bench and the windows, is a narrow door=-
way with a half door, above which a glimpse of the
room beyond shows that it is a shelved pantry with
bottles and kitchen crockery.

On the starboard side, but close to the middle, is

a plain oak drawing-table with drawing-board, T=-
square, straight-edges, set of squares, mathemati-
cal instruments, saucers of pencils, and brushes on
it. The drawing-board is set so that the draughts-
men's chair has the window on its left hand, On
the floor at the end of the table, on his right is

8 ship's fire bucket. On the port side of the room,
near the bookshelves, is a sofa with its back to the
windows, It is a sturdy mahogany article, oddly up=-
holstered in sailcloth, including the bolster, with
& _couple of blankets hanging over the back. Between
the sofa and the drawing-table is a big wicker chair,
with broad arms and a low sloving back, with its
back to the light, A small but stout table of tesk,
with a round top and gate legs, stands against the
port wall betwesen the door and the bookcase. It is
the only article in the room that suggests (not at




all convincingly) a woman's hand in the furnishing.
The uncarpeted floor of narrow boards is caulked
and holystoned like a deck.

The garden to which the glass doors lead dips to
the south before the landscape rises again to the
hills. Enmerging from the hollow is the cupola of
an observatory. Between the observatory and the
house i3 a flagstaff on a little esplanade, with a
hammock on the east side and a long garden seat on
the west,

Womanservant: God bless us! Sorry to wake you,
miss, I'm sure; but you are a stranger to me. What
might you be walting here for now?

Young lLadys Waiting for somebody to show some
signs of knowing that I have been invited here.

Womenservant: Ch, you're invited, are you? And has
nobody come? Dear! Deart

Young Ladys A wild-looking old gentleman came and
looked in at the window; and I heard him calling
out, "Nurse, there is a young and attractive female
waiting in the poop. Go and see what she wants,"
Are you the nurse?

Womanservants Yes, miss: I'm Nurse Guinness.
That was old Captain Shotover, Mrs. Hushabye's
father. I heard him roaring; but I thought it was
for something else. I suppose it was Vrs. Hush-
abye that invited you, ducky?

Young Ladyt I understood her to do so. But really
I think I'd better go.

Guinnesss Oh, don't think of such a thing, miss,
If Mrs. Hushabye has forgotten all about it, it
will be a pleasant surprise for her to see you,
won't it?

Young Lady: It has been a very unpleasant sur-
prise to me to find that nobody expects me.

Guinnees: You'll get used to it, miss, this

house is full of surprises for them that don't
know our ways.
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Captain Shotovers (looking in from the hall sudden-
ly) Nurse, there is a hold-call and a handbag on
the front steps for everybody to fall over. Also a
tennis racquet. Who the devil left them there?

Young Ladys They are mine, I'm afraid.

Captains (coming down) Nurse, who is this mis-
guided and unfortunate young lady?

Guinnesss She says Miss Hessy invited her, sir.

Captaing And had she no friend, no paremts, to warn
her against my daughter's invitations? This is a
pretty sort of house, by heavens! A young and at-
tractive lady is invited here. Her luggage is left
on the steps for hours; and she herself is deposited
in the poop and abandoned, tired and starving. This
is our hospitality. These are our manners. No room
reddy. No hot water. No welcoming hostess. Our
visitor is to sleep in the toolshed, and to wash in
the duckpond.

Guinnesss Now it's all right, Captain: I'll get
the lady some tea; and her room shall be ready be-
fore she has finished it. (To the young lady) Take
off your hat, duckyy and make yourself at home.
(she goes to the door leading to hall)

Captain: (as she passes him) Ducky! Do you sup-
pose, woman, that because this young lady has been
insulted and neglected you have the right to address
her as you address my wrbtched children, whom you
have brought up in ignorance of the commonest de-
cencies of social intercourse?

Guinness: Never mind him, doty. (she goes into the
hall)

Captain: Madam, will you favor me with your name?
Young Ladys My name is Ellie Dunn.

Cavtains Dunn! I had a boatswain whose name was
Dunn, He was originally a pirate in China. He set
up as & ship's chandler with stores which I have:

every reason to believe he stole from me. No
doubt he became rich., Are you his daughter?



Ellies No, certeinly not. I am proud to be able
to day that though my father has not been a success-
ful man, nobody has ever had one word to say against
him, I think my father is the best man I have ever
known.,

Capteing He must be greatly changed. Has he attain-
ed the seventh degree of concentration?

Ellies I don't understand,

Captaing But how could he, with a daughter?t I,
madem, have to daughters. One of them is Hesione
Hushabye, who invited you here. I keep this houses
she upsets it. I desire to attain the seventh de-
gree of concentration: she invites visitors and
leaves me to entertain them. (Guinness returns)

I have a second daughter who is, thank God, in a re-
mote part of the empire with her numskull of a
husband. As a child she thought the figure-head of
my ship, the Dauntless, the most beautiful thing on
earth, He resembled it. He had the same expression:
wooden yet enterprising. She married him, and will
never set foot in this house eagain,

Guinness: Indeed you never were more mistaken. She
is in England this very moment. You have been told
three times this week that she is coming home for a
year for her health, And very glad you would be to
see your omn daughter again after all these years.

Captaing I am not glad. The natural term of the
aff ection of the human enimal for its offspring is
six years. My daughter Ariadne was born when I was
forty-six. I am now eighty-eight. If she comes,

I am not at home. If she wants anything, let her
take it. If she asks for me, let her be informed
that I am extremely old, and have totally forgotten
her.

Guinnesss That's no talk to offer to & young lady.
Here, ducky, have some tea; and don't listen to him.

Captain: (rising wrathfully) Now before high heav-
en they have given this innocent child Indien tee;
the stuff they tan thelr own leather insides with,
(He seizes the cup and the tea-pot and empties both
into the leathern bucket.)

Ellie: (almost in tears) Oh, plemsel! I am so tired.
I should have been glad of anything.
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Guinnesss Oh, what a thing to do! The poor lamb
is ready to drop.

Captain: You shall have some of my tea. Do not
touch that fly-blown cakes nobody eats it here ex-
cept the dogs. (he disappears into the pantry)

Guinnesss There's & man for you! They say he sold
himself to the devil in Zanzibar before he was &
captain; and the older he grows the more I believe
them.

Woman's Voices (in the hall) Is anyone at home?
Hesione! Yurse! Papa! Do come, somebody; and take
in my lugeags. (thumping heard, as of en umbrells,
on the wainscot) T

Guinnesss My gracious! 1It's Miss Addy, lady Utter-
word, Mrs. Hushabye's sisters the one I told the
captain about. (calling) Coming, Miss, coming.

(She is intercepted by Lady Utterword, who bursts
in much flustered.

Lady Utterword: Oh, is that you, Nurse? How are
you? You don't look a day older. Is nobody at
home? Where is Hesione? Doesn't she expect me?
Where are the servants? Whose luggage is that on
the steps? Where's papa? I8 everybody asleep?
(seeing Ellie) Oh! I beg your pardon. I suppose
you are one of my nieces. Come and kiss your aunt,
darling.

Ellies I'm only a visitor. It is my luggage on
the steps.

Guinnesss I'll go get you some fresh tea, ducky.

Bllie: But the o0ld gentleman said he would make
some himself,

Guinnesss Bless you! He's forgotten what he went
for already. His mind wanders from one thing to
another,

Lady U: Papa, I suppose?

Guinness: Yes, Miss.

Lady U: Don't be silly, Nurse. Don't call me
Miss.



Guinnesss No, lovey. (goes out with tea-tray)

lady Us (sitting down with a flounce on the sofa)

I mow what you must feel. Oh, this house! I come
back to it after twenty-three years; and it is just
the sames the luggage lying on the steps, the ser-
vants spoilt and impossible, nobody at home to
receive anybody, no regular meals, nobody ever

hungry because they are always gnawing bread and
butter of munching apples, and, what is worse, the
same disorder in ideas, in talk, in feeling. When I
was a child I was used to it: I had never known any-
thing better, though I was unhappy and longed all the
time=~oh, how I longedl~-to be respectable, to be a
lady, to live as others did, not to have to think of
everything for myself, I married at nineteen to
escape from it. My husband is Sir Hastings Utterword,
who has been governor of all the crown colonies in
succession. I have always been the mistress of
Government House, I have been so happy: I had for-
gotten that people could live like this. I wanted

to see my father, my sister, my nephews and nieces
(one ought to, you know), and I was leoking forward
to it. And now the state of the housel! the way I'm
recelvedl the casual impudence of that woman Guinmess,
our old mrse! really Hesione might at least have
been heres soms preparation might have been made for
me, You must excuse my going omn im this way; but I
am really very much hurt and annoyed and disillusiomed
and if I had realized it was to be like this, I
wouldn't have come. I have a great mind to go away
without another word (she is on the point of weeping)

Bllies (also miserable) Nobody has been here te re-
ceive me either. I thought I ought to go away too.
But how can I, Lady Utterword? My luggage is on the
steps; and the station fly has gone.

(The Captain emerges from the pantry with a tray eof
Chinese Tacquer and a very fine tea-set on {t, He
rests it provisiomally on the end of the table;
snatches away the drawing-board, which he stands om
the fleor against table legs; and puts the tray in
the space thus cleared. Ellie pours out a cup
greedily., )

Captains Your tea, young lady. What! another lady!
I mst fetch mnother cup (makes for the pantry)

Lady Us (Rising from the sofa, suffused with emotion)
Papal Don't you know me? I'm your daughter.
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Captaing Nons;nsol My daughter's upstairs asleep.
(vanishes thru the half door)

lady U retires to the window to conceal her tears.

Ellies (going to her with the cup) Don't be so dis-
tressed., Have this cup of tea. He is very old and
very stranges he has been just like that to me.

I know how dreadful it must bes my own father is all
the world to me, Oh, I'm sure he didn't mean it.

(Captain returns with another cup)

Captaing Now we are complete. (places it om the
tray)

lady U: Papa, you can't have forgotten me, I am
Ariadne. I'm little Paddy Patkins. Won't you kiss
me? (she goes to him and throws her arms round his
neck)

Captains (woodenly enduring her embrace) How can
you be Ariadne? You are a middle-aged woman: well
preserved, madam, but mo longer young.

lady Us But think of all the years and years I have
been away, Papa. I have had to grow old, like other
people.

Captains (disengaging himself) You should grow out
of kissing strange mens they may be striving to
attain the seventh degree of concentration.

Lady Us But I'm your daughter, You haven't seem
me for years,

Captaing So much the worsel When our relatives are
at home, we have to think of all their good points or
it would be impossible to endure them. But when they
are away, we console ourselves for their absence by
dwelling on their vices. That is how I have come to
think my absent daughter Ariadne a perfect fiend; so
do not try to ingratiate yourself here by impersonat-
ing her. (he walks firmly away to other side of room)

lady Us Ingratiating myself indeed! (with dignity)
Very well, Papa. (sits dowm and pours tea for her-
self)

Captain: I am neglecting my social duties. Yom
remember Dumn? Billy Dunn?
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Lady U: Do you mean that villianous sailor who
robbed you?

Captains (Introducing Ellie) His daughter. (he
sits on sofa)

Ellie: (protesting) No--- (Guinness returns with
Lresh tea)

Captains Take that hogwash away. Do you hear?

Nurses You've actually remembered about the teal
(To Bllie) Oh, miss, he didn't forget you after all}
You have made an impression.

Captain: (gloomily) Youth! beauty! novelty! They
are badly wanted in this house. I am excesdively old.
Hesione is only moderately young. Her childrem are
not yenthful.

Lady Us How can children be expected to be youthful
in this house? Almost before we could speak we were
filled with notions that might have been all very
well for pagan philosophers of fifty, but were cer-
tainly quite unfit for respectable people of my age.

Nurses You were always for respectability, Miss Addy.

Lady Us Nurse, will you please remember that I am
Lady Utterword, and not Miss Addy, nor lovey, nor
darling, nor doty? Do you hear?

Furses Yes, duckys all right. I'11 tell them all
they mst call you My lady. (takes tray out with
undisturbed placidity)

Lady Us What comfort? what sense is there in having
sorvants with no manners?

Bllie: Lady Utterword, do you think Mrs, Hushabye
really expects me?

Lady Us Oh, don't ask me. You can see for yourself
that I've just arrived; her only sister, after twenty
three years' absence! and it seems that I am not
expected.

Captains What does it matter whether the young lady
is expected or not? 8he is welcome, There are beds:
there is food. 1I'll find & room for her myself,

(he makes for the door)
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Bllies Oh, please--(he goes out) Lady Utterword,
I don't know what to do. Your father persists in
believing that my father is some sailor who robbed
him,

Lady Us You had better pretend mot to motice it.

My father is a very clever mang but he always forgot
things; and now that he is old, of course he is worse.
And I must warn you that it is sometimes very hard

to feel quite sure that he really forgets.

(Mrs. Hushabye bursts into the room tempestuously and
embraces Ellie. Unlike her sister is is uncorseted
and dressed anyhow in a rich : robe of black pile that

L~ - ——

shows off her white skin and ¢ statuesque contour,

Mrs . Hushabyes Ellie, my darling, my pettikins
(kissing her) how long have you been here? I've been
at home all the times; I was putting flowers ami
things in your room; and when I just sat domm for a
moment to try how comfortable the armchair was I went
off to sleep. Papa woke me and told me you were here,
Fancy your finding no one, and being neglected and
abandoned. (kissing her ggain) My poor love! (she
deposits Bllie on the sofa. Meanwhile Ariadne has
loft the table and come over to claim her share of

at tention.) Oh! you've brought someone with you.
Introduce me.

Lady Us Hesione, is it possible that you don't kmow
me?

Mrs. Hs (conventionally) Of course I remember your
face quite well, Where have we met?

Lady Us Didn't Papa tell you I was here? Oh! this
is really too moch.

Mrs. Hs Papal

Lady Us Yes, Papa. Our papa, you unfeeling wretch!}
I'1ll go straight to a hotel.

Mrs. H; (seizing her by the shoulders) My goodness
gracious goodness, you don't mean to say that you're
Addy!

lady Us I ocertainly am Addy; and I don't think I can
be so changed that you would not have recognized me

if you had any real affection for me. And Papa didn't
think me even worth mentioning!
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Mrs. Hs What a lark}! Sit down (she pushes her back
into the chair instead of kissing her, and posts
herself behind it) You do look a swell, You're much
handsomer than you used to be. You've made the
acquaintance of Ellie, of course., She is going to
marry a perfect hog of a millionaire for the sake of
her father, who is as poor as a church mouse; and you
mst help me to stop her.

Ellies Oh, please, Hesionel

Mrs. Hs My pettikins, the man's coming here today
with your father to begin persecuting you; and every-
body will see the state of the case in ten minutes;
so what's the use of making a secret of it?

Ellies He is not a hog, Hesions., You don't know
how wonderfully good he was to my father, and how
desply grateful I am to him,

Mrs. Ht (to Lady U.) Her father is a very remark-
able man, Addy. His name is Mazgini Dunn, Mazsini
was a colebrity of some kind who knew Ellie's grand-
parents. They were both poets, like the Brownings;
and when her father came into the world Maszzini said,
"Another soldier born for freedoml™ 8o they christ-
ened him Mazzini; and he has been fighting for free-
dom in his quiet way ever since., That's why he is

80 poor.

Ellies I am proud of his poverty.

Mrs. Hs Of course you are, pettikins., Why mot leave
him in it, and marry someone you love?

Lady Us (rising suddenly) Heslone, are you going to
hiss me or are you not?

Mrs. Hs What do you want to be kissed for?

lady Us I don't want to be kissed; but I do want you
to behave properly and ecently. We are sisters. We
have been separated for twenty-three years. You
ought to kiss me.

Mrs. Hs Tomorrow morning, dear, before you mmke up.
I hate the smell of powder.

Lady Us Oh! you unfeelinge--



Captain: (to Ellie) Your room is ready. (Ellie
rises) The sheets were damp; but I have changed
them (he makes for the garden door.)

Lady Us Oh! What about my sheets?

Captains (halting at the door) Take my advices air
thems or take them off and sleep in blankets. You
shall sleep in Ariadne's old room.

Lady Us Indeed I shall do mothing of the sort. That
1ittle hole! I am entitled to the best spare room.

Captains (continuing unmoved) She married a mumskull.
She told me she would marry anyone to get away from
home.

lady Us You are pretending mot to mow me on purpose.
I will leave the house.

(Magzini Dunn enters from the hall)
Bllie: At last! Captain Shotover, here is my father.

Captaings This! Nonsense! not & bit like him (he
goes away through the garden, shutting the door
sharply behind him)

Lady Us I will not be ignored and pretended to be
somebody else. I will have it out with Pape now,
this instant. (To Mazzini) Excuse me. (She follows
the captain ocut, making a hasty bow to Mazzini, who
returns it.)

Mrs. Hs (hospitably shaking hands) How good of you
to come, Mr. Dunn, You don't mind Papa, do you? He
is as mad as a hatter, you know, but quite harmless
and extremely clever. You will have some delightful
talks with him.

Magzinis I hope so. (to Ellie) 8o here you are,
Ellie, dear. (He draws her arm affectionately through
his) I must thank you, Mrs. Hushabye, for your kind-
ness to my daughter. I'm afraid she would have had
no holiday if you had mot invited her.

Mrs. Hy Not at all, Very nice of her to come and
attract young people to the house for us.

Mazzinis (smiling) I'm afraid Ellie is not interested

in young men, Mrs. Hushabye. Her taste is on the
gtaver, solider side. :
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Mrs. Hs (with a sudden rather hard brightness in
her manner) Won't you taks off your overcoat, Mr.
Dunn? You will find a cupboard for coats and hats
and things in the cormer of the hall.

Mazginis (hastily releasing Ellie) Yes=-thank you--
I had better-- (he goes out)

Mrs, Hs The old brute!l
Bllie: Who?

Mrs, Hs Who!' Him. He. It. "Graver, solider
tastes," 4indeed!

Elliet You don't mean that you were speaking like
that of my father!

Mrs. Hs I was, You know I was.

Bllie: I will leave your house at once. (she turms
to the door)

Mrs. Hs If you attempt it, I'1l tell your father
why.

BEllie: (turning again) Oh! How can you treat a
visitor like this, Mrs. Hushabye?

Mrs, Hs I thought you were golng to call me Heslonme.
Ellies Certainly not now?

Mrs. Hs Very wells 1I'll tell your father,

Ellies Oh!

Mrs. Hs If you turn a hair--if you take his part
against me and against your own heart for a moment,
I'11 give that born soldier of freedom a piece of my
mind that will stand him on his selfish o0ld head for
a week,

Ellies Hesione! My father selfish! How little you
know-=- (She is interrupted by Mazzini, who returms,
excited)

Mazginls Ellie, Mangan has comes I thought you'd
like to know, Excuse me, Mrs. Hushabye, the strange
old gentlemen=~-

Mrs, H: Papa. Quite so.



Mazzinis Oh, I beg your pardon, of course: I was a
little confused by his manner. He is meking Mangan

help him with something in the garden; and he wants

me tooew-

(a_powerful whistle is_heard.)

The Captain's voices Bosun ahoy! (whistle is re-
peated

Mazzinis Oh dear! I believe he is whistling for me.
(He hurries out)

Mrs. Ht Now my father is a wonderful man, if you
like.

Bllies Hesione, listen to me. You dom't understand.
My father and Mr. Mangan were boys together. Mr,
m--

Mrs. Ht I don't care what they weres we must sit
down if you are going to begin as far back as that.
(she snatches at Ellie's waist, and makes her sit
down on the sofa beside her) Now, pettikins, tell me
all about Mr. Mangan. They oall him Boss Mangan,
don't they? He is a Napoleon of industry and disgust-
ingly rich, isn't he? Why isn't your father rich?

Ellies My poor father should mever have been in
business, His parents were poets; amd they gave him
the noblest ideas; but they could not afford to give
him a profession.

Mrs. Hs Fancy your grandparents, with their eyes in
fine frenzy rolling! And so your poor father had
to go into business. Hasn't he succeeded in it?

Ellies He always used to say he could succeed if he
only had some capital., He fought his way along, to
keep & roof over our heads and bring us up well; but
it was always a struggle; always the same difficulty
of not having capital emough. I don't know how to
describe it to you.

Mrs. Ht Poor Ellie! I kmow. Pulling the devil by
the tall,

Bllies (hurt) Oh, no. Not like that, It was at
least dignified.



Mrg. Hs That made it all the harder, didn't it? I
shouldn't have pulled the devil by the tail with
dignity. I should have pulled hard (between her
teeth) ==-hard. Well? Go on.

Ellies At last it seemed that all our troubles were
at an end, Mr, Mangan did an extraordinarily noble
thing out of pure friendship for my father amd re-
spect for his character., He asked him how much
capital he wanted, and gave it to him. He just simply
made him a present of it. Wasn't that splendid of
him?

Mrs. Hs On condition that you married him?

Bllies Oh, no, no, nol This was when I was a child.
He had never even seen mes he never came to our
house. It was absolutely disinterested, Pure gen-
erosity.

Mrs. Hs Oh! I beg the gentleman's pardon. Well,
what became of the money?

Ellie: We all got new clothes and moved into another
house. And I went to smother school for two years.

Mrs. Ht Only two years?

Bllies That was alls for at the end of two years my
father was utterly ruined.

Mrs. Ht+ How?

Ellies I don't kmow. I never could understand. But
it was dreadful, When we were poor my father had
never been in debt., But when he launched out into
business on a large scale, he had to incur liabilities.
When the business went into liquidation he owed more
money than Mr, Mangan had given him,

Mrs. Hs Bit off more than he could chew, I suppose.
Bllie: I think you are a little unfeeling about it,

Mrs., Hs My pettikins, you mustn't mind my way of
talking, I was quite as sensitive and particular as
you once; but I have picked up so much slang from the
children that I am really hardly presenmtable. I sup-
pose your fabher had no head for business, and made

a mess of it,



Ellies Oh, that just shows how entirely you are mis-
taken about him. The business turmed out a great
success, It now pays forty-four percent after de-
ducting the excess profits tax,

Mrs., Ht Then why aren't you rolling in money?

Bllies I don't know. It seems very unfair to me.

You see, my father was made bankrupt. It nearly broke
his heart, because he had persuaded several of his
friends to put money into the business. He was sure
it would succeed; and events proved that he was quite
right., But they all lost their money. It was dread-
ful, I don't know what we should have done but for
Mr, Mangan,

Mrs. Hs What! Did the Boss come to the rescue again,
after all his money being thrown away?

Ellies He did indeed, and never uttered a reproach
to my father. He bought what was left of the business
==the buildings and the machinery and things=e=, Then
Mr. Mangan started a company to take up the business,
and made my father a manager in it to save us from
starvation; for I wasa't earning anything them.

Mrs. Ht Quite a romance. And when did the Boss de-
velop the tender passion?

Bllies Oh, that was years after, quite lately. He
took the chair one night at a sort of people's con-
coert, I was singing there., As an amateur, you kmows:
He was so pleased with my singing that he asked

might he walk home with me. I never saw anyone so
taken aback as he was when I took him home and intro-
duced him to my father, his own manager. It was then
that my father told me how nobly he had behaved. Of
course it was considered a great chance for me, as

he 18 so rich. And--and--we drifted into a sort of
understanding-~I suppose I should call it am engage-
ment-=-(she is distressed and cannot go on)

Mrs. Hs (rising and marching about) You may have
drifted into it; but you will bounce out of it, my
pettikinsg, if I am to have anything to do with it.

Bllies Nos it's no use. I am bound in honor and
gratitude. I will go through with it.

Mrs. Hs (behind the sofa, scolding down at her) You
know, of course, that it's not honorable or grateful
to marry e man you don't love. Do you love this
Mangan men?



Ellies Yes. At leastee-

Mrs. Ht I don't want to know about “at least"s I
want to know the worst. Girls of your age fall in
love with all sorts of impossible people, especially
old people.

Bllies I like Mr. Mangan very much; and I shall
always be===-

Mrg, Hf w==eegrateful to him for his kindness to dear
father. I mow. Anybody else?

Ellies What do you mean?

Mrs. Hs Anybody else? Are you in love with anybody
else?

Ellies Of course not.

Mrs. Hs Humphl (the book on the drawing table catches
her eve, She picks it up, and evidently finds the
title very unexpected. She locks at Ellie, and asks
quaintly) Quite sure you're not in love with an actor?

Ellie: No, no. Why? What put such a thing into
your head?

Mrg. Hs This is yours, isn't it? Why else should you
be reading Othello?

Ellie: My father taught me to love Shakespeare.

Mrs. Hs (flinging the book down on the table) Really!
your father does seem to be about the limit.

Ellies (maively) Do you never read Shakespeare,
Heslone? That seems to me so extraordimary. I like
Othello.

Mrs. Hs Do you indeed? He was jealous, wamn't he?

Ellies Oh, mot that. I think all the part about
jealousy is horrible. But don't you think it must
have been a wonderful experience for Desdemona,
brought up so quietly at home, to meet a man who had
been out in the world doing all sorts of brave things
and having terrible adventures, and yet finding some=-
thing in her that made him love to sit and talk with
her and tell her about them?



Mrg., Hs That's your idea of romance, is it?

Ellies Not romance exactly, It might really happen.
(Ellie's eyes show that she is not arguing, but in a
day dream. Mrs, H., watching her inquisitively,
goes deliberately back to the sofa and resumes her
seat beside her.)

Mrs. Hs Ellie darling, have you noticed that some
of those stories that Othello told Desdemona couldn't
have happened?

Ellies Oh no. Shakespeare thought they could have
happened.

Mrs. Hs Hm! Desdemona thought they could have hap-
pened. But they didn't.

Bllies Why do you loock so enigmatic about it? You
are such a sphinxs I never know what you mean,

Mrs. Hs Desdemona would have found him out if she
had lived, you know, I wonder was that why he
strangled her!

Bllies Othello was not telling lies.
Mrs., Hs How do you know?

Ellies Shakespeare should have said if he was.
Hesione, there are men who have done wonderful things:
men like Othello, only, of course, white, and very
handsom, and=ececew

Mrs, Hs Ahl Now we're coming to it. Tell me all
about him, I knew there must be somebody, or you'd
never have beem so miserable about Mangan: You'd
have thought it quite a lark to marry him,

Ellie: (blushing vividly) Hesione, you are dreadful.
But I don't want to make & secret of it, though of
course I don't tell everybody. Besides, I don't know
him.

Mrs. Hs Don't know him{ What does that mean?

Ellies TWell, of course I know him to speak to.

Mrs. Hs But you want to know him ever so much more
intimately, eh?
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Ellies Ko, nos I know him quite~---almost inti-
mately.

Mrs. Ht You don't know him; and you know him al-
most intimately. How lucid!

Ellies I mean that he does mot call on us, I===I
got into conversation with him by chance at a con-
cert,

Mrs. Hs You seem to have rather a gay time at your
concerts, Ellie.

BEllies Not at alls we talk to everyone in the green
room waiting for our turns. I thought he was one of
the artistss he looked so splendid. But he was only
one of the committee. I happened to tell him that I
was copying a picture at the National Gallery. I
make a little money that way. I can't paint machj;

but as it's always the same picture I can do it pretty
quickly and get two or three pounds for it. It hap-
pened that he came to the National Gallery one day.

¥rs. Hs One students' day. Paid sixpence to stumble
about through a crowd of easels, when he might have
come in next day for nothing and found the floor
clear! Quite by accident?

Ellie: (triumphantly) No. On purpose. He liked
talking to me. He knows lots of the most splendid
people. Fashionable women who are all in love with
him, But he ran away from them to see me at the
National Gallery and persuade me to come with him for
a drive round Richmond Park in a taxi.

Mrs, Hs- My pettikins, you have been going it. It's
wonderful what you good girls can do without anyone

saying a word.

Ellies I am not in society, Hesione., If I didn't
make acquaintances in that way I shouldn't have any
at all,

Mrs. Ht ¥Well, no harm 4f you know how to take care
of yourself, May I ask his name?

Ellie: (slowly and musically) Marcus Darnley.

¥Mrs. H: (echoing the music) Marcus Darmley! What
a splendid name!
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Ellies Oh, I'm so glad you think so. I think so
too; but I was afraid it was only a silly fancy of
my own.

Mrs. Hs Hm! Is he one of the Aberdeen Darnleys?

Ellies Nobody knows., Just fancy! He was found in
an antique cheste==-

Mrg. Hs A what?

Ellies An antique chest, one summer morning in a rose
garden, after a night of the most terridble thunderstorm.

Mrs. Es What on earth was he doing in the chest? Did
he get into it because he was afraid of the lightning?

Ellies Oh, no, nos He was a baby. The name Marcus
Darnley was embroidered on his baby clothes. And
five hundred pounds in gold.

Mrs. H: (looking hard at her) Ellie!
Ellies The garden of the Viscountee-
¥rg. Ht ==-de Rougemont?

Ellies (imnocently) No: de Larochejaquelin. A
French family., A vicomte. His life has been one
long romance. A tiger-=--

Mrs, H: Slain by his own hand?

Ellies Oh, nos nothing vulgar like that. He saved
the life of the tiger from a hunting party; ome of
King Edward's hunting parties in India. The King was
furious; that was why he hever had his military
services properly recognized. But he doesn't care.
He is a Socialist and despises rank, and has been in
three revolutions fighting on the barriocades.

Mrs. Hs How can you sit there telling me such lies?
You, Ellie, of all peoplel And I thought you were
a perfectly simple, straightforward, good girl,
Bllies Do you mean to say you don't believe me?

Mrs. Hs Of course I don't believe you. You're in-
venting every word of it. Do you take me for a fool?

(Bllie stares at her, Her candor is so obvious that
Mrs. H. is puzzled)
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Ellies Goodbye, Hesiones I'm very sorry. I see
now that it sounds very improbably as I tell it.
But I can't stay if you think that way about me.

Mrs. Hs (catching her dress) You shan't go. I
couldn't be so mistekens I know too well what liars
are like. Somebody has really told you all this,

Bllies (flushing) Hesione, don't say that you
don't believe him. I couldn't bear that.

Mrs. Hs (soothing her) Of course I believe him dear-
est. But you should have broken it to me by degrees.
(drawing her back to her seat) Now tell me all

about him, Are you in love with him?

Ellies Oh, mo. I'm not so foolish, I don't fall in
love with people. I'm not so silly as you think.

Mrs. Ht I see. Only something to think about-=--to
give some interest and pleasure to life.

Ellie: Just so. That's all, really.,

Mrs. Hs (caressing her) Pettikins, my pettikins,
how I envy youl and how I pity you!l

Ellies Pity me! Oh, why?

(A_very handsome man of fifty, with mousquetaire
moustaches, wearing a rather dandified curly brimmed
bat, and carrying sn_elsborate walking=-stick, comes
into the room from the hall, and stops short at

sight of the women on the soft.)

Ellies (seeing him and rising in glad surprise) Oh!
Hesiones this is Mr. Marcus Darmley.

Mrs, Hs (rising) What a lark! He is my husband,

Bllies But nowe=-~ (she stops suddenlys then turns
pele and sways)

Mrs. Hs (catching her and sitting down with her on
the sofa) Steady, my pettikins,

The Mans (with a mixture of confusion and effrontery,
depositing his hat and stick on the teak table) My
real name, Miss Dunn, is Hector Hushabye. I leave
you to judge whether that is a name any sensitive

man would care to confess to. I never use it when

57



I can possibly help it. I have been away for nearly
a mponth; and I had no idea you knew my wife, or that
you were coming here. I am none the less delighted
to find you in our little house.

Ellies (in great distress) I don't know what to do.
Please, my I speak to Papa? Do leave me. I can't
bear it.

¥Mrs. Hs- Be off, Hector.
Hoctors JIe=wwa
Mrs. Hs Quick, quick. Get out.

Hectors If you think it better---(he goes out, tak-
ing his hat with him but leaving the stick on the
table.)

Mrs. Hs (laying Ellie down at the end of the sofa)
Now, pettikins, he is gone. There's mnobody but me.
You can let yourself go. Don't try to control your-
self, Have a good crye.

Ellies Damn!}

Mrs. Hs Splendidl! Oh, what a reliefl I thought you
were going to be broken-heerted. Never mind me.
Damm him again,

Ellies I am not daming him, I am damming myself
for being such a fool. (rising) How could I let my-
self be teken in so? (she begins prowling to and fro,
her bloom gone, looking curiously older and harder)

Mrs. Hs Why not, pettikins? Very few young women
cen resist Hector. I couldn't when I was your age.
He is really rather splendid, you kmow,

Ellies Splendid! Yes, splendid looking, of course.
But how can you love a liar?

Mrs, H: I don't know., But you can, fortunately.
Otherwise there wouldn't be mach love in the world.

Ellies But to lie like that! To be a boaster}
a cowardl

Mrs. H: (rising) Pettikins, none of that, if you

please. If you hint the slightest doubt of Hector's
courage, he will go straight off and do the most
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horribly damngerous things to convince himself that
he isn't a comrd, He has a dreadful trick of get-
ting out of one third-floor window and coming in at
another, just to test his nerve. He has a whole
drawer full of Albert Medals for saving people's
lives.

Bllies He never told me that.

Mrs. Hs He never boasts of anything he really did:
He can't bear it; and it makes him shy if anyone else
does. All his stories are made-up stories.

Ellie: Do you mean that he is really brave, and
reelly has adventured, and yet tells lies about things
that he never did and that never happened?

Mrs., Hs Yes, pettikins, I do. People don't have
their virtues and vices in setss they have them any-
hows all mixed.

Ellies There's something odd about this house,
Hesione, and even about you. I don't know why I'm
talking to you so calmly. I have a horrible fear that
my heart is broken, but that heartbreak is mot like
what I thought it must be.

Mrs, Hs (fondling her) It's only life educating you,
pettikins, How do you feel about Boss Mangan mow?

Ellies (disengaging herself with en expression of
distaste) Oh, how can you remind me of him, Hesione?

Mrs. Hs Sorry, dear. I think I hear Hector coming
back. You don't mind now, do you, dear?

Ellie: Not in the least. I am quite cured.
(Mazzini Dunn and Hector come in from the hall)
Hectors (as he opens the door and allows Mazzini to
pass in) One second mors, and she would hage been a
dead woman!

Mazzinis Dear! dear! what an escape! Ellie, my
love, Mr. Hushabye has just been telling me the most
extraordinarye--

Ellies Yes, I've heard it (she crosses to the other
side of the room)

«59-



Hectors (following her) Not this ones I'11 tell

it to you after dimner. I think you'll like it. The
truth is I made it up for you, and was looking for-
ward to the pleasure of telling it to you. But in a
moment of impatience at being turned ocut of the room,
I threw it away on your father.

Ellies (turning at bay with her back to the carpen-
ter's bench scornfully self-possessed) It was mot
thromm away. He believes it, I should not have be-

Mazzinis (bemsvolently) Ellie is very naughty, Mr.
Hushabye. Of course she does not really think that.

(Boss Mangan comes in from the hall, followed by the
Captain.)

Captains (to Mrs. H., introducing the newcomer)
Says his name is Mangan, Not able bodied.

Mrs., H: (graciously) How do you do, Mr. Mangan?
Mangan: (shaking hands) Very pleased.

Captains Dumn's lost his muscle, but recovered his
nerve. Men seldom do after three attacks of delirioum
tremens., (he goes into the pantry)

Mrs. Ht I congratulate you, Mr., Dumn,

Mazzinis (dazed) I am a lifelong teetotaler.

Mrs. Hs You will find it far less trouble to let
papa have his own way than try to explain.

Mazzinis But three attacks of delirium tremens,
really!}

Mrs. Hs (to Mangan) Do you know my husband, Mr,
Mangan (she indicates Hector)

Vangans (going to Hector, who meets him with outstret-
ched hand) Very pleased. (turming to Ellie) I hope,
Miss Ellie, you have not found the jourmey dowm too
fatiguing. (they shake hands)

Mrs., Hs Hector, show Mr, Dunn his room.

Hector: Certainly. Come along, Mr. Dunn. (he
takes Mazzini out)
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Ellies You haven't shown me my room yet, Hesione.
Mrs, Hs1 How stupid of mel! Come along. Make your=-
self quite at home, Mr, Mangan., Papa will entertain
you. Papa, come and explain the house to Mr. Mangan.

(she goes out with Ellie. The captain comes in
from the pantry)

Captain: You're going to marry Dunn's daughter.
Don't., You'tre too old.

Mangans (staggered) Welll That's fairly blunt,
Captain,

Captaing It's true.

Mangans She doesn't think so.
Captain: She does.

Mangans Older men than I havee==-

Captain: made fools of themselves. That, also is
true.

Mangens I don't see that this is any business of
yours.

Captain: It is everybody's businees. The stars in
their courses are shaken when such things happen.

Mangan: I'm going to marry her all the same.
Captain: How do you kmow?

Mangans I intend to. I mean to. See? I never made
up my mind to do a thing yet that I didn't bring it
off. That's the sort of man I ams and there will
be a better understanding between us when you make
up your mind to that, Captain,

Captains You frequemt picture palaces.

Mangangs Perhaps I do. Who told you?

Captains Talk like a man, not like a movy. You mean
that you make a hundred thousand a year.

Mangan: I don't boast. But when I meet & man that
makes & hundred thousmnd a year, I take off my hat
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to that man, stretch out my hand to him and call
him brother.

Captains Then you also make a hundred thousand a
year, hey?

Mangans No. I can't say that. Fifty thousand,
perhaps.

Captains His half brother only. (he turns away

from Yangan with his usual abruptness, and collects
the empty tea=-cups on the Chinese tray.)

Mangans (irritated) See here, Captain Shotover, I
don't quite understand my position here. I came here
on your daughter's invitation. Am I in her house or
in yours?

Captaing You are beneath the dome of heaven, in the
house of God. What is t rue within these walls is
true outside them, Go out on the seas; climb the
mountains; wander through the valleys. She is still
too young.

Mangan: (weakening) But I'm very little over fifty.

Captaing You are still less under sixty. Boss Mangan,
you will not marry the pirate's child. (he carries
the tray away into the pantry)

Mangans (following him to the balf door) What pirate's
child? What are you talking about?

Captain: (in the pantry) Ellie Dunn. You will mot
marry her.

Mangan: Who will stop me?

Captains (emerging) My daughter (he makes for the
door leading to the hall)

Mangans (following him) Mrs. Hushabye! Do you mean
to say she brought me down here to break it off?

Captains (stopping and turning on him) I know noth-
ing more than I have seen in her eye. She will breek
it off, Take my advices marry a West Indian negresss
they make excellent wives. I was married to one myC
self for two years.
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Mangans Well, I am dammed}

Captaing I thought so. I was, too, for many years.
The negress redeemed me.

Mangan:s (feebly) This is queer. I ought to walk
out of this house.

Captains Why?

Mangens Well, many men would be offended by your
style of talking,

Captains Nonsense! It's the other sort of talking
that makes quarrels., Nobody ever quarrels with me.

Loomis St (A gentleman, whose first-rate tailoring and friction-
Sbowp e less manners proclaim the wellbred West Ender, comes
nn - b .- in from the hall, He has an engaging air of being
LM Ll ... young and ummarried, but on close inspection is found
< to be at least over forty.
)

pe Gentlemans Excuse my intruding in this fashion, but
. there is no kmocker on the door and the bell does
not seem to ring.

" Captaing Why should there be a Imocker? Why should
i the bell ring? The door is open.

Gentlemans Precisely. So I ventured to come in,

’ Captains Quite right. I will see about a room for
you,.

Gentlemans But I'm afraid you don't know who I am.
Captains Do you suppose that at my age I make dis-

; tinctions betweem one fellow creature and another?

? (he goes out. Mangan and the newcomer stare at ome
another)
Mangans Strange character, Captain Shotover, sir,
Gentlemans Very.
Captains (shouting outside) Hesione, another person
has arrived and wants a room, Man about town, well
dressed, fifty.

Gentleman: Fancy Hesione's feelingsl May I ask are
you & member of the family?
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Mangans No.

Gentlemans I am. At least a connection. (Mrs. H.
comes back)

Mrs. Hy How do you do? How good of you to comel

Gentlemans I am very glad indeed to make your ac-
quaintance, Hesione. (Instead of taking her hand he
kisses her. At the same moment the captain appears
in the doorwey) You will excuse my kissing your
daughter, Captain, whem I tell you thateww-

Captains Stuffl! Bveryone kisses my daughter. Kiss
her as much as you like (he makes for the pantry)

Gentleman: Thank you. One moment, Captain. (the
captain halts and turns. The gentleman goes to him
affably.) Do you happen to remember=-=but probably
you don't, as it ooccurred many years ago=--that your
younger daughter married a numskull?

Captains Yes. She sald she'd marry anybody to get
away from this house. I should not have recognized
yous your head is no longer like a walmt. Your
aspect is softened. You have beem boiled in bread
and milk for years and years, like other married men.
Poor devill (he disappears into the pantry)

Mrs. Hs (going past Mangan to the gentleman and
scrutinizing him) I don't believe you are Hastings
Utterword.

Gentlemans I am not.
Mrs. Ht Then what business had you to kiss me?

Gentlemans I thought I would like to. The fact is,
I am Randall Utterword, the unworthy younger brother
of Hastings. I was abroad diplometizing when he was
married.

lady U: (dashing in) Hesione, where is the key to
the wardrobe in my room? My diamonds are in my
dressing=bag; I must lock it upe=-=--Randall, how dare
you? (she marches at him past Mrs., H., who retreats
and joins Mangan near the Sofa)

Randall: How dare I what? I am not doing anything,

lady Us Who told you I was here?



Randalls Hastings. You had just left when I called
on you at Claridge's; so I followed you down here.
You are looking extremely well.

Lady Us Don't presume to tell me so.
Mrs. Hs What is wrong with Mr, Randall, Addy?

Lady Us (recollecting herself) Oh, nothing. But he
has no right to come bothering you and papa without
being invited. (she goes to the window seat and sits
down, turing away from them ill-humoredly and looking
into the garden, where Hector and Ellie are now seen
strolling together)

Mrs. Hs I think you have not met Mr. Vangan, Addy.

Lady Us (turning her head and nodding coldly to
Mangan) I beg your pardon. Randall, you have flusts
ered me so: I make a perfect fool of myself.

Mrs. Hs Lady Utterword. My sister. My younger
sister,

Mangan: (bowing) Pleased to meet you, Lady Utterword.

Lady Us (with marked interest) Who is that gemtle-
man walking in the garden with Miss Dunn?

Mrs. Hs I don't khow, She quarrelled mortally with
my husband only ten minutes ago; and I didn't know
anyone else had come., It must be a visitor. (she
goes to the window to look) Oh, it is Hector.
They've made it up.

Lady Us Your husband! That handsome man?

Mrs. H: Well, why shouldn't my husband be a handsome
man?

Randall: (joining them at the window) One's husband
never is, Ariadne,

Mrs., Hs One's sister's husband always is, Mr,
Randall,

Lady Us Don't be vulgar, Randall, And you, Hesione,
are just as bad.

(Ellie and Hector come in from the garden by the
starboard door. Randall rises, Ellie retires into



the corner near the pantry. Hector comes forward;
and lady U rises looking her very best)

Mrs. H: Hector, this is Addy.

Hectors (apparently surprised) Not this lady.

Lady Us (smiling) Why not?

Hoctor:s (looking at her with a piercing glance)

I thought===sIl beg your pardon, Lady Utterword. I am
extremely glad to welcome you at last under our roof
(he offers his hand with grave courtesy)

Mrs, Ht She wants to be kissed, Hector.

Lady Us Hesione! (but she still smiles)

Yrs., Hs Call her Addy; and kiss her like a good
brother=in-law; and have done with it, (she leaves

them to themselves).

Hector: Behave yourself, Hesione. Lady Utterword is
entitled not only to hospitality but to civilization.

Lady Us (gratefully) Thank you, Hector. (they
shake hands cordially)

Captains (coming from the pantry and addressing Bllie)
Your father has washed himself,

Ellies He often does, Captain Shotover.

Captain: A strange conversion! I saw him through
the pantry window,

(Mazzini Dunn enters through the port window door,
newly washed and brushed, and stops, smiling benovo-
lently, between Mangan and Mrs. H)

Mrs. H: (introducing) Mr, Mazzini Dunn, Lady Ut--oh,
I forgot; you've met. (indioating Ellie) Miss Dunn.

Mazzinis (walking across the room to take Ellie's
hand) I have met Miss Dunn also. She is my daughter .
(he draws her arm through his caressingly)

Mrs, Hs Of course: how stupidl Mr. Utterword, my
sister!s==er=--

Randalls (shaking hands agreeably) Her brother-in-
law, Mr, Dunn, How do you do?
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Mrs., Hs This is my husband,

Hectors We have met, dear, Don't introduce us any
more. Won't you sit down, Lady Utterword? (she does
so very graciously)

Mrs., H: Sorry. I hate it:s 1it's like making people
show their tickets.

Mazzinis How little it tells us, after alll The
great question 1s, not who we are, but what we are.

Captains Hal! What are you?

Magzinis What am I?

Captains A thief, a pirate, and a muarderer.
Mazzinis I assure you you are mistaken.

Captains An adventurous life; but what does it emd
in? Respectability. A ladylike daughter. The language
and appearance of a city mixxionary. Let it be a warm-
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