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ITTRODUCT ION

Radio writing as an art is of fairly recent
origin, and it has been only within the past 10
years that first-rate writers in the field of
radio drama have emerged to claim for themselves
a place in the field of literature. DProbably
two of the most outstanding of these are Forman
Corwin and Arch Oboler.

When the author crnose A STUDY OF THE
PROBLELS IZVQLVED 1M WRITING AND PIRODUCIEG SIX
ORIGIVAIL TTALF=-TTOUR HADIO FLAYS as the subject of
a master's thesis, it was her object to study
the problems involved in this new art of radio
writing from the practical standpoint of pro-
duction on the air. The scrizts therefore becane
a tool for the purpose of studying production
techniques, and production became the means for
molding and editing the plays.

luch of the materiuzl contained in this
thesis is light und fanciful. The writer sougnt
to study the problems encountered in creating
comedy, fantasy, and serious drama or melodrama.

Comedy and melodrama are probsbly most prevalent



and the most in demand in radio today. There-
fore, the bulk of the material of taese plays
falls into one or the other of these two cute-
gories.

The writer has attempted to gear her
creative material to the levels of both cowmmercial
and sustaining radio. Therefore three of the
plays--BABY BX GOOD, ‘I0LuYLOCN BY PinOXY, and Oi,
PRC¥5SS50RY--are aimed st commercial radio, where-
as the other three--THH LISKIT GIOsT, T:Ls OLD
CRONE, and STORY O PAGE Olfls--are more experi-
mentzl in nature znd are geared for tne sustaining
worxsnhop type of progrom like COLULBIA WO.GISIHOP
and CAIRINGTCN FLAYIOUGE.

Each script was polished to tne best of the
writer's ability before going into production.
Further revisions were inserted during the course
of rehearsals. Then the actual production on the
air was recorded and the disc retained for sub-
sequent study. These records were helpful to
the writer-director in detecting errors and weak
points in production and in discovering rouch

spots in writing. After the records were studied



the plays were edited and production notes
written before inclusion of each script in the
thesis.

For purposes of simplification and to
avoid repetition, the plays have been grouped
into three categories--the three comedies
occupying first division; the fantasy standing
alone; and the two serious plays coming to-
gether at the end. The three groupings are
prefaced with a chapter on general problems en-
countered in writing radio drama, and exch type
has a further chapter dealing with the problems
faced in that particular category. TIroduction
notes follow the individual plays.

The goul of this thesis was twofold: the
writer wished to fain an underst;nding of =znd a
facility in writing original drama for radio as
opposed to other dranmatic media, and in so doing
to gain a knowledge of the problems involved in
directing and producing that drama for?brOudCast

pUrpOSes.



CHAPTER I

PREPARING THE RADIO PLAY



PIIZFPARIVG THE RaDIC FPLAY

Drama designed for radio involves a
technique of writing which is very different from
that required by any other orzl medium. There are
two major reasons for this: one is that the
audience is scattered in smzll groups in the
privacy of its own living rooms instezd of gathered
in large numbers in a theater; the other is thut
riadio depends for its effect solely upon the ear
and the imagination of its audience.

For these reasons radio is &« mucn more inti-
mate medium than theater or movies. It is primarily
an individual matter, concerning only the rzdio
actor or speaker and the person or tiny group of
persons surrounding the loudspenker. Furtherumore,
although radio has the advantage of being able to
rely upon the imasination of the listener to supply
a much more vivid setting for the characters of his
play than any stzge designer could create, he is
also forced to use sound and word pictures alone
to fire that imagination. Ile cannot fall back upon
explanatory gestures and elaborzte facial express-

ions to clarify or add interest to a muddled line



of dialogue.

Other qualities to be considered in writia:
for rudio are informality and simplicity. Tne
radio listener hears a line spoken only once uznd
has no opportunity to mo buck and figure out
complex sentence structure or to ponder over
glitterine firures of speech. 3le does not even
have the benefit of explanatory or illustrative
zestures which mzy often be used in steage playse.
For instznce, in Richard Brinsley Shceridan's
THE RIVALS one finds such a passagre of dialogue
as the following:

IYDIA: Then before we are inter-

rupted, let me irpart to you some

of my distress!--1 xKnow your

rcentle nature will sympatnize with

me, thougn your prudence may con-

dermn me! Iy letters have informed

vou of my whole connection with

Beverley; but I have lost him,

Julia! 11y aunt hos discovered our

intercourse by a note sne inter-

cepted and has confined me ever
since!

Tt is doubtful whether the average radio

listener could grasp the content of that line of

i Act 1, Scene 1ll.
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dialogue if it were presented in its original
form. Therefore, for purposes of coilprehension
the following simplification would be prefcrable;

IYDIA: Before sorieone comes, 1
must tell you somethiing. I'm in
terrible trouble. I know you'll
sympathize with me, but--well you
misht disapporove. I wrote you how
rmuch I cire for Beverley. --But
Julia, I've lost him! 1y aunt
found out about it. She opened
one of his letters. And she's
xept me locked up ever sincel

Sentences for radio must be straightforward

and relatively brief. All ideas must be made clear

by a vivid pattern of dialogue, sound, znd music.
The imagination of the listener can supply the
detalils only when the essentiuls are oovvious.

Originating the Flot

It is difficult, if not impossible, to de=-
termine the initial source of an idea 10r a plot.
It is a well known fact tnat there are a limited
nunber of plots in existence and that eacn of
these basic plots has been used many times. The
problem of the writer, then, is to picx a plot--
no matter how origsinal it seems, it nhas no doubt
been used by other authors many times before--und
to inject a fresh approzach, a new and novel twist

which makes it different and sets it apart.



kegardless of the source of tne idea,.this
idea must meet tiree requirements vefore it can
be considered adsguuate for a play. Iuny persons
mistaxe a situation for a plot. They taink tn.t
because they have a situation in mind taut they
can start immediately on the writing project.

If they do so, they will leaurn before going far
thot they have nothing substzntial upgon waich to
hin;e their diclosue.

T'he situation is only the first of three
requirenents for a plot. The next is tne ob-
stacle wuich provides conflict in the lives of
the cnaructers and thus gives suspense to the
pleay. after creuting tne situation and tnae ob-
stacle, the writer must evolve a solution, and
often this 1is not as simple as it sounds.
Solutions for comedies have a tendency to "write
themselves" or at leuast to sugiest the one
plausible outcome, but solutions for more serious
plays .resent a problem.

The ending of the play rmust be satisfuctory
to the sudience. It must be logiczli, it must be
fair, and it must answer sll the qguestions pre-

sented drrins the course of the play. This does
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not necessarily mean that the play must huave a
ha opy endins, but whatever the solution, it rust
be provocutive and the listener rust feel a sense

of sztisfection thait the endiaz;

o

was tze only, the
inevit=ble solution for thot particular situation,

problem, znd set of characters.

Important FPlot Tlements

After the writer has created a plot waich
meets the three requirements just mentioned, he
must make o detalled outline of his play before
besinning the actual writing of it. In prepariag
the outline he must bear in mind two other impor-

tant eiements of effective rvdio dratiw--zction

and suspense,

The first regquirement of radio drama is
action. Unlike staze pluys, radio drama canaot
take up several pages at the beginning for clumsy
exposition.1 It must catch attention immediately
with vivid action, and it must keep up the switt,

intense pace throughout the entire play.

There are two reasons for tnis need of

1
Max Wylie, Radio Writing, Yew York, rarrzr wnd
Rinehart, 1239, p. 17.



~ction., Th2 first is to cote™ tha liste

~ttention, =nd the second 1s to 121d 1it. The

&

rodio lictener is not nzcescurily grzcenting
nim.elf uncondition.1ly in front of his ioud-
speaker invitiag the T.dio ertists to entertuin
nim. ¥e is likely to be Zdirnin, nis s0cis,

roz'inz nis dishes, pleying brid_e, building a

curbtourd, or fixinz = lizht svitch Yoo i L

ng : . 2 15 no
sivingy nis loudspeniker his uniivided attention.
Thersfore, if the r;jiowrigﬁt,l tae Zirector,
=nd the actors sr~ to e nsuri, they must bve
doin~ something which 1s rmore interssting to the

- =)

nousenolder thi.n Mis socks, 1is bridpe game, Or

his 1i ht switch. 3omataing waich will moxe hin

t=rmm usel here ian tre sz
m sriter of r.dio _luys." The
"wriocat" part of the word comes from an
012 “m~lisnh varb, weorc:n, mezning "worg."

It is found in sucih wor's a3 playerizht =nd

atmi-wri-nt, meaninc "maxer of ;laygﬁ‘dnd
"puilder of shirs." The parallelisn in
roAiowri~ht is not altorether ex-.ct, in tha=t
The dofinition is "maker of rsdio plays"
rauther than "maker of r=dios." The word,
norever, is ~ainin- currency 2ZroONg writers
for wrofession=l r=adio, and it i3 used by
ormen Corwin in lore By Corwin, Tew 70or<,
Tenry "olt, 1944.
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drop his impediment:z and turn up tne volume of
his radio to give the prosram an "ear."

If the radiowrisnt is to accompylish this
end, he cannot afford to waste time in the opening
lines of the play with dull bu.uckground material
explaining what is happening. Usually tne setting
and initial characters are introduced briefly by
the program announcer or narrator. Occasionally
the show opens cold, and a snatch of dialogue 1is
used to set the scene. Just enough information
is ziven to allow the listener to hear the ogening
lines of the play witnout the shock of compylete
unfamiliarity. Once this point is established,
sometiniing must start haispening, and the remainder
of the exposition is brousnt in unobtrusively by
the dialocue of the charzcters.

Time is limited in radio, :nd often « ¢reat
dezl h=s to hapoen in a very short interval. In
order to meet radio's time limitations and to
keep the listener cluei to nis loudsgeaxer until
the lust syllible is uttered, it is necessary tor
the play to build to a rspld ciimux =nd have a
very short denouement.

The second elewent recuirzsd tor keeping the

zudience "with" the nro~r m from trhe opgenint theme
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to the station brezk is & hizh note of suspense
interwoven with the action. The plot rust con-
tain enough uncertsainty in its method of untolding
so that the listener feels he nmust hear the solu-
tion before he can abandon his radio.
Character Creation

5till another point must be settled by the
radiowright before he can begin writing. That is
the problem of characters. Iogically the char-
acters are, consciously or unconsciously, crected
simultaneously with the plot. There huve to be
characters before the problem is of use, but
these characters must become real individuazls to
the writer before he can tegin composing his
dialoue,

The characters are tne people who maxe tne

plot real; they are the livinag, breathing force

D

which gives the ploy its person=1 appeal. In

radio drems, it is necessary to keeo tie number of
these cher-cters at a minimum. The idesl number is
four. The m=zximum should be six or seven, including
doubles, unless the writer is plznninji a pugeaint.

Tha reason for this is to avoid confusion on the

pert of the listener =25 to identity; to avoid
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expense in a professional shov; «nd to avoid un-
nce2cssary comnlicntions in hendlin lare numbers

Tach of the characters decided upon must

be =an individusl--a2 person on2 miat meet on a bus,

at a foothull s-me, or on a fisaings trip. Or at
lexst someone who mizgnt be met in the particular
situation the writer h:ss crext=d for ais. In a
single 1pl=ay each character rust be very different
from every other character. Haca wvust have his
own personality. e must have his own thousats,
and he must tzlk as a person with those troughts
would t=zlk. Thus, if we nuve three youn: collere
girls, we rnust not have each of those colie_e
cirls talkx =znd think exs~ctly likke the other two,
but encnh must be different from the other. One
mizht be tzlkative, guv, wnd have o riotous sense
of humor; another micnt be shy wnd retiring znd
perhsps afrezid of men; the tiird could be neurotic
and complaminin~s, alweys dissatisfied witn her lot.
Thus, we see that with three individuals, all of
apyoroximately the same ase and intelligence, there
can =nd must be fundamental differences to dis-

tinsuish one from the other. Further differences
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rmust develop as the story progresses and each girl
fits into the pattern of action.

The iriting Irocess

The process of writing a play for radio in-
volves the preparation of a detailed outline,
includ ing plans fur scenes and scene transitions,
and the creation of dialogue.

The outline of the play must contsin in
detnil the arransement of scenes from the opening
curtain to the final "tag" line. It 1s also a
good idea to inciude possibilities for tyces of
transitions suitable for introducing eawcn scene,
althoush the finai decision on tais point rwust be
left until the writing of dialogue is under waye.

With thnis detailed outline before him, the
radiowrizht can berin the actual creation of
dialogue. Perhups the most difficult of tne pro-
blems .-involved in playwriting of any kind is the
element of natural-sounding dialogue. Iach line
must be in keeping with the character for whom it
is intended, and it must be suited to conversational
speech. Dinlosue must be fresh and informal. It
may have sloppy diction and poor grammatical con-

struction. It mcy be written in dialect. 3But



11
regardless of how it looks on paper, it must sound
natural, informal, and "talkable.!

An effective test of conversational dialogue
is to read the material aloud. 1In this way clumsy
sentence structure and awkward comoinations of
words wnich might cause the actor to stumble in
his reading are immediately made obvious.

when beginning a new scene it is well to
identify each character unobtrusively in the first
two or three lines of dialogue, so the audience
is immediately aware of who is present. For
instance:

I’/ARY: 02, John, I thought you were
never cominge.

JOI'N: But you knew I had to wWork
late tonight, Lary.

This way the listener knows exactly where he
stands. Also, 1in each scene, the setting must be
immediately established. If the last scene ended in
the barroom and the next scene taxes place in the
garden, the dialogue must clearly indicate tnat Joe,
the barman, is no longer slinging mugs of beer down
the counter but that the major characters are now
wandering leisurely down lovers' lune in the moon-

light. This is also necessary to enable the
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listener to visualize the scene, so that the char-
acters will not be floating about in a vacuume.

“We have mentioned the problem of scene tran-
sitions, the means by wnich the radio writer gets
his characters from one point to another in his
play. These trunsitions serve rmuch the same pur-
pose a8 "curtains" in the theater. They breuk up
the action und indicate that a certain wmount of
time has elapsed since the preceding scene. Fre-
quently they wlso transfer the cnaracters to an
entirely new setting.

The scenes themselves must not be too brief,
lest the writing appe=-r choppy =nd disjointed and
the resultant situation call for an inordinate
number of transitions. These scene saifts may be
made with musical bridses, sound eftfects, or with
very brief intervals of dead air prefuced und
followed by fade-outs znd fade-ins, resypectively.
If the play has a narrator, then bridzes may be
accomplished with short passzges of narrution.

The transition should suit the mood of tne play
and the situation at hand, and it should be rela-

tively brief. The writer should avoid peppering






13
his scripts with an abundunce of musical bridges
closely following one another, because this will
give both director and engineer many unnecessgry
hendaches and will r@rely improve the quality of
the play.

He should also avoid the over-use of
sound effects because these can be confusing and
unnecessarily difficult in production. The writer
should be sure the situation calls for a sound
effect before it is inserted. XZven scripts
plaﬁned for professional use should be as simple
technicully as possible. Unneeded sound eftects
include sucn thingzs as useless footsteps and loud
or confusing background noises in public plazces,
or the attempt to convey complicated action und
movenment by means of sound alone without support
of explanatory dialogue.

Cautions in Procedure

There are several pitfalls to be guarded
acainst by the beginning writer. First of all,
he must avoid the mistake of zllowing his imag-
ination to run aheud of his typewriter. FKre-

quently the writer will find himself speeding
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ahead to the final clinch while his typewriter
is still set on page one. The shock of bringing
himself back from the triumphant curtzain to pace
one with only two lines of dialogue writtean is
sometiries so great =s to discoursge furtner type-
writer-pounding for that day and is the best way
to delzy the writing process so that tne play
never achieves re=lity. The important point is
to set something down on pzper no matter how
silly it sounds. Awkward lines can be smoothed
out in the rewriting, but they caunot be smoothed
out if they have never been conceived.

Another point is this: this writer hus
found it wise never to abandon a script when it
is partially finished in order to rush on to
another idea, intending eventually to return to
the first one. If he does, without doubt, taaut is
the lzst that he or anyone else will ever see of
Play Mumber One. Fe should stick to the first play
until it is finished, even if he feels it is in-
ferior. JT'e will profit by his mistzkes, and if
Plot Mumber Two is a worthwhile idea, it will not

crow cold with waiting.
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Rewritinc the Script

Maving completed the first draft of the play,
the radiowright must devote himself to the twusk of
rewriting. ¥ours must be spent in reworking, re-
arranzing, and revising. The play must be exam-
ined in detail. XZvery extraneous scene nust be
cut out. Every line, eiery word of dialogue which
does not materially contribute to the progress of
the plot must be deleted. The best scene ever
written has no business in any play unless it has
some point and unless it moves the plot along in
the desired direction.

The writer should be very sure thut every
line of dialogue is worded in the most effective
way. e should not be satisfied with something
that "will do." He should go out of his way to
devise something fresh, different, and unusual.
Tag lines to scenes are particularly importante.

A scene should never end with an incounsequential
line. It should be purposeful, clever, and
should contzin an element of suspense preparatory
to the next scene.

Finally, the scripgt rust be checked for

technical details. At the same time thut he nmust
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guard agcainst excessive use of sound and rwusic, he
must also be sure thzt he h=zs all that he needs.
If a telephone receiver is removed and tne wire
conversation ends during the course of the scene,
the sound cues must provide for the reglacing of
th=t receiver. Directions for the beginning of
background noises must terminute at the proper
place with a similar cue. Cross-fades in music
and sound for scene transitions must ve clearly
indicated, and microphone perspectives tor the
characters noted (i.e., off mike speeches, faude-
ins, and fade-outs denoting positions of other
characters with repcard to the person wt the
microphone). All this is done to save time and
avoid confusion once the play goes into rehearsal.

Sumnary of the Writins Process

kules for preparation of the average rudio
play might be sumzarized as follows:
1. Build the plot with three specifications
in mind:
a. Situation
b. Obstacle or conflict
c. Conclusion
2. Bear in mind that effective radio drama
must:

a. Tlave initial and sustained action.



17
b. lzintain a hich note of suspense.
3« Create characters which are:
a. Unicue individuunls.
b. Sharply contrasted within a single showe.
c. Jimited in number, preferr.vly to six
or less.
4. Go about the writing process by:
a. Freparing a detailed outline of the play,
scene by scene.
b. Creating dizlogue on the pattern ot the
outline.
ce. Carefully planning appropriate scene
transitions.
d. Avoiding excessive musical brideges und
unneeded sound effects.
5. Remember:
a. Don't let the imagination run too far
ahead of the typewriter.
b. Don't begin a second play before
finishing the first.
6. ewrite the play with these Spec;fications:
a. Cut out all unnecessary dialogue @ d

scenes which do not contribute to the

nrogress of the plote.



18
be Re sure lines are worded in the nmost
effective way.

c. Check the script for technical detazils,

Producins the Play

Once the scri.t is in its tinal form, the play
is ready for casting. An adecguwte numpber of scrigts
rmust be provided to enable eucn person participsating
to have a compleste scrist for himself.

The =actusl procedure for tae production of
any vlay varies materially with the mechwnical set-
up of the studio in use ond with the tulents und
abilities of th2 actors playing tne ports. Gith the
plays included in this thesis, production w-.s accom-
plished witn student 2ctors :=-nd sound technici: ns
and with the brondceasting f.cilities of radio
station TYAR.

The prohlem with student wuctors is to find
persons with the :=bility to portrzy c=artain purts
rho also huve the time aund interest to devote to
rehearssls. Fortunately the plays of tris writer
were broadcast as p=rt of a reduiar weexly drima
saeries, and points for participation were goined

towzrd membhershin in Alnha Trsilon tho, nationsl
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honorary radio fraternity. This 4.ve wdded incen-
-

Al

tive whicn misht not v

~

D

2vizted hd tne plzys bezn

v
4}

rresented only as laborstory srojects.

e of the plays had a totsl of approximutely
four nours of rehezrszzal tine, with initiil rezd-
taroucrh, two-hour cenesr.l reheourzzl, and dress per-
formence prior to the broadcast. I isolizted cuses
a sli~ntly lonmer tire w .3 used, but the writer-

director attempted to fit ygroduction into =3 ne-.rly

[$]

a profassionzl radio situstion as possible.  And

orofessionsal rudio renearsals are extrensly bricf.
It becamne the probiem of the writer-director
to bring to 1ife tne »lay wihiich hwd theretofore
existzd only on p-per--to sive it .armth =«nd reality.
The pettern of sound and music had to be inteyraited
into the drama to mike it a coherent whole. Some-
times separate rehezrsals with the en;inéers were
required for recoried musical bridses and rccorded
sound effects. BRBecavse no live orchestru wus svail-
abls, as there frenqueantly is ia a professional
situstion, music=l bridces had to be selectzd from
records and transcriptions contoined in the VWilAR

transcrintion library or in private record

collections. The records were spotted and timed %o
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fit the situation required. In most cases an under-
graduste student wzs chosen to help select and run
the music.

It wus found that, on tae wnole, much better
results were obtained if the show was allowed to
run througn uninterruotedly from beginning to end
each time after the initial rezud-through, in order
to give the students a sense of "playing" the show
and to enable the director to obtain a teututive
timing schedule. Sug~estions for minor script
changes and aints for characterization were given
between read-throurhs.

Unlike professional radio writers, tne
writer of this thesis nad the opportunity of
listening to recordings of her plays aund of revising
and editing the scripts. This is an added advantage
to tnhe studeat of radio writiag, but it is a tech-
nique which cannot be depended ugon by professional
radio writers who must prepare thelr material
against a deadline and who hesr it yroduced only
once. It is a rare professional radio show wnich
is popular enough to be called back for a second or

third performance, particularly on the networks.
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Unless the play is being repeated there is little

point in the radio writer's revising the material.



CHAPTER II

WRITING COMEDY FOR RADIO



CHAFTZR II

WRITIMNG COLZEDY ¥COIt FaDIO

Three of the plots employed by the writer in
composing her thesis plays might be listed under
the heading "modern comedy romance." Iuch presents
normal everyday characters in unusual situations,
thereby gaining much of its humor from the awkward
predicaments in which the churacters find them-
selves.,

In comrercial radio today tnere is a demand
for light romantic comedy, und a large percentage
of it is poorly, even shoddily written. It is easy
to make the glib statement that radio's comedy
writing should be improved; it is not so easy to
go about improving it.

The radio listener would hardiy guess thot
a humorous quip which takes perhaps ten seconds or
less for the actor to deliver and which the listen-
ers remember for scarcely more thun that tiwme, may
have taken the author hours to create.l And having
once devised it, he may have taken even uore time

in arrengine the wording of it so «s to achieve the

1 -
Jerome Lawrence, ed., Off lLike! New York,
mssential Tooxs, 1944, p. 1l3.
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best effect.

tadio comedy writers will teli you thnat
econony of languuge in this type of matericl is a
"must." The writer must pepper his script with
humorous quips ani clever remazr<s, ending each scene
with an especially effective "punch" or "tug" line
which will carry the listcner ucross the transi-
tional period of nmusic or wnuouncing wnd find hiw
ready and euger for ti.e next scene or ucte.

There is a definite technique to writing a
funny line. 1In the first pluce the ideua venind tae
line must be humorous and unusuale. 3JSecondly, it
must be worded so that the "laush" part of the line
cones at the end and so that tne funny key word is
not given awvav until the sentence is finisned.l An
ill-placed key lauch word can ruin an otherwise
clever line, because tre audience wilil not lau_hn
while tre actor is still tazlkinge. Toncere is o tra-
dition in the theater which swys thual an actor must
tell his audience when to laugh. e does tnis by
"plugsing"  the funny lines, by emphasis, inflection,

innuendo and gesture. The writer must also teil his

1
Ibido, Do 07\.
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audience when to lauch, and he must do it by econo-
mical wording and by cleverly placing the lines with
proper psycholocical preparation in the preceding
dialogue.l

The comedy writer should avoid mistaXking
jolliness for humor. The writer of this thesis nmade
several such errors in first drafts of her muauteriul,
and a basically gay situation would go along for two
or tnree puases witvout any one specific line ut wnicn
the audience could be expected to lauugh. The writer
of comedy should remember trat his material rust
have laughs coming in ruapid succession in order to
qualify for this type of comedy, and that as soon us
one laugh line is over, he rust besin preparation
for the next.,

This does not mean that the only consideration
of the comedy writer is tne "gug" lines. He must
devote fully as much time to character portrayul
and to losicazl plot development as the writer of
much more serious material if he is to huve a

worthy play. He must not distort the nzturalness

1
Ibid., p. 21,
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of the dialogue by lausn lines ill-suited to the

1 nor nust

cnaracter for whom they are intended,
his technique of laughs following ewcch otner in
fairly rapid succession be obvious to the listener.
The laugh lines must be integrated naturilly into
the dialogue to mzke a coherent, smooth-flowing

and logical whole.

It is also to be remembered, though not to be
devended upon by the writer, that an actor can maxe
or break a laugh line by the munner in wnich he
delivers it. An actor cun spoil the best laugh
line ever written, if he fails to "plug" it ade-
quately or if he pauses at the wrong time. Too
many amateur actors make tne mistaxe of pausing
just before the key word in the lauzh line, there-
by kiliing the humor of the situation and failing
to get a laurh. The majority of humorous lines
must be delivered straiszhtforwardly, with emphesis
and without a pause.

It is quite obvious, then, that in comedy as
well as in any other type of dramatic writiag, the

author, director, and actor must work together to

1
Ibid.. pl l”.
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ret the most out of the lines on the piper; druama
is not drama until it hus been lifted frou tne

printed pege and given life through characterizution.



SCRIPTS AND PRODUCTION NOTES
FOR
THREE ROMANTIC COMEDIES



ATTNCXH:

SOUND:
SYLVIA:
CHUCK:

SYLVIA:

C'IUCK s
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C’IUCK s

BABY BL GOOD

A baby is sometimes referred to as a
"blessed event." But when the buby arrives
the day before the wedding, the event is not
likely to be so blessed! At least taut's

the opinion of Chuck Weston. Cnuck's
marriage to Joan Todd is just one day off,
and he expects at any moment to get a tele-
phone call from his bride-to-be announcing
her arrival from Bast Orange for tvie wedding.
At the moment Chuck is sitting peacefully in
his apartment smoxing his pipe, when the door
bursts open unceremoniously, and Chuck's
married, but far from settled sister, oSylvia,
(FADING) bears down upon him....

DOOR 0PiNS AMND CILOSES WITH A BalGe.
(FADING IN) Chuckie, darling, how are you?
01y hello---

I'm fine, too. Isn't this just glorious
weather for April? Makes you think life 1is
real, life is earnest. Oh, I feel wondertul!
So I see.

And how's the dashing bridegroom-to-be?

wWell--
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Chuckie, darling, you look so settled in
that chair with your pipe. You really looxk
quite married already.

I am practically.

lmm. Tomorrow's the big day. Wnere's Joan?
Hasn't she arrived yet?

I'm expecting a call from her at any moument.
She wasn't sure which train sne'd be ablie to
catche

Then you're going to be home all evening.
Wouldn't budge an inch--until Joan calls.
kmm-hum. (TEITATIVELY) Chuckie, deaTee..
(GOOD-FATUKEDLY BUT FIRKLY) Oh, no you
don't. If I know you, Sylvia Stewart, that
kittenish gleam heralds some innocent
sounding request that will leave me in hot
water. No, thanks! Cnuck Weston wants no
part of it, see?

(PROT&3TING) But, Chuck, I didn't say a
word. Besides, it's onliy a very small favor.
Look, Sylvia, I'm being married tomorrow,
remember? And I want this evening to be nice
and peaceful. So don't get any bright ideas
about dragging me off on a fox hunt or some-

thing.
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(SWEEBTIY) Foxes are out of season, dear.
But really, what I want will be no trouble
at all.
I'11l bet.
Don and I are on our way to the Kincaids
for dinner. You know llarshall Kincaid is
that big theatrical producer. And I've just
got to make a whale of an impression on him.
Sylvia, darling, just turn on the glamour.
You don't need me.
Oh, but I do. Tnat's just what I was coming
to. 7You see, little Chuckie can't possibly
be left alone, andeeeeo
(GUICKLY) Oh, no! I refuse to play nurse-
maid to any three month's old chiid, even if
he is my nephew!
But, Chuckie darling, my career!
But, Sylvia darling, my wedding!
Now look, Cnuck, he's already asleep out in
the car. All you have to do is put him to
bed up here. He's positively angellic. He
won't be a bit of trouble.
But, Sylvia--
Now you wait right here, and I'll dash

down (FADING) to the car and get him...
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CHUCK
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(PROTZSTING) Sylvia, wait a minute! I can't...
TELEPIONE RINGS.

(DRWINITELY IRKITAT®mD) Oohhh, fizzle!

PIIONZ RINGS AGAIN

All right, all right, I'm coming. Don't bust
your buttons!

FIIONE RINGS. KECHEIVZK OFF.

(GRUIPILY) Hello.

(03 FILTER) Chuck, dariing, I'm here.

Huh?

(031 FILIZR) I said I'm here. Thais is Joan,
remember? Your bride-elect?

Oh, of course, darling. When did you get in?
(FILTLR) Just now. And, Chuck, I'm so excited!
Is everything under control--all arrangenments
made and everything?

Yep. Everything's set for tomorrow at noone.
I've even got you a bridesmgid.

(FIITER) Wonderful! Listen, darling, l'm at
the station now. Can you pick me up right
away?

You betcha. I'll be right down.

DOOR OPENS AND CIOSLES WITH A BaNG.

SVIVIA: (FADIXNG IN) Well, here he ise Isn't he just
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a little darling?
GURGLES.

DKILY) Yes, isn't he?

FILTEK) What did you say, Cnuck?

QUICKLY) UYothing, I just cleared my throat.

DOIS 80). Can you hold on a minute, Joan.

(
(
(
(
(LUTTERING) I have to see a gal about a baby.
(FIITXK) What?

(MASTI1Y) Nothing, just hold on a second.
(FIITER) Okay.

(soTTrOo VOCE) Iook, Sylvia, I can't possibly
mind the baby tonight. Joan's in town, and
I've got to pick her up at the station. In

a situation like this, three's a crowd!
Three's a crowd wnhnere I'm going, too dear.

I can't very well be glamorous with a baby
tucked under one arm.

You should have thought of that a year ago!
Why, what a thing to say! You know I adore
little Chuckie. But there are moments when
he doesn't exactly fit into the social
picture.

And this is one of them!

But dear, it's much easier for you than it is

for me. I have my career to think of. Be-
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sides, remember, little Chuckie is really
part yours.

CHUCK s (ASTONISHED) What?

SYIVIAzs Well,_Don and I named him after you as sort
of a special tribute. You should be more
appreciative.

CHUCK s Sylvia, for heaven's sake, listen. I can't
take care of a three-months' o0ld chiid on
the eve of my wedding. I have tne bride to
consider. What will I tell Joan?

JOAN: (FILTER) What did you say, dear?

CHUCK: Nothing, Joan darling. Just a second.

SVIVIA: Vell, why not tell her the truth, dear?

CHUCK: Because Joan doesn't know I've even got a
sister. ZEverything happened so quickly I
didn't get around to tell her. And besides--

SYLVIA: Well, there's no time like the present. And,
after all, Chuck, if you should want to tzke
care of your sister's child for an evening--

CilUCK: But I don't want to take care of it.

SYIVIA: (IGNORING HIM) If you should want to take
care of him, you have a perfect right to do
'so. I think your bride-to-be is extremely
inconsiderate if she interferes with your--

your extra-curricular activities.
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That's just the point. Joan thinks I've
had far too many extra-curricular activities
already.
Chuck, darling, what have you been doing, or
rather-- telling her?
I haven't told ner anything. But others
haven't been so reticent.
You mean your past is catching up with you?
Not my real past. 3But Joan met a girl I
used to go with a long time ago quite by
accident about a weex ago. The girl and I
had parted on not too friendly terms, and
to get even with me she told Joan & lot of
crazy stories--most of which I didn't get
details about.
Well, what's that got to do with this?
well, it's all very awkward because it makes
Joan awfully suspicious of my--social
activities. And it I suddenly turn up with
a baby--
(FILTER) Vhat did you say?
(CUICILY) Nothing, dear! (IO SYLVIA) See
whaﬁ I mean:
well, I think you're exaggerating Joan's

pullibility, but just to ke sure, what about
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this for a solution. 1f you're so sny woout
becoming a father for tne nignt, why not get
Susie Smith from next door to come in and
mother the child. That'll take care of every-
thing, and Joan needn't know zabout Chuckie
being here at all.

CIIUCK: Well, I don't know--

S7IVIA: Then it's all settled. (FADING) We'll be
back around midnight or a little later.

CHUCK: Sylvia, wait!

SYLVIA: (OFF MIKE--SWiRTLY) Good-bye, dear.

SOUND: DOOk CIOSZS.

CiHUCK s (PAINED) Sylvia!

BADBY: VIINTnS SLIGITLY.

CHUCK: (DESPTRATLILY) Look, kid, be a sport, and go
back to sleep, huh?

BABY: WAINES LOUD=Re

CHUCK: Ssh, Chuckie! Be quiet, puleesel 1Ly wife
isn't going to appreciate you at all.

BABY: REAILY CRIMS THIS TIkE.

CIUCK: (HASTILY) 1I'm sorry, kid, I didn't mean it!
Just forget I mentioned it.

BiBY: SUBSIDES TO A GURGLE.

JOAN: (O FILTER=-=-IMPATIENTLY) Chuck! Chuck, for

heaven's sake, whzt's going on?
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(UNCOMFOKTABLY--TRYING TC GHIN AND BiAR IT)
Joan, darling, I'm sorry to keep you waiting.
(FIITEK--RELIEVED) Well, thank heaven, I
wondered what had happened to you. Vinat's
going on over there?
(QUICKLY) Oh, nothing, darling. Nothing at
all.
(FIITZR) Who were you talking to?
I had a visitor. But she's--I meuan he's gone
now--(GULPING)--I'm afraid.
(FIITZR) Chuck, you sound awfully gueer. Do
you feel all right?
(IRONICAILY) Oh, I feel wonderful! I never
felt better in my life. (UNDEK H1S BituaTH)
I just became a father!
(PILTER) What!
(qUICKLY) look, dear, something awfully im-
pnortant has come up. I can't very well meet
you at the station.
(FIIT:EK) Oh. Well, then, I'li take a cab
and come out there by myself right away.
(¥ASTIIY) Oh, no, dear!
(FPIITER) What?

Well, what I mean is...uh, don't you think it
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wonld be better if you went rizht to a hotel?
I have something to attend to here, first, and
then I'1ll meet you later.

JOAN : (FILTSR) Chuck, what's the matler? You act
awfully funny.

BADY: WITINGS IOUDLY.

CRUCK: Nothing's the matter. Nothing at all. (Uliwzix
HIS Bl&GATH) PFPlease, Chuckie, nave a neart!
(TO JOAN) Shall we say zbout nine?

BABY: BIEGIMTS TO HOWL,. ‘

JOAY : (FILTER) What's that noise, Chuck?

CHUCK: UNoise? I didn't hear any noise. (SOTTO)
Quiet, Chuckie, you're ruining my act.

JOAN: (FILTER) That sounds like a baby.

CITUCK s (LAUGFIﬁG NERVOUSLY) Baby? Don't be silly.
Where would a baby come from?

JOAN: (FILTER) Darling, don't tell me you don't
know!

CHUCK: (HAGTILY) Look, Joan, you go to the Hotel
Plaza, and get a room. I'li be down as soon
as I can get there. Then 1I'll explain every-
thing.

JOAN: (FILT®R) Okay, pet, but it had better be good!

CHUOCK: (SOTTO) VYes, it certainly had!

JOAN: What are you muttering about?

CHUICK: (TTASTILY) O©hn, nothing, darling. I'll see you
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shortly.

RECEITZR UP,.

What a mess! The nizht before the wedding, and
I developn a family!

GURGLES.

well, you needn't loog so angellic. The harm's
alre.dy done, chume.

GURGLES IN AYSW ISR

Iet's see, now, what would be the most strutegic
attack?

GUKRGIES AS TIICUGT ANSWIRING HIl.

You don't say? You know, I think maybe you have
a point.

CCOS.

I'll 1ave to dash. Xow, yvou stay put, Chuckie,
and I'1l1 send Susie Smith over here to look
after you. VYou'll like Susie. She's--(5lulil-
FICANILY)--well, she's not bud--if you get

what I mean.

CO0S IN ANSWLR. AlLOST GIGULING.

Yow I want you to behave yourselt. Xo rough
stuff, see? Susie's a nice girl--not awfully
bright, but very, very attractive. Blonde.
CO0S IM AWE AT T7IS.

Yeah, so you just sit tight. And I'll send
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you over &z girl friend.

SEVARAL GAY IITTly NCIrLiG.

(WADINZ IN)....s80 you see, Susie, I'm getting
married tomorrow und I can't very well explzin
to my wife about the bsby. You know how women
are.

(TOT A BRAIY IX A CAKLOAD) Xo, how are they?
(ATICTARDLY) Well--sometimes I wonder myself.
Anywzy, the baby's mother is out for tne
evening, and I have to go meet my wife.,
(ASTONISH.D) You--what? ..(VACASTLY) I don't
get it!

Well, I realize it sounds comylicated, Susie,
but I can't explain now. Vill you go?

VWell, yes I guess so, Chuck, only this is
awfully mixed up--

(DRI1Y) Yes, it certainly is. Vell, look,
Susie, here's the key (FADING) to my apartment,
andesees

SEUVIERAT QUAINT LITTLIE NOTHS.

(ILFATIEYTLY) Oh, desk clerk, what is the
number of Mr. Veston's apartment? Lr. Cauck
Westone.

(TIT2 FRAMITIN PAYGBORY VARIATY) Mr. Weston is
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in room 305. Put who's calling, please? It's
rather late.

JOAXT: I“/iss Joan Todd.

Clekil: (GIGTIFICANTIY) A special friend?

JOAN: His fiancee.

CLEIK: (CI®ARS T'ROAT) On, yes, of course. I--

SUSIT: (WADIYNG I¥) Could you tell me wnich is MNr.
Weston's apartment?

ClLRK: Yot you, too?

Suslz: Oh, yes, Mr. Weston zsked me to come.

JOAY:  Really?

CIWRil: (DRILY) He seems to huve asxed a number of
people.s If this is going to be a party, I think
I should warn you to be very quiet. The manage-
ment does not tolerate zny disturbunce.

SUSIZ: Oh, I'll be very quiet, sir.

CLuk: Well, I certainly hope so. low=--

SUSIK: Flense, may I go right up. 1It's very urcvent.

JOAlT: Urgent?

SUslxs Yes, Chuck--er, lr. “eston asked me to hurry.
He gave me the key.

JOAN ¢ (I¥CRIDULQOUS) VYou mean you hive a key to his
apartment?

CLEKK: (FUSSILY) Young lady, thst is against the rules!

JOAYX : It is also 2 little unusual, to say the least.
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C1ZIX e If you'll give me your name, Mizs, I'll buzz
}r. Weston and announce you both «t the same
time.

JOAX s OCh, you needn't bother. Ie migat not answer
anyway. He seems to huve severzl "dates"
this evening. I waited for him ror over an
hour. I'll go right up.

S5 T It won't do you any good. He's not home any-
way. (FADING) I'll go rigsht up, clerx.

T8 You what?--VWell--

JOAY : (ITUSIVG--HALF TO UEKSELF) Suy, how does she
know so much about Chuck's activities? I
think I'd better look into this. (UF) Uh,
just a minute....

CLERI": (PLOTESTING--¥ADING) Now just a moment,
ladies. This is very irregular!

SOUIND:s TW0 PAIRS OF FOOIGTEPS.

JOAN: Uh, I don't believe I caugnt your name...

SUSI=: I didn't tell it. 3But it's Smith.

JOAN: (DOUBTING IT) Suith?

SUSIE: Susie Smith.

JOAX s Hmm. Have you known Lir. Weston long?

SUSIWNs Oh, yes, for a very long time. Both Chuck
and his sister.

JOAX : He has a sister?
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Oh, yes.

Does she approve of your visiting him at this
hour of the night--alone?

(GIGGLING SELF-CONSCIOUou.Y) Well, she doesn't
know anything about it. You see, it's a secret.
On, it is!

Yes.

Well, do you think it would be ali right if you
told me? You see, I'm an old rriend of the
family, too.

(SURPKI3®D) You are? Oh, well, then I suppose
it's all right....It seems there}s a baby mixed
up in it some waye.

(ASTONISHED) A baby!

Yeah, from what he said I gathered there wus a
baby and two wives.,

Two wives!

You know, I thought it was kinda funny, too.
But that seemed to be the angle. ile said he
couldn't very well leave the baby alone because
the baby's mother had gone out for tne evening
and he had to go and meet his wife. I think

he said it was his wife. Or maybe it was his

girl friend.

Two wives, a baby, and maybe a girl friend!
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Good grief! (WIPH I«SOLUTION) I've had

enough. %Wnen lMr. Weston comes back, Liss-- |
Smith.

¥iss Smith, you can tell him that I came, I
saw, and that I left him to his--his harem!
Who shall I say called?

liiss Todd. Iliss Joan Todd. His fiancee. As
of immediately, his ex-fiancee!

Oh, my goodness!

FEW GAY 1.ITTLE NOT®ES.

(FADING IN)....and she said your ex-fiancee.
She seemed kind of upset about something.

Oh, Susie, how could you!

Did I do something wrong?

(WAIIING) Did you do something wrong? Susie,
darling, all you did was to break up my happy
home. I was going to be married tomorrow.
lfarried! Ha! I laugh when I think of it.
Now I'll be lucky if she ever speaks to me
again. Two wives, a baby, and a girl friend!
Great guns!

WHINPERS.

(GRINDING HIS TZETH) Ooohhh! Whoever decided
to call a baby a blessed event was a wretcned

idealist!
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I'm sorry, Chuck.

Ch, it wasn't your fault, Susie. 1It's just
an unfortunate combination of circumstances.
Yeah.

(1DBA) sSay, I wonder!

(HOPEFULIY) You got an idea how to get us
out of this mess?

Wait! You mentioned to Joan that I had a

sister, didn't you?

Yes, I said--

That establishes the sister angle. I never
hagpened to mention it to her before. And if

I told her now, she'd never believe me. but,
since you did--

Yes?

Susie, I think that's the answer. 1I'll call
Sylvia immediately.

K3CEIVER OFF. DIAL "O".

Hello, operator? Give me the Kincaid residence.
(FADING) Yés, Marshall Kincaideees

FEYW GAY LITTLE NOTES.

Now, Sylvia, did you explain everything to Joan?
Not yet, but I called her and invited her over
here. I told her I had some information I

thought she'd be vitally interested in. 1It's
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easier to explain things like this in person
than it is over the phone.

Yeah. But I wish she'd hurry----You're sure
she's coming?

Of course, Chuck darling, just relax.
GURCLES FADPPILY.

I don't see how he cun look so angellic after
all the mischiet he's caused tonignte.

He takes after his mother, dear.

Hmm. Sylvia, you aren't planning on a very
larze family, are you?

(SURPRISED) Why, I hadn't thought about it
Vihy?

Notning. I was just thinking it was lucky
you didn't have twins!

(HALF IAUGH) You're so cute! (COOING)
Chuckie, darling...when I get you safely out
of this mess with Joan, how about doing me
another little favor?

Oh, no! One of those monstrous "little favors"
of yours per evening 1is quite sufficienttl...
Hey, guit messing up my hair!

Aw, come on, Chuckie, be a sport. I left a

perfectly wonderful party with the lLiarshall
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Kincaids to come over here and get your love
life straightened out. Xow, the least you
can do 1is watch Chuckie for the rest of the
evening.

CIHUCK: No! That kid has gotten me into enough trouble
for one evening. =---Guit running your fingers
through my hair..!

SO0UND: INCCIL CN DOCXR.

CHUCX: That must be Susie coming buck for her money.
(UP) Come in, Susie.

SOUND: DOOK OFLb.

JOAN: (FADING IN) It isn't Susie, but I thought...
(APRUPTLY) Vell, pardon me if I intrude, kr.
Weston.

CHUCK : (STARTLITED) Joan!

JOAN: “Which one of your two wives is this one?

CilUCK: Neither one. 1 mean--

JOAN: Oh, so you admit you have two wives?

CHUCK:: I adnmit nothing of the kind. Joan, this is

my sister, Sylvia Stewart, who called you

about the baby.
JOAN: (ICILY) Since when do brotner wund sister en-
cage in such warm little love scenes?

SYIVIA: Oh, ohe I think this is where I came in.
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Come, little Chuckie, let's you and I vacate.
(FADING) The temperature is falling by
degrees.

50, BY 8 (GURRILZS OFF)

S50UND s DOOR CIOSES.

>TICK ¢ Sylvia, wait!

TOAN ¢ Don't let me keep you from your charming little
family scene. I was just leuvinuge.

JHUCK @ Now, Joan, be reasonable. Sylvia really is my
sister. But she's sort of the affectionate
type. (IALELY) Anyway, she was only messing
up my hair.

JOEWIH You don't expect me to believe thut?

. {UCK s Well, I admit the situation is a little unusual.
But I can explain, if you just won't get
excited.

"0AY : Excited! Who's getting excited? Anyway, how
do you expect me to feel. I arrive t:e day be-
fore I'm to be married and find wy husvand-to-
e already nicely settled down with a wife and
family--maybe even two wives and a family.
That's not exactly my idea of a bluepyrint for
ha;piness!

TUCK s I know, desr. Put Sylvia can explain. (CALLING)

Sylvia®?...WWhere did she g5o?
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I think your glumorous Sylvia has mude a
timely exit. And I tanink that I shall do
likewise! (¥iADIYG) Good-bye, you----Bluebeard!
DCOR STAN.
Joan, wait! ...0ohhh! women! Life would be so
darned much simpler if I'd stay & bachelor!
GAY LITTIE ITTUERIUDE WITH TOUCH OF SOUR YOTho.
I thousht th=t dinner party would never break
up. But I got the job, Chuck. karshail
Kincaid wunts me for a gart in his new show.
(GLUrLY) That's fine. That's just dandy,
Sylvia. You get the job, but I lose my girl.
(ASTONISTID) You meun, she actually walked
out on you?

If I recall correctly, Syivia, you did your

share of walking out, too. Just when I needed
you moste.

Thzt was what might have been termed a stra-
tegic exit. I expected you to take the
strong-arm approach, and sweep her off her
feet. You could hardly do tnat effectively
with an audience of one and a babye.

So you limited the audience to the buby.

Has Joan gone back home?

She may be in the South Pacific dancing the
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hula for all I know.

You mean you didn't do anything to stop her?

I tried calling her. She won't answer. Vnzt
else can I do?

The most obvious thing, stupid. Just what I
mentioned a minute ago. Sweep her off her
feet. PFrom what you told me, that's what you
must hzve done when you first met her.
(PATIZNTLY) Sylvia, it just so happens tnerc's
a little matter of two wives and a baby who
have messed things up in the intervening
period.

Monsense. Where's the good old Vieston auvpeal?
Use the masterful approach, and she'll forget
all about the two wives and the bauye.

You don't know Joan. She already has a grud:ze
acainst my past.

Stupid Chuckie, 2l1ll women are like that. Je
can't afford to let men think the worldly type
appeals to us, because if we did we'd never ve
able to handle the brutes.

But I--

Yow you tzke my advice and go over there now.
Do a little ulain and fancy love-maxking, and

that wedding will so off tomorrow as scheduled.
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CTUCK s Well, I don't xnow. I su_..ose it's worth
a try.

SYLVIA: Thaat's the spirit. Yow et gzoing!

J1USIC: BRIEKF INIIRIUDI.

SCUMD: BAG BANIED 0 *IO0OK.

JOAY : (SWINFLIVG) There! I guess that's tne last
bag.

SOUND: RECEITLR O0F¥%. DIAL.

JOAN : (STIIL 3YIFKFIING) Hello, Grznd Central? I
want to make a reservation on the first train
back to Zast Oraznge....¥Yes. Not until morn-
inag? Well, yes, I supypose that will h.ve to
do. The name is Todd. Joan Todd. (GHIITDING
IEit TERTH) Miss Joan Todd. Thank you.

30UMD: RECEIVEZR UP. DPAUSE, PIIOFE RINGG. KWCuIVai
DOWN .

JOAXN ¢ Mello? ...0h, my long distance call. Thank
you, operator....Hello, lLiother? This is
Joane.

SOUXD: DOOR OFiNs UIST1Y.

JOAN: (STAKTIXG TO CRY COMICALLY) On, I'm so
miserable!...I1'm coming home...tororrow
morning. Yo, I'm not getting married. I'm

going to be an old maid! Beginning right



——— ——————r




CHUCK :

JOAN ¢

[y
Y
.

CiUC!
JOAN :

SOUND:

JOAX :

CHMUCK:
JOAN :
CHUCK
JOAN :
CHUCK:

JOAXN :

50

now I hate men! ....Well, it seems Chuck
already has two wives--znd a baby....
(DZSFHFATION) Oh, I don't know. I cun't
really believe Chuck is the bigamist type.
I «know he has quite a past, but---well, I'm

sure he wouldn't stoop to bigamuy, oNnlyeeee

(CTTUCKIES SOWTLY--FADIYG IN) Thanks, kitten.

That's quite an admission coming from yOoue
(STAKTIED) Chuck! (SUSFICIOUSLY) How
long have you been standing there?
(EVASIVELY) Oh, for quite a spell.

Jow dare you! I---Just a minute! (INTO
IFIONE) Mother? Something's come up. 1'1l
call you backx. 'Bye!

KuCeIViR UF.

You have your nerve, Chuck Weston, barging
in here like this.

Come here, kitten.

I will not!

Come here!

But--

There, that's better.

Yow, look here, Chuck Vieston, if you think

you can come in here and--and----. I'm
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going home, I'll have you know, on the very
next train.

(GRINNING) Are you?

What are you grinning at?

Come here.

Don't you touch me! Don't you dare touch---
(SIOTIERAD AS JE KISSuS Huk)e. Let me go!
If you think you can get away with this,
you're crazy. I have no intention of be-
coming lirs. Charles ‘eston, the fourth!

The third. I have only two other wives.
And you stand there boldly wund admit it!
(GRIXYING) Sure, why not? I'm having quite
a career for myself. Kiss me again.

No! (SHOTIERED--WAAKLY) Chuck, I---
(GRIXYING BROADLY NOVW) Ahmm. And again.
(PAUSE FOR KI3S) There now, that's much
better.

(BXAoPrhsTxD) Chuck, what am I going to do
with you? How aﬁ I supposed to cope with
all these other wives of yours?

(CASUAILY) Oh, I'll just kill 'em off,
Chuck, you wouldn't darel

(LAUGTING LOUDLY) You monkeyes..

(coviY) Chuck.
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Tmmm?

You haven't reully got tvwo other wives...
have you?

Oh, sure, I've got half a dozen scuttered
around the country.

(PAINED) Chuck!

You remember once I told you I had a past?
In fact, if I remember correctly, you fap-
ricated a large part of it yourself. Wwell,
this is just part of my baser nature
coming to light.

But, Chuck, it's not legal.

Fo, but it's a lot of fun!

(PAINZD) Chuck! ....%hat about the baby?
Oh, him. %Well, he belongs to my third wife,
Your third?

(1USING) Or is it the fourth?

Chuck! ....I think you're awful! (GIGGLING)
And I think you're spoofing me.
(I¥FOCHNILY) Why, I'd never do that.
(GIGGLING) Oh, Nno? «...Chuckee.

Mmm?

You know what time it is?

TTaven't the faintest idea.

-
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It's one a.m.

You don't say.

April fourteenth.

The date has a familiar ring. I wonder which
of my wedding anniversaries this is.

I think I know.

You do? Which?

Your first. And the time--high noon.

And who would you say is the lucky bride?
Why you conceited thing!

Come on, tell me. Who's the bride?

Vell, I'd say it might be...me!

Why you conceited thing!

CHUCK AXD JOAN: BURST OUT IAUGHING. SWEFT OUT BY.

}¥USICs

SOUND:
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HATPY IITTIE INTERLUOE CROSC FADING INTO
WEDDING IGCLESSIONAL

DOOR OrENS.

Well, lirs. Weston, take a good hold and I'll
heave you across the threshold.

Kiss me first, Mr. Weston.

Immum. (COMIC KISs) Come on, feaéher weight,
let's get going. (WITH EFFORT) There!

DOOR CIOSES.

Kiss me again.

Why you little glutton. (PAUSE FOR KIS3)
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Tnat enough?
(SIGNIFICANLLY) For now!
OFF--WHILPLRS.

What was that noise?

I didn't hear anything.

OFF=-=-WHIL AKS LOUDSKe

Well, I dids And it sounded like---
(GROANING) Don't tell me...

OFF--KEALLY CRIES THIS TILite

Onh, no. Not again!

(THLEATENING) Chuck!

Now, don't be hasty, Joan. There must be a
logical explanation for this. Where is he?
I think that's the little cherub over there

on the couch.

Ah, yes. (GRINDING HIS TEETH) The little
darling. ....V%What's this? A note?

Sure enough. Let's see it. (KZADING)

"Dear Chuckie, I realize this is a bit
irregular--"

Is she kidding?

--"but we're starting rehearsals on Kincaid's
new show immediately, and there was no one to
leave little Chuckie with. So I brought him

over here after the wedding ceremony. I know
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a honeymoon is a poor place for a baby, but
he's really no trouble. Just put him in

some out-of-the-way nook and ignore him. 1'11
come around for him in the morning. Love,
Sylvia."

CHUCK: It seems to be inevitable that you and I are
to have a family--ghead of schedule!

JOAN : (GIGGLING) You know, this situation really
has its funny side.

CHUCK: (DRILY) If you can see it. Personally, I
can't!

BABY: GURGLES COXNTENTZDLY.

CIHIUCK: Joan, are families always tnis much trouble?

JOAN: (GOOD NATUREDILY) You should know, dear.
You've had five!

CHUCK: Don't be funny! (IDEA) I know! I'll call
Susie again. She can take little Chuckie
home for the night. Then we'll have the
whole apartment to ourselves.

JOAN; Um=-humm. Shall we-=?

CHUCK: Kiss me first. (PAUSE FOR KISS) Darling Joan!

JOAN: (TENTATIVELY) Chuck?

CHUCK: Hmm?

JOAN:  You know, (SIGNIFICANTLY) I think little
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Chuckie needs a playmate!
BABY: GURGIES (UICKLY.

1USIC: CONIC SVEWIING INTERIUDLE TO FINISH.




Fotes on VWriting and Production of

BABY By GOCD

Plot Creation

The major problem in creating the plot of
BABY RT GOCOD involved the character of Susie.
Chuck needed someone to tuke the child off his
hands for the evening. In the first draft, Chuck
himself decided that he would czll up Susie, an
acquaintance, to come and look after the b=by.
The transaction w=2s made by telepnone and involved
a lot of unnecessary repeated exposition us Chucxk
had to explain the situation (which the audience
already knew) to the rother brainless baby-sitter.
This slowed the action, added nothing in the way
of huror,and made for rather awkward plot progressioii.

In the revised edition, it was decided thut
Srlvia should suégest getting Susie to loox after
thre b:by, thereby offering an apparently plausible
solution to Chuck's proolewm =znd allowing her to
leszve in free conscience for an evening of fun.
Then insteud of calling Susie on the telepnone, it
was decided that Chuck should gZo after her person-
ally, thereby estublisring the charicter of Susie

in one brief scene bhefore the clash in the hotel.
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lobby between Susie and Joun. Iurther nints =s to
Susie's attractive spynesr.nce vut rather veogue
brain-power are dropoed in sn added scene wnen Cnuck
tells the biby "ma2n to m~n" zbout the "cute little
blonds." Additional humor is inj2cted hsre in the
character of the baby's ressonses to Chuck's des-
cription of thes cirl,

A further minor ravision wus rwde ia the
character of the hotel clerk. In the first draft
he w.os "stro.iort" but 1t w.s decided tist for pur-

pos2s of comedw and to 274 zest to the scane butveen

Jo:wn =nd Susie, the clers should be mde into a
comady charactar of the fussy Franslin Iwngzborn
variety. Still another minor revision occurred in
the telephone conversation between Chuck and Joan
when Sylvia is trying to convince Cauck he should
keep the b.by. Two or taree interruptions on the
part of Joan were deemed necessary to keep her
presence on the other end of the wire in the mninds
of the uudience.
Acting

The casting of B.BY Bu GOOD offers few
problems. The player who portrays Chuck must nave

a pleasant voice and must not, under any circum-

stances, be allowed to sound cross or disagreeable
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even when harrassed beyond endurance. His "wit's
end" reactions must be humorous, not sordid and
villainous. Above all, he must "enjoy" the part.

Joan is an ingenue type with a few minor
variations. Sylvia must be sophisticated but not
affected; she is probably in her twenties. She
must gush without overdoing it; she is not =a
busybody.

Susie's charucter misht bvest be described as
"vacant." §he just doesn't have the usual amount
of intelligence; if she did have, there wouldn't
be any play. The actress doing Susie should play
her wide-eyed, innocent, and well-meaning; she is
not a villainess. She upsets things because she
doesn't know any better, not because she wants to
cause trouble.

The baby is really a full-length character
in the play, and in this particular production
the buby very nearly stole the show. Obviously,
the child is precocious; otherwise he wouid not
react as he does. “When Chuck describes Susie to
the child, the huby's gdrgles snd coos furaish
most of the lauchs in the scene. The b by must

be pleyed "live." TUnder no circumstonces shouild
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he\be recorded because this would ruin the entire
effect, unless, of course, a special recofdiug
wes made for this play. An experienced actar can
have fully as much fun developin3z the caaracter
of the baby as he could in develoging a character
with definite lines.

The hotel clerk, as we mentioned before,
should be played the fussy Franklin P.ngborn type.
Directing

In directing B:/BY BSZ GO0D, the sume as in
directing any lizht comedy, 1t must be remewubered
taat the play uneeds expert timing wand pace. It nmust
move rapidly, zwnd cues nust be snupped up on the
split second. 1In a play such as tnis, in w~aich the
dialogué must move r~pidly, emphusis plays win im-
portant part to insure the fact that the audience
catches tne meaning of the lines as they are read.
Wrphasis is important in any type of drane, but it
is pzrticularly important in comedy.

Sound =and lusic

Sound effects offer no specinl protlems. Ti
music, as in the cases of all the otrer comedies in
twis series, should hive fucetious "1l-nuza" notes

in %eepins with the moods of the various scenes, ani
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bridses nre hest described 1n the script diresctions
calling for theu.

Script Changcs

There were only two minor chunges mude in the

script after it went into production. One was made

because of the mis-rewuding of a line by an actor
during try-outs, and it pertained to the teleghone
conversation between Chuck and Joan when the bavy
howls at an unstratesic time. Chuck suays in an
aside to the child, "Quiet Chuckie, you're ruining
ny act." Criginzally this line read, "You're ruining
everything." The chance twist in dialogue seemed
better to fit the situation, so tue liune was caunged.
The other revision came in the love scene at the end
of the play. Originally tnere were tio or three too

many kisses, and tnis becume evident during renezrsals.
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HONEYLCCN BY TPROXY

Careers for women used to ke a fad. Ilow
they're an everyduy occurrence. By und large,
men have acclimated themselves to tais busi-
ness of having wives who work, but for some
it occasionally gets to be a bit trying.
Witness, for instance, the case of Bill Eérly.
Bill's story really begins a little while be-
fore the wedding.

SFMEAK IN RACKGRCUYD OF XuWSIiakikt Ox¥ICH.
NOISE AMD TYPITVRITZRS.

To be specific, it all begins early one
evening in the office of the lake IXorest
Chronicle where Bill's fiancee, Nik«i Taylor,
is chief writer in the special features de-
partment. Bill sits patiently in a chair

in Yikki's office as she flits in and out
gathering information and dispensing news
stories in the various news "buskets" in tne
editorial room. After about the fifth or
sixth of these trips, Bill finully decides
(FADIYG) to put a stop to this reportorial

go0sSe=ChasSCesss
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Xow, look, Nikki, how much longer does tais

£0 on?

What do yoﬁ rnean?

I mean how much longer does this rut-ruce go
on? I've been waiting nearly an hour. I
taought we had a dinner date.

Ve have, darling. But I had to get some of
these odds and ends written before the dead-
line. Just be patient, Bill. I have one

more item, here. ---YNow where did I put tnzt
dog story? Oh, yes, here it is. 1 just have
to put this in Burt's basxet, and then I'm

all set.

(LOYG BRWATH) At last! Then can we eut?

Yes, pet, then we can eat. (Fasliit) I'll be
right back.

Fine! (WAIISTILS GAILY 10 HIWSELF A I.OLLIT).
(FADING IN) Nikki! Nikgi! I've got a special
story here--. 0Oh! Where's Nikgi?

(CROSSLY) Out.

Out of the office?

She will be very shortly. Al the moment, Burt,
she's busy depositing dog stories in your news
basket .

Oh, she's--occupied, I gather.
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You gather correctly. She has an engagement
--a very special engugement that will last

all evening.

(GRIN¥ING) I get it. Oxay, Bill, I'll
give the assignment to someone else. Have
fun!

Thanks, Burt. Do you realize this is the
first honest-to goodness full-evening date
I've had with Yikki for more than a month?
What does she do down here till all hours of
the night?

(CASUAILY) Oh, people murder each other, set
fire to large buildings, and kidnap mayors'
daughters regularly and with great aozndone.
It's Nikki's job to write the human interest
angle on all that stuff.

(GRUITIIY) Well, just for tonight I need a
1ittle human interest, so kindly delay any
major catastrophes until morning.
(LAUGHING-FADITG) I'11 see what I can do.
(LOYG BREBATI--WIISTLIYG AGAIN A LOLANT) »
(PADING IN) VWasn't that Burt I just saw
leaving tne office?

It was.
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What did he want?

He promised me counfidentially not to wllow
any nmurders, fires or kidnavpings until
morning. So come on, Nixki, darling, let's
get some food. I'm faumished.

Okay, Bill, where do we go0?

I found a wondertul Itzlian restaurant down
et the other end of town, and I hear tney
nave terrific food. It's called Joe's
Place, and it's not very elegant, but it's
nice and secluded, and thut's importunt in
our cuse.

Winat do you mean?

I meun, so we don't keep getting urgent
phone calls from Editor Burt West of the
Laxe Forest Chronicle demandiung lhiss Nik«i
Taylor's presence at the scene of the lutest
axe murder. Cowme on, chum, I'm determined
to make this a very special evening.
(GEIMTING) Okay, just a second whilie I
leave a note for Burt....Tiere! Yow let's
g0 stir up some excitement in the Italiun
quarter!

ITATLIAY IUSIC RUIIIVISCHT OF ITALIAN CA¥wm.

INT A ICIENT, T7IBY HIOID BEIIND.
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REGTAUIGIT NOISES. VoY ¥Alllll 1N 5aCiuilUlive
(SIGIING) Oh, Bill, this is wonderful! It's
so pexceful and quiet compared to the office.
I wish we could do this more often.

We could, darling, if you'd Jjust give thut
boss of vours the pate, and marry me.

But Bill, we've gone all over that a million
times. I'm just not the stay-at-home type.
You know how much I love to cover murders
and fires. They're exciting and loads of
fun! Why, I'd die if I hud to Dbe cooped up
at home all the time. I'm duilt to oe a
career girl, not a doting wife.

And I can't change your uind?

Topee.

(STRUGGLIVG WITT TIIGLLEF)  well, would you
consider getting meorried....if I let you
keep your job?

Bill, darling, that's wnat I've bewn
firatin,s for for the last taree years.
(A117007 DYBIIIIVITG)  You meun you wWill?

Cf course, darling. I've wantsd to gel
marfied 211 2long, bubte...well, I know how

you felt about.career wives, so I just
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decided that was that.

well, understand I don't like it, but if it

must be, it must be. Only one thin:g, ITikki
darlinr...

What's that?

Do you think you could muinuze a little less
nizht work?

(LAUGTING) I'll speak to the boss about it in

the morning.

(3URFRISZD) ‘Where, for heaven's sake?

(JERY PRACTICAL) To get married, of course.
But Bill darling, not tonight!

Why not? It's the first time I've seen you
alone for a whole month. How do I know when
you'll huve aunother whole evening free?

But Bill, that's silly.

Silly, notning! I'm getting desperatel

But, Bill, I want o weddin;. A bYisz wedding
with lavender and old lace, a wedding veil
and a cnke, and a church and an or_zan to make
it all very official.

Can you arrcnge to take next month off?

(3URFRISTD) Wiy, no, of course not. Vou
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know I'm the only feuture writer Burt's :ot.
In fact, I'm the only sirl reuorter he's
7ot--gince l'srce got murried l:st weex.

5111 : (RESIGTEDLY) See whut I mean! You hardly
even get one nicht off, =2nd you exzect to
find time for = fncy wedding. 'n=t :oout a
honeymoon®?

TIIGTI: One  (FOYZWUIIVY)  Well, I micht set a week-
end. “Jould that help?

BIIL: This week-end?

YIF¥FI: (DOUBIFUIIV) Well, I don't know. Of course,

tomorrow's Saturdoy, and Laturday's my duy
off. And then there's 3und.iye...But--

FIII: Fine. Let's 20,

YIII: (PROTTLTING)  But, Bill this isn't practical.

3111 Iove is never very practical, dear. If you
wait for it to be practical, yon'lli die an
o0ld maid.

IDI1I: (LAUATITG)  Qh, PRill, you're cutel

RIII: (OVERLY CaSiAL) By the way, I think I might
even arrsnge for the church and the orgune.
There's a little chapel just a cougle of

blocks away. I noticed it when I first dis-

covered Joe's Place, and-=-
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¥IxZI: Bill--
BI1l: And it's rezlly--

I I: Bill, did you have 3ll this planned for to-

night?

RIZ1: (IXTCCENTIV) iy, where on earth did you get
thut idea?

TIXI: Bill, you're sweet. But a wedding tukes
nlanning.

BIIL: But we're not having & wedding, durling. Vie're
just getting married. All we have to do 1is
oick up some flowers as we go by the florist's
shope

WII¥%I: But, Bill, I look a sirht. I'm not dressed for
a wedding.

BILL: Darling, you've got points enough to be dis-
charced! ‘What do you say?

MIKKI: (DOUBTFUIIY) Wellssw.

BEIlJ.: Come on. Ditch that horrid newspaper for at
least one week-end, and let's get married, huh?

FIKI:I: (SUDD=NLY) All right, I will! A girl has to
think of her own privazte life once in a while.
¢ee50 the paper can wait!

BILI: (WICH ETIUSIASI!) Yow you're tulking my
language!

1USIC: ITALIAY 1USIC UP A ICLENT. CRCS3 FADE INTO
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VEDDIMG IUiCHSSIONAL. sy OUT.

T%W0 FAIRS FOOISTLES.

1y apartment is hardly the most romantic
place for a honeymoon, but it was tne vest I
could do on such short notice.

FOOTSTXEFS STOPe DOOR OPiENS.

It's fine, darling. Any place would be fine
as long as we can he togetner.

(SORTLY) V¥ikki, darling!

ONEZ FPAIR FOOTSTHPS A SECOMD.

(CAILIMG) Hey, wait, Nikki!

(O¥F IMIKX) What's the matter, Bill?

I have to carry you across tne tanreshold.
Otherwise it's not official.

(OFF LLIKE) What's not official?

UhesoWiell, I don't know. It's just not
supposed to be officiul. So come back here,
and let's do it according to Iioyle.
(LAUGTING)  (FADIVG IN) Oxkay, you win. I
really enjoy being pampered anyway.

(vITH EFFOKT) There you go. (Bhwalldl OUT)
Fow--how zbout a kiss, Lirs. arly?

with pleasure, Lr. Barly. (PAUSE FOR KIsS
--SLIGHT GIGGLE) lirs. Barly...Sounds funny,

doesn't it?
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(DEALNSIVELY) It sounds just like it ougnt
to sound.

Of course, darling, I oniy meznt it's strange
and new. I like it. (W14 FusLlWG) I like
it very much.

PO RINGS.

(CASUAIIY) Kiss me, darlinzg.

PACYE RINGS. PAUSw. AGAIN.

Bill, darling, I hate to be prosaic, out
isn't that a phone 1 hear ringlng?

PHOIE LIXGS.

(DITwlc IVeDLY) I didn't hear unything.
Bill, darling, you might as well answer it.
‘“whoever it is sounds pretty determined;
JACTE RIVGS.

Oh, it can't be very important, and--

ITI0M. ) RIVGS AGAIM.

well, if you won't answer it, I will.
RuUCHIVER OFF.

Bill Tarly's residence.

(0¥ FILTLR=-=-3rwILIGVED) Is thuwt you, Nikxki?
Wny, yes, Burt, what's the matter?
(ABRUPTLY--0¥F) Tell him you're busy. Tell
him you can't vossibly make it.

(sorro vocz) Ssh, Billt (UP) Waat is it,
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Burt?

BURT: (O™ FILTHR) Nikxi, I've been calling and
searching all over town trying to find you.
I got your note about Joe's llace, but you
didn't leave word wnere you were goling fronm
there.

¥MIKI: 'iell, it was sort of speciaul, sBurt. Ve
didn't want to be disturbed.

BULT : (FILTER) ‘iell, brice yourself, darling.
Because you're pcoing to be more tnan a
little disturbed--mayoe for the next several
days. There's been a prison breuk at
ILockport, and you've got to et up there--
immediutely.,

VIVEI: (PROTHSHIING) But, Burt, I can't lewve now.
I just sot married!

BUKT : (FILLEK) You what?

TII33: I said I got married tonight. %e just arrived
at Bill's apartment. I cun't leuve now--not
even possibly.

BUKI: (FILPER) Jook, Nikki. You can get married
any day of the week. llext month--next year
-~-any time.

NIK¥I: But Burt--

BURT @ (FILTZR) Right now I need you to cover this
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prison brezk. lortimer "Baby Kuce" lorton
hus escsaped. Tie's a killer--a life-senteuce
guy. He'd have had tne chuir, except this
state doesn't have a deuth pen=lty law. And
he's at large.

FIKII: But can't you send sowmeone else?

BUXD: (FILTsk) All the boys are goue, wnd I cun't
leuve because I've got to stuy here znd get
any wire news comling in about tne prison ovreuk.
I'll send Butch, tne photogrcpher over tnere
rignt now with a car to picK you upe. And I
want a story, you understand, a big story?

WIKKI: But, Burt, this is my wedding night!

BUK : (FILTER) Iook, getting married is for 1life,
isn't it?

MIX¥I: 'ell, sure, but--

BURT : (FILTZR) Then you've got the rest of your
life for a wedding night. Now & story comes
like this only once in a life-time. And I
need you, Tikxi--BAD! You will do it, won't
you?

NIIZI: Vell, I don't know--.

BURT: (FILCHR) If you're really lucky, you might

get back before morninc. It's only about
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fifty miles to Lockport, and taey mignt

even catch "Baby Face" before you get tnere.
They've got out a terrific dregnet.
(DOUBIFUIIY) Well, if you're sure I'1ll be
bzck before morning.

(FILIsR) Oh, it's a cinch for you, bzby.

You move a lot faster than thcse otner re-
porters. Fow.I want a big story, see?
Something terrific--pace one stuff. Then,

if you can get any human interest or features
to go with it, fine. Butch will tuke tne
pictures for you. Okay?

(WmARILY) I guess so.

(FILTiR) That's the spirit! Good old Nikkil
(wITTIOUT ITPIIUSIASLY)  Yewh.

RACEZIVIR UP.

Well?

Tow, Bill, don't be angry. Burt needs me.
Nikki, you didn't say you'd go?

I cbuldn't help myself, Bill. He--he talked
me into it.

Te must be quite a guy--to tulk you out of--
of this.

Oh, Bill, I'm sorry. But it can't be heliied.

There's no one else who could go. I'll be
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back before morning, and then we'll huve all
day Saturday and Sunday.

BIJII: (DIsaUSTED)  Yeah.

FVIKKI: Bill?

BIIL: Hmm?

NI¥XI: You wren't angry, are you?

BIIl: Well, I'm not exactly ecstatic wita joy!

TIKKI: Bill, to make up for it, maybe I could even
cet Monday off.

RIII : (GRUYTS) Uhh,

YIXXTI: Don't you believe me?

2I11: Oh, I believe you'd try. But, knowing Burt,
I'd say you don't stand a ghost writer's
chance of recognition. But go get your by-
line. Yever let it be szid that Bill nurly
stood in the w=y of his wife's cureer, even on
his wedding night!

¥ILKI: Oh, Bill, you're wonderful! And I'l. hurry
buck. I'11 be here vefore you Lnow it.

Tr

SOUYD: CAR STORIING QUISIDE. HORIN HOIIS.

MI¥¥I: That must be Butch now. Kiss me, Bill darling.
(PAUST FCR KIS3).
PILL: (FI*“CEIY) If that Bsby would show his face

adal

around here, I'd strangle him with ny bare
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hands for this!
I'm sure you would, darling. Hut now I've
got to 0. Relax dear--reud a mu_uzline.

Iet's see--nere's Intinute hevelutions!

(PADING) I'll hurry. ‘'bye!

DOOH OFEYS AMD CICSHESe

(GRUMIS DISGUSTLLLY) Laguzine! Hal! fine
substitute! %ell, let's se€ee.,

LEAFING TTROUGIT FAGAS.

Hmm. "lLiurder in the X¥ditoriui noom"!
(GKIYDIVG TWETH) That ougat to do just fine!
SEVZRAL IROYIC LITTLi NOTHS.

CILOCK CIIIIZaS TriEK.

(GROAY3 TALF AS1MILP) Three o'clock! Great
cuns! I wonder how much longer this goes one.
I always thought it was supposed to be the
bride wnho got left at the cnurcn. This time
I puess it's the bridegroom! .....(YAWl5=--
FADIVG) Xuts!

CIOCK CHILH®S ¥OUK.

(Y773 SPILL HARD R=--AILCST IN JIS SIELE)
Tikki! Nikki, darling! (SLILING, GROAIIING
SZIF-CATISKFIZDLY I HIS SLE4P) Nikkil

PIOME RITGS STAIPLY.
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(WAKAS WITH A COMIC SIOKRI) What's taat?

Oh, the phone.

FAONE KIVGS AGAIVN. RoCuIViak OFF.

(YAWNING SINBIILY) Hello.

(ON FILTZk) Hello, Bill darling. 1It's
Miklki,

When are you coming home?

(FIITHR--EADGING) Well, it's like this, Bill.
I don't exactly see how I cen maxe it tonignt.
What !

(WIIT%R) I know it's awful. Lut--well they
haven't caught Baby Face yet, and the waole
town of Lockport is in gquite an uproar.
People are afraid for their lives. I can't
leave until morning--maybe not until after-
noon.

(PROI4STING) But, Nikki, dariing---
(FILT%K) Bill, please try to understand.

I didn't do ti1is on purpose. But a prison
break is a prison break. It's bi; news, und
I don't dare leave. 3Burt would kill ue.

But our wedding night....

(FIZLT®ER) Bill, darling, let's meke it to-

A Lo

morrow nicht. It really won't matter too
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much, will it? I mean, one nignt's as good

as another for a wedding, and----

But, Nikki---

(FILTER) Bill, I'll be home tomorrow nisht for
sure. I promise you, even if I have to quit
my Jjob.

You mean that?

(FIIT3H) I mean that--honestly. Now, try to
get some sleey, dear, and I'll see you tomorrow
night.

(I35 IG705DLY)  Okay.

BRIWE LITTL: IFTukIlUule.

(WsARIIY) Gosh, Bill, I'm tired. What a day!
(SUSPICICUSIY) Nikki, darling, you're really
staving this time? There isn't some new trick
up Burt's sleeve?

o, I toldrBurt I was much too tired to write
another word about B:iby Kece. I told him I
was going home to my adoring nusbund.

An-hah! Tnat's more like it.

O0f course, they haven't found Buuy Hace. :iic's
still «t larce--

Took, chum, let's not let that heel s»oil our

second wedding nisht!
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¥IFXI: All right, Bill darling.

BI1IL: And just to be sure, I'll tike care of tae
phone.

SCUIID:  IC.CEIVER OFF. DIAIL "O".

TIFFI: VWhat are you doing?

BIIJ : Fixing it so Burt will leave us alone.

NI'FTIs But, Bill--

BIll: (11770 1770Ni) Hello, Operator? I want to see
that this phone is temporarily disconnected
or out of order or something. ‘e wunt no more
calls on tnis phone tonight, is thet clear?
eeees0kayv, thinks.

SOUWD:  H4CIVER U

FIIXI: (5IG31ING) Bill, you're cute.

BIII.: Ohy, I'm just full of initiative right now. I
refuse to be thwi.rted crguin. we wre officiasiy,
as of rirht now, just murried. XNewlyweds, you
misht saye. Any objections?

MIiXI: Yone.

RITI: Fine, now let's O0eese

PATY F: (¥ADIVG IM TOUGIT)  You two zin't goin' no ploce.

YIXY (6431) Bill, darling, we n1ave a Vvisitor.

BIIT s (¢+"IFs) So I notice. To %1om, may I asi, do

we owe this sudden popularity!
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“Tun?
Vo =re you?
(sUH3™1v)  Fill, he looks like--. “le is!

e is--what?

(CO.IECTI G Tiin)  Lortimer Bwby uce Lorton,
if youse plessel

(SVALICUITG A GRIY) By all mesns, LT.--
lortimer Zoby fuce iforton. But telii me--wnut
are you doning here? You're suygposed to be
a2cross the state line by now.

Dot's jist the noint. Teby Wuce =in't so
dumb. I 2allus joes jist where da copers
le..st exsects me, sce? Dat's whr 1'm such a
big shot. Mobody xin stop me. I'm da boss

a da outfit, see? So sit down. I'm hidin'
out here fer tonicnt.

(OUIIAYD)  On, no vou don't!

(D77AP2I04IY) 1 begs ya purdon?

I said--quote--IT0o you don't--Unqguote. This
is our wedding nicht, see? And we intend to
take advantace of it. Officially it w.s l=st
nirht, but becanse of your prison break, it
7ot postnoned,

(ORITINR)  Geez, ya don't siy! Tell me, wiat
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di4 I h=ve to do wid itg
17 wife here 15 the news re ort.r

#5351 med to cover your caise.

(I23A)  Suy, sirlie,--
“whet 1s it, I'r. liorton?

Are day 1lkely to run my pitcher wid tae

story?
Wiy yesy, I expect so. Thy?

Well, couldja mznage to et the one in
wid the strived jacket? I'm partial teo
dnt one. TMe oder pitcher the papers
rot maces me lock--unsymoantctict
(SrrmeasITT 4 3IGCLE)  Why, ves, I
think I misht srrange thuat.

(H4STIIV) When duy discover 1've es-

ca_ed fer cood, of course.

0n, of course
Yow, ta git brek ta da weddin'...

Veah, it's hich time we 4id. You posti-
poned our wedding nirht once, lr. Baby

Face lorton, but you have my word ol

hwonor I don't intend to let that hu,.gen
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azain. Yot while I'm zli‘e to stop it.
Yot while youse is dead, neither. So
Jya wanna g£it tougnh, huh? well, ya see
dis cun? It's loaded, see? And I =in't
shy about usin' it neither, see? I
trust youse gits the point.
Tow see here--
I said sit down.
Bill, darling, you'd better do as the
nan says.
(PROTLLTING) But, Nikki, our wedding
celebration!
It can wait, dear--so we'll both bLe aliive
to enjoy it! (ID=A) Or meybe Lir.
lYortimer R:-by Face Lorton would like to
join us in our celebration, would you,
KMr. liorton?
(ASTONISITED) What?
Ssh, Billi. (IXVITIXGLY) %Would you, lr.
orton?
(SUSPICIOUSLY) TWhat kind a celebration?
A wedding celevbration. Bill znd I here
just got murried.

Youse don't say?
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Sure. And we've rot chenmpaine. Will
you Jjoin us?
(WIATTSRTD) Don't mind if I do.

Good! Go get the caumpasne, Bill.

(70T GuTTING L ID3A) IHave you gone
Crazy, I'ikzi? Ve're not having wny party.
I hud trouble enough just getting the tvwo
of us togsether.

(80770 VOCE) wo =s I say, Bill. I've

ot an idez for getting rid of Buby iruce.

(IOUDIV) Getting rid--

o

Ssh
(SUSIICIOUSIV) Hey, whut's soln' on?

5ry Pill wis just seyin; he'd sotten rid
of a --a rat who's been givia: us trouvdle.
Yon troubled with rats?

(L:I7V)  Yenn, quite frequentiy iately.
(#ADD73)  I'11l be ri:nat bLuck.
(sU311CI01USIV) ey, whera's he _oin'?®

0ny it's cuite gli ri-nt, ir. lLorton.
2ill's just goiny to the kitchen for sonm=
chramnae.

Oh, %ell 4~%'s okzy den. I jist can't

=2fford to t-k=2 no chances. Ya .now, in
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my business it ain't s.fe.

o, 1Ir. Torton, I'11l bet it isn't. But
you just relax, =«nd we'll zet some canm-
rasne unil food, &n? then the three of
us will have » little party. Ok.y?
(GRI'™ING LIiZ3 A KID) Sure. A purty,
huh? Geez, I ain't bin to = purty
since I knocked off luuscles Lontgomery!
All right lir. Liorton, now you just sit
tight.

Ckay. But no funny business. I ;ot my
eye on ya. I'd come out there wid ya
but my feets hurt me. (IDF¥OKT GuTlING
87T0%S OFE)

S0 DXOTFHD.

There, thi.t's better. (FiDINCG) MNext
time I'd better get a size 130,

(s0770) 1Listen, Bill, dariing, here's
the exclusive news story of a lifetime.
TTow, look, Mi:ki, vou promised tnat to-
nisht--

I know denr, and I will, but ri_ht now,
we've oot to set rid oi Baby iace first.

("TAY TIIV)  Anmen! e crsmos my striel
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(OF®) Hev, what rou “wo wals.cerin' sbout?
It's a surprise. Turt of the purty.
(DOW) Iiattle sorie disies so ne'll taiinkg
ve're busr.

Okay.

DISTIS RATTLI .

Tow, you get him wrarned uy in the drinks
=nd xeep hirm occuplied with poker or souwe-
tning wnile I sne:x into the next cyart-
ment -nd call Rurt.

(SALC .30ICAILT)  You'd better call the
onolice, too, darlin; . DJurt can hardly
nandcuff Baby Bor and raul him down to
he»daounrters slone.

(OF¥) “Yey! Va got any norse derveys? I
like horse desveys.

Comin' ri~nt up! (DOY) Now you keesp hinm
amused =zt poker wnile I run and cail Burt,
And the police.

And the police. (#anll’:) 1'il hurry, be-
fore he =ets suspicious.

(c¥#) ver, hurry up, youse guys; “Where's
da chamnarne?

(CAILI™) Cominz ri ht ug, Ir. Lorton.
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TARV Fr (FADITY I77) well, pal, you sure took your
time. I could use sometning to wet my
whistle. (2USPICINUSGLV) T2y, where's da

Foil?

BIII: Goil?

BLEY Fe: Yeah, da skoit. Ya wife.

RIII.: (IAUF I 3 I07TLY) Ch, my wife. Vou
mean FMikxi.

BAaY : Yezh, where is she?

RITI: (CASTAIIV) Oh, she's just fixinsg somne
sxndwiches and maybe some c:zke.

TARY F: (SATISFIM=-=GRIVTING) Oh. Yeah. (CAIIING)
Hey, girlie, make 'em outa tuny fish if ya
got some ...I said--

BIIl: ("JICKIY) *Have some champazne, Lir. Lorton.
(CASUAIIV) 1It's going to be like a real

party. A fellow only gets married once,
you know.

BAKY Kt Yeah. Ya know I never .ot murried.

BIIl: You never did?

BARY ¥: Naw, I wzas gounnae. But I eanded uyp in the

pen before we could get hitched legsal. A

tins like dat's toush, ya know. linen

business gits in the way of a puy's family

life.
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(SIGTIRICANTLY) Yeah, I know exactly
whet you mean!

Huh?

(IAUGTIIYG NLLVOUSLY) othing. Have some
more champasne.

DRIYE POUR~D.

Ch, sure. THey, you ain't by chunce got

any beer, have you?

Why, yes, I think so.

(COMKFIDEWTIAILY) VYa know, I reuliy like
beer better. It's got a much more poig-
nunt flavor. Dontcha think so?

On, I certainly do. (FADING) I'li get
you some.

(CALTIYG) And tell da skoit to maxe da
sandwiches a little quicker. 1I'm gettin'
hungry.

(OFF KIK®) Yes, darling, do hurry with
those sandwiches. MN\r. liorton is getting

very hungry.

(SIGIIVG WITH SATISKACTION) Ann!  (CALLING)

Ya know, I ¢got a a?petite like a kangaroo!l
(OFF 1I'IKE--CAILING) What do you say to a

little card game, lr. Lorton?
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Cards? (BOLSTI'G) Sure, I'm da caampeen
player in da whole outfit.

PO ICE SIS WAY IN DMls DISIA"Ca. GunlS
SILOWIY 10UD-R Ry 1D FOLLOWIMNG LINiu.
(FADIG IN) Here's your beer, Lr. Lorton.
Mikzi'll be right in with the szndwiches.
They're the fancy variety that tuxkes songer
--you knovi, olives on top and everything.
Chee, olives!

How'd you like to play a little poker?
Foker? TUn--well, I don't xnow how ta

play poker. That's awful complicated.
(BA®SLLY) But I do play gin runmay!

DRAWAR OPRYN'De LULIAGING.

I was sure I left a deck of cards here sone-
place. vVvsah, here they are.

DRAWTIR CLOSIDe

(ILFATIZNTLY) Hey, where's them sandwiches.
(FTASPILY) Have sowme more beer, Lir. Lorton.
Your glass is nearly eupty.

FOURIMG DRITK.

Yeuh. (CAIIING) Hey, girlie, nurry!
(EFFORT) 1I'd better go see whut happened

to her...
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Mow don't be nhasty, lir. lLiorton.

(PADIIG IN) Here are the sandwiches, Lr.
Lorton.

Nikki! “whew! I think I'll have a drink
on that one, too. Here, wr. worton, have
another drink.

FOURII'G DRIMK.

Ohy, I dunno, I--. ‘weli, 1if youse insists.

I mizht have just one more glass of beer.
Sure. And here's another bottle tor wnen
you've finished thut one.

(S SFICICUSLY) 1ley, I hear a golice siren!
(CUICKLY) Oh, I'm sure it's nothing. Iiere,
hauve another beer.

FOULING DRIVK.

Yaw, I was sure I neard sometning. (3QuUGuL-
ING TO KIsi) Lemme look out the winuow.
(FAUSHE--SL.SPICIOUSLY) That sounds lixe a
police car.

(GUICKLY) Ohnh, no, Lr. iorton, 1'm sure
you're mistzken.

CAH STOsrITG. SIRWIT OUT.

It is a police car--just stopping &t the

curb. (TTRGAT<YING) Wiy you=--
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Mow, don't be hasty, lir. Lorton!
(AFGRILY) You double-crossed me. OQuta
the kindness a my heart I help ya ccle-
brute ya weddin' anniversary--

iiedding night.

And tnis is the thunks I git. Wwell, I'll
fix ya, I will. You're gonnu walk outa
here in fronta me right past them coppers,
see? And if they try ta snoot at me er
stop me, I'll let ya have 1it, see?

You draw a very graphic picture, Lr. bHu.by
¥ace. We could hardly misunderstand.
Okzy, youse guys, start waikin!

DCOR 0183 SCFTLY.

(CAIITY) Don't look now, lr. lLortimer
Baby Face Liorton, but I think we've got
company.

On, no ya don't. Thut trick's got wnlskers
on it.

well, don't let's shave it. 1It's stil. a
pretty good one.

(FADIM3 IN) Okay, Buby Face, we've got
you covered.

What?

Tello, Rurt?
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Practically the entire police force of
lake Forest has tae building surrounded,
and the officials of Lockyort are on the
way here. VYou might as well give up.
(ANGRILY) You did tuis to we, Bub. You
and thsnt--th.t Nikki of yours.

By the way, where is Nixxi?

(FADITG 1Y) Right here, Bill darling.
Taking notes madly. I'1ll be right with
you. BRBut first--Lr. lortimer Buby KFace
liorton, have you any final statement to
make for the press before you're taken into
custody?

Yeah, I sure have. All I got to say is,
this is a heck of a weddin' celevration!
(WIDrH FEZLIVG) Ir. Baby Face, taat's a
nasterpiece otf understatement!

A FEV IRCTTIC LIMTil LOTZSG.

Well, Nikki darling, tnank heaven they've
gone. XYow, we can reaily celeorate in
earnest,

(H5DGI3) Yot yet, Bill darling.

Yow wait, chicken, you're not runaning out

on me afaine.
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(HASTILY) ©h, no, darling.

(3BLITTD) That's good!

Only I do huve to write the feature for
the morning puper.

(PXCTESTINTY)  Yow look!

Bill darling, it'll only t.xe & minute.
All I have to do is run down to the

office and dash off a couple or three
pages. It won't tzke longs.

But Yixgi, darlinfecees

Fow, you met everytaing ready dear, and
(FALIYG) I'11 be rigat back.

DOOR CIOGS.

Nikki! (COMICAILY) I quit! Newspapers
and newspaper women! I should hwve
married a gal who was illiterate!

VidY TINY INTZIJUDE.

DOCR 0135 Al'D CIOS.L5.

(FADITG IX) Well, here I wm, Bill duarlinge.
(WITT DSTInJ-INATION) Yes, Nikxki! And tiais
time you're staying.

¥25Y I 1OCK

(SURPRISTD) Why Bill, what are you doing?

ILocking the door. I'm locking all the
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doors and all the windows. I also had

the telerhone disconnected--permanently.

I¥z

—
(1)

But, Bill darling, that's not practical.

BIIL

Remember, Nikki darling, I toid you once

that if you insisted on being przc-

tical, you'd die an old maid?

NIKi'I: Ves.

BIII: Well, I'1ll alter that stutement to read
"graess widow" !

YIKIEI: BRBut, Bill--

BII1: (WITH CcoMIC IVDUSITY) Look, chum, I'm
going to ask you to use your imagination.
“We are marooned on a desert island, see?
There's no living human being for millions
of miles, see? And above zll, no news-
papers!

MIriiI: Bill, darling, don't look so savage.
I've got a vacation for the next twenty-
four hours, but after all--

BIIL: Kiss me.

YIIXI: -But, Bill--

BIIL: Kiss me! (FAUSE FOR KISS).

MIK¢I: BPBill, darling, what did you do with the

key? I have to go to work the first
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thing Monday morning, and--

Kiss me amain. (PAUSH
(30PTIV) Oh, Bill, dsrling--

(SO¥T1v) Yow, that's more li<e it.

Fut, Rill, what about the key?

You don't need any key.

But I have to go to work thne first tning

Lionday morning, and--

Yo you don't.

Why not?

I spoke to Burt about a longer vaucation.

hezlly, darling?

A very long vacation.

Cn, Bill, how wonderful! He agreed?

01y, yes, I coﬁvinced him.

You did? (SUSPICIOUSLY) What did you

tell hirm?

I told nim you had resigned.
(FROT=STING)  Bill, you didn't?

I most certzinly did. It seems thut's

the only way we can be (SIGNIFICAIILY)
officially married!

(PERTUR™EID) But, Bill--(RELAXING AND
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fun than a murder!

(UICK INTwWiIdULE TO KILISH.

you're more
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¥otes on Writing and Production of

HCISYLO0N BY PAOXY

Plot Creztion

With the exception of STONY ON PAGE CON,
HONIYIMOOIT BY PROXY required tne fewest revisions
and was written in the shortest period of tiwe of
any play in this series. The plot required only
one relatively minor change prior to production,
and that concerned the time element involved in
getting the polics to Bill's apartment to capture
Buby Face.

In the original version Iikki cliubed out
the kitchen window and ran for the police, necessi-
tating severzl minutes of "stalling" on the part of
Bill. This made for an urtificial situation, be-
cause no professional ganaster would allow himself
to be so easily duped. Theretfore, it wus necessury
to "plant" a final line by Tikxi just before her
exit and then have her lezve only long enouih to
make a hnsty telephone cnll to the police from the
next apartment.

was ajded to the scene by 3Suvy wace's

-
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continued curiosity as to Nikii's where=oouts

waile he thinks she is prep=ring "horse darveys




in the kitchen. e keeps cuwlling to her, =lthou_n
Bill manases to keep him occupied with

champu;ne for a few brisf moments. Then just us
Biby ¥ace is getting really upset avout Niki's
failure to reply to his repeated orders ubout the
food, she enters calmly witn the tray much to
Rill's comic relief. This added bit of business
vrovides a humorous climax to the scene and nukes
the situation more believable,

Acting

Trere are only four characters in HOITLYL.O0ON
BY PICXY and none of them, except perhaps DBaby Hace,
should present any problems. Bill is the outraged
and frustrated lover who evidences comic exasgera-
tion at his plisht.

Yik%ki is the efficient cureer zirl with
romantic inclinations. She is the love interest,
so her cool efficiency in a business situation must
not be allowed to dominate. She must be lovsble.
Burt West is the efficient editor of the newspuper.

B.by Face must be a complex combinztion of
"tourh ruy" and aspiring romantic hero. He is ex-
ceedinnly stupid, and it is obvious thst he wmude

his mark in the undervorld because of his oversized
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frame rather than his intelligence. The jame of
poker is much too complicated for him to grasp
80 he confines himself to gin rummy. He makes
an attempt at being toupzn but has « soft sgsot for
flattery and is led far astray of his disacree-
able intentions when he sees un opportunity of
getting a little extra publicity in connection
with his escape from prison. He likes fancy
sound ing food, but champacsne is a little too re-
fined for his taste; he prefers beer. He has
recrets zbout a love affair which was cut short
bacause of his untimely arrest. He sees himself
as a knight in shining armor, whereas his actual
appenrance is a ludicrous contradiction of that
picture.

Directing

Problems in directing of tnis play closely
parzallel those outlined for BABY B3 GOOJ. Par-
ticular attention should be paid to the pacing
and by-play in the scenes involving Baby Kace's
invasion of 2nd detention in the wpartment by
Bill and Yikki.

Bill's disgruntled reaction to being de-

serted on his wedding night also should be
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played to the limit of its comic possibilities,
with specizl emphasis on the added bits of busi-
ness concerning his erumbling, his talking in his
sleep, and his comic snort upon beini awaxened by
the telephone.

Sound =nd lwsic

o special problems are offered here.

Scrizt Chanres

Two minor chances were necessary in the
finished script. The first involved the scene in
which Bill occupies B:iby Hace with the "party."
It was decided after the broadcast thut it wes
illogiccl to have the gwngster become intoxicated
in such a snort period of time, as was originally
planned, so the lines were revised to zllow nim
to play them straisht. A furtner cnange involved
the finol tag line of the play, wnich had pre-
viously read: "So vou decided to tuke up being
a wolf in earnest." It seemed thut "You're more
fun than a murder!" was particularly appropriate
to the speech of a newspaper reporter, so one or
two minor chanres in earlier lines of the play
were made to establish Nikki's love of excitement
and to prepare the audience to receive the "murder"

line.
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O, PROFZSSOR!

The setting of this-story is not in the
Canadian Rockies. But it does huve some-
thing in common with the Canadian }Mounties.
It's abhout a girl who gets her man. The man
is Philip Gordon, young scientist at Lid-
western University. At tne moment Professor
Gordon is crouched on tne euge of a small
lake on the cumpus, intent on wautching sone
obscure acquatic activity. He is totally
unavare that only a few yards a.ay tnere

are three young women reclining on the grass
in their bathing suits curiously observing
his movements. One is the tall, dark, and
attractive swimming instructor, Toni Stevens.
The other two are lMarge, Toni's roommate,
and Helen, another instructor.

(FADING) Toni is speakingee..

(rUsDI3) Philip Gordon is really not bad
looking, Helen. 1In fact, if you're broad-
minded, you might even call him moderately
handsome.

(DRILY) But unfortunately, Toni, his actions
don't match his appezrance. He looks down-

right exciting, but he's such a mousy little
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guy. He never says "boo" to anybody,
especially women. Never goes anyplace.

Just pickles himself in chemicals tili all
hours of the night.

It's very unusual.

(YAWXING) For a couple of colilege instructors
you two gals seem plenty perturbed about
symptoms of intellect among the men folks.

I don't mind intellect. It's being ignored
that I object to. ILet him win his Nobel
prizes--wnich, incidentzally, he did last year--
but also, for Fete's sake, let him dust off
his party manners and let down his hair
occasionally.

Doesn't he ever?

He hasn't taken in any social activities
since he came here in the spring. ZFYeople
have tried. Ve've all tried. And given up.
They say the girl doesn't exist wno can lu:e
him away from his test tubes.

(UNBELIZVING) Aha! That I'd like to see!
(CIIAIIENGINGLY) 1I'll bet you a pair of new
nylons, Toni, that--even in that slick
bathing suit--you couldn't intrigue our
Professor Gordon.

(WIPd ENTHUSIASM) That, Helen, my girl, is
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a bet! Yo man ever ignored me in a bathing
suit. Besides, I could use those nylons.
MARGE: (LANGUIDLY) Couldn't we all.
HE1EN: Ckay, let's put it this way, Toni. I'll
bet you my new pair of nylons taat you can't
get Philip Gordon to go to the faculty
masquerade ball tonight.
TONI: But---.
IARGZs She's got you there, Toni.
TONI: But Marge--Helen--not tonight! There's not
enough time.
HELEN (SWLETLY) The time element is unimportant in
this case, dear. One day is as good as anotner
to be refused a date. And I think, just to
make matters more interesting, thnat--if by
chance you inveigle Friend Pnilip into tnat
date, you must amuse him for the fuli eveninge.
TONI: (PROTESTING) But thut's not fair, Helen! I
was looking forward to some excitement tonight.
And Philip Gordon sounds to wme 1ike an
awfully dull evening. Besides,/what I know
about zoology wouldn't make an impression on a
sponge!
MARGE: But what you know about anatomy would, dear.
TONI: (DZFENSIVELY) I thought you were against this

bet, llarge.
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I was at first. But it's beginning to get
interesting. If I had gotten that raise I
expected from Krentel's department store,

I'd bet, too, but since I'm broxe I'll just
observe from a distance. Ly personal opinion
is that Friend Philip will not be affected by
this approach anyway. So there's no harm
done.

(PKOTESTING) And I thought you two were my
friends!

But,Toni, it's all in fun. XNow, look, he's
still down there by the laxe. He hasn't
moved for the last half-hour. Why don't you
make the approach right now. While luarge and
I have a ringside seat.

(UNWILLINGLY) Well, all rignt, but--. How
do I look?

(CALILY) Ravishing. Absolutely ravisning.
He can't possibly miss you in thut cherry mid-
riff job.

(DOUBTFUILY) Well, I'll see you two later.
(FADING) Good luck!

(FADING--SINULTAYEOUSLY) So long, Cleopatral
(SOTTO VOCE) I'll show those two vultures.
I've just got to. If I flunk this, I'll

never hear the lust of it.
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(DEPERUIVEDLY) There he is. Now for my

grand entrance---

(HULMING GAILY A Fi¥ SaCONDS--IiHEN CALLING
CFESRILY) Good morning. Lovely day for a
swim, isn't it? Watch out, I might splash
you when I take my dive.

(OFF MIKE--SIIOUTIXNG) Get out of there! Don't
Jump!

LOUD SPLAGH Ao SIE DIVES IN. LIMTLEn orlaodl AL
Sis SWIMS A MOMEXT.

(SPLUTTERING--FADING IN) Liss--Miss! You in
the red bathing costume. Leave the lake this
instant! You're ruining my experiment.
SPLAGITING TO THE EDGHE.

(IWXOCEITTLY) Did you call me?

1y word, yes. leave that lake this instant.
You've probably already destroyed my entire
day's effortse.

SPLASHING OUT.

Ohy I'm so sorry. Wiaat did I do?

You just confused my fish, that's all. And
upset all my piscatorial observances.

(NOT GIITING IT) I beg your pardon.

I'm conducting an experiment on the fish in
this lake. And I need absolute peace and quiet,

or the results will not be reliable. I was
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getting along remurkably, and then suddenly
you do a lLiiss America act and upset every-
thing. Yow the fish are thorougaly confused.

TONI: On, I'm sorry. Do you do this sort of thing
often?

PHILIP: Very frequently. I'm an ichthyologist.

TONI: (PLUAGAKTLY) Really? I'm an Indian.

PHILIr: (PATIBIXTLY) An ichthyologist is a scientist
who studies fish.

TONI: (PRTEXDED SURFPKISE) On, tnen you're the
new professor in the zoology department I've
been hearing so rmuch about?

PHIZIFP: (SLIGITLY FLATTLELED) Well, I admit I'm
fairly well known in the scientific field.

TONI: (ASSURIMG 1IIM) Oh, you really are! I've
been hearing amazing things about you.
(CASUALLY) Shall we sit down here on the
grass?

PHILIP: (SLIGHTLY DISCONCxhIxD) Well--I have to
finish my experiment.

TONI: But you said I had contfused the fish, so
you can't possibly restore tneir peace of mind
any more today. Come on, sit down here by me.

PIILIP: (PROTESTING) But, I--

TONI: That's much better. XNow, tell me--these fish



106

you study. They must be absolutely fascinating
to--well, to make you prefer them to everytning
else.
PHILIP: 1, they're very interesting. They take up
practically every instant of my day and night.
TONI: Really? 1Isn't that amazing? But don't you
ever--? I mean, do you actually prefer these
fish to--well, say cutting a rug occasionadily.
IAILIP: I gatner you are using a slung expression to
refer to dancing. iy work is so important
and so time-consumning, I hardly have tae
opportunity. Besides, with whom could I go?
TONI: Oh, there zre lots of girls available.
FHILIP: Vell, I--I really don't know many women.
(SHYLY) And they don't care for me. I'm
not very good at what you would call--
clippini; a carpete.
TONI: (SVALLOWING A GIGGLE) Onh, but I'm sure you
are! You should give yourself a caance.
You know, if you'd relax and go out for an
evening occasionally, you could work with--

with renewed intensity the next day.

PHILIP: Do you really think so?
TCNI: I'm sure of it. Now, take for instance the

masquerade ball tonight.
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P9ILIP: What masquerade ball?

TONI: Viny, the one the faculty ciub is giving. It's
a costume affair, and--

FHILIP: Oh, then I couldn't go. I don't have a
costume.,

TONI: But that's easy. The Dullovelle shop has a
complete stock. (PAUSE--COYLY) I think you
ought to go as a knight in snining armor.

PHILIP: (SLIGITLY FLATT=l&D) Do you rewlliy think
so? (THEN) On, no, I couldn't!

TONI: Well, why not, for heaven's swuxke? You
certainly have the figure for it.

FPHILIP: I do?

TONI: VWell, of course. (GCFTLY) ELveryone suys
you're very handsonme.

PHILIP: (UNCOMWOKTATLX=--GUIFS) Leally?

TONI: Oh, yes. And I know just the costume. It
was in the window of the costume shop. A
suit of armor with a helmet and everything.
You'd looX really scrunmptious--and very
romantic!

PUILIP: (Fik AVAY) And very romaentice. Perhaps an
evening dancing would be a refreshing caange.

TOYI: Of course it woulde.

IHILIP: (COMING PACK TO BARTH--CLLAkS THROAT) But

then I'm afraid I could hardly leave my
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ichthyological experiment tonight. It was kind
of you to take an interest, but (INDICALING
THIIE IS NO POSSIBILITY) perhaps some other
time. Good day, kiss--.

Stevens. Miss Toni Stevens.

(FADING) Yes, Miss Stevens. Good-day.

(IN ASTONISHM NT) Well, I never! If that isn't
the darndest way of wiggling out of a date.
(THEN CAILIING) Hey, wait, you=--kr. Gordon--
you forgot your precious fish!

FiulW COMIC LITTIE LAUGH XNOrEG.

DOOR OPENS AX¥D CLOSnS WITH A BANG.

(FADING IN) Is thut you, Marge? (GIINDIKG Hik
TEETH) Ah, yes.

(PIACIDLY) Well, Toni, let's near your version
of it.

You saw what happened, lMurge. He walked out on
me. Actually walked out! Why, it's unthinkabie!
Yo man ever walked out on me before.

Viell, chum, a tradition has been broken.
(1L.IssikELY) I feel terrible, iaree. It isn't
just that I'm angry and humiliated. Thut's
enough. But it hurt, liarge. I can't tell you
why or how, but it did. As though a friend had
suddenly become a bitter enemy. (HOPsLESSLY)

Oh, I'm not talking very good sense, but--.
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Well, I'mm not used to being wulxed out on.
(T'iEk SUDDLYLY 1.0 4Iinb) Do you suppose I'm
slipping?
Baby, you've already slipped! 1I'd suy from
the looks of things th:t you've fullen--but
hard!
(BRIDII¥G) Don't be silly! I can't stund tne
sicht of him. He's--well, he's--
Good looking.
Well, yes, I suppose he is. But he's also--
Highly intelligent.
(UIWILLIFGLY) Well, yes. That is, he xnows
a lot about fish. But he's--
Very attractive.
(GETTIMG ANGRY) 1Is he a special friend of
yours®?
Teavens, no. I never met the guy.
Well, then, how do you know so much about nim?
From listening to you. And from watching you
this afternoon. Baby, I wasn't born yesterday.
In fact, I've been around guite a bit. And
I'd say this was an excellent exanmple ot iove
at first fight!
Don't be funny, lsrce. I hate him. He's
positively horrid. Sturfy, like everybody

says. No manners at all. There I was just

-



110
trying to be friendly, and wnat does he do?
(LILICKINS ¥HILi) "I couldn't possibly leave
my ichthyological experiment tonight. So
kind of you to take an interest, Liiss Stevens.
Good-day, Niss Stevens." (GRIDING Huok [L.lH)
Go sit on a tack, liiss Stevens, you sure
missed the boat!

ARGH: I was afraid it would turn out tais way. And
I'm really not sorry. After all, if he likes
the way he lives, why must you take it upon
vourself to change him?  (IMMU-2DO) Unless,
of course, the interest is strictly personal.

TOMNI: (ABKUFTIY) “Well, it isn't! But, honestly,
Marge, I've got to do something. It's pretty
clear that he's not going to the masquerzade
without some added inducement. His fish will
lure him back to the laboratory, and then

where will I be?

ARG : (DRILY) Playing second fiddle to a fish.
TONI: You know Helen is just dving to make a fool of

me. Ny reputation as a siren is at stake.

: So you want to upset the mun's perfectly

[}
=]

&

TARG]
serene existence just to save your own
reputation. Th.t's not very nice, you know.

TONI: T Well--

YARGH: It's pretty obvious that the Cleopatra approach
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doesn't go over so big with him. Hc's nobody's
fool. All you needed was a rose between your
teeth to make him think Theda Bara had been
resurrected for a personal appearance!

Well, what do you expect me to be--liinnie

liouse?

Iook, kid, you sure aren't hitting on all your
cylinders. I'm only your roommate from
Krentel's department store, but my social sense
tells me there's an acquaintance worth
cultivating.

Yeah, I know.

Then you admit you like him?

Vell, I--

Because if you don't, I'd advise you to lay off.
lIe sounds like a right guy to me. And his time
is too valuable to be wasted. Not only that, he
might really fall for you. It's been done
before. 1
I'll benave. Only, please, large, tell me wnat
to do. He's so darned intellectual. If I take
the subtle approach and try to get nim to like
me gradually, he won't even be conscious I'm

alive!

Don't worry, lata Huri, with a figure like

Bad?? WY

yours, he'll be conscious all right! But

—a
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don't go full stewum ahead until you get some
encouragement. Otherwise you'lil lose before
you start.

What would you suggest?

I'd suggest the musquerade ball.

But he's not going.

Ony, I think he will. He's going to get a
personal invitation from the college president's
wife. e wouldn't dare turn that down.
Are you kidding? I hardly know the president's
wife.

You're rooming with her, dear. You forget, I
spent two years in iladame Pewtrofsky's Acting
Academy before I decided I'd rather eat. You
leave everything to me!

DAYCE 1USIC UP A MOL&ENTe TiuN UOWN ANV BiillNDe
FARTY NOIS:S IN BACKGROUND.
Well, Toni Stevens, of all people. From the
looks of your costume I'd say we're celebrating
the Easter season early.

Ssh, George, not so loud! I have a special
reason for not wanting to be recognized. Do I
look sufficiently camouflaged in this bunny
outfit<?

With that figure, pet, must you camouflage it?

Please, George, I'm serious. Do you think any-
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one else will recognize me?

(SULRVLYING TiIE SIPUATION) Vell, the mask is
sufficient, but--your hair gives you awuy.

Can't you hide it under that fur hood like--
(FUSSING WITH IT)

like this, maybe? There!

Now look in that mirror over there before we
g0 1in.
Hmm. Yes, I think that is better.

¥When you re-
fused my invitation to come to the dance, I
assumed you nad another date. I really am
hurt.

(LAUGHING) George, you're swecet. But I really
have an excellent reason. And I tanink you can
help me.
Iteally? How?

I'm looking for someone. Someone in your de-
partment, as a matter of fact.

In my department? Hmm, that's strange. My
XNo.

only eligible competition is--. No, it

couldn't be. He wouldn't leave the fascinating

company of his test tubes--not for just a dance!

Are you sure?

(UNBELIEVING) You can't mean Philip Gordon?

(RAGERLY) Yes, I made a bet. But you mustn't

tell anyone.
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GEORGE: I don't get it. What's it all about?

TONI: It's all in fun. Of course, he doesn't know
it But, as part of a bet, I'm getting him
to come to the dance tonight. But in doing so,
I, shall we say--incurred nis wrath? Vell,
anyway, getting him to the dance wuas only part
of the bet. I also have to keep him amused
for the full evening. And obviously, if he's
mad at me, that would be impossible--unless,
of course, he wasn't aware that 1 was anmusing
him.

GEOLGE: Oh, I'm beginning to get the idea. You want
me to introduce you--

TONI: (TRIULPHANTLY) As someone else!

GEOKGE: Then can I stay around and watch the fun?

TONI: Well, if you do, please be subtle about it.
Philip Gordon isn't easily fooled. And I can't
afford to lose this bet-{UNDER ik BRMATH) for
more reasons than one.

GEZORG+E: Don't worry, I'll be careful. Let's go in and
see if he's here yet.

SOUND: %0 PAIRS FOOTSTEYFS A MOMENT.

MUSIC: UP SLIGHTLY BEIIND AND CONTINUE.

GEORGE: lLet's see. That looks like Phil over there by

the punch bowl. He's the knight in the suit of

aTnoTe.
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TONI: (STARTLED) Suit of armor! Then he did!

EORTEs He did--what?

TONI: (HASTILY) Nothing. I only meant that--he
did come.

GEORGE: Oh. Well--(UP) Phil!

PZILIP: (FADIYG IN) Hello George? Glad to see you.

GEORGE: (ELAROKATELY) Phil, this young lady has been
admiring your--(HALF LAUGH) suit of armor.
She asked me if I'd introduce her to you.

PHILIP: (UNBELIKVING) This lady--requested to meet
me?

GEORGLs Yes, Phil, this is Miss-=-

TONI: (QUICKLY) Bunny. Bunny Davidson.

GEORGE: (EY®ZING HER) Uh--yes. Bunny Davidson.
(CLEAKRS THKOAT) Well, I'1l leave (FADING)
you two alone.

TONI AMD PHIL: (AVKWAKDLY) Hello.

PHILIP: (QUIETLY) How ingenious of you--Bunny.

TONI: (NEKVOUSLY) What do you mean?

PHILIP: To pick a costume to match your name.

TONI: To match--? (LAUGHING-RELILVED) Oh, yes,
of course. To match my name.

PHILIP: MMy colleague, George, says tnat you admired
ny cosfume, too.

TONI: (nARILY) Yes, indeed. I think it's

extremely attractive.
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PHII.IP: It was suggested to me by--a friend.

TONI: Really? Tell me, is your friend coming this
evening?

FHILIP: I'm not sure. I think perhaps.

TOMNI: Maybe she's already here. With everyone
masked it's rather difficult to tell.

PHILIP: That wouldn't matter. I'd recognize her
anywhere,

TONI: (STALLOWING A SMILE) Oh, you would?

THILIP: Oh, yes, I'm positive of it. She's a very
unusual person.

TONI: (FISHING) Do you--like her very much?

PHILIP: (CONFUSED) Well, I--. (THEN ABRUPILY)
Would you care to join me in a dance, Liiss
Davidson?

TONI: (DEFIATZED--SIIGHTILY IRONIC) Why, yes, kr.
Gordon, if your suit of armor can stand the
strain!

PHILIP: 1 believe the current lingo runs, "Come on,
worm, squirm!"

BOTH LAUGH GAILY.

}MUSIC: UP A MOLENT. THEN CKOLS FiaoE INTO ANOTILLR DAINCH
TUNE. HOLD BITIND,.

TONI: (IAUGHING--OUT OF BRZATH) Oh, this is
wonderful, Phil! I haven't had so much fun

since the flood. Oh, but I'm tired. Whew!



117

PHILIP: (ALSO OUT OF EREATH) I don't wonder. I'm not
a particularly effective dancing partner.

TONI: (PROTESTING) On, but you are! I've just had
a rather strenuous day. (CASUALLY) Let's
take our punch glasses over by the fireplace,
shall we?

PHILIP: If you like.

SOUND: FOOTSTEPS A NOMENT.

YHILIP: Your name really isn't Bunny, is it?

TONI: (ON GUARD) What makes you ask that?

PHILIP: Only that the name doesn't suit you somehow,.
I keep trying to attach another name to youe.
I feel certain we've met before.

TONI: (HASTILY) Oh, I'm sure we haven't.

PIILIP: (PERSISTHENTLY) Yes, I think we have. Just
recently, too0e.
Tell me, in what department do you teach?

TONI: (NERVOUSLY) It seems to be getting awtulliy
warm in here all of a suddeun, don't you
think?

THILIP: (GRINVNING SFELPISILY) Why, I didn't know
you cared! (THull ABKUPTLIY) But really
I'm interested in finding out more about
you. Are you--?

TONI: (SNIFFS) I smell something burning.
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(GASPS 1OUDLY) The girl in the bunuy outfit.
Look!
STOPS UXOBTRUSIVELY.
GENERAL EYCITHEITAT AND DIOTURBANCL.
(SUDDENLY) Good lordi, it's your bunny tail.
It got caught in the fire!l
(IN TERROR) Phil, wnat'll I do?
Hang on tight. This is going to be a fast
trip.
Look, Phil, put me down. This is no time for
a petting party. Lven if the temperature is
rising!
FOOTSTEPS RUMNNING UP.
(FADING IN) Toni, for heaven's sake, what's
happened?
GANERAL SCRAIBLE. HEAVY FOOTSTEPS AS OF
SOLZEONE CAKKYING A HBAVY BURDoN.
Out of the way, George. Tnis is tne fire
brigade.
(FADING) Where are you going?
(SIIOUTING) There's a fountain in the garden.
We're jumping in!
(TERRIFIED) Phil, hurry! I'm burning up.

(PUFFING) Just hang on a minute. And every-

thing'll be under control. Now,hold your

breath. (STCUTING) Here we go!
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I10UD SPLASH AY¥D SIZZIE AS TUAY HIT THE WiTuRe
SCREALMS AND THEN GURGLES AS SHE GOwS UXDIEK
BABBLE OF VOICES AXD EXCITELO:SNT.

(FADING IN--OUT OF BitsslH) What happened!
Good lord, they jumped in the fountain! Are
you all right, Toni? Toni?

SPLASHING,

(COMING UP FOR AIR) I'm all right, George.
Toni, for heaven's sake, these measures are
pretty drastic just to win your bet about
amusing Phil.

Ssh, quiet, George! By the wuy, what
happened to Phil?

Is that him--draped over tne fountain statue?
SPLASH.

Wheré? Oh, yes. (CALLING) Phil, are you
all right?

(SFLUTTERING) I guess so. But I think I
swallowed an ocean.

(GIGGLING) Yot the ocean. Just tne fish.
Two of them are jumping out of your helmet!
(ANGRILY) I imagine it does look funny to
you.

(SOPZRING) What do you mean?

You got just what you wanted, didn't you--

Toni?
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TONI: (STARTLZD) Toni? Then you--

PHILIP: George called you Toni, didn't he? You're
Toni Stevens.

TONI: Yes, but--

PHILIP: (COOLLlY) That must have been an interesting
bet you made-- about this evening. kemind me
to inquire further about it sometime. Now I
think I'd better be going.

SOUND: SPLASHIRG AS IIZ GITS OUT OF THk POOL.

TONI: Phil, please, I can explaine.

PIIILIF: (COCIIY) There's nothing to explain, Liss
Stevens. Thank you for a very pleasant evening.
(FADING) Good night?

TONI: Phil!

BORGEs Well, cheer up, Toni. You won your bet. Tnat's
all thuat's necessary. Come on, I'1l tuxe you
home.

TONI: Oh, George, how could you! Now you've ruined
everything.

GEORGE: But I thought you were just playing a practical
Jjoke.

TONI: (PUT OUT) Honestly, George, sometimes you men
are terribly dense! Do you thnink I'm crazy
enough to do a stand-in for a roast rabbit--
just to pull a practical joke? I was playing

for much higher stakes!
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IUSIC: GAY IRONIC IITTIE INTiIO.UDE WILH TOUCH O
SOUR NOTES.

TONIs (WAILING DESPELRATELY) What am I going to do,
Mlarge? For a whole week, Fhil's avoided me
like the income tax collector. I've tried
calling him on the phone, and he won't answer.
I've tried writing him notes, and he sends
them back unopened. How can I explain to
him that it was all a mistake?

ITARGE: What about playing hard to get?

TCNI: I've tried that, too. Ie just acts reiieved.
In fact, most of the time he pretends he
doesn't know I'm alive. liarge, 1l've never
been trezted like this, and I've never fallen
so hard before. What'll I do?

LARGH: I don't know. About the only germ of a
solution I can offer is that at a time like
this it would be a good idea to be a lady in
distress.

TONI: Lady in distress? How do you mean?

MARGEs Well, if you could think of a way in which

=

you might be considered in danger and could
call on him for help.

TONI: (EAGERLY) If he thought I were dying, you
mean?

VARGH s Well, it needn't be that drastic, but--. It
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would be very strategic if he could be made to
believe that he were the cause of your--shall
we say, misfortune.

Any ideas?

Unfortunately no. 1My idea department is as
dry as Fido's bone.

(DISAT."OINTGDLY) Oh.

(IDEA) How about--2

(HOPLFULLY) Yes?

No, that wouldn't work. Or--? No, tnat
wouldn't do either. Tell you wnat. Vhy don't
you do a little scouting around this afternoon
and see what you can find out? If we knew
where he was going or what he was doing within
the next decade or so, that might release a
whirlwind of an idea.

Are you kidding? That hermit probably wouldn't
give out any information as to his whereubouts
--even to his pet fish!

Ko, darling, but you might turn the kata Hari
act on George!

A FEW LITTIE YOTES ENDING TxNTATIVILY.

(DOOR OPENS AND BANGS SIUT) FOOTSTEPS.
(FADING IN--GLULLY) Hello, George!

Well, if it isn't the gay Lothario himself.

Why the lengthy physiognony?
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George, what's a good cure for deflated ego?
lleaning, I suppose, that komeo Gordon is
falling for the sultry Miss Stevens? She
certainly made you relax and become more
social. But I thought that cool bath in the
fountain the other evening lowered the tem-
perature for keeps as far as you were concerned.
I thought so, too, but it didn't worxk out that
way. If she'd let me alone, maybe I could for-
get her, but she keeps writing and calling and
--. George, I want to see her. I--. But the
trouble is she regards me only like a problem
in chess--one more move and I'd be checkmuted!
Wit's end, huh?

Yes, I'm afraid so.

DOOR OPENS GUIETLY.

Tell you what. Why not take that jaunt up

to Lookout Bluff this afternoon. If you hurry,
you could make it before dark.

Yes, I must check the rumor about the fish in
that stream up there. I think you've got some-
thing, George. (FADING) See you later.
(CALLING) So long, Fhil. Don't tuke it too
nard. (SEEING TONI) Why--Toni, how long

have you been standing there?

(HASTILY) Ohn, I was just going by. Thought
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I'd drop in and say hello.

Well, have a chair.

Ch, I can't stay. You see, I'm going fishing
again this afternoon!

T%0 OR THIES T ITT1IE NOTLGS.
FADS

IN CAR COLING TO A STCPe. CAKR DOOR OFLIIS

AND CILOSES. FOOTOSTEPS ON GHAVEL.
(TO HILLSELF) Hmm. This wmust be the place.
lookout Bluff, George called it. Let's see,
I put my equipment in the bacx of the car, I
think.

EBY IN LOCK. RBACKL OF CAR OraiiDe bQUIPLLNT
RATTIND.

(TO HIMSELF) 1It's getting terribly dark.

lLet's see--microscope, slides--. Vhat's
this? 1Iooks like a woman's shoe. (DOUBLE
TAKE) It is a woman's shoe!

(GROANS PAINKULIY)
What on earth--9
Phil--

(GROANING) Oh,

(ASTONISIIED) Why--liiss Stevens!

(FCVIVING SOVZWiAT) Where am I?

(CO0LIY) Miss Stevens, is this anotner part
of your bet?
Oh, Phil, no! I hid in there to come up here

with you--to explain about last Saturday
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night. And I nearly suffocated in that old
trunk. I--(SFz&.nS VIOLLNILY) It's as dusty
as the family skeleton closet in there.
(SXE=EzES AGAIN). Ooohh! Can I borrow your
handkerchief?

Here you are.

BLOV/S HER NOSK.

(SMIFFLING) I wanted to tell you. ZLast Satur-
day was all a mistake.

You mean you lost your bet after all?

I didn't wmake any bet! That is--1I made a bet
in the afternoon about playing a practical

joke on you. But the darned thing buckfired.
And you pulled a Van Johnson act on me! (COMIC
SHEKZE) .

liiss Stevens, I think you'd better go back to
town. 3Before you catch cold.

(GRiNDING HZR TEXTH) If I catch cold, it won't
be on account of the weather. Honestly, Fhil,
don't you ever knock off the icycles?
(ABRUPTLY) Miss Stevens, I tnink we concluded
our little tete-a-tete last Saturday. There's
really no reason for it to continue. You'd
better take my car and drive back to town. I'll
walk in as soon as I finish here.

Oh, no, Phil, that's ten miles! Besides, I came
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up here to apologize.

No apology is necessary.

Phil, please, you make me feel lixe a worm. I
just wanted to tell you that I didn't plan
Saturday--the way it happened.

You mean the results were to huve bpeen even
more spectacular?

Phil, please! I admit that afternoon at the
lake--when you were fishing--

Observing fish.

All right, observing fish; I--1 made & bet
with the girls. They said no girl could 1lure
you awuay from your research projects. And--
well, I bet them I could.

Wwell, you won your bet. What more can I do
for you?

Oh, Phil, I lost interest in the bet. I
suddenly realized that--the reason I wanted
you to go the dance Saturday night was not be-
cause I wanted the nylons Helen promised me,
but-- because I really liked you and vianted
you to go--so I could see you agaln, and--
(COMIC TEARS) Ohy Phil, I'm so miserabiel
(AVK.ARDLY) Please don't cry! I--. I

honestly don't know »hat to believe, liiss
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Stevens.

TONI: Toni.

PIILIP: (WIrH DIFFICULTY) Toni. You sound sincere,
but how can I be sure this isn't some more of
the same plot?

TONI: But I told you. I don't care about the oet
any more. I only care about you. It struck
me like a ton of bricks when you left me so
abruptly at the lake. And I asxed George to
introduce me as Bunny at the dunce because--
well, after the way I'd acted in the afternoon,
I was afraid you misght still be angry. It's
true it was 3ll part of the bet, but my real
aim was just to get you to like me. I wanted
you to like me, sO=-=-

PAILIP: (KBIBWITING) So you thought it didn't work,
is that it?

TONI: (SHBZPISTLY) Yo, the bonfire kind of ruined
my plans. (GIGGLES).

PUILIP: (GIGGLES TOO I sPIfK OR HILSELF) You know,
you certainly looked silly that night--first
scorched and then drenched.

TOoXI: (RIGGLITG) And if you could huve seen your-
self with those fish making shrimp cocktail

out of your hair.... Phil, are you rezlly angry?
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PHILIP: (UNDECIDED) 1I--I don't xnow waat to say. I
never had to cope with a situation like this
before. (FIATIY) You know, women muke lite
awfully complicated!

TONI: I'm beginning to think the same thing about
men. They're what you might call "essential
non-essentials." ...Phil, do you lixe me--
just a little bit.

PIILIP: (JOKING) Well, at the moment I can't stand the
sicght of you--

TONI: Phil!

PHIIIP: 3But I think if you keep working on it--

TONI: Oh, Phil, I'm glad! But there's still a
problem.

IHILIP: What do you mean?

TONI: There's no place in your life for anything
you can't pour into a test tube and analyze.

PHILIP: (LAUGHING) Iy dear, there might be room for
something I could pour into a bataning suit
and analyzel

}USIC: COMIC SWRLEPING INIShRLUDE TO FINISLE.
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I'he plot of OH, PuOK.3LOK! 1s probzoly the
least sure-fire of the three comedies, wund it is
also probably the weakest pluy in the series. It
is difficult to analyze tnhe specific reasons for
this, except to say thst tne basic situation had
fewer comic possibilities thun did the plots of
BATZY B3 GOOD and TTONIYIICON BY FLOXY.

The writer had difficulty with character
portraral in this play. The professor h:d to be
stuffy individual at the veginningz cnd gradually
"unbend" to become cguite huriin because of the in-
fluence of Toni. This had to be done caniefly by
means of dialopue.

The heroine, on the otner hsnd, had to be
believably sultry w«nd desiruble at tane s.nme time
that she restroined her romuntic inclin.tions to
the level of polite society. “ven thousn un-
usuwlly accressive, she had to be likable and
sympathetic. For some reason the tao cazracters
refused to cooperate with the wuthor, =ni the
nlay reguired zlmost comrlete rewriting.

ith revisions both before :nd ufter
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production the script h.s in a meusure attzined
the desired guality, althousn it still remains x4

somewhat wenker play than any wiich preced

W

d or

follovied it.

Filiy Sordon is the stuffy professor, wao,
as one of the other chzracter 54278, "plckles nim-
self in chemicals till all Yonurs of the nisht.n
e his stilted sedantic sprech and a distinctly
vrofessorial monner in the opening scenes, =snd then
grodually relaves to Fecome quite humon s vz fin?ds
Nimself fullins; in love with Toni Stevens.

Toni must huve o wurm c.ressir
s2e must not souni so sexy =3 to lose the syn
of the sudience. 3he is vewutiful wnd ni-nly
attrective to men, and she is well avore ot tnut
fact. She capitslizes on it when she muses her
bet with the rirls abont retting a date with Gordone.
“er first meeting with nim, however, proves taut
e Mas much the sz2me effect on her th.t sYe his on
Nim. The problem then rem:iins for ner to correct
nis initi-1 warped imoression of her =us a female
"wolf." The scenes must not bz gluyad too Su. 1es=-
tively.

GGeor=e is znother professor -t the colle 2



and an odAmirer of Toni's; this prt iz ploje:
straisht. Jarse, Toni's roommate, his & touch of
“rooxlyn dizlect. She is ;oo0d-he.rted .-ad is dar-

initely not of collace c:liber, =ltadu_ 1 5he dos

D
(97}

understund men. “Telen is souphisticsted and
sli:chtly jealous nf Toni's chrms.

NDir=ctin-
.

In C¥, FRCWI33CHL, as in the other comedies,
the problem of pucins is of prime import.nca. TIne
speed and finesse with wihich the fire ~.ad fount-.in
scene 13 executed are lnriely responsiuvle tor its
succezs or failure.

On= point this director ie..rned about dir-
ectinc humorous dislorue c¢-n be iliustrated witn
a situstion in tris play. “sxtr=a bits of business
tirpical of a character or unicue in a certzin
gsituation may 214 much humor to a shoa. TFor instance
in the scene in which the vrofessor findé Toni in
the trunk of his car and ske sneezes because of tae
dust, an unimaginative director or actor would
allow thut sneeze to ve a very coumonglace "cnoo."
A director who knew the technicues of comedy, hovi-
ever, would toke advontaze of the situation to

build that simple sneeze into a comedy situxtion
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by several susyenseful "gh-ah-ah's" prepariag for
an ensrmous sneeze ani then having a let-down for
a very tiny "choo." The incongruity of the anti-
climux would rive the situation its humor.

Sound and lusic

l'usic presents no problemns, but the sound in
the fountain scene requires nmuch added renearsal
and preparction. It is the job of tne sound tech-
nician to simulate a heavy splush denoting tne
Jumpinz of two persons into the pool zni to do it
with a loud enough splash to sound re=xlistic and
yet not "blast" the microphrone. It was found in
this production that two sound men were necesszry.
Bach of them used two small blocks of wood held
at different angles and these were plunged into a
tub of water simultaneously. Toni's dive into the
lzke e:xrlier in the play was simulated by one
person divin, pointed fingertips into the tub of
water.

3cript Chances

Arain the problems involved chiefly tne
fire and fountain scene. In the original version

too much time elapsed betwecn the time the bunny
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tail cauysht t'ire and Toni's and Phnil's plun_e into
the fountain. GSeveral revisions were mude both
durins rehearsal and following tne droadcast to
telescope this scene into a realistic length of

time.
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CHAPIER III

THE IEAILD OF PFANTASY

Writing effective fantasy is on art in any
medium, but it is particularly so in radio, wnich
affords added possibilities for error. Writers
often make the mistake of appearing syrupy and
"too, too prccious" when creating materizl under
the false heading of fantasy. They feel tnat be-
cause it is funtasy, it should sound fantastic.

lax Wylie, in discussing thls type of druma
in his boox, ADIO WRITING,I says: "A fantasy,
to be effective, must be believed. In this res-
pect it is no different from any other dranma.

But tne fantasy must be bellieved in tne very face
of positive proof that the thing cun't possibly
happen."

In other words real fantasy 1s based upon
material which defies all the laws of science and
logic. Some of the most outstanding examples of
fantasy in modern radio drama include orman

Corwin's adaptation of Lucille Fletcher Hermann's

1
Xew Vork, Farrar and Rinehart, 1939, p. 322,
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MY CLIENT CURLEY,l Corwin's own ODYSSEY OF
RUNYON JONEs;2 and adaptations of Robert Ayre's
MR. SYCAMORE® and Erie Knight's THE FLYING
YORKSHIREMAN.* These stories concern, respect-
ively, a caterpillar who can dance, a boy who
goes to heaven in search of his dog, a man who
turns into a tree, and a man who learns how to
fly. Obviously, under present conditions, none
of these things is possible. Yet each of the plays
makes 1its chosen situation thoroughly believable,
thoroughly real to the audience.

This believability in the face of impos-
sibility is achieved, as Wylie puts it, by "realism
of the strictest sort--in other words, close
attenfion to detail, and sharp color-photo char-
aoterization."5 Each of the unique individuals

1 Norman Corwin, Thirteen By Corwin, New York,
Henry Holt, 1942, pp. 266=287.
Ibid (X) pp ° 1-220

Max Wylie, op. eit., pp. 341-355.

R <

Ibid., pp. 325-339.

(9]

Ibid., p. 322,
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portrayed by the radiowrights is a realistic
human being, and as such he does commonplace
everyday things. The caterpillar of MY CLIENT
CURLEY has a personality as real as any human char-
acter. He can distinguish between symphonic music
and the tune, "Yes, Sir, That's My Baby"; he
strongly prefers the latter and listens with
complete boredom and indifference to the former.

In ODYSSEY OF RUNYON JONES, the little boy
explores the stratosphere for his dog who was
killed while trying to bite theltires of a speeding
automobile. He approaches such characters as
Father Time, Mother Nature, a Harpy and a Giant for
information as to the whereabouts of his pet. Each
of these mythical characters becomes a real indivi-
dual under the deft handling of the author, each
with human eccentricities and peculiarities. The
distorted directions told to the boy resemble the
garbled instructions given a stranger by any pedes-
trian on how to get from the corner of kain and
West to the city hall., Yet actually the boy is
travelling through space by means of strange
celestial charms and fantastic musical transitionms,

arriving finally at a place called Curgatory. No
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one for a moment doubts tne reality of hkunyon,
the boy, and his dog, Pootzy, the latter of whom
they never actualiy meet.

‘e mentioned at the beginning of thris caupter
that radio offers additional pitfalls to the writer
of fantasy. To illustrate this we need only point
out such possible errors as the hocus-pocus of
superfluous sound effects and the dependence upon
confusing musical cues to convey that wnich nas no
business in fantasy at all, and if it did have, it
should be achieved through dialogue and plot alone,
Yie hasten to point out, however, that the radio
man's access to sound and music can be of invaluable
assistance in the creation of fantuasy, providing he
has the discretion to use it sparingly and only in
the most stratezic places.

The writer of fantasy, therefore, must be
able to imagsine and create in the world of make-
believe at the sume time that he writes with his
feet on the sround. e must remember tnhxt once his
unusu=l and iripossible plot is counceived, he nmust
write it to the same general rules and specifica-

tions wnich apply to all radio drama.



SCRIPT AND PRODUCTION NOTES
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THiX MISFIT GHOST
The Story of Elmer, a Dissatisfied
Ghost Who Just Didn't Want to

Stay Deadl!

ANNCR: This 1s the story of Elmer, who became a
ghost before his time, Elmer was really
only about twenty-five when he officlally
became a ghost, and 1t was with considerable
reluctance that Elmer left the Realm of the
Living and plodded toward Ghostdom. At
the gates of Ghostdom, he was greeted
solemnly by one of the inhabitants--an eerie
looking officilal--who ushered hia into a
nearby cloud compartment (FADING) and in-
vited him to recline...

JONES: Have a billow, Ghost rlmer,

ELMER ¢ I beg your pardon, sir?

JONES: A billow---right there behind you. A billow
is a junior cloud. We use them up here as
couches and footrests,

ALMER (LAUGHING SLISHTLY) Oh, I see. Thank you.

JONES: (IwPRESSIVSLY) Now, Ghost Elmer, I must

introduce myself, I am Spook Jones, and I
have been assigned to acquaint you wilth the

rules and regulations of Ghostdom.
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Yes, sir,

Pirst of all, you must understand why you
were brought here,

Yes, I wondered about that, too. I was
settled so comfortably in my own 1little
house back 1n Utica, Pennsylvania, U.S.A.,
Earth, and (SHYLY)...Well, I was just think-
ing about finding myself a girl and maybe
settling down and getting married. Of
course, it's nice up here in Ghostdom, but--
it's sort of lonesome and strange.
(SYMPATHETICALLY) I know, Ghost Elmer, we
all feel that way at first, but you'll get
used to it. Now, to get back to why you're
here...You see, we had an abdication in
Ghostdom,
An abdication?
Yes, Ghostdom 1s sort of a mid-point between
the Land of Humans and Heaven. Ghosts have
an opportunity to work off demerits they ac-
quired on Earth by doing an extra-good job
of haunting for a period of from one to one
hundred 1ight vears. As soon as they have
worked off thelr demerits, they may go on to
Heaven,

So someone went off to Heaven, 1s that 1t?
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That's 1t. The High Ghost needed someone
to f111 the vacancy, and, since you were
due to leave your earthly coumpanions any-
way, you were lmmediately en-Ghostified!
(SADLY) Well, I wish they'd un-Ghostify me.
3ecause I'm not so sure I like this trans-
parent life,

Oh, you'll get used to having people see
through you.

(DOUBRTFULLY) Maybe., But--I feel horrible!
Well, Ghost Elmer, you won't have to be
horrible for very long, because you don't
have many demerits., However, you must re-
member that, in addition to working off
your already acqulred demerits, you must
also be very careful not to acauire any
additional demerits, Because, 1f you do,
it may take you a very long-time to earn
your release,

How do you mean?

Weil, 1t's much more difficult to work off
the eerie demerits you acquire after you get
in Ghostdom than it 1s to obliterate those
you had when you came in., And there are
many rules which must not be crushed. I'or

instance, the soclal 1ife in Ghostdom 1s
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very limited. ‘le never have Ghoul Bouts
or Ghost Jamborees, And you must remember
never to indulge 1n gamnbling, smoking,

drinking

g, or partying.

No parties?

(POSITIVALY) In Ghostdom we never have
parties,

Aw, geel

Secondly, you must be very careful about
feminine companionship., We-uh-we regret to
state that several rather dlsreputable young
Ghostesses have recently found thelr way into
our ectoplasmic domain. I trust you under-
stand, Ghost Zlmer, that you must not--under
any circumstances--associate with these
Ghostesses!

No, sir! But--aren't there some Ghostesses
who--well, who--

Whose personalities are not so 1gniting?
Yes, s=ir,

Well, what particular type of Ghostess would
you prefer?

(THIWKING IT OVER) We-ell, I think the homey
type. But a Ghostess who's very attractive,
One who can make the chills run up and down

my spine!
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(LAUGHING) Well, we'll see what we can do.
Of course, you understand, that will take
time, Meanwhile, remember that you are to
devote every waking hour to the task of
haunting, the details of which will be re-
vealed to you at a speclal meeting tomorrow,
Smoke Tuesday. Now, you are to go directly
to your cloud home and stay there until you
are called. Here is the drop of vapor with
your address, I'm sure you'll have no
trouble finding it. It's only one alrwave
over toward the maln moonbeam. Now I must
go. (FADING SLIGHTLY) Happy haunting,
Ghost Elmer!
THIN WHISTLING SOUND STARTING LOW AND GOING
UP AND OUT O SIGHT INDICATING THIs SPOOK'S
DiEPARTURS,
(SADLY) Golly, this is an awful spot to be
in! I've not only been made into a Ghost.
I've also been put in Cloud storage!
SiZVERAL FACETIOUS LITTLE NOTES.
CROWD NOISES AS OF A MLBTING GATHLRING.
GAVEL SOUNDED.,
CROWD SUBSIDES.,

The meeting of the Ghost Battalion will
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please come to order, (CL:2ARS THROAT
IMPORTANTLY) This being Smoke Tuesday, I,
Spoék Jones, have sumioned all you newly
made Ghosts together to assign you to
Haunting Battalions. First of all I must
acouaint you with the ethics of haunting.

It is the duty of every Ghost to be on the
alert for 1ldeal haunting conditions., It 1is
a major offense for any Ghost to faill to
report a newly abandoned house or barn on
any lonely road or in any isolated woods.
Such conditions must be reported immediately
elther to First Spiritual Smith or to me.

Is that clear?

AD LIB. ASSENTS.

Furthermore, each Ghost must post his
haunting schedule on the bulletin board in
the lobby of Ghoul hall, so that when any
such emergency report comes in, First Spiri-
tual Smith and I will know exactly who is on
temporary leave and 1s therefore avallable
for Haunt Duty. Do you understand?

AD LIB, ASSENTS,

Now, each of you has his scnedule of haunting
hours and hls 1ist of houses and barns to haunt.

You are to go straight to the post at the
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appointed time, haunt the place dlligently
for the specified number of hours, and return
to Ghoul hall promptly to be relieved of duty.
The speed wlth which you obliterate your de-
merits depends uwon your diligence in haunt-
ing. Now, are there any aquestions? If not,
Ghosts, report to lirst Spiritual Smith for
vour evening's supply of sheets, banging
shutters, clanking chalins, and scueaking
doors, That 1s all.

GAVEL SOUNDED.,

AD LIB, BREZAXZING UP OF A MEETING.

Uh--Ghost Elmer, I wish to speak with you a

moment.

What i1s 1t, Spook Jones?

To what post have yoﬁ been assigned?

The deserted old house out on the turnpike,
Ah, yes. Now, zlmer, that 1s going to be a
good” test of your haunting abilities. It's

80 quiet out there it even gets on a Ghost's
nerves, This i1s a good chance for you to
prove yourself, Ghost Elmer, so see that you
do a good job of running around 1in your sheet,

moaning, banging your shutters, and creaking
your door. IMake your haunting good and

horrible!
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(FADIT3)  Yes, Spook Jones, it'll be horri-
ble, all rizht!
(TOUNT GUY==RALING IN--300T0 VCCs) That's
the ~uy over there, Guseus. The one in
the blue drapery, see? His nume's Zlmer.
(SPOCEE--X.T Vi BuInl) guh--yeahn, Butch,
I see him., But waatta we gonna do?
well, Gaseus, we're gonna singe tnat pretty
blue drapery for rLr. Ilmer.
Guh--I don't get it.
Well, it's tnis vay, Gaseus. Spoox Jones
his taken a fancy to Elmer, =nd so long as
thot sitcheyation stends, Jones will spend
=11 his time on Zlmer, znd you anid me and
Horrific don't stand a Ghost of & chunce of
retting promoted. Yovw, so far Llmer ain't
snid oo to nobody. And our job is to see
to it thet he gets in a peck of trouble,
so's we can report him to the iich Gnoste.
Then we can really go places. we'll get
rid of both the SHpook and tne little guy,
#lmer, and then you and me and Ilorrific
can run the joint our wwy, sce.
Yeah, I'm beginning to get tne drift of
yer vavor. Ffut how you gonra absguatu-

late him?
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BUTCH: Well, I got it all figeered out. (rAD-
ING) The 1little guy's been assigned to
haunt that deserted old house out on the
turnpike, and...

MUSIC: FEW GRIM LITTLE WOTES. CROSS FADE INTO
HOWLING WIND AND HOLD BEHIND.,

ZLMZR s (MOANING GRUZ:30MELY) .

SOUNDs SHUT''ER BANGING. DOOR CroAKING. CHAINS
CLANKING.,

ELMiR: (MOANS AGAIN A SZCOND. THEN STOPS. ONE
LONG PATHZTIC SIGH)., Spook Jones was sure
right. This o0ld house 1s enough to give
even a Ghost the creeps! Especially with
all these added spook noises--clatters,
creaks, and clanks. I even scare myself!
(SIGH) Well, I'm glad there's only one
more round of this before the cock crows,
(MOANS AGAIN GHUESOMELY).

SOUND: SHUTTXER BANGING., DOUR CRZAKING., CHhHAINo
CLANKING. COCK CROWS MAINTLY OFf MIKE,
THEN TH3T CHAINS AND SHUTTiSR ARE DROPPED
CONCLUSIVELY WITH A THUD.

ELMER: There! That's enough! Now, wait'll I turn
off the wind...

SOUND: SNAP AS OF A LIGHT SWITCH. WIND STOPS
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ABRUPTLY.

ELMiRs And I'm gonna go home! Gosh, my feet
hurt!

BUTCH: (FADING IN) Hey, psst! Elmer!

ELMZR: (STARTLED) Huh? (RsLIEVED) Oh, another
Ghost. Golly, you scared me., I'or a minute
I thought you were human! (SUSPICIOUSLY)
Who are you?

BUTCH: (INGRATIATINGLY) Oh, I'm from Ghostdom,
too, Elmer, My name is Butch. An' I been
directing a nightmare--a perfectly terrific
nightmare, Just like a hit movie. How'd
yYou do?

ELMZR s Not so good. There wasn't a soul stirring.

BUTCH: (CRAFTILY) Uh-huh., Kinda deflatin', ain't
1t

ELMER s (BRAVELY) Oh, it isn't bad, really.

BUTCH: (SYMPATHETICALLY) Look, kid, I know what
your going through. An' anvbody who draws
this 0l1d dump of a house to haunt has my
sympathization, see? Spook Jones always
palms this one off on whichever spook he
don't 1like. I feel sorry for you,

ELMER: Well, thank you, but I'm sure you're mistaken
about Spook Jones., He seemed to take a fancy

to me, He even said...
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BUTCH: Told you he'd get you a girl, didn't he?

ELWMZERS (SHYLY) Well--yes, he hinted he might intro-
duce me to some of his friends.

sUTCH: Yeah, that's his line all right. You gotta
get wise to the old boy, Elmer, He feeds
that hormone to all of us, just so's he can
get the work outa us,

SLMERS (DANGEZROUSLY NEAR TEARS) You mean, he won't
let me meet the beautiful Ghostess after all?

BUTCH: Naw, kid, your stuck. (CRAFTILY) Unless, of
course, you wanta come in wid me and the boys.

BELMER: (SNIFFING) You and the boys?

BUTCH: Sure, Me and Gaseus and Horrific. Ve got a
plan to oust thé Spook.

SLM3ERs Well, I don't know...

BUTCH: Tell you what. '/e got a couple or three hours
before we hafta get back to Ghostdom. How's
aopout lettin' me bring in the boys to meetcha,
huh? Then you can declde for yourself who
you'd prefer to clank your chains wid, huh?

ELMER:s (DOUBTFULLY) Well...

BUTCH: That's the spirit! (CALLING) Come on in,
boys. £lmer wants us to join him in a poker
game...

GASEUS: AND HORRIFIC: AD LIBsING IN,

pLiIRs (PROTE3TING) Oh, but that's against the rules,
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Butchy Spook Jones said...

BUTCH: Never mind what the Spook said, kElmer, He's
Just o0l1ld fashioned., I'll tell you a secret,
The High Ghost, who really runs Ghostdom,
prefers new recrults wid imagination and
initigtive--folks who can really stand up an'
say "boo." (INGRATIATINGLY) Ghosts like you,
Elmer,

ELMIR: Do you really think so?

BUTCH: Sure! Sit down, boys. Elmer, this 1is Gaseus...

GASEUS: Guh--hiya, Zlmer,

BUTCH: And this 1s Horrific...

HORRIFIC:(LOW DEEP VOICE--HOLLOW AND FRIGHTSNING)
Evenin', Elmer,

SLMAERS (DOUBTFUL AND A BIT SCARSD) HellOeews0OySe

BUTCH: Spread out your nightshirt, Elmer, and have
some air, Deal Elmer a hand, Gaseus.,

SOUND: CARDS DiiALT,

ELHER: (PROTESTING) Oh, I hardly think so...

pUTCH: Sure, go on.

SOUND: CHIPS RATTLZD.

BUTCH: Let's see your hand, Elmer, (WHISTLuS) Geez,
not bad!

GASEUS: Guh--I'll start 1t out at two,

HORRIFIC: (O INOUSLY) Railse you three soap bubbles,

ELM:Rs (SOTTHD TO BUTCH) ‘What do I do now, Butch?
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BUTCH: Elmer doubles that, Let's see your hand,
Horrific.

HORRIFIC: (QiINOUSLY) Four kings.

BUTCH: ( TRIUMPHA.I'TLY) Too bad, iLlmer's got four aces,

GASREUS: (GROANWING) Lucky spook! Look at the bowl of
soap bubbles Elmer gets, Geez!

ELIER: (AMAZED) You mean--I get all of--that!

BUTCHs Sure, Elmer, you're pretty good. Do you shoot
craps, too?

ELiiERe Well, just barely...

BUTCH: Good! Geez, kid, yer versatyle! Gimme that
palr of rain drop dice, Gaseus. Let's let the
kid show us what he can do.

GASzZUS: Guh--sure, Butch,

ELM<R: Oh, no, please! 1I'm really very tired.

BUTCH: (EXAGGERATED SYMPATY) Tired! Well, why
didn't you say so, Elmer? I got just the ting
fer you--Spirits of Etherial

SOUNDs TINKLE OF GLASS,

BELIXRS Snirits of Etheria?

BUTCH: (CONFIDZITIALLY) Yeah, It's a little some-
thin' to make you wake up an'! moan right.

Come on, have a balloon-full,

ELMER: Oh, no, I--

BUTCH ¢ Bwallow!
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BELMAR s (GURGLZ3 AS IT 3043 DOWN--THEN SPLUTT=2RS)
Golly!

BUTCH Prettv good, now, ain't 1t?

ELidR:  (SHACKING HIS LIPS) Well, yes, 1t 1is kinda
good.

BUTCH: (A3RUPTLY) Have another,

ELMZRs But I really shouldn't...

BUTCH: Aw, 1t won't hurt you. Etheria just makes
you forget vour hauntin' troubles, (LEERING)

Ain't that right, Gaseus?
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Guh--that 1t does, Butch, that it does!

BJTCH: Now gimme that palr a rain drops, Gaseus,
Spooky needs a new pair of rubbers!

MUSIC: FewW OslINOUS LITTLE NOTmS,

SOUND: CLOCK CHIWLS SEVLN

BUTCH: (SHTTO VOCE) Put him down right here, boys.
This 1s what I calls a good nignt's work. The
Spook'll take one look at Elmer, and Elmer's
drapery 1s dis-hintegrated for sure, Huh,
Gaseus?

GAS=US:¢ Guh--yeah, he's sure ecto-plastered!

BUTCH: Yeah., (LAU.JHS LOUDLY=-~THEN CATCH=ZS HIMoiELi')

Say, we better condense our vapor but aquick,

or we'll all get demoted to non-entities,

ELMsRs (GROAWS) Oohhh,
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BUTCH: He's comin' around. (FADING) Let's dis-
apnear before he gets wise,

SLHER: (‘WIAKLY) Oohh, my head! Where am I%?.....
This looks 1like the Goat of Gastedom.
(HICCOUGH) I mean, Gate of Ghostdom.
(GROAI3) Oohh! Butch said this Etherla
would make me feel better., Iilaybe I ought to
try another dose. (SWALLOWS--UliACnS LIPS)
Ah, that's better, (HICCOUGH==STARTS SING=
ING DEFINITLLY OF" KEY TO THi TUNE OF "ONE
BOTTLE FOR ONE"). Oohhh! e.cceese

One skeleton for one,

Two skeletons for two,

Three skeletons for three, (HICCOUGH)
And the graveyard for me!

JONZIS: (COMMANDING TON&S=-~-FADING IN) Ghost Zlmer,
What 1s the meaning of this?

ELMER: (HICCOUGH) I beg your pardon?

JONES: The idea of coming home at thls hour of the
morning, Ghost Elmer, you have been 1lndulging
in spirits!

ELWERS Aw, go (UICCOUGH) condense yourself!

(o]
2

JONES:  Bhost Elmer, I'm deeply hurt. I would suggest
that you envelop yourself in the arms of Mor-

pheus immediately and bid good-bye to Etheria.
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You'll need to have your wits aborut you,
because you will be expected to appear to-
morrow in response to an imperial summons at
the Royval Cloud of the Temple of Spirituum.
I'll do what I can for you, but the High
Ghost must deal with this case himself!
THRE#S OR fOUR COMICALLY OmINOUS LITTLE NOTES

nNDING TENTATIVELY,

HIGH GHOST: (POIPOUS INDIVIDUAL--ALiOST ACCUSIWGLY)

BLUERS
HIGH G:
ELiiER:

HIGH Gt

ALMERS

HIGH Gs

Ghost Elmer, I belileve,

(GULPING) Yes, sir, I mean, ves, your Ghost.
(CLEARS THROAT IWMPORTANTLY) Come, come, Elmer!
Yes sir?

Yours 1is an interesting case, Elmer., Not
unusual exactly, but interesting. The Royal
Cloud of the Temple of Spirituum, and I, the
High Ghost, have studied your case thoroughly.,
There seem to be a number of guestions we

have been unable to answer. (QUIZZICALLY)
Perhaps you can help us,

I']11] do anything I can, sir,

Un, good! Very good, indeed! Like your
spirit! ©Now, Elmer, we know your record
before you came to Ghostdom was above reproach.
And up until now, your record here has been

aulte ghostly. This incident, however, 1s
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thoroughly ghastly. Can you explain your-
self?
Well, I--
(FUSSILY) Elmer, Elmer, we want to help you.
But we can't let you go Ghost free unless you
can furnish a creditable excuse for your be-
havior. Can you think of one?
(DOLEFULLY) None at all, sir.

Hm. “ias another

Very unusual. Very unusual.
Ghost responsible?

I--. I prefer to take the responsibility
myself,

Tell me, where did you manage to ge the Spirits
of Etheria?

I'm afraid I can't tell you that without incri-
minating another Ghost. And I won't moan on
anybody's shoulder, sir,

Hmm, yes. Ve recognlze, Ghost clmer, that
your desire to protect your friend--
(BURSTS OUT) But he's not my friend. He's--
You were about to sgy---.

Nothing.

Hmm, Very peculiar case, I

Very pecullar,
must say.

Yes, sir,
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(POMP)YUSLY) I'm afraid you leave me no choice,
Elmer, However, in view of vour excellent
record, we will extend only the minimum sen-
tence., A total of 50 demerits and two months'
suspension of haunting privileges., I'm sorry,
rlmer, but that's the best I can do.

(SIGHS SADLY) Yes, sir, I--understand.
Hm, ves...Oh, one more thing, Ghost Llmer,
Your battalion leader, Spook Jones, who was
partially responsible for your lightened sen-
tence, also asked me to tell you--the meeting
he had arranged for you this evening--with a
Ghostess, I believe he saild--has been can-
celled.

(BLINKING BACK THi TEARS)  Yes, sir, (SnIFess)
No Ghostess!

SEVARAL DOLurUL LITTLE wOTES.

(SOTTO VOCE--HUGELY PL:ASZD) Ahal There
cémes Elmer, now. He sure looks beat, all
right, don't he, Gaseus?
Yegh, his ectoplasm 1s sure droopin'.
Well, I ain't through wid that Elmer yet,
He oot off too easy. If 1t had been any other
Ghost in the spirit world, he'd got nerma-
nently dis-hauntified,

Guh--watcha gonna do?
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Well, I got 1t all fixed up with kaizie from
the Gay Ghoul Gholombo to take the kid's mind
off his worries, just long enough to get him
in ghoul's oil for keeps. Now, Gaseus, you
stay here an' watch.

(FADIJAG) Guh--okay, but holler boo if you
need any help.

Psst! Hey, Elmer!

Huh? Oh, 1it's you, Butch. I don't think I
want to talk to you. You got me in one night-
mare of a mess!

(JITH 3{A35ERATSD SY..PATTY) Yeah, I heard
about it, And, Zlmer, you got my deepest
conveniences,

Condolences.,

Yeah, condolences., pBut I blew richt over to
the Roval Cloud to set evervthing ri-ht wid
the big shot., Him and me 1is bosom buddies,
see?

(NOT iIUCH IWNTERESTED) Really?

Aw, snap out of it, Elmer. It ain't so bad,
really. I was too late to prevent the sen-
tence, but I did gltcha a special dispensary.
(¢80T VZY HOPZFUL)  You mean, dispensation?
Uh--yeah., Da Spook decided you could meet

your glrl friend after all.
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&LIBR: (INT235TED Id SPITH OF HIWSsEL)  Ge do
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you really mean that?

BUTCH: (PUFFIYNG HIS CHaST) Sure. I got influence.
I talked the old Ghoul into 1t.

ELMER: (ZAGHRLY) ‘What's she 1ike? Did you see her,
Butch?

BUTCH: Yeah. And kid, is she a honeyl! A beautiful
Ghostess with transparent hair and a thin
gauzy dress,

ELiSR A zoot Spook, huh?

BUTCH: You betcher blinkers, she i1s! She'll be along
anj minute., She may not recognize you at
first. But the Spook said to be sure--not
under any conditions to let her give you the
air!

ELMiR: Oh, I woan't. Gee, thanks, Butch.

BUTCH: Ssh, here she comes now,

BLMER: (ADATRIVGLY) Say, she's not bad! Condense
your vapor, oronto, Butch. Here's where I
starch my smoke rings.

BUTCH: (FADING) Sure., Anything to oblige.

MAIZIE: (FADINIG IN) Oh, hello, tall, 1light, and
transparent.

BLER e (GULPS) Uh=--you mean me?

MAIZI%: “Tho else, k1d? The Spook said you'd 1lilke to
come over and mingle drapery with me tonight,

Is that right?
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Well, that's very nice of you--(DUUsLz TAKw)
Huh?

Come on over this evening. Just go up to the
top of Cloud Twelve, Turn left to the first
puff. Whistle three times and ask for iaizle!
(SHY AN) SILLY) Oh, Maizie, your--(HALF LAUGH)
Your just hauntin' me!

CLOCK CHIMES NIW:i,

(FADING IN--WEAKLY--WHISTLES FIRST ONCE--THEN
AGAIN--FINALLY A THIRD TIil&--VOICE CiACKING
UNCERTAINLY) Is Maiz--(CL:ARS THKOAT). Is
Maizle at home?

You mean you don't recognize me, Llmer? Now
I really am hurt,

(423VOUSLY) Huh? Oh, yes, of course, I--
(GULP3) 1It's awfully dark up here,

Come on in and spread yourself around.

Thank you.

No, klmer! Sit over here--by me.

(AWK VARDLY) Oh, really, I'm qulte comfortable
right here,

(SIGNIFICANTLY) If you do as I say, I can
really make Ghosthood interesting!
(PROTETING) Oh, but, Miss--

Maizle,

Miss Maizie, I hardly think this 1s accept-

able Ghostly etlauette.
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Aw, who cares abhut etlonuette at a time 1like
this? Let's have some fun,
(GULPS) Miss Maizie, I'm not sure this is
the certified variety of Ghostly fun,
Walt'll you get used to 1t, kid! Anvway,
Butch said--

(ATHAST)

Oh, no! You mean Butch sent you

after me? It wasn't Spook Jones at all?

(H<DPGING) ‘Well, I--

THIN WHISTLING SOUND STARTING HIGH AWD GOING
LON DOWN AND OUT OF SIGHT.
(STARTLED) ‘¥Vhat was that?

(SOOTHING) Nothing, Elmer. Relax. Your
drapery's as stiff as an egg white!
WIGAILY "WHISTLING SOUWND A S:<COND,
(FADING) Oh!

(FADING IN) Where did he go? I saw him come
in here., ‘Jhere did he go?

Why, Jonesie, 0ld boy.

I saw him come up here--one of the new Ghosts.
Now who was he, and where did he go?

Well, he's spread out right here beside me,
Jonesie,

Now, don't give me any of that, Maizie, ‘Where
did you hide him? ‘

But I tell you, he's--, Great Ghostathebiades!
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The darned spook was so scared he evaporated!
F&N¥ COMIC LITTLZ NOTsS,
(DOLEAULLY=-TO HIMSELF) Ouch! These fence
spikes down here on earth aren't very com-
fortable to sit on. Brrr! It's dark down
here, too. Golly, I don't stand a Ghost ofs
chance of reestablishing my drapery at this
rate, I think I'd better stay down here on
earth until my uncanny sentence is up. Then
maybe I can un-evaporate,
(HU#1ING A GAY LITTLE TUNE--FADING IN ON
FILT4R)
(10 HIMSéLF) Oh, boy! What a beautiful
girl! (TZRRIFIC DISCOVERY) Gee, she's not
transparent! She's real! (AWFUL THOUGHT)
But that means she can't see me., Gosh, I
wish--, Maybe if I try very hard, I could
glow just an atom's worth. It's so dark out
here, even the tiniest glow would show up
nicely, and she makes me feel 1like I could
electrify a whole Christmas tree!
(FILT4R=-~STILL HUMMING--BREAKS OFF SUDDZNLY)
Oh, how beautiful!
I wonder if I really haunted her? Henriletta,

did you say something?
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HENRIET: (FILTZR) Henrietta? How did you know my
name ?

ELiER: Golly, I don't know. Ghosts must have--1I
mean, I must have a sort of psychic power.

I knew the moment I saw you that your nane
just had to be Henrietta.

HAJRIZT: (FILT=ZR) Who are you?

ELMER e My name 1s Elmer, Can you really see me?

HEWRIET: (FILTER) Oh, yes, very well now, At first
you were a little vague, but now you're get-
ting much brighter,

ELMER: Oh, Henrietta, I'm so afraid my glowing
power will go away., You see, I'm not sup-
posed to be able to light up any more.,
Officlally, I'm supposed to be thoroughly
invisible!

HANRIET: (FILTER) Invisible?

SLM=Re (2vBARRASB3SEDL 7). You see, I--went to a party
I wasn't supposed to, and my superior officer
had me demoted.

HEJRIST: (FILT<R--REALLY ® RiXY) Oh, that's too bad!
But where are yvou from? You don't look like
anyone from around here, ilmer,

BLisRs Well, I'm not., You see, originally I was from

Utica, but since I became inhuman I'm from-from--
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(FILTER) Yes...?

Promise me you won't be frighteaed if I tell
you where I'm from?

(FILTSR) ‘Whv, of course not. What a silly
question.

Well, you see, I just couldn't bear to think
you didn't 1like me. I'm from--from Ghostdom.
(FILTER=-=-THOUGHTFUL) Ghostdom? I don't be-
lieve I know where that 1is,

No, you probably don't. But we members of
Ghostdom aren't veryv well liked among you

down here in the Realm of the Living. You see,
it's our duty to haunt you.

(FILTER) Haunt us?

Yes, vou know, like haunted houses and old
barns,

(FILTZR) You mean, you haunt houses? Oh,
what fun!

(SADLY) Well, I used to. Until the other
day, I got mixed up in a--well, a kind of
spirited deal=--and the High Ghost reduced me
from a private haunt to a non-entity. And now
for the next two months I'm in a total blackout.
(FILT3ZR) But I can see you.

And I'm so glad, Henrietta, I 1ike vou very

much,
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(FILTZR) And I like you, too, Elmer,

I've been so lonelv up in Ghostdom. You see,
I didn't want to become a Ghost, but they made
me do 1t against my will,

(FILTZR) Oh, but I'll bet it's lots of fun
being a Ghost, isn't 1it, Elmer?

(VITH PARDONASLE PRIDZ) Well, of course it's
qulte a responsible posltion, belng a private
haunt and having charge of a whole house 1like
I was,

(FILTER) A whole house?

Oh, yes. And if I hadn't made that awful
mistake, I've no doubt that I'd have soon
been promoted to a Spook or a ['irst Spiritual.
(FILT R--YONDERINGLY) Oh, Elmer, you're
wonderful!

Yes, I was ouite a blg shot--in my own way,
of course, But now I'm nothing but a non-
entlty.

(£ILT<R) Oh, but Elmer, you're very nice!
You know what, Henriletta?

(FILTZR) No, what?

I think I'm hapoler than I've been at any
time since I was en-Ghostified!

(FILTER) I'm clad, Zlmer,

Henrietta, do vou mind i1if I come and see you

often?
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(FILT:R) Oh, I'd 1ike vou to, ilmer,

Thank you, Henrietta, And I'l1l be ever so
careful, I'll come only at nisht so you
won't have to straln your eyes to find me!
May I see you tomorrow nicht?

(#ILT%R) Uh huh.
And the next?
(FILTER)  Umhmm.
(FADT i3) And what about...?
SIVIRAL AUAINT LITTLx N0OT s,
(£ILT3R) Oh, Elmer, what a beautiful gift!
What 1s 1t?

It's a dew droo bounuet tied with ribbons of

moonbeams--just for you, Henrietta.

(FILT:R) Oh, thank you--(Si£IZED

0Of CUUGHING) Won't you sit down here beside

me? (COUGHS AGAIN).

(ALARMZID) Henrietta, are vou 1117

(FILT<R) I--(COUGHS) No, of course not,

Elmer, 1It's just a slirsht cold. ©Nothing
really.
Henrietta?
(~ILTR) Hmam?

‘Would wvou mind verv much if--
If

(PILTSR) hat, Elmer?

If I--if I kissed you?

SITH A SPALM

(VITH RUSOLUTMING SHT S.0THI.L A CuUGH) .
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(#ILT2R) ©No, ZEl=mer, I <on't mind.

(PAUSSE FOR KISS Henriettal

(FILTZR) =lmer, 1t feels so funny when you
kiss me.

What do you mean?

(FILTIR) I don't know exactly, but--it's as
if wvou touched me without really being there
at all. (CJUUGHS) Blmer, I'm afraid. Put
your arms around me, Zlmer, Hold me very
close!

0f course, darlin>. (SUDUIH DISCUVIERY)
Golly, this is awfull

(FILTIR) What?

Svery time I trv to hug you, my arms evaporate!
SEVIRAL WIUTRAL NOTeS EWDING T iU0TATIVLLY.

Oh, Henrletta, why didn't vou call me? I had
no idea you were so 1ill.

(FILTAR=-=TRYINF TO CFOK.Z DU/N A C.UGH) Oh,
Zlmer, 1t was awful. I didn't know how to
call you, and (C)UGES AGAIN) the doctor said--
(COU HS) .

(ALARMED) The doctor? Did he say you were
worse?

(FILTZR) Yes. He said I wouldn't be here
very much lonzer, So--will you take me with

you, Llmer?
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Of course, Henrietta, if you really want 1t;
perhaps I could absorb you into Ghostdom. But
we must walt, because I have no authority to
run off with a human 1ife--even 1if it's yours,
my desr, But I'll stay here with you. You
may not always be able to see me, but I'll be
here,

(FILT:IR) Thank vou.

But I think I should warn you. Ghostdom is
not Heaven. And I'm not very popular. ve'd
have few friends. There'd be just the two of
us,

(FILT:R) But only for aswhile. (SH/LY) Later,
there might ve more.,

Henriettal

(FILT=R) And we really don't need anyone else,
BElmer. Besldes, perhaps if you brought a new
recrult to'Ghostdom, 1t might restore you to
the good graces of the High Ghost, and you
mleht get opromoted.

Perhaps you're right. They might even let me
graduate at the same time you do.

(FILTZR) Oh, I'm sure of 1it, Zlmer., Oh,
Elmer--(SEIZED WITH A SUDDEN FIT Of COUGHING).

(ALARMED) My dear, what 1s 1t?




HoNRTETe

BLiioR

MUSIC:

ELMZR:e

HSNRIET:

MUSIC:

167

(FILT.IR) Elmer, I--(COUGHS AdD CHUKul). I--
(SUDDENLY SUBLIDING WIAKLY)  Oh, wlmer!
Henrietta, are you all right?
SUG3ESTIVE Of HAPPINZSS,., PRIDOMINALCE OF
STRIAGS. ONWE SOLT BURST AND THwmN CONTINULS
BSHIND.
(ON REG.MIKE--FADING IN) Elmer, I--I can--
really see you now., You know, you're very
handsome!
Henrietta, I had the strangest, most wonderful
feeling just now as you came up to me and--
touched my hand.
I know, Elmer, I felt the same thing. You
were wrong. It's not ugly and disagrecable
up here, It's really very beautiful.,
You know, you're right, It's strange I never
notlced it before. Henrletta, this is--yes,
it really is--heaven!
STRIN:FZD BACKGROUND SWu+<pP3 UP AND HOLDS TO

FINISH.



otes on Writing -wnd Froduction of
7R FISFIT GIOST

Plot Creution

The nlot of T3 LISFIT GIIOST wus probably tne
most difficult of any of t%e six plays to devise,
and the scriut required two rewritings before it
bezan to smooth itself out. The individual adven-
tures in Elmer's ghost life are much the szme in
the finished version that they were in the originul,
but the script has the avpearance of an entirely
new ploy becuuse the doninating ideu is very
different.

.The original version of IMNI§ LiSiKIT &ivsl was
comvosed of a series of isolatel incidents concerning
Klmer's life in Ghostaom. It had little motivation
and w-s much too ramobling in structure. In subse=~
guent writincs it cradually toox on the appearznce
of a sinsle unit, and motivaztion for Slmer's unfor-
tunute aiventures wes sttributed to Tlmer's senrcn
for sn "idexl" ~irl friend znd to the jealousy of
Butch, the unscrnpulous £host who orizin:ily ned
been only an incident:l chnraehber.

e stresmlinin~s process of the play involved
the deletinon of two or threse scenes concsraing

sdventures with other cirl friends and unhapuy



1c3
cxperiences at a purty -t the home of some "live"
2-ople. These scenes only servad to slow tie action
and zdded little in the w=ry of humor. A further
chance in the finwl version w:.s effected whaen it
w2s decided that three scenes instend of two would
better enahle the writer to convey the circumstances
of Henrietta's illness.

The remainder of the revisions concerned
cniefly the reworiking of humor lines anrd figures of
speech to give the pnlay the flavor of funtusy and
an added shostly toucn.

Actingz

LT -

All of the roles in this nlay are "canracter!

-

yarts. Tlmer rust he a lovable, well mezning

<

individual who just con't seenm to stay out of
“rouble. e trusts too muiny peorle. Ilmer shonld
nave a definite avras of country or sa.ll town. Al=-
thoush he doesn't mave a4 dinlect, he must convey

the impression of rurszlism. He is not hzypy in
Shostdom, but ne intends to do his best to plense,
Te rewrds erch new eyperience with tae e _srness
sud naivets of a small boy, but he shouid not, under
hive an zdolescent

any circumst.nces, be alloved to

"eraclk" in his voice. “Te is twenty-five yenrs old.
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Yenrietta is a wholesome, wide-eyed girl,
wilo probably appears quite homely to everyone but
Llmer. There is notning of the flirt or the vanp
about her. She honestly believes thut Slmer is
the most wondierful person who ever lived. Iuilzie,
on the other hand, is the personificztion of
worldliness. DProbably no man hus ever resisted her
charms. She should provide as strong a contrust to
Jenrietta as powssible. ¥er voice should be silky,
warn, and carressing.

Butch wnd Gaseus have tough Brooxlyn dialects.
Butch is the ringleadef of the crooked ghosts. Ie
should be positive, conceited, and crafty. His
vocabulary, like Gaseus', is faulty at times, but
he is nobvody's fool. Guseus, on the other hand, is
s stupid stooce who hasn't the brains to think for
himself but must be told what to do. Horrific,
the third crooi, h=zas an aytramely low-pitched mono-
syllabic voice witn nollow chostly tones.

3poox Jones rmist be a xindly top sergeant
type of individual, thouih, to sorme this mey seen

. "Te must be a lewder.

Nl

a contrudiction in term
s con crack trhe whin 2nd others will follow, but

ha =1sn con he o frieadly couns=lor. TTe Mus



Zimer's interests <t heart; he doesn't vonl Lo

The Tizh Thost is 3 blustery business man
who has very little time and rarely concerns him-
self with his ghosts. e rules Ghostdom wita his
own interests in view, consideriag others oniy
when his own comforts willi not be endangered. .dlwmer
osiques his curiosity, and that is the reuson for his
interest in tris purticular youns ghost.
Dirscting

The entire play must be dirscted and acted
with a tonsue-in-cheek attitude. The cast and tne
director must "have fun witn it," if they expect
the audience to enjoy it. The show must not be re-
carded as a parody or s burlesgua, nowsever, but

rather

n
jo)

5 3 serious representation of @ numorous
situation. It must have 2 fulrytale quzlity ot the

me thet it is treotsd as a down-to-eirtn

(=N

same ¢
¥xperiznce. Ailmittedl), thnis is 3 difficult combin-

ation to =uchieve,

cr

It must be remenbered in both Lctin_ ol

[ON

irescting thet the unusua:l fizures of speech must
b2 ~iven treir full value. They must be "plug 23"

or they will bea "lost" on the zudience. The nlay
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should have a fairly rapid tempo, but the ficures
of speech rmust be given emphusis or the play will
lose all meaninz,

Sound_and Tusic

Sound effects require specizl attention. A
slide-wnistle is about tne only solution for the
appearznce and disappearance of 3Spook Jones uniess
some memoer of the cast nNas an especiadily reliable
vocal waistle. [he scene of the house-haunting
activitiss needs expert coordination and reqguires
the services of At least three sound tecnnicians

in addition to the engineer handling records. All

of the sounds in th:t scene, except the wind, shouid

be "live." Lven the cocx crow can be nmanipulated
more reazlistically when done vocaily. 1t is vest
to do euch of the sounds--banging, creaking, and
clanking--in turn, allowing ezch to overlap tne
other slightly, but not hoving tnem done simultan-
eously. After all, Llmer has only two hunds, and
he couldn't be doing everything at once.

lusic must hove an imzginative as well us a

humorous cuality. The writer-director found th«t

e ae  ww
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Richard Strauss' TILL EULENSPIAGILS LUSIIG:
1

L=

STREBICTSE™ offered more possibilities th:n zny
other recorded music zvailable to her at the tinme
of the first production.

Scrinst Chunces

Cne or two minor changes were tmade in lines

because of radio censorshin.

1 .
Recoried by Artur Rodzinski =nd the Clevel=nd
orchestra for Columbia liccording Corporation
(Album).
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MODERN MELODRAMA FOR RADIO



CITATTER IV

I'CO7RY IST.0DRALA FOR ItawIO

There are two divisions of the tyre of play

known =3 melodrama: the o0ld and the new. Thouch

they hove much in common, each has very definite
characteristics which mike it somewhat different
from the other.

Clder melodramass empnasized situw.tion wnd, as
Alexander Dean puts it, were "more or less the exter-
nals of trugedy."l Th=2y cepitulized on physical
action and had little to offer in the w.y of "weiznty
characterization and social reality."2

Yew melodrama, on tne other hand, is built of
sturdier material. It often featurés strong and un-
usual characters, and it frequeantly utilizes the
emotion of fear as an element in build ing the suspgense.
John Gassner points out in his PuODUCING Tils PJ_AY3 taet

"stress, tempzo, and ap;ropriate atmosphere wre tne

main tasks of the production." He adds that "in the

—————

1
Fundamentzls of Tlny Directing, lievi Yor«, FurTar
and Rinshart, 1241, 2. 305

2 . v ~r Al r| )
Jown %assner, Irodncing the Tlay, rew ~0rg, 11e€
Dryden Fress, 1711, p. &1

3
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variant called the murler mystery, the dirsctor
(2nd writer) must =lso attead to the planting of
clues th .t lezd to Jdiscovery sad of other clues
th~t prevent the audience from muking the dis-

1

covery uncil the clim-.ctic mom=nt."

S0om2 of the more racent stoe

TADITS I77 REDINITT, KIUD LadY, and IOV wilil A
STRATGERe Rad1lo erosrams lixke J0i3100734 repeutedly
us2 this ty_.e of drama. lodern melodr:u- is teadin
more =nd more towsrd emphasis on characier zs well
28 situsntion. (Yote the stuace plays just mentioned).
THe emnhasis is toward use of strons, unusuwl, wund
manr-faceted caracters which huve depth, variety,
end intensitv. In some cases an euntire play my
be built around one eccentric aud outstunding casr-
actar.

In writing melodruma it is well to bear in
mind the fact th=t "color" words are hishly effec-
tive in creating mood =nd suspense. Vividly

painted pictures of actions and situztions recuire
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an extensive vocabulury of small but expressive
words which create instant and lasting imuressions.
Words which sugrest a situation or an idea ani
upon which the listener can embroider his own
details are particularly useful.

Frequently the writer of‘melodruma for

radio will utilize to excellent advantase the tool
of narrator to tell tke story. This narrator
sanould, if possivle, be one of the chaructars in
the story so that his lines can "side with" or
"zgainst" the various other characters and thus
add color and interest to the pluy. Brief but
graphic piétures can be injected into the narra-
tor's lines to create the emotion of fewr and the
mood of suspense. OQOccasionally, though not too
frequently, entire scenes may be written in narra-
tion with an explanatory buckground of music and
sound effects. This latter device snould obe used
sparinzly, however, and only if it achieves tne
desired result much more effectively than could
any other device. Too much narration tends to slow
the action unnecesssrily. Usually patcanes of
narration are few and extremely brief, and often

a suspense-filled play may be written without a
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narrator at all.

The basic plot should be extremely sim.le.

It must have one siagle goal, und every scene,
every line should le:nd toward that goal. The
writer rmust not allow himself to become involved

in extraneous details and unneeded complications.,
The plot must be planned in the minutest detail

so that the lines pive away just eunouch infor-
mation during the course of the play to keep the
listener interested wnd yet not enouzh to reveal
the solution until the writer is reudy to do so.
Subtly worded sentences with double meanings are
often useful in this capacity--any device upon which
the listener can look back when it is over and say,
"Of course, way didn't I think of that?"

The climax must be planned with care. As
rik Barnouw points out, "The crisis of rising ten-
sion which we call climax must sometimes, in radio,
follow a different technigue from stage or screen.
A climax scene is, most frequently, one in which the
two sides of s conflict fuce each other to win or

lose."1

1
Erik Barnouw, Handbook of KRadio “Writing, Boston,

I.ittle, Brown, and Company, 1942, p. 95.
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The audience must be fully awure of the conflict
throughout the play and must not lose track of it
during the "big scene." Lr. Barnouw further points
out that on the stuage the crucial scene muy be en-
acted with one person doing ali the tulxing «ngd
the other one listening and reacting. Sucn is not
the case in radio, where both rmust have sometning
to say in order for the audience to keesp them well
in mind.1 "As a genergl thing," he suys, "rising
tension between two characters, rising contlict,
need shorter sveeches in radio....bBoth forces taxe
the spotlipgnt simultaneously."2

FProbably even more than in any other type
of drama it is necessary in melodrama to be very
sure tnat every tiny loose tinread of plot is tied
tozether at the end. All clues, all actions must
be wccounted for, and tnis must be done briefly
at the end of the play, preferably in the final
few words of dialorsue. Frequently the ending can
be presented effectively by narration, because

this is more economical in length and awllows the

1
_I-b_.j_..(lo’ 95‘96

2 1bid., 96
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writer to finish the diulo ue at a nigcher point
of tension.l
The writer of melodruma must exercise the
finest sense of discriminution and good tuste in
crextins zand polisnhing his muterial. Ile should
guard against exargerated situations which destroy
the believability of the plsy. llelodruma must
appear realistic and lorical in its charzacters,

in its vlot develogment, and in its solution.

1
Ibid., 96.



SCRIPTS AND PRODUCTION NOTES
FOR
TWO MODERN MELODRAMAS
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THE OLD CHOXNE

NOOD MUSICe wSTABLISH AND HOLD B.iIND
FIRST FIZW SEVTIICES

(ITARm;rir:G) People say that truth is
stranger than fiction, and I know of zt
least one case wnich substantiates that
theory. I am a doctor in a medium-sized
town, and tnis story concerns one of my
patients, Julie Martin. Julie was a

young girl whose life waxs dominated by
Riette, a mysterious o0ld crone - a sort

of witch - who lived on the edge of a
midwestern college town where Julie went

to school. Kiette wus a legend in the
town, and her nuame struck terror into the
hearts of many of the inhabitants. There
were others, however, who regurded her

with an avid interest and curiosity. And
Julie Kartin wzas one of these. One evening
Julie and two of her sorority sisters, Jean
and larianne, were discussing kiette
(FADING) with more thun usual interest ...
But, girls, the possibilities are terrific.

If we could even get inside the door of
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Riette's cottase, that would be more taan
anyone else has dared to do.

But, Julie, everyone suiys sne's a witch.
They say she puts curses on peogle.
There's no teliing what might happen.
(SCOFRFING) You don't really believe thut
nonsense?

(DOUBTWUITY) Well, I admit it sounds fishy.
(JUSTIFYING HEKSHLF) But she scares me!
Jean and I saw her once at market. ohe
came right up to us. She has tne gueerest
eyes. They're green, and tney loox rignt
through you. It seemed almost as if she
knew what we were thinking. Didn't you
feel that way, Jean?

Yeah, it was awful! Just as if she had

some evil, super-nztural power that could

make you do anything she wanted you to.
When she looked at you, you weren't con-
scious of anyone but her.

(LAUGHING GAILY) What imaginations you

two have. I suppose you think she can read
your minds.

%ell, they say she tells fortunes.
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She does? Well, then, t1hat's our excuse
for goinge. Vhat do you say, Jeun?
Wouldn't you like to know who you're going
to the dance with Friday nizht?

(DRILY) I can wzit and find out in the
normal way, thank you.

Aw, come on, kids. Be good sports.
larianne, you write for the puaper. I'll
bet they'd make you an editor if you could
get an exclusive feature on Itiette. Wnut
do you say?

(DOUBT¥IL) Well, I admit it hus possi-
bilities. But =--

(CUTTING H3IR Or#) Then come on, what are
we waiting for? You shouldn't let wunything
stand in the way of your career. Let's go.
MAﬁI: (AD IIB) Okay. To please you, etc.
(UICK LIITIE IN[iIILUDI.

LSTABLISYT WIFD BLOWING BACKGOUND. [IUNuak
CCCASIONAII Y.

Looks like there's a storm brewing. Wwell,
here we are. This must be kkiette's place.
It's supposed to be the last house on the
street.

Weird looking little shack, isn't it?
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Looks like it might fall apart any minute.
ILet's knock on the door.

THIRHS RATTESR TIOLLOW KNOCES.

There's nobody at home, Julie. I'm sure
there's nobody &t home. Let's go, huh?

No, I hear someone coming.

IOUD CILAP OF TIHuNDike DOOL Clwwaks OPoN
SLOWLY.

Yes?

(3ULPS) Are - are you .Llrs. - Liss - er -
Riette?

(¥OMCOLTITIAILY) I am kiette. What do you
want?

(UNCIWTAIYLY) Ve - we came to get our for-
tunes told. (PAUSE - WHAKLY) We heard you
do such things.

Come in.

DOOR CHULAKS 8UTl'e  W1LD DOwN AND baCigntOUND.
It's awfully dark in here. 1 can't see
where I'm going.

Perhaps this licht wili helpe.

LIGHT SYAPS ON.

That's better. (GASPS) Good heavens!
(LAUIS FERVOUSLY) Why, what a weird little

licht. It looks like an illuminated skull.
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RIETTZ: It is a symbol of death! liuny people have
learned of death in this room.

JULIR: (SLIGITLY 571ailaX) neally?

LAKI: (ABKUrT1Y) I don't want my fortune told.
Iet's lesve. DPlease, Julie.

J.IAN : Yes, Julie, I think karianie is right. I
don't want my fortune told either.

JUIIN: (SOTTO VOCE) Don't be silly. We can't
leave now. It would be rude.

RITTTSE:  (IVSTERIOUSILY) Come this way, lLiss.

JULIE:  (GULPS) Who, me?

RIETTE: I have something to show you in tnis roon

over here. Comne.

LARI: (FRIGHT D) Julie, no!
JULTZI: Husn, llarianne, it's all right. You two

wailt here.

SO0UID: FOOISTHLIS A 1I0LYMTe DOCi CLObuoe. THUNDLK

FAINIIV,. CAT 1&0WS LOUDLY. .
ULIZs ($PAnTI®D) Oh! (Ti®Y) What a cute kitty.

Yay I pet it? (I FAIYN) OQoww!
RIETTHE: What is it?

JULIS: The cat. It scratched me. iy hand is

(&)

bleedin<,

KIZTI!T: Com2. Sit down now. You want your fortune
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told®

“Well, yes, I'd like to Xnow -

I broucht you in here Tecause I sensed
danger around you.

Dancer? 0Oh, I haerdly thing£ so. Ly sur-
roundingss zre perfectly safe and normal.

I see a telesrum bringing ba:d news zbout
your family. And tnere is an illness. A
serious illness hanglng over you.

Illness? What kind of illness?

A mental illness.

Surely you can't mean insanity?

(QUICKIY) Yo, not insanity. But mental
collapse - narves. You will be very 1ill soon.
Rut you will recover,

l'ental collapse? How awfull

That is all. But I would suggest that you
not mention this to your friends. They huve
a tendency to discredit wnut I suy, because
they are afraid. But you are not afraid,
are you<?

=20, I"1 not afrzid. 3ut wiat you say
worries me. I have a great deal of work to

do before the end of the year. I craduate
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from collece in June, znd I can't afford
to be ill.
RILTTL: Riette knows only waat she sces.
JULTIL: Well, thank you, anyvay.
30UYD: COIMNS CIICKING,.
JUIIS: And here's something for your trouble.
RIEZTTZ: Ah, yes. And remember this - you must
return here. Itiette may be wuble to neion you.

JULIC: Telp me?

RISTTS:  (SIOWIV - DRIIBEIATZLY) VYes. You willi nead
nels badly. Iater. VYou must come buck here.
You must return to kiette. Do you under-
stand?

JULIZT: (81.0WLY) You make me feel so - slee,y whaen

you look at me like that. I--
RIZTTZ: (CUCKI®RS SOWTIV) Ves. (CONWIJENTIY) You

will come back,

SOUYD: TR LOUD CIAYs OF TIUNOSR. TiIwN ALL SOUND
oUT.
TO: (¥ARRATING) Julie Ikartin didn't return to

RRiette's cottzce arain for several months.
But in the vast whirl of work preceding
graduation, she thought of the old woman

often. Those glittering green eyes seewmed
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still to penetr:wte her brain, and it vus
only with difficulty thit she could put
Hiette out of her mind. The mental strain
besan to =ffect her work (i.,1N+) and Jean
became worried about her friend ....

Waat's the mutter, Julie? You look so worn
and tired.

(ZA7A237D) I don't know, Jeun, I can't secm
to keep my mind on my work. There's alw..ys
so much to do, and I don't seem able to
handle even the simplest thingse.

I think you'd bpetter go to the colieze
hosyital. Terhaps they cen zZive you a tonice
It's not a2 tonic I need. It's just - tnat
my mind needs a rest, 1 zuess. Ly nerves
are on edge, and I keep forsetting things.
After graduation, I think I'll zo to the
lake and just relax and rest up.

Yes, but ;rajduation is still two montns
aw=y. VYou've got to tzke it ewsy, Juliel
I'1l try.

(FARTATITY - FADING IN) But Julie's mentzl

state became stendily worse instead of better,
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iiette's prediction of a mentul crack-up
haunted her and only served to zggrzviate
the situation. Ghe h.d forjotten :ietve's
stetement sbout the telegram (FaDING) until
one day she overheard Jeun tazlking to
linrianne ee..

JHal s (SIIGTLY OFF LIKE) 1It's a ticklish spot to
be in. I opnened the telesr-a by mistake.

It's z2bout her father. e wes killed in a

plane crash over the weekend.
JULI®E: (0 I'IKE = PAIN.D - UYDER HBR Bieald)  Oh,

no! Yo, it can't be! Yot dzd! No! (ZASES

AS

SOUTD: 10OV #4LLS

FARI: (OFF 11IK%) Jean, what wzs that noise?

JHAT: (OF® NIKZ) I didn't near anything.

LARI: (wADITE OF) It came trom out here in the hazll.

JRAN: (07 1'IK%) Julie! Good heuvens, she's fainted.
Get some water, llariunne.

AT (FADING) Right away.

JEAY: Julie, what on earth hapoened to you? You
look as though you'd seen a ghost.

JULIW: (IFYCOMRERIYTIY) Those ;reen eyes! She was

right - about the telesram. She -- (GaSE)

Oh, no!
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JEAN (FUZLIMD) Telesr:m. What can she mean?
That telerram was for liarce.

WJSIC: SOCK Cuh.

TOMs (FARIATING) Julie was ill for some time
after that. Doctors szid - mental strain
from overwork - shock. But in spite of her
illness she was granted her degree from
colleze that June, znd she went north to tne
family cottage for the summer. It wus tnere
she met Van Jlampton, a young business man on
vacation, and Van did much toward restoring
Julie to her normal frame of wmind. So much
so, in fact, that before the sumnmer was over,
they were married and returned to make their
home in a town not far from the college - in
the same town, by the way, in which I lived.
For a while the young Hamptons got on very
well. (FADING) And then the rumor broke ...

MARTI I hear that Van and Julie have had a quarrel.

JUAN e On, I don't believe it, larianne. They're
such a well-matched couple. Kveryone suysS SO.

KARY: I guess Van has to be away a lot on business
or something. And you know how Julie hates
to be left alone.

TEAY: I know. (FADING) Still, I can't believe it.
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BRIEF TAUST ¥OR SCIMZ TRAVSITION

JUIIE: (WADIYG IN) Van, darling, couldn't you
possibly make it tonight? The Jonnsons have
asked us over for bridse.

VAN: I'm sorry, Julie, but I have to be out of
town. You go on without me.

JULIE: Oh no, Van. Yot azain. DPlease.

VAN : I'm sorry, dear, but it's necessary. Tell
you what. Why don't you visit some of your
friends at the colle e for tane weekend?

JULIE: (DISAPIrOINTEDLY) I suppose. If you're
going to be away, I might as well enjoy nmy-
self.,

VAN : Why don't you send the girls a wire?

JULIE: Xo, I think I'll surprise tnem.

1USIC: ¥ LITTLE NOTES EXNDING TEINTATIVALY.

JULIE: You say Jean and lMarianne have gone home for
the weekend?

WOLAN: Yes, Julie. They left the college about an
hour ago. But why don't you stay here at
the sorority house anyway. It's pretty late
to be going back to town.

JULIE: Thanks. But there's a train out about eleven.
I'1l be all right,

WOLAN: Just as yvou say, Julie.
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SOUND: DOOIt CLOSWse FOOTSTHEES SIOWLY. WIND IN
AYD UP IOQUDLY A IOLTENT. THEMN DCWY TACK-
GROUID. FOOTSIITI'S CONTIIUG.

JULIE: Tne housemother wus right. It is terribly dark
- and windy. It looks like there's a
storm coming up.

30UND: SLIGIT RUSBTIY A5 OF LIAV.LS AliD TWIGU.

JULIZ: (STAKTITD) What was that? (PAUSE) Guess
it's just nerves ... Iunny, though, I was
sure I heard something.

SOUYD: SHARP CILATIIR AS OF A TkAsH LID KNOCKLD DOWN,.

JULIE: (FRIGHTEI™ED) I was right. There is someone.
Someone's following me. I must run eee.

SCUND: WCOTSTEPS RUVTING A LIORWMNT. KAFID KNOCKS ON

DOOR.

d
H
=
t=i

On, why doesn't someone come! ... Funny,
this place looks awfully familiar to me.
I -=

SCUKND: DOOR CLEAKS QOFPxit SLOwWLY.

You wanted to see me? Come in, please.

=
H
&
3
E
.

JULIE: (STAKTIED) Riette! Oh, no. DNo. I made
a mistake., I didn't realize wnere I wus.
RIZTT®: Don't be frirhtened. You've come back to
cet vour fortune told arain, haven't you?

Riette will tell it for you. Comel
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No, please. I've made a mistaske. I

thought I was being followed. 1It's nothing
really. I can leave.

Come, I have sometning important to teli you.
DOCR CHEAKS SHUl.  wWIND DOWN.

(PROTH@CIING) But, I --

You remember I told you once before that you
would return to me.

Yes, I remember very well.

Tell me. Whnat I told you before -- did it
happen as I said®

It happened - as you said.

Ah, yes. Viell, there 1is more. You, my
child, were born under an unfortunate star.
Unfortunate star?

Oh, it's not serious -- not right away. but
it will be well to be prepared for any euer=-
gency. Tell me -- your husband is quite
wealthy, is he not?

Well, we have enoughe.

Ah, yes. But -- he is worried zbout money
matters, no?

(SURPRISED) Vhy, not that I kxnow of. Why
do you ask?

I see a strance fear hovering over you both.
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Your husband is having business difficulties.
He needs money badly.

I had no idea.

You yourself have a considerable inheritance,
haven't you?

Yes,

but -- Van 1is very proud. e won't

accept anything. 1In fact, he refuses to
allow me even to use the money myself.
mm. Yes, he would do that -- to throw you
off the track.

What are you getting at?

Only this. Your husband is badly in need of
money. He has lost heavily lately aznd needs
cash to cover his losses. 1f you were to
die ===
(STAKTIED) Die?
Tell me. To whom have you willed your estate?

Why, to Van, of course.

Does he know that?

Yes, we made our wills at the same time. He
thousht it would be wise.

Isn't it strange he should be worried about
a will for one as young as you?

But I was ill at the time. You yourself

predicted that.
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FPerhaps, but it seems odd. If I were you,

I would be very careful.

Careful of what?

It is so easy these days to make deuth look
like an accident!

Surely you can't mean --

Kiette only knows what sne sees. I would ad-
vise you to be careful.

THRES LOUD CLAFS CF TillTuwite THaN ALL SCOUND
OUT.

(STAKRPLED - FADING IN) Van, darling, I didn't
expect you home so soon.

(SURPRISED) Why, my dear, I thought you had
gone away for the weekend, too.

The girls weren't there. So I came howme.

Ohe.

(TEXTATIVELY) Is anything wrong, dear?
(SLIGIITLY IRRITATED) What makes you say thut?
Only that you seem preoccupied. I thought
you micht be worried -- about money or some-
thing.

(SUMARFLY) Whatever gave you that idea?
Yothing really.

Then why -- 2 0Oh, let's not discuss it!

Van, if there's anything worrying you, maybe
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I could help.

No, you couldn't.

But if it's money, I have some of my own.
(SUDDENLY VIRY ANGRY) I szid no! Do you
think I'd tz2ke money from my wife? Over her
dead body!

(FRIGITRIWD) Van, what do you mean?

Stop hounding me!

But I didn't do anything. Vun, don't look at
me that way.

(STEADILY) There's nothing to worry about, do
you understand? lothing. Don't ever mention
the money situation to me again. You'll have
plenty of money azs long as you livel

(KEAILY FRIGITENLD) As long as =-- Yes, Van,
of course. (FADING) Just forget I mentioned
it.

Julie, whut's tne matter witan you? Gtop
backing away from me. Don't look so frightened,
I'm not going to hurt you. I =-- (WAKNING)
Julie, watch out for the stairs!

(SCRTANM 0F TIEREOR)

DENCTING TiHZ FAILIYG OW A BODY DO A 1ONG
FLIGIT OF STAIRS WITH A T'UD AT THE EID. IF

TIIS IS MOT POSSIBLE, TG SQOUND INDICATITG
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THIS AND FOLLOVLD BY A SOCK LUSIC CUL.
(NARRATDIG) It was in the nospit=l that

I first met Julie and Van. It wus after

the accident, and I was Julie's physiciun.
Over a period of weeks, through hints
dropped here and there, I pieced together
much of Julie's story -- except the part
about Riette. If I had known about her, I
could have prevented what happened later.

As 1t was, the accident brought on a re-
lapse of Julie's nervous condition, and she
was in such a mental state that we (KADING)
could do little to help her.

(IN A XINMD O¥ SUBDUZD PANIC) I won't see
him, doctor. I tell you I can't see him.
He-tried to murder me. He ==

Tow, lirs. Hampton, you know that's not true.
You fell down the stzirs. It was an accident
that could have happened to anybody. You've
got to get hold of yourself.

I terl you he pushed me down the stairs. I
was warned. I should have known better tnan
to have gone home that night.

lrs. Tamvton, your husband is outside. I

think you should see him.
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JULIE: YXo, doctor. I don't want to see him apain
-- ever. You'd better teli him for me.
TClis (EmGIGNEDLY) If that's the way you want it.

SO0U¥D: FCOTSTEPS. DCOCR OFHENS.

VAY: (WADING IN =-- I.0W TO¥5G) Cun I ses her now,
Doctor?
TOM: (LOW) I'm sorry, Hampton. Your wife doesn't

feel up to having visitors yet.

VA : (LoW) I see.
TOI: (10%W) ©Perhaps tomorrow.
VAN : (10W) o, doctor. It's guite obvious she

doesn't want to see me at all. Thenks, any-
Way e

TOli: Look, “ampton, you need a rest, or you're
going to crack up like your wife did.

VAN (DO37¥EDLY) I haven't time to crack. There's
too much work to do. TWell, thanks, doctor.
(FADING) So long.

TOM: So long.

SOUTD: DOOR OPI¥S. WOOTSTEPS.

JULIZ: (FADING IN) But I dislike orange juice. I
dislike it intensely.

TOl: What's the matter here?

JULIS: I was telling the nurse. I dislike orange

juice. It gives me a rash.
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Young lady, I'll give you more than a rash,
if you don't behave yourself and drink your
orange juice.

I beg your pardon!

You heard me. I said swallow it.

Now listen here --

Swallow!

(IBEKLY) Yes, sir ... (COYLY) Tom?

Loram?

You don't mind if I call you Tom, do you?

Y“hy -- no. No, I don't mind.

I think it's very nice of you to be so under-
stand ing, Tom. I mean -- well, I cun't tell
you my real reason for behraving tnis waye.
It's too fantustic. You'd never believe it.
(LAUGHING) I might, you never cun teli.

Yo, you'd say I was crazy if I told you why

I tnink Ven tried to murder me. (Fa0ING) EFut
some day I'll explain it to you.

(FARIATING)  Julie wus an unusual patient. I
don't think she rezlly intended to fali in
love. Certainly I xnow that I didn't. I kept
trying to bring Van =znd Julie together aguaine.
But Julie flatly refused and seemed so upset

that I finally stopped mentioning it. After
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she was out of the hospitaxl we had dinner
together occasionally and went dancing. I
didn't mean for it to get serious, but -=-
well, I was called out of town unex .ectedly
last evening, and (FADIXG) Julie went to
the stztion to see me off ...

SOUTD: STATICIT MOISES BACHEGhOUNL. TrALX IoiINd.

JULIZ: I wish you wouldn't go, Tom. I'll be so
lonely without you.

TOW: But, Julie, I'll be back tomorrow night.

JULIZ: Tom, I'm afraid. I never told you, but
there's a strange womwen, Riette, who -=-
who keeps haunting me. I thought I'd for-
gotten her, but lately I keep thinking of
her and seeing those green eyes of hers
again... If you go, I just know sometning
will happen. Something alwzys does waen-

ever I see her or think of her.

3
O
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But that's silly, Julie. I don't know who
your Riette is, but just put her out of your
mnind. When I get buck you can tell me about
her. But now I've got to go.

JULIEZ: Tom, kiss me!l

TOM: Now, Julie =--

Flease, Tom! (rAUSH ¥OR Kiss) Oh, Tom!

=
-
—
&
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TON: (FADING) I must go, Julie. Good-bye.
JULIE: (PAINED) Tom! (ViKY 1LOW) Oh, Tom, I

want you so very ruch! (HALF-SCO3 -- THLN
AINOST GRIVDING LR TLLTH) Riette! Why
must she keep haunting me. I don't wunt
to go buck to here I -- I wonder. She
was rigat twice before. Ferhagss she has
something td tell me.

SO0UTD: FOOTSTEPS (UICIIY.

JULIZ: One ticket to the college, please.

1USIC: BRIEF INTERIUDW. CKOSS KFADE INI'O BACK-
GrROUND . TTUNDER

SOUMD: TIIREE HOLLOW KNOCKS. DOOR OPLNS CiaAKING.

JULIE: (STAKTIED) Oh!

RIXTTE: Ah, yes, you want your fortune told again,
eh? Come in.

SOUND: DOOR CKBAKG SHUT. WIND DOWN.

JULIZ: I -- I've come to get somé advice.

RIETTR: I knew you would come buck.

JULIz: How did you know?

RIBTTS: (LYSTERIOUSLY) Riette is psychic. Come
this way.

COUND: CAT 1=07S AYGRILY.

JULIE: Ugh! That cat azain.

RISTTZ: I have something very serious to tell you.
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But first, wnat w:is it you wuanted to xnow?

Well, I hardly xnow ow to put it. You see,

I think -- I'm afraid I've fallen in love.
And he doesn't care for you, is tnut it?

I'm not sure. I tnink so, but =-- it's hard

to kxnow. You see, he's worried about my
husband. Tom doesn't realize thut Van no
longer loves me. Van --
Tried to kill you.

Yes, as you told me he would.
And he will try again.

You see, I left him.

No, that's impossible.

But he knows where to find you. It would be
SO0 easy =-- some nictht when you are ulone ...
Yol

I said I had something serious to tell you.
I saw it when you first cume here several
But I waited until now because

months &ago.

-- well, I thousht it best. You were born

under a strunge star. Your life was de-
stined to be full of turmoil, and you are
to die of violencel

(IN TORLOR) *Yo! Oh, no, Riette, you must

be wrong!
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It is inevitable. The sturs say so!

Those
eyes of yours seem to =-=-

I'y child, you are destined to die within
the week -- (I'OINTIDLY) at the nands of
your worst enemy!

Mo, you nmustn't say that!

There is only one way it might be prevented.
How? Tell me how?

it is not easy.

(DEBPERATEZLY) I'1l do anything -~ anytning

you say. If it's money you want, I have
plenty. ITaume any amounte.
(CRAFTILY) VWell, I'm more interested in

your welfare, my child, taun in the money,

-- but I could use -- five hundred dollars.

Par SCRATCHING.

Of course. tlere's a cneck -- mude out to --
Casn. Thank you.
¥ow, tell me --

'y dear, you are not only ian dunger ol your

but ©2lso of losing the mun you love.

life,
As lonz a2s your husband lives!
But I don't see -=-

as your husband lives!

(MTIL3IZIVG)  As long
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JUII®¥:  But -- surely you can't meun --(IN I01LOk)
Oh, no, I cguldn't!

RIETT®: You asked for my advice. I would suy it
was your 1life zguinst hise. ie tried to x«ill
you once =nd failed. Ile won't ve so care-

less a second timel

=|
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(P11 175 TTIS OVZR) Yes, he tried to kill
me. Ye pushed me down the stairs. Ile ==
RILTTS: A bit of poison in his tea would do the
trick! o one need Knowe

(SERING TOSSIRIIITIES) It would look like

=
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suicide.

KIZTTR: Of course. Ferfectly safe. Tnen you would
be free to -- remarry!

IUSICs 50CK CUle

SOUND: DOOR PEIL.PAUSH. DOCR OFLIiS.

VAN : (STARTIED) Julie!

JULIZ: Hello, Van. Could I see you a moment?

VAN : Y=t about? I'm sort of busy. I --

ULIS: Don't you went to tulk to me?
VAN: That? Oh, of course, Julie. Thal wus rude

of me. Won't you come in?

=
+
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Thank you.

SOUYD: DOCR CI.OSES.
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VAN : The place is in an awful mess, I'm zfraid.
You'll huve to excuse me if my mind wanders
2 trifle. 1I've just finished writin. a
rather cruesome note -- to --to a friend.
I weosn't expecting anyone. I was all set
to 0 -=-

JUITE: On another trin, you mean?

TAITe (Cor™ sTn)  Y¥o. Yo, not exactiv. You see --

Won't you sit down?
JUILIZ: Thang you.
VAN (#A517%) Care for a drink? walsgey and
soda, isn't it?
JU1IZ: Yes, thanks. (FISASATTIY) You're really a
terrible housexeeper, Vun. Glasses wud
parers strewn zll over tie place, znd -- (Gany’)
TAY s (FADIY IY) Tere's your drink. Way, what's
the matter, Julie? You loox as througa you'd
scen a ~shost.
JUIIn:  (WLAXrIY) Waat are you doing with -- th.t?
VAIT: (IAUG I3 MyRVOUSLY)  Oh, my revolver. I
wWas == I wes just cleaning it. It's not
lo2ded. Come over here on the couch, w=nd h:=ve
your drink.
JULIZ: (377473 Ters)  Just put it on the coffee

table a moment. (BSI7S CASUAL) DRy the way,
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Van, what I reallr cume for w2s our old
photo album, If you don't mind, I'd like
to borrow it for 2 few days. The girls
were as<ing to see some of our "snups.
Yy, of course. (®aDIly) I'1ll get it for
you .

(TO 15i48..1#) Dhe box of pills == guickly.
Jere they are. OCne -- two =-- three.
(WADI™Y IN) Tere you are. I'm afraid the
album's = bit dusty. As you szid, I'm not
a very good housekeeperT.

(POIEDIY)  Your drink is on the tuble.
01, thanks. (PAUSH -- BLACKS LIFS) I'm
slad to have a chance to talk to you, Julie.
Yo hard feelings about -- well, you Xnow?
(SIOW1Y) 1Yo, no hard feelings.

(BIGATIIVG HIAVILY)  Funny, how wurn 1t's
gotten in here suddenly. Perhaps I'd better
open a window. I -- (PRZIIEIDOUS LeFORD ==
IAGGIS SLIGTITLY) Strange, this dring hit
me an awful wallop. Liakes me feel tipsy
already. I feel weak all over -- (GIGGLaS
UITCONTHOLLARLY == VIRY SLOWLY) 1Isn't that
queer? I seem to be -- (TRAILING OFF) so

drowsy and ... (LONG FHAVY BignalH -- TSN
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SILWCRE).

GLASS 54T DOWIT ON [aiRli 3. ALLLY.

(STARFLY) Van! (FRIGIT®YED) Onh, Van, what
have I done! Van! (IN PANIC) I've got to
cet out of here. Before someone comes!
(BIGATIING HEAVILY)

A DISCOIWDAIT CithSH.

(IF HYSP3ERICS) Oh, kiette, what am I to

do? %Vhnat can I do? I murdered him in cold
blood. (PANIC-SIKICK:il) Suppose someone
finds him. They will -- they must eventually.
And somehow they'll know who did it.

Very probzbly.

And to think I paid you money to -- to get me
into this fix. Oh, I was a fool! Why are
you staring at me like that?

(EVEYLY) You remember I told you thut you
would die within the week at the nwunds of
vour worst enemy. That prophecy hasn't
changed.

But you said if I killed Van =--

It could help you temporarily but not indef-
initely. Yow you must die too.

(I ¥RIFIT) No!
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Yes! (CALITY) You must die too.

You can't mean to murder me!

Moy I shall not touch you. You will die

by your own hand.

Yot suicidel

(SLOVLY AYXD DEIIBLIATHXLY) You are a fool.
If you will think back, you will discover
that I never told you to murder Vun. You
read between the lines. You guve yourself
the idea. And you alone are resgonsible
for your actions. Vhen Van's body is found,
you will be accused of his murder.

No!

And you are wezak. You cannot face tne dis-
grace alone. DO you think that t:uis doctor
friend of yours would want you now thut you
are accused of murder. o, my dear, he hus
no desire to have his drink poisoned too.
RBesides, I didn't tell you tnis. But your
doctor friend is not really in love witn you
at all. 1ile's simply humoring you to nelp
you get well.,

Why do you tell me this now?

To show you that you are all aione. All
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alone. You are afraid of being alone,
aren't you?

Very nmuch afraid.

Tnere is a bridge at the foot of tais
street. A bridge und a river -- a swift-
flowing river tanat leads back into the
town in wnhich you live. You cannot swim,
can you?

¥o, I cannot swim.

It would be so quick -- so easy. Drowning
is not at all unpleasant. And atter sli,
you have nothing to live for, nave you?
othing at all.

(s1.0%1Y) WVell, I don't know. I -- you
make me feel so sleepy wnen you look at me
like that. You =-- those green eyes. 1
can't see you very well -- except taose
green eyes. 1 =--

(WIP'I MiT7TIASIS) Kemember -- the river!
The river!

DOOR CIEAKS OPUN. WIND IN (UICKLY. TIRED
I0UD T'IUNDIR CLAIS. TIEN SOUND OUT.
(NARIATIVG -- FADING IN) I learned of

Julie's death the following morning in a
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newspaper story which said her body had
been found in the river. Tnere wus on.y
one other detail -- another story which
appeared in that same paper. It rezd --
"Van Hampton, 35, prominent business nan
of this city, took his own life today by
drinking poison at his Fark Terrace apert-
ment. A note addressed to ilampton's es-
trunced witfe attributed his action to

business failurel

1L.USIC:: SUCK CUZ,



Yotes on Writing and Froduction of

THZ OID CuONE

Plot Creation

L OLD CIO¥HE was the first of the plays
written and directed for tnis series, and as such,
it presented a majority of the problems involved
in radio writing to the zauthor for initial solving.

The first difficulty was that of teliing
essentinl expository material in saort passases of
narration. The second and probubly the most impor-
tant, from the standpoint of this thesis project,
w8 the acquiring of a sense of audience psycholog
--attaining a more sensitive judgmeant s to how nmuch
informution to release at one time. A third iwmgpor-
"tant point was learning to launch the central idea
of the ,lay in the opening scene, instead ot intro-
ducing extraneous material which might lead the
audience astray of the main trend of action.

The first draft of T.I§ OLD CkOX¥w wus entirely
too obvious in its approach. It started out on too
high a pitch and attempted to maintzin that hich
pitch throughout the play, with the result that
both listener and actor would have been thorougnhly

exhausted before 2 third of the play had been
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prresented.

lizny of the necessary chanses involved
Itiette's attitude toward Julie. In the first
version Riette wis zlmost insultingly obvious in
her sinister plans; so much so, in tect thn.t
few listeners would have been taken in by ner
wiles. The entire series of Riette's scenes hud to
be modiried, so as to "sneak up on" both Julie w&nd
the audience in a much more subtle manner. In the
second version Riette does not lay all her cards
on the tuble in the first scene, but she saves some
of her vzluable amrmnition for later encounters with
the zirl. The play is condensed and telescozed into
a more coherent and tungible whole with muny extrua-
neous scenes, appearinsg in the origzinal, beiig cut
completely.

Cne import:nt chanre concerns Julie's second
visit to Riette. 1In the originul, she was accosted
by a nondescript individuzl who frightened her into
running accidentally toward Riette's cottuge. In
the final version, it was decided thz=t Julie's
return to the cottz2+e should be the result of her

mental turmoil--a subconscious, inner urge,
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driving her br.ck without her being aware of it.
This is more consistent with the entire tone of
the plav, wnich emphasizes Julie's mental state
as tne chief cause of her plight.

Another cauznge was made in the concliusion.
Criginally a slip of puper bearing niette's name
and address was found in Julie's purse following
her suicide, the implicstion being thaat tne old
crone had been cazught and brought to justice.

It wuas decided thst this piece of paper w-s
entirely too tangible, in vies of the fact that
Julie's approizch to tne situation wos to be re-
rarded as purely ment:zl. The more provocutive
ending was obtained by leaving Kiette's fate a
nystery to the wsudience.

Acting

The domin:ting character in thae ;luy is, of
course, l:iette. She must have z powerful person-
ality--electric and sinister. sveryone 13 wiraild
of her. She recornizes in Julie =n intelligent
zirl who provides n chzllence to her _owers of
dominstion 2nd wro =2lso will af'ford monetary
comrensation for her trouble. Hdette is oli, but

she is by no means feeble, Bhe 1s thin -ni wirrs
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she »probubly h=s 2 wicled loo<in f.c: with & scar
on the cheek. Tler eyes ure a penetruting crecn
wnich no one who hus sesn her wouid ever forrcet.

At two or three points in the [luy sne =zxercises
hyvnotic powers on her victim. Yer voice should

p
be silky «nd n:rsv by turns, depeniine on her mood.
Thers must Ye a rrent Aenl of variety in the delivery
of her lines.

Julie is a wyoung girl, hi-hly inteiiigent, but
neurotic and e=sily ~24dicted to worry. She is not
superstitious by nature, but the domination of
Riette maxes her dopbt her own stability, Ifer
characterization snould be one of graduai but posi-
tive disintegration as the story progresses and
Riette guins power over her. Jeun and lirianune ure
typical collecse girls--Jean being the more level-
he:ixie2d and resourceful, wnile lariczune is nervous
and more easily frightened. The woman is the house-
mother of a sorority.

Tor, who is the nurr-tor wnd Julie's doctor,
is the romantic interest. e must observe her case
cuite objectively, however. Ile lixes Julie, he
finds her attrictive, but he is not in love with

her. Van, Julie's husbznd, is the overwrought



business men. e is very nmuch in love with his
wife, althoush her exasrerzted concern znd feur
r2t on his nerves and make him seen shurp wad
irritable at times. e rust never wpenr s a
villain, however. 1In the scene imnedi.tely pre-
ceding the murider he should be hijnly nervous
wnd upset, indicuting the ment.l state of =2 man
about to commit suicids.
Dirzcting

The entire play must vrosress methodically
and inevitably towsrd its conclusion. It is a
study in terror and domination, and the two must
fuse into a powerful whole desi_ned to keey the
audience on the eize of its coliective ssut from
the initinl cue till the finsl curtoin. It should
neve varistion and pace, but it should not race
uncomyromisingly throush to the finish. Tae
scenes batween Julie und tiette wmust be timed lixe
clockwnrk, snd the o0ld crone chould be coacned to
rat the sre:test -ossible nuances out of her lianes.

Sound nnd rusic

The wind =2ni thunder serve to set the mood
of the Riiette scenez. Toth =z2Te best whien recoried,

s1thoust the bridmes of thunder cr.sies mwy be



more effective whe loyed "live," The creanking
> when nyed iva, crenxin

bt

door needs exjeriment. . tion; & creaking maschine
is best if it is av:il=ble. The c2t should be
"live "

Jusic offers no sonecisl problenms.

Scrizt Chinres

One or two minor cuts were made 1tor timing

2UT[OSES.
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(NAREATIVG) What would you do if you knew
with cold, calculating certainty that some-
orie was trying to murder you? Tnat tnere

was no escape, no turning back--only one
course of action and that meant certain

death? Yot a pleasant prospect, is it?...
Well, that's the problem I faced. This is
what hacpened!

CRIGCHEITDO TO CLILAX AND CUT.

Wy name is Kenneth Arnoid. And my story bpegins
with a more or less routine assignment for the
Morgantown Enquirer-News, the newspaper I worxg
on.

FLWSTAPER OFKICE NOISuS IN AND BIIIND.

(FADING OUT) EIEditor Fred Biliingsley called
me into his office late the other atternoon
GNdeeces

DCCR CLOSHES. BACY.GROUYD DOWN S1IGITLY KD
CONTINUZ.

You sent for me, ¥red?

(SOBiKLY) VYes, Ken, sit down a minute.
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Wiell, what's up? You sound serious.
I've got a story here ken. It's big news,
but--the people involved zaren't going to
be anxious to cive us any information.
(INCUIRI®G) Onhe?

t's a suicide case.
(SUDDTLY INT&'LiST ») Suicide? Anyone
we know?
Only by reputation. Ieonora liorcan.
(STUT™™D) Yot the wealthy banker's wife?
Good lord!
Apparently everytning in the world to iive
for. But she commits suicide.
How did it happen?
Hengzed herself--in the Lorcan barn.
Yot a very romantic way for a former society
beauty to end her life, is 1it?
Hardly. KXen, I want you to keep your eye
peeled for striinge clues. It was rumored
that the Lormans didn't et along very well.
And it doesn't pay to tuke anything for
granted in these cases.
You think it's murder?
Probably not, but--. ‘iell--

I get it. 1I'11 call you if anything breaks.
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(KSLIZVED) Good! I knew I could depend on
you, Ken. But t:ke it easy. Lorzan cun bve
an ugly customer when roused. I'11l wait

here in the office until midaicht. If I
don't hear from you by then, I'll assume
everything's okay and we'll hold spuce for

a short suicide story in the morninz edition.
Right!

You'd better hurry. The lorzan estate is
quite a distence from town, and it looks lixe
there's a storm coming up.

Imm. Yice atmosphere, isn't it?

Atmosphere?

Yeah, =--for a murder!

OITINCOUS. DRATTIEL STCRLY THANSITION. CHCSS
2AD% TO

HOWIIrG 7IYDe.e THFUNDER--IOUD CluiSil, TILT A
¥RV OIC0W RUIBLES. CONTINUE OCCASIONAILY
RETIND.  THUKEE IIPATIZIT IZ70CKS O THi DOOR
¥ OCEZR.

(SYIVZRING=--CLUMIY TO IIMSELF) Okay, Lorgan,
you can come to the door any hour now. Either
that or throw me a towel.

DOOR OFLils SLOWIYe
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(01 TYOUSLY) What do you want?

(PRISIIV) You're lr. lor~sn?

Yes.

Well, I'm Ken Arnold of the Lor:untown
Wnquirer-Yews. Tere's my press card. we'd
like to get a story for the morning puper
about your wife,

(APRUPTLY) I have nothing whatsoever to
saye. The police have made alil the inves-
tization that is necessary. I1f you wish
any information, I sugrest you contact them,
Good day, sir.

(G ICY1IY) Just = moment, Yr. Morcan.
(S0CTHIYGLY) The knquirer prefers to cover
these cases itself's Thnere is often a humun
interest angle. Ve'd like to get your side
of things. It makes for a more personal
approach and helps us present the case in a
more sympathetic light tnuen we could with
just bare police records.

(DOURTRULLY) Welleso

(URGIMG) ‘e know it's difficult for the
family, lorgan, but in the long run I'm
sure you'll feel it's much better.

Very well. Come this wecy, pleuse.
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DOOR CIOSES. RACEGROUND DOWN SOITLWHAT.
Thank you.

Sit down, Arnold. Yow, whut is it you want
to know?

I'd like your version of what happened.
(1.OWG BiGiaTH)

well, it was a plain case

of suicide, Arnold. Ly wife, Leonorw, was

worried about ill-health. She'd mentioned
several times how useless it was to go on.
She--
You mean, she'd hinted that she might do
away with herself?

The doctor had told

Yes, several times.

her sne hadn't long to live. She'd gone
to a specialist in Chicago. No one here
xnew anything about it.

I see. You--you didn't go with her?

Xo, she--preferred to go alone. She told
me about it afterward.

Who was in the house besides you and your
wife when it happened?

(KEIUCTANTIY) ©No one. 'e keep no servants
in the summer because we travel about so
nuch, and my wife enjoyed taking care of

the house herself. Thefe Was--n0 one.
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I see. Tell me, now did sne---2 (GiOF.LS

FOR WOI®D) --HEr--
(ABKUFILY) A rope--from a ratter in the
barn.

Could I--see the place where it happened?‘
(UIMJITIINGLY) Why, yes, I suppose so. Come
this way.

WIXD UP A IOLLYT. TWO OK Tiirduw LOUD CrnabHss
OF THUND&R. THLN DOWN AND bullile

(FADE IY) +..and I think that about co#ers
everything, Arnold.

Yes, I believe so. You say she was lying
right here when you found her, lr. lorgan?

Yes, just inside the burn door.

Thank you, I think--(STOsS ABRUPILY). Oh!
(STTARFLY) You see something unusual, ILir.
Arnold?

(KECOVELKING (UICKLY) Unusuzl? I think

not, kr. lLorgan. Lverything seems to be--
just as I expected.
(SLIZ'TLY R<LI«VED) As I knew it would be.
Fow, if you like, I'll be glad to show you
to your car.

Yes, I must be getting back to town while
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the roads are still passable. I--

(FADIYG IN--2CIT1DLY) Father! Fatner,
it's gone! The necklace is gone--just as

I told you it was.

(STTAKI1Y) Terese, I told you to stay in your
room!

But, father, the necklace! It's not in the
box any more at all....

(THIGATENINGLY) quiet, Teresel

But--

Go buck into the house at oncel

(SIGUING) On, very well. (SEZING LOhGaN--
I WONDiR) Oh, are you--are you a police-
man?

Policeman? (IAUGIIIYG SIIGHATLY) Well, no,
hardly. I'm--

Oh, I'm glad! Father said we must be careful
about policemen..

(IN 1AGL) Terese! ...Arnold, you'll have to
excuse my daughter. She's not herself toduy.
I find her very charming. Why didn't you
tell me you had a daughter?

(WWICKLY) Well, not many people know about

her. She--she doesn't go out very ruche.



223

IxhsSE:  (PILTUIANTLY) Yo--Ko, you see to that!
Don't you, father!

IIORGAN: Terese!

TELEGE s (IMJEDIATELY SUBDUED) Yes, father.

LOLGAN: (NokVOUSLY-=-10 AKNOLD) I--I must take
Terese back to the house. Sane's not welli.
She imagines things. It's--Well, it's
this business about her mother. The shock.
you understand...

AIJT0LD: Yes. I--think I'm beginning to. (Il
‘UICKLY) 1I'll wait for you here, Lorgan.

LOLGAN: (FADING) Good. I'll be right back. (SHaLPLY)
Come, Terese!

TEIESE:  (OFF MIKE--TILIDLY) Yes, father.

SOUXD: WAVE OF THUNDZR BEHIYD. VWIND OUT.

ARNOLD: (NARIATING) The moment Lorgan and his
daughter were out of sight I immediately
turned my attention to the object which had
caught my attention a few moments before.
Terese had mentioned a necxlace. 1 won-
dered if that could be--ah, yes. 1 hud
thought I saw something gleauming behind a
box in the barn not far from where leonora
Morgan's body had been found. As I picked

up the necklace, I noticed--fresh blood on
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my fingers. Whot a wonderful story this was
going to make! A mansion without any ser-
vants, an unknown daughter locked in her
room, and a necklace--with fresh blood on it!
RUIEBILE OF TJUNDER. WIND IN AND ExdIND.
(NARIATING) Under the circumstances, I
decided that my most stratggic move wasS a
hasty exit. I whirled quickly and started
toward the doores..

(FADIXG IN) 1I'll trouble you to give me that
bawble you just dropped in your pocxket.
(STARTLLD) What?

Come, come, Lr. Arnold. I saw you put the
trinket in your pocket. I must ask you to
return it to me immediately.

(IAUGTING CASUALLY, Ly dear Liorgan, I had

no idea you were so attached to--this little
trinket.

(POINTEDLY) Guite a sense of humor you have,
Arnold. I hope you live long to enjoy it!
RULBLE OF THUNDELR. WIND OUT.

(NARWATING) I looked at the necklace care-
fully as I handed it back to Bartholomew

}orsan. It was an ornate rope of precious
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stones, longer than an ordinary neckluace and
strong enough, I judged, to 1lift a heavy
weight. ..We returned to the house, und I
got ready to leave. But Lorgun had suddenly
lost his enthusiasm to get rid of me. He
offered me tea and refreshments. He kept
postponing my departure until it wos well
after dark. Hie enormous display of fire-
arms occupied our attention for a time as he
insisted I inspect every item. He made quite
a point of telling me that he was an expert
marksman. Once he attempted to make a phone
call and returned almost gleefully to announce
that the line was dead--on account of the
storm, he supposed. Finally, as I insisted
that I must leave, (FADING) he remarked
pointedly..

(INGRATIATINGLY) 1It's foolish of you to try
to go back to town tonight, Arnold. The rouads
are practically impassable. I doubt if you
could get from here to the main highway.
(HASTILY) Oh, I'm used to impassable roads.
Newspaper men have to be able to get through

places no other human being would attempt.
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Besides, I have to meet the deadline for the
morning edition.

(LAUGHS SIGNIFICANTLY) But I'm sure it would
be much better to wait until the storm stops
and the roads are cleared. Perhups toward
morning---.

(PROTmSTING) But I--

(FIRLDY) Yes, I think you'd better stay here,
lir. Arnold!

(NARRATING) So Morgan wasn't as stupid as I
had hoped. He had known my suspicions all
along. He knew I no longer believed tnat
his wife--Leonora liorgan--had taken her own
life, as he wanted everyone to think. I
realized as he stared at me with those pene-
trating eyes of his and with that half laugh
on his face, he was calculating a wwy to see
to it that I did not have an ogportunity to
make use of my information. If I were to
get out of the Morgan mansion alive to tell
my story vocally or in print, I was going to
have to play some very clever cards. I de-
cided that the best way to throw him off the

track was to agree with his plan to put me up
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for the night. He called his strange and
frishtened daughter, Terese, to make the
room ready for me. Then he ushered me up
the long and winding stairway.

T%O OR THKEN IOUD TIIUNDIR CLAPS.

I trust you will find everything comfortabple,
Mr. Arnold. If you require anytning further,
don't hesitate to call me. (POINTEDLY) I
sleep in the very next room.

(DRILY) How cozy!}

Ves, isn't it.

And your daughter?

On the floor below. (IDbii) Oh, yes, I
forgot to mention that I had Terese put your
car in the garage. She--locked it--for safe
keeping.

(YURMURING) You think of everything, don't
you, lir. liorgan?

We always like to feel that our guests are--
well taken care of. Good night, Lr. Arnold.
(NARRATING) I stood there by the door
listening intently as korgan's footsteps re-
ceded down the hallway. Actually, I was

surprised tnhat Bartholomew liorgan had not



228

locked me in. That would have added the
finishing touch to the nightmare! After a
moment, there came a cautious knock on my
door...

SOUXD: VIERY LIGHT KNOCK. DOOR OPLNG ALLOST Ikk=DIATmLY.

ARNOID: (TRNSELY) Who is it? (RELIsVAD--SUI®PKISLD)
Oh, it's you, Terese. But what are you doing
here?

TERESS: (FRIGHTIIEDLIY) Ssh! I can only stay a minute.
If father catches me, he might--. (SIUDDELS)

I dread to think what he might do.

AII0ID: (GUARDEDLY) Why, I'm sure you're imagining
things, Terese.

TKRESE: (SWIFTLY) Oh, you don't know him, Lr. Arnold.
He beats me. e keeps me locked up all the
time. e tells me I'm--. (HAaLKF SOB) He says
I'm insane!

ARNOID: (SYITATHETICAILY) You poor child! (QUIZICALLY)
How o0ld are you?

TEKRSE: Eighteen. (AILLOST PASCIONATELY) Oh, Lir.
Arnold, you don't think I'm insane, do you?

ARFNOILD: (SOOTHINGIY) Why, Terese, what a thing to sayl

TERESE: (BREATITING) I knew I could trust you. I just

knew! (THEN WARVINGLY) You know, of course,
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that he intends to murder you.

(LAUGIIS NikVOUSLY) Oh, I hardly think so!

Oh, but he does. Just like he murdered--

(CATCINS TERESHIF) I mean--.

You were saying--

(IIASTILY) Nothing. I--mustn't tell. He

told me he'd kill me, too, if I ever told

anybody. But I saw him, I tell you! I saw

him!

(WARNINGLY) Ssh, Terese. He may hear you.

(SAVAGZELY) I hate him. Oh, how I hate him!

But, Terese, he's your own father,

(WIIDLY) I don't care if he is. I huate him!

He killed her. He--. (DOWN) But I'll get

even with hiwm. (SUDDENLY) Lr. Arnold, if

you get away from here, you'll write that
story for the newspaper, won't you?

I can't write anything until I have proof,
Terese.
You must! You must write it, I tell you!
zke him pay for his crime. Remember--he
murdered her! IHe tells me I'm crazy, but I
know! I saw himl!

Terese, you must be quiet. You'd better go
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now. Perhaps we can talk about this in the
morninge.

(LAUGIHING GLIZFULLY) Oh, but you won't be
here in the morning! (COYLY) Will you, kT.
Arnold? (SWIFILY AND VERY 10%W) He told me
to locx the gurage door. But I didn't.
(FYSTZRIOUSLY) And cars go very fast, don't
they? (LAUGHS GAILY) Cars go very fast!
DOOR CLOSHES SOFTIY. 10W LULBLE OF TiUNDZER.
(NARRATING) I thought at that moment that

I had secn and heard everything, but what
haprened just a moment later added little

to my peace of mind. As I heard Terese move
away from my door, liorgan's voice cut across
the deathly quiet of the house. e was
speaking to Terese in the hallwuaye...

(OFF MIKE--FADING IN)--LOW KIGISTHL BUT
SUARFLY) Terese! I told you to stay in your
TOOM.,

(LAUGI'S GLEEFUILLY) But I didn't obey you,
did I, father? (FBTULANTIY) You can't make
me stay there if I don't want to.
(TYEGATENINGLY) Terese, go back down stairs
at once. If I catch you out again, I--I

won't be responsible for the outcome.
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TURGSE:s  (WITH HAGER INTERNST) Would you murder me,
too?

IORGAX: (ALYOST EBESIDE HILGLLF) If you say thut
again, I'll--

BRESH: . (FRIGUITEYTTD) Don't hit me!

1ORGAN: (WEARIIY) Yo, Terese, I'm not going to hit
you.

TERESE:  (GIGGLING GLEEFULILY) You don't know what I
did.

WOKGAY: (SHARFIY--FRIGITISTED) Did? Terese, what have
you been up to?

Tildbes Ha-ha! Don't you wish you kKnew?

HORGAN: (FRIGHT®¥7D) You didn't--. Yo, you wouldn't
darel

SOUMD: MAD DAST. DOOR OFuNwD (UICKLYe.

IORGAN: (WILDIY) Arnold, where are you?

ARYOID: (CAIMLY--FADIYG IN) Guite a fright she gave
you, wasn't it, Liorgan?

LORGAY: (STUFPIDLY) You--you were listening!

ARNOLD: Under the circumstances I could hardly help
it. You were shouting at the top of your
lungse.

LORGAN: (HASTILY) 1I'm sorry if we disturbed you.
Terese sometimes gets a little out of hand.

(OMINOUSLY) It won't happen again!
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W0 Ok THiE 7 10UD CILAFS OF THUNDLER.

OXINOUS THELE UNDEit NAKRATION,

(FAKKATING) It was quite clear to me that
it was not only my own life which might be
in danger but also Terese's. I switched
off my light and waited quietly in my room
for a few moments. The house was as silent
as a tomb. Then suddenly I heard cautious
footsteps in the hallwzy. There wus a pause.
And a key turned softly in the lock on my
door. Bartholomew lorgan was taking no
chances on my escape. e had locked‘me in!
CRusCZNDO TO CILIKAX AND CUT ABRUPILY.

I knew now there was no time to be lost. I
waited until I heard the footsteys recede
down the hallwcy. Then I wnipped out my
pocket knife and applied it to the lock on
My dOOTeeee

JIVIYING THE I1OCK.

It was only a matter of seconds until I had
the lock sprung. Softly I opened the door....
DOOR OPENING SOFTLY.

«eeesAnd stepped out into the hallway.
(SPHAKING WITHOUT WARMNING=--NO KALG=IN--

OMINOUSLY) You were looking for sometaing,
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Mr. Arnold?

ARITOID: (GASPS IN KRIGHT) What! (CONKUSZD) Oh,
I--I--(THIYKING KRAPIDLY--GULPFS) Yes, I'd
like a drink of water--(WZAXLY)--if you
don't mind.

YORGAN: (WITHOUT EXFRESSION) There's a pitcher of
ice water in your room.

ARNOLD: (LAUGTING FORCZDLY) Oh, really? How unob-
servant of me. I didn't notice. (T[HLN
FOOLISILY) Well, good-night!

SOUND: DOCR CIOSLS.

1USIC: OMINOUS THEZIZT REHIND. VLY IOW SO A5 NOI
TO ORSCUREL THE SOUND.

ARTOLD: (MARRATING) I leaned against the door ex-
hausted and spent--my heart pounding in my
chest. I stood there a moment...

SOUND: FOOTSTEPS AF1'ROACHING.

ARYOLD: e...until I thought I again heard footsteps
in the hallway. In terror I grabbed a chair
and braced it against the door.

S0UND: CHAIR LOVED AGAINSI THZ DOUK.

AKNOLD: Beside that I moved a heavy table.

SOUND: TARLY; SCRAPx3 ACROS3 TIE FLOOK.

ARYOLD: Panting, I listened a moment. There wus

no sound. I turned slowly and looked about
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the room. There wus one small window on the
opposite wall. Swiftly I moved toward‘it,
cautiously raised the sashe...

SOUXD - WINDOV RAISHD.

ARWOLD: «..and looked over the sill. It was a sheer
drop of at least fifteen feet to the ground!
+.+sThe wall was covered with a thick web of
ivy, however, and without a moment's hesi-
tation I flung myself over the sill....

SOUNDe CLIIIBS OVER TiHHE SIIL.

ARYOID: +s.and made a somewhat informal but hasty
descent.

SOUND : SCHAIBIES TO THE GROUND. TIEN KUNIIXG
FOOTSTETS.

ARY0OLD: Once on the ground, I made a dash for the
garage. Terese had said she left the door
unlocked. I grabbed the handle on the door
and pulled. Nothing hap.ened. I pulled
again. Then in a sudden flash of lightning,
I saw--. The bolt was jammed tight closed and
there was--a heavy padlock! Apparently
Terese's visit to the garage had been followed
with an investigation by Lkorgsan himself. The

garace was locked--my car wzs inside!
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CREBCIITTO TO CLIMAX AND CUT,

FCOTSTEPS ON GRAVEL. FIRST A STRATGLK'S.
THIN HIS AS HEE FLXES IF TAIKOR. BuIIND
DIALOGUZE.

(NARMATING) Suddenly I heard footsteps on
the gravel behind me. I turned and plunged
blindly across the field toward the road.

The rain had stopped but the ground was siinmy
and soft. I sank in ankle deep ut every stegp.
Twice I fell hezdlong into the mud, but each
time I picked myself up and plunged on. ZJven-
tually I reached the road where I paused a
moment for breath.

FCOTSTETYS CN CELIENT.

(FARIATING) But again I heard the footsteps
behind me, and I raced ahead. When I was so
exhausted that I thought I could go no fur-
ther, I slowed my pace to a fast walk.
AUTONORBIL® FADING 1N BxIIND. HIGH SPoiuDe
Then I heard behind me in the distance, but
moving rapidly toward me--an automobile.
(REGULAR DIALOGUE--CAILING) Hi tanere! Hey,
how about a 1ift?

CAR SCRLECHI#S TO A STOP. DOOR FLUNG OPLN,.

(LOW VOICE--HARDLY RECOGNIZABLE AS HIS OWN)
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Get in!

ARCI0ID: (GRATEFULLY) Gee, thunks! You don't know
how much I appreciate this. Ly car broke
down quite a way back. I--(STOFS AS HE
ISCOGTILES KORGAH).

JCRZAY: You were saying--9%

ARYCID: I've made a mistzke. I don't taink I care
to ride after all, Ir. lLorgan.

IIORGAX: I think you'd better set in.

ARICID: Oh, no you don't.

SOUYD:  SUDDEY CCRAITLE OF FOCOTSTLPS.

ITORTGAY s (STTARPLY AVD FOKCIRLY) Arnold! Don't be an
idiot!

SOUND: STRUGGIE STCES.

J.CRGAIT:  Get in the car immediately. Surely you didn't
expect to escape this way.

ATCID: (TRVITG TO IAUGT IT OFF) Escape? Vhat on
earth do you mean? It simply stopved raining,
so I decided to go back to town.

ORI On foot?

ARYOLD: (WEAIIV) I had a deadline to mzke.

I'OR%AY: You'd better get in. I'1l take you where
you're goins,

AC70ID: Yo, really. The--the exercise will do me good!

LORGAN:  (STARPLV) I said--get int

SOUND:  FOOTSTTIPS FALDING I RUNTWIFG,
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Footsteps =zgain! But I thought--

(S17II ING SIOWLY)  You thought they were mine,

didn't you, Arnold?

(AWIVARDLY) I--

Viell,

(FADI¥E IV--VAICTING) ¥r. Arnold! 1. Arnold,

don't gcet in that car?
(STARTIY) Terese!

re. Arnold, don't let father trap you--.
Don't worry, Terese!

SUDDEIT SCRAITRIE,
Arnold!

(FTEIY) Perhaps you'll understand

the lanpuage of a revolver. You're not leaving

yet. I have other plans for you. Get in the
car.
But--

(TIHGATIVINGIY) I said get into the car.

(RESISTEDLY) Obviously you leave me no choice.

GATTIVG INTO CAR.

(RELIZTVEDLY) Ah, t'Bt's better.

(FRIG'TEEDIY) Mr. Arnold, don't let him hurt
you. You won't let him hurt you, will you?
I'm afraid, Terese, I'm no longer in a
position to determine that.

Terese.,

(SHARPLY) Get in the car,

But--(1T0IKLY) Yes, father.
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SOUXD: DOOR CILOSZs. CAR STALTING. CAR LOVING 0FF,
CONTINUY 170TOR EZHIND.

ARTCID: (YARLATING) I sat in the front seat beside
liorgan. Terese wuas in back. I tried to
relax and pull myself together,.because I
realized I might need my strength for what
lay ahead of me. Morgan attempted to be
quite cheerful and kept up a steady strean
of banter as we drove along. I was not sur-
prised, however, when, after only a moment,
we found ourselves again on the driveway to
the Yorgan estate. A few seconds more and
we were in the garage.

SOUND: CAR STOPFrING. DOOR OPENzD AND CLOSZD.

ARTOLD: (NARRATINVG) As liorgan stepped out of the
car, his back was turned to me. It was only
for a moment, but it served my purpose. 1
took a flying leap at him from behind and
pulled him with me to the ground. Just as
I landed the blow thzt knocked him out, I
heard him sayee

FOUGAY: (STKUGGLING) Arnold, you fool! I wanted
to help--

SQUXD: WEAVY SOCK ON TH:E JAW.
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--you! (LONG GROAN AS HE PASSZS OUT).

(CLATPING HZR HAYDS) Ohn, lir. Arnold, you

were wonderful! (XAGEKLY) Is he dead?

of course not, Terese, just xnocked out.
Get his gun for me, will you? Ie dropped
it when I tackled him.

I have it.

Oh, and another thing--.

Why are you searching his pockets?

(TRIULTTAYTLY) Ah, here it is. (GLOWING)

The necklace. My mother's necklace.

(Ir7STEKIOUSIY) It's mine now. (GIGCLES

GILETFULLY) .

You're a funny child. Why on earth do you

want that thing? It's valuable I know, out
it was your father's murder weapoll.

(GIGGLES WISELY) Really? Uow unusual.
CAR DOOR OPEXSe.

(SIALFLY) Hurry up and get in the car. Your
father may come to at any moment.

(STRAYGZLY) Oh, but I'm not coing to get in.
Very well. Then I'll go alone.

Yo, I don't think you will.

It might

Yhat--? Terese, put down that gunt

go off by mistake.
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It might go off. DBut it won't be by mistuke.
What are you driving at?

(CIAZILY) Last time I tried strangulation.
This time I think it might be fun with a
revolver!

You mean you--! Good lord! So it was you
who did it. And all the time I tnought it

was your father!

I fooled you didn't I? (SAVAGELY) Yes I
killed her.

But why? Why?

(KSLISYIYG EVERY WOKD OF II') Because she was
so beautifuls ZEverybody loved her. (PLTULANTLY)
But nobody loved me. (INDICATING Iusk FATHiR)
Even he didn't love me. He hated me, because
hé thought I was crazy. So I planned it all.
I murdered her with her own bezutiful neckluce.
I twisted it tight until she couldn't breuthe.
Then I fixed everything so it would look like
he was responsible. (JmalOUSLY) On, but ne
was much too clever. He arranged things so
the police would think it was suicide. Oh,

he was wicked!

Perhaps. But he planned to get you off scot

free--because he felt that in your twisted
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mind you weren't responsible for your
actions.

ThR=s:  (SAVAGELY) Oh, you can't fool me. He
hates me! So now he's going to die tor

two murders. Ke might have veen uble to

make one of thewm loox like suicide, but
never both. (GIGGLEZS CRAZILY) Oh, I'm a
clever one, I am. They'll hang him, and
they'll let me go freel

AIOLD: You little idiot! Give me thut gun.

\

C

TERESE: (GIGGLING SILIILY A3 SIE LVADES fIi) Ch,
no you don't! I'm going to use it myself.

IIORGAN: (WADZ IN) Terese, put that gun down this
instant?

TERLSE:  (TERGIFI®D) VWhat?

S0UMD: GUN CIATTIS TO Tilw XLOOK.

MOLAY: Get the gun, quickly, Arnold.

ARKTOLD: Right!

1JOKGAX: (CALITY HUT FIRLIY) I think you'd better
go to your room, lerese. I'll deal with
you later.,

Talkisis  (FRIGUTENED) Yes, I'm goinge. I'm going
right now. You won't beazt me, will you?

JOKGAN:  (WZARILY) Of course not. Go to your room.

ThkBESx: (FADING) Yes, father.
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lorgan, you're a life-saver. Another two
seconds, and I'd have become past history!
You all right, Arnold?

All except my knees. They suddenly refuse
to hold me up. Sorry I knocked you out.
For awhile I was a trifle confusecd us to
who was after me.

(SADLY) I guess I played my role too
realistically. I had no intention of
giving you the imgression that I wus the
rmurderer. 1 xnew you realized it was not
suicide, though, and I wanted to delay
Terese's discovery as long «5 poscible.

She's not responsible, you know.

ARNOID : (UNUERSTAYDIWGLY) I know. How long has

LORGAN :

ATUTOLD s

VORTAN 3

she been this way?

As long ws I can remember. It's inherited
insanity--from her mother's side. ohe has
a persecution comglex-;thinxs 1 oveat her.
It's quite pitiful. I reulized too lute
thut she had her eye on you, too. Vhen

she decided to rollow you, I was terrified.
(THvING TO INTILRUPT) lorgan, I--.

(SADLY) I guess Terese will have to pay
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for her crime now, after all. I can't
protect her any longer.

lorgan, look! At that upstairs window!
She's going to jump!

(WAKTING) Terese, go buck! For God's

sake, go back!

(WAY OFF--LAUGHIUVG GIZLWULLY) Oa, no
father! This time you cun't catch me!l
(PISKCING SCRHAK AS S!E FAlid 70 Tis GuOUND)
SOCE CUE CimSCuNDOING TO CLINAX LD CUTTIXNG.
(NAIGATIYSZ) So that was Terese's answer.
The account printed in the lnquirer the

next morning told only of the murder end
suicide. All the horror «nd sensation-
alism of that hideous night were omittede.
But if you want to verify tne facts--tne
by-line wes by Kenneth Arnold. Tils STORY
0T PAGE ONE!

UP TO CWVERIING FINISH.



Notes on Viriting and Froduction of

3TORY CN TAGE CIifT

Plot Cr=-tion

Thne final olay, S[0LY U Pagw Olli, 18
another study in terror but one written 1in a purely
personal eapproach from the stundpoint of the
furitive himself.

This play seeks to paint o picture of terror
with vivid personzl nsarrztion, in severzl iunstonces
conveying entire scenes by the sole expedient of
narration with backsround of sound and music.

S5TCKY OF PAGE (O73 was outlined so thorougnly
betore writins that very few chnauges were necesssly
in the orizinal scriut, and these were minor.
Acting

The cast is comnosed of four churacters,
three of whom "carry" the largest part of the
show. Gach is a powerful personulity.

The actor playing Arnold must huve a
hirhly drzmatic sense and tne ablility to paint
vivid and graphic word pictures, particularly
in his long passaces of narration. Jiord coloring
is a vit=l point in developing this character-

jzation. The narration must be delivered in a
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very personal way, close to the micropnone with
an intimate, confidenticl tone. Arnold's dio-
logue should be delivered a puce 0buck from the
microphone in an ordinary conversational tone
of voice. This sense of microphone perspective
is something which few amateurs grasp easily,
and only by long drill «nd prauctice can they
acquire the right shading in voice and meanini.

llorgan must, from his initial scene,
convey the impression of & villain. HKverything
wnich h:appens, every word must point toward him
2s nis wife's murderer. e is &a suave, self-
confident individuszl wno would be at ease in any
situ=tion. “when he corners and dominates Arnold,
he will do it subtly and smoothly at the scme
time that he does it forcefully and positively.
Ile must not agpear nasty cnd petty. e achieves
the proper effect more often by insinuation,
innuendo, and varied intensity, than by shouting.
His voice is low and very powerful. The few times
he shouts &t his dauznter, his voice must crack
like a whip, but in his very next lines, ne will
force himself to become czlm =nd reserved. Lorian

s well as Arnold must hove s sensitive knowled e
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of microphpne perspective in order not to "vlow
the stetion off the air" vith his sudden varia-
tions in volume.

The sgctress playing ferese snould not be
afruid to "let herself go." ©Yne is insane fpom tne
beginuing of the play, altnougn ner lines make her
seem merely childish at first. She must h:ve u
great desl of variety in pitch and intensity.
Axperimentation will show the competent actress
wnich lines should go crwzily high «wnd waich should
tmke on a low, intense pitcn. Iler gi;rle is hizn
snd almost idiotic. Upn until the very scene in
wnich she tries to nmurder Arnold, she must apwvesr

1

as a sympuathetic, helpless little waif. Then she
becomes completely and ruthlessly med in the scene
in which she tells of her plot to murder her
mother.

Ken Biliingsley is the typical business-like
editor of & newsparper.
Directing

It should be obvious to the Jdirector tnwt
much more is irplied than is actually written into
the lines of t»is play. luch insinuation &nd

innuendo are necessary to cet the full meuning
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from the lines. It must be remembered thut exceput
in the norration, each of the three rajor char-
acters is thinkinc one thins and saying sometning
comeletely different. This fact must be evident

in the chuaracterizations. ot a single line
should a;pear pointless. [here is =2 derinite reuson
for e=ch of them, and it is the duty of director and

zctor to study the situwtion until it recomes evident

Azzin in this play, as in T7Ls 0Ly CaGili, the
thinder =nd »ind is of rre-t im.ort-nce. I:any =c2ne
trunsitions are made with sound zettorns clone, wnd
these must ke clewrcut =nt distinct. The bL:ack:round
of sound with the nsrration must be caurefully inte-
~r:ted so thot the nurrotion 1s not interrugted,
bt so that the sound comes in clewrly and unob-
trusively in the b-ckoround.

Recorded music for this pluy preseants a
oroblem, but after considcrables seorcaln., it wos
found that sequences frow Str vinsky's #Iu310

1

ST

Recorded by Ta2nnnld Stokowski «ni the MED

Svymn-onv orchestra for Tictor Division, (A
I'nmufseturine Coamnany, Inc. (Album).
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~,<.--.l : 1
=nd Debussy's IA 17703 would provide most of the

Chain—es wer2 minor ani cowncariazd cniesfl)

the revording of a few lines to fucilitaute resdingz,

cuerticul=rly in the narration.

T e —

lecoridad by Ser e Voussevitsiy .nd the Zoston

Srymohony orchesztra for Victor. (album).
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