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THESIS



Altheugh the adaptation has assumed & position of increesing impore
tance 0a televisien fev attempts have been made to amalyse the particular
prebdlems involved in the writing of a television adaptation, This study
wvas undertaken, therefore, ia an effort te satisfy, immsmuch as possible,
the need for more detailed information on this subject,

In keeping with the above purpose this study treated the problea
of writing the televisgion adaptation in & process vhich invelved the
steps listed delow,

ls A study was first made of the television medium isself, in

order to determine its characteristics, potentialities and
limitatiens, partionlarly as those characteristics might
effect the selection and treatment of an adaptable work,
2, Aungust Strindberg's Ihe Jether was selected for an adapie~
tion treatment after an anmalysis of its suitadility to the
television medium and & recognition of its importance as a
Plece of dramatic literature.

3. A ocareful and complete study was made of the play selected
relative to such matters as dramatic type, style, theme,
Plot construction, character delineation and dramatic
veaknesees, information which could be usilised by the
writer in making his adaptation eof the play.

4, Aa attempt was made o adjust Strindberg's cencept of the

Play to the needs and demands of the television medium and
the mature of ite andience,

5. The prodlems involved in the adaptation process were analysed
and various conelusions were drewa as to their gemeral nature,

On the basis of the particular problems encountered during the
course of the study creteria were established for the selestion of ma~
terials suitable for adaptation to the televisioen medium and a prece-
dure was set~up which ceuld be followed in subsequent adaptations,
Jurther, as a result of this study, the writer was able to reafira his
recognition of the television adaptation as & significant dramatic fora
in its own right, eas vhich involves prodlems particular to ite ewn
nature and a procedure which differs from that of an original television
dreama,
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CHAPTER I
A STATEMENT OF THE PROBLEX



CHAPTER I

A STATENERT OF THE PROBLEN

Introdunction
Dackeround. The television industry uses a great amount of

dramatic material each week in the ecourse of its programming activi-
ties. The "Comparative Network TV Showshee$® of Broedcasting-
Telecasgting for the menth of May, 1953, for example, shews a total
of sixty-twe dramatic type programs veekly for that month.l Togeth-
or, the listed programs total over thirty hours of entertainment,
comparable to the time required to viewv twelve Broadway plays, or
over tweaty motion picmu.z As wvas 30 graphically stased dy Good-
man Ace,

This nev medium has a voracious appetite. Its

feeding hours are from early morning till late

at night. Its diet consists of scenery, cos-

tumes, lights, make-up, music, choreography,

sound, and words. And the greatest of these is

words. And not just words compounded out of thia

air or lame brain, but words which have deen

scrupulously prepared and seasoned, and fed to
those who inhabit this new box of magic week
after week after week,3

1 % tive Network TV Showsheet,” Broadcasting-Telscasting,
(May &, 1953), pp. 98-99.

2 These figures are based upen an estimated time length for the
average Broadwvay play of two hours and ene-half, and an estimated
time length fer the average motien picture of ninety minutes.

3 Goodman Ace, "Ghost Writers In The Sky," Saturday Review of
Litersture, (April 26, 1952), p. 31.



Because the amount of dramatic material produced for television
oach week is e0 great, it has been found aiffioult to supply the
needed material entirely from original esources. The amount of time
needed to write an eriginal 4rama for televisien is one reason ror
this diffieulty. As was noted by Stasheff and Bretz, the writing of
full hour television dramas, for example, requires "almost as much
investment of time and effert on the part of the writer as three act
phn.“ In comnsequence of this fact, many television producers have
relied heavily on television adaptations of short stories, novels and
stage plays fer their program needs. MNany of the better-known dramatic
programs oa television have fellowed this policy, including The Kraft
Television Theatre,5 Studio One, Zhe Philce Telsvision Plarhouss.
Rodert Montgomery Presents, and the dramatic portion of the Ognibdbus
pregran. f§Studio Omng, for exmmple, has over the past few seasons
presented in adapted ferm, Shakespeare's Juliug Cassar, Macdbeth,

Henry 1V, Zaming of she Shrew, and Corjolapns, as well as Minotte's
Zhe Nedium, Hawthorn's Zhe Scarlet lstter, Henry James' Ihe Ambag-
amdors, L. May Alcost's Little Yomen and George Orwell's 1984,

The contribution made by the adaptation to the television medium

has been of major importance to the furthering of the medium's program-

ning function, fer the adaptation has presented an easily accessidle

bk E&ward Stasheff and Rudy Brets, The Television Progras,
(Mew York: A. A. Wyn, 1951), p. 171.

5 Yer a discussion om the role of the adaptation in the history
of the Kraft Television Theatre, see, "Kraft Theatre, A Television

Epic," Prosdcasting-Telecasting, (Junme 15, 1953), p. 90.
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source of program material at a saving of time and talent. Also, as
ons can see from the above-listed credits for the Studjo Ong program
alone, the adaptation has served the important cultural function of
bringing the best of the literature of the world to the home viewer
in a dramatic fera. Television's reputation as an impertant cultural
force has been built ia ho smal) part by the adaptatien.

A Review of the Literature. In view of the fact that the adap-
tatisa has preven its importance as (1) a practical source of program-
ning material, and (2) an important cultursl feree, it is significant
to note that 1ittle study has been made of the actual precess of
making a televisien adaptation or of the predlems invelved. Although
many fine books en television writing have appeared, little censider-
atien has been shown the adaptation as such. Robert S. Greens's
Telovision ¥riting 1is one suoh book.S Gilbert Seldes' ¥riting for
Television is another.? As far as either one of these two publios-
tions has gone, they are excellent. They cover, in effeét, the entire
field ot writing for television. However, they do so in a very gens-
ral manner. They deth find it diffieult to give a comprehensive
treatment to each and every aspect of tsédevision writing within the
space that they have to devote te the subject. DBecause of this,
the specific prodlems that the individull televisien writer might face
have at times bdeen neglected or generalised. This is particularly true

of the prodlems involved in making the television adaptation.

6 Robert S. Greens, Televigion ¥riting, (New York: Harper and
Brothers, 1952).

7 Gildert Seldes, Xriting for Television, (New York: Doubleday
and Coapany, 1952).
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Of the other books in the field of television writing, The TV
Xriter's Guids by Margaret R. Weiss should also be mentioned.8 1In
her work, Miss Weiss attempts to accomplish the same purpose as
Greens and Seldes, %o intvoduce the writer to the overall field of
television writing. However, Niss Weiss' work is too general to be of
great value to the television adaptor. The merit of The TV Writer's
Guide, therefore, lies principally in its presentation of television
scripts and its practical information on the subjeet of television
markets. Max Wylie's Rpdio and Television Writing.9 another important
work in the field, alse fails to suit the specific needs of the tele-
visien adaptor. Although the work contains many pages of excellent
material on the problems of adapting material to radio, Wylie's book
is vague and general cencerning the same problem on telsvision.

Other beoks, such as Brets and Stasheff's Television Scriptel® ana
¥illism I. Xaufman's The Best Tolevisien Plays of the Yearll contaia
actual productioa scripts, many of them adaptations, but they contain
1ittle infermation of material value on writing the television adapta-
tion itself. Beoks by Hoylamd Bettinger,lZ Nurrey Belen,13 Louis A.

8 Margaret R. Weiss, The TV Writer's Guids, (New Yerk: Pellegrini
and Cudahy, 1952).

9 MNax Wylle, Eadio and Tolevision Writing, (Wew York: Rinehart and
Company, 1950).

10 Rudy Bre$s and Edward Stasheff, Televisien Scrirtg, (New Yerk:
A. A, Wy, 1953.)

11 Vvilliam I. Eaufman, ed., The Best Television Plays of the Year,
(Bew York: Merlin Press, 1950).

12 Hoyland Bettinger, Television Technigues, (New York: Harper
and Brothers, 1947).

13 Murray Belen, Tundamentals of Televisien, (Hollywood: Hollywood
Radio Publishers, 1950).






5
Sposs, ¥ ¥illiam C. Eddy,1l5 Richard Hubbell,l6 and John H. Battisonl?

have treated most effectively various aspects of the television medium,
including preobleas of writing, production, programming and engineering.
However, fov of the book; mentioned contain more than an occasional ref-
erence to0 the problem of writing the television adaptation; most of them
do net contain any information on this sudbject at all.

In the field of unpublished material, two studies have been made
which pertain to the probdlea under consideration. Jean Marguerite
Longwith's study of Ihe Adaptation and Direction of Ihree Short Stories
for Television is ene.18 ¥William Tomlinson's An Analysis of Technigueg
Used in Directing Ealyn ¥illiaas' The Corn Is Green for the Arens Thes-
sre and for Television is the other.l9 Both Miss Longwith and Mr. Tem-
linson have $reated particular aspects of the problem, but they have
dene se only in relation to other problems more particularly their own.
Nr. Tomlinson, for example, was basically concerned with a comparative
study of the arems stage and the television medium, and with the

14 Louis A. Sposa, rimer Pr ip [y
(New York: McGraw-Hill Book Cempany, 1947).

15 W¥William C. Eddy, Zelsvision, The Eves of Temorrow, (New York:
Prentice-Hall, 1945).

16 Richard Hubbell, Zelevision Programming snd Production, (New
York: Rinehart and Company, 1950).

17 John H. Battison, Movies for TV, (Nev York: The MacMillan
Company, 1950).

18 Jean Marguerite Longwith,

Ihe Adaptation and Direction of Three
Shars Stories for Television, (unpublished Master's Thesis: State Uniwes-
sity of Iowa: Iowa City, 1950).

19 V¥illiam Henry Tomlinsen, An Anslvsis of Teghniouss Used In Direct-
1

(unpudblished Master's Thesis, Michigan State College, East Lansing,
1952),
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differences involved in directing the same play for bdoeth. The problems
of adapting to television Emlyn Williams' The Corn Is Green were there-
fore generalised by Mr. Tomlinson in order to conform with his principal
purpoese. MNiss Longwith's primary purpose was to treat the problem of
producing for television three of Sir Arthur Coman Doyle's popular short
stories, invelving the adventures of Sherleck Holmes. The problems
encountered by Miss Longwith in making the television adaptations of
Deyle's short stories were, therefore, neglected in favoer of a concen-
tration en the production probdlems,

Although each of the works mentioned above has contridbuted infor-
sation toward the solution of the prodlems of making a television adap-
tation, it was believed that a more specific treatment of some of the

more important problems ia this field could be valuable.

The Problea

Statemant of tha Preblem. Becauss there appeared to be a need

for an analysis of the problems involved in making an adaptation for
television, it was the purpose of this project to make such a study.
It was also the purpose of this project to set up, insofar as possidle,
criteria for the judicious selection of material for other adaptatiens.
This implied that certain standards could be established to determine
a material's suitability to the television medium.

In viev of the above objectives, the mature of the thesis prodlea
was three-fold: First, the selection of a werk for adaptation, second,
a study of the work as it was originally conceived by its author, third,
& study of the problems involved in making the sdaptation for television
and an evaluation or the degree of success with which the work selected
was adapted.
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Importance of the Study. An analysis of the problems encountered
in making an actual adaptation will be helpful in contemplating the
future work in the field., Knowing in part vhat he will face in trans-
lating a work from ons medium to another, a writer will be more careful,
(1) 4n the selection of his material, and (2) in the treatment of his
material. If the writer knows beforehand that a particular problem
exists, he will make a study of the work he is considering in terms of
that problem. Consequently, he will be able to avoid the difficulties
that may develep from the problem when the show is in either the writing
or the production stage. Iastly, if criteria can bde established which
will aid the writer in the selection of materials suitable for television
adaptation, the writer's problem can be further simplified. If the
writer ocan be guided at first to & work which will lend iteelf well to
the television medium, he would be spared a substantial waste of time
and effoert. It mmst be emphasized, however, that meny rules are made
to be bdroken, and that most standards will hold trus only so long as
they are observed in practice.20 Therefore, the work which on first
exanination appears to be unsuitable for television might, in the hands
of an experienced and skilled adapter, be melded into a suitadle fora.
¥ith ingenuity and patience, even the greatest problems are capable of

solution.?l

20 Stasheff and Ereds, Ihe Television Progrem, p. 158.
21 lec. git.






Dofinition of the Term "Adaptation.® The only term used in this
study which might be considered controversial is the term "adaptation.®

This study recognised that, "an adaptation can never be a literal re-
creation of the original material...*22 Ag the term is ﬁnd in this
study, an adaptation is a translation, not a transference, of material
from one medium to another. The process calls for rearrangement, alter-
atien or limitation of the text of the eriginal material in consideration
of the potentialities and the limitations of the medium to which the

material is being adapted.

Limitations of the Study

In order to make a concentrated study of the problems involved in
making & television adaptation, it was found advisable to treat only
& particular aspect of the general problem. Therefore, the study was
limited to & treatment of the prodlems encountered in making a tele-
vision adaptation of a three-act stage play. For reasems vhich will
be discussed later in the study, August Strindberg's The Jather was mib-
sequently selected as the play %o be adapted.

In spite of the above limitation, it is hoped that much of the
information gained from the study will be pertinent to forms other
than stage drams, Because many of the problems faced in making the
adaptation are problems common t0 the television medium in general,
they are prodblems t0 de encountered in adapting short stories, novels,

or biegraphical material to television as well.

22 0Oreen, op. git., p. 142,






A second limitation placed upon this study cencerns the television
production of the adaptation. Although the finished adaptation was
produced over the televisien system of Michigan State College, the con-
sideration of the production problems in this study has been limited
to the prodblem of writing for a particular production style., The study
does nes, then, treat to any extent the technical details of the pro-
dustion itself, i.e., the problems invelved in actually producing the
drape befere the cameras. The determination of such factors as picture
somposition, camera angles, camera movement or placement, lighting,
sound perspeétive and other such matters are problems that were handled
by the technical crew under the supervision of a technical director.
Theretore, it was deemed advisable not to include them within the range
of this study.

Netheds of Precedure
The adaptation and production of August Strindberg's The Father
tor television was made possible in the six steps which follow:

1. 4 study wvas made of the television medium in order
t0 determine its characteristics, potentialities
and limitations.

2. A drama was selected which appeared to be suited to
the television medium,

3. 4 careful and complete study of the play and of its
author's concept was made.

4, The adaptation of the play was made, utilizing the
acquired dbackground information on both the play
and the television medium, in order to adjust the
author's concept of the play te the needs of the
television medium and the nature of the televisien
audience.
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5. The play was produced before the television cameras
in the form of a one-hour video drama.

6. An amlysis ot the results of the stwiy was made
and the concludions noted.

Coincident with the methods of procedure outlined above, the re-
mainder of this thesis has been organized in six chapters. Chapter Two
of the study concerns the television medium iteelf, its potentislities
as & dramatic medium, and its limitations. Chapter Three concerns the
selection of the play for televisien. Chapter Four is devoted to an
analysis of the play selected, its style, type, theme, characters, and
construction. chupto;' Tive is concerned with the adaptation problems
sneountered, and their solution. Chapter Six contains the cempleted
script as it was adapted to television, and Chapter Seven, the last
chapter, contains the conclusions of the study and the writerts recom-

mendations tor further work in the area.






CHAPTER II

THE TELEVISION MEDIUM,
I?8 CHARAOTRRISPICS AND LINITATIONS



CHAPTRR II

THE TELEVISION MEDIUN, ITS
CHARACTERISTICS ARD LIMITATIOKES

Zhe Characteristics of
she ZTelevision Medium

Although this study does not treat, to any extent, the techniocal
appect ef television, the means used in reprogucing the television
picture, the adaptor of The Fether found it necessary to note some of
the medium's special characteristics, particularly those which affected
the selectien of the play and the treatment of the play.

Charsgteristics of Performance. The television perfermance of a
drame is continuous in mature, i.e., it starts at a particular time amd
runs withous interruption through te its conclusion.l An exception to
this rule occurs only vhea the drame is interrupted to give time for
either the sponsor's commercials or for the station identification
breaks., On eccasien, t00, & dramatic program will be carried in seg-
ments, one portion being shown one day or week, and another the follow-
ing day or week.2

Because the television drama is contimuous in its perfermance,

the television actor mast commit his lines to memory in advance, and

1 This statement dees not, of ceurse, take into econsideration
those television plays which are preduced first on film and then shown
©ver the television system. JFor the purposes of this discussion, the
Charsacteristics of the televisien medium will be considered only as

CThey describe the "live" television drama, i.e., the transmission of
The actual event as it takes place.

2 Gilbert Seldes, ¥riting for Televisien, (New York: Doubleday
.xad om! 1952)0 Pe 1“.
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sustain his character and performance throughout the rumning time of
the show. In this respect, the television actor holds a pesition much
the same as the stage actor. He does not read from a script, as does
the radio acter, and he does not memerise separate shots, or sequences,
as does the motion picture actor.

The fact that a televisioen perfoermance is sustained also carried
certaia implications for the television writer. Yhether he is writing
an original play er making an adaptation, the writer must feresee the
rhysical limitations imposed on his script by the nature of its pro-
duction. Once started, the television drama cannot stop fer nev set-ups
or retakes. Therefere, the writer must bde careful to allow sufficient
time in the course of his seript for the movement of cameras from one
set-up to the next, and for the shifting eof scenery, properties, micre-
phones, and lights., He must alse be careful to allevw enough time for
the actor to change his costume or his make-up, vhen needed, and to
meve from one set t0 another between scenes.)

Another characteristic of the television perfermance is the fact
that it is complete in itself. The televisien drama is enly performed
once, except vhen a delayed showing by means of a film is made over
those stations not serviced by the network lins. In the motiem picsures,
if a "ghet" is net acceptadble, it can be redons until swch time as it
is acceptadle. On stage, if an acter fails to give a ecreditable perfora-

A|ange one night, he has the opportunity to maks up for it by giving a

———

Bdward Stasheff and Rudy Brets, The Television Prograp, (New
X ork: A.A. Wyn, 1951), p. 39.
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better performance the following night. On television, however, there
can be no second perforspances. Each night that a prograam goes on the
air, a television play receives its opening and closing night in one.
Zelevisien's Combinstion of Picture and Sound. The television

nedium is characterised dy its combination snd integration of bdoth
aural and visual elements. The use of both sound and picture also
forms the medium's principal attraction. As Bettinger has pointed
out, the fact that the medium requires the simultansous use of the twe
primery senses of sight and hearing creates "a double 1mpact."’ Because
of this, televisien has double effectiveness as an entertainment, adver-
tising, and educational medium. However, as Bettinger further points
out, television's dusl appeal of sight and sound can also becoms &
wveakness, if proper control is not exercised over the attention balapnge
of the two senses.

The human mind can concentrate on only ome thing at

a time. It cannot concentrate with the eyes and

ears simnltansously... Consequently, if the attention

of the television audience is to be held, the focus

of attention mast be shifted back and forth between

picture and sound.’

The force of the television drama will, then, be ocarried at one

time or ansther by both picture and sound, but on rare occasions only

will picture and sound be of equal importance.

& DBettinger, op. git., p. 12.
5 Les. cis.
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Although television has been termed a "viguall Miu,s therefore,
it is really visual only in the sense that "pictures smpply that portien
of the effect which can best be produced by visusl means.*? The dual
mature of television means, then, that picture and seund must coemplement
each other. Each must contridbute to the oversll effect that "something®
wvhich is found lacking in the other.

To achieve the most effective use of both picture and sound, cer-
tain rules have been established, For emmple, in stimulasing the
imagination and in estadblishing 2 mood, the ear is most effective,
while in the exchange of information or in the transfer of kmewledge,
the eye is the more potent organ. Alse, in carrying conviction, the
ricture dees the better job, while in the association of ideas, sound
is more important than the pictm'o.a

Monocular Viaien. Normal human vision is dipocular, i.e., seeing
with twvo eyes. Television, however, is goppcular, 1‘.‘5.. seeing with -
oanly one eye, the single eye of the camera. The disadvantage of tele-
visgion's system of sight is the fact that with only one eye it is

impossidle to perceive distance or depth with any accuraey, except by

6 Television has beea termed a "visual® medium because, as Richard
Hubbell peinted out, "of the 98 per cent. of our knewledge which we ac-
qQuire through our eyes and ears, roughly 90 per cent. is learned through
Seeing---only 8 per cent. by hearing.® If this holds true in television,
She picture should be abeut eighty per cent. more potent than the sound;

#as the 0ld adage states, "ons picture is worth ten thousand woerds.® Hub-

b‘ll, ape. m.. D. 13‘
7 Bettinger, op. git., p. 87.
8 Ibigd., r. 13.
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one odbject's relative vertical or horisontsl position in relation te
another's. The linear perspective of the reproduced television pieture
is, consequently, out of balance. The picture is reproduced on a flat,
tve-dimensiena]l surface. HNaturally, this fact makes it difficult te
show proper spasial proportion. Hoyland Bettinger has graphieally
neted a commen 04dity which can result from this limitation. His coem-
ment follows:

Perhaps you have taken a photograph of someonse

stretched out en the beach, the feet---by accident

or intent——-were toward the camera and near to it.

The feet, you will recall, came out sige twenty--—-

six and the head the size of a peamut.?

Because such distertion can often develop through the use of a
monocular system, it is not always possible for the television director
tp got the exact shot he wants and might need in & particular sequence.
Because the television performance is contimuous, therefore the shet
nermally has $0 be eliminated. In the motion pictures, this is net
always the osse, for in Hollywood the camera can always be set up at
the most advantageous angle before the action is started.

Monpural Hearing. Televisien is poppursl as well as monocular,
i.0., it functiens with a single sound system; it hears with one ear,
in effect, whereas the human system hears with twe. As a result of
this fact, it is impossible for televisien te focus on a particular
sound source, determining its horisontal and vertical position. It

can, however, determine the relative distance of a sound source from

the listener, or the microphone.

9 Bettinger, op. ¢it., p. 15.
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Monochromatic Sight. The television picture, at present, is re-
produced in wariations of but eme coler, the coler gray. The color
response of the television system differs, then, from the human eye,
which sees multichrematically, i.e., in variations of mahy colors.
the psychological uss ef color, commonly employed in the theatre, is
not, then, possible oa television. This fasct also, however, has not
proved a serious handicap in television productien, dus partly to the
fact thats the public has leng been accustemed to watching "black and
vhite" motion pictures. Also, vhen colored television is made availa-
ble $o the gensral pubdlic, in another few years, this limitation will
no loager be felt.l10

Zelevision's Mobility. Unlike the audience in the theatre, the
television aucience wvatches from myriad, moving viewpoints. "“The
vhole effect is (further) enhanced by the technigues of montage, vis-
ual effects, and regnlated sound.*ll By a process of intercusting be-
twveen persons, objects, or sets, the television diredter is abdle te
meve his audience at will, in an effort te detter tell his story for
their benefit. This is one of the great advantages of the television
medium, the ability te quickly transfer the viewer from ons vantage
roint teo anether, always looking for the ene point ef view wvhich seems
best suited to the understanding of the drama. Because of the talevie-
ion camera's mebility, details can be emphasized, associations can be

made and psychologiocal effects can be preduced which will aid the

160 Hubbell, op. git., p. 19.
11 Ibid., p. 28,
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writer in the expression of his ideas. Having a flexible medium to
work with, the writer has, then, greater epportunity for self-expression
and more potential for creativity, -

The Television Audience. The television audience is primny a
home audience. Oonsequently, the television audience is heterogeneous.
It i made up of different age, politionl, religious, and social groups,
and composed of small family circles and individuals with varying intel-
lectual cppacities and contrasting economic standings. Reaching inte
private homes in the same manner as radio, the television program con-
sequently crosses all social, racial, and economic barriers. One net-
work program therefere ean be viewed by as many as forty million people
at the same time. Also to be taken into consideration is the fact that
each member of this vast audience will dring to bear en the program his
owvn individual tastes, prejudices, beliefs, likes, and dislikes.

Because of the mixed nature of the television aundience, the fol-
lewing problem is presented to both the television writer and the tele-
vision producer: Should the program being written or produced attempt
t0 please all facets of the television audience, or should the prograa
be directed to a particular portion ef that audience? Upen the answer
to this question is largely based the question of the selection of
material for adaptation, and the treatment of that material. As Gilbert
Seldes emphasised, "the writers, directors, technicians and actors...
are employed by the sender, but their trirst, constant obligation is to

the audience."12

12 Seldes, ¥riting for Television, p. 16.






18

Several other facters are invelved in the consideratioen of the
television audience. One such facter involves a consideratien of the
conditions under wvhich the pregram is viewved by the audience. Because
the television drama is viewed largely by small family groups, in the
privacy of their own homes, the television writer must take into con-
sideration the mumerous little distractions which can interfere with
the audience's attention to the program.13 Alse, the writer of the
television drama must remember that the members of his audience have
the power of selection over the programs they view. If the attention
of the viewer is not captured immediately, therefore, and if his in-
terest is not sustained, he has the ability to select a different
program, or t0 tura his set off entirely. In order to compensate for
this factor, the television writer must hope to capture the immediate
attention of his viewer and to sustain that attention, regardless of
any distractions that might develop in the home. To do this the
writer is often forced to unfold his drama at a much faster pace
than might be needed in the theatre. Besides imposing a faster pace
on his play, the television writer has often been obliged to assume
a greater amount of clarity in his dramatic construaction. He has had
to over-emphasize, in meny instances, the important elements of plet
and thought. Because of the necessity for repeated emphasis, the tele-

vision drama has developed o more obvious type of drammtic construction

13 BHubbell, ep. gis., P. 28.
14 Bettinger, op. cit., p. 14.
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than that assumed by the stage play.l5 As Hoyland Bettinger has
pointed out, decause of the conditions of the television mediunm,
®limitations in plet development, exposition, characterization, and
picturisatien,® are often believed necessary in order to assure that
the informatiea that is given will be picked up and understood at
once, 16
Another facter which must be considered in a discussion of the

television audience has to 4o with subject content. The individual
television viewer has tastes which vary with the conditions under
vhich he views a program. Vhat might be considered acceptable enter-
tainment in a theatre might not be so considered in the heme. Recog-
nising this, the BEatienal Association of Radio and Television Broad-
casters, the NARTB, has adopted a basic policy of self-censorship
vhich confines material consideration within the limits of good taste
and decency.l?7 As Brets and Stasheff have noted:

Television is faced... by the prodlems of both radio and

film. It ie broadcast into the home, and so must follew

at least the minimum requirements of the netwerk peliocy

books. But it is a visual medium, and so must worry not

only about offensive language and subject matter, but

must also concern itself with such unpredictable items as

the plunging necklines of feminine guests and the question-

able gestures or ad-lidbbed doukle entendres of night clud
comedians, ..l

15 8Seldes, Nriting for Telavision, p. 39.
16 Bettinger, ¢p. git., p. 4.

17 It is not the purpese of this study te treat in detail the var-
ious provisiens of this code, exceps as may be touched upen in the chap-
ters dealing with the selection of the play for television and the adap-
tation prodblems of the play. Almost any standard beok on droadcasting
will contain a copy of the code. The copy refered to by the adapter of
Zhe Jather can bde found in Edward Stasheff and Rudy Brets's The Telavision

Rxogran, gp. ¢it.. pp. 70-75.
18 Ibid., p. 7.
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Unless proper oare is taken in the selection of subject matter for
adaptation, and in the treatment of that subject matter, the television
drama may, then, be looked upon as an intruder in the home rather than
a welcome and entertaining visitor.

A final factor to consider concerning the television audience also
has $0 do with its mature as a home audience. Although little is ac-
tually known about the viewing reaction of the home audience to the
televisgion drama, it is safe to assume that the members of that audience
do not react under the psychological crowd factor which holds true of
audiences in either the legitimate theatre or in motion picture houses.
There is, for example, a lack of the "'electric' give-and-take," the
bond which is built up between an actor and his audience in "live"
theatres.l9 Also, there is apparently no feeling of group parsicipa-
tion, the feeling which holds a theatre audience together as one uanis.
In a theatre audience, each member may lese his self-identity and con-
form to the group's reaction. The individual in a theatre audience
may, in effect, identify himself with the crowd, and hence become a
part of the crowd. The direct opposite may de true of the television
viewer. Maintaining, as he does, freedom of action in his own home,
the television viewver reacts in accordance te his individual character-
istics, or with the reactions of a small, select group. Whether or
not his individual reactions are more or less inhibited than his re-
sponses wvhile in a group situation, however, is a matter fer coenjecture

which is net withia the bdounds of this study. Indeed, much study has

19 BEHubbdell, op. git., p. 27.
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Jot to be made of this problem. There are certain characteristics of
the television medium itself, however, which directly affect the na-
ture of the audience response gained from watching a television drama.
These characteristics are recognized in part today, and they should be
considered by the television writer. Richard Hubbell refers to these
characteristics as the medium's potential "feelings" of impediscy and
Antizacy.20
Senae of Izmediscy. One of the fundamental characteristice of

the television medium is the literal re-statement of what the damera
sees. Except for such special effects as can be inserted inte the
drams, optical illusions, visual distortions, fades and dissolves,
vhat the audience sees on its television receiver is the transaission
of actuality.?l What is being viewed en television is actually taking
place wvhile it is being viewed, hundreds or even thousands of miles
away from the viewer. Psychologically, as Hubbell also points out: -

[tolcvioioﬂ... is an extension of seeing and hearing

over great distances... and becauss the process of

visual-aural extension is instantaneous, television

can achieve the effect of making you foolzzhat you

are in two of mere places at one time...
The effect that Hubbell describes is the feeling of “immediacy,® the

feeling of actuality. As a result of this feeling, & viever's reactien

20 Jbjd., p. 24,
21 bid., p. 23.
22 m., P. 12,
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to a successful program often takes one of two forms. These reactiens
are:2d

1. The effect of "looking in® on the program fream the
sidelines, without actually taking part in it.

2. The effect of not only "looking ia" on the prograa,
vherever it may be, but of actually taking part in it,

Although the "give-and-take" reaction between actor and audiense, and
she feeling of group participation is lost so the television drama, then,
the feeling of immediscy and the transmission of actuality, feelings
wvhich creats a greater feeling of persomal or individual participation
on the part of the viewer, lessen the effest of their absence.
Sense of Intimscy. Beocause of the proximity of the viewer te his
receiver, located in his own home, and because of the ability of the
television director to bdring objects and persons clese to that receiver
in clese-up detail, there appears to be a lack of Fdistance™ in tele-
vision. The viewver apparently fails to recognisze the difference be-
twveea the ;ctunl shew iteelf, and the picture on his receiver. The
%"presence® of the television performer is theretore "felt® to a great
extent. "The reviewer feels that people in the pregram are right
there with him as they look him in the eye. He can reach out and seem
almost te touch them."2¥ fThig is the feeling of intimecy, a féeeling of

close association and personal communication.

23 Lee. git.
2 Ibid., p- N
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In many cases the feeling of intimacy is drought on not only dy
the conditioas under which the viewer is witnessing the program, bus
also by the physical limitations of the medium itself. Because of
the space limitations existing in most studies, and becmass of the
small sise of the television screen, physical action ia the television
drama is in most cases cut to a minimum. This fact consequently
forces the major emphasis of the drama to be on character. This was
recognised dy Gilbert Seldes, wvhen he wrote as fellows!

iee_because & long shot on the IV screen fatally
redices the stature of peeple to inches, the

medium and close shots are the most etfective
and these are the shots telling us vhat people

are mere than what they do: we see the expression
of emotion more clearly thaa the that
esauses emotion or results from i,

Televisien is condequently a medium whepe the prejection eof persen~
ality counts. As a resuls, "the person or persons on the pregraa
seem to step inte your living reea and converse with yon..."zé In
censequence of these factors, the television awdience experiences

& teeling of "intense intimecy far greater than is ebtained in motien
pictures er the legitimate theatre."27 The television drama offers,
then, an attraction tor an audience that is unattainabdle in any

other msdium,

25 Seldes, Xriting fer Television, p. 152.
26 Hubbell, op. m.. Pe. 12.

27 Ibid., p. 2.






The ILimitations of the Television Medium

As has been previously stated in the study, the writer preparing
te make a television adaptation must first consider the limitations un-
der which he will be working, Unless the writer realizes what may or
may net be dons on television, the possibility of his construction of a
successful television script would be remote. As Hoyland Bettinger has
pointed out, the limitations of the television medium are not in them-
selves serious. "They become 20 only when they are not recognized agd
when intelligent steps are not taken to circumvent them.®28

Linitation of Time

In his book ¥riting for Television, Gilbert Seldes writes as
follows:
sse One general statement applies te the whole of
tdlevision production, to every department and
every detail: there isn't enough time. No matter
vhen you start on a show, you are late already.
More than lack of space or money, the limitation
of time haunts the television studies...29
Total 2ime. Television, like radio, arbitrarily imposes a time
liait on the program which must be met to the split second. The longest
Tegular dramatic programs on tdlevision run for an hour, less commer-
cials and station identification. This means, in practice, about fifty
mimtes of playing time, "and this is the shortest duration for drama
in any medium, being about one-half the time of a dramatic movie
and considerably less than one-half of the actual playing time of

a contemporary three-act play."3° Other dramatic programs on television

28 Begtinger, op. m‘, P. 13,
29 Seldes, ¥riting for Television, p. 35.
3o Ibig., p. 37.
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run for one-half hour, and some run for as little as tifteen mimtes,
less the standard thirty seconds for the Federal Communication Com-
mission's required station identification and the sponsor's commer-
cials.

Because the program length of a drams en television is, therefore,
considerably less than fha.t enjoyed by any other medium, except radio,
the television writer has been forced to simplify his dramatic form.
In many cases limitations are imposed upon the action of a work being
adapted te the medium. In order to fit his material into such a rigid
time unit, the television writer is often "forced to take short cuts,
to use familiar phrases and gestures which identify his characters
immediately to the audience, and te simplify his plot while he reduces
his characters often to stereotyped figures with little of the richness
of human personality lefs,.*31

The television writer is not the only one faced with the segment
of time to which the drams gugt be fitted. The television director
is alse concerned with this problem; for it is in his responsidility
teo see that the program comes out on time. DBecause many things can
happen on the air to alter the pace and tempo of the drama, the di-
rector will perceive at times that the pregram is running either ahead
or behind schedule. His problem, consequently, is how te sacrifice
matetial without weakening the overall effect, or how te pad withous
diluting. These are decisions that must be made while the program is
on the air, and many directors have failed to find selutions to problems
less difficuls.}2

31 Seldes, ¥riting for Television. r. 37.
32 Bettinger, op. cit., p. 1.
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Beheersal Time. A second limitation of time usually imposed by
the television medium concerns the specific time allowed the director
to prepare the drama for production. Because the television program
is produced weekly, this means that in most cases the director has but
one week, or at the most two wveeks, if two directors are used, in which
t0 rehearse. This is from two to four veeks' less time than that al-
lowed the stage drams for rehearsal. As Seldes has pointed out:

o0 matter how well organized a production may be,
no matter hew smoothly it runs, another hour or day
and sometimes another week would have helped, espec-
jally to give the production the glossy finish of the
movies, wvhich are not 30 beset by time, or the solid
certainty of the play, which has rehearsed for weeks
and played on the road and comes to Nev York a fin-
ished product...33

In viev of the limited amount of rehsarsal time available for the
television drama, it becomes the writer's responsibility to offer a
script fer productien which can be done within the limits mentioned.
"To gain the confidence of producers er story editors, a writer will
not, [thcroforo] o 0ffer a script demanding five days of rehearsal
with full facilities (lights, sound, cameras, etc.) for a pregram bud-
goted at two days; recognition of the fixed time limit should become
as automatic as acceptance of the other limitations..."3¥

The Sustained Perferaance.3> Although the limitations imposed on
the television writer because of the nature of the drama's perfermance

have been mentioned previously in this chapter, it was felt that

33 Beldes, Xriting for Ialevislon, r. 35.
3 Leg. cit.
35 8ee Pono
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additiensl mention of them should be made in this section. The one
rule that the television writer must remember when faced with the
problem of a sustained performance is that he must be careful to al-
low sufficient time during the course of his script for physical move-
men$ and changes while & program is on the air,

2ime to Capture Attentien.36 As was previously mentioned in this
chapter, the television audience has the powes of program selection.
This means that the writer of a television drama is obliged to capture
the immediate attention of his andience if he expects them to remain
through to the conclusion of his drama. Seldes refers to the time
which the audience allows the writer to 4o this as "a matter of min-
utes.’37 The preblem faced by the writer because of this fact is this:
in order to oapture the attenticn of his audience in such a short per-
i0d of time, the television writer is often forced to rush through his
exposition and to limit his initia)l consideration of character. The
"sense we often have, vhen watching a TV play, that things are happening
too artificially,"38 results in part from this characteristic of tele-
vision, and it does so0 becauss, as writers of stage plays have leng
known, in the exposition is rooted the motivation of character and
satiéns. It is the lack of metivation which is most often damaging
to the television drama.39

36 See page 19.

37 Seldes, Nriting for Ielavisien, p. 34.
38 Ibid., p. 39.

39 Inia.,
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Dicturigation and Staze Businesa. Because television is a visual

medium, it is dependent to a large extent upon action. However, pictur-
ized action consumes an amount of time that is not always in proportion
to the contridbution which the action makes to the total effect. As Bet-
tinger pointed out, "a bit of stage business is frequently time-consuming
but difficuls to eliminate."#0 On stage this factor is not serious, but
on televigion it is, because the television writer has such a short per-
iod of time in which to develop his story. Therefore, if it takes an
actor a minmute to do & bit of business, the writer must realize that one
minute can be as much as two per cent. of the total time of the show,
Limitation of Space

Studie Size. As Stasheff and Bretz have pointed out, "most of
the natlon's television studios ... were not built or designed for
video production.®#l Ag & consequence, actual floor space in a tele-
vision studio is at & minimum, ZFor the television writer, this limi-
tation means a restriction upon the number of sets and upon the type of
sets that can be used in the television draman, The television dramatist,
for example, who has at his disposal a studio measuring only sixty
by forty feet would find it difficult to write his play in more than
two, or at the most three, sets. Also, unless on a system of rear-
screen projection is to be used in the production, the television
dramatist should not expect a director to produce in such & small space

exterior scenes of an extensive character, viz., shots of crowded streets,

40 Bettinger, op. cit., p. 1A,
41 Stasheff and Bretz, Tha Television Program, p. 40.
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river beass, or moving autos. Schnes, or sets, such as those mentioned
can at best enly dbe suggested on television. JFor example, & lamp post
set next te a plain drop will at times be used to represent a street
corner, and a single dbush or tree an entire forest.

A second consideration the writer must give to the éizo of his
studio must be the fact that a large portion of it must be Peserved for
the studio equipment, cameras, microphone booms, dollies, lighting
stands, prop tables, sound wagons, floor monitors, title rollers or
stands, cue sheets and cables. The writer must also be aware of the
faect that technicians must be given sufficient reom to operate such
equipment. A cameraman, for example, must have room to mansuver his
camera iato a favorable position for his shot, and the boom operator
must be able t6 place his doom in a position which will assure a proper
sound pick-up.

Picture fize. The limited sisze of the television screen on the
home receiver, which averages from fourteen to twenty-one inches, means
a definite limitation in the type of program material wvhich can be pre-
sented with effectiveness on televisien. VWith such a small field of
vision, for example, it is virtually impossible to discern small de-
taile and expressions, unless they are shown in close-up. Orowd scenes,
therefore, such as those commonly empleyed in motion pictures by Cecil
B. DeMille, are most ineffective on television, because in such scenss

it is impossible to see facial expressions or small setting details.

Limitation of Budget
With the possible exception of time, perhaps the greatest single

limitation faced by the television writer is the limitation oa budget.
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The cost of producing the television drama in the past has been ex-
ceedingly high, and unless new methods of production are devised future
television adaptors will have to take this fact into consideration both
in selecting material and in treating material.¥2 As conditions are at
present, the program budgets of most programs, though seemingly high,
are very inadequate., As Brets and Stasheff point out, "there will
probably mgver be enough money te do a show as well as the director
would like to see it done."™3 The implication of such a statement is
ebvious. Production demands must be kept at & minimum, and outside of
the producer, the television writer is the one person on the *TV teanm®
vho has the power to keep costs down. By utilization of & limited num-
ber of sets and a limited number of actors, and by being reasonable in
his demands for special effects, music, art work, film inserts, cos-
tumes, and set pieces, the writer can cut production costs before the

drama ever reaches the production stage.

42 It has been noted, for example, that when the Kraft Television
Theatre first went on the air in 1947, air time for the program cost
the sponsor one hundred dollars (on WNBF-TV, New York), while today
the air time cost for the program, over the forty-eight station NBC-TV
network, is listed as forty thousand dollars., With production and
talent cost per program as twenty thousand dollars, the total cost per
week for this popular one-hour dramatic production is, therefore, sixty
thousand dollars. (Bruce Robertson, op. g¢it., p. 88.)

In comparison to these figures, Gilbert Seldes notes that a
theatre film of cemparable length of time, about fifty minutes, would
have cost nearly one million dollars. (Seldes, Writing for Televisien,

p. 31.)

What is most interesting to note concerning the cost of the
Eraft Television Theatra is the fact that two-thirds of the cost is
for air time, and only one-third is actually spent on talent and pro-
duction. The cost for a motion picture, on the other hand, is taksn
up entirely by talent and production costs.

43 Stasheff and Brets, Ihe Television Program, r. 38.
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The Limitation
of the Sponsor

Not only must the television writer realize that production costs
are high in the industry, he must also realize that television lacks
a2 "box office." In simple terms, this fact means that short of sub-
scription television, there is no possible means for television
drame to realize a profit, The reason for this is also simple. Tele-
vision, following in the footsteps of its slaster medium, radio, has
come to be regarded in the United States as a means of providing "free"
entertainment in the home. The method used to overcome the cost factor
is "commercialiem.” Commercialism means that television stations, and
networks, retail avallable air time to commercial organizations who
are willing to purchase such air time, and to pay the program's cost
in return for the right to advertise their products,

The commercialized nature of the television medium, while allow-
ing the industry to profis, has resulted in a strict limitation to the
television writer, the least bothersome of which is the time that must
be talken away from the play for the sake of the commercials. VW¥hat is
most important is the fact that a sponsor of a program, in returan for
his money, usually demands the right to pass on the acceptability of
the program he sponsors. Because he wishes to attract as large an
audience as possible, in order to sell as much of his product as pos-
sible, a sponsor often demends that story content be held to the largest
possible common denominator, material which will appeal to & "mass aud-
ience." The accepted standard for a television drama is, consequently,

that it must have wide, popular appeal and that it must adhere to
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accepted or proven patterns, formulas belisved to guarantee success.
This belief has led to & quality of sameness in many television dra-
mes, as most dramas are directed to the same audience. Margaret R,
VYeiss, for example, mentioned one commonly accepted *standard® for
story content when she wrote:

.+. mass audiences like to take their tragedy "week

and with a little sugar, please;™ horror must never

be too terrifying, nor terror too horridle to watch

in action, Crime must always be "paid for;® violent

methods of killing or torture not actually shown; a

generally hapry outcome to your story at least im-

plied.“"

This belief that all television dramas should be watered down

to produce a minimum shock, and that all endings should be happy,
is a common one., It is a belief that has been propageted by the men
who believe in the idea of the "mass audienco.""5 Such an attitude
has been fostered mainly by sponsors, whose fear for their investments
has led them to believe that only the popular formula-type program can
hope for success on television., Because of this attitude, many great
Plays are believed to be unacceptable on television because they are
Telt to be too tragic or too morbid or too deep. Such an attitude
hags been expressed, for example, by Ed Roberts, television script ed-
itor for Armatrong's Circle Theatre. Various portions of Mr. Roberts'

specifications for story content are reproduced below.

44 Margaret R. Weiss, op. git., p. 25.

45 Seldes, The Great Audience, (New York: The Viking Press, 1950),
P. 2960
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Within the limitations of our possible subject mater-
ial, ve wvant fine dramas; romances; plays strong in
suspense; sport stories; adventure steries. We are
reaching out for serious plays with great impact,
preseanting personal problems of a uaniversal nature
invelving ethics, spirituality (bus no denominational
elenments), faith, good will, awareness of present-day
preblems, Jjustice, man's relation with other men and

with the universe. Y¥e will not, hoyever, present
Rlays of & controversgisl nature.

"Believability® is a one-word description ot our

kind of materials---

characters that are gquickly and
aanily identifiable---stories that "might happen to
m.' X

Our best plays are those in which the aituation is
20t up very fast usually the single strong situation
on which the plot will develop ...

L2 L] . . ° L] L . L] L] L4 ® L * L J L] . L 4 L] [ ] [ ] L 4 [ ] * L] L[] L]

eese ¥Wo usually want a happy ending, either accomplished
or implied; stories with tragic overtonss may ha used,

, Or, at least, a moral)
satiefying ending in sight at the end of the play.

The student of drams will néte, particularly in theee statements
in isalics, that the descriptions offered by Mr. Roberts are not nec-
cessarily dessriptions of the best in story econtent. Some of the
greatest plays writien, for example, have been plays "of a coentrover-
sial nature.” These plays have alse presented complex characters,
rather than "characters that are quickly and easily identifiable,® in
steries with *tragic evertones." Unhappy endings have also been as
common &s they have deen nscessary. The limitations sich ideas place
upenr the television writer, in the selection and treatment of adapted

material, are odvious, Some of the world's greatest dramas can de

46 Weiss, op. cit., PP. 25-26.
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wvithheld from the medium becsuse they do not necessarily conform to
commercial standards or bessuse they do not adhere to the sponser's
idea of the "mass audience.” Ibsen's 4 Doll'g Houge, for example, ex-
poses the emptiness of & conventional marriage and expounds woman's
right to responsidbility and self-expression. Ibsen's theme is noble,
but it ean be cons$rued as an attack upon the sanctity of marriage, and
this is & cardinel sin in television.*7 John Gelsworthy's Strife is a
study of the clash of interests between labor and capital. The play is
excellent, but the theme might offend the interest of capital or of la-
bor, or ef doth., Therefore, an adaptation of Galsworthy's play might be
frowned upon by a spensor for fear of offending certain portions of
his audience, 21l potential buyers of the product. The television writ-
or pust face the prodlem of "taboo® subjects on television, and he must
live with it if he is to be successful. However, in the meantime, he oan
take hope from the following statement by Gilbert Seldes:

We are deing suffocated with sameness, and should be grate-

ful for every indication that the wvants ef the average man

are not entirely satisfied dy those exploiters who think of
him as part of a mass.

) L] Ld . . L] . 4 L) L] * * L] L] L] L] L] L] L] . L 2 L] * L] . L] . L . L ]

There are prophets who say we have already passed the golden
ora of television, that everything first-rate will go down
within a year or two and we will have nething dbut the crud-
ost forms of entertainment ... Against this despeir I have
noted the relative success of TV programs that are true te
the characteristics of the medium, the arrival of reasomadle
characters, and of plays based on character, the fallure ...

of bed redioc programs.

) 47 XBC's VWorking Manual for Contimuity Acceptance reads, in part,
as follows: "Marrisge apd the Home. In the treatment of these themes,
respect for the ssnctity of marriage and the home must be maintained..."”
(Stasheff ana Erets, The Telavision Program, p. 74.)

&8 Seldes, The Oreet Audierce, pp. 296-297.
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CHAPTER II1I
SELECTING PLAY FOR TELEVISION

Having made a study of the television medium, the next problem
faced by the writer was that of selecting the play for adaptation.
Three basic factors influameed this selection. They were (1) that
the play selected would offer materials capable of production within
the characteristic limitations of the medium, (2) that the play se-
lected should benefit from a transferrence to the medium, and (3)
that the play selected should be of sufficient dramstic importance to
maks a production on television worthwhile. This chapter is to be
devoted to a consideration of why the writer felt that.Strinnborg'l
Zhe Yathar fulfilled these requirements. A consideration of the
actual adaptation prodlems, which are often recognized in the script
before it is selected, will not be treated in detail at this time.
They will be described in a separate section to follow,

How Zhe Father Was Found
to Fit Within the Characteristics
of the Television Medium

Zhe Television Andience. Of major ixzportance in the selection of
the play ror. television was the questien of how that play might be re-
ceived by the television audience. Before selecting The Father, there-
fore, this question was considered very carefully. It was realiszed
that the play might not appeal to a wide, jeneral audience, that type
of audience sought by commercial sponsors. In fact, it was realiged
that a Saaily audience, or at leasé portions of is, might be offended
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by Strindberg's theme, concerned as it is with the basic prodblem of
paternity and the struggle between the sexes.

Believing this to de the case, it was yet recognised that The
Jather's theme wvas an intellectually stimmlating subject, and, as it
is presented, a highly interesting one. It was recognized teo that,
rhilosopkiocally speaking, the theme was a valid one, worthy of consid-
eration, net only im Strindberg's time but in the present age as well.
To bde sure, not many people are aware of this fact, but that dees not
diminish the importance of is. The knowvledge that one out of every
three marriages today end in some form of marital difficulty, either
separation or diverce, with a cerresponding hardship to the offspring
of such marriages, points at least t0 some basis for Strindberg's con-
cern over questiong of family relationships even at so early a date
as 188"] o The relatisnship detween the growing independence of woman-
kind in the last part of the nineteenth century, a movement which re-
sulted in the virtual emancipation of that sex, and the gradual break-
down ef the family structwre in the twentieth century has yet to be
mdo, Yot seme relationship must be there, and Strindberg explered
to seme extent its early bdeginnings.

The predlenm faced by Iaura and the Captain was simply the prob-
lem of arriving at some mtual agreement as to their respective
Positions in their marriage. The fact that they could not, or, indeed,
would not, wvas at the very reot of their conflict, and the very cause

®Y their tragedy. The importance of this problem can, them, hardly be
Put aside as being a tadboo subject, for those watching such a tfagedy

from the privacy of their own liying rooms might well reflect upon such
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questions as were raised over ssventy-five years ago by the Swedish
playwright, August Strindberg. Such questions can certainly find
application to today's society, just as they found applicatien te
Strindberg's.

The problem of presenting The Father on television was resolved,
in part, by the existence of a precedent., The writer was aware that,
in spite of the objections raised against certain particular themes
of a like nmature to Strindberg's, such themes have been presented on
television with remsrkable success. Hawthorn's The Scarlet Letter,

& story builts upen the probdlem of adultery, has been dons, as has
Shakespeare's Othello, & play which revolves around the questien of
Jealousy and supposed infidelity, as well as ths problem of inter-
racial marriage. Luigi Pirandello's §ix Characters In Sesrch Of An
Auther, a study of the grotesquensss of human suffering and the quee-
tion of the sense of guilt which results from the knowledge of origi-
nal sin and the sexnal heritage of bdirth, has also been done. It was
bolieved that if these particular plays were found acceptadble for
production en television, then Strindberg's The Father might also

be found acceptable, with but slight thematic adjustment.l

The fact that The Father has, over the years, attained an almost
classic stature was also a consideration in the selection of the play

for the television medium, As was noted in the iatreductien te this

1 The predlem of adjusting Strindberg's theme, when necessary, %
the comditions of the television medium will be considered as an adapta-
tion problem in Chapter Five.
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study, the adaptation of important pieces of literature serves a sig-
nificant cultural and educatienmsl function om television, a functien
which might be furthered with the presentation of Strindberg's play.
Also, it was believed that people will often tena to accept, from an
author of Strindberg's reputation, ideas and situations which they
nermally might find repulsive, out of respedt for his tame and recog-
nized greatness.

The final selectior of The Father in spite of its theme, or,
indeed, becauss of it, was based upon yet another consideration. It
was believed that all too eften geminely great plays have been put
aside in faver of others less great, becauss of the fear that the bet-
ter play might offend certain portions of she "mass” audience. It was
believed at the outset of this study that this policy was not necessar-
ily a rightful one. To attempt to satisfy every element of such an
audience vas deemed impossidle, for no matter wvhat play might eventually
be selected, someons, somevhere, would be dissstisfied, with the play's
theme, its plot, its style, or with some other censideration. As
Elliot Lewis has noted:

The mediocrity of most television programs today springs
from the sponsor's and the network's desire to reach all
of the audience. They don't want to offend anyone, so
they keep eliminating all the conflict inherent in any
£00d story. After all of this super distillation, the TV

men finmally reach a group of viewers who are not offended,
but become bered to death and quit watching anyway.2

2 Elliot Lewis as quoted by Hal Humphrey, "Radio Freed From
Chains,® Detroit Free Preas, Sunday ed., (Fedbruary 7, 1954).
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Character Cengentration. As a playwright, August Strindberg's
chief interest was in character, his chief concern, character motiva-
tion. In the preface to his published edition of the play, "Miss
Julie,® he wrote on this subject as follovws:

I believe I have noticed that the poychologic#l processes

are wvhat interests the people of our day more than any-

thing else. Our souls, so eager for knowledge, cannot

be satisfied with seeing what happens, but must also

learn how it comes to happen ...
This principle in the dramatic theory of Strindberg was found to be
in perfect accord with television dramatic theory. As was noted by
Gilbert Seldes, "the programs that have impressed people more ... have
again and again been triumphs of character."™ Because television is
& medium vhere what people are is oftea much more important that what
people do, the selection of the play on this point was of primary
consequence. The only question which presented itself in this regard
was the matter of time, Strindberg had over two hours to present his
characters upon the stage. It was therefore expedient to ask, could
those eame characters be presented in less than half the time taken
by the eriginal author? Whether this could or could not be done was
a definite consideration in the adaptation of the play, and one which
will be discussed at greater length later in the study.

In consideration of the characters of Strindberg's drama another

determining factor of the play The Father was the concentration upon

& very small mmber of characters. Brets and Stasheff have noted that:

3 Strindberg, Easter and Other Days, J. G. Robertson, ed., (New
York: J. Cape and H. Saith, 1939), p. 11l.

4 Gildbert Seldes, The Great Audisnce, (Few Yerk: The Viking Press,
1950), p. 188.



esos the size of the televieion screen and the brevity

of the drama itself make it difficult for the audience

to feel truly familiar with more than half a dogen

persomlities.’
It 1s significant to note in this regard that The Father has a cast
1ist of only eight persons, and only three of these can be considered
major,

Zhe Contimious Performance Problem. Having been orighmally
conceived in terms of & medium which, like television, utilizes the
contimous performance as a basis of production, an analysis of The
father showed that the play offered few problems that could not be
met satisfactorily in this regard. August Strindberg, as a dramatist,
sought to comply, more or less, with Greek classical structure in his
adherence to the unity of time and action, qualities which Edmond Rice,
for one, considers essential to television drama.® In the practical
v;ln, it can be neted that because The Father's action takes place in
& time period of less than twenty-four hours, there were no demands for
costume changes, malke-up changes, or set changes. A further advantage
vas the fact that the play was a compact, single plot, which fellowed
& well-defined conflict through to a decisive conclusion without any
needless complexities,

Strindbexrg's Space Limitations. Since Strindberg confined the
action of his play to one set, the living room of the Captain's home,

5 Stagheff and Brets, The Taelaviaion Program, p. 162.

6 Mr. Bdmund C. Rice, script editor for the Kraft Televigion Theatre,
has mentioned that the chief reason the Kraft Theatre uses the adapted
stage play so much in its programming is the fact that the dramatic uni-
ties are contained in the original material and are, therefore, more
easily transferred to the television medium. (Rice, op. cit., p. 90.)



41

the problem of space was considerably reduced. This was a major con-
sideration because of the writer's intention of presenting the finished
adaptation before the cameras of the Iolovi.ion Development Department
of Michigan State College. The studio dimensions of this deparsment

in March, 1953, were quite small, measuring only twenty by forty feet.
Naturally, knowledge of the actual physical limitations of the produc-
ing organisation affected the selection of the play, as it affected the
treatment of the play.

The Time Limitation Problem. The limitation of time was of majer
concern to the writer, alse. The question was, could The Father be
presented in a form which would require no more than sixty mimmtes!
playing time? Although it was kmown that Strindberg constantly strove
as & writer for complete unity, keeping in his plays only those ele-
ments of plot, character, and thought wvhich he deemed absolutely nec-
essary to the development of his theme and the progression of his se-
tion, it was felt that in this particular case he had overwtitten his
material. Great portions of Strindberg's play dwell upon questions

concerning his own 1life,8 and could, consequently, be eliminated.

7 Inammch as The Father was to be presented over & closed cir-
cuit network on the campus of Michigan State College, the writer was
not presented with the additional probleam of alloting time to commer-
cials.

8 Professor J. G. Robertson has written that, "as in dreams the
dreamer is always in the centre of the picture, so Strindberg's dreams,
whatever their content or ecostume, are all slices of his own life, eof-
ten naked, unassimilated, undigested, dwdlt on with the persistence of
& menomaniac, but never without redeeming teuches of imaginative great-
ness and flasghes of intuitive genius which throw new light on the re-
lation of man to man." (Robertson, J. G., ed., Easter and Other Plava
by Auguat Strindderg, (New York: 1939), p. 6.)
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Because of this, it was believed that the major portion of the drame
could be presented, within a limited playing time, without material
damage to the main plet line or the major characters. It was recog-
nised, however, that this end could only be realized through a very
careful amlysis of the relative importance of each pertion of the
drama, a precess discussed in the section of this study treating the
adaptation problems themselves.

Zelevision as & Combination of Beth Pieture and Scund. The
writer realised that he faced one of his greatest adaptation probdleas
ia equalising the relative importance of sound and picture ia his
television adaptation of The Father. As Richard Hubbell has written,
"the fundamental sensery appesl of & stage play is aural, the spoken
word comes first," while the fundamental appeal of a television pregram
is visual,9 The problem faced by the writer, then, was how to shift
the emphasis from aural te visual, It must be remembered, however,
that this is a problem that would be faced with the adaptatien ot any
stage play to the television medium, and is not one limited to Strind-
berg's play alens. Therefore, the fact that this predblem existed daid
not prement the selection of Ihe Juther. Becauss the play was se rich
in character, it was belisved strong enough to evercome this handicap,l0

Zalevigion's Syatem of Monochromatic Sight. One ef the obvieus
differences in presenting a drams on stage and on television is, as yet,

the questioen ot coler., Television drama is presented in variations of

9 Hubbell, op. eit., p. 27.

10 7This problem will be discussed in the chapter dealing with
adaptation problems,
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gray values only. This factor was considered in the selection of
Strindberg's drama, dut it was not considered to be & handicap. It
wvas believed that in the production of The Father such a color system
wvould actually add to, rather than detract from the play. The Father,
&8s will be explained in the following chapter, is of a tragic nature.
Consequently, dark tones of the television picture, if used well,
could heighten the overall dramatic effect of the play. The writer
wvas avare of Sir lawrence Olivier's decision to present his motien
Pleture production of Hamlet in dblack and white film rather than in
coler, as he 4id his productien of Henry Y, for just such a reason.
The Conditions of Viewinz. The viewing conditions of television
demand that the play presented capture the immediate attention of the
audience. Ihe Father, it was believed, would be able to meet this
requirement, with only & slight revision in its opening scene.ll As
an author, Strindberg believed that the first four acte of the typical
five-act play of his day, those acts which contain all of the exposi-
tion and mest of the build-up, were merely the "scaffolding" for the
essential drema actually found in its climatic form in the fifth act.12
His idea wvas to construct a type of drame which could dispense with the
necessity of so much backgreund, getting at the heart of the story as
soon as possible. He therefore developed a technigue of opening his

Plays after the crisis, which is to form his stery, had been allowed

11 The question of the television opening will be discussed as
an adaptation problem in a later chapter,

12 Eric Bentlpy, Ihe Playwright as Thipker, (New York: Reymal and
Hitchikock, 1946), p. 203.
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to form and mature. The result of his theory is a drama of climax,
vhere the passions of the characters have been roused and the conflict
has been formed at the open of the first act. Strindberg's plays usual-
1y start on a high note, therefore, an argument or a point ef differ-
ence vhich places immediate emphasis upon the question of problem solu-
tien.

Another factor which influsnced the selection of The Father was
that Strindberg's plays are also "highly Sensational,® in that they
are fast-moving and follow the development of a sharply defined con-
flict between two strong-willed individuals, caught in the wed of
exceptional circumstances.l3 The result of Strindberg's sensatiomal-
ism is a type of action which is almost gripping in its intensity.

It was believed that this type of drama would be effective on tele-
vision, for as Robert S. Greene has written:
Because of the time limit, and because of the need
to establish immediate viewer interest, those scripts
vwhich begin with a crisis are apt to be the most suc-

cossful, Such stories degin at a mement of pressure
instead of showing that pressure develop.l¥

Ielevision #a & Reeligtic Medium. As pointed out earlier im
this study, the television medium is a realistic medium, one which can
nost effectively present actual events as they occur. This characteris-
tic has had an effect upon dramatic productions in the following manner,
Commonly used stage techniques, techniques based largely upon exaggerated

movement, expression and projection, often appear ludicrous on television.

13 Trank V. Chandler, Modern Continentel Playwrights, (New York:
Harper and Brothers, 1931), p. 29.

14 Greene, op. git., p. 71.
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So teo do dramas which display exaggerated characters (except in com-~
edy), settings, and situations.l5 Naturalness in acting, writing and
designing has become the general rule in television. The commonly ac-
cepted theory is that the drama should be presented as a real event
and not as & staged event of make-believe, as is characteristic of

the theatre. Consequently, such a play as The Father, which depends
upon the acceptance of reality, has a much better chance for success
on television. The Father is a naturalistic play, depending upon the
audience's belief in the characters as actual people for its primary
effect., Strindberg, the author, was first above all a naturalistic
playwright, believing as did Zola that all art must have a solid foun-
dation in 1life as it was actuslly 1ived.l6 This artistic principle
of Strindberg'!s is ons with which the television theorist Hoyland
Bettinger would readily agree.17

How The Father Might Be Expected

to Benefit from a Transference
to the Television Medium

Strindberg once wrote that, "in modern psychological drama ... the
subtlest movements of the soul are to be reflected in the face rather
than by gestures and noise..."18 1In the theatre this is not always
possible, but it is possible on television. In selecting the play The

Jather for television, therefore, it was believed that something could

15 Bettinger, op. ¢it., p. 88.
16 Jemeson, op. g¢it., p. 28.

17 Bettinger, op. cit., p. 87. "... Television in the home must
be colored more truthfully with reality.®

18 Strindberg, Easter and Other Plays, op. cit., p. 115,
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be achieved with the play that was impossible in the theatre. Sub-
tleties of characterization could be captured in detail with the close-
up lens. Small objects could be isolated and given drametic and symbol-
ic importance, and the viewer's attention could be directed to elements
of character reaction, as well as character action.

The possible use of the close-up camera, which results in a more
effective presentation of character, was but one advantage to adapting
Ihe Fether to television. A second advantage was to be found in the
play's reputation as a subjective piece of literature. Strindberg
sought in his writing to better present the underlying motivations of
character through a process of psychoanalysis, a process which demands
a concentration of intellect and a deep personal interest in human
psychology. Te achieve the greatest effect of the play, therefore,
the viewer should not be forced to view it objectively with a sense
of detachment, as 1s necessary in the theatre. Rather, the viewer
should be given an entrance into the play, a method of viewing which
demands participation. It was recognized that this method of viewing
the play could be gainsd on television by virtue of the medium's great
sense of intimacy ( a feeling discussed in the preceding chapter ), and
its characteristic mobility.

Strindberg, himself, believed that a feeling of intimacy was
needed to view his plays properly. That is why in his later years he
established his Theatre Intima, where his plays could be produced be-

fore a small audience with & minimum of aesthetic distance.l9 On

19 Elizabeth Sprigge, Ihe Strange Life of August Strindverg,
(New York: The MacMillan Company, 1949), p. 214,
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On television the feeling which Strindberg experimented with in his
"little" theatre has been realised, much to the eventual benetit of
his plays, The Father included.

It wvas further believed that The Father would benefit from a
transference to the television medium for yet another reason. John
Gassner, for ome, has written that Strindberg's drams suffers from
nelodramatic action by driving its point toe hard,20 This criticism
is due, in no small measure, to the need, in the theatre, of projecting
the character and theme great distances. It was felt that the play
would benefit %0 & large extent, therefore, by the elimination of such
projection threugh a television producuon.21 In order to take ad-
vantage of the medium's sense of intimacy, it is necessary to tone down
and underplay the dramatic work. In the theatre, however, it is usu-
ally necessary to overplay. Another consideration, one which might
8180 benefit the play, was the fact that television sound is picked up
by a microphone, a very subjective and intimate instrument. Beocause
there would be no need to project, the play might well be toned down
and made more personal and natural.

A final consideration given The JFather in its selection was the
possibility inherent in the script for the use of special effects

wvhich could be achieved through the television medium. The use of

20 John Gassner, "Theatre Arts,”® Forum, (January, 1950), p. 26.

21 As was noted by Gilbert Seldes, "The style of acting on tele-
vision is determined by the conditions of reception; there is simply no
room for the florid gestures, the overprojection of emotion, the exag-
geration of voice or grimsce of movement, inside the average American

living room." (Seldes, The Grest Audienmce, p. 299.)
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music, for example, could be made to add tremendously to the overall
effect of the drama. Used properly, it could underscore the essential
conflict between the characters, and reinforce the overall mood of the
production. The use of a sound motif, such as the ticking of a cleck,
could also be used to build suspense and heighten dramatic interest.
In closing this section, one note by Elizabeth Sprigge will serve
to emphasise the writer's position on the possidble use of Strindberg's

The JFether on television.

Not a single one of Strindberg's plays is a period
piece; neither subject, situation nor langusge is
dated. He wrete of all time, and was always strug-
€ling to break through into turther knowledge and
nev ways of expression. Strindberg should therefore
never be imprisoned between the dates of his bdbirth
and his death, but given every advantage of modern
and experimental theatre .22

The Dramatic Importance of
Ihe Jather

Critical Recognition. August Strindberg has long been considered

one of the world's great dramatists.?3 - 2% According to Eric

22 Sprigge, op. git., p. 227.

23 8Sean O'Casey, the Irish playwright, has been quoted as fol-
lows: "Strindberg, Strindberg, Strindberg, the greatest of them alll
Barrie mumbling as he silvers his little model stars and gilds his
1ittle model suns, while Strindberg shakes flame from the living
Planets and the fixed stars. Ibsen can sit serenely in his Doll's
House, while Strindberg is battling with his heaven and hell." (As

quoted by Sprigge, Ibid., p. 229.)

2+ To Eugens O'Neill, Strindberg was, "... the greatest inter-
preter in the theatre of the characteristic spiritual cenflicts which
constitute the dramm——-the blood---of our lives today." (As gquoted

by Bentley, gp. gik., P. 195.)
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Bentley, his influence as & writer is perhaps unparalleled in modera
theatre histoery, for, to Bentley, it was Strindberg more than anyone
elese who was responsidble for the spirit and form taken by modern dra-
na since the turn of the century.25

¥ith knowledge of Strindberg's importance as a writer, it was
not by chance that a play of his was considered for this study, and
as he himself called The Father "the realization of modern drama, #26
it was not by chance that this play was considered first. John Gas-
sner has written that The Father "is indisputadbly a tragedy of deep
insight and social significance, besides being a model of dramatic
construction, "27 and Emile Zola, the father of naturalisa, has ob-
served that the "piece is ons of the few dramatic works which have
noved me profonndly."zs

Ihe Significance of Strindberg's Theme. As was earlier related
at some length, one of the most important considerations given The
Tathor in its selection for this study was the significance of its
theme. In this work, Strindberg has given an imaginative and power-
ful expression to a system of social philosophy that is as contro-
versial as it is interesting. Strindberg has not necessarily been

original in his use of idea, but he has been extremely creative in

25 Bentley, op. git., p. 203.
26 Bentley, Ibid., p. 203.

27 John Gasener, A Treasury of the Theatre, (New York: The Dryden
Press, 1940), p. 800,

28 Zola, as quoted by Bentley, op, cit., p. 317.
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his treatment, and in his delineation of character, his construction
of dialogue and in his selection of circumstances. The idea that

the sucdess of marriage depends upon the understanding and apprecia-
tion of one member of & family for another is not new, nor is the
problem of paternity and the longing of the parent for a continued
existence through the person of the child. Yet the problem has seldom
received such dramatic expression as given to it by Strindberg. The
belief in a sub-nature struggle between the sexes for control and power
has also received philosophical consideration down through the years,
yot it remained for Strindberg to give the idea creative existence
through a universal application. Strindberg's play is, then, a plea
for understanding and sinserity in love and marriage as well as an
attack upon the romantic conventions which subject the honest expres-

sion of affection beneath a false code of behavior,

Summary

The selection of The Father for this study was based upon a care-
ful consideration of bdoth the play and the television medium., The play
offered materials suitable for production within the medium's character-
istic limitations of time and place, and was selected because of its
concentration upon character and its practicality in terms of the con-
ditions of a continmems dramatic perférmance. It was also believed
that The Father might benefit from television production, decause of the
possible use of the clese»up camera and because of the medium's fine
sense of intimacy and subjectivity. Lastly, The Father was selected
for this study because of the significance of its theme and its repu-

tation as an important and well-known piece of dramatic literature.
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CHAPTER IV
AN ANALYSIS OF THE FATHER
Introduction. No writer can hope to meke a satistactory adapta-

tion of another author'!s work without acquiring a complete understand-
ing of that work and of its author. As Robert S. Greene hes written:

Since your mptation cannot be literal, the more

familiar you are with the material, the more creative-

ly will you be able to handle it with the better

chance that your tinished work will capture the

spirit and the excellence of the origiml.l
In order to achieve such an understanding of Strindberg's ther,
this chapter will be devoted to a éonsid.eration of the play's style,
dramatic type, thought, character conception, and plot construction.

Determinntion of Style. As was noted in the preceding chapter,

The Father has deen recogniged, basically, as a naturalistic work,
depending upon the illusion of reality for its chief effect, The
play is also characterized by its concentration on the psychological
details of character, rather than upon physical action or heavy plot,
As & result of this latter characteristic, Ihe Father cannot be termed
wholly naturalistic, because it is not wholly objective., The utili-
sation of subjective as well as objective techniques of story-telling
was indicative of Strindberg's dramatic theory. Mainly, his purpose
was to attain a higher degree of naturalism than was previously known

or thought possible. In effect, Strindberg thought to create a method

of dramatic expression where both the inner and the outer experiences

1 Geeens, op. ¢it., p. 146,
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of character could dembine for the ultimate in realistic effect.2

Determipation of Drematic Type. The Fether has been classified
as a tragedy,] but it is not a tragedy in the Aristotelian meaning of
that word. Unlilke classic tragedy, the play does not excite the well-
known emotions of fear and pity. Unlike classic tragedy the play's
protagonist cannot be considered a great hero, for upon him does not
rest the social welfare of the state. Unlike classic tragedy, the
Play does not produce, in conclusion, a meaningful and instructive
catastrophe. The Captain's destruction is not bdrought about dy his
owvn actions, and consequently there is no feeling of justice in his
fate. His destruction is as truly meaningless and as futile as the
chance destruction of a soldier in war,

It might be maintained that if The Father is not a tragedy, it
must then be & melodrama, for surely it is not a comedy., This con-
ception of Strindberg's play is also false, however, even though
much of the action of the play is melodramatic. Melodrama defines
that type of action which follows two opposing lines of dramatic ac-
tivity, one good and the other bad, through to two differend conclu-
sions. At the conclusion of a typical melodrama, justice is rather ar-
bitrarily handed out to all of the participants in the drame. The hero
usually gets that which has been withheld from him through most of the
Play, and the villain gets his well-deserved punishment. Considering,

2 Chandaler, op. cit., p. 29.
3 Jbid., p. 24,
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then, the nature of Thg Father's conclusion, the death of the hero
and the complete victory of the villainess, the play cannot be clas-
sified as a meledrama, The prodblem is not that simple,

The stue key to the classification of Strindberg's play is to de
found in the nature of his dramatic theory. It is to be found in his
purpose and main interest, psychology. Not adhering to any conscious
type, Strindberg constructed what has since become known as the psy-
cholegical drama, the drame of motivation rather than action, the drama
of souls in conflict. Actually, The Father can, perhaps, be best clas-
sed as a tragedy of the mind, because Strindberg's mein purpese, khe
psychological penetration of character, takes precedence over bdoth
the physical action and the plot of the play.

Deserninstion of the Thome of Thg Father. The Father has been
recogniszed as Strindberg's "supreme eftfort to symbolize the life-and-
death struggle between man and woman for such immertality as may be
offered them by the child.* The conflict between Laura and the
Captain, then, is a meaningful one. It does not serve merely to il-
lustrate the Nietszchean theory that "love between the sexes is strife.”
This idea forms, instead, & simple yet imporsant foundation for a vhole
system of philosophy built upon the general relations between man and
wvoman, particularly as those relations have been conditioned by the
trends ot modern thought,

Yhen Ibsen's 4 Doll's Houge first appeared, Strindberg attacket

i1t violently, not as a reactionmary eritic, who regarded it as an

4 Edwin A. Bjorkmen, Yoices of Tomorrow, (New York: M. Kennenley
and Ce., 1913), p. 57.
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onslaught upon marriage only, but as the philosopher, "who saw in it
the first signs of the rise of feminiem and the degradation of man."5
As the Swedish critic Gustaf Uddgren explained, Strindberg believed
that there must be a difference between men and vﬁnen. for if all
humanity should becomes masculine, such a state of affairs could have
but one consequence, the downfall of the human race. "If," Uddgren
wrote, "woman did not wish to submit to motherhood, the human race
naturally could not com;i.:me."6 Jeeling, then, that women were for-
saking the privileges and the obligations of their sex, Strindberg
turned upon them bitterly and fought them with every drep of energy

he had. As Bjorkman relates: "It was fear of the mother's unworthiness
as mother that raised his anger to a greater degree of fierceamsss than
anything else.*7?

Relating the above view to the play, the full significance of
8trindberg's title, The Fathor, becomes more apparent. The play is
meant more to explain the relationship of each parent to the child
than to each other. As Archibald Hendersen relates, the play is basic-
ally:

«eo» the terrible plea of the elemental male for the
rights of fatherhood, the patriarchal functions of

man as ruler of the family, holding within his hand
the directive control of the future of his posterity.8

5 Ashley Dukes, Modern Dramatigts, (Chiocago: C. H. Sergel & Co.,
U.D.), P. 500

6 Carl Gustaf Uddgren, Strindberg the Man, translated by A, J.
Uppval, (Boston: The Four Seas Company, 1920), p. 26.

7 Bjorkman, op. ¢it., p. 35.

8 Archibald Hendereon, Eurcpean Dragatists, (Cincinmatti: Stewart
& Xi4d Compeny, 1913), p. 48.
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In his eyes, Strindberg saw the child %"as strongly and as inev-
itadly tied to one parent as to the other. And beneath this tie he
sav the individual's craving for continued existence in the child. n9
Therefore, one of the principal issues in the conflict between laura
and the Captain is the struggle of each to impress his or her con-
scious will upon the child, to the outright exclusion of the nature
of the other. In this regard, one of the most significant statements
in the play reads as follows:

CAPT:t ... I do not believe in a hereafter; the child
was ny future life, That was my conception of
immortality, and perhaps the only ons that has
any apalogy in reality. If you take that away
from me, you cut off my life.

Holding as he did a patriarchal concept of nature, it was inev-
itable that Strindberg should seek in the femnle of the species a
mother and a wife rather s$han a mistress, He was, therefore, contin-
ually attracted to that type of woman who, like his own mother, was
meant to be wershipped and protected. His longing was for, as Uddgren
put 1it,

the love of a good, cheerful housewife, the object of

the husband's and the children's love, a woman raised

almost to the level of a madonma, dbut who, because of

the treasure she possessed in the henob bows before

the mate and supporter of the family.l

Strindberg's veneration of the woman as wife and mother was based upon

the belief that she surpassed man in tenderness and in temperamental

cleverness, and that she possessed a greater dbreadth of horizon and

9 Bjorkman, op. git., pr. 37.
10 Uddgren, op. cit., p. 26.
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vider humanitarian concern. She was to him, in fact, "the source of
human energy," much as she was to Shaw, wvho saw in her the realization
of a 1ife force.ll
With this conception of women, Strindberg approached marriage

almost in a state of naivete, but his experience with Siri von Essen,
his first wife, contributed a new facet to his philosophy. It was
this fact that forms the core of his thesis in The Father. He grew
to fear the "new woman," with whom he typed his wife, for he saw in
her an attempt to grow masculine, hope to subjugate the male of the
species as she herself had never been subjugated. This type of weman
sought power over her mate for the sake of power, and Strindberg
realized that this was only possible to the extent that the mate
himself was weak, Therefore, he believed that man's only hope of
salvation wvas to grow strong again.

There could be no new age, no good future at all

for the human race, until man learned once again

to approach love honestly without the pipe-dreanm

of false sentiment. He must discover in love a

source of strength instead of allewing it to weak-

en him,12
In order the emphasize his conceptions of woman and of love in The
Jather, Strindberg deliberately constructéd his Laura to represeat
the exact opposite of the ideal woman he believed in. Thus, laura

symbolised what to him woman should never be, rather than what she

wvas, or, as the romanticist might have it, what she should be. In

11 Henderson, op. ¢it., p. 55.
12 Sprigge, gp. git., P. 133.
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this manner the problem of the masculine woman, forsaking her obliga-
tion of metherhood for the sake of power, was magnified and its im-
portance shaped &ccordingly.

Determination of Character. In the following character analyses,
three degrees of study were considered of prime consequence: (1) the
contridbution made by the character to the author's theme, (2) the part
Played by the character in furthering the plot or the story, and (3)
the personal attributes of the character himself,

In making these analyses one striking fact presented itself, the
tendency of the author to mold his characters according to two stand-
ards: (1) as an abstraction ot an idea, contributing to the solution
of an universal problem, and (2) as a representative of the character
as he vas taken diredtly from life, from the persomal acquaintance of
the author.

The character analyses wvhich follow include the entire cast of
Ihe Jather, with the exception of the minor character of the orderly.
They are 1listed in the order of their importance, namely, the Captain,
Laura, the Doctor, 0ld Margret, Bertha, the Pastor, and Nojd.

Ihae Character of Adolf. Adolf, the Captain, embodies two distinctly
different combinations of character traits. On the one hand, he is the
literary prototype of Strindberg himself, containing in his character
make-up the various weaknesses and fruatrations found existant in the

author. On the other hand, he is symbolic, or at least symptomatic,
©1t Strindberg's conception of the ideal modern man, a Neizchean type

<1 supersan.
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As the prototype of the author, Adolf presents a rather definite
psychological problem, one of sexual maladjustment. Having been born
against the will of his parents, Adolf feels that he has been born in-
complete. Robbed in his embryonic life of nourishment and will power,
he became in life a weakling, a half-man. He felt, therefore, & strong
need to complete himself. He leansd heavily on the women in his life,
his mother, his sister, and his wife, lLaura, to satisfy that need. He
allowved them to lead and manage him in return for that which he felt
wvould make him complete as a man, mother love, protedtion, and under-
standing. However, in order to receive from the women in his life
those sought-after elements of female companionship, Adolf soon realized
that he had first to give up his rights of manhood. As he grew older,
he discovered that each woman in his life sapped from him his strength
and his position, until he became & manchild in their eyes, rather than
a man, Consequently, he came to regard them as his natural enemies,

In his later life, therefore, Adolf began $o0 fight to regain his negated
masculinity and to ewercome his natural weakness, He sought to exercise
his prerogatives of manliness with a strong hand. laura, his wife, soon
learned to accept his newly-acquired virility as an open attack upon her
own leadership and control of the family. Realising that the Captain
could grow strong in proportion to the degree to which she herself grew
wveak, she fought back in self-defense, and their marital predlems began.
Their union beceme, then, a battle of the sexes, as each openly attempted

to conguer and subject the other to his or her will,
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As the symbol of Strindberg's conception of the ideal modern man,
Adolf comes close to being the fore-runner of Neizche's so-called
*superman.® He embodies in his spirit all of the basic philosophies
and ideals of the modern age itself, even though he is, at heart, old-
fashisned in his outlook toward the femanle sex. He is a highly intel-
ligent man of science, known in intellectual circlae for his excellent
treatises on minerology. He is also a free-thinker, ocpemmindea and
rational, disbelieving in any spiritual immortality or after-life.
Iastly, he is a captain in the army, a strong man, in a word, able
to enforce his will upon other men. In almost all respects, then,
Adelf can be considered as & superior modern men, an ideal member eof
an ideal master race.

In his personal character, Adolf is also execeptional. DBesides
being an ideal father, capable of great love and devhsion, he is a
highly nor_al and honerable man., He is the only character in the drama
whe is given credit for having any ratiomel insight or conscience.

In these respects, too, he is Strindberg's conception of wvhat the medern
man should be.

Like most major dramatic heroes, Adolf has some very important
wveaknesses in his character, These personsal flasws combine under the
particular circumstances in the play to dbring about his destruction.
Ironically, several of Adolf's weaknesses are vhat could be considered
under normal conﬁitieno as virtues. His strong sense of honor, for
example, will not allow him te seek help from the Doctor or others in
his conflict with his wife, nor will it allow him to taks unfair
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advantage of her, The fact that he loves his daughter dearly, and is
concerned over her future welfare, also contributes te his downfall, for
it makes him vulnerabls to laura's s-uggestion of the doubtfulness of pa-
teraity. The fact that he is an intelligent man helps to bring about
his destruction, because his intelligence forces him to seek in logic
an answer to his problem. In logic he is unable to find an answer, for
the true solution to his difficulty can only be found in faith, Adolf's
natural weakness of will, caused by the women in his life, also places
him at a disadvantage in his struggles, for it went against a whole life-
time of training and habit for him to defend himself against Laura's
attacks,

The Character of Laura. Laura, while being the most obvious, as well
as the most powerful per;on in tho drama, is yet the most difficult to
describe. This is due partly to the lack of any given artistic direction
to her character. Because Strindberg molded his conception of laura in
passion and vehemence rather tbaln in reason, she becomes distorted and
unnatural when held to the light of analysis,

The first problem one meets in ascertaining the nature of laura's
character is the fact that Strindberg, with diabolical intent, drew
her from life, from the person of his first wife, Siri von Essen.13

In doing so, Strindberg's own views concerning her character seeped
into his artistic work, and the true portrait of Siri herself escaped
him, Therefore, laura is not Strindberg's wife, but rather his con-

ception of and his reaction to his wife. Consequently, she is often
distorted into unreality. "The dramatist is not then presenting

13 A more complete record of Siri von Essen's character and the
nature of Strindberg's relations with her is given by the author in his

autoblographical novel, Confessions of a Fool, translated by Ellie
Schleussner, (New York: The Viking Press, 1925), 372 pp.
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other people!s souls,® wrote Dahlstrom, *but is objectifying what pas-
ses through his own soul, "1k

The second problem concerning laura is the fact that Strindberg
also wished to mold her character into the mature of a symbol, a sym-
bol "not of every woman, the modern woman, but a personificatioz; ot the
final possibilities of wickedness in woman."1l5 The character of Laura
is, then, not of a universal nature but of a specific nature, the great
exception to the general order of womankind. She is, then, but half
voman, the rest being abstraction. It is basically in the abstraction
itself that the full realiszation of her character is to be found.

If the purely physical attributes of character can be removed from
Strindberg'!s Laura, what will remain will be the idea, pure and unadorned,
and that is wvhat, in this case, interested Strindberg most.

As an abstraction, laura has lost most, if not 2ll, of these ahar-
acteristics men find most dear in women. She is, in effect, almost
masculins in appearance. In a sense, she is de-sexed, which accounts
for her frigidity toward the Captain. Because she is remorseful and
ashaned of all sexual acts, she hates her husband, believing him %o be
the cause of all her ffustrations and discomforts. For this reason
she is willing to mother the Captain and to care for him, but she wish-

os als0 to direct and control him,

14 A more complete record of Siri von Essen's character and the
nature of his relations with her is given by the author in his auto-

blographical novel, Confassions of & Fool, translated by Ellie Schleus-
sner, (New York: The Viking Press, 1925), 372. pp.

15 Carl Dahlstrom, Strindberg's Dramatic Expressionism, (Ann Arbdor:
The University of Michigan, 1930), p. 100.

16 Henderson, op. cit., p. 48.
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Laura grew to enjoy the power she held over her family, and as
long as she held that power she was satisfied and happy, and remained
calm. When, however, the Captain grew tirea of being a child in her
oyes, and began to demand his natural but negated rights of manliness,
Laura attacked him with every weapon at her command. From her position
as master in the household, she was degraded to that of a mere house-
keeper. Having lost her position, she also lost her civilized char-
acter and reverted to the animal stage, docile but dangerous. Lack-
ing ia both intelligence and honor, she was able to capitalize upen
an Anherent animal cunning to gain her ewn way. Not daring to attack
her husband directly, she set about to undermine his position, te
draw his friends awvay from him, to turn the servants against him, to
hamper his work and frustrate his desires. Laura unscrupuleusly
sought to regain her power and position at the cost even of the Cap-
tain's mental health, and she did so, in many cases, unconsciouslys
VYhen, for example, she spoke with the Doctor early in the play concern-
ing the state of her husband's mind, she used exaggerated claims in
an attempt to prove the case of the Captain's insanify. Actually, the
Captain was, at that point, on the verge of a nervous breakdown.
Therefore, when this fact becomes known and the breakdown itself occurs,
Laura was unwilling to accept the fact that she herself was the cause,
In fact, she believed that she did all in her power to prevent it.

For all of this, it should be recognized that Laura has yet some
qualities which soften her character. Without them, she would remain
in literature a monster of treachery and deceit, such as lago, her

closest prototype. It is recognised, for example, that the other
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members of the household, including old Margret, do not see in her
character, to any great extent, the elements attributed to her by the
Captain, It is recognized, also, that laura can be soft and gentle
when the need arises, such as it did in the second act, for example,
wvhen the Captain fell on his knees to cry like a child. In that
instance she reverted to her natural state of motherhood in an attempt
to eslm him and to comfort him, Without this saving facet in her char-
acter, hovever, laura would be beyond grace.

Zhe Character of the Doctor. The Doctor is drawn, as are all of
the characters in the drame other than lLaura and the Captain, as a
subordinate figure., He is meant to play a part in the action of the
play, but not as an individual., Consequently, his conversation and
his character are almost entirely confined to those aspects of the
drama which eoncern the state of the Captein's mental health. Not
once, except perhaps in the play's final scene, does he bocomo‘ any-
thing but an impersonal and detached element in the drama, As a
deamatic instrument, his position might very well be compared to that
of the chemical catalyst. His presence causes definite reaction in
the other eharacters, yst he himself is not in turn acted upon. Sig-
nificantly, he appears upon the scene just as the conflict between
laura and the Captain has reached an unbearable stage, dus to the
question of Bertha's education. Significantly, too, he furnishes
laure with the very weapon she needs to complete her wedb of destruc-
tion. The veapon is the power of mental suggestion, which Laura

uses with such devastating effect.
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Even though nothing definite can be determined about the Doctor's
character, and he remains to the last a sort of mystery man, certain
inferences can be drawn which enable a student of the drama to recon-
struct at least the shell of his character. It is obvious, for exam-
Ple, that he is & highly intelligent and well-educated man, As a
country physician, he seems umusually well informed upon the mature
apd treatment of mental problems. He also has apparently read the
Captain's treatises on minerology, showing his interest in science in
general, Then, too, in the second act, he finds occasion to mention
Goethe with some degree of familiarity.

Beyond his possession of scientific and philosophic knowledge,
it 1s also known that the Doctor, like many of his contemporaries, 1is
& freethinker. Several times in the final act he shows almost a con-
tempt for the Pastor's "higher matters,” and in the final scene he
makes the following character-defining statements

No judgment, and no accusations; you whe believe
that a God shapes Man's destiny must go to him
about this.

It is apparent, too, that the Doctor is a shrevd and discerning
individual. He sees and realiszes the mature of the circumstances
of the Captain's trouble, and truly wishes to help, but he is unadble
te, basically because the Captain retuses to help himself. VWithout
the complete cooperation of his patient, the medical powers of the
Doctor are useless. His efforts are further hampered by social con-
formity and family secrets. Honor will not allow the Captain to tell

all, and professional ethics will not allow the Doctor to inquire.
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"Yes, yos, yes., This is a story that has deep

roots and the sanctity of family life--and so

on--of course I cannot ask about everythimg but

must limit myself to appearances. What is done

can't be undons, more's the pity, yet the remedy

should be based upon the past.®
When, therefore, the Doctor bows before circumstance, and withdraws
from the case, it is not because he has accepted lLaura's word for the
Captain's insanity, but because from his own investigations he has
proven to himself that the Captain dogg possess a mental problenm.
Further, the Doctor perceives that the problem is one which he cannot
cure, and since the Captain will not accept a cure, therefore he must,
according to the conventions of his day, be committed to an institution.
Although the Doctor lacks, then, what might be called a recognizadble
dramatic personality, it is obvious that he is a sympathetic and under-
standable individual.

Wm.' Probably one of the most interesting
and signiticant characters in the drams is that of Margret, the old
nurse-maid. In her, Strindberg embodied his impression of what women
should be and had been, as contrasted te what they are and should not
be, as shown by laura.

Margret is the personification of that type of woman which today
is considered by many "old-fashianed.® She is the spirit of the loving
and comforting protector, the mother-spirit, in a word, simple and en-
dearing. Even when she at last turns upon the Captain, and tricks him
into the strait jacket, her motivation is governed by the highest in-
tentions, She does after once refusing, in order that the Captain

shall not be hurt by the rough handling of others,
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Her whole life is motivated by two strong urges, or instincts,
religion and love. She takes comfort in the fact that she has found
her milieu in God, and consequently she has no fear for the future.
The Captein, on the other hand, does fear the future, foz all his pro-
testations to the contrary. Kot having the faith of Margret, he is
torced to build for himself a personal salvation, which, when lost to
him, i1s one of the causes for his final breakdown.

Margret is aleo the spirit of moderation, becanse she seeks al-
wvays for some method of drawing lLeura and the Captain together, Sev-
eral times during the play, she makes an attempt to get the Captain
to compremise in the best interests of all concerned. She fails to
do so, howvever, due to the Captain's inherent obstinanmcy.

One final thought should be considered when dealing with the char-
acter of Margret, the fact that she exists in the play as a constant
rhysiocal reminder of the Captain's former dependence upon womenfollk,
Contimally, she addresses him in terms normally reserved for children
or adult incompebents. To her, the Captain shall always be & simple,
loving child and never a grown man or rough soldier.

Beyond this, Margret stands also in physical contrast to Laura,
She is 0ld and weak, whereas laura is young and strong. Margret, the
kindly spirit of mother love, has had her day, while laura, the vam-
pire spirit of female degeneracy, is but coming into her own,

The Character of Bertha. As is the case with so many unhappy
marrisges, the person who actually suffers most is the child. Bertha,
unfortunately, is in such a position, for although she is basically

a sweet and tender teen-ager, she has not been accorded the love and
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security which most young girls enjoy and need. She has, rather, been
confused and distraught over the continual conflict between her mother
and father. She is confused because she cannot understand why her
parents cannot, or will not, get along together. She is confused, too,
because everyone in the household, including her grandmother, wishes
to teach her in their own manner beliefs and philesophies which, in
nany cases, are opposing. She 1s distraught because she is contimual-
ly being asked to choose between the love she bears her mother and the
loyalty she feels for her father. By the opening of the drams, there-
fore, the struggle within her has reached such a state that she has be-
come almost a neurotic as & result, Of all the characters in the dra-
ma, then, it is she, perhaps, who most deserves sympathy, because it
is she vho is most innocent.

Sympathy for Bertha is not only felt because of the state of her
personality, but also because of the fact that it is through her and
over her that the battle between Laura and the Captain rages. She is
literally both the odject and the instrument o‘f the struggle, for it
is in her name that both Laura and the Captain jJustify their actions,
The Captain takes up arms for the sake of forwarding what he feels to
be her best interests, a practical education away from the madhouse he
calls home, and laura fights back for the simple purpose of control,
coatrol over her daughter, and thereby her husband. As an ingtrument,
as well as an object, Bertha is used basically by Laura, By suggesting
to the Captain that he is not "the father" and therefore does not have
the power to fight in Bertha's interest, she succeeds in driving the

man to his death,
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Beyond existing as & dramatic symbol of the strugsgle between
Laura and the Captain and as the object of that struggle, Bertha ap-
pears also as the personification of the irritating "link® which binds
the two of them together in marriage. It is for her sake that they did
not and, indeed, could not separate, and it is becauss they did not
separate "in time® that they now find themselves enmeshed in the par-
ticular circumstances of the drama,

Philosophically, Bertha exists also as the personification of
the Captain's spiritual immortality. Because he does not believe
vith Margret in a religious salvation and after-life, the Captain has
determined that he shall pass his soul down to future gensrations
through the soul of his daughter. This is the reason he attempted te
taghion Bertha in his own image, and it is alse the reason he felt so
strongly the need, regardless of the cost, to know vhether he was ac-~
tually "the father." If he was not, as he grew to suspect, then his
spiritual immortality would be lest, and the entire meaning of his
life, that for which he lived and worked, would be destroyed.

Although Bertha appears only briefly, then, she should not be
congidered a miner character in the drama, for her name and spirit
contimally permeate it. Strindberg was obviously concerned ever the
welfare of such a child in such a marriage,

The Character of Jonsg. The character of Jonas is signiticant.
Basically, he represents two strong social forces, each diametrically
opposed to the Captain, family and religion. In his position as the
community pastor, Joaas, & fundamentalist, naturally is opposed to the

freethinking philosophies of Adolf and in his positien as laura's bro-

ther he is strongly sympathetic to her cause.
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As a representative church man, Jonas is an arch-conservative
and is completely conventionmal in his views and opinions. Also, he
feels 1ittle need to detend his position, relying entirély upon blind
faith rather than, as Adolf does, upon reason and logic. His stand is
basically determined by doctrins and not understanding.

As a representative of the family circle, he holds clesely to
Laura although he professes friendship for the Captain. Even though
he knows of the role played by Laura in her husbhand's mental collapse,
he will not speak out egainet her. With the good mame of the family
at stake, nothing else need be considered. In this manner, also, he
proves himself to be strongly conscious of public opinion and social
conformity.

On a personel basis, Jonas is perhaps bests characteriged by his
social irresponsibility., Even though he is & member of the clergy, he
will not involve himself in the problems of his fellow man. Therefore,
he continually makes the expedient choice and takes the course of least
resistance., He wonld not, for example, argue with Kojd, er attempt
to judge his oase. Instead, he dismigsed the affair as merely some
"stupid business.® He refused to argue with Adolf in the matter per-
Saining to Bertha's confirmation, and, of course, he refused to inter-
vens in the basic conflict of the drama itself, the conflict which
eventually lead to the mental breakdown of the Captain., "I shan't sy
anything," he says. "After all, blood is thicker than vater."

Wm. In The Father, Fojd serves two very im-
portant dramatic functions. JFirst, he introduces the basic questien

of paternity, the question which eventually engrosses and destroys
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the Captain. Consequently, he is an important and, indeed, & neces-
sary dramatic instrument, minor character though he is, Second, be-
cause he himself ias involved with the question of paternity, ¥ojd
reinforces, dramatically, the Captain's position, Through K8jd, Strind-
berg is thus able to relate the problem of paternity to the social or-
der outside of the Captain's own home. Therefore, the problem becomes
one of universal significance, and the Captain's struggcle for a per-
sonal solution in his own particular and exceptional circumstances
becomes, oa another level, &an universal struggle. There is irony, how-
ever, in Ngjd's relationship to the problem of paternity. Because he
is a simple and unthinking common soldier, he does not become involved
in the philosophic significance of spiritual immortality. Consequently,
he is able to avoid the pitfalls of mental depression which trap and
destroy the Captain, & man of much more superior intelligence. There
is ireny, too, in the fact that Nojd has reasonable justification feér
his doubss, vhereas the Captain has nmot. It is the Captain who is de-
stroyed by his doubts, and it is NoJd who is unatfected.

The second function served by N6jd in the play is his existence
as & symbol of the traditional attitude toward women, that is, the
romantic belief that they constitute & "weaker sex.® Toward the
conclusion of the third act, the Captain, languishing in a strait jack-
et, demands that Nojd come to his aid by turning on the women who have
brought him low. Koéjd refuses, saying:

eeolt!s queer, dbut one never wants to lay hands
on & woman,
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The Captain answers:

¥hy not? Haven't they 1laid hands on me?
And Nojd retorts:

Yes, but I can's, Captain., It's just as if you

. @asked me to strike the Pastor. It's second na-

ture, like religion. 1 can't!
Through Nojd, therefore, Strindberg attacks the conventionmal, and
rsmantic, concept of the "weaker sex.® It is precisely because of
this concept, and the chivalrous men like NoJjd who foster it, that
Laura is able to strike down the Captain.

Daternipation of Plot Construction. Conceived on a plans of
mental and moral suggestion, the emphasis of The JFather is, consequent-
ly, upon the psychological struggle between Laura and the Captain. The
primary effect of the play depends, then, upon the viewer's emotional
and psychological participation. The viewer must be caught up and
carried along with the thought expression of the drama, as well as the
outward manifestation of that thought as it might be seen in action.

The structure of the play itself is charecterised by a circum-
spect directdess which never for a moment leaves the question of
motive in doubs, It is characterised also by a stark simplicity,
vhere nothing is irrelevant and only the bare essentials of dramatic
construction exist.

The play is noted alse for its strong adherence to the tight
unities of time, place, and action. So tightly does the play adhere
to these unities, in fact, that is often able to pass beyond them.
The physical limitations of the time and place beceme relatively un-

important as a coasequence, and the author is able to concentrate his
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energy wholly upon the moral and psychologieal problem of paternity in
its purest state, that of idea. This is evidenced by the lack of any
definite social setting to the play or any orientation to the physical
world beyond the walls of the living room. It is evidenced also by
the fact that time as such is virtually dispensed with. While it is
stated that the adtien of Tha Father takes place in twenty-four hours,
the action is so compressed that it could well have taken much longer,

Ihe Father exists, then, almost in a psycho-state of abstract idea
and the physical action is underplayed to this exact extent. The plot,
therefore, is better expressed in terms of ideas and in the relation-
ship of persons to ideas rather than in terms of action. It is bdasic-
ally because of this high degree of concentration and mental activity
that the play is able to create such & high degree of emotional ten-
sion in the audience. It is because of this, too, that critical reac-
tion to the drama has usually been expressed in terms of thought and
theme rather than in terms of the story or plot,

)~ The actual story of The Father is simply stated. It deals with
the openly bitter conflict between an army captain and his wife over
the sole right to determine the future of their omly child, a daughter
named Bertha. V¥hen the Captain, exercising his legal rights as the
master of the housshold, makes known his intention of sending the
child avay from home to study under a friend in town, thns removing
her from the influence of her mother, his wife retorts by arousing
his suspicions as $0 vhether or not he is truly the father of the
child. Haunted by his suspicions concerning the doubtfulness of pa-

ternity, the Captain experiences a mental collapse and expires at the
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last in a stralt jacket, leaving his wife in complete control of the
child.

Determination of Scene Construction: 1In his play Strindberg has
followed almost completely the classical method of plot construction.
This method is characterized not only by the close adherence to the
three unities, explained above, but also by its adherence to the clas-
sical method of ecene construction. This method, used primarily dur-
ing the period of the French Rensissance and the age of the *Neo-
classicists,” is characterised by having each new scene start with the
arrival oa stage of & third person. Thus, the "scene” between the
Doctor and Laura in the first act concludes itself when the Captain
enters. Laura forthwith leaves the stage, and the "scene" between the
Doctor and the Captain commences. The plot is progressed by having
one of the characters present in the first scene, in this case the
Doctor, remain to converse with the character who has entered, in
this case the Captain, while the second person in the first scene,
laura, exits. Carrying on in this manner, the murse enters just at
the conclusion of the scens between the Captain ana the Doctor. The
Dector therefore exits, and the nurse remains to carry on her scene
with the Captain. This method of progression, scens by scens, is used
with rare exception by the author throughout the play. Thus, each act
is made up of certain component parts, each of which contridbute to the
overall effect of the drama,

Determination of Drematic Wesknesses. An analysis of a drama
would be incemplete without regarding, in some detail, its recognized
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or supposed dramatic weaknesses.l?” To the womuld-be adaptor, this
recognition is of particular importance. The weaknesses, imperfec-
tions and flaws in The Jather have been grouped undesr three major
classifications, those of character, thought, and plot.

Character Weeknesses. The fact that Laura is really a represen-
tation of Strindberg's reaction to his first wife contributes greatly
to a weakening of the effectiveness of her character. Archibald Hen-
derson writes on this subject as follows:

Hol:o is revealed the fundamental weakness of the

thesis-drama;: for we cannot accept as representa-

tively human a character reprodnced with diabolic

exactitude from a real person, who was certainly

degenerate and whom Strindberg hated as the incar-

nation of all that the woman, the idseal women,

should not be.l8
The extent, unfortunately, to which laura becomes a truly representa-
tive human being, capeble of reusing the interest and at times the
sympathy of an audience, depends all too much upon the interpretation
of her character by a skilled actress. In all 1ikelihood, this prob-
lem could have been lessened with a more objective approach to her
character on the part of the author,

A second character weakness, pointed out by Ashley Dukes, is the
fact that Strindberg's characters have not only their own troubles to

fight, but those of their author as well.l9 The play suffers somewhat

17 This section of the anmalysis treats the various criticisms brought
against Strindberg's play. In most cases the writer has not evaluated the
Justice of the attacks made. As a writer, he believed it necessary to under-

stand the nature of the criticisms, but did not feel he was under any
obligation to accept them or to base his adaptation upon them.

18 Henaerson, op. git., p. 47.
19 Dukes, op. cit., p. 58.
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from an intrusion of the author upon the dramatic scens. An audience
is 21l too able to see by the manner in which the characters are
treated the self-pity of the dishonored dramatist himself. Very few
works in the history of literature have attained the peak of great-
ness while so hampered dy the personal motivation of their author,

A thira character weakness in the play concerns the Captain., 1In
order to compensate for the extremeness of Laura, Adelf should be &
person with whom the aundience could sympathigse. Perhaps because he
partially blamed himself for the failure of his own marriage, Strind-
berg does not wholeheartedly meet that expectation. Barrett H. Clark,
for example, found this aspect of the drama exiremely disquieting.
"!Eh; Father,”® he wrote, "though he ought to be an object of compassion,
is so brutal, so uncompromising, whatever the reason, that we can have
1ittle sympathy for him,"20

This last character weakness in the play is the "characterless form"
given to the miner persons, the Doctor, the Pastor, and N¥jd. Strind-
berg, in many instances, stripped these characters of all humanistic
elements save those alons which contribute directly to the drama's
theme. Subsequently they live in the play not as humen beings, but
as one-dimensional objectifications, or abstractions, of Strindberg's
thought. They are used simply for purposes of plot manipulation, and

their actions, in many cases, have no other motivation.

20 Barrett H. Clark, Ihe Continentsl Dreme of Today, (New York:
H. Holt ana Company, 1914), p. 252.
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Ihought YWeakneases. There are three basic criticisms of the
thematic treatment of the drama. First of all it has been stated that
Strindberg's attack on feminism loses all proportion and subsequently
sffectiveness, by the nature of its exaggeration.2l The author has
over-emphasized the nature of the problem according to this belief, dy
distorting the characters and the reactions of the characters when con-
fronted with the problem.

The second major criticism of the play's theme is in the fact that
the drams is extremely one-sided. Strindberg stacks the ésrds, in a
manner of' speaking, against laura and in favor of the Captain. He goes
to such great lengths to discredit the female and uphold the male that
the drama reverts almost to pure melodrama, pure black against pure
wvhite. Such is not a truthful presentation of the problem, nor is it
a truthful presentation of the characters involved.

Lastly, Strindberg frequently erred in mistaking a truth for the
truth. In this manner, he allowed his personal grievance against his
wife to coler his outlook upon women in general. He mistook the indi-
vidual for the type, and the type for the species, As Bjorkman pointed
out, "When he thought himself arraigning women, his charges were in
reality directed against a woman, his wife,"22

Plot Wepknoaseg. Strindberg was very proficient in matters of
Plot construction, and although he erred occasionally, the tight unity
of The Father is, on the whole, excellently conceived and executed.

21 Storm Jameson, Modern Drame in Furope, (New York: Harcourt,
Brace and Howe, 1920), p. 32.

22 Bjorkman, op. c¢it., p. 30.
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However, the few times he did err need to be considered, for upon them
are based & few important dramatic questions. It can be noted, for
instance, that several times during the course of the action, Strind-
berg included material wvhich seems extraneous or out of place. In
most cases this material is contrary to character and to the basic or-
der of time. For example, early in the second act the Captain sudden-
ly makes reference to the fact that o0ld Margret has had an illegitimate
child, and that the father of that child was forced to marry her. This
information wvas obviously inserted into the play to substantiate the
Captain's preoccupation over questions of fatherhood, and to give some
Justification to his assertion that infidelity was matural to all
women, Such & purpose, however, goes againet the character of Margret
that the audience had previously pictured, and it plays no important
part in the action otherwise. Another example of the same type of
reference can be found in the Captain's remarks to the Doctor in the
third act. His account of a certain young lieutensnt in the Doctor's
household is similarly out of place, and has been included for the same
purpose a&s the one made to Margret. At no time, it must be emphasized,
did the Captain have an opportunity to come by such information, having
Just met the Doctor and having known nothing concerning him personally
previous to the time of the meeting.

Another criticism of The Father is based upon the lack of probabdbil-
ity concerning the Captain's insanity and the Doctor's acceptance of
that insanity on the basis of only one day's observation and the word

of the Captain's wife.23 The fact that the entire action of the drama

23 Jameson, op. git., p. 36.
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takes place in less than twenty-four hours adds weight to this criti-
cim, for Strindberg does strain the imagination by compressing his
drama in so short a period of time. It seems improbable that so strong
a man a&s the Captain could become mentally unbalanced within a matter
of hours.

The last criticism brought against The Father is one which is
usually breught against Strindberg!s work in general., It is a theo-
retical criticism, concerning the purpose of art, Both Lewisohn and
Jameson have been outspoken in this matter, even though both have
otherwise given Strindberg his just due. Lewisohn first makes the
following statement:

There is no lifting of the soul to a larger vision from

the bondage of immediate pain. That is his limitation.

It may be urged, on the other hand, that the pain is se

keen &nd absorbing that it gives his characters no

chance to fight their way to the bdreathing of ampler

air. And that, too, is life.24
Janeeon describes this aspect of Strindberg's work in a similar manner:

Art must make life better than it is: Strindberg makes

it woerse. But at the same time he makes it greater,

and here is the saving quality that allows his darkest

dramag to be his finest.25
In effect, then, both Lewisohn and Jameson were concerned over Strind-
berg's morbidness, an aspect of his art which Edwin Bjorkman defended
when he wrote:

If he dwelt on our unlovely sides of character and

manners with rather "morbid preoccupation,® he did

80 because he thought us sick, dead, damned souls
which needed 1light.26

24 Ludwig lewisohn, The Modern Drames, (New York: B. W. Huebsch,
1915)0 p. 28,

25 Jameson, op. git., p. 62.
26 Bjorkman, op. cit., p. 78.
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Summary. The process of play analysis, as related in this chap-
ter, wvas believed by the writer to be an essential part of the adapta-
tion procedure. Indeed, it was believed that the more familiar the
writer wvas with his material, the more likely would be his chances of
producing a script in keeping with the spirit and character of the
original. Therefore, having made as complete an analysis of The Father
as possible, the writer was prepared to utilize his findings in the
television adaptation. The procedures and methods used as well as
the problems encountered in the actual process of adapting the play

will be the sudbject of the following chapter.
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CHAPTER V

ADAPTATION PROBLEMS

Principles ot Adaptation

In making the television adaptation of Strindverg's The Father,
the writer conceived of three principles: (1) that the writer should
strive to present on television, %o the best of his ability, the es-
sentials of the drama as Strindberg conceived it, (2) that the writer
should sesk to construct an adaptation that would be in keeping with
the principles of television preduction theory and practice, and (3)
that the writer should be aware of the fact that a television adapta-
tion can never be & literal re-creation of the original material, dut
is, rather, an assimilation of that material in form suitable for the
television medium,.

It 1s to be recognised that each of the above principles entails
an understanding of certain particular areas of information., The first
demands that the writer be aware of what constitutes the essentials of
the original material. This necessitates a study of the play, its
plot, ite characters andi its theme, & process related in the previous
chapter. The second demands that the writer be aware of the nature
of the television medium, with its limitations, its potentials, its
conditions ot reception, and the tools utiliged in achieving its pri-
mary effects, This problem was one of the first considered in this
study. The third demands a knowledge of writing in general. It often
requires an ability to restate, or reform, ideas and actions in a man-
ner different trom the original, perhaps, in order to give emphasis and

form to them through the utiligzation of the teols of a medium quite
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foreign to their nature. As Robert S. Greene has wlsely noted, the
television writer otften runs into a seeming paradox, "That to give

the spirit ot the original you Cofton] have to changs the original,"l

Procedure

The actual adaptation of The Father followed a predetermined
pattern. Because of the essential differences between the mediums of
stage and television, it was first realized that the writer would have
to come to some understanding of the basic components of drama in both
mediums, Drama in the theatre is the result ot over two thousand years
of practice and theory, Consequently, it has arrived at a practical
fora which is characteristic of its mature as a live presentation on
a stage, before an audience gathered together in a theatre. Drame on
television, while its history has been brief, has also arrived at a
certain state of development which can be characterized by its con-
ditions of production and reception, The problem faced by the writer
was, then, to determine the differences and similerities of dramatic
expression between the two mediums and then to use that information
as a practical dasis for the adaptation to follow, capitalizing on the
similarities between the two mediums, and then aldjusting the essential
differences.

In following the above process, it was first recognized that doth
the drama on a stage and the drama before the camera could be charac-

terized as having the same basic elements of worlmanghip. They are

1 Greene, op. g¢it., p. 143.
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both meant to tell a story in terms of action and dialogue, they are
both meant to display character, having people act out the story, and
the both; to be effective, must present a conflict or an opposition of
wills,? Further, it was noted that the two forms lack meaning, except
for that which can be supplied through either action or dislogue.’
Also, as in the time of Aristotle, the dramatic form, whether on stage
or television, must utilize for ite effect the basic elements of plot,
character, thought, spectacle, music and speech.

The structural characteristics of both stage and television drama
are also similar, JYor example, it is essential for the playwright in
either of the two mediums to supply at the beginning of his action
certain elements of exposition in order to explain the background of
his story and to orient the ‘audionce to it and to the characters in-
volved.* It 1s also essential for the playwright to foous his attention
upon a "point of attack,” that place in the dramatic structure where
the audience is made to beoome aware of the nature of the conflict and
the particular forces or persons affected by it. It is normal, too,
for the playwright to involve his characters in a series of difficul-
ties or complications, meant to give rise to dramatic questions concern-

ing the outcome of the conflict, a process which normally involves a

2 John Howard Lawson,
Screepwriting, (New York: G. P. Putnam's Sons, 1949), p. 163.

3 Seldes, lriting for Television, p. 1l44.

4 @. P. Baker, Drapptic Technigues, (Boston: Houghton Mifflin
Company, 1919), p. 182.
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dégree of suspense or a feeling of expectation. In furthering his
drama, by developing his conflict and involving his characters, the
playwright in either of the mediums will usually direct his efforts
toward a final climex, In the fimal climax the parties to the con-
fliet reach a point of no return. They thus involve their respective
faiths with the determimmtion of the outcome of the conflict. This
element of dramatic structure is particularly important. As John
Howard Lawson has stated:

The climax is the concrete realiszation of the

theme in terms of an event. In practical play-

writing, this means that the climax is the point

of reference by which the validity of every ele-

ment of the structure can be determined.>

In furthering the progression of his drama, the playwright will

also direct his action toward a particular point, which Lawson terms
"the obligatory scene,® in which the expectations of the audience are
fulfilled and the set of circumstances which have been constructéd
reach their inevitable conclusion.b Lastly, the playwright must de-
termine the results of his actions by presenting a set of resolutions
to his complications and by answering the previously unanswered dra-
matic questions. As Aristotle has stated, then, a drama is, essen-

tially, "the imitation of an action that is complete and whole and of

a certain magnitude ... having & beginning, a middle, and an end, "’-8

5 1lawson, gp. git., p. 178.
6 Mo. P. 267.

?7 Ipdd., p. 3.

8 An all-inclueive review and analysis of the elemente of dramatie
sonstruction, theory and technique, does not fall within the limitations
of this particular study. Bowever, to an interested reader, the two works
listed under the names of John Howard Lawson and George Pierce Bakem in
the biblography will present & more than adequate definition of the
overall problem.
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¥hile noting certain similarities between the structural aspects
of stage drama and television drama, the vrite;' also noted certain dif-
ferences. The differences are, basically, the result of medium charac-
teristics and ;ro directed, in the case of television writing particu-
larly, to the .:l’ulfillnont of certain needs in the medium,

One of the more obvious differences in the structure of a stage
drass and & televisien drama is to de seen in the very first scene of
each.? On television, for example, it is absolutely essential that
the opening of the drama be constructed in such & menner as to capture
the immediate attention of the viewer. This does not mean that the
Playwright in the theatre does not need $o capture the attentien ef
his audience. He does, as George Pierce Baker has noted.l0 Bus
drame in the theatre is basically non-competitive. The audience ar-
rives at the theatre prepared to give its undivided attention to the
performance. Ilf, therefore, the play in the theatre fails, it is usu-
ally because the writer has allowed the interest and astention of his
audience to wane, rather than because he has failed to ocapture it. On
television, the matter is quite differeat. On any night of the week
the audience at home has the selection of several programs. The tele-
vision play is only one of fhou. 1f, therefore, the vieswver's atten-
tion is not eaptured at once and held at the expense of the competition,

the viever might well switch to another statien or tura his set off

9 The adaptation problem of opening the tselevision preduction
of The Father has been treated in more detail under separate heading.

10 3Baker, op. git., p. 16.
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entirely, which is a far more easy process than getting up in the dark
and stumbling for & theatre exit. Also to be taken into account is
the fact that the theatre audience must pay an admission price and is
usually determined to get its money's worth, while the television
drama is offered free to the public. People in general, it is believed,
are far more appreciative (and critical) of things they have paid for.

Because the television play is contained in & unit of time less
than half that of the average stage play, the opening must be derveloped
much more quickly. Exposition must, on the average, be limited to the
essentials., Characters must be quickly introduced and identified. The
television audience is unwilling to accept in an hour drama, for exam-
ple, a five-mimte scens between two maids discussing the affairs of
the dramatic principhls. BRather, the principals themselves must usu-
ally present their own exposition and begin to invelve themselves be-
fore the eyes of the audience. When the drama is dut to last & matter
of sixty minntes, or less, it would also appeer a dramatic waste to
hold the appearance of & major character until the second act, a tech-
nique that was accomplished most recently by Arthur Miller in his
stage play Ihe Crucible.

A second structural difference between the stage play and the
television play relates to the question of conflict. Gilbert Seldes
has written that, "the motive power for forward movement is supplied

by conflict."ll That is to say, the play may not progress to any

11 Seldes, ¥riting for Television, r. 157.
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degree until the conflict has bdeen established and the point of attack
glven dramatic expression. Iasting interest in a drama, either on
stage or television, cannot be assured unless the viewdr is drought to
a point where he can literally question the outcome of a conflict.

This being the case, it is of the utmost importance on television that
the play begin its development at as early a stage as possible, that
the conflict be identified and explained, and that the character's re-
lationship to the conflict be mede knewn. In the theatre, on the

other hand, it is not at all uncommon for the playwright to hold his
point of attack until the termination of the first act. Some have even
maintained, for example, that the first act of a three-act stage play
should be reserved for exposition, the second, development, and the
third, resolution. V¥hile this might appear a reasonable dramatic
division in the theatre, on television it would de inadequate in the
meagure of the time limitation and the competitive nature of the medium
itself.

Another structural difference between the drama for stage and
televigion involves the question of plet progression. A television
drame is usually & sponsored program. Consequently time must bde al-
lowed for the sponsor's commerélals. This necessitates at least one,
and more likely twe, hteaks in the dramatic action, lasting between
ens and three minutes each, To accomplish these breaks with the least
amount of difficulty, the television writer will usually construct his
drema ;n such a manner &s to reach two high points of interest, one-
third and two-thirds ef the way along. This allows for a certain mea-

sure of suspense to hold the audience through the sponsor's message
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until the re-intreduction of the dramatic action.l2 Also, following
the commercial, the television writer will find that he must (1) re-
orient the audience to the action, (2) re-establish the mood, and (3)
pick up the actien progptly, and progress the plot at once.l3 This
method of plot construction is contrary to the normal form used in the
theatre. In the theatre, a play will usually buila in a steady pro-
gression from the point of attack toward one final climax. It may de
argued that the act divisions in the theatre are similar to the tele-
vision meaium's breaks for commercials. In practice, however, this is
not the oase, for while pulling the curtain in the theatre does break
the dramatic action, it is usually done in order to provide some method
of changing time. Alee, the intermission in the theatre is meant as a
rest period, so that the returning aundience will be more attentive to
the next unit of dramatic action. It is doubtful if the television
commercial can be termed & "rest period."

A last major difference in dramatic structure between the two
mediums has to do with the conclusion ot the drama. On television it
has become expedient to relate the climax of the play to the final
scene.l¥ Pime is uwsunlly the dictator in this matter, as is the spon-
sor's desire to maintain enough dramatic interest to insure an audience

for the final commercial. Thus the television writer will usually find

12 Seldes, Nriting for Television, r. 147.
13 Idid., p. 162.
14 ]Ibid., p. 163.
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it necessary to relate his resolutions to the fiml climax. This, of
course, ususally means in practice a simple solution to the dramatic
action rather than a complex one. On the stage the matter is quite
different. As John Howard Lawson has seen fit to state:

«eo the assumption that the final scene is the

climax is contradicted by a large body of technical

theory. It is customayy to place the climax at

the beginning---not the end---of the fiml cycle

of activity; it presumably occurs at the end of

the second act of a three-act play, and may fre-

quently be identified with the event which I have

defined as the obligatory scene.l5

Charting the Adaptation
As Brets and Stasheff have indicated, "one good method in adapta-

tion is fer the adapter to sit down with the original work and lay eut
the 'escenes' into which his script will be divided..."16 Thig was a
process followed by Joseph Cochran in his televisien adaptation of
Henry James' novel, The American,l? and it was the one utilised in
making the adaptation ot The Father. Therefore, following the general
snalysis of the form and structure of stage and television drama, the
writer began a process which he termed the problem of charting the ad-
aptation., This entailed (1) a structural breakdown of the play as
Strindberg conceived it, in order to determine the essentials of itse

dramatic composition, and (2) a process of selection and compression,

15 lLawson, op. cis., p. 267.
16 Stagheff and Brets, The Television Prograg, p. 173.

17 Welse, 0p. cit., p. 41.



utilised te organise and adjust those elements to the television
mediun's chief limitation, that of time. The prodlem of charting the
adaptation followed the pattern of laying the werk out in its several
parts and then the analysis of those parts to determine their relatioen-
ship to the dramatic structure as a whole.

Because it was decided to retain Strindberg's concept of charac-
ter in its essential form, only aspects of plet and theme were detailed
in the scens amalysis. VWith such a chart as indicated, the writer had,
in effect, a guide t0o Ve used in making the adapstation iteelf. Such a
guide was almost essential, fer in mking an adaptation it is alwmays
necessary for the writer to keep in mind the whole of & drama's strue-
ture as well as its respective parts, in order that the essentials of
the drame as & whole can be best fitted into the characteristic time
limitation of sixty minutes.

Yollewing the dreakdown of the play into a scens-by-sscens chart,
or outline, the writer began a process of selection and compression of
the essential elements of the drama. By selecting cersain of the im-
portant elements to be retained in their entirety and dy compressing
still others, it was bdelieved that the major portion of the drams
could thus de incorperated inte the television scrips.

Inasmuch as the completed adaptation would have to be centained
in & unity of sixty mimutes® $ime, this process maturally called for
an elimination of the less important scenes, $o be determined by (1)
the purposes to be fulfilled by the adaptation in regard to theme and
Plot, namely a concentratien upen the main action bdetween laura and

the Captain and the subject of paternity; and (2) the amount of time
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taken by the particular sceme or action in relation to its ultimate
effect upon the main action of the play as a whole,

The process of compression and selection also called for an
elimination, or at least a modification, of excessive dialogue. This
was deemed necessary not only because of the time linitation; but de-
cause of two tendencies on the part of the origimal author. Strindberg
tended first of all to step out of the dramatic action at times, to
*preach® the ideas about which he felt so strengly. This tendency
night be tolerated in the theatre, with its limits of sesthetic dis-
tance, but few television vimgl would tolerate it in their own homes.
Second, Strindberg often tended to build relatively long speeches around
single ideas, elaborating at times when such elaboration was unneces-
sary. This also is frowned upon in television production, where the
simple statement is deemed & writing virtue.1l8

The third aspect of selection concerned an elimination of the
mi-puﬁnt characters in the drams, or a lessening of their dramatic
importance. This is normal procedure in making an adaptation, because
of the cost of actors and becauss ¢f the time needed to identify anmd
develop each additional character in the drama. This preblem was not,
however, of major consideration in the televisien adaptation of The
m becauss of the play's concentration upen such & small number
of people. Therefore, the only character actually deleted from the com-
Pleted script was the relatively unimpertsant figure of the erderly, whe

18 The prodblem of television dialogus has been given more detailed
treatment in a special section whiech fellows.
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appears for a drief period only in the first and last acts of the
Play. The characters of Nojd, Margret and the Doctor were, however,
wvhile retained, lessened in their dramatic importance.

The last step in charting the adaptation was the construction of
& comparative chart showing the outline of the drams as it would bde
adapted. This eecond chart, in its essence, could be compared to a
television scenario, inssmuch as it outlined the respective units of
action and was used as the basis for the final adaptation.

As can de seen, then, the television adaptation of The Father
actually evolved from a process of analysis, selection and compression
as well as creation. The entire probleam can, perhaps, best be illus-
trated through a reproduction of the scens chart mentioned, showing
the play as Strindberg conceived it and a discussion olf the play as
it was adapted. The first portion of this related discussion will
show a scene analysis of the play as related to the two important ele-
ments of theme and action. The second poertion will be concerned with
the presentation of a discussion of each scenms, showing (1) why the
scens was either retained or deleted from the script, and (2) whas
changes were found to be necessary. JFollowing the presentation of
the scene chart and the related discussion, the more general adapta-
tion prodlems, such as dialogus and theme, will then de treated in
greater detail,

The actual structural bdreakiown of Strindberg's play was dbased
upon & consideration of his method of plot construction. As was noted
in the amlysis of the play, Strindberg followed almost completely a
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classical method of censtruction, composing his action in terms of
small dramatic units involving only two or three characters at a time.
Yollowing this method of construction, Strindberg usually began a nev
unit of action wvith the arrival on stage of 2 new character. As this
appeared t0 be the most convenient method of analysing the structure
and content of the drama, the writer used as a dasis for his adaptation

the compositional units constructed by Strindberg himself,

Soens Breakdown and Analysis

In the bdreakdewn of the structure of The Father, the writer in-
uufod twvo important elements, Tirst, it was importaant to understand
the coatribution made %0 the play's theme by the individusl scene,
that is, the ideas, thoughts or impressions contained in the partiocular
dramatic unit which either relate to the author's major thematic
premise or aid in the understanding of the mature of the conflict,
Each unit of dramatic structure normally contains some such idea as
the basis for its inclusion in the drama. Second, it was important to
understand the contribution made by the individnal scene to the play's
action or main conflict. It was important, also, to understand these
agpects of the scene wvhich cause major concern and interest and further

the movement of the action toward its conclusion.

ACT 1
Scene 1. The Orderly, the Captain, NGjd and the Pastor.

A, THEME: This scens introduces rather innocently the idea that
the man can never be sure of the fatherhood of his
child. The dasic question of paternitsy is therefore
raised.






93

B, AOTION: The question of Nojd's relationship to Emma prevides
an important complimentary sistuation to the Captain's
yot to be expressed prodbleam over Bertha. The mcens
is also important for its exposition concerning the
Captain's official position. Interest is aroused at
tirst ever Njd's problem, but the interest is quick-
1y shifted to the Captain vhen it is later discovered
that he has a sikilar preblea.

Strindberg's conception of the opening of The Father was feund
inadequate for television preduction. The first and perhaps major
reason for this fact was the knowledge that Strindberg did not at
once make his confliot clear and definite, nor did he immediately in-
troduce the respective parties to the contlict. Eather, he introduced
& sub-plot element concerning the character Xojd, who had become in-
volved in a paternity dispute. The prodlem faced by the adaptor,
therefore, wvas one of clarification, the problem of remelding the
introduction of the play in terms suitable to television theory and
practice. This was accomplished by writing into the drama two short
scenes &t the beginning of the action. The first, that between lLaura
and the Nurse, served to focus attention on the problem concerning Nojd,
and it also pointed up the Captain's relatienship te that problem, as
vell as suggesting the general relationship between laura and the Cap-
tain. The scene also served to introduce the character of lauras, at
& much earlier time than she was introduced in the origimal, and gave
some hint as $0 her character. Therefore, when at a later time the
Captain and the Paster made Iaura the subject of comwereation, the aud-

ience had an indieation as to what they were talking about.
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The scens between the Pastor and laura served to strengthen the
audience's conoception of the relationship between Laura and the Cap-
tain, as well as to iatroduce the question concerning Bertha., Thus
the principal issus in the drams, that of the conflict betweea Laura
and the Captain over Bertha, was pointed up and given emphasis. V¥ith
this bagkground, even though brief, it was believed that the audience
wveuld be mere in a mind to accept and listen to the scene between the
Pastor and the Oaptain conceraning the state of arfairs in the Captain's
housshold. This later scene, them, became in the adaptation one of
development and clarification rather than an introduction and exposi-
tion of the contliet. As to N6jd: by having the Furee introduce his
exxential difficulties, his position was relegated to its proper per-
spective, that of secondary importance.

The subject of N5Jjd posed a second prodlem to sthe adaptation not
clarified abeve. In the original, his problea is left hanging without
a solution, even to the end of the drama. This occurs regardless of
the fact that he later appeared ia the third act of the play. It was
believed advismble, therefore, in ever so slight a degree, to offer
some solution 6o his difficulties. This was important alse because of
the nature of his difticulties. He could not be allowed to go free,
being the ocause of such distress to the servans girl. In the origimsl,
Emma was given the primary blame fer the incident, and Nojd allewed to
€0 free. Not se in the adaptation. In the adaptation, Néjd was placed
under restriction, and effered to the courts for justice, and the

biased remarks against the female sex and against Emme were elimimated.
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S8cene 2. The Pastor and the Captain,

A. THENE: The problem of the struggle between the sexss is
here intsoduced, along with the question of "woman's
rights."

B. ACTION: The scene contains important elements of exposition
concerning the Captain's relationship to the women
in his household, particularly his wife. It alseo
introduces the basic contlict between the Captain
and his wife Laura over the educatien of their
daughter, Bertha. The expectation of an open con~
flict is felt and interest is captured from it.
lastly, the scene makes known the Captain's expec-
tation of & newv Doctor. The expectation of charac-
Sers is 2lso something to arouse interest.

After the exit of N5jd, the adaptation followed the original quite
closely. This was permissible because of the essential elements of
exposition contained in the scene between the Captain and the Pastor.
The only elements albered in the scene concernsd a genersl condemna—
tion of the female sex, in the person of Emma. Such remarks were usu-
ally removed from the adaptation because of their complete uanresasomable~
ness and their contreversial coatent. Some speeches were also trimmed
$0 a more appropriate dramatic length, and ethers were given a more
oatural form, but en-the vhole the scene remained the same, thus serv-
ing the purpose of reinforcing the elements of conflict iatroduced
earlier in the scens between Iaura, the Nurse, and the Paster.

Scens 3. laura and the Captain,

A, THEME: The legnl position of the man as the master of the
housshold is presented. Alse, the Captain sudstan-
tiates Nojd's assertien of the doubtfulness of

B. ACTIOK: The immediate recourse to argument detween Laura and

the Captain over the accounts serves to point up their
relationship. The direct conflict between them is

sharpened over the question of Bertha's education, and
the threat of laura to fight the Captain's decision on

this question and prevent the child leaving home sharp-
ens the audience interest in the play.
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During the scens between Laura and the Captain, Strindberg had
introduced certain business concerning the Captain's accounts. The
subject occasionsd an argument between the two, which tended to inten-
sify their struggle concerning the education of Bertha. This actien
in the adaptation was changed for twe reasons. First, if there was to
be an argument, vhich was reasonable under the conditions of the econ-
flict, it appeared more natursl te have it over the subject of Bertha's
education $o0 begin with, since, after all, the immediate difference
between the two was over this subject. Second, this argument intro-
duced the subject of a reomer in the Captain's house, ons who was
never otherwise identified in the action. The subject of such a roem-
or might, it was believed, tend to sidetrack the audience into an un-
important detail. Therefore, it “'l deemed advisable to eliminmate it.
Beyond this, the seems could be retained with its basic elements. This
was done because of the imporsant references to ¥ojd, which serve as
the foundation of the prodlem ef paternity, so impertant to the later
developaent of the main actien.

Following the scens, the writer fasced the predlea of a time tran-
sitien. It was of course possidle to have the Doctor enter convenient-
1y after the exit of the Captain, in the mamner indicated on stage, bdus
this was believed t0 de teo obvieus, Therefere, in order to be more
exactly true to life, an indication of a slight time lapss was in order.
Scene 4, laura and the Dector.

A, THEME: The dasic idea of the power of mental suggestion is
here intreduced.
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B, ACTION: Impertant exposition concerning the Captdin's ave-
ocation of science is brought out in this scens, as
is the information of the doubtfulness of his sanity.
The Doctor's innocent warning to laura to avoid
arousing unnecessarily the Captain's suspicions pre-
vides her with the key to her husband's eventual
destruction.
The scens between the Doctor and laura was retained with dut
slight alteration in some of the more involved speeches. This was
done because of the scene's importance as introduction of a substan-
tial threat to the position of the Captain, the sudbject of his mental
ocondition. At the conclusion of the scens, however, the writer decided
to intreduce a second set lecation, thas of the Captain's study. ZThis
nov setting was introduced for two reasons. First, it was considered
an important method of explaining visually the nature of the Captain's
work, thus contradicting laura on the subject; second, the writer
vanted to take advantage of the televisien medium’'s potential of in-
tercutting between scenes. By having two sets in which to play the
action of the drama, the writer could introduce visual variety, and
eliminate the normal need for transitions between scenes, those portions
of the action devoted on stage to motivating the characters to and from
the 1living room for their respective scenes. Watching a play in one
set only was also believed contrary to the normal viewing habvit of
the televisien andience, an audience used to the technique of switeh-
ing between actions,

Socene 5. The Docter and the Captain,

A, THEME: The picture of the modern scientific investigator is
drawn clearly in this scene.
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B. ACTION: The intormation concerning the exact nature of the
Captain's work, mot only clears up, for the moment,
the question of his mental heslth, but in so doing
it points up the doubtfulness of Laura's motive,

The question the audience now asks is wvhat motive
did laura have in casting such doubts?! Where will
the conflict between the Captain and laura lead, and
vhat part will the Doctor play in it?

The scene between the Captain and the Doctor, it was believed, was
an important scens. Because of the Doctor's conversation with Laura,
it was considered important tor him to have time to observe the Cap-
tain's reactions. Not only would the Doctor be watching for signs of
mental instability, but the andience would be also. Therefore, time
had te bde allowed for such observations to taks place.

Scene 6.' The Captain and the Furse.

A. THEME: The introductien of the Captain's bdelief in Bertha
as his only hope of immortality is carried out, thus
emphasizing the importance of fatherhood te the Cap-
tain, 7This scene also points up the fact that the
Captain is a freethinker and that he does not believe
in religion as a selution %0 a prodleam. The rights
of a father as against the rights of a mother are
also presented.

B, ACTION: This scene shows clearly the uncompromising mature of
the Captain and also his lick of faith, It shows, teo,
his distrust of the motives of others, including Mar-
€rét and the new Doctor., The fear of developing a
persecution complex causes some concern. Also, by
the manner in which Margret acknovledged the existence
of a problem, the conflict receives additiomal empha-
sis. The wuspense caused by the feeling in the char-
acters themselves that something is about to happen
between Laura and the Captain causes & liks suspense
in the audience. Expectation is therefore at some-
what of & high point.

This short scene was elimimated from the adaptation, partly de-
cause its essential informmtien esuld be carried in other scenss and

by a compression of dialogue, and part}ly because of the Oaptain's
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attitude toward religion. Yor example, half way through the scene,
the Captain makes the following statement:
CAPT: It's & strange thing that no soonsr do you

speak of God and love tham your voice becomes

hard and your eyes fill with hate, No, Mar-

gret, surely you have not the true faith,
Such a statement and others like is, while being important to the def-
inition of the Captain's character, might be considered offensive by
a large segment of the television audience, and rightly so. Therefore,
the reet of the statement was taken from the script. The loss of the
mterial itsslf was not believed substantial, however. Strindberg
frequently made such attacks upon religion, and during the course of
the play, he did so0 in such a manner as was considered immaterial to
the statement of the play's theme or its conflict. Inassmch as the
test of a material's value was believed to be in its relation to
either the subject of paternity or to the conflict botvo;n laura and
the Captain, the reference above and others like it\\\\nro oeliminated
from the adaptation. They were deleted because they had no reference
to the mjor or minor confliot. Those aspects of this scene believed
of sufficient importance te the conflict er theme were retainsd, ‘but
in a different context. A change was indicated in the action, motivat-
ing the Captain te his study desk where he preceeded to write in his
diary suspicions and fears concerning the ocutcemes of his struggle vwith
his wife., Over the silent scene, the desired information was heard in
the Captain's owa voice. Thus, while the scens was eliminated, the

infermation was rouinod. and at a great saving in time.
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Scens 7. Bertha and the Captain.

A. THEME: Graphically presents the conflict between science
and superstition.

B. ACTION: This scene introduces the result of the Captain's
struggle with his wife, the child's hysteria, Also,
the scene points up the Captain's sincere concern
over the child's welfare and the actual need for her
leaving home. Audience sympathy is thus allied
through the girl to her father. Again, it is seen
that the Captain is unwilling to compromise his po-
sition as a father., The fear eof further confliet
and of eventual disaster for either himself or his
wife 1s thus strengthened,

The scene between Bertha and the Captain was considered one of
the most important in the drama. Consequeatly, the main substance
of the action in the scens was retained umltered. The reasonm for
the scene's importance lies in the fact that Bertha represeats the
feecal peint of the main eonflict within the drama, for it is in her
zame that beth laura and the Captain justify their actions.l? Asa
result of being pulled first this way and then that, Bertha is ina
highly emotionmal, almost neurotic state by the time of her first en-
trance into the play. The subsequent scene, revolving as it did
around the questien of the grandmether's teaching and the Captain's
decision te send her away frem home, tends to direct the action to a
head, and exphasise the imporsance of a resolutien to that action.

Insefar as the scene was important thematically, it was also im-
pertant for its shock value and its purely physical action. As was

recognised, Strindberg's play dees net contain a great amount of

19 The character anmalysis of Bertha in the preceding chapter
shows how the action of the drama is reflected in the character of
Bertha herself.
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physical action and, as physical action is considered important en
television, the writer thought it wise to retain these elements as
are present in the play, in their essential state. The variety in
pitch and mood offered by this particular scene was considered import-
ant in the overall structure of the television adaptation.
Scene 8. The Captain and laura,

A, THEME: The bitter struggle between man and woman for the
right to control the c¢hild is given strong emphasiss
also, the power of suggestion is first used in the
combat and the feeling that the woman actually
feols herself to be superior to the male is pre-
sented.

B. ACTION: The point of attack is reached and the audience is
now sure that ons or the ether must win out with a
complete victory. The fact that Laura has used
underhanded means to gain for herself an advantage
sways the audience to takes the Captain's part in the
sex duel, The fact, however, that lLaura succeeded
in ascertaining the nature of the Captain's weakness
shows, too, that she has an advantage. It appears
that the Captain is hopelessly upset over her sugzes-
tion that he might not be the father of her child.
Now he not only has the qusstion of the child's
future to consider, but also he must be concerned
over the salvation of his looked-for immortality
through the child and questions of personal honor.

The scene between the Captain and laura that follows the declar-
ation of Bertha's willingness to leave her home for further study in
towmn erystallised the play's main conflict and theme in a drief dPut
dramatically effective manner. The action was between the play's twe
dramatic principals, who ecould be seen once more in open oppositioa
to one another's wishes. The dramatic importance of both theme and
action at this point in Strindberg's structure was considered too
great to be tampered with. Consequently, little alteration in the

essential character of the scens was indiocated.
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Scens 9. The Capsain and the Nurse.

A, THEME: This scens represents repeated emphasis on the ques-
tion of paternity. The Captain shows his need for a
child, and his concern over lLaura's asgertion that
he may not be Berthh's father,

B. ACTION: The action of this scene concerns itself chiefly with
the Captain's reaction to laura's statement concera-
ing paternity. By the manner in which he reacts, the
audience ocan see the importance of his knowving the
truth of the matter, and the probability of his defeat,

In order to emphasise the effect of laura's statement concerning
the legitimacy of Bertha upon the Captain, this scens from the origimal
Play was retained. However, certain changes vere made. It was con-
sidered important at this point, for example, to emphasise the fact
that the Captaia was actually troudled over the possidle truthful-
2038 of Iaura's statement. In the original, the Captain's reactien
wvas limited to a display of temper. To fulfill a different aim, how-
oever, the writer inserted several short lines of conversation bdetween
the Captain and the Nurse, as well as certaia business concerning a
ploture of Bertha. By so deing, the Captain's precccupatien with the
subject of paternity could be foreshadowed and the scenes conceraing
this problea in the secomd act could ultimately be strengthened.

Two other modifications were made in this scene. The first con-
cerned the subject of dinner. %o motivate the Nurse's entrance in the
origiml, Strindberg had her enter and announce dinner. In the tele-
visien adaptation the Nurse is drawn te the acting area by the seunds
of argument, which seemed more natural and in keeping with the mature
of the scene. The second change conmcerned the character of Svird, who

enters when the Captain calls to order his sleigh. As the orderly,
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Svird, was elimimated from the script, so too was the business con-
oeraing the sleigh.

Normally, the structure of the television play demands that each
act end upon & aste of high suspense, se that the cemmercial can
safely be incorporated inte the program. The probleam of commercial
breaks was not faced in this particular adaptation, hewever, and
therefore the writer tended to tiink in terms of one overall dramatic
unit. This was because the writer, in this case, was able to contimue
his action without interruptien. Therefere, the time difference de-
tween acts one and two was bridged by & transition and the action was
inmediately picked wp and continwed.

AC? 1I

¢

Scene 1. The Doctor and Laura,

A, THEME: The ides that women are both cold and oalculating
receives strong emphasis. Hers, the power of
mental suggestion is also referred to.

B. ACTION: lLaura's interference in the Oaptain's affairs is seen
as & threat to his mental health, along with the idea
that he is not the father of his child. Also, an im-
pertant plet element is introdmced, in the form of a
Certificate in Lumacy. It is recognised that this ia-
strument could be the means of laura's gaining coatrel
of Bertha, To fursher heighten the fear of the Cap-
tain's safety, there is & re-emphasis of the threat
of the will with a recurrence of suspicioa or frustra-
tion. A medical explanation strengthens the probabil-
ity of actien. The danger to the Captain's mental
stability is now recognised to be great, and the ex-
pository information given in the scene that the Cap-
tain himself once feared for his reason shows & med-
ioal history to his case. The wed of circumstance
is drawn tighter around him, with the knowledge of
& letter as inocriminmating evidence against him, that
is still in existence.
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Again, the writer was able to retain most of this scene in its
origiml form. Exceptions to this occurred only in the bdeginning and
conclusion of the scene. At the deginning, it wvas necessary te provide
a tramsition from nothingnees t0 action. 8Since there was a certain
lapss in time between acts, the writer relied for this need upon the
time-honered device of the grandfather clock. By framing the cleck
at the opening, the time could de established. 3By simply dollying
the camera back from the clock, an eatry ceuld dbe pm inte the
action. Thereafter, the scene closely followed the originmal, with
only some medification in the stiffness of certain lines, making them
more matural., JFor the conclusion of the scene, additiomal changes
vere believed necessary. First of all, it must be stated that the
writer attempted in his adaptation a certain modification in the char-
acter of laura, because the original character was believed teo strong
for probability. It was not & major changs, to de sure, but it wvas a
departure from Strindberg's text. It was decided to attempt a slight
softening of laura's character by the intvoduction of an element of
Temerse or sorrov on her part for the Captain, This element was not
emphasised, but it did tend %0 give her character more depth. In
this particular scens, for example, the writer, on lLaura's exit, had
her tura to the Doctor and exchangs the following words with him:

LAURA: (TURNING) Doetor?
DOCTCR: Yes?
LAURA: (SINCERELY) Please help him,

DOCTOR: Of course. Of course.
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This exchange, simple though it is, also tended to intreduce a feel-
ing of the inevitable, as if the forces in the play were at last out of
control, It tended to give the impression that even laura was unwill-
ing to have happen what was dbound to happen.

A second departure from the original text im this scene concerned
the character of the Nurse. Strindberg related a scene betwsen the
Furse and Bertha fellewing, to the scene between Laura and the Doctor,
by having the Narse come into the scene to wait the Captain's retura.
In order to bromden the scope of the play and yet lessen the dramatic
demands on time, this scens was removed from the main action and a
third location was established, the Furse's reem. In the adaptation,
therefore, the scenes was concluded between laura and the Dector, and
& transition was used te connect the coancluded action with the new
action. The writer indicated a dissolve from the one location to the
other. By so doing, it was alse possidle for him $0 remove the dia-
logue motivatien for the Rurse's entrance, and the reason for her
wvaiting up for the Captain., It is not comwenient on stage to move
from one loeatien to another, because of the time inveolved in setting
the nev sceme, but in television the shift can e made quickly and
effectively, and at a saving of time.

Scene 2. Margret and Bertha.
A. THEME: This scene reveals through Margret the protecting
comnfort of religion, a peaceful haven in an
othervigse frightful househeld.

B, ACTION: As a sransitional scene, its main purpose is to

strengthen the foreboding meod of the inevitable

catastrophe. Even the mystical presence of the
spirits reveal this feeling. The scene's only
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impertance, otherwisg, is to be found in the infor-
mation that Margret considers the Captain "111" and
this points up the belief that the Captain's inean-
ity is recognized by some as a thing that has al-
ready occurred, rather than something that has yet
to happen. Thus, the feeling of inevitability is
further strengthened, and there is a foreshadowing
of impending doom,

As was noted earlier, the location for this scens was shifted
from the living room to the Nurse's own reem. This shift served twe
purposes. First, it saved time, as noted. Second, the resulting
transitions to and from the scenes allowed for a camera rhytha which
could duild, along with music, a definite mood, a feeling of impend-
ing catastrophe. In this manner the writer hoped to mary the pace of
the drame sufficiently so as to make more effective thi build towvard
the olimax at the conclusion of the act. The writer has neted fream
observatien that most playwrights will tend te alter a fast-paced
shov wo thats wvhen the need arises for a quickening of the pace, a
surge of strong emotion, for example, that surge will de all the more
offective. This scene, through its isolation frem the main action
iteelf, was intended for just that purpese.

As to the transitions themselves, the two separate actions were
connected first by a dissolve and second by unit ideatifioation. By
unit identifioation, the writer implies that the twe scenes were
Joined visually by plasing emphasis on a similar object in doth scenes,
in this case & book, and disselvigg awvay from the one object and opem-
ing upon the other.

Scens 3. The Daptain and Margret.

A. THEME: The idea that all wvomen are basically false here
receives some emphasis,
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B. ACTION: This scene is actually a continuation of the one
which preceeds it, in that Margret remains on stage
to serve as a transition to the next unit of action.
The major concentration is upon the revelation that
the Nurse has had an illegitimate child. This fact
tends te focus attentien upon the Capsain's concera
over the problem of paternity.

Because the location of the Nurse-Bertha scene was shifted away
from the main action, it was no longer necessary to viev a meeting
between the Captain and the Nurse. Therefore, that action was dis-
pensed with, at seme saving of time. Also, consideration was given
the fact that this short scens included certain pieces of informatien
that were considered by the writer as extranecus to the main develop-
ment of the action and the proper delinesation of the character of the
Nurse.20 In this scens the Captain mede known the fact that old Mar-
gret had an illegitimate child, and that the father of that child was
foereed to marry her. As this informetion served little purpose exeept,
posesidbly, to reinforce the Captain's belief in the idea that all women
are by their nature false, it was conaidered desirable to dispense with
it. Another reason for the diminutien of the scene was occasioned by
its sudbject mmtter. Needless to sy, the subject of the infidelity of
wvomen was considered too indelicate for home consumptien. Perbaps
there are those who would agree with Strindberg on this subject, dut
the writer felt that such & group would be by fer in the minority,
Scene 4. The Doctor and the Captain,

A, THEME: This scene builds up the belief that all women are

taithless, thus substantiating the Captain's suspi-
eions concerning the doubtfulness of paternity.

20 This subject was treated earlier in the consideration of
‘Strindberg's dramtic veaknesses.

4
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Also, the obsession of the Captain proves the potency
of the power of suggestion. The fact, too, of the
Captain's meatal balance having been so completely
undermined, due to the suggestion that he might not
be Bertha's father, shows graphically the need of the
mmle for fatherhood and for econtiming existence
through his ehild,

B. AOTION: The audience, aleng with the Dector, has by now vir-
tually given up hope for the salvation of the Captain,
imasauch as the Captain now refuses to help himself.
His obsession with the idea of the doubtfulness of
paternity has grown to dangerous propertions. Need-
less to say, because of this, suspense has reached
an extremely high state.

Although, technically, this scene was retained in its proper re-
latianship to Strindberg's structure, in the adaptation the pattera of
the scene was altered consideradly. The writer had two reasons for
his changes. Firss, he wvanted to concentrate his attention upen the
action and by-play between lLaura and the Captain in the scene to
follow. Second, he wanted to eliminate Strindberg's thematic emphasis
upon the untrustworthiness of women, a subject, as mentioned previous-
1y, that ceuld be well considered too indelicate for televisien.

Following the eliminatien of the Captain's references o0 his
®winter fly” with a married woman, the writer found that he had remain-
ing tvo sections of dialegue, the one cencerning striped feals and
gsebras and the sudbject of paternity, with which Strindberg opened the
scens, and the other concerning the Captain's refusal to accept the
Doctor's offer of assistance. The writer reversed the natural order
of these dialogue units, and connected the scens itself te the pre-
ceding action by means of nev dialogue. It is difficuls to state why
the writer considered a reversal of the units in the scene necessary.

As the scene stood in its altered form it held together very nicely,

4
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oven with the elimimation of sudbstantial portions of the material
contained., It is believed that sometimes a writer will make a change
‘or & modification in a script dy ear, often altering, selecting or
adding to a ecens on the basis of wvhat might be considered his iatui-
tive understanding of or feeling for the material. Perhaps the treat-
ment of this particular scene can be justified on these grounds. VWhat-
ever the cause, however, the problem was the proper selection of mater-
ia) and the cause was one of time consideration. The sclution to that
problem was the reversal of the scens's order, theredy bduilding toward
the discussion of paternity, rather than opening on it and building
toward a consideration of the infidelity of womankind.

Scene 5. Laura and the Captain,

A, THEMR: The idea of the battle between the sexss here receives
its most complete expression. The idea of the tather's
immortality through the child is also presented and
clarified along with the contention that the woman
fights for power alons, and that pewer determines
right. The belief, new to the play, that in the sex-
ual act there is both attraction and repulsion takes
foram in this scene, along with the expression that
there is a split consciousness in the female, between
& mother's instinct and a vampire persomlity.

B, ACTION: This scens is to all intents and purposes the heers
and soul of the drams for the primary drives of mo-
tivation, for both thought and character receive
their most complete expression. The build te this
scens and the fall away from it is basic to the ever-
all effectiveness of the drama as a whole, Vhat,
perhaps, is most important in this scens is the ex-
Pressed self-analysis of the characters, vhich shows
in laura, for example, certain characteristics of sex-
usl repression and mother instinct not before felt or
implied. The final ery of the dishonored father for
& persoml immortality is presented most effectively.
As the only two means of achieving that immortality,
through his werk or through his daughter, have been
blocked by the femnle, he has nothing more to live
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for. Consequsntly, his will and his hind break

down completely under the strain placed upon them.
The pitifulness of his defeat, however, is effective
only to the extent of the realization of the imper-
tance of his desire for such an immortality. In mat-
ters of plot progression, now that the looked-for
destruction of the male under the evil attack of the
femnle is completed, the play is carried forward by
the wish to see the results of that erash and its
effects upon the various participants in the drams,

As this scene wvas censidered the climax of the play, as well as
the central core of its theme, the writer naturally wished to empha-
size its importance by alloting te it as much time as was needed to
convey its purpose. Howewer, the writer was aware also of the nesed
to adjust the scene as originally written to a proper proportion ia
the aadaptation, so that it would not out-balance the remaining parts
of the dramatic structure., As & result of the two aims, one teo retain
the essentials of the scens as written and the other te adjust those
essentials to a more desirable time unit, the writer faced problems
of selection, proportion, and emphasis,

The first problem concerned in the scens was that ot selecting
those elements considered essential to the overall understanding of
the play. Basically, this problem involved a questien or a critical
analysis of the content of the scene. In so doing, the writer noticed
twvo elements, one natursl to the play, the other related although un-
aatural. The second element was that which Strindberg wrote into the
play partially to explain the failure of his own marriage to Siri von
Essen. Such lines as the following emphasise this aspect of the scene:

CAPT: Yes, that's how it was, My father's and my mother's
will wvas against my coming into the world, and con-

sequently I was born without a will. I thought I
was completing myself when you and I became one...
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Much of Strindberg's self-analysis wvas deleted from the final adapta-
%ion because it tended to detract from what the writer censidered the
Primary reason for the failure of the Captain's marriage, & reason not
out of line with Strindberg's own persomal conception, that of laura's
personality - a personality split between the mother spirit and the
female degenerate.

The sedond prodlem met in this scene concerned that of the preper
proportion of material. The primary characteristic of this scene is
that is is one of discussion, and, as John Jeward lawson has pointed eut,
an ides is essentially undramatic,?l even though it can be stimlating.
Therefore, to make the scene palpable in terms of television production,
& certain proportienal relationship had to be maintainsd bdetween actioa
and discussion. By this the writer does not mean to imply that speech
is itself undramatic or actionless, for "speech is a kind of action, a
compression and extension of action,."22 But speech as used in discus-
sion or analysis is, essentially, abstract and therefore it requires
a closer concentration from the viewer. Too great a concentration upon
the ear alone would, it was believed, do mere haram than goeed to beth
the scene and the adaptation. Therefore, to lessen the danger of the
unproportioned scene, the writer attempted to direct his selection,
modification, elimination and creation of dialogue along lines more
suitable te a direct by-play bdetween the two characters rather than a

monopolisation of scund by either the one or the other.

21 lawson, gp. git., p. 176.
22 Ibid., p. 288,
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The third problem faced with the action of this scens was the
problem of emphasis. The writer was faced with the question of
whether to emphasise the past relationships of thé two characters or
their present prediocament. In actuality, the two elements cannot be
separated. Yet the limitation of time demanded that the emphasis de
Placed upen either the one or the other. A decision was made, there-
fore, t0 concentrate as much as possible upon the present conflioct,
and to utilize past relationships only so far as the time limitation
itself would allow., The reason for this decision lies primarily in
the fact that the plot itself is conserned basioally with the im-
mnediate prodlem, even though that problem is based upon past differen-
ces,

Outside of the normal) construction of the sceme, one addition to
the script was made at the conclusion of the scens. Although it
later became apparent that the addition was impractical in terms of
the limited space availadle to the production of the script, it was
still made parts of the adaptation. The addition called for & special
combimation of visual and aural effects, intended te convey an impres-
sion of the mental anguish of the Captain at the moment he threw the
lighted lamp at laura to climex the play. In tuns to an increased
volume of music, the writer inserted in quick order several key speech-
es taken from the context of the preceding action. These speeches all
revelved around the problea of paternity, and related to the Captain's
need for & child to carry enm his owvn spirit threugh time immemerial.
¥ith the speeches sounding subjectively in the Captain's ears, as the

canera focuses in and ocut at an increased rate, the effect was
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intended to heighten the climax of the Captain's breakdowa by cenvey-
ing the impression of the troubled and confused nature of his mind,

As often happens, however, although the idea was basically sound, the
potential high, the actual conditions on the production floor dictated
last-minute changes in the form and content of the adapted script. Th
effect was ultimately eliminated, therefore, 2lthough its presence
could have added immeasurably to the scene and the transition that
followed,

ACT III
Scens 1. Iaura, Nojd, Nargres, and the Pastor,

A. THEME: Objectively, Strindberg illustrates in this scens
that veman shall rule where the man is se weak that
he cannot, Bech member of the household, including
the Pastor, bows to laura's superiority. Another
idea tremated in this scene is the superficiality of
morality. The Pastor, a moral man in the eyes of
society, refuses to accuse Laura of the guilt he
knovs she bears, becauss of a feeling of family
loyalty. Another idea is the belief that the fe-
mele strikes down the male unconsciously, not even
daring to annlysze her own motives.

B. ACTIOE: The fect that the Captain is still active, although
deranged, poses & definite threat te the security of
laura's position. Therefore, the questien is what
will be the final disposition of the case as regards
the Captain and lLaura., Suspense again begins te
build, this time in & different menner. The ques-
tion is not, now, will the Captain become mad, dut
nov that he is mad, what will he do}

The opening portion of this scene was not mnua_ in the adapted
script for two important reasons. First, as the climax of the play
had technically been reached, it was decided to hasten along the end-
ing of the drama in & manner more in keeping with the principle of
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television production.?3 Secondly, the scene imvolved certaina busi-
ness concerning the Captain's desk, his property and affairs, objects
vhich were remeoved to the Captain's study when that new location was
incorporated into the script. A third, and perhaps more dramstically
signifieant reason, was the desire of the writer to more closely as-
sociate the lamp-throwing scene with the immediate result of that scense,
wvhich is bDest illustrated in the scene between lIaura and the Pastor.
Therefore, following the lamp-throwing incident, the writer indicated
a traasition that would retura to the action by cutting into a ecene
already in progress, thereby overlapping the ons action onto the other.
The essential information included in the opening of the third act,

the information that the Captain had indeed gone mad, included alse in
this scene, vas more explicitly stated.

In the scene detwveen laura and the Pastor, placed immediately at
the beginning of the third acs, certain changes were alse indieated
in order to conserve time. The changes that were made were minor,
however., Yor example, rather than have the Pastor enter the scene,
and theredby invelve him in a process of introduction, the writer mere-
1y began the scene with the Pastor already present. A second minor
change concerned the elimination of references to preceding actions
vhich were not included in the adaptagtien. Other references altered
included those concerning the strange noises off-stage, or off-camera.
Yhile it was recognised that such sounds in a theatre could be taken
for granted as indications of a threat to laura's pesition, it was de-

lieved that their pressmoe in the television adaptation would tend to

23 8See pages 87-88.
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distract the viever from the scene in progress for tvo reasons. First,
the television audience would be umsware of the entire ses of the play
at any one time. Viewer concentration is therefore concentrated upen
the characters only, &s played in but a small portion of that set.
Also, on televisien there coeuld de no indicatioen of the placement of
the sownds, or of their possidble significance, without taking time te
identify and locate each sound as it occurred. Secondly, the tele-
vision viewer is aware of the medium's potential for switching from
the one action to the other, and more er less expects it vhenever an
unidentified sound, such as the ones noted, occurs. Although this was
considered inconvenient at this time, however, the motivation for the
eventual switch from the living reom to the Captain's study was based
upon one such noise, & process explained later,

Scens 2. laura, the Paster, the Doctor, and later Margret and Nojd.

A, THENE: The family is regarded above the interest of any in-
dividusl, and the social opinion is shown te be of
mere concera than the health and welfare of the Cap-
tain,

B, ACTION: The scene's rrimary importance is to shoew that family,
social, and economic considerations can interfere
with humanitarian concerns. However, the scens alse
sxcellently serves to reveal character. The plot
itself is progressed upon the question: Will Nurse
Margret succeed in placing the strait-jacket on the
Captain?! If not, vhat will de the outceme of the
Captain's rage?! Will he bde able to get at Laura?

If he does, what will happen $o0 her?
This scene was incerporated into the adaptation with but slight
modification and change. It was retained because of the necessity to
leara of the pessible disposition of the Captain's case. The only

logical way of doing this was through the character of the Doctor, as
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this was his primary function in the drama, The changes that were ia-
dicated in the seript were at the conolusion of the scens, where the
characters of the Nurse anl Nojd wers once more removed from the ac-
tion. As it was determined that the Nurse should be asked to fit the
Captain into the strait jacket, it was not considered necessary te in-
dlude thats action im the sdaptasion. This was particularly true, since
it was decided to dispense with the following sceme between the Captain,
the Pastor, and the Dector.

Scens 3. The Captain, the Pastor, and the Decter,

A. THENE:t Complete emphatic expressien is given to the problem
of pateraity and the uniwerslity of wickedness in
women,

B. ACTION: The Captain's mind is shown to be completely lest.
Nothing is left for him now but degradation and sorrew.
The audience is led to pity this man nov, and to woa-
der over his future.

This scens was cut in its entirety from the adaptation, and a 4i-
rect transition was mnde between the action preceding it in the strue-
ture of the drama and the action following it. The question of time
was not alone involved in the decision to cut the action at this point
in the progression of the play. The writer bdelieved, rather, that the
Captain's mensal suffering could just as effectively be presented with-
out the use of an excessive amount of dialogue, as indicated in the
stage version. The emsential idea, that ef the problem of pateraisy,
as expressed threugh: the Captain's suffering, ceuld be stated through
the use of the camera just after the transition, and defore the scene

between the Captain and Bertha,
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Another consideration invelved in the decision not to inscorpor-
ate this particular scene into the adaptation was the subject matter
of the sceme itself. As was noted earlier, the writer made the decis-
ien to dispense with that porsion of Strindberg's theme vhich states
that all vomen are faithless, and that the problem of the degenerate
woman is universal. This subject forms the backbend of the scens
deleted. PFurther, it was believed that the nin conflict conld be
shown to better advaniage, and without undus prejudice, if the con-
flict conocerning Iaura and the Captain was recognised as a spedific,
rather than a gensral case.

By eliminaston of this scens, the wriser also avoided another
example 0f what he termed Strindberg's including of extranseus me~
terial. In this case that material toek the form of the Captain's
reference to a possible affair between the Doctor's wife and a cer-
tain young lieutenant in the Doctor'!s house.

By elimimating this particular scene, too, the writer avoided
reference $o such ideas as follows, ideas which most cersainly would
be considered by the NARTB as bdeing in violation of the network
standards of geod taste:

CAPT: ... Do you know what we would have to do to make
sure?! JFirst, one should marry to get the respect
of sociesy, then be divorced soen after and become
lovers, and finally adopt the children. Then one
would at least be sure that they were one's adppted
children.

Such a remark as the one above cc;nld als0 be inferred as an intrusion

of the auther, Strindberg, into the Adramatic scene. Considering the

state of Strindberg's own marriage at the time of his writing The JFather.,
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his bitterness toward his wife, Siri, and his fear that his son was
not his own, the ideea might be considered a persomsl reference rather
than one organically related to the thematic framework of the drama
itself,

Because the writer decided to eliminate this scene, he faced a
problem of placement. If the Captain was not to bresk into the living
room, then his scene with Bertha would have to be placed elsevhere,
and a transition indicated to connect the two different actions. The
logical placement of the following action was the Captain's study.

The logical transition was a dissolve. To make a dissolve effective,
hovever, motivation must be indicated prior to its taking place., As
Hoyland Bettinger has indicated, each pisture or sound must be & prep-
aration of the one to follow.24 This principle is actually ome of
contimity, the problem of connecting the several parss ia such & man-
ner as to construct a unified and artioculate whole. It was to provide
this needed moetivation that the writer relied upon the off-stage noise
referred to earlier in the act. By providing a sudden and unexpected
sound, a crash possibly, the action between laura, the Doctor and the
Pastor would necessarily be interrupted, and a transition detween the
scenes could be achieved in a logical manner, also making for a con-
nection between the scund as heard in the one scene and the cause of

the sound, as seen in the other.

24 Bettinger, op. git., p. 90.
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Scene 4. Bertha and the Captain,

A, THEME: This scene presents dramatically the longing of the
father for an immortalisy of his self in his child.
The scens also touches upon the question of the vam-
pire personality, here called "cannibal," which
asserts that some women drain their mates of all
their strength and give nothing in return.

B, ACTION: The Captain is perceived to be still dangerous, and
suspense ia renewed over the situation's final out-
come.

Although this scene wvas shifted from its original locatien, for
reasons noted above, its essential character was retained as written
with dut one exception. The only change indicated concerned the busi-
ness of the Captain taking his gun from the wall and attempting te
kill his daughter. Because the infermation concerning the fact that
the bullets had been removed from the gun had been eliminated aleng
vith a previous scems, this husiness was alse éliminmated. Yet, the
attexpt on Bertha's life was significant in the light of the scene's
action. To resolve this difficulty, the writer indicated that the
Captain should attempt $o strangle his daughter, or at least appear
to appreach her in a threatening mamner. By incorporating this change
in business inte the scene, thus eliminating the nsed for a gun, the
writer ecould also compose & scene that could de played within a tight
grouping.

Scene 5. The Captain and Nargret.
A, THEME: The end result of the theme is that man is helpless
before the female of the species, beacuse of her
trickery and deceis, regardless of motive.

B, ACTION: The fimal catastrophe has arrived. The Gaptain is
trapped. The woman has conquered.
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In its essence, this scene comprises the final catastrophe of
the play. Consequently, it was retained in the adaptation. Also, it
was played closely to the original because of the time needed to pursue
the dusiness of tricking the Captain into the straight jacket. JYol-
lowing the trapping of the Captain, the catastrophe was, to all intents
and purposes, acecomplished, Therefore, the writer resolved to conclude
the drame in as fast a manner as possible. The business concerning the
entrance of NoJd was therefore eliminated, and laura was brought onte
the scene earlier thaa usual to introduce the final, closing scene.
Soene 6. The Captain, Margret, laura, the Pastor, anda the Doctor,

A, THEME: The basic contention that the future belongs to the
woman because the children bdelong to her receives its
fiml expression. The denial by the Captain and the
Doctor that these events have happened because of the
will of Ged leaves the belief that in the end the
torment of man is caused by himself.

B, ACTION: The conclusion of the play finds lLaura in absolute
control over her daughter and over her own household,
while the Captain expires in madness. It is evident,
however, that though the Captain no longer stands in
the vay of laura's will, she will not be happy. At
the conclusion of the drama, she herself is an emo-
tionally shipwrecked woman, '

Because the climax had deen reeched and the catastrephe virtually
accomplished, the writer decided to conclude the actien of the drama
at once, rather than held a dramatic post-mertem in the manner indica-
ted by Strindberg. This decision was fully in accord with the varia-
tion of television dramstic constructien from that of stage drams, and
it was used even though the writer did not face the need of holding

interest for a closing commercial.25

25 See pp. 87-88.
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The two facters considered by the writer at this point in his
adaptation were, (1) to provide enough time following the strais jack-
et incldent to make valid the Captain's eventual expiration, amd (2)
to introduce once more an element of remorse on the part of Laura, in-
dicating that the outcome of the conflict was not entirely of her
choosing. The latter factor was introduced in the drama not so mach
to draw gympathy to the character of Laura as to introdmnce an element
of retridbution. It was intended to show that while Laura received thst
wvhich she was fighting for, the control of Bertha, she might not bde
happy with the means of that achievement.

Other factors considered in the alteration of the final scene
wvere that the idea of women's control of the children could be shown
rather than stated, and that the Doctor's remarks upon the value of
religion would be inappropriate to the nature of the television mediunm,

Both factors were, therefore, eliminated from dialogus consideration.

General Adaptation Problems

Zhe Problem of Strindberg's Thame. As was related in the chapter
treating the selection of the play for television, the principel adap-
tation preblem concerning Strindberg's theme was one of adjustment.
The theme had to be adjusted to the time limitation of sixty mimtes,
and according to the conditions of reception, i.e., the nmature of the
medium and the nature of the audience. ‘

The prodblem of adjusting Strindberg's theme to the time limits of
production was one, basically, of sslection and compression, a problem
referred to earlier in this study. Because the playwright in the the-

atre has more time available for the development of his theme than
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does the television writer, he normally elaberates upon his major
thematic premise, that is, he involves in his work as many variations
of thought as he considers wise, according to the nature of his sub-
Ject, It 1s not unnmatural, also, for the playwright in the theatre
te insorporate into his drama ideas or impressions which, while re-
hfod to his major premise, are not absolutely necessary to its under-
standing. Such secondary lines of thought might be considered sub-
themes, in the manner in which secondary plot elements are spoken of
as sub-plots.

The use of sub~themes was a particular writing characteristic of
Strindberg. Therefore, in The Father, the major theme of which is the
prodblea of paternity and the struggle between the sexes, Strindberg
also treated with varying degrees of emphaisis such ideas as, (1) the
intrinsic superiority of the male over the female, (2) the inadequa-
cies of religion, (3) the instinctiveness of female treachery, (&) fho
potency of the power of suggestion, and (5) the artirieiality of
morality. While it is true that most ef the above ideas are related
te Strindberg's main theme, by being related to his characters, 1§
is also true that their presentation does not affect, te any major ex-
tent, tﬁa nmagure of that theme. Thefefore, as time did not allow a
cemplete treatment of the entire thought content of the play, the
writer faced in meny instances the necessity of selecting units of
action or dialogus that related to the major idea, as opposed to cer-
tain units that did not. In each case the ideas considered were
weighed against their importance to an understanding either of the

problem of paternity or the strugzle between the sexes.
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The second themmtic problem faced in making the television adap-
tation, one which was of major importance, was that presented by the
conditions of the medium itself, other than that of its time limita-
tion. As was emphasigzed by Margaret Weiss, the presentation of con-
troversial subject material on television must be handled with the
utmost care and delicasy. The writer must keep in mind at all times
standards of contimity acceptance, good taste, and deconcr.as Be-
cause the television program is received in the home, the television
writer must concern himself with the problea of suitability. In
writing an original television play, the writer can adjust the con-
cept of his material to suit the mature of these standards, dut in
n.l:ing an adaptatien this is not generally possible; consequently,
the television adaptor must consider the prodblem of continumity ac-
ceptance before selecting the play for treatment. This was & prob-
lem considered at some length in the chapter on selecting the play
for television.?’ At that time it was noted that the importance ef
Strindberg's theme was such as to warrant its production on tele-
vision. Although this was basically true, there were yet some ad-
Justmente needed in accordance with the National Association of Radie
and Television Broadcaster's television code. In thas code, for ex-
ample, the following statement appears from the section treating the

acceptability of program material:

26 VWeiss, 3p. git., p. 4.

27 The reader may refer to Chapter III, "Selecting the Play for
Television,® pp. 35-50,
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b. (1) Attacks on religion and religious faiths
are not alloved.

(11) Reverence is to mark any mention of the
name of God, His atiridbutes and powers.

In accoerdance with this rule of acceptance, certain portions of Strimd-
berg's theme had to be either adjusted or deleted. In the scene be-
tveen Nargret and the Captain in the first act, for example, the fel-
lowing lines appear:
NURSE: Oh, Mr. Adolf, yeu believe evil about every-
body. But you see it's because you haven't
the true faith, that's just vhat it is.

CAPT: Yes, you and the Baptists have found the only
true faith. You are indeed lucky!

In the context of these lines, and others, the Captain is made to
sneer at the thought of any religious blessing. Such an attitude
was not considered of absolute necessity to an understanding of the
Play, and, as its presence would be a violation of the television
material acceptance standards, it was subsequently deleted from the
adaptation.

In article (a) of the television code, broadcssters are forbid-
den the use of "profanity, obscenity, smt and vulgarity.®29 ihile
this ruling is open to censiderable debate regarding interpretation,
the writer did believe it necessary to alter the nature of the tele-
vision script to a certain degree in accordance with standards of
good taste. It was, for example, decided that such references to sex
Telations and sex acts as were contained in Strindberg's play would not

be contained in the adaptation. In the second act, for instance, the

28 NARTB, The Television Cods, p. 2.
29 Ibid., p. 2.
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Captain relates the history of an affair in these terms:
Once when I was making a trip on a steamer and sitting with
a few friends in the saloon, the young stewardess came and
flung herself down by me, burst into tears, and told us that

her sweetheart had drowned. We sympathised with her, and I

ordered champagne. After the second glass I touched her
foot; after the fourth her knee, and before moraning I had
consoled her,

Again, in the third act, the Captain speaks as follows:

The first weman I embraced was my enemy, for she gave nme
ten years of ililness in return for the love I gave her.

Althopgh both of the abeve statements contribute to an undsrstanding &
the Captain's character and to his belief in the untrustworthiness of
all women, neither can be said to be of such importance as to affect
the nature of the main theme. Therefore, their presence in the adap-
tation wvas not missed.

The final consideration given the treatment of Strindberg's theme
evolved around the nature of the actiom of his play, and the conflict
between Laura and the Captain. It is to be noted that the presentation
of theme is not limited to dialogue, as might have been gathered from
the above discussion. Theme is also emphasized in the nature of a
Play's action and the mature of its characters.30 Not only was it im-
portant for the writer to select for his adaptation those elements of

dialogue which contridbute to an understanding of the play's theme, dut

30 Here it should be pointed out that because theme is directly
related to action, the original theme of an author cannot be altered in
its dasic sense. To do this would necessitate a complete changs in ac-
tion and character. Therefore, the writer is more or less obligated to
accept a particular theme at the time he selects a particular play. 1If
the nature of the theme is such as %0 be wholly unsidised to the televis-
ion medium, the nmature of the action of the play will also be unsuited
to the medium,
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it was also important for him to consider the significance of each in-
volvement of character in action. It was necessary for the writer to
select certain units of action, to emphasize others, and to alter
still others, in accordance with the demands of the drama's main
theme. As Charles Adams has indicated,

Vith a theme every action and line of every character

will have a basic relationship to the theme of the

play and will advance the solution of it 31
In accordance with this fact, the adaptation probion faced by the
writer was once more ons of selection and emphaiais. The problea of
selectien of action according to the dictates of the major theme
involved a selection of those units of action which related directly
to the primcipal conflict between lLaura and the Captain, thus empha-
sizing by example or inference the struggle between the semes. The
problem of emphasis was faced in the writer's decision to foous
statements of theme in dialogue upon the prodblem of paternity, at the
expense, pessibly, of secendary elements concerning the relationships
between the sexes.

Beyond the problems discussed above, the writer also faced a

problem of theme clarification. Because the adaptation represented
& considerable reductien in time, the writer felt the need of a strong
smphasis on the impertant problem of theme, thus insuring, as much as
possible, an understanding ef the drama in the light of its philesophi-

cal framework. In the opening of the drame itself, it may be recalled,

31 Charles Adans,
(New York: Henry Holt and Compeny, 1953), p. 221,
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the writer inserted twe statements, one visually and the other aur-
ally, which were intended as a clarification of theme and eonflict.
It was believed that the two statements referred te would tend to
focus attention upon the essential nature and cause of the struggle
between Laura and the Captain about the control of Bertha. Other
thematic references could then be explained in the context of this
understanding.

In summary of this consideration of theme problems, it can be
stated that the theme of The Inther was shown in the adaptation in
tvo manners. TFirst, theme was stated, through character, by means
of dialegue, or what people say. The problem of paternity was ex-
pounded basically by this method. Secondly, theme was stated, or
inferred, by means of action, or what people do. The problem of
the struggle between the sexes was stated my this method. Other
secondary problems and ideas were then either related to the two
above conceptions, or eliminated from consideration either bdecause
of the medium's reception, in accordance with the FARTB'g standards
of contimity acceptance, on matters of good taste and decency, or
because of the time limitatien.

Zhe Problen of Opaning the Talsvision Play. The method employed
to open the television play is one of the most important problems faced
by & writer, for unless the opening eatches the immediate attention and
interest of the andience, the entire play may suffer. This problem is
further complicated by the two needs (1) to begin the action as soon
as possible, and yet (2) to pause long enough to orientate the audience
to the play by means of exposition. In any dramatic form it is always
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necessary to convey to the audience four impertant pieces of informa~
tion, As noted by John Howard Lawson, the playwright in any medium

eee 18 writing supposedly for people who, except on

a few historical subjects, know nothing of his material.

1f so, as soon as possible, he must make them under-

stand: (1) who his people are, (2) where his people are:;

(3) the time of the play, and (4) what in the present

and past relations of his characters causes the stery.32
In the theatre, playwrights are allowed by tradition a certain ameunt
of time to accomplish this necessity. But on television, as noted
earlier, this must be done almost at once. This is usually managed
by starting the action of the story as near as possible to the focal
point of the conflict, thus moving the play forward almost immediately.33
This is necessry, too, because of the limited time alloted to the tele-
vision playwright to tell his story. The questien naturally arises
how, then, can the playwright dispose of his exposition while at the
same time starting his action?! The answer to this question, one sup-
Plied by Stasheff and :Brotz.y* is that the writer for television mst
supply exposition in terms of action, action which will present and
define & clear-cut conflics, "which may be man against man, man against

circumstance, man against Fate, man against himeelf."35

32 Stasheff and Bretz, The Television Program, p. 182.
33 Adams, gp. git., p. 221.
34 Stasheff and Brets have written that, ",., it seems quite

evident that television drama requires & combination ot exposition
with actien at the beginning, and additional exposition, if needed,

as the following action progresses.® (The Televigion Program, pr. 184.)
35 Seldes, Xriting for Ialevision, r. 157.
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In adapting The Father, it was noted that Strindberjg opens his
stage play on a point of difference between the Captain and Nojd,
concerning Nojd's relationship to the servant girl, Emma, now with
child. This scene serves to intreduce to the theatre aundience the
problem of paternity, but it does not sufficiently explain the re-
lationships between the characters involved or point up what will be
the true nature of the conflict., Nurther, it focuses attention upon
Nojd and his problem, rather than upon the capfain. Therefore, it
was deemed nscessary to fit the time limitation of the television
medium by altering Strindberg's first scene in order to (1) intre-
duce all of the major characters and explain thoir relationships as
soon as possible, and (2) to point out in advance the temsion which
exists between the Captain and his wife, thus making more clear the
focal point of the major conflict.

The techniques used to capture viewer interest and to explain
the relationship between the Captain and his wife were (1) interest
to be captured by billing and opening the drams, (2) relationships
to be established by adding a scens $o the beginning of the drams,

The Use of Title Cards. In television, as in motion pictures,
i% is necessary that the program to follow be identified for the
audience. There are various methods in use for accomplishing
this need, but the most commonly employed is that of the use of title

cards printed with the necessary infermatien.3® The purpose of the

36 ¥. C. Eddy, op. cit., pr. 189.
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title card is twofold; (1) to give the necessary information cencern-
ing the name of the play, the author, the program, and the sponser,
if any, and (2) to properly orientate the audience to the mood of the
draaa to follow.

The method used to bdill The Father was intended to fulfill both
of these purposes. The use of a heavy music theme, backing the
printed titles, was a device intended to strengthen and build the
mood of the drama. Combined with the music was the symbolic repre-
sentation of a tragic mask, displayed on a dark field, a device not
uncomnon $0 the medium, but nonetheless effective. The association
of the music with the gymbolic mask was meant as & psychelogical
meed-building device, to prepare the audience for the play to follow
and to forewarn them ot the nature of the play. HNext, the titlercards,
noting the producing organisation and the name of thd play, were
superimposed over the tragic mask, thus contiming the suggestion of
prograa content, The name of August Strindberg was used with the
title of his play for obvious reasons, beeause it is a well-known
name, one wvhich could be ceunted on to capture interest, and because
of the associatien of a certain type of drama with his name.

After the title oards were displayed, & third card was drought
in, a card containing a quotatien frem one of Strindberg's works.
This is a device which is sometimes employed in metien pietures. Not
only does it force viewer interest andt eoncentration, bus it forms a
fooal peint for the pregram to follow. It gives the audience & par-
ticular foundation or reterence, to be used in the better understanding

of the motivating forces which will eontrel the actiens of the author's
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characters. In a recent motion picture, for example, The Men of tha
Rishting Iady, (an MGM releass) this technique was employed through
the use of a quotation from the writing of John Donns, the famous
®for whom the bell tolls® line. The quotation served etfectively

to underline the theme and meaning for the entire motion picture,

Yollowing the use of the quotation, the television screen was
taken "to black," a dwvice not unlike the lowering of the house lights
in a theatre, a traditional effect used $o announce the fast that the
play is about to begin.

The play itself was then opened en a photograph of the Captain,
Iaura, his wife, and Bertha, his daughter. By framing on the picturse,
the audience was visually introduced at once to the three principals
of the drama. The audience was also told by the faet that the cos-
tumes worn in the picture were of the late nineteenth century, what
the general setting would be and the time in which the drame would
taks place. Over the picture, an off-camera voice was used to speak
a few simple lines concerning the nature of the drama to be unfolded.
This technique is open to criticism, but it was believed that such a
reference over such a picture would create an image in the minds of
the audience which would hold through any additional introduction of
exposition. Alse, it was believed that such a reference would create
a certain amount of interest by making known that the play would de
coneerned with a most unusual type of conflict. The lure of the un-
usual or the exceptional, it was believed, is one which is fascinating

to most people.
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While the lines were to be spoken, it was deemed advisable to
dolly the camera slowly back away from the picture, in & movement
rexiniscent of the opening of a traveler curtain in the theatre, thus
placing the picture in a social perspective, the setting of the drama.
By so doing the audience would become aware visually of certain selec-
ted properties meant to set the dramas, an oil-lamp, & book, a pipe,

a table, and a room furnished appropriately in the style of the times.

Ihe Point of Attack, the Opening Scepe. The opening scene between
Laura and Margret served two purposes, (1) te introduce character and
character reference, and (2) to introduce expository information con-
cerning tﬁo conflict, then forming. The fact that their argument
revolved around a problem, that of Nojd, gave emphasis to the need
of a problem solution, one which the audience would be interested in
seeing ansvered. Therefore, a dramatic question was immediately
formed which gave rise to an element of suspense at the very begin-
ning of the drama., The fact that the question concerning ¥Nojd could
only be solved by the Captain served also to help define the charac-
ters of both Laura and the Nurse, thus intrvducing them $o the audience
at a much earlier time than they were in the original play.

The problem faced by the writer, and solved in part by the intro-
duction of the new material, was one of clariﬂcat;on. In Strindberg's
rlay, the major conflict between Laura and the Captain is not estab-
lished until midway through the first act, which is coantrary to the
principle of television production. Also, the introduction of a major
party to that conflict, laura, is reserved until the exit of the Pastor

and the conclusion of the business concerning ¥ojd. The writer of the
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adaptation, on she other hand, was under the impression that the scene
between the Captain and the Pastor could be made more effective if
Laura were introduced at an earlier time. By this means, the audience
would have an indication as to the character of Laura defore the two
men began to dimcuss her and her difficulties with the Captain. This
purpose was also behind the inclusion of the scene between the Pastor
and Laura before the entrance of the Captain,

The Problem of Yimal Exphasis. As was noted previously in this
study, the visual imege is & far more important factor in television
writing than its aurel counterpart.37 To the extent that this ig
true, the television writer must, therefore, write or think in terms
of pictures. This does not, however, mean that dialogue must be ne-
glected in order to give visual emphasis to the television play. It
must not be, for as Gilbert Seldes has pointed out, it is the spoken
word that determines what image the audience shall see.’8 Wnat i
really means is that the television writer should, when possible, vis-
uslize an action or an idea rather than describe that action or idea,39
According to Robert §. Greene, this can be done through the proper use
of three visual writing tools, (1) the set and the details of the set,

(2) actions, expressions and stage business, and (3) camera usage .0

37 See Chapter 1I, p. k.

38 Seldes, Nriting for Television, p. 53.

39 The television writer mmst beware of underrating the importance
of dialogue. The fact is that the dasic toél used dbetween humans for
communication is speech. When a person wishes something, or wishes some-
one to know wvhat he intends to do, he usually commnicates that know-
ledge by means of the spoken word. And when & person wishes someons to
undergtand the mature of his feelings, he usually speaks of those feel-
ings in as effective & manner as possidle,

40 Gr.m. Oop. glt_o. P. 6.
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In adapting Tha Father to television, the writer noted first of
all the virtual lack of overt physical actien in the play as Strindberg
conceived it. VWith the exception of Bertha's entrance in the first
act, the lamp-throwing incident and the Captain's attempt on Bertha's
1ife in the final act, the action of The Father is mostly of a limited
type. However, it was noted also that Strindberg's play did contain
other elements of visumal expression which were of equal importance, and
vhich could be effectively presented on television. The play contains
an abundance of character material, the picture of human beings mentally
struggling against each other as they are drawn closer and closer toward
an inevitable catastrephe. In viev of the possible effectiveness of
facial expressions and character reaction,%l it was believed that The
Jather would play very well on television in spite of ite lack of
physical activity. This belief, of course, recognises that action
differs in kind and degree, and as The Father contained a good amount
of the ome kind of action, its lack of the other was not regarded as

& severe handicap.

41 As was stated by Hoyland Bettinger,

One of the most dramatiecally powerful
techniques on televisioen ... is the
Juxtaposition of action and resction.
ese In & dramatic sense, the aundience
is mich more interested in what
Fosults from action, than in the ac-
tion itgelf.

Bettinger, op. git., pr. 92.
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Because the visual impact of reaction and expression in The Father
was potentially quite high, the problem taced by th§ adaptor of the
stage play, therefore, was to describe the reactions of character in
such a manner as %0 point up their importance to the television di-
roctor.“z In the television script such descriptions are usually far
more explicit than in the same script as written for the thsatre. This
is due primarily to the fact that the playwright in the theatre usually
thinks in terms of an entire action, an actien which fills the entire
stage and is visidble to an entire theatre, vhereas on television the
writer must write in terms of limited actions, as seen by the tele-
vision camera only.

Vhether he thinks in terms of shots or in terms of scenes, the
television writer must describe his action in such a manner as to in-
dicate wvhat the camera should be concentrating upon at any particular
moment in his play. That concentration may be upon a group of char-
acters, or upon one character out of a group. It may be upon a char-
acter reading a boek, or upon the book only. In any case, important
elements of the scene, those elements the writer wishes to emphasisze,

must be made clear in the script.

42 DNeedless to say, the dramatic situstions themselves would
have to be duilt in such a manner as to imply the need for reaction
shots. As this was the type of writing done by 8trindberg himself,
however, the television writer did not face the construction prob-

lem to any great degree.
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The third tool utilized by the television writer is, then, the
element of camera usage. As Robert Greene wrote,
The writer is not responsible for everything that
is done; camera angles, on the whole, are not in
his province, nor is he agked to anticipate con-
ditions on the floor when he is writing the script.43
However, the writer is asked to indicate where the important elements
of drama are to be found. He is asked to remember that the television
camera is flexible and mobile, ana can see various detalls of an over-
all stage picture. Therefore, the writer 1s asked to direct the cam-
ora to those elements of dramatic action and reaction in the overall
picture which will best emphasize the peint his play is to make, TFor
example, early ia the action of The Jather, at the conclusien of the
scene between Laura and the Pastor, the writer indicated the followings
LAURA: Then if it is nothing, you won't mind if I
leave you. I have some things to attend to
in the kitchen.
PASTOR: No, mo, sister. Of course not.
LAUBA EXITS. LET OUT LAURA AND REMAIN FRAMED
ON THE PASTOR. HE SITS IN A CHAIR KEXT TO
THE GREAT CLOCK AND SADLY SHAKES HIS HEAD.

CAPT: (VOICE OFF CAMERA, AGITATED AND IN ANGER)
Fojd! N&ja!

THE PASTOR LOOKS UP SHARPLY IN THE DIEEOTION
QF THE VOICE. CUT TO THE ENTRANCE WAY RIGHT,
AS THE CAPTAIN COMES STORMING IN, A CRUMPLED
SHEET OF PAPER IN HIS HARD. FOLLOW THE CAPTAIN.

43 Greene, op. m‘. P. 10,
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CAPT: Blast that stupid fellow! O©Ch, helle, Jonas,
Here already, eh? Good, good.
THE DAPTAINR CROSSES TO THE ARCEWAY.

CAPT: Nojd! FKoja! (HE TURKS) Confound that
blasted jack-an-spes}

The action described here served twe purposes. Like the stage ai-
Tections in a stage play, it indicated to the actors where, in gene-
ral, they were to be played. And it indicated to the television
director the general type of camera work demanded on the action.
Tirst, the writer asked for a reactien shot of the Pastor. Then,
at the sound of the Captain's voice, he indicated by the movement of
the Paster's head vhat the following shot should be, and then he
asked that that shot bde taken in order to bring the Captain into the
scene., It was not necessary for the writer in this case to call for
& specific shot, viz., a med. L.S., for in order for the director to
frame his camera en the Captain's entrance in such a manner as to give
him lesway te pan with the Captain's eress, such a shot would be inev-
itable, and the director would be well aware of that fact.
A second example of the camera usage described in the script in-
dicated the followving sransision between scenes:
LAUBA: But why don't you do it yourself, Doctor?
DOCTOR: Because the patient distrusts me, You, madanm,

would seea to be the logical one to do it, but

1 fear he distrusts even you,

LAURA FLUSHES AT THE DOCTCR'S REMARK, SHE

STARTS TO SPEAK, BUT EEFORE SHE CAN, THEY

ALL ARE STARTLED BY A LOUD CRASH FROM ABOVE.

THEY ALL LOOK UP, AND THE CAMERA PANS WITH
THEIR LOOKS. AS IT PANS, DISSOLVE 7O A
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CAMERA IN THE CAPTAIN'S STUDY. THE SECOND
CAMERA IS FOLLOWING A MOVEMENT SIMILAR TO
THE FIRST. IT MOVES ACROSS THE SCENE OF

THE CAPTAIN'S ROOM. THE ROOM IS A MESS OF
DESTRUCTION, BOOKS SCATTERED ABOUT THE FLOCR,
A CHAIR OVERTURNED, SCIENTIFIC INSTRUMENTS
SHATTERED, KFOTES TORN FROM THEIR BINDINGS,
THE CAPTAIN IS SEATED AT HIS DESK, HIS HEAD
IN HIS HANDS, AFTER A SECOND, HE LOOKS UP
AND STARES AT A PICTURE OF LAURA AND EERTHA
IN A FYRAME ON THE DESK EEFORE HIM. HIS FACE
IS CONTORTED WITH PAIN AND SUFFERING, THEH,
IN A FIT OF SUDDIEN ANGER, HE REACHES OUT ONE
ABM AND BRUSHES THE PICTURE AND BOOKS FRON
THE DESK TOP. THEY LAND WITH A CRASH ON THE
TLOOR, THE CAMERA MOVES DOWE TO FRAME ON THE
BROKEN PICTURR.

In this instance, the camera has been given story-telling power. By
moving from & scene where the subject had been the question of the
Captain's insanity, to a scene of wanton desSruction, the audiense is
led to & confirmatien of its suspicions regarding the actuslity of
that insanity. And by framing upon the tortured figure of the Cap-
tain and his reaction to the picture of his wife and child, the source
of that insanity is clearly peinted wp.

In doth of the illustrations above, it is to be noted, the camera
was asked to talks the position of the audience, to move from scene to
scene Or person to person, in such a manner as to tell the story as
clearly as possible. In neither case could the effect called for have
been duplicated in the theatre. This, by its nature, then, is the
true essence of the visualization process of making the television
adaptation, to tell the story in such a manner as to utilisze those
techniques of television production to effectively picture a story

intended for another medium.
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Another visual tool utilized in television writing is that of
writing in terme of the set and the details of the set. As can be
seen above, this is wsmally accomplished in terms of either the ac-
tion or camera usage. The writer notes in his stage directions that
the Captain is to cross from an entrance right to an archway left.
Therefore, Ey describing that action, he is &also writing in terms of
the set. The writer descrides a particular camera sequence, such as
the pan across the Captain's room, and by so doing he also describes
the elements of the set as seen by the camera, Or he utilizes cer-
tain objects within the set, such as the picture, to create a certain
visual emphasis on an idea, in this case the cause of the Captain's
suffering.

Earlier in this chapter a description was offered of the opening
of the television adaptation, This description, it is to be remembered,
contained elements of all three visual tools; (1) the set and the de-
tails of the set were used to describe the photograph and the objects
on the table, (2) actions, expressions, and stage business were used
in descridbing the entrance of laura, the FKurse, andi the Pastor, and in
the scene which followed, (3) camera usage was utilised by indicating
the 4olly away from the tadle and the pick-up of certain elements of
the action,

By visualizing the television adaptation in such a manner as
indicated above, the writer was aware that his problem was primarily
one of translation, that of taking material intended for ene medium
and translating it in a suitable form to another. In most cases,

the original material itself offered the writer the basis for his
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translation, in picture terms. For example, the first scene of the
third act, a scene not included in the finished adaptation, concerned
in part the noises vhich were heard coming from the Captain's room
upstairs, These noises were interpreted inte the picture of the de-
structien in the Captain's room. Also, in the stage version, the
Captain enters the scene in the last act in a state of mind indicating
his preocccupation over the problems of paternity. Although this scene
vas also deleted from the finished adaptation, the same impressioa was
éained from the picturisation of the Oaptain's suffering and his resc-
tion to the photograph of his wife laura and his daughter Bertha. It
was found, then, in preparing the adaptation of material for the tele-
vision medium, that quite often the writer can take the geram of ideea
communicated in several leng speeches, in the stage version, and trans-
late those ideas into a visual impression in a master of seconds dy
means of the television camera. In its essence, this is ons of the
fundamental techniques to be ueed in making the aaaptation,id

The Problen of Television Dislogus. In general, the fumctions eof
dialogue are the same in any medium of dramatic expression. They are
(1) to give informmtion, (2) to characterisze, (3) to convey emotion,
and (4) to further the dramatic action. The characteristics of dimlogus

4iy It is recogniszed, of ceurse, that the technique of pisturisa-
tion, as used to interpret ideas er impressions, can also be used for
purpeses of shortening the running time of a dramatic sequence, identi-
tying characters without the use of dialogue, gaining emotional effedts,
and providing relationships between characters, objects, or places.
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do, however, vary between the mediums. A speech which seeks, for
example, to further the action of a play may be written in one manner
for the theatre and another manner for television. The reason for
such a change 1ies not 80 much in the nature of the speech content,
or in the amount of it, as in the nature of the two mediums themselves.
Both television and the theatre have stabilized conventions of expres-
sion, which differ. Because the writer in the thesatre has upwards of
tvice as much time to develop his story, his dialogue usually contains
much more substance. The same dialogue on television would, conse-
quently, have to be compressed in order to achieve the same effect.
Likewise, because the theatre audience is accustomed to listening more
keenly to a stage play, the writer for the theatre usually places
greater emphasis on speech than on action. On television the reverse
is usually true. The television writer places more emphasis on piec-
turization, but uses sound to interpret the visual image. Because the
audience in the theatre is accustomed to "stage diction" and to .dra.-
matic effect, the writer for the theatre will often use an euphemistic
or epigramatical style. Vhereas, on television, the audience is used
to less talk and, except in rare cases of historical dramas, it ex-
pects the characters in the television drama to epeak in a life-like
manner, avoiding atfectations deemed “theatrical.®

In general, therefore, because of the distinctive features of
the television medium, television dialogue can be characterized as
follows:

1, If is umsually clear, direct, and to the point,

being in a vocabulary that is easily understood
by the average viewer.
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2, It is usually written in short speeches, thrown
back and forth between two or three characters.

The monologue, or long single speech, is most
often avoided.

3. It usually serves to emphasize the meaning of
the visual image.

Because of the characteristic differences between stage diction
and television dialogue, certain changes were made in The Father. It
was recognized, for example, that Strindberg was an extremely verbdose
playwright, basically because he used the spoken word as a toel for
an analysis of the character. Consequently, some of his speeches,
rarticularly in the second act, ran uninterrupted for as long as
twventy or thirty lines. As Bretz and Stasheff have observed, this
tyre of dialogue becomes oppressive on television, a medium where
brevity is essential,

ees the long, sustained speech of a dosen printed

lines ia the book will seem twice as long in the

TV script, and three times as long on the screenm,

Shorter speeches, thrown back and forth between two

or three characters, will convey the same thoughts

and promote the same dramatic action.“5
In most cases, therefore, Strindberg's longer speeches were either
trimmed to a more appropriate length, broken up with additional lines
of dialogue from other characters, or eliminated entirely.

Another technique common to the television medium, one often ap-
Plied in making an adaptation, is to state an idea in visual terms rsth-
or than aursl, This is a technigque termed the “use of the charade® by

Robert Greene.

4§ Stashetf and Brets, The Telavision Program, p. 174.
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The key to visual writing is the charade, A charadse
ie simply this: Through symbolic representation, an
idea is communicated. The idea may originally have
been stated in words, but the charade translates it
into a symbolic picture language which stands for the
same thing.

One example of this type of writing has already been described in the
section treating the problem of visual emphasis. Another appeared in
the first act, as follows:

DISSOLVE TO THE CAPTAIN'S STUDY. THE

CAPTAIN IS DISCOVERED AT HIS STUDY TABLE,

LOOKING THROUGH A SPECTROSCOPE. HE CHECKS

. A MINERAL SPECIMEN AGAINST A CHART, AND

SEEMS PLEASED WITH THE RESULTS. THEN HE

JOTS DOWN A BRIEF NOTE IN A BOOK AND TURNS

TO PICK UP A ILARGE VOLUME NEXT TO HIM. HE

SEARCHES THROUGH THE BOOK IN VAIN FOR THE

INFORMATION HE NEEDS., HE CLOSES THE BOOK

IN DISGUST, RIPS HIS NOTE FROM THE PAD AND

TEARS IT UP, THEN RE-EXAMINES THE MINERAL

SPECIMEN UNDER THE SPECTROSCOPE. HE IS

OCCUPIED THUS AS THE DOCTCR ARD LAURA ENTER,
The above charade communicates two basic ideas $o0 the television audi-
ence; (1) the knowledge of the nature of the Captain's scientific ex-
periments, and (2) the fact that his work is not going as well as

expected.

The Technigue of Dislozus Compression. Often, in making an adap-
tation, the writer is faced with the problem of retaining certain
pieces of information from a scens which he wishes to eliminate from
the final script. This problem was faced, for example, when the writer
discarded the scens between the Nurse and the Captain early in the first

act. The ssens was eliminated for two reasons: (1) because of the

46 Greene, op. cit., P. 23.
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Captain's remarks concerning religion, and (2) because it was deemed
advisable to have the Nurse accompany the Doctor to his new quarters,
After the scens was dropped, however, the writer still felt the need
te express the Captain's troubled mind concerning his conflict with
Iaura and his suspicions concerning the new Doctor, elements of dia-
logue contained in the scene eliminated. The method used in this case
was what might be considered & compression of dialogue. Both of the
ideas were retained in a short "thought® speech, which the writer com-
posed. The Captain's thoughts were to be recorded and played ¥"over
frame” while he reacted to them as he wrote of his fears in his person-

al reecord.

MARGRET AND THE DOCTCR EXIT, THE CAPTAIN
STANDS FOR A SECOKD, LOOKING AFTER THEM, A
PUZZLED EXPRESSION ON HIS FACE. THEN HB
CROSSES TO HIS DESK, PICKS UP A MINXRAL
SPECIMEN, STUDIES IT AND LAYS IT ASIIE.

HE SITS F(R A SECOED, THEN CPENS THE IESK
AND TRAWS FORTH A DIARY. HE BRGINS 20
WRITE. A RECORD OF HIS VOICE PLAYS OVER
THE FRAME AS HE WRITES.

CAPT'S VOICE: Things are not good in this house tonight.
They are all turning against me in this
fuss about Bertha. XKven the new Doctor is
againet me. VWhy, I do not know, but I fesl
as if semething must happen soon to break
the struggle between laura and myself. VYhat
it is, I don't know, yet. But I am sure
that something evil is on the wvay ...

The Technigue of Dialogue Imitation. Still another problem faced
by an adaptor is one of imitation. "Any additional dialogue written

by the adaptor will try to keep the style and feeling of the origimal,"+7

47 sStasheff and Bretz, Ihe Television Program, p. 174
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Several times the writer felt the need to include speeches in his
adaptation of The Father that were not contained in the original,
This necessitated an understanding of and a feeling for the origimal
material,

After & careful study, it was found that Strindberg's dialogue,
in most instances, followed one of two patterns. It was either sharp
and piercing, coming in quick thrusts and pointed phrases, or it was
long and easy, stylized in the manner of poetic diction. The scene
between Laura and the Captain in the second act contains elements of
both. By far the more commonly used style is the former, however, be-
cauge it suited the strong mature of Strindberg's theme and because
it wvas the more nmatural of the two. Consequently, in most cases,
additional dialogue was included in the script in this fashion, For
the opening scene, for example, the writer wrote the following lines.

NURSE: Mistress?
LAURA: Yes, Margret?

NURSE: Mistress laura, there is a great sin in this
house,

LAURA: Are you speaking of the servant girl's child,
0l4 woman?

NURSE: Yes, I am speaking of the child.
LAURA: And what do you expect me to do about it?

NURSE: You must ask Master Adolf to do what is right.
¥6j4 must be forced to marry the poor girl,

In tone and style, this dialogue exchange is quite similar to the one
utilized by Strindberg in the scens between lLaura and the Captain, as

reproduced bdelovw.
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LAURA: ¥What do you mean to say by all this?

CAPT: I feel that one of us muet go under in this
struggle.

LAURA: Vhich?

CAPT: The weaker, of course.

LAURA: And the stronger will be in the right?
CAPT: Always, since he has the power,

LAURA: Then I am in the right.

In the last annalysis, one fact was made clear to the vritpr in
making his adaptation. Much more of the original &ialogue must be
retained in the adaptation of a stage play than in either the adapta-
tion of a short story or of a novel, This is true, basically, because
the writer of a stage play will ususl}ly take pains to make clear,
through his dialogus, such dramatic elements as character motivation
and thought, both of which are essential to the television form as
well. Therefore, the writer of the television adaptation of Strind-
berg's play found the problem of dialogue less troublesome than the
problem of time. As a result, he was led to believe, as Robert Greene
stated, that the fundamental problem of eadaptation "is one of selection
and compression, w8

The Problem of Transition. In adapting The Father to television,
two additional locations were indicated for the action and several
Jjumps in time were found necessary. Because of this, some method had

to be found to join the various segments of action tegether. This is

48 Greene, gp. git., p. 141,
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the function served by the transition, a device used to bridge the
éAp between two actions separated by either time or space.
As was noted by Bretz and Stasheff:
The best transition is the one that is dest suited
to that which has gone before, and that which is te
come, and which leads us gently but inevitadbly on
to the next scene.
This means, in effect, that a transition must appear to grow out of
one scene and into another in such a manner as to maintain a contin-
uity between the t\;o actions., In order to accomplish this, the
tranesition must (1) be motivated, i.e., some cause for its being
must be shown either in the action or the dialogue, (2) it must
serve its purpose by orientating the viewer at once to the new ac-
tion or time, and (3) it must establish the dramatic relationship
between the two consecutive actions, 50
In making the adaptation of The Father it was decided that
relatively simple Sransitional devices should be employed because
of the lack of production facilities. For example, to bridge the
tike between the Captain's exit and the Doctor's entrance in the
first act, the tollowing directions were indicated:
THE CAPTAIN EXITS TO THE HALL. THE
CAMERA HOLDS ON LAURA AND DOLLYS IN
FR A C.U. REACTION SHOT, THEN PANS

DOWN TO HER HANDS. SHE IS WRENCHING
THE WEDDING BAND ON HER FINGER, TRY&

ING TO FREE IT. GO TO BLACK, COME
UP ON LAURA'S HAND, EXTEMNDED,

49 Stashetf and Bretz, The Television Program, p. 204.
50 Greene, gp. cit., p. 9.
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LAURA: Doctor Ostermark?! (OVER FRAME)

DOLLY BACK ON SAME SCEKE AS BEFCRE.

THE DOCTCR ADVANCES TO TAKE LAURA'S

OFFERED HAND IN A GESTURE OF FRIENDSHIP,
This transition sequence accomplished three purposes. First, by going
"to black,”® thus interrupting the action entirely, the time difference
between the two scenes was bridged. Because the amount of time was
insignificant in this case, it was not believed necessary to state it.
Secondly, by matching both the preceding action and the following ac~
tion en the same picterial detail, Laura's hand, a degree of visual
continuity was established. The third purpose of the sequence was
incidental to the transition itself. The concentration upon Laura's
hand was symbolic and thus served a dramatic function. As laura
wrenches at her wedding band, she emphasized her distaste for the
vews that bind her to her husband, and as she extends her hand to the
Doctor, it is suspected that she seeks an ally.,

One of the problems faced by the television writer, and solved in
part by the transition, is the problem of contimmous action. When,
for example, it becomes n'ocunrj to move & character from one set to
another, the writer must ped his action for a time sufficlient for the
character to make his move between sets. This problem arose when it
was decided te move the scene between the Captain and the Doctor in
the first act from the living room to the Captain's study. The transi-
tiomal device employed in this instance had to be ot such a mature as
to connect the two differené loocations in a continuous action, and yet
to allov the Doctor and laura time to make the change between sets.

It was decided to dissolve between the two actions, and to supply the
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Captain with a pieee of business with which he might occupy himself
until such time as the Doctor and his wife would appear. The dis-
solve is most often called for, in a case such as this, when a con-
nection is wanted between two actions occuring at the same time, but
separated by distance, This is true because the dissolve actually
connects the two different pictures, by dbringing ons out and the other
in at the same time, thus superimposing for a time one action on top
of the other. The action supplied the Captain in this case was in
the nature of a charade, and has been described in the section treat-
ing with the problem of dialogue. The charade referred to set the
scene for the actions to follow, by emphasizing the nature of the
dialogue content to follow.

Another transitional device used in the adaptation, one which is
quite familiar to the average viewer, was that of using a clock to
symbolize a passage of time. There is, for example, a difference of
some five hours between the first and second acts. Some method was
therefore needed to convey this passage of time to the viewer. The
moethod used was te open on the face of the grandfather cleck in the
living roem, and to0 dolly out on the scene between the Doctor and
Laura, This same technique was later utilised as a continmmity device
between the first and second scenes of the second act. The directions
which follow indicate how this was accomplished.

ATTER LAURA'S EXIT THE CAMERA FRAMES ON THE
DOCTOR. DOLLY IN FOR A C.U. REACTION SHO?
OF HIS TROUBLED FACE. DISSOLVE TO THE FACE
OF A RICHLY CARVED WALL CLOCK. THE TIME IS

NOW TWELVE THIRTY. ?PHE SOUND OF THE CLOCK'S
SWINGING PENDULUM IS HEARD CLEARLY. DOLLY
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BACK FROM THE CLOCK TO THE FIGURE OF THE
NURSE, SEATED IN A ROCKING CHAIR, KNIT-
PING, THE SOUND OF THE CREAKING CHAIR
OVERCOMES THAT OF THE CLOCK.

A different type of device from the one abeve was used to move

frem the Furse's reom dback to the main action in the living roea.
The method used was that of selecting & similar prop in both sets and
then using that prop as a bdbasis for the continuity between the two
scenes. This is & device which Robert Greene, for one, considers most
effective, for it creates a feeling of anticipation in the second
action, 5l A description of the use of this device follows:

BERTHA RISES TO EXI?, LET HER OUT AND

REMAIXN FRAMED ON THE NURSE. SHE LOOKS

AYTER BERTHA, A SAD EXPRESSION ON HER

FACE. THEN SHE PICKS UP HER GLASSES,

PUTS THEM ON AND REACHES FCOR HER BIBLE,

AT REST ON A SMALL TABLE BESIDE HER.
SHE READS ALOUD.

NURSE: The Lord is my Shepherd, I shall
not want... ete.

AS READS, DOLLY IN ON THE BISLE.

A8 THE BIBLE 1S FRAMED IN C.U. DISSOLVE
0 AN OPEN BOOK ON A MAN'S LAP (THE
DOCTOR'S), A LISTLESS HAKD LAID ACROSS
IT. DOLLY OUT T0 REVEAL THE DOCTOR

SEATED IN A CEAIR EESIDE THE CLOCK. HR
IS ASLEEP, THE CLOCK READS AT OXNE.

As can be gathered by the simple masture of the above transitions,
Ihe Father offered ne great problems in regard $o changing locations
and time. This was true, dbasically, because of the play's tight adher-
ence to the uaities of time, place, and action. In a manner of speak-

ing, the chief transitional problem faced was really not a transitiomal

51 Greens, op. git., p. 100.
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problem at all. It was the problem of arranging the action of the play
in such a manner as to take advantage of the characteristics ot the
transition, It is to be recalled that Strindberg's action was origi-
nally 1aid out in one set only. This immeaiately eliminated all tran-
sitions, except those of time, and placed a degree ot visual sameness
on the television adaptation., Consequently, in order to take advantage
of the medium's potentials of mobility ana flexibility, the writer de-
cided to shift portions of the drama to different locations, as indi-
cated above. This allowed him to utilize the ability to intercut be-
tween scenes and actions, thus enhancing the visualness ot the play
by breaking up the static effect of one location. By so doing, the
transition became a much more effective writing tool in the adaptation,
and the finished script was more in keeping with the demands otf the
mediuam to which the transfer was made.

dhe Problem of Determining the Production Style. Another reason
for selecting Ihe Father for television, one not particularly conndcted
vith the play's merit, was the fact that it offered possibilities of
being produced in a suggestive manner, As was noted by Brets and Sta-
sheff:

Certain promising trends have been aoon cee
which indicate that télevision can go far in

suggesting complex settings through a few set
plieces and the proper lighting. Various dra-
matic series, such as DuMont's Hands of Mystery,
used simple suggestive backgrounds; NBC's Cameo
Theatre pioneered in telling a story with simple
close-up shots against & pure black background.52

52 Stasheff and Bretz, The Telavision Program, p. 67.
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Although the actual problem of physical production is one which
rests primarily with the producing organization, the television writer
does have the responsibility of selecting a play and preparing a
script which is workable in terms of the limitetions of such an organ-
ization. Because the sslected play was to be presented under less
than average conditions, within a less than average production budget,
it wvas particularly important that the writer select a play for this
study that could be adapted along simple and practical lines. Such
potentials, normal to the commercial field, as film ¢lips, rear-screen
projection, special effects and realistic-type settings, were mostly
beyond the means of the Television Development Department of Michigan
State College, and the budget limitations of the production.

While it was realized that Strindberg's The Father was a natural-
istic play, it was also noted that its life-like nature was due not
80 much to its setting as to its theme and its characters., The actual
setting of the play is almost immaterial, serving only as & method of
containing the action of the play within the bounds of a stage. If
the setting were to be suggested rather than stated, therefore, the
play would not be handicapped. 1Its story and its message could still
be presented. In fact, the possibility existed that the story counld
be told in a mors forceful mannser by the elimimmtion of the physical
setting. Such an elimination would concentrate attention much more
¢losely upon character and theme,

It was decided, then, that The Father would be produced suggestive-
ly, against a black background, with the action contained within a min-

imum amount of space, as determined by set plieces to be utilized as
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boundaries. Such a style might not be appropriate for comedy, but it
seemed ideal for tragedy and for the psychological development of
character. The dark background combined with low-key lighting womld
heighten the mood of the drama, and the use of the close-up camera
would concentrate the attention of the audience on character.

Such a production style would 2lso be in keeping with the best
interests of the television medium, It would taks particular advan-
tage of the medium's sense of intimacy, for it would call upon the
use of the audience's imagination. It would emphasigze the character-
displaying potential of the medium, because it would utilige character
as the main instrument in the telling of the story. It would be econ-
omical to produce and would thus hold within the limits of a nominal
budget.

Such a dramatic production style would also be particularly ia
keeping with the production means of the educationgl outlet of Michi-
ean State College, and it would present & method whereby the very best
in literature could de produced within & limited space and a limited
budget.



CHAPTER V1
THE TRLEVISION GCRIP?



CHAPTER VI
THE TELEVISION SCRIPT

The television script included in this study is, with two excep-
tions, a copy of the one used in the production of The Father as pre-
sented over the Nichigan State College television system, March 7,
1953.1 The first exception in the script's reproduction is the fact
that it dees not comtain the technical directions used at the time of
its presentation. Thess are not included in the script bdecause they
do not reflect upon the nature of the study. The second exception con-
cerns the mature of the ferm followed. In writing the adaptation, the
NBC standard format was utilised. This form is characterised by having
all directions for both picture and sound located on the left-hand mar-
&in of the ptgo.z Jor purposes of conserving space, this format has
not been followed in the reproduction of the television script which

follows.

1 As seems trus vith s0 many writers, the adapter of Strindberg's
Play was gifted with a certain measurs of hindsight. Upon viewing the
production of his adaptation, therefore, he perceived elements in the
drama which could have been improved upon and which, if he were to re-
peat the adaptation process, would be treated in a different manner,
The writer's suggestions for revision, while not important to the nma-
ture of this study, have nonstheless been included in the following
seript, in the form of footnotes.

2 Greens, op. git., pP. 19.
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ZHE FATEER
ACT I

MUSIC: MOOD OVERTONES, UP HEAVY,

COME FROM BLACK TO OFEN ON A DARK TITLE CARD WITH A SYMBQLIC REPRE-
SENTATIOF OF TRAGIO AND COMIC MASKS ON THE LEFT SIIE.

SUPER IN OVER THE RIGHT SIDE OF THE CARD THE TITLE: “The Michigan
State Oollege Television Players Present”

DISSOLVE T0: "The Father by August Strindberg®

DISSOLVE TO: "Hatred and love! All is one, the same source of energy,
sonetimes positive, sometimes negative. But one and the same...®

§0 70 BLACK:

NUSIC: UP FULL. USE TO BRIDGE TRANSITION TO THE PLAY. HOLD UNDER
NARRATION FOLLOWING.

THE CAMERA OPENS ON A PHOTOGRAPH SET INTO AN ANTIQUE IRON FRAME. THE
PICTUEE IS OF A FANILY GROUP, POSED IN A STIFF, FOEMAL MANNER. THE
THREE PERSONS IN THE PICTURE ARE LAURA, BERTHA, AND THE CAPTAIN. BY
THE DRESS OF EACH IT SHOULD BE CBVIOUS THAT THE TIME OF THE PLAY IS
IN THE LATTER PART OF THE LAST CENTURY,

YOICE: (OVER FRAME) This is the story of a man and a woman., The
man, a respected Army officer and scientist; the wvoman, his
wvife. Happily married, once, there grew detween thea a
bitter hate, and over the soul of their only child they
tought 1like the jungle bdeasts... for their very existence.

AS THE VOICR SPEAKS OVER THE PICTURE, PULL AWAY FROM THE PHOTOGRAPH,
REVEALING A NINETEENTH-CENTURY TABLE, MARBLE TOPPED, WITH A CHIFA-
COVERED OIL LAMP, A FEW BOOKS, A PIPE AND TOBACCO HUMIDOR., PULL BACK
FAR ENOUGH TO REVEAL THE ACTION AS IT BEGINS. LAURA ENTERS THE SCENE
FRQM THE COVERED ENTRANCE WAY LEFT QF FRAME., SHE IS STOPPED BY
NURSE, MARGRET, WHO ENTERS CLOSE EEHIND,

NURSE: Mistress?

LAURA: (TURNING) Yes, Margret?

NURSE s Migtress laura, there is a great sin in this house.

LAURA Are you speaking of the servant girl's child, old voman?
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Yes. 1 am speaking of the child.
And what do you expect me to do about it?

You must ask Master Adolf to do what is right. FKéjd must
be forced to marry the peor girl.

I'm serry, Margret. Truly I am, dbut you know how things are
in this house. You know that the Captain will never willing-

1y do anything that I suggess.

But this time he must. The girl cannot be left without a
husband, It isn't right.

That's for the Captain to decide, Margret.

Then 1 must go to him myselt,

MARGRET ATTEMPTS TO PASS. LAURA STEPS BETWEEN HER AKD THE DOOR, HOW-

EVER, HER
LAURA:

NURSE:
LAUBA:
NURSE:
THE NURSE

ON LAURA.
LAURAS

ASPECT CHANGED TO SLIGHT ANGER.

(TAXING HOLD OF HER) You may net! You know that the Cap-
tain will not abide any interference in his affairs.

(FREEING HERSELF) Yes, Ma'am, I know that well emough, dut
it's made 1itsle difference before, when something was wanted
in this house.

(DISTUREED) What do you mean by thas?

Yell Ma'am, not that I mean to talk nene, bus you've always
managed te get your own way in matters concerning yourself,

(SPIFFLY) That will do, Margret. Leave me, or I shall be
pronhdo

VYery well, Ma'am, but remember. . . God does not smile on &
sinful house.

TURNS WITH A HUFY AND EXITS. LE? HER OUT AKD REMAIN FRAMED
LOOKS AFTER MARGRRE? CONTEMPTUOUSLY.

Yoolish 0ld wvoman. I wonder I stand her about. Her, and
her self-rightecusness.

AT THIS NOMENT THE PASTOR ENTERS FROM BEHIND,

PASTOR:
LAURA

Good evening, sister.

(TURNING TO GREET EIN AFFECTIONATELY, WITH A GREAT SMILE)
Jonas! But this is a surprise. (SEE GOES 70 MEET HIN)






PASTOR:

LAURA:
PAST(R:
LAURA:
PASTOR:

LAURA:

PASTOR;

LAURA:
PASTORS

PASTOR:

LAURA:
PASTOR:

LAURA:

PASTCR:
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(HE TAXES OFF HIS COAT, BRUSHES 1T, AND PLACES IT ON THE
RACK EESIDE THE DOOR) Not much of one, I sruss, sister.

WVhy do you say that?
(TURNING TO HER) You mean to say that Adolf hasii't told yom?
Told me what?

(IN DISEELIEF) Why, that he's fimally consented to Bertha's
confirmation, of course.

Has he? (SHE TURNS FROM HIM, OBVIOUSLY SO THAT HE WILL KOT
THE EFFECT OF THIS NEWS UPON HER) That is interesting.

(COMING UP CLOSE EEHIND HER) Well, he 4idn't come right
out with it, of course, dbut he did ask me over this evening
te discuss the matter.

I see.

But surely, he must have told you about it. You're the girl's
mother,

¥o, he d4idn't., But, then, my good husband has not seen fit
to talk with me of late about matters concerning my child,
Would you believe it, Jonas, I have to actually ferce him
inte conversation these days. He's 86 taken up with those
feelish experiments of his.

(SITTING) I see. Same eld troudble, eh! And after twenty
yoars being married.

(SHARPLY) How do you mean that}

(ERUSHING IT OFF) Oh, it's nothing, nothing at all. Just
talk,

Then if it's nothing, you won't mind if I leave you! 1 have
some things te attend te in the kitchen.

Yo, no, sister, of course not.J

3 Upon reflection, the writer realised that the scens between
Laura and the Pastor is dieassociated with the scene vhich directly pre-

cedes it.

A possible revision of the scene would, therefore, maintain

the subject of Nojd shrough this action by involving the Pastor in its
consideration.
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LAURA EXITS. ZIBT HER OUT ARD FRAME THE PASTCR. HE SHAKES HIS HEAD

SADLY.
CAPRAIN:

(VOICE OFF CAMERA, AGITATED AND IN ANGER) Nojd! Nojdl

THE PASTOR GLANCES OFF QUICKLY IN THE DIRECTION OF THE VOICE. CUT TO
THE SIDE DOOR AS THE CAPTAIN COMES STCRMING IN, A PIRCE OF CRUMPLED
PAPER IN HIS HAND, FOLLOW THE CAPTAIN,

CAPTAIN:

PASTOR:
CAPTAIN:

PASTCR:
CAPTAIN:
PASTCR?
CAPTAIN:

PASTOR:
CAPTAIN:

PASTOR:

CAPTAIN:

PASTOR:

CAPTAIN:

Blast that stupid fellow! OCh, hello, Jonas. Here alresady,
eh? Good, good., (THE CAPPAIN CROSSES TO THE CENTER ARCH-
¥AY AND CALLS LOUDLY ONCE MORE) N&jd! Noja! (HE TURKS
IN) Confeynd that blasted jack-an-apes!

Adolf, adbout Bertha's confirmmtion. . .

(WAVING HIN OFF) 1later, Jonas. I've some official business
to attend to, firset.,

Nojar
Yos, Nojd. That stupid little orderly of mine.
1 see, and what has he been up to now?

¥hat has he been up to, you ask? Here, read this., (HE BANDS
THK PASTOR THE PAPER ER HOLDS IXN HIS HAND) It seems that
F8jd has been cutting up with one of the servant girls sgain -
only this time he's gone $00 far,

(LOOKING UP WITH DEEP CONCERN) When did you learn of thist

Just this mimate. I dare say the wvhole village has heard of
it by now. They call i$ official channels. That letter is
from the magistrate. He asks what action I intend te take
in the matter.

And just wvhat are you going to de?! As his cemmanding offi-
oer, you really should do something, you knevw.

Don't you suppose I know that? I've sworn at him and flogged
him, and it hasa't had the least effect. As you're here,
won't you be good enough to give him a salking-to?! Yeu're
his pastor. Perhaps you oan make some impression on him.
After all, he should marry she girl.

(UNRASY) I see. In other words, you want me to preach to
him,

If you wigh to put it that way. Yes.
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And what effect do you suppose the word of God would have
on him?

I don't know, but promise me you'll try it anyway. Promise?

Ve'll see.

NOJD ENTERS FROM BEHIND AKU STANDS AT ATTENTION. HIS PACE IS EXPRES-

SIONLESS,
NGJD:
CAPTAIN:

NOJD:
CAPTAIX:

NOJD:

PASTOR:
CAPTAIN:
NOID:

- CAPTAIN:

NOJD:
CAPTAIN:

NOJD:

CAPTAIN:
Nb.TD:

ALTHOUGH HE APPEARS OTHERWISE QUITE NaRVOUS.
Ahen!

(TURNING ON HIM IN A HARSH MANNER) Oh, so you're here, now,
eh?

Did the Captain call, sir?

Of course I called, you mambskull. I've heard & few words
about yeu, concerning the girl Emma.

Yos, sir.,
Yhat have you got to say for yourselt?

Bless me, Captain, but I eonldn't talk avout it with the
Paster himself here.

(FLATTERED BY THE REFERENCE) New, now, don't be afraid of
me, my boy. I won't hurt you.

Come now, Nojd, you had best confess. You know what will
happen if you domn't.

Yos, sir. You see, sir, it wvas like this, sir. Ludwig and
I were at a dance at Gabriel's wvhen ., . .

Ludvig? Vhat has Ludwig got $0 do with it? Stick to the
truth.

Yos, sir., And then Emma said . . .

(IN THE MANNER OF A PROSECUTOR) Oh, 80 it was Emma who led
you astray, was it?! Is that what you're saying?

Vell, not far trom it, Captain. You know yourself that
unless the girl's willing......

(SHOUTING) I know myself, do I?

¥ell, now, I didn't mean tha$, Captain, dus . . .
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Oh, hang the story, man. I've had enough of your stories.
Come out with it straight. Are you responsidle for Emma's
é¢hild, or not?! (PAUSE) Well?

(SINPLY) Who knows?
(SOMEWHAT PERPLEXED) Eh? What's that? Don't you know?

¥hy, no, Captain, that is, you never éan be sure, now, can
you?

Nov, what do you mean by that, eh? (HE SPEAKS TO THE
PASTOR) This is terridble, isn't it?

It!'s the same 014 story over again. See here, Nojd, you
surely ought to mow whether or not you are the father of
Emma's child?

(DROPPING HIS EYRS) Begging the Pastor's pardon, sir, but
vho's to my?

(BREAKING IN) Are you trying to put the blame on Ludwig!
Is that vhat you're up to?

VWell, now, Captain, sir. It's not easy to say who's to
blame.

NQJD, HIS EYES CAST DOWNWARD, BEGINS TO TWITCH HIS HA? IN HIS HANDS
AND SHIFT FROM FOOT TO FOOT. HIS DISCOMFORT, HOWEVER, IS QUITE RQUAL-
BD BY THE CAPTAIN'S, WHO CAN SEE NO WAY OUT OF THE DIFFICULTY AT ALL.
SEEING NONE, HIS ANGER SEEMS TO GET THE BRST OF HIN.

CAPTAIR:

100 T

Baaal I oan't ferret out the truth of all this, nor is it
to my liking. It's a case for the courts, pure and simple.
(T0 WD) And you can consider youmself under restrisctien
until the magistrate dalls. And if I see you outside your
quarters during the next ferty-eight hours, I'll have you
before the review board as well. Now be off. I'm sick of
looking at you,

(ONLY TOO HAPPY TO ESCAFE) God save you, Captain, And yeu,
too, Pastor. (HE EXITS IN HASTE)

4§ 1If a revision of the adaptation were to be made, it is believed
that Nojd would be eliminated from the action entirely, although his
problem would be retained on a discussion bdbasis,

N
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CAPTAINt Oh, hang the story, man. I've had enough of your stories.
Come out with it straight. Are you responsible for Emma's
éhild, or not? (PAUSE) Well?

EOJD: (SINPLY) Who kmews?
CAPTAIN: (SOMEWHAT PERPLEXED) Eh? What's thas? Don't you know?

NOJD: Why, no, Captain, that is, you never éan be sure, now, can
. you?

CAPTAIN: Now, what 4o you mean by that, eh? (HE SPEAKS 70 THE
PASTOR) fThis is terrible, isa't it?

PASTOR: It's the same 0ld story over again. See here, Nojd, you
surely ought to know whether or not you are the father of
Bmma's child?

NOJD: ' (DROPPING HIS EYES) DBegging the Pastor's pardon, sir, bus
vho's to my?

CAPTAIN: (BREAKING IN) Are you trying to put the bdlame on Ludwig!?
Is that vhat you're up to?

¥oJDs VWell, now, Captain, sir. It's not easy to say who's to
blame. '

lldJ'D. HIS EYES CAST DOWNWARD, BEGINS TO TWITCH HIS HAT IN HIS HANDS
AND SHIFT FROM FOOT TO FOOT. HIS DISCOMFORT?, HOWEVER, 1S QUITE BQUAL~
BD BY THE CAPTAIN'S, WHO CAN SRR NO WAY OUT OF THE DIFFICULYY AT ALL.
SEEING NOXE, HIS ANGER SEEMS TO GET THE BBST OF HIM.

CAPTAIN: Baaal! I oan't ferret out the truth of all this, mor is it
to my liking. It's a case for the courts, pure and simple.
(TO NOJD) And you can consider yourself under restrictiea
until the magistrate dalls. And if I see you outside yeur
quarters during the next ferty-eight hours, I'll have you
before the review board as well. Now be off. I'm sick of
looking at you,

¥OD:®  (ONLY 200 EAPPY T0 ESCAFE) God save you, Captain. And yeu,
too, Paster. (HE EXITS IN HASTE)

4§ 1f a revision of the adaptation were to be made, it is believed
that Nojd would be eliminated from the action entirely, although his
proedlem would de retained on a discussien dasis,
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CAPTAIN: (HE TURNS TO THE PASTOR, SLIGHTLY PUT OUT BEECAUSE THE PAS-
TCR DID NOT COME TO HIS ASSISTANCE) Now, why didn't you
get after him, eh?! You only sat there and mumbled something
or other,

PASTOR: To tell the truth, I didn't know what to say. It's a pity
about the girl, yes, dbut more a pity about the lad. His
future may be ruined if he is disnissed from the regiment.

CAPTAIN: And what about the girl's future, eh? (THE PASTOR OFFERS
A SLIGHT SHRUG) Hump! Upon my soul, I should like to be
in the magistrate's position and judge this case. (THE
CAPTAIN CROSSES TO A SMALL SIDEBQARD AND POURS HIMSELF A

GLASS OF WIXE)

PASTOR: (RISING AND FOLLOWING) Well, well, I judge no ene. (HE
REFUSES THE CAPTAIN'S GESTURE COF A GIASS) But what about
Bertha'!s confirmation? You asked to see me about it,
didn't you?

CAPTAIN: (RECALLING) Oh, yes, so I did. But it was not in particu-
lar about her confirmation that I asked you to come by this
evening.

PASTOR: Really?! Why 4id you ask me, then!?

CAPTAIN: V¥ell, it's about Bertha, at least. But it's about her whole
future welfare. This house is full of women who all want
to have their say about my child's edmcation. My mother-in-
lav wvants to make & Spititualist of her. Laura wants her to
be an Artist. The governess waats her to join the Salvatioen
Aramy, and old Margret wants her to become a Baptist, like
yourself.5

PASTOR:  (BEGINNING TO UNDERSTAND) I see.

CAPTAIN: I am being constantly opposed in my efforts to develep the
child's character. Therefore, I have decided to send her
away from home.

PASTGR: (SITTING ONCE AGAIN) You have te0 many women trying to run
this house, Adolf,

5 In a revision the element of conflict between the Captain and
the members of his household would be limited, t0 emphasize the conflict
between him and Iaura only.
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(MOVING IN TO EMPHASIZE HIS POINT) You're right! You're
right, Jonas. It's like going into a cage full of tigers,
and if I didn't hold & red-hot iron under their noses they
would tear me to pieces any moment. (THE PASTCR FINDS THIS
COMPARISON AMUSING) And you laugh, you rascal. Wasn't it
enough that I married your sister, without your palming off
your old step-mother on me!?

But, good heavens, one can't have step-mothers about one's
house. It im't matural.

No, you think it's better to have mothers-in-law about
someons else's.

¥ell, we all have some burden in 1life . . .

But mine is certainly too heavy. I have my old murse inte
the bargain, who treats me as if I ought still to vear a
bib.

(POINTING A VARNING FINGER) You must keep & tight rein on
the women folk. You let them run things too much,

Now, will you please inform me how I'm to keep order among
the women folk. I can manage the men in the bdarracks with
no trouble, but women are beyond me,

VWell, Iaura was brought up with a firm hand, dus although she
is my owa sister, I must admit she yag presty troudblesome.
Sorry I can't give you any advice on that.

Laura certainly has her faults, but with her it isn't so
serious.

No, no, my dear fellow. She is the one who really wears on
you most. Tell the truth, novw,

(UPSET NOW) Good heavens, man, won't you understand the ser-
ioushess of the situation, must you treat everything with
levity? laura won't let Bertha leave her, and I feel she
can't be allowed to remain in this house any longer.

Ch, so laura won't let Bertha leave her, eh? Vell, then,
you are in for treuble. laura had a strange trait as a
child. She had to have her own way, and she wouldn't let
up until she got it.

Don't you think I've seen that trait often enough since
we've been married?
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PASTOR: I suppose so. But can't you compromise? VWhat deo you want
to do with Bertha that's so unpardonable?

CAPTAIN: (SITTING) You mustn't think I want to make a predigy of
her, or an image of myself. I don't want to educate her
exclusively for matrimony, as is the custom, for if she
were left unmarried she might fall upon hard times. On
the other hand, I don't want to influence her toward a
career that would require a long course of training which
would bde entirely thrown away if she should marry.

PASTOR: What do you want, then?

CAPTAIN: I want her to be & teacher. If she remains unmarried, she
will be able to support hersalf. And if she marries, she
can use her knowvledge in the education of her children.
Now, am I not right?

PASTOR: Yes, I would say you were quite right. But on the ether
hand, hasn't she shown a great talent for painting? It
would be a pity to waste it.

CAPTAIN: Talent, you say?! (HE RISES AND CROSSES TO A HIGHBOY,
WHERE HE PICKS UP A FOLIO OF PAINTINGS) Here, look at
these. (RETURNING) They are the sort of thing any schoeol
girl oan do.

PASTOR: Emm. I see. They are rather poor, aren't they!?

THE CAPTAIN PLACES THEM BACK IN THE FOLIO AND PLACES THE FOLIO ON THR
TABLE.

CAPTAIN: Then you see vhat I mean?

PASTOR: Yeés, but frem what Laura said, I gathered the girl had truly
a great taleant.

CAPTAIN: Laura is given to exaggeration, when it suits her purpose.

PASTOR: Well, then, I can see no hope for you, o0ld man. This situa-
tien could become very serioms, indeed. And, of course,
Laura has her supporters . . .?

CAPTAIN: Yes, you may be sure of that, The vhole house is already up
in arms over the prospect of Bertha's leaving. And betweea
ourselves, it is not exactly a nodble confliet that is being
waged from that quarter.

PASTCR:t What do you mean?
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CAPTAIN: ‘They all hint that men had better be omreful, because women
can 4o this or that nowadays. All day long, incessantly,
it is a conflict besween man and woman,

PASTOR: Ah, yes, the eternmal struggle.
SOUND: THE CLOCK STRIKES SIX.

PASTCR: Hm, (HE CHECKS HIS WATCH) Six o'clock., (HE RISES) I
really must be off,

CAPTAIN: What, leaving so soon! No, stay, please do. You know I'm
expecting that new doctor. Have you seen him?

PASTGR: (CROSSES TO COAT RACK) Oh, I caught a glimpse of him as I
ocame along. He looked pleecsant and reliadle . . . should
be an excellent replacement for old Doctor Norling.

CAPZAIN: That's good. De yoeu thihk it possible that he may become
ny ally?! I could use & good friend im the house with this
fuss over Bertha.

PASTCGR: VWho ocan tell?! It depends on how much he has been Smeng
wvomen. That's the question, you knev.

CAPZAIN: Here, let me help you with that,
THE CAPTAIN HELPS THE PASTOR ON WITH HIS COAT,

PASTOR: Thank yeu. (AS HE STARTS 70 GO, HE STCPS VWITH A SECOND
THOUGHT) Yeu know, Adolf, I've been rather concerned abeut
you, of late.

CAPTAIN: Concerned!?

PAST(R: Yes, you must take better oare of your hedlth, You seea
nervous. Perhaps if you had a talk with the new Doctor . . ..

CAPTAIN: Has Laurs put that idea into your head! TFor the past twenty
Joars she has treated me as if I were on the point of death.

PASTGR: laura? XNo. You make me uneasy abeut yourself. You're
spending too much time with those scientific expsriments
of yours., You den't get any proper rest. Take care of
yourself, that's my advice. And don't wvorry so mach. Half
the troubles in the world are caused by worry. Good bye,
and good luck., Gh, but didn't you want to talk about the
confirmation?

CAPTAIN: ©Not at all, for now. I assure you that matter will have %o
take its course in the ordinary way, at the cost of the
cleriocal conscience.
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PASTOR: Humm. I see, then I won't trouble you about it again,

Good bdye. Love to laura.
THE PASTOR EXITS. JFRAME ON THE CAPTAIN, WHO TURNS WITH A SERIOUS
EXPRESSION ON HIS FACE. HE CROSSES TO THE CENTER TARLE, WHERE HRE
STANDS FOR A MOMENT LOOKING AT THE FANILY GROUP PICTURE. HE SHAKES
HIS HEAD AND REACHES FOR HIS PIPE. THIS HE FILLS AND LIGHTS; AT
THAT MOMENT LAURA ENTERS FROM EEHIXD,
LAURAS Am I disturbing you?

CAPTAIN: (LOOKIEG ARCUND) Oh, Iaura. No, not at all, What 4id
you want?

LAURA: (IN AY EVEN TONE) I wanted to talk to you about Bertha.
CAPTAIN: (UNEASY) What about Bertha?

LAURAS You haven't hired the tutor I asked you to, for her art
lessons.

CAPTAIN: I don't think that will be necessary, now.
LAURA; And why won't it?

DAPTAIN: Because Bertha is going to boarding school in town. She
starts in tvo weeks,

LAURA: And that is the decision you and my drother arrived at
tonight?

CAPTAIN: No, I had alresdy come te that decision, and therefore it
only remmained for me to talk it over with the one friend I
and the family have in common., Bertha is . . .

LAURA: e « « $0 g0 to boarding school in town. To which boarding
school, if I may venture te ask?

CAPTAIN: (HE PICKS UP A BOOK FROM THE TABLE AND CROSSES TO A CHAIR)
Professor Safburg's.

LAURA$ Professor Safburg. That free thinker?! (SHE CROSSES ATTER
HIM, VERY ANGRY NOW AND DETERMINED TO FIGHT FOR WHAT SHE
CONSIDRRS HER RIGHT)

CAPTAIN: (SITTING) According to the law, children are to be brought
up in their father's faith.

LAURA: And the mother has no voice in the matter?
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CAPTAIN: None whatever.

LAUBAS That is to say, then, she has no rights concerning her
child.

CAPTAIN: No, none at all, She has s0ld her birthright by a legal
transaction. VWhen she marries, she forfeits her rights in
return for the man's responsibility of caring for her and
her chilédren.

LAURA: But if both father and mother should agree!?

CAPTAIN: (RISIFG) Do you seriously believe that could ever happen!?
1 wvant Bertha to live in town, te study something useful.
You want her to stay at home and play around with a lot of
foolishness. The arithmetical result would be that she
remain at the railway station midway between town and home.
This is & knot that cannot be untied, yeu see. (HE TURNS
T0 EXIT FROM THE ROON)

LAURA ¢ (TURNING AWAY FROM HIM, IN A YOICE ALMOST TO HERSELF) Then
it must be bdroken. (ALOUD) What did N5jd want here?

CAPTAIN: (STOPPING AT THE DOCR) That is an official secret.

LAURA: Which the whole kitchen knows.

CAPTAIN: (ANGRY NOW, HE MOVES TOWARD HER IN STAGES, THE BETTER 70
?gz.usmn EACH OF HEIS LIKES) Good, then you must know it,

LAURA: I do knew it.

CAPTAIN: And have your judgment ready-made?

LAURA: Ny Jjudgment is the judgment of the law,

CAPTAIN: But it is not written in the law whe the father of the child
is.

LAURA: (MATTER-OP-FACTLY) No, but one usually knows that.

CAPTAIN: VWise minds claim that one can never know for certain about
such matters.

LAURA:  (PAUSE, IN REACTION: CUT TO LAUBA ALONE) That's strange.
Can one never know who the father of a child is?

CAPTAIN: (OVER FRAME) No, so they claim.
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LAURA: (EER HEAD COMES UP IN A STRANGE MANNER, IXDICATING THE
NATURE OF THE THOUGHT WHICH HAS JUST OCCURRED TO HER)
How extraordinary. How can the father have such control
over the children, then? )

CAPTAIN: (CUT? T0 TWO SHOT) He has control only when he has amsumed
the responsibilities of the child. But, then, in wedlock,
there is no doudbt about the fatherhood.

LAURA

(TURNING SLOVWLY AROUND TO FACE THE CAPTAIN) fThere can be
no doubts then?t

CAPTAIN: VWell, I should hope not.
LAURA: (IN MEASURED TONES) But if the wife had been unfaithful?

CAPTAIN: (DISMISSING THIS STATEMENT) That's another matter. V¥ss
there anything else you wanted to say?

LAURA: (TURNING ONCR MORE AWAY FROM HIM) (COOLY) Nothing.
CAPTAIN: (ERHIED HER) Thea I shall go up to my room, and perhaps
you will bde kind enough to let me know when the new Doctor
arrives., He may want to let Doctor Norling's old rooms.
LAURA : Certainly.

CAPTAIN: (HE STARTS TO MOVE TOMARD DOCR) As soon as he comes,
you understand, for I don't want to seem rude to him,

LAURA$ (SOFTLY) I understand.
THE CAPTAIN EXI®?S. THE CAMERA HOLDS ON LAURA AND DOLLYS IN FOR A

C.U. REACTION SHOT, THEN PANS DOWN TO HER EANDS. SHE IS WRENCHING
THE WEDDING BAND OF HER FINGER, TRYING T0 FREE IT.

80 TO BLACK.
COME UP ON LAURA'S HAND, EXTERIED.
LAURA$ (OVER FRAME) Doctor Ostermark?

DOLLY BACK OF SAME SCEFE AS BEFORE. THE DOCTOR ADVANCES FROM THE
DOCRWAY TO TAKE LAURA'S OFFERED HAND IN A GESTURE OF FRIENDSHIP.

DOCTOR: Madan.
LAURA¢ Welcome, Doctor, you are heartily welcome. The Captain is

out but he will be dback scon. Please let me take your
thing'o
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(REMOVING EIS COAT?) Thank you. I hope you will excuse my
coming so late, but I have already been called upon to pay
some professional visits.

(HANGING THE COAT) Not at all. Sit down, won't you?
(SITTING) Thank yeu, the trip has been tiring.

(GOING TO SIDEBOARD) Perhaps you would care for a glass of
wine?! I have no doudt but that you are thirsty froam your

Journey.
You are really most kind. Thank yeu.

LAURA POURS THE WINE. AS SHE POURS, THE CAMERA FRAMES ON HER., HER
FACE REVEALS THE NATURE OF HER THOUGHTS, CALCULATING AND CRAFTY.

LAURA:

DOCTOR:
LAURA:

DOCTCR:
LAURA S

DOCTOR:

DOCTCR:

DOCTOR:
LAURA:
DOCTOR:

(FROM THE SIDEBOARD) As you mentioned it, Doctor, there is
a great deal of illness in the neighborhood now.

Nothing serious, I trust.

(RETURNING WITH THE GLASS) Oh, no, no, but then I do hope
you will find it pleasant here. 5o many doctors haven's.

(TAKING THE GLASS) Indeed?

(SITTING BESIDE HIM) Bus none of that now. I'm se happy
that it's you that has come to us. Yor us simple country
people, it is of such great comfort to find a doctor who is
interested in his patients, and I just know that the pleas-
antest relations will exist detween us.

You are indeed kind, and for your sake 1 hope that my visits
with your family will not bde caused too often dy necessity.

And I, Doctor.

Yet, as a newly-arrived physician te this area, I should
acquaint myself with its problems. Your family is; I de-
lieve, in good health as a rule?

Fortunately, we have beer spared acute illnesses . . .
Fine. 1 thought as much.

But still, things are not altegether as they should be.

(EE SETS HIS DRINK OX THE TABLE) Indeed?
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Heaven knows, things are not as might be wished.
Really, but now you begin to alara me.

(RISING, WITH HER HANDS FOLDED IN FRONT OF HER AS IF EX-
TREMELY NERVOUS) There are some circumstances in a family
which through honor and conscience one is forced to conceal
from the whole world . . .

(BECOMING IFTERESTER) Excepting the doctor, of course.

(QUICKLY SEIZING HIS POINT) Exactly. Therefore, I feel I
should tell you the whole truth immediately. Perhaps you
can help us, and ve do so need help.

(RISING) Shouldn't we postpone this conference until I have
had the honor of bdeing intreduced to the Captain? If the
problem is this serious . . .

(INTERUPTING) No. You must hear me Wefore seeing him.
(UNDERSTANDING) It relates to the Captain, then?

(TURNING AWAY HER FACE) Yes, it relates to him, my poor,
dear husband,

But wvhat is i$? Really, madam, you begin to 4larm me indeed.

It is not easy for me te tell you this, even though you are
the doctor.

(ATTEMP?ING TO HURRY HER STCRY) Of course, of course.

(PAKING OUT HER HANDEERCHIEF) Dector, I fear that my hus-
band's mind is affected. (SHE TURNS FROM HIM) FNow, you
know all, and may judge for yourself when you see him,

(INCREDULOUS) Surely, Nadam, you must be mistaken. I've
read the Captain's excellent trsatises on mineralegy, with
nothing but admiration, and have found that they display a
clear and poverful intellect.

Really? Ch, how happy I should be if we should all prove
to be mistaken.

You say, 'we.' There are others, then, wvho have noticed this
illness?

Of courese. 014 Doctor Norling himself knew of it, as does
the Captain's commanding officer, the Colonel, and his
friends.
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Humm, Then it is possible that his mind might be atfected
in other directions.
(SITTING) Yes, that is just what we fear, too. You see,
he has sometimes the most extraordimary ideas which, of
course, one might expect in a learnsd man, if they did net
have & disastrous effect on the welfare of his family.
(IN A PROFESSIONAL MANMER) What sort of ideas?
FYor instance, one of his wvhims is buying all kinds of things.
Really? But what does he buy?
Whole boxes of books that he never reads.

There is nothing strange about a scholar's buying books. I
nyself have in excess of two thousand velumes.

You don't believe what I am saying?

(OBSERVING HER CLOSELY) Well, Madam, I am convineed that you
believe wvhat you are saying.

(PAUSES FOR A SECOND, AND THEN LOOKS UP AT THE DOCTCR) Tell
20, then, Doctor, is it reasonmable to believe that one can
see what is happening on another planet by looking through a
micrescope?

(PROFOUNDLY INTERESTER) Dowse he say he can do that?
Through & microscope, yes.
This is serious, if it is so.

If it is so! Then you have no faith in me, Doctor, and here
I sit confiding the tamily secret to . . .

(DRAVING IN TOWARD HER) Indeed, Madam, I am honored by your
confidence, but as a physician I must investigate and ob-
serve before giving an opinien. Now, then, has the Captain
shown any symptoms of indecision or instability of will?

Has he! Ve have been married twenty years, and he has never
yot made & decision without changing his mind afterward.

Is he obstimate?

He always insists on having his owvn wvay, but then, once he
has got it, he adrops the whole matter and asks me to decide.
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Hnmm, This does demand close observation. The will, you
see, is the mainspring or the mind, and if it is affected
the whole mind goes to pieces.

Heaven knows thut 1 have taught myself to humor his wishes
through all these long years. Oh, if you knew what a life
1 hav; endured with him, Dector, if yow only kmew, (SHE
CRIES

Your misfortune touches me deeply, Madam, and I promise to
see vhat can be done. But after what you have told me, I
must ask you to avoid suggesting any ideas that might make
& deep impression on the patient, for in a weak mind they
develop rapidly and quickly turan to monemsiisa or fixed
ideas,

(LBCKING UP FROM HER HANDKERCHIEF, A STRANGE LOOK, AS IF AN
IDEA HAS JUST OCCURED TO HER) You mean to aveid arousing
his suspicions, Doctor?

Exactly. One can make the insans believe anything, just
because they are receptive te everything.

Indeed? (SHE RISES) Ah, then, I understand. Yes, yes,
you can count on my ceoperatien, Docter, but now you must
meet your patient. He is in his study.

(SURPRISED) In his study? But I theught yeu said he was
out . . .

(INNOCENTLY) Did I say that? Oh, surely you must have mid-
understood, Docter. (SHE POINTS THE WAY) Will you fellow
ne?

THE DOCTOR STANDS WITH A CURIOUS EXPRESSION ON HIS FACE, AS IF HE
DOESN'T QUITE KNOW WHAT TO MAKE OF THIS SITUATION. DISSOLVE TO THE
CAPTAIN'S STUDY. THE CAPTAIN IS DISCOVERED AT HIS STUDY TABLE, LOOK-
ING THROUGH A SPECTROSCOPE. HE CHECKS MINEBAL SPECINEN AGAINST A
CHART, ARD SEEMS PLEASED WITE THE RESULTS. THEN HE JOTS DOWN A ERIEF
NOTE IN A BOOK AND TURNS TO PICK UP A LARGE VOLUME MEXT TO HIN. HE
SEARCHRS THROUGH THE BOOK IN VAIN FOR THE INFORMATION HE NEEDS, SOON
CLOSING IT IN DISGUS?. HE RIPS HIS NOTE FROM THR PAD AND TEARS IT UP,
THEN RE-EXAMNINES THE MINERAL SPECIMER UNDER THE SPRCTROSCOPE. HE I8
OCCUPIED THUS AS THE DOCTOR AND LAURA ENTER THE ROOM,

LAURA:

CAPTAIN:

(FROM THE DOCRWAY) Adolf, I've bdrought the new Dector, as
you reque sted.

(RISING) Oh, here already, Doctor?! You are very welcome.
(HE REACHES OUT TO TAKR THE DOCTOR'S HAND)
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LAUBA EXITS, CLOSING THE DOCR BEHIND HER,

DOCTOR: (TAKING THE CAPTAIN'S HAND) Captain, it is a very great
Pleasure for me to make the acquaintance of se celebrated
& man of science.

CAPPAIN: (BRUSHING ASIDE THE COMPLINENT, BUT SEEMING PLEASED KONETHE-
1ESS) GOh, I beg of you. The duties of service do not allow
2o to make any very profound investigations. However, I do
believe I am really on the track of a discovery now.

DOCTCGR: (OBVIOUSLY REMEMBERING HIS CONVERSATION WITH LAUBA) Indeed?

CAPTAIN: Yes. Come here a moment, won't you! (HE MOVES THE DOCTOR
T0 HIS STUDY TABLE TO SEE HIS WORK) You see, I have sab-
mitted meteoric rocks to spectrum analysis with the result
that I have found carben, or at least I believe I have,

DOCTOR: Carbon?

CAPTAIN: Surely you knov wvhat that means, Doctor?t Carbon, a clear
trace of the existence of organic life on other plansts.
Yhat do you say to that, eht?

DOCTOR: (NOT TRULY IMPRESSED) And can you see that with a micro-
scope?

CAPTAIN: Ch, Heavens, no, Docter, with the spectrescope. You see,
1 merely place the specimen so that the light or flame shall
heat it sufficlently to emit its characteristic spectrum,
Then 1 analyze the spectrum to determine its chemical cem-
position., Simple, eh?

DOCTOR: Very. Pardon, then you will soon be able to tell us what is
happening on Jupiter.

CAPTAIN: BReally, Doctor. Kot what ig happening, but what has happened.
That is, if those confounded bdook dealers in Paris would send
me the books that I need.

POCTOR:  Books?

CAPTAIN: Yes. You see, Doctor, relatively little is known as yet in
the area of spectrology, with the result that few works are
available on the subject. I've tried to locate the ones that
are, but they never seem to arrive in time for my work. I am
coming to the conclusion that all the book dealers in the
universe are conspiring against me. Think of it, for the
past two months not a single one of them has even answered my
communications., (HE SIAMS HIS FIST ONTO ONE OFf THE BOOKS ON
THE TABLE) I shall go mad over it. I know I shall, and I
can't imagine vhat's the matter,
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DOCTOR: Ch, I suppose it's the usual carelessness. You mustn't let
it vex you so.

CAPTAIN: You don't seem to understand, Doctor. The devil of it is
that I shall not get my treatise done in time. If wvhat I
believe is true, it shall revolutionigze the thinking of the
world, and I know they are working aleng the same lines ia
Berlin. Gh, dut then, we shouldn't be talking about this,
but about you. Sit dewn, Doctor.

DOCTOR: Thank you., (HE SITS)

CAPTAIN: Now, then, being newly arrived to the country, you cannot
have found suitable quarters as yet. Now, if you care to
live here, we have rooms for you in the wing, that's where
014 Doctor Norling lived; dut, then, perhaps you would
rather live in the village?

DOCTOR: Just as you like, Captain,
CAPTAIN: XO, as you like. Which is it to be?
DOCTUR:  You must decide that, Captain.

CAPTAIN: No, it's nots for me to decide where you should live. You
must say vhich you prefer. 1 have no preference in the
matter, none at all,

DOCTOR: (PRESSING THE CAPTAIN SPILL FURTHER) Oh, but I really can-
not decide.

CAPTAIN: PYor heaven's sake, Doctor, say which you prefer. I have no
choice in the matter, no opinion, no wishes. Havea't you
the character to know what you want? Answer me!

DOCTOR: (SINPLY) Very well, if it rests with me, I prefer to live
here.

CAPTAIN: Thank you, (HE CROSSES 70 THE DOOR, THERE HE RINGS A SMALL
BELL LOCATED AT THE SIDE) I rang for the Nurse to show you
to your rooms, (RETURNING) You must forgive me, Doctor, bdut
nothing annoys me se much as to see people undecided about

anything.
DOCTGR: Of course.

MARGRE? ENTERS THE ROOM.

CAPTAIN: (MEETING HER AT THE DOCR) Oh, there you are, Nargret. Do

you happen to know whether the rooms in the wing are in
order for the new Doctor?
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NURSE:  Yes, sir, they are.

CAPTAIN: (MOVING BACK TO THE DOCTCR) Very well. Then I won't de-
tain you, Doctor. Yoeu must be tired. Good night, and
welcome once more.

DOCTOR: (RISING) Good evening, Captain, (THEY SHAKE HANDS)

THE DOCTOR STARTS TO EXIT, BUT IS STOPPED BY A FURTHER WORD FROM THE
CAPTAIN. THE NURSE REMAINS AT THE DOOR WAITING FOR HIM. SEEMS,
HOWEVER, TO BE PAYING MOHEE ATTRENTION TO THE CAPTAIN THAN TO THE DOCTCR.

CAPTAIN: (AS AN AFTERTHOUGHT) Oh, I daresay that my wife explained
conditions here to you a little, so that you have some idea
how the land lies, eh?

DOCTOR: (NOW AT THE DOGR) Yes, Captain, your excellent wife has
given me & few hints about this and that, such as were nec-
essary $0 a stranger. Thad's all, Good evening, Captain,
(HR AND THE NURSE EXI?T.)

MUS]IC: NOOD, SHEAK INTO BACKGROUND.

THE CAPTAIN STANDS FOR A SECQND LOOKING AFTER THEM, A PUZZLED EXPRES-
SION ON HIS FACE. THEN HE CROSSES TO HIS DESK, PICKS UP A MINKRAL
SPERCIMEN, STUDIES IT, AND LAYS IT ASIDE. HE SITS FOR A SECOKD,
THINKING, THE PICTURE OF EERTHA AND LAURA BEFORE HIM, THEN HE OPENS
THE DESK AKD DBAWS FORTH A DIARY, HE BEGINS TO WRITE, AS HE DOES SO,
A HEECORD OF HIS VOICE PLAYS OVER THE FRAME. DOLLY IN FGR A C.U., OF
TH= CAPTAIN.

YOICE: "Things are not good in this house tenight. They are all
turning against me in this fuss about Bertha. Even the nevw
Doctor is against me, vhy, I do not know . . . but I feel
that something must happen soon t0 breek the struggle bde-
twveen laura and myself. V¥hat it is, I don't kmow, yet.
But 1 am sure that something evil ison theway . . .%

BERTHA: (A LOUD SCREAM OFF CAMEBA, FROM THE HALL)

MUSIC: REACHES A HIGH PITCH AND CUTS COLD.

THE CAPTAIN REAC?S WITH A START AT THE SOUND OF BERTHA'S SCREAM. HE
STARTS TO RISE, AND AS HE DOES SO BERTHA COMES RUSHING INTO THE ROOM
IN TEARS. SHE FALLS INTO HIS ARMS, ON HER XNEES BEFORE HIN.

BERTHA: Yather! Father! Oh, Father! (SEE BRRAKS OFF IN SOBS)

CAPTAIN: (ATFEMPTING TO COMFCRT EER) My ohild, what is it? Speak,
girl, what's happened?
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(ALMOST HYSTERICAL) Help me, she wants to hurt me.
Yho wvants to hurt you?! Tell me.

Grandmother,

¥hat? How?

No, you mustn't be angry. It's my fault, really, for I
deceived her.

You deceived her?

Yes, but you musta't say anything about it. Promise me you
won't.

Tell me what it is, then.

In the evening she generally turns the lamp down, and thea
she makes me sit at a table holding a pea over & piece of
paper, And then she says that the spirits are to write . . .

¥hat's all this, and you have never told me about it?

Yorgive me, Father, I dared not, for Grandmother says that
the spirits take revenge if one talks about them.

Go on.

(IN C.U.) And then the pen writes, but I don't know whether
I'a doing it or not. Sometimes it goes well, but sometimes
it won't go at all, and when I'a tired nothing comes, but
then she wants it to come just the same. And tonight I
thought I was writing beautifully, but then Grandmother said
it was all from Stagnelius and that I had deceived her, and
then she got terridly angry.

(IN TWO SHOT, TIGHT) (HE LIFTS HER CHIN WITH EIS HAND AND
LOOKS HER IN THE EYES) Do you believe that there are spirits?

I donft know! I don't knowl
But I know that thére are nons.

But Grandmother says that you don't understand, Father, and
thas you do much worse things, you can see other planets,

(TAKING HOLD OF BERTHA, TIGHTLY, FCRCING HER 70 HER FEET)
Does she sy that? Does she say that?! And what else does she
ay?
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BERTHA: (FRIGHTENED) She says that you can't work witchery.

CAPTAIN: (CAIMING HIMSELF) Child, I never said that I comld, Now
listen. You know vhat meteoric rocks are, rocks that fall
from other heavenly bodies. 1 can examine them, and learan
vhether they contain the same elements as our own world,
That's all that I can tell, all anyons can tell.

BERTHA: But Grandmother says thats there are things that she can see
which you cannot ses.

CAPTAIN: Then she lies.
BERTHA (STANDING UP TO HIM) Grandmother doesn't tell lies.

BERTHA: Because if Grandmother tells lies, then Mother must lie,
to0.

CAPTAIN: 1 see.

BERTHA: And if you say that Mother tells lies, I can never delieve
ia you again,

CAPTAIN: I have not said so, and so you must believe in me now, when
I say that it is for your future good that you should leave
home, leave your Grandmother, leave your Mother, and your
Father, and go to town to learn something useful. Will
you?! V¥Will you do that for your Father?

BERTHA: Oh, yes, yYes! I should love that, to go to town, away from
here, anywhere. If I can only see you sometimes, often.
May I?! It's so gloomy and awful here all the time, like &
winter night, and then when you come, Father, it's like a
nev wvorld.

CAPTAIN: (TAKING HER IN HIS ARMS) My child, my dear child.

THE CAMERA PULLS AWAY FROM THE COUPLE PO LET IN LAURA, STARDING BEHIND
IN THE DOCRWAY. CUT T0 A MED. SHOT OF LAURA ALONE. HER FACE CONTORTS
IN HATE. HER EYES SEEN SHARP. THEN, AFTER A SECOND, HER ASPECT
CHANGES. SHE RELAXES, EVEN SMILES.

LAURA: Ch, so Bertha is here. Then perhaps we may have her own
opinion as to how the question of her future is te be de-
cided.

THE CAPTAIN PULLS AWAY FRON BERTHA, MOVING THE GIRL TO ONE SIDE, IN A
MANNER AS IF TO PROTECT HER FRON SOME ANIMAL GR OTHER FCRM OF DANGER.
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CAPTAIN: (ANTAGONISTIGALLY) The child can hardly have any well-
grounded opinion about what a young girl's life is likely
to be, wvhile we, on the contrary, can more easily estimate
what it might be, 28 we have seen so many young girls

grow up.

LAURA: (ADVANCIBG INTO THE ROOM) But as we are of different opin-
ions, Bertha must be the one to decide.

CAPTAIN: No! 1 let no ones usurp my rights of fatherhood, neither
women nor children., Bertha, leave us.

EERTEA CROSSES THE ROOM AND TURNS AT THE DOCGR, TO LOOK UPON BOTH O
HER PARENTS. SHE IS HURT AKD CONFUSED, NOT KNOWING WHY THEY CANNOT
AGm.6 SUDDENLY, SHE IS OVERCOME ONCE MORE. SHE LEAVES THE ROOM IN
TEARS.,

LAUBRA: (TURNING FROM WATCHING BERTHA'S EXIT) You were afraid of
hearing her opinion, becauss you thought it might be to my
advantage.

CAPTAIN: I know that Bertha wishes to go away from home to learn, but
1 also knov that you possess the power of changing her mind
to suit your own pleasure, even before my own eyes,

LAURA: Ch, and am I really so pewerful, then?

CAPTAIN: Yes, you have an almost fiendish power of getting your owa
way. But, then, so has anyone who does not scruple about
the way in which 1t ie accomplished.

LAURA I see . . . and Bertha is to leave now, is that right?

CAPTAIN: Yes. I shall make arrangements for her to start within two
weeoks,

LAUBA$ That is your final decision!?
CAPTAIR: Yes.

LAURA: (ALMOST LIGHTLY) Then I must try to prevent it.

6. As an afterthought, it is now believed that Bertha's scens with
the Captain should be altered considerably. As it stands, it hinders
rather than clarifies the mature of the conflict, because it introduces
the guestion of Bertha's Grandmother, a person not shown, and mentioned
only one other time. If the adaptation were revised, therefore, some
other method would be found to convey the impression of the emotional
strain on the girl caused by the nature of the play's conflict.
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You cannot.

(VICIOUSLY) Can't I? Do you really think that I will trust
my daughter to wicked people, to have her taught that every-
thing her mother has implanted in her child is mere foolish-
ness?! VWhy, afterward she would despise me all the rest of
her 1ife!

And do you think that a father should allow ignorant and
conceited women to teach his daughter that he is a charla-
tan?

(SIMPLY) It means less te the father.

Vhy so?

Because the mother is closer to the child . . . as it has
been discovered that ne ons can tell for a certainty who
the father of a child really is.

(WARILY) How does that apply to this case?
You do not know whether you are Bertha's father.

(INCREDULOUSLY) I 4o not know?

No. What no one knows, you surely cannot know. You said
&8 much yourself. Do you remember? I believe you weee
speaking of K6jd at the time,

Are you jéking?

No. 1 am only making use of your own teaching . . . the
teaching you find in all of these great books of yours . . .
Yor that matter, how do you know that I have not been un-
faithful to you?! I have had the opportunityl

(WAVERING) I believe you capable of almost anything, bdut
not that; nor do I believe you would talk about it if it
were true.

Suppose, then, just suppose that I was prepared to bear
anything, even to being despised and driven out, everything
for the sake of being able to keep and to contrel my child.
Yould you believe that? And would you then believe that I
am being truthful when I declare that Bertha is my child,
but not yours?! Suppose . . .

Stop . . .
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LAURA: Just suppose all this. In that ease, your power over Ber-
tha and me would be at an end, wouldn't it?
CAPTAIN: vVvhen you had proven that I was not the father?
LAURAS That would not be difficult. Would you like me to do so?
CAPTAIN: Stop . . . Please stop! (HE TRIES TO STGP EIS EARS)

LAURA (NOVING IN SHARPLY, HITTING EVEN HARDER) Of course, I need
only to declare the name of the real father . . .

CAPTAIN: Stop now, or else . . .

LAURA: Or else what? Shall we stop now? Think carefully about
all you do or say, and whatever you do, don't make yourself
ridiculous. I can't stand that.

CAPTAIN: (SITTING, EXHAUSTED) I consider &1l this most lamentable.

LAURA: ¥hich makes you all the more ridiculous.

CAPTAIN: And you?
LAURA: Ch, but we wvomen are really too clever.
CAPTAIN: That's why one cannot contend with you.

LAURA: (MATTER-OF-FACTLY) Then why provoke contests with a superior
eneny?

CAPTAIN: Superior?

IAURA: Yes, it's strange, but I have never looked at a man without
knowing myself to be his superior.

CAPTAIN: (TAKING HEART, HE RISES) Then you shall be mede to see your
superior for enee and for all, and so that you shall never
torget him!

LAURAS (IE A SNEER) That will be interesting.
CAPTAIN: Get out! Get out of my sight, you devil!

LAUBA SMILES COOLLY AT HER HUSBAKD, TURNS AROUND AND WALKS OUT, LEAVING
THE CAPTAIN A BROKEN MAN, HURT TO THE HEART. HE RUKS HIS HAND THROUGH

HIS HAIR, TRYING TO UNDERSTAND THE MEANING OF HER WORDS. HE SITS, NOW,
WITH HIS HEAD IN HIS HANDS, THE NURSE ENTERS, GLANCING BACK AFTER THE

DEPARTED LAURA. SHE SENSES THE TROUBLE IN THE HOUSEHOLD, BUT IS UNABLE
TO PREVENT THE CONFLICT. SHE CROSSES TO THE CAPTAIN, PLACING HER HAND

ON HIS ARM.
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Naster Adolf! What has happened? What's wrong!?

(LOOKING UP, A PAINED EXPRESSION ON HIS FACE) I don't know
what it is. I can't say. But can you explain to me why it
is that you women treat an old man as if he were still a
child?

That I can't answer, but it must be that all you men, great
and small, are women's children, every one of you.

(RISING) Margret, Margret, you have the soul of a philoso-
vher. 014 kinda heart. (HE CROSSES TO THE DESK AND PICKS
UP THE PICTURE OF BERTHA AND LAURA. HE LOOKS AT THE GIRL'S
LIKENESS KRENLY. THEN EE TURNS TO A MIRROR THAT IS HANGING
KEARBY AND LOOKS AT HIS OWN IMAGE.)

(MOVING TO HIM) Master Adolf, can't you speak with old
Margret? Man and boy, I've looked atter you, cared for you
as if I were your own mother. Do you remember, as a child,
how you used to turn to me for help when you feuna a problem
you could not solve?

Yes, Margret, I remember. But that's over now. It was
written somevhere that when a man becomes a man, he must put
away childish things. I don't remember now where I read
that, but the thought is good.

It's from the Bible. I read it to you eften.

Yes, I seem to recall, now.
then.

8o much has happened since
Margret, do you think that Bertha leoks like me?
Why, of course! You are like as two peas. V¥Why do you agk?
But you said that no child is born of man, and yet I am
Bertha's father, am I net? You believe that, don't you,
Margret?! You do believe that I am Bertha's father, don't
you?

Lord, how silly can a man get. And at your age.
you are Bertha's father. Now don't fret so.

Of course,

MARGRET PLACES HER HAND ON THE CAPTAIN'S ARN AND ATTEMPTS TO CAIM HIM,
HE IS, HOWEVER, BEEYOED THE STATE OF CAIM, NOW HIS ANGER AGAINST HIS
VWIFE TAKES HOLD ONCE MORE, AND HE PUSHES THE OLD WOMAN ASIDE,

CAPTAIN:

Leave off! You women are all alike. You all seek to take
hold of a man. Away with all hags!
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THE CAPTAIN RUSHES TO THE COAT RACK ON THE WALL BESIDE THE ENTRANCE
DOCR., THERE HE PUTS OF HIS CQAT, A GREAT ARMY COAT WHICH COMES ALMOST
TO THE FLOOR.

NURSE: Master Adolf, listen tome . . .

CAPTAIN: No. I'm through listening to you women.

NURSE: But vhere are you going? It's late now, and the weather
looks 1ike a storm.

CAPTAIN: Where I'm going is no concern of yours!

HE STORNS FROM THE ROOM, SLAMMING THE DOCR BEHINU. AS HE EXITS, THE
CAMERA SHOULD FRAME UPON OLU MARGRET. HER BOVY GOES LIMB, AND BHE SITS
WEARILY IN THE CAPTAIN'S OLD CHAIR. HER FACE IS SAD, FOR SHE TOO SUF-
YERS, BUT FOR A DIFFERENT REASON.

NURSE: (SADLY) Lord preserve us. Whatever will be the end of this?

MUSIC:  COMES UP FROM AN UNUER SNEAK, IT SHOULD BE SAD AND OF A
FOREBODING BATURE. UP FULL.

80 TO BLACK:
HOLD THE MUSIC UP FOR THE TRANSITION.

END ACT I
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AOT 11

MUSIO: SEGUE FROM THE OVERTONES UP CLEAR ON BLACK TRANSITION TO A
SOBRT OF HAUNTING TIME REFRAIN, THE MUSIC SHOULD TRY 70 SYN-
BOLIZE THE PASSING OF TIME.

UP ON A CLOSE PICTURE OF A SWINGING CLOCK PENDULUM.
HOLD ON THE PENDULUM FOR A FULL SECOND IN ORDER TO RRCEIVE THE EFFECT
OF THE OVER FRAME MUSIC. DISSOLVE SLOWLY THROUGE TO THE FACE OF THE
GRANDFATHER CLOCK. IT NOW READS MIDNIGHT. FPULL AWAY FROM THE CLOCK
T0 REVEAL LAURA STANDIEG ERSIDE THE CLOCK, HER FACE FULL OF CONCERN.

KUSIC: HOLD IN BACKGROUND FOR A FEVW SECOXDS INTO THE SCENE, THEN
SKEAK OUT.

SOUND:  THE CLOCK STRIKES TWELVE.

LAURA: Midnight, and he hasn't come home yet. (SHE TURNS TO THR
DOCTOR, WHO IS STANDING OYF 70 OKE SIDE.) Now we may fear
the worst., (THE CAMERA HAS BY NOVW REACHED A POINT WHERE
BOTH LAURA AND THE DOCTCR ARE VISIBLR)

DOCTOR: I wnderstand your apprehension, Madam, yet from what I
gathered during my conversation with him the case is not
fully proven to me. Do you remember, you said that he
had arrived at these astonishing resalts about other heav-
oenly bodies by means of a microscope. But now that I have
learned that it was a spectroscope, he is not only cleared
of any suspicion of insanity, but has rendered a great
service to science.

LAURA: (MOVING AWAY FRON HIM) Yes, but I did not say that. You
must have aisundersteod.

DOCTOR: MNadam, I made ocareful notes of our conversation, and I re-
member asking about this point because 1 did think I had
misunderstood you. One must de careful about such accusa-
tions, vhen a Certificate in Lumacy is in questiea.

LAUBAS (STGPPING) A Cersificate in Lunsey, d4id you sayt?

DOOTOR: (COMING UP EEHIND) Yes, you must surely know that an in-
sane person loses both civil and family rights.

LAURAS (TURNING SLOWLY AND SITTING) Why, ne, Doctor, 1 4id not
knov that,
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There was another matter that seemed to me suspicious, He
spoke of his comrunications to his book dealers being unan-
swered. Permit me to ask, if I may, if you, through motives
of mistaken kindness, no doubt, have intercepted them?

Yeos, I have. It wvas my duty, Doctor, to guard the interests
of the family. I could not let him ruin us all, without
some intervention.

Pardon me, dbut I think you cannot have considered the con-
sequences of such an act. If he discovers your secret in-
terference in his affairs, he will have some grounds for
suspicions, and they will grew like an avalanche. In doing
this you have thwarted his will and irritated him still more.
(HE SITS EBSIDE HER) Now, then, if I am to help him at all,
you must tell me what actually happened this evening after

I left. I must knov everything.

(TAKING O THE AFPEARANCE OF A WEAK FEMALE) Oh, Doctor, it
was terridle. He raved in the wildest wvay, and had the
strangsst ideas. He . . . he even believes that he is net
the father of his own child.

WY ... but that is strange. How 4id such an idea ever
come inte his head?

(INNOCENTLY) I really can't imagine.

But this cannot go on. Tell me, has the Oaptain ever had
such delusions before?

fu. 8ix years ago things were in the same state, and then
he, himself, confessed in his own letter to the doctor that
he feared for his reasea.

(RISING, HIS FACRE TROUBLED) Yes, I see nov. This is a story
that has deep roots that must be uncovered. Tell me, vhere
4o you think he is now?

I have no 1dea. He has such wild streaks.
Would you like $0 have me stay uantil he returans?

Yes, yeos, please do. Don't leave us, Doctor, If you enly
knew how treubled I am! If you only knew . . . (SHE CRIES,
HER FACE COVERED)

(CROSSES T0 HER) I understand, Nadam, and believe me, I
sympathyse with yeu., But now, doa't you think you had best
retire? I'm sure you must be tired. This has been & trying
evening.
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LAURA: (RISING) TYes, perhaps you are right, Docter. Good night.
(SHE SHAKRES HIS HAND AND MOVES TO THE DOCRWAY)

DOCTOR: Good night, Madam., (HE TURNS, RUBBING HIS CHIN IN DEEP
THOUGHT AS HE MOVES TOWARD THE CAMERA)

MUSIC:  TIME THEME: SNEAX INTO BACKGROUND.
LAUBA (TURNING AT DOORWAY) Doctor?

DOCTOR: Yes?

LAURA : Please help him.
UOCTR: Of course.

LAURA EXITS. AFTER HER EXIT THE CANERA FRAMES UPON THE DOCT(R. DOLLY
IN FOR A C.U. RRACTION SHOT? OF HIS TROUBLED FACE.

MUSIC:  UP FULL.

TO THE FACE OF A RICHLY CARVED WALL CLOCK OF THE CUCKOO VARIETY,
WITH A SVINGING PENDULUM EELOVW. THE TIME IS NOW TEELVE THIRTY. ZHR
S8OUND OF THE CLOCK'S PENDULUM IS HEARD NOW ABOVE THE MUSIC. DOLLY BACK
FROM THE CLOCK TO THE FIGURE OF THE NURSE, SEATED JN A ROCKING CHAIR,
KNITTING., THE SOUND OF THE CREAKING CHAIR OVERCOMES THAT OF THE CLOCK.

MUSIQ: SEGUE FROM TIME THEME TO MOOD OVERTONES. HOLD MOOD MUSIC IX
BACKGROUND F(R THE ENTIRE SOENE TO FOLLOVW.

AFPTER A SECCHD OR TW0O, BERTHA ENTERS THRE SCEKE, TO 8IT ON A SMALL STOOL
AT OLD MARGHET'S FERT. THR NURSE LOOKS UP AT THE ENTRANCE OF THE GIRL,
SURPRISED TO FIND HER STILL UP.

BERTHA: Nargret, may I sit with you! It's so frightfully lenely in
Ry TOOm.

NURSE: Tor goodness' sake, are you still up, Bertha?! But bless my
soul, this won't do. You must de up in the moriing, and it's
after midnight nev.

BERTHA: (LEANING HER HRAD ONTO MARGRET'S LAP) What dees it matter?
I don't dare sit up alene, I believe the spirits are at werk
tonight.

MARGRE?: (STROXING THE GIRL'S HEAD) There, there, you see, just what
I've said. Mark ay words, this house was net bduilt on &
lucky spet. What 4id you hear?

BERTHA: (SIT?ING UP) Think of it. I heard someone singing up ia
the attic.
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NURSE: In the attic? At this hour?

BERTHA: Yes, and it wvas such a sorrowful, melancholy song. I
never heard anything like it. It sounded as if it came frem
the store-room, you knew, where the 0ld cradle stands, the
one that was used for Father when he was a child.

KURSR! Dear me, dear me. And such a fearful night, toe. Ah, dear
child, may God have mercy on us poor simners.

BERTHA: JMargret, is it true that Father is 111?
NURSE: (SADLY) Yes, child, I'm afraid he is.
EERTHAt But how can he be up and around if he is 1117

NURSE: Now, then, never you mind about that, dear. You just run
along up %o bed, and old Margret will dbe in soon t0 see you
to sleep.

BERTHA: Good night, Margret. (SHE RISES AND LEANS OVER T0 KISS THE
OLD WOMAN GOOD NIGH?)

HURSE: (EOLDING THE GIRL FOR A MOMENT) Good night, my child. God
bless you., (THERE ARE TEARS IN THE OLD WOMAN'S EYES AS SHE
HIDS THE GIRL PO SLEEP)

BERTHA EXITS. LET HER OUT AND REMAIN FRAMED ON THE NURSE. SHE LOOKS
AYIER BERTHA, A 8AD EXPRESSION ON HER FACE. THEN SHE PICKS UP HER
GLASSES, PUTS THEM ON, AND REACHES FOR HER BIBLE, AT REST ON A SMALL
TABLE BESIDR HER. SHE READS AIOUD, IN A CAIN, CLRAR VOICE.

RURSE: The Lord is my Shepherd, I shall not wvant . . . e%c.

A8 SHE READS, THE CAMERA DOLLYS IN ON HER BISLE. AS THE BIsLE I8
FRAMED IN A C.U. DISSQLVR TO AN OPEN BOOK fN A MAN'S IAP (THE DOCTCR'S),
A LISTLESS HAND LAID ACROSS I2. DOLLY OUT TO REVEAL THE DOCTOR SEATED
IN A CHAIR EESIIE THE CLOCK. HE IS ASLEEP. THE CLOCK READS AT (NE.

MUSIC: THE TINE THEME COMES THROUGH THE MOOD MUSIC IX THE BACKGROUND
TO CREATE A HAUNTING INPRESSION FCOR JUST ONE NOMENT, THEN
IRIFTS AVAY., THE MOGD REMAINS NOW, AS BEFCRE, IN BACKGROUND.
HOLD INTO SCRNE, THEN SKEAK OUT.

THE CAPTAIX ENTERS THE SCENE, HIS COAT HANGING LOOSE, HIS TUNIC UNBUT-
TONED. HE REMOVES THE COAT AND HANGS IT ON THE RACK AND TURNS TO THE
DOCTOR. BY HIS WHOLE APPREARANCE, HE IS SUFFERING FROM NERVOUS STRAIN,
HE CROSSES TO THE DOCTOR, AND STANDS OVER HIM, COBSERVING HIN CLOSELY,
HIS EYES NARROWED. (CUT TO A MED. U.V. OF THE DOCTCR. IN HIS SLEEP
HE SEEMS TO SENSE THE PRESENCE OF THE CAPTAIN. HE BEGINS TO STIR FROM
HIS SLUMEERS,

. /J ..
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Ya...0, c.p“ilo
(SUSPICIOUSLY) Waiting up for me, Doctor?

Yhy, no, Captain., I, ah, must have fallea asleep while
reading.

I see. 1 thought perhaps you were here fer professiomal
reasons.

Professiom) reasons, Captain?

Yes. You nsed not deny that yeu are here te watch me,
Dector.

Watch you?

Yos, and if ] were not a man, I shoeuld have the right to
make accusations, or complaiats, as they are so cleverly
called. Perhaps I might even be able to give you the whele
diagnosis of my case, and, what is more, its history. (HE
TURNS AWAY) But, unfertusately, I ag & man.

(RISING) OCaptain, if you are 111, it will certainly net re-
flect upon your henor as & man $0 tell me 2all. Ia facs, 1
doght to hear the other side.

(PACING HIN) You have had enough in hearing the one, I
imagine, Doctor. 8o, good night.

(FEELING AT A 10SS) Goed night, thea, Captaia. I'm afraid
1 ean be of ne further use in this cass. (HE TURNS 70 EXI?,
BUT IS STCGPPED BY A WORD FROM THE CAPTAIN)

Are we enemies?

Far from it. But it is toe bad that we cannot be frieads.
Good night.

m’ mt“.
Yos?

Is it true that you can obtain striped foals if yeu cross a
mre with a sedrat

(ASTONISHED) Why, yes, perfectly true.

Is it true, too, that the foals continme to be striped if
the breed is contimed with a stallien?
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DOCTCR: (WONDERINGLY) Yes, that is trus, alse.

CAPTAIN: (MOVING IN) That is to say, them, that under eertaia con-
ditions, a stallion ean be sire to striped feals, or the
opposite?

DOCTOR: Se it seems. But what does this mean?

CAPTAIN: !horofou. an orfepring's likeness to the father preves
nething?

UDOCTOR: Well, I . . .
CAPTAIN: That is te my, thea, that pateranity cannet be preven.

DOCTOR: Oaptain, I believe it was Goethe whe said a man must take
his childream on goed faith.

CAPTAIN: Oh, but is's risky to take anything on geod faith where a
woman is cencerned.

DOCTUR: There are many kinds of women, Capsain, geod and bed,

GAPTAIN: Yow mistake yourself there, Decter! MNedera investigatiens
have proncunced that there is only ome kind!

DOCTOR: OCaptain, your thoughts are taking a morbida turn. You ought
to control thea.

CAPTAIN: You must not uee the term morbid, Doctor. Steam beilers,
as you know, explode at a cersain pressure, but the same
pressure is not needed for all boiler explesiens. Do you
understand!?

DOCTOR: I understand, Captain. Geed night.

CAPTAIN: Good night, then, Doctor, and yeu needn't fear. I'a not
ready to leave the dattlefield yet. I'm too much or &
soldier for that.

THE DOCTCR EXITS WITH BUT A PARTING LOOK, ONE OF DREP CONCERN. AFTER
HIS EXIT THE CAPTAIN GOES DIRECTLY T0 THE SIDE DOORWAY AMD PULLS BACK
178 COVER, TO REVEAL LAURA, PARTIALLY CONCEALED IN THE SHADOWS. A
SHAP? OF LIGHT FALLS ACROSS HER FACE, A FACE THAT IS NOW HARD AND BIZ-
TER.
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(MATTER-OP-FACTLY) Come in, and we'll talk. I heard yew
out there listening. It is late, but we must come to some
decision. (LAURA ENTERS THE ROOM, WARY OF SOME TRICKERY,
SHE GLANCES QUICKLY AROUND) He's gone. You have nothing
to fear. 8id down. (SHE DOES 80, HER FACE EXPRESSIONLESS,
HER ASPECT COLD) I have been to the pest office, late
though it is, to get my letters. (LAURA GIVES A SLIGH?
START) From theme (HE PRODUCES THE LETTERS) 4t appears
that you have been keseping back my mail, both coming and
going. The consequence is that the loss of tike has as good
as destroyed the result that I had expedted from my work.

It wvas an act of kininess on my part, as you neglected the
service for this other work.

(MR STIFFENS AT THIS PRONOUNCEMENT, BUT CONTINUES) It was
hardly kindness, for you were quite sure that some day I
should win more honor from that than from the service. But
you were particularly anxious that 1 should not win such
honors, for fear that your own insignificance would be em-~
phasised by it.

My insignificance?

(IGNORING HER COMMENT) In consequemce of all shis, I have
alse intercepted certain letters addressed to yeu.

That was & noble act.

It appears from these letters that for some time past you
have been arraying my o0l4 friends against me, by spreading
reports about ny mental condition. And you have succeeded
in your efforts, for now, not ens person exists froa the
Colonel dewvn to the cook who believes that I am sane.

And are you so sure of your sanity?

No, not now, You have succeeded in undermiaing my will to
such an extent that the whole works may go samsh any time.
Therefore, I will net now appeal to yeur feelings, for you
have none . . . that is your streagth. But I will appeal

to your better interests.

I'a listening.

You have succeeded in arousing my suspicions to such an ex~
tent that my mind is no longer clear, and my thoughts begin
to wvander. This is the appreaching insanity that you are
waiting for, vhich will leave you in absolute control of
the housshold. 80 you are face to face with the guestion
whether it is more to your interest that I should be sane
or insane,

N 2
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More to my interest?! I don't understand.,
vhat I went . . .

If I should have

Consider this, then., If I ge under, I shall lese the ser-
vioe, and vhere will you be then?! If I die, of course, my
life insurance will fall to you. But if I take xy ewn life,
Jou will get nothing. Consequeatly, it is to your imterest
that I should live out my life.

You say that you will kill yourself? Yeu won't do that.

Are you 8o mure?! De you think a man can live, when he
has nothing and no one to live for?

You surrender, then!?
Yo, I offer peace.
The conditions?

That I may keep my reason and fianish my werk.
Ay suspicions and I give up the conflict.

Free me from

Yhat suspicions?

About Bertha's origin.

Are there any doudbts about that?

Yes, 1 have doubts, and you have awakened them.

It

Yos, or have you 80 seon forgetten your statements of ear-
lier this evening?! Ilaura, free me frog the uncertainty.
Toll me outright that it is true, and I will forgive yeu be-
forehand.

How oan 1 acknowledge a sin that ]I have not committed?

¥hat does it matter, vhen you knov that I shall not divulge
it?! A man does not so0 easily throx his owa honor abeut.

If 1 ;ay it ien't true, you won't be convinced. But if I
sy it is, then you will be convinced. You seem to hope it
is true.

Yes, strangely enocugh.
position oan't be proven.

It must de, because the first sup-
The latter can de.
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(RISING) I believe you want to prove me guilty so that you
can got rid of me and then have absolute control over the
child. But you woa't catch me in any such smare.

(HE TAKES HOLD OF HER, FORCING HER CLOSER TO HIM) laurs,
save B and my reason. You don't seem to understand what I
smy. If the child is not mine, I have no control over her,
and don't want te have, and that is precisely what you de
want, isa't 4t? (HE DRAWS AWAY FROM HER) But, perhaps,
you wvant even more . . . t0 have power over the child, but
still have me to suppert you.

(BREAKING WITH HIN EFTIRELY) Power, yes! Power! What has
this wvhole life ana death struggle been for, but power?
(SHE MOVES T0 THE COUCH AXKD STANDS FROZEN IN POSITION,

HRER HANDS TIGHTLY CLENCHED IN FRONT QF HER)

To me, it has meant more. I de not beliwve in a life, for
mne, after death. The child was my future life. She was
for me & conception of immortality, anda perhaps the oaly
one that has any anslegy in reality. If you take that
awy frea me, You out off my life.

(SINKING 70 THE COUCH) Oh, why didn't we esperate in time?

¥We couldn't. The child bound us tegether like a link, And
then the link became & chain that grew se tight we couldn's
Ve . ¢ o

Adelf. I will swear by all that I hold sacred that you are
Bertha's father.

Yhat use is that, wvhen yow yourself have often said that a
mother can and ought to commit any orime for her child?

You misunderstood . . .

I understood perfeectly. laura, 1 implore you, as & wounded
p8n begs for a death-blow, please tell me the truth. (HE
KNRELS BEEFOBE HER) Don't you see I'm as helpless as a child?
Don't you hear me cemplaining as to a mother? Won't you
torget for one moment that I am & man, that I am a soldier?
Like a2 sisk man, I ask only for compassion. I lay down the
tokens of my power, and implore you to have mercy on my life.
(HE REMOYES HIS RANK AND INSIGNIA FROM HIS TUNIC AND PLACES
THEX IN HER LAP. THEN HE TAKES HOLD OF HER AND PLACES HIS
HRAD ON HER BRRAST AND CRIES)

(SURPRISED, SHE SOFTENS) What! Are you orying, man?
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CAPTAIN: Yes, I am erying, although I am & man, But, them, has not
a man eyes?! Has not a man hands, limbs, senses, thoughts,
passions? Is he not fed with the same food, hurt by the
same weapons, warmed and cooled by the same summer and winter
as & voman?! If you prick us, do we not bleed? If you tieckle
us, do we not laugh?! And if yeu poison us, do we not die?
¥hy shouldntt a man complain, a soldier weep?! Because it is
unmanly? ¥hy is it unmanly?

LAURA (SHE RUNS HER BAND THROUGH HIS HAIR) Weep, then, my child,
as if you were with your mother oance more. Do you remember,
Adolf, when I first came inte your life, I was like a second
mother teo you,

CAPTAIN: Yes, I rembmber, and because you were s0 you were allowed te
rule; and I, the commander at the barracks and before the
troops, became obedient to you, grew through you, leoked up
to you as to a more highly-gitted being, listened to you as
if I had been your undeveloped child.

LAUBA: And for that, I loved you, as & mother loves a child.

CAPELIN: But then I grewv tired of being a child ia your eyes, for I
believed you despised me for my ummahliness, and I resolved
$0 win you as & wvoman by being & man.

LAURAS (RETURNING 70 HERSELF) Yes, but that was your mistake. The
nother was your friend, you see, but the wvoman was your ememy,
and love between the sexes is strife. Do not think that I
OAve myself to you. I 4id not give, but I teok, vhat I
wvanted. But you had one advantage. I felt that, and I wvant-
od you to feel it.

CAPTAIN: (DRAVING AWAY FROM EER) You always had the advantage. Yeu
could hypnotise me wvhen I was wvide awake, so that I neither
sav nor heard, dbut merely obeyed. You could give me & raw
potato and make me imagine it was a peach. Yeu could force
me to admire your foolish caprices as though they were
strokes of genius. You could have influenced me to crime,
yos oven to mean, paliry deeds, because I was living in a
dream. I loved you, once, dbut wvhen I at last avoke frea
ay dream, I realised that my honor had been corrupted, and
& man cannot live without honor,

LAURA: (RISING) But a woman?

CAPTAIN: (FRAME ON THE CAPTAIN, DOLLY IX FOR A C.U.) Yes, yes, a
woman can, for she has her children, which he has not. Bus,
like the rest of mankind, we lived our lives uncenscious as
children, full of imegimation, ideals, and illusions, ana
then we awoke;: it was all over. But we awoke with our feet
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on the pillow, and he wvho vaked us was himself a sleep-
walker. VYhen women grev 0ld and cease $0 be women, they
get beardas on their chine; I wonder what men get, when
they geov 0ld and cease to be men.

Do you know, you should have been & peet.

(RISING) Who knows.

Nov, I am sleepy, 80 if you have any mere fantastic visiens,
keep them till tomerrew. (SHE STARTS TO EXIT)

(STGEPING HER) 7Firss, a worda more abous realities. Do you
hate me?

Yos, sometimes. Vhen you are a man.

This is 1like race hatred. If it is trus that we are decen-
ded from monkeys, at least it must be two separate species.
We are certainly not like ene another, are we?

Yhat do you mean to say by all this?

I feel that ens of us must go under in this stwuggle.

Te be sure, but which?

The weaker, of course.

And the stronger will be in the righs?

Always, since he has the power.

Then I am in the right.

Have you the pewer already, thea!

Yos, and & legal power with which I shall put yeu under the
control of & guardian.

Under a goaardian?

And then I shall edudate my child without listening to yeur
fantastic notions,

How can you have me put under a guardian?

(TAXES OUT IETTER) With this letter, of which an attested
copy is already in the hands of the Board of Lanacy.

Yhat letter?
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LAURA ¢ (BACKING ANAY TOWARD THE DOCRWAY) Yours! The declaratiea
you made to Docéor FNorling that you were insane. New you
have fulfilled your fuaction as an untortunately necessary
father and breadwinner, you are not needed any longer and
you must go. You must go, since you have realised that my
intellect is as strong as my will, and since you will not
stay and acknovledge it.

THE CAPRAIN, BROKEN BY THE STRAIN, SUDDENLY SEIZR® THE LIGHTRD IAMP
FROM THE TABLE AND RAISES IT ABOVE HIS HEAD, A WILD LOOK UPON HIS
FACE. LAURA SCRRAMS AS HE THROWS THE LAMP, BARRLY MISSING HER.
STANDS FETRIFIED, A LOOK OF FRQZEN HORROR UPON HER FACE.

NUSIC: WHAT WAS A CAIM, MOOD BACKGROUND, COMES UP FULL NOVW AS A
STRONG CRASHING CONFLICT THEME, BREAKING OVER THE ACTIOK,

CUR AWAY FROM IAURA AND TO THE CAPTAIN, NOVE IN TOMARD HIM FOR A
C.U. REACTION, FOCUS IN AND OUT AS THIS 1S ACCOMPLISHED.

VOICRS: JFADE IN AND OUT WITH POCUS, IN A NANKER TO INDICATR THE

FORCEFUL THOUGHTS WHICH ARE PASSING THROUGH THE CAPTAIN'S
MIKD.

LAURA: *You do not know that you are Bertha's father. You do not
know. You do not know that you are Bertha's father.”

BERTHA: ‘*Father, Father, Father!®

Q.
NURSE: "Why, Master Adolf, of course you are Bertha's father, of
course, of course, you are Bertha's father."

LAURA: *How do you know that I have not been unfaithful to you?
Hov do you knew?! How do you know?"®

BERTHA: "Father, Father, Fatherl®

THE CAPPAIN PLACES HIS HANDS OVER HIS RARS IN ORDER TO SHUT OUT THR

CORFLICTING SOUNDS FROM HIS NIND. HIS FACE 1S DISTORTED WITH PAIN AND
SUFFERING.

80 I0 RLACKs
RXD AC? II
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AC? 111

ON BLACK SEGUE TO SOF? MOOD THEME. HOLD IN BACKGROURD INTO
SCENE, THEN SNEAK OUZ.

OPEN FRON BLACK ON A CLOSE TWO SHOT OF LAURA AND THE PASTOR KEAR THE
GREAT CLOCK IN THE LIVING ROGM. IT IS THE AFTERNOON OF THE NEXT DAY.
LAURA IS SERATED. THE PASTOR STANDS NEAR BY.

PASTORS

LAURA:

PASTCR:

LAURA

PASTCR:

LATRA

PASTOR:

PASTOR:
LAURA ¢
PASTORS

LAUBA:

PASTCR:

PASTCOR:
LAURAS

e o o And you say it all began with his wild idea of not
boing Bertha's father?

Yes, and ended with his throwing the lighted lamp in my
face.

Dreadful! Fully developed insanity . . . and what is to be
dons now?

¥e must try to prevent further vielence. The Doctor has gone
to the hospital for a strait-jackes.

Deplorable, but I have alwvays expected scmething of the sort.
Fire and pewder must end in an explosion. Now, Sell.me,
Iaura, are you entirely blameless in all this?t (HE LEANS

IN BEHIED HER CHAIR)

(HER FACE TUREED AWAY FROM HIM) I? Why sheuld I be to blame
because & man goes out of his mind?

Well, well, I shan't say anything. After all, blood is
thicker than water.

(SHARPLY) What do you dare to intimate?
n“' 11““0
Yeos?

You can hardly deny that it suits you pretty well to de abdble
to educate yeur child as you wish?

(INNOCENTLY) I don't understand,

Hump! How I admire youl

Me?! H'm,

And I am to be guardian of that free-thinker?

Yos, &s You are the closest male member of the family.
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I can't say as I will relieh that. Do you kmow, laura, 1
have always looked on him as a weel in our garden. Even
vhen I was clesest to him.

And you dare say that to me, his wife?

You're strong, laura, incredibly strong. You're like a fox
in a trap. You would rather gnaw off your own leg than let
yourself be caught! ILiks a master thief, no accomplice, not
even your own conscience. Here, let me look at your hand,
(HE TAKES IT) Not a trace of the insidious poison! A 1it-
tle innocent murder that the law cannot reach, an uncon-
scious crime. Unconscious! What a splendid idea! (LAURA
WITHDRAWS HER HAND)

(RISING) You talk too much. Accuse me, if you can.
(VITH A SERUG) I cannot.

You see! You cannot, and therefore I am innocent. You
take care of your ward, dear bdrother, and I will take care
of mine. (SHE TURNS AWAY FROM HIM JUST AS THE DOCTOR EN-
TERS THE ROOM. HE CARRIES A PAPER-WRAPPED BUNDLE, WHICH
HE PLACES ON THE TABLE) Ah, good evening, Doctor, I
wvonder if you are convinced pow?

I am convinced, Madam, that an act of violence has been
committed. The question nowv is vhether that act ot vie-
lence can be considered an outbreak of madness, or of
passion.

But, surely, Doctor, apart from the actunl eutbreak, you
mst acknovledge that he has certain "fixed ideas.®

(COQLLY) I think that your ideas, Paster, are much more
fMo ’

My sottled views about the highest things are . . .

VWe'll leave settled views out of this. (T0O LAURA) Nedanm,
it rests with you to decide wvhether your husband is guilty
to the extent of imprisonment and fine, or should bde put
in an asylum! _Hov do you class his dehavior?

(HESITANTLY) 1 oannot answer thas now.

(PRESSING HER) That is to say that you have no decided opin-
ion as to wvhat will be most advantageous to the interests of
the family. VYhat do you say, Pastor?
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PASTORt Well, there will be a scandal in either case. It is not
easy to my.

LAURA : (NOW MAKING HER STAND FOR FEAR THAT THE CAPTAIN MIGHT YRT
ESCAPE HER) But if he is only sentenced to & fins for vio-
lence, Doctor, it is possible that he will repeat the vio-
lence.

DOCTR: (UNIERSTANDING) And if he is sent to prison, he will be
soon out again., Therefore, we consider it most advantag-
eous for all parties concerned that the Captain be immed-
iately treated as inemne. (HE LOOKS CLOSELY TOWARD BOTH
LAURA AXD THE PASTOR, IN TURN) That is what you mean to
sy, is it not? (NEITHER PARTY ANSWERS) I see. Vhere
is the Furse?

IAURAS Yhy?

DOCTOR: She must put the strait-jackst oen the patient. I have the
garment here. (HE FRODUCES THE JACKET FROM THE BUNDLE)

LAURA: But why doa't you do it yourself, Doctor?

DOCTOR: Because the patient distrusts me. You, Madam, would seem
to be the logical one to do it, but I fear he distrusts
even you.

LAURA FLUSHES AT THE DOCTOR'S REMARK., SHE STARTS TO SPRAK, BUT EE-
FOERE SHE CAN THEY ARE ALL STARTLED BY A LOUD CRASH FROM ABOVE, AS IF
SOMETHING HEAVY, SUCH AS A BOOXKCASE, WEEE PUSHED OVER, THEY LOOK
QUICKLY UP IN THE DIRECTION QF SOUND. THE CAMERA PANS WITH THEIR
LOQKS,

MUSIC: HRING IN FULL AED HOLD ACROSS TRANSITION. THEN SRGUE TO
MOOD THEME OVER SCENE IN CAPTAIN'S STUDY.

DISSOLVE TO A CAMERA IN THE CAPTAIN'S STUDY., THE SECOND CAMERA I8
FOLLOVWING A MOVEMENT SIMILAR TO THE FIRST. IT MOVES ACROSS THE SCEMNE
OF THE CAPTAIN'S ROOM. THE ROOM IS A MESS OF DESTRUCTION, BOOKS
SCATTERED ABOUT THE FLOOR, A CHAIR OVERTURNED, SCIENTIFIC INSTRUMENTS
SHATTERED, NOTES TORN FROM THEIR BINDINGS. THE CAPTAIN IS SEATED AT
HIS DESK, HIS HEAD IN HIS HANUS. AFTER A SECOED, AS THE CANERA MOVES
IN TOWARD HIM, HE LOOKS UP AND STARES AT THE PICTURE OF LAURA AIV BER-
THA ON TEE DESK EEFORE HIM. HIS FACE IS CONTORTEL WITH FAIN AND SUF-
FERING., SUDDENLY, IN A FPIT OF ANGER, HE HEACHES OUT ONE ARN AND
BRUSHES THE PICTURE AND BOOKS FR(M THE DESK TCP. THREY LAND WITH A CRASH
ON THE FLOOR. THE CAMERA MOVES DOWN FROM THE CAPTAIN TO FRAME ON THE
BROEKEN PICTURE.
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DISSOLYE TO A L.S. OF THE CAPTAIN'S STUDY, SHOWING THE DOOR ENTRANCE.
THE HANDLE TURNS, THE DOOR NOVES. THE CAPTAIN TAKES NO NOTICE. HIS
HEAD IS ONCE MORE IN HIS HANDS. ERRTHA ENTERS THE ROOM. SHE SHUTS
THE DOOR SOFTLY AMD STANDS FOR A SECOND LISTENING. THEN SHE TURNS
AND ADVANCES TO THE CAPTAIN. THERE SHE PLACES HER HAND LIGHTLY OX

HIS SHOULDER.

BERTHA: Are you il1, Father?

CAPTAIN: (HE LOOKS UP WITH A DAZED BXPRESSION ON HIS FACR) I?

MUSICs SEEAK OUZ2.

BEERTHA: De you know what yeu have done?! Do you know that you
threv the lamp at Mother?

CAPPZAIN: Did I?

BERTHA: Yes, you did. Just think if she had bdeen hurt.

CAPPAIN:
BERTHA:

CAPTAIN:

BERTHA :

CAPTAIN:

GAPTAIN:
BERTHA:

Would that have mattered?
You're not my father wvhen you talk like that.

(SUDDENLY JOLTED BACK INTO REALITY) W¥hat 4o you say? I am
net your father? (HE TAKES HOLV OF HER BAND) How do you
knov that?! Who told you that? Anewer me! VWho is your
father, then, whe!?

(TEARING HHRSELY AWAY) Not you, at any rate.

(RISING, HE TAKES HOLD OF HER ONCE MORE, FORCING T0 TURN
0 HIM) 8till nos I? VYhe, then? VWhot You seem to be well
informed. Whe teld you?! That I should live to sse my child
come and tell me to my face that I am not her father! Doa't
you know that you disgrace your mother vhen you say that?
Don'ts you know that it is to her shame if it is se?

(HER SPIRIT UP, BREAKS AWAY, STANDING OFF IN ANGER)
Don't you say anything bad about Mother, Do you hear?

No. You hold together, every ome of you, against me. And
you have always done so.

m. hth.rQ
(SHOUTING) Doa't use that word again!
(EEWILIERED) Father, what is is, Father?
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CAPZAIN: (TAKING HER IN HIS ARMS) Bertha, Bertha. Dear, dear
child, and yeu are my child. (HE HOLDS HER AT ARN'S
LENGTH, LOOKING AT HER) Yes, yes, it cannot be otherwise.
It 1s so. The other was only sickly thoughts that come
with the wind, like pestilence and tever. Look at me,
that 1 may see my soul in your eyes. Look at me.

(FROM THE CAPTAIN'S POSITION, THE CAMERA TAKES A QU. OF
BERTHA. SUDDENLY, HOWEVER, A CHANGE TAKES PLACE. DIS-
SOLVING THROUGH HER FEATURES IS THE FACE OF LAURA, SMIL-
ING AND CRAFTY.)

But I see her soul, too. You have two scmis, and you love
e with one and hate me with the other.

BERTHA BACKS AWAY FRON HIM IN FEAR. A STRANGREEES BAS COME OVER THE
CAPTAIN., 1IN HIS MIKD HE SEES LAURA IN BERTHA, ANV HE WISHES TO KILL
THE LAURA IN HER. HE MOVES AFTER HIS DAUGHTER, FCRCING HER INTO A
CORMER OF THE ROOM. HER HAND COMES UP TO HER MOUTH, HER EYES ARE
FULL OF TERROR AS THE OLD MAN ADVANCES.

CAPTAIN: You must have only one mind, which is the child of my mind,
and omdy one will, which is my will. You must have only
ons life, which is my life, and mine alone. Do you under-
stand, my dear? You must have only one being, which is
mine, mine!}

THE CAPTAIN'S HANDS SLIP UP FROM THE @IRL'S SHOULDERS TO HER KECK.
SHE STRUGGLES TO FREE HERSELF, AT LAST BEING ABLE TO EMIT A SCREAN.
AS SHE SCREAMS, OLD MARGRE? RUSHES INTO THE ROOM. WEARS A LARGE
SHAVL.

NURSE: Master Adolf! What are you doing?

CAPTAIN: (TURNIKG, A SICK MAN, EE LOOKS STRANGELY AT EIS HANDS.)
WYh .. .Idon't know, Margret . . .

NURSE: (KINDLY) Here, Master Adolf, you must come hers. Do you
understand?

CAPTAIN: (HE ALLOWS HER TO SIT HIN IN A CHAIR) Yes, Margret.
BERTHA WATCHES THE ACTION, TERROR-STRICKEN. OLD MARGRET REMOVES FROM
UNDER HER SHAVWL THE STRAIT-JACKET. TAKES A POSITION BEHIND THE
CAPTAIN'S CHAIR. BERTHA EXI®S.

MUSJIC: SNEAK IN MOOD OVERTONE., BACKGROUND.
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Master Adolf, do you remember when you were my dear little
boy and I tucked you in at night, and used to repeat:

“God who holds his children dear” to you, and do you remem-
ber how I used to get up in the night and give you a drink,
how I would light the candle and tell you stories when you
had dreams and couldn't sleep?! (SHE STANDS BEHIND HIM,
RUBBING HIS HEAD, CAIMING HIS TATTERED NERVES)

Ge on talking, Nargret. It soothes my head so. Tell me
some more.

Ch, yes, but you must lister, then. Do you remember when
you were 1ittle, and had to be dressed, and when you didn't
want to, 1 had to dress yeu, and then how I had to0 coax yeu
and say that you should have a coat of gold and be dressed
like & little prince. And then I took your 1ittle blouse
that was just made of green weol, and held it in front of
you and said, in with both arms (THE CAPTAIN REACHES INTO
THE JACEET), and then I said, "Now sit nice and still while
I dbutton it down the back,” and then I said, "Get up, now,
and let me see how it fits." (THE CAPTAIN STANDS) XNow,
walk acress the floor, like & good boy, so nice. (THE CAP-
TAIN DOES AS DIRECTED) Now you look like such a little
gentleman, 80 like a 1ittle gentleman. (THERE ARE TRARS IN
HER REYES AS SHE SPEAKS) Now, then, do you remember when I
said, "you must go to bed.* There in front of you, the one
that your own father made for you. (THE CAPTAIN SITS ON THE
COUCH., NARGHET MOVES TO HIM AND BEGINS TO HELP HIN DOWN 70
HIS BACK)

SHEAK OUT.

(HE STIRS HIMSELF TO REALITY) What did you ssy, Margret!
¥as I to go to bed when I was nevwly dressed? (HE SEES HIS
POSITION AND TRIES TO FRER HIMSELF) Wh. . . Thunderation!
What have you dons to me? What have you done? Gh, you
cunning devil of a woman! Who would have thought you had
so much wvit. Trapped, shora, outwitted, like an animal,
and not be able to die like & man.

Forgive me, Mastor Adolf, forgive me. I wanted to keep you
from hurting your child.,

Wby didn't you let me?! You say that death is the kingdom of
Heaven, and that children belong to Heaven.

But who ocan say wvhat comes after desth?
But that is the only thing we do know, It is of life that we

kmow nothing. Oh, (HE RELAXES TO THE COUCH) if one had only
known that frem the beginning!
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LAURA ENTERS THE ROOM ANLU WAVES MARGRET TO ONE SIDE. SHEE MOVE® DI-
RECTLY TO THE CAPTAIN WITHOUT A WORD. SHE STANVLS FCR A SECOND LOOK-
ING DOWN AT HIM, AND THER SHE REACHES OUT HER HAND AS IF TO TCUCH
HIM. HE SHUDDERS IN REYULSION.

CAPTAIN:

LAURA

CAPTAIN:

CAPTAIN:

CAPTAIN:

LAURA:
CAPTAIN:

Witch! Witch! Don't souch me . . . don't!

(REMOVING HER HAND) Adolf, listen to me. I don't Xmow
shat I ever thought or even intended what you think I
did. It may be that & desire to be rid of you as an ob-
stacle to my course lay at the bottom of it, and if you
see any design in my behavior, it is possible that it
existed, although 1 was unconscious of it. I have never
thought how it all came about, dut it is the result of
the course you yourself laid out. Of that I am certain,
and before my God and my conscience I feel that I am in-
nocent of any wrong, even if I am not.

A1l that sounds plausible. But how dees it help me?
I don't knovw,

And whose fault is it? Perhaps spiritual marriages! Yes!
Yormerly, you know, one married & wife, now one eanters into
partnership with a businesswoman, or lives with a friend,
and then one ruins the partnership and dishonors the friend!
What has become of love, Laura, strong, healthy love! Has
it died in the transaction?! And vhat is the result of this
new love in shares, payable to the bearer without joint
1iability? V¥Who is the bearer when the crash comes? Who is
the father of the spiritual child, lsmra, who!?

As for your suspicions about the child, Adolf, they are ab-
solutely groundless.

Yes, I know that, now, and that's just vhat makes it all so
horrible. If at least there were any grounds for my sus-
picions, it would have been something to get hold of, to
cling to, to fight. A fatal reality would have called forth
resistance, stirred life and soul to action.

Adolf?
(T0 HIMSELF) Now my thoughts dissolve into air, and my

brain grinds a veid until it is on fire . . . (HE SINES
INTO A SLUMSER)

THE DOCTCOR AND THE PASTOR ENTER BEHIND. ILAURA GOES TO MEET THEM., THEY
STAND IN CONVERSATION FOR A MOMENT, THE TWO MEN TAKING OCCASIONAL
GLANCES IN THE DIRECTION OF THE CAPTAIN. THE NURSE WEEPS TO HERSELF
IN THE BACKGROUND.
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MUs]c: SNEAK INTO BACKGROUND, SOFT MOOU., UNDERPLAY SCEXE.
CAPTAIN: (WEAKLY) Ilaura? Where are you, laura?
LAURA: (RETURNING TO THE CAPTAIN'S SIDE) Yes? I'm here.

CAPTAIN: Iaura, do you remember when we were young and we shlkea in
the birch woods, with the primroses and the thrushes?
Glorious, glorious! Think how beautiful 1ife was, and what
it is now., 7You didn't want to have it like this, nor dia I,
and yet it happened. V¥hy, Laural! Why did we let it happen
like this?

LAURA FALLS DOWN BESIDE THE CAPTAIN, ON HER ENERES. SHE IS CRYING.
IT IS ALMOST AS IF SHE WERE A DIFFERENT PERSON. PERHAPS SHE IS.

LAURAS I don't know. God help me, I don't know.

CAPTAIN: (HE STRAINS TO RISE) Don't ery, Laura. It's not your
fault. You never really wanted it this way, not really.
There's something evil in the world, and it's seised
upon the souls of men . . . (HE FALLS BACK ON THE COUCH,
HIS BREATHING HEAVY AND LABCRED)

LAUBRA: (LOOKING UP) Adolf?! Adolf?! Doctor! Doctor, do some-
thing!

THE DOCTOR MOVES TO THE CAPTAIN, EERDS OVER AND RAISES HIS CLOSED
EYELID, THE EREATHING HAS STCPPEV. THE DOCTCR IRAWS THE QUILT FROM
THE BACK OF THE COUCH AND COVERS THE CAPTAIN:

DOCTOR: (SIMPLY) I'm afraid that I can do no more. He's beyond
ny power. Perhaps the Pastor . . .

THE PASTOR PRAYS IN MUFFLED TONES IN THE BACKGROUND, HIS HREAL BOWED.
OLD MARGRET'S WEEPING SEEMS LOUDER KOW.

HERTHA ENTERS THE ROOM, GLANCES QUICKLY AROUND AND MOVES DIRECTLY TO
HER MOTHER,

BERTHA: Mother, oh, Mother! (SHE CRIES)
LAURA

(TAKING THE CEILD IN HER ABMS) My child, my very own child!
PASTGR: (ALOUD) Amen.

MUSIC:  SWELL 70 A CONCLUSION.

60 10 BLACK:

THE END
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CHAPTER VII
CONCLUSIONS

As a result of this study, the writer arrived at three sets of
conclusions., First, he was able to note the nature of the probiu-
involved in making a television adaptation of a three-act stage play.
Second, he arrived at some criteria for the selection of materials
for television, that is, standards which might pre-det.ermina a story's
suitability to the nature of the medium. Third, he was avle to estab-

1lish a procedure which could be followed in the aaaptation process.
The Problems

The actual problems involved in the adaptation of Strindberg's
The Father for television fell within five general categories: (1) the
problem of material selection, (2) the problem of prodedure, (3) the
problem of telling the story within the limited means of the televi-
sion meaium, (4) the problem of the utilization of the creative tools
of the television medium, and (5) the problem of adjusting the author's
concept, his theme and style, .to the particular demands of the medium.

Zhe Problem of Material Selaction. In all 1ikelihood, ons of the
most important problems faced by the writer was that of material se-
lection. The selection of Strindperg's The Jather was influsenced.by
three factors, (1) because the play offered materials capable of pro-
duction within the characteristic limitations of the television me-
dium, (2) because the play could benefit from an adaptation to the

medium, and (3) because the play was of sufficient dramatic importance
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to make its production on television worthwhile. The actual problem

of play selection, then, encompasses a consideration of the charac-
teristics of the television medium and involves an analysis of the play
to determine, insofar as possible, the suitadility of its material and
an understanding of its significance.

As a result of his study of the play and as & result of the adap-
tation process vhich followed, the writer arrived at the following con-
clusions in respect to the problem of play selection. First, it was
noted that the stage play, using as it does the limited means of the
theatre, was in terms of physical production very easily mptéd to
the television medium. Consequently, the selection of a stage play
for the adaptation portion of this study appeared in mapy respects te
be & practical one. However, during the ceurse of this study it be-
came apparent that the structure ot the stage play tended to deprive
the medium of a gread deal of its flexidbility, one of the primary
characteristics and potentialities of television drama. Because the
action of the stage play was confined to ons set at a time, and be-
cause the scene strusture was duilt in a pregressive orhr, the adaptor
was often limited in his selection of pessible means of expression.

The only alternative to this portion of the preblem would have resulted
in the writer taking considerably more liberty with the nature of his
material than was believed wise.

During the course of this study the writer also became aware of
the fact that the playwright in the theatre depends to a large extent
upon the spoken work for his dramatic effects. This is a characteris-

tie of stage drame which differs greatly from the normal means of
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expression utilized on television, where the picture is believed
more important thaa the sound,

Because of the above discoveries, the writer was moved to con-
cluaes that while the theatre offers a practical source of programming
material for television, the characteristic difference o:r dramatic
construction and expression between the two media make it extremely
aifficult to construct an adaptation that dces not take the appear-
ance of a phetographed stage play. Although this conclusion is
strongly supported by the nature ot the preblems faced in the adap-
tation of Strindberg's play, however, it might net be berne out in
all instances of applicatien. Therefore, it is recommended that
while the adaptor should consider the implicatioms of this conclu-
sion, he should not allow it to interfere with his material selec-
tion to any great extent.

Ihe Probdlen of Procedure. After selecting his material for
treatment in this study, the writer next was faced with the problem
of procedure. The question was, what process whould be followed in
the acaptation of Strindberg's play? In seeking a solution te this
problem, the writer became aware of a basic difference between the
creation of an original television script and the writing of an
adaptation. fThat ditference was conceived as & matter or appreach.
In constructing an original television play, the writer is often
able to form his ideas in such a manner as to satisfy the limitations
of the medium and to talke advantage of its creative tools of expres-
sion. In writing an original script, the playwright is thus able to

adjust his story idea to the demans of the medium. In writing the
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adaptation, however, the exact opposite is trne. The adaptor must
try to impose the limitations of his medium upon the material his
work is treating. This being the case, it was found that the adap-
tor must, in many respects, possess a greater degree of familiarity
with the tools and techniques of the television medium that the writ-
er of an original script. This is true because the adaptor mast find
in the television medium method of expressing ideas and actions con-
ceived for the conditions of a different medium. When, for example,
the writer is faced with a particular problem created by his limita-
tions, he must locate & manner of solving that problem through the
utilisation of the tools and techniques of the television mediua.

The original writer, on the other hand, can often avoid the problems
imposed on the adaptor by the mature of his selected materials, be-
cause he has control over the creation of his own story elements.

A second aspect of procedure found important in adapting The
Jather to television was ene which demands a great amount of under-
standing and appreciation on the part of the writer for his material.
In order to fit the essentials of The Father into the pattern of
television production, and in order to insure an honest treatment of
Strindberg's conflict and theme, the writer found a complete analysis
of the play to be absolutely necessary. This process involved a mum-
ber of readings, a constant sifting of information, a minute examina-
tion of structure and dramatic purpose. It invelved also a deteramina-
tion of the essential aspects of thought, character, and action and
an evaluation of those aspects in accordance with the dsmands of the

television medium,
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Ihe Problem of Telling the Story Within the Limitad Means of the
Zelevision Medium. The problem of adapting The Father to the limited
means of the television medium involved two basic considerations, (1)
the magnitude of the script as related to the physical demands of pro-
duction, and (2) the material demands which resulted from the conditions
of reception. The first question involved primarily problems created
by the limitations of time, space and budget. The second concerned
those imposed upon the. .nature of the play by the .ch:racterictico of
the viewing audience.

The solution to both problems involved, basically, & process of
anmnlysis, selection, and compression. First, it was foﬁnd necessary
to amalyze and evaluate the relative importance of each aspect of
Strindberg's drama, his statement of theme, his treatment of charac-
ter, and his manner of plot progression. Second, a process of selec-
tion and compression was employed in order to adjust the important
elements pf plot, character, and theme to the limitations of time and
space. Third, it was necessary to arrange the selected elements of
the play in an order of progression that would result in a proper
proportion of the materials, and an emphasis upon the important as-
pects of conflict and theme.

It was also found necessary to modify the nature of the material
in order te suit the characteristics of the viewing audience. Inas-
much as the television medium is primarily a means of providing iafor-
mation and entertainment for the home audience, certain aspects of
Strindberg's theme had to be altered in accordance with standards of

800d taste and decency. Another problem created by the nature of the
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viewing audience, as well as the characteristic time limitation im-
posed ’by the medium, was the necessity of capturing the immediate
interest and attention of the viewer. The solution to this particu-
lar problem entailed the creation of additiomsl dramtic mterial
and the modifiocation of certain of the structural characteristics of
the original,

Pursuing the above process in the solution of the general prodb-
len of telling the story within the limited means of the television
medium, the writer arrived at the conclusion that the primary prob-
lem of adapting the three—-act stage play to television is one of se-
lection and compression, the process of fitting or adjusting the dra-
mtic elements of the original material to the characteristic limita~
tions of the televisien medium.

Zhe Problem of the Utilization of the Creative Teols of the
Zoleyision Nedium. Basically, the problem of ths proper use of the
creative tools of the television medium was determined by the mature
of the writer's materials. As was noted earlier, the distinctive
characteristic of the adaptatien process was to be found in the mature
of procedure. The writer had to start with his materials, and then
seek the appropriste means of expressing those materials, means which
included camera usage, video sffects, sound, music, transitions, and
charades, meaning the method of expressing ideas and impressions with
action and business.

The problem of the use of the tools and techniques of the medium
of television was, then, an interpretation problem. The adaptor con-

ceived of himself as being an interpreter as well as a translator of
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the original material, His job was to interpret August Strindbefg's
The Father, in & menner in keeping with the characteristics of the
television medium, His problem began with the selection of the play
for production and ended with the expression of the play in terms
suitable to the medium. To accomplish his purpose, the television
writer had first to recognisze the essential elements of the original
material, and second, to locate the means of expressing those elements.
The means used to fulfill the writer's purpose were found in the natume
of the m@dium itself. The television camera, for example, was one of
the tools utilized in the interpretation ef Strindberg's play. The
writer found that he could use the camera in his adaptation by calling
for close-up pictures or reaction shots, by asking for camera movement,
and by playing the camera either objectively or édudjectively as the
nature of the material might demand. Video effects were inserted into
the .;zript in order to form actions, reactions and expressions into
& unified visual contimmity. Music also was integrated as a method of
interpreting an& reinforcing the play's conflict and theme. Transi-
tions were employed to dridge the gaps in tike and place, and charades
were indicated to aid in the interpretation of character and action.
Because his was the role of an interpreter, the writer had to
nlilnuin a sincere feeling for his material and he had to select the
proper tools for the expression of that material in a manner in keeping
with its intent and purpose, and in a manner in keeping with the char-

acteristics of the television medium.
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e Prodlen of Adjusting the Author's Origins) Concept to the
Sature of the Television Medium. One of the difficulties encountered
in the aaaptation of Jhe Father involved the translation of Strind-
berg's dramatiec concept into a form more suitable to television pro-
duction. In general this problem eacompasses everything written
or concluded about the treatment of the adaptation to this peint.
More specifically, however, it concerns the adjustment of Strindberg's
theme and conflict as well as his style to the demands of the tele-
vision medium.

The major prodlem concerning Strindberg's dramatic concept per-
tained to his treatment of theme, his ideas relating to questions of
paternity and the basic struggle betweea the sexes. In order to pre-
sent Strindberg's concept, it was necessary to clarify and emphasise
it. This was needed not so much because the author of The Father was
unclear in his thinking, as because he had, in the theatre, approxi-
mately twice as much time for the development of his theme as was
available to the adaptor. Once more, therefore, the television wri-
ter wvas faced with the question of selection and modification, and
once more it was required that he exhidbit a complete understanding of
the nature of his materials. It was necessary for the writer to elim-
inate those aspects of Strindberg's thought which were unessential teo
the main theme, and those elements of thought which were considered
too strong for treatment on television, in acoordance with the stand-
ards of contimity acceptance outlined by the Nationa) Association of
Radio and Television Broadcasters. Beyond this process, it was nece-

seary, too, for the writer to give a greater amount of emphasis to
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the treatment of theme than was employed by Strindberg. This was ac-
complished once more through a process of selection and compression,
and be & re-statement of soms of the more important elements of theme
in a more obvieus manner.

The problem of the statement of Strindberg's theme of eonflict,
also, involved a degree of clarifieation. To this end, the wriger
altered the opéning scens of the play, in order to hasten the expo-
sitien and to speed the point of attack. This was done in order to
capture more quickly the attention of the viewer, by stating at an
earlier time the nature of the major conflict in the adaptation. The
changes were necessary because of the limited time available to the
writer to tell the story, and because of the competitive nature of
the medium.

The question of Strindberg's style became a problem whensver it
was necessary, for one reason or another, to alter, add to, or em-
phasigse the essential nature of the play, & process wvhich was often
dictated by the mature ot the time limitation. The problem in gene-
ral involved an understanding e Strindberg's dramatic tebhhigue, and
it resulted in no small degree in the evolution eof the adaptor as an
interpretive writer and as an imitator. To insure that al) adaisions
to Strindberg's drams would be in keeping with the original, it hecame
necessary for the writer to consciously imitate the style and teeling

of the original.
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Sunpary. In general, it can be stated that the problems involved
in adapting a three-act stage play to the television medium, were
problems of analysis, selection and compression, as well as those in-
volving the stylistic imitation of the original., As a result of these
problems, it can be inferred that the adaptor of a stage play is not,
to any great degree, an original dramatist, although' he may bde very
original at times in his treatment of the play. Rather, it may be
said that the adaptor is a translator, or an interpreter, who seeks
to state in terms ot the television medium what has, in most cases,
been vor& effectively stated in the language of the theatre. The
actual adaptation precess demends, then, that the adaptor be oxtremoly'
familiar with the nature and content of the original material, as well
as the mature of the television medium itsdlf. Further, it can be
stated that the writer of the television adaptation is obliged to
follov a procedure which is directly opposite that followed by an
original writer. The adaptor must apply the tools and technigues of
the television medium to the nature ot his materials, and seek to find
in the medium an effective method ot expressing the inate ideas and

actions ot the material he means to translate or interpret.

Material Considerations
One of the principal objectives of this study was the wish to de-
termine, insofar as possible, ecriteria for the selection of material
suitable to the television medium. As & result of the problems encoun-
tered in the adaptation of The Father, it was decided that such criter-
ia could be established to a reasonadle degree. As & meens of further-

ing this end the following check-list of material considerations has

been cresated:
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1. Can the story be told effectively within a limited
time period of between fifty and sixty minutes (or less, as demanded)?

2. Is it possible for the story to be produced within the
limited means of the television medium, or do the material demands
make its production impractical in respect to the size and mumber of
sets required, costume, setting, and talent costs and the nature of
the action?

3. Is the story of a type and nature that can be effective-
ly presented under the conditions of & continunous action, with limi-
ted demands in costume and meke-up changes, shifts in time and place,
and strenuous physical activity on the part of the actor?

4, 1Is the story of a mature suitable for viewing by a home
audience? Is. it in keeping with continuity standards of good taste
and decency, or, if not, can it be adjusted to meet such demmnds?

5. Can the story be told by visual as well as aural means}
The adaptor should remember that the primary appeal of television is
to the sense of sight.

6. Does the story contain elements of both character and
action? The adaptor should take into consideration the fact that the
television medium's feelings of intimacy and immediacy are such as to
produce an atmosphere highly suited to the effective presentation of
character.

7. 18 the story of & realistic nature?! Does it depend on

a féeling of actuality for its effect?l

1 This is optional, inasmuch as the writer has found little on which
to base his conclusion inithis respect; but it is hie qualified opinion,
based on his experience with the medium, that extreme dramatic forms such
as expressionism or sypbolism would be difficult to present on TV, though
several fantasiee have been produced effedatively in recent years.
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8. Does the story contain potentialities for the effective
utilization of the creative tools of the television medium, such as
camera usege, lights, sound, musiec, video effects, transitions, and
charades?

9. Does the story have genuine audience appeal and dramatic
value??

It may be recogniszed, in consideration of the above criteria,
that the major concern of the writer is that of relating the nmature of
his material to the characteristics of his medium. Because his adap-
tation must be accomplished in terms of the television medium, the
writer should be aware of the problems confronting him before he be-

€ins his work with the selected story.

Adaptation Procedure
As was related earlier, one of the first difficulties encoauntered
in the television adaptation of The Fatber was the need to discover a

method of approach which would facilitate the translation process. 1In

2 This final consideration is basically sudbjective and is, there-
fore, difficult to measure. The adaptor will find, undoubtedly, that
the question of a material's dramatic worth will de answered in terms
of his personal experience and insight. If he has a sufficient critieal
appreciation of letters, dramatic or otherwise, and if he has an under-
standing of the possible likes and dislikes of people in general, he
should be able to recognize quality and appeal in almost any form. How-
ever, the adaptor should bewar¢ of making his judgments on the basis of
& pre-determined formula, such as that created by the concept of a "mass
audiense." (See pp. 17 - 20.)

3 It may be noted here that often the adaptor will be unable to
answver satisfactorily some of the questions which relate to material
considerations until he encounters them in the form of writing problenms.
This being s$rue, he may at times select material for adaptation which
he may later discover to be unsuited to the television medium.
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view of the nature of the problems considered in the subsequent nature
of treatment of Strindberg's play, the procedure established by the
writer was found to be both practical and tunctiomal. Therefére, its
continued use is rocommendod..“ although some variation might de in
order in accordance with the specific nature of the selected material.

1. Because the adaptation process requires the application
of the limits of the television medium to the nature of the writing
materials, the writer must firet familiarize himself with the nature
of the medium, its characteristics, its limitations, and its creative
tools of expression.

2. Knowing the character of his medium of expression, the
writer must select a story which, by its nature, is suitable to the
demands of the medium and the nature ot its audience.

3. Having selected a story, the writer should nexé consider
the question of adaptation rights. If the material he wishes to adapt
is not in public domein, the writer must gain the permiesion of its
owner before he can seek to have it performed on television.5

4, If rights for the story selected are made available to

the writer, he may begin the adtual adaptation, the first step of which

4 The one aspect of procedure which cannot be evaluated or stated
in accoraance with any formulated process is that of writing skill. It
must be assumed that if the writer has the ability to express himself
in a dramatic form, if he can use language properly, if he can describe
actions, characters, and ideas in an effective manner, if he is gifted
with sensitivity, understanding and imagination, then he may follow the
procedure outlined for writing the adaptation and, most likely, produce
a television drama that will be faithful to the original and yet take
advantage of the characteristics of the medium to which it is being
adapted.

5 Public domain may be generally defined as anything published
more than fifty-six years ago. Permission for acaptation of the Edith
and Warner Orland sranslatien of The Father were obtained in writing from
the John ¥W. Luce Company of Boston, publishers of the play,
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is the complete analysis of the story, in terms of thought, character,
and plot.

5. Once aware of the nature of his material, the adaptor
should determins the structural elements of the story and then analyze
those elements in order to discover the relative importance of each
unit in the overall statement of plot, character, and thought.

6. TFollowing the structural breakdewn of his material, the
writer should instigate a process of selection and compression of the
essential dramatic elements under consideration. This procedure in-
volves & contimuation of the process of analysis and evaluation begun
earlier.

7. BHaving determined those aspects of his material to be
used in the construction of the adaptation, the writer next faces
the problem of expressing his material in a manner suitadle to the
television medium. The procedure followed at this point is that of
applying the tools of the medium t0 the nature of the materials se-
lected. In its essence, this portion of the adaptation process can
be identified with the problem of interpretation.

8. After he has located the proper means of expressing his
material, the writer should begin to chart his adaptation. The com-
bination of the elements of thought and action selected from the orig-
inal, with the means of expressing them, creates the final nature of
the adaptation.

9. The final procedure involved in writing the adaptation is

that of producing the television script. This basically involves a
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question of form and style. The writer selects a physical format
which appears suited to his needs, or the needs of the program for
which he is writing, and proceeds to adjust his material to its

nature, -

Recommendations for Further Study

Because ot the character of some of the problems encountered in
this study, the writer found the need for additional work in the par-
ticular field covered and in its related subject areas.

Creative-type Studies. By its nature, this study has been an
introduction to the problems and procedures involved in writing a
television aaaptation. The study was, however, limited to & con-
sideration of the problems encountered in the adaptation of a three-
act play. To test the validity of some of the conclusions drawn froa
this study, its character should be consequently expanded to incluae
analysis of other adaptable materials, such as short stories, novels,
motion pictures, radio dramas and biegraphies. It is believed that each
literary and dramatic form will present individual problems of adapta-
tion in keeping with its respective character. If a study were to be
made of each of these forms, a whole body ot information could be made
available for the prospective television writer.

A seconda approach to this problem would be te make & study of
available television scripts of adapted material in each of the 4if-
ferent forms, and to arrive at some conclusions as to the mature of

the writing problems and techniques to be found te exist.
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There is room in the field of television writing, also, for
various studies to be made covering the problems involved in writing
the original television drama. The characteristic difference of ap-
proach between the original script and the adaptation was touched
upon in this study, dut additional work is needed. This is true
also for the differences in the techniques of dramatic expression
which exist between the theatre and television.

In conclusion, it can be stated that in the field of televisien
writing there 1s a great lack of avallable material on specific writ-
ing problems. In an effort to cover the entire field, most works on

the subject, incluaing the good ones, have t00 often been confined to

generalities.
Hop-creative-tvype Studlies. One of the most important problems
faced in the adaptation of Thd Father was the consideration of the

television audience and its possible reaction to the material. Ko
conclusions could be drawn from this problem, howsver, for the simple
reason that information ot its type was not available. It would ap-
pear, then, that there is room for several basic undertakings in the
area of audience research, There is, first of all, a strong need to
determine, insofar as possible, the difference in reaction between
the home viewer and his theatre counterpart. Undoubtedly, such a
difference exists, but the degree to which this difference should
affect the question of material selection has not, as yet, been in-
vestigated. This is true although it can be stated that this problem
is one which must be considered both by the producer and the writer in

the selection and production of the television aaaptation.
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It is also apparent that teo much consideration has been shown
by the television industry and by commercial sponsors for the views
and opinions of individual pressure groups and for the idea of the
"mass audience.” Both of these factors have resulted in severe lim-
itations in the field of dramatic literature on television, with the
result that many television writers are presently deing askea to
create in accoraance with pre-determinsd standards of material, In
order that a play, for example, may attract a wide, general type of
audience without being offensive to any portien of that audaience,
character conceptions are often made to adhere to some type of
drametic formula, as are plots, themes, and actions. This attitude
is presently caueing the television medium to lose much of the vital-
ity of which it is capable. Consequently, if possible, it would be
valuable in terms of the programming structidre of the medium to de-~
termine whether or not the above factors involving material selection
standards are valid in terms of the needs anda wants of the televisien
audience.

The seconda bedy of information which needs to be studied is the
determination of the relative effectiveness of dramatic types of
materials on televisien. At the present time, there is no definite
method available to accomplish this purpose except by established
means of coinciaental audience surveys, a system which indicates only
if a viewer is watching a particular type of program and net whether
or not he is enjoying it. In this study, concern for this problem a-
rose over the fact that the writer had no means of testing the effec-

tivensss of Strindberg on television, er the effectiveness of his
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particular type of psychological, amalytical drama as exemplified by
The Father.

In concluding this sfudy. the writer is aware that he has been
unable to cover sufficiently the entire field of writing the television
adaptation. Nonetheless, by amalyzing the amture of some of the more
important adaptation problems, as encountered in the treatment of a
three-act stage play, by providing a means of selecting dramatic types
of materials for television and by establishing a procedure which may
be utilized in the adaptation process, he believes that he has been
able to offer a practical introduction to that subject. Whether or
not the writer's efforts in the field have been beneficial remains
to be seen, but at least he has been able to point the way toward
a better understanding of what has become one of the more prominent
tiold; of modern writing. In so doing, he has been able to recog-
nize the adaptation as a significant dramatic form, and the adaptor

as an important figure in the media of cemmunication.
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