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ABSTRaCT

The problem of this study was to write a television adaptation
of Katherine Anne Porter's short story "Noon Wine"™ and discuss the
problems involved therein. Prior to writing the play, all the prose
fiction of Katherine ianne Porter was surveyed and "Noon Wine" was
chosen because of its dramatic potentiality. Criteria and limitations
were also established for the dramatic television play and these
criteria and limitations were applied throughout the process of writing
the television adaptation.
| The gradual increase of dramatic shows on television has resulted
in a greater demand for scripts. This demand has not been satiated
because the peculiar techniques of the television medium have not been
understood by the television playwricht.

Television writing does not differ from the dramatic techniaue
of the various theatrical media; its differcnces are inherent in the
demands and limitations of television its21f. The selectivity, intimacy
and subtlety of the television medium, together with the basic time
limitation, result in a drama based on moments of insight into the life
of an individual. Television is unable to present broad and panoramic
action drama.

Once the criteria and limitations of the television medium are
grasped by the playwright, the adaptation of the short story, especially
those written by Katherine Anne Porter, can be considsred as one solu-

tion to the shortage of dramatic television scripts.

iv






The adaptation of the short stories by Katherine Anne Porter is
possible because the intimacy of the television medium can capture the
intimacy of the short story. The conflict in Miss Porter's stories is
also based upon the intreospective clash of an individual's personality
and not upon pancramic action. The tragic quality of Miss Porter's
"Noon Wine"™ indicated that the television adaptation of this shert
story would result i a» rmrathic response and identification between
the viewer and the drama.

With the criteria and limitations establish=? for the Jramatic
television play, a story line was abstracted, a scenario was develored
band the television adaptation written.

It was found necessary to show dramatically what MNiss Porter had
said through her own narration, the character's thoughts and in dialogue
and action. The dramatic technicue arrived at was the concept of
illustrative action. The causal relationship of the flashback technicue
zave the television play the required unity of action.

The television adaptation of "Noon Wine" cannot be considered
successful until it has been pfbduced, but this study seems to indi-
cate that the short stories of Katherine Anﬁe Porter are only a small
part of a vast storechouse of material available which should be a

definite source for the solving of television's script shortage.
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CHAPTIR I
INTRODUCTION TO TIHE PROBLI

Marian Gallaway defines playwriting "as the art of transferring
feelings about a human situaticn from the mind of a playwright to the
mind of an assembled audience."1

The process of transference of a writer's ideca from its initial
conception to its ultimate execution goes beyond the mere writing
function and inccrporates the abilities of a large number of people.
It is, at this point, that the director of producer serves his greatest
function, acting as the unifying agent between disunited parts, giving
them coherence and continuity. As Sidney Lumet says:

This is our [director's function. We take the actor's
abilitics, we take the projucer's desire; we take the writer's
intention; we take the crew supervisor'!s knowledge; we taice
the cameraman's imazination; and we%d them all into something
which points to the same objective.

The starting point is naturally the playwright, butv the success
of a production is largely dependent upon the execution of the play-

wright's concept. To minimize the difficulties between conception and

execution the director-producer should first understand the playwriting

lMarian Gallaway, Constructing a Play (New York: Prentice-Hall
Inc., 1950), p. xiii.
2
Sidney Lumet, "Creating a Point of View,"™ How to Direct for
T=levision, ed. by William I. Kaufman (New York: Hastings House
Publishers, 1955),p. 27.




process. This study is an attempt to proviide a partial understanding
of one phase of that process, the adaptaticn of fiction to the tele-

vision medium.
Statement of Problem

A gradual increase in the number of dramatic shows on television
P
has resulted in a greater demand for scripts.” The fact that script
editors find it hard to discover mcre than one usable script in every
three hundred or so submitted emphasizes the prcblem of a script
i
shortage.L
What is the reason for this lack of quality television scripts?
Perhaps playwrights are not familiar with the unicue requirements of
this new medium. The television writer must know and understand the
scope and limitations of the medium. Robert S. Green says:
For the writer in television, it is not enough to provide
a good story. The script must be written with the full knowl-
edge of the limitations of television and must take into full
consideration every technical devicz in television production
by which dramatic and comedic elements are enhanced. The
writer must weep in the front of his mind not only the limi-
tations of the mediur but also its possibilities. He must be
aware of the mobility factors and limitations of actors, cam-

eras, and sets, and his script must tie these elements
together in a woricable television play.

3S. P. Shanley, "Scripts, Limited," New York Tires (New York:
January 15, 1956), p. 11.

Eugene Burr, "iriting on air,"™ How to Write for Telovision, ed.
by William I. Kaufman (llew York: Hastings House Publishers, 1955),
p. 31,

b

Robert S. Green, Tclevision Writing (ilew York: Harper & Brothers,
1952), p. viil.




The adaptation of prose fiction is a possible solution for the
shortage of dramatic television matcrial.' Plays for television and
adaptations from other literary forms have been written, tut the tele-
vision industry is continually concerned with finding matcrial which

takes into consideration the scope and limitaticns of the medium.
Purvose of Stuly

The purpose of this study is to consider the criteria and limi-
tations of the dramatic television play and with these factors in mind
adapt one of Katherine anne Porter's short stories for television.

The problems involved in writing the adaptation will then be analyzed.

The term adaptation implies that the purpose of the playwright
may supersede that of the author. Although a story usually does not
lend itself to literal transference, an adaptation is somewhat faithful
to the original material, but the playwright may take greater liberties
with plot, character, and theme in terms of dramatic feasibility.é

The choice of Katherine Anne Porter's "Joon Wine" was because cof
its dramatic potentiality. all of Miss Portéf's worl:s, however, were

considercd. There has been only one study made on the ficticn cf

Fatherine Anne Porter. Edward Schwartz's The Fiction of Katherine jinne

7
Porter 1s an over-all analysis but does not concentrate on all of

6Roger M. Busfield; Dramatization and Adaptation (4n unpublished
paper, lichigan State University, april 1, 1956), pp. 3-L.

7
Edward Schwartz, The Fiction of Katherine anne Porter Doctoral
Dissertation, Syracuse University, 1953).




Miss Porter's short stories. Schwartz also published A Critical

Q

(6] . . .
Bibliography on Katherine Anne Porter, which proved very valuable in

finding critical evaluations of Miss Porter'!s work.

The first television adaptation of a Porter work, Pale Horse, Pale

Rider, was produced March 22, 1996, by the Cclumbia Broadcasting System.
The adaptation was critically successful. dJohn Crosby said:

Miss Porter's dialogue has the constant joy of the un-
expected. The flavor of the period reninded me strongly of
"Farewell to Arms," though in a very minor and rather
feminine key. What interested me is that this fragile story

could still be so fresh and appealing and so singularlyofrce
of any trace of the maudlin on contemporary television.”

Procedure of Study

The procedure of this study will be to first analyze the limitations
and criteria for the dramatic television play. With the limitations and
criteria established, the next step will be the analysis of "Noon Wine."
A story line will be abstracted from the original story and from this a
scenario will be developed. The scenario will be the basis for the
television adaptation, correlating the criteria and limitations of
dramatic television with the analysis of "loon Wine." The adaptation
for television of "Noon Wine" will then be presented and the problems

of the play will be discussed.

8Edward Schwartz, Xatherine inne Porter, A Critical Bibliography
"(New York: The New York Public Library, 1953).

John Crosby, "Television and Radio," The State Journal (Lansing,
Michigan, April 1, 1956), p. 31.




CEAPTER II
CRITERIA AND LTMITATICNS COF Tiir TELEVISION MEDIUM

There has bezen a great deal of comparison made between the various
theatrical media and television. There are basic differences, however,
which make writing for television a distinct technicue. Television
writing does not differ in dramatic technicque but in the demands and

s . X s . 1 . A .
limitations of the medium itself.” It is therefore necessary that the
scope and limitations of the television medium be considered when

analyzing material for television.
The Television Stage

The playwright, in writing for the stage, is conditioned to think
in terms of the entire stage and in terms of permanent scenes.2 Except
for arena staging, the theatre still relies largely upon the proscenium
arch or the framed picture type of staging. It would be a mistale to
compare proscenium arch staging with television staging because of the
resemblance to the rectangular frame of the television picture to the
proscenium arch. Television has been even mistakenly called a little

theatre in the home.3

lHargaret R. Weiss, The TV riter's Guide (lNew York: Pellegrini. &
Cudahy, 1952), p. 13.

2
Fugene Burr, "iriting on Air," llow to Write for Tclevisicn, ed. by
William I. Kaufman (lew York: Hastings liouse Publisners, 1955), p. 28.

3Worthington Finer, "Procucing for Television,™ Producing the Play,
ed. by John Gassner (New York: The Dryden Press, 1953), p. L.9.

5




The stage in the television studio is different from the theatre
stage. The television stage talkes the form of a cone. Rudy Bretz
describes the television stape in the following way:

It is a long, cone-shaped area, wide at the back and
tapering to a point at the camera lens. If a director con-
ceives of this area as his stage, he will stage action in
depth, making his important entrances and exits either near
the camera or at the far back. He will also remember that

every Eime he cuts to another camera he is creating a new
stage.”

Television Sclectivity

"Television drama is conccived in terms of what the camera can

5

see, since television is essentially a photosraphic medium." Because
a new stage is created every time the director cuts from one camera to
another, the writer can achieve the selectivity which so differentiates
television writing from the other forms of playwriting. The writer
does not sit with pen and paper, but with pen, paper and camcra. "The
playwright writing for the legitimate stage must also visualize what

he is writing, but he does not create a new stage every time there is

a change of action or emphasis.
Immediacy, Soontaneity and Intimacy

One authority on the television mediwm has said, "Television's

uniqueness is based on immediacy, spontaneity, and intimacy."

dudy Bretz, Techniques of Tolevision Production (New York: McCraw-
Hill Book Company, 1953), p. 29.

SEdward Stasheff and Rudy Bretz, The Television Proeram (New York:
A. A. Wyn, Inc., 1951), p. 21.

®Tbid., p. 22.




Spontaneity implies a type of naturalness and this qualily is closely
related to the quality of immediacy. Eiward Stasheff says that the
inmediacy of television is its ability to "transport the audience to
the site of events taking place at the same moment."7

Edward Barry Roberts defines immediacy as "intensity." Roberts
says that the characteristic of television is "immediacy of impact,
intensity of impact on tihe vieWer."3 Roberts further states that the
"fourth wall"™ of the stage has been eliminated in television. By the
term "fourth wall"™ is meant "the imaginary side of the room toward the
audience which has theoretically been removed so that the spectators
may loolk in."9 It should be mentioned that the "fourth wall" has also
been eliminated in arena theatre.

There has been some controversy over the term Mimmediacy™ in re-
lation to live television drama. There are some people who fecel that
a live television drama carries with it the feeling of "live theatre"
or "first night" excitement, but there are others who feel that the
television audience should "lose themselves completely in the illusion

of the story."lo

7
Tbid., p. 25.

8Edward Barry Roberts, Television Writing and Selling (Boston:
The Writer, Inc., 195L), p. 2.

Alexancer Dean, Fundamentals of Play Directing (New Yorks:
Rinehart & Company, Inc., 1952), p. 39C.

10
Stasheff & Bretz, op. cit., p. 22.



Television is an intimate medium because it broadcasts to the
viewer in his home where he is not subject to the mass reaction which
influences him in the theatre and the motion picture house. In an
essay called "Good Theatre in Television," Paddy Chayefsiy says,

The camera allows us a degree of intimacy that can never

be achieved on the stage. On the stage, the element of pro-

jecting out to a large, organized audience precludes the use

of delicate scenes. The scene must be sharp, clear, and the 11

emotions examined must be profound and deeply disturbed ones.

The relative closeness of the television viewer to the performer

on the screen must also be consijered as a factor influencing the

intimacy of television.
The Subtle Guality of Television

In reading the plays of Paddy Chayefsity it is apparent that his
dramas are essentially character studies. Choyefsky says, "In television,
there is practically nothing to subtle or delicate that you cannot

. . . 12
examine it with your camera."

Because television has this intimate and subtle quality the audience
is quick to pick up the insincere, the false, and the distortion of
reason. Television has the characteristic of "revealing character in

quick, intense touches."13 The characterization which is accepted in

Llpaidy Cnayefsiy, "Good Theatre in Television," How to Virite for
Television, ed. by William I. Kaufman (New York: Hastings liouse
Publishers, 1955), p. LS.

12Ibid.

3Roberts, op. cit., p. 3.



the theatre will seem gross on television, because the television close-

up magnifies emotion.
Structure and Time

The methodology changes with the sﬁbject matter in television
writing and Chayefsky feel that powerful story lines and strong climaxes
are not as important in television. He advocates stories built on a
moment of insight into the life of a typical person.

The hour-long television play is similar to the stage play in
structure. Both are similar in that they follow the three-act form.
Paddy Chayefsky says that he uses Act I to establish the situation,

Act IT for the subplot and foreshadowing, and Act III for the climax and
resolution.15

Jonn Crosby, in his syndicated newspaper column, quotes Walter Kerr
who, at first glance, seems to disagree with Chayefslszy. Kerr's thesis
ig that where the stage drama starts out slowly and builds to a third
act climax, television starts out at a very intense pitch and then

16

shrinks at the climax. This thesis is not a contradiction of what
Chayefsky has to say, since, in this writer's opinion, Kerr seams to

be concerned with the time element of television rather than with its

thhayefsky, op. cit., p. L6.

lscheyefsky, Television Plays (New York: Simon and Schuster, 1955),
p. 86.

16John Crosby, "Radio and Television," New York Herald Tribune
(June 26, 1955), p. 33.
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actual structure. The time limitation of television recuires the play-
wright to start his play at a more intense pitch; he has to get into
the action faster. The time limitation presents a difficulty to the
writer. The half hcur play calls for gpproximately 23 minutes of play-
ing time, the hour show is rouchly 50 minutes.17 Considefing the
restriction of television playing time, any acaptation will usually
require condensation. In the adaptation of fiction, "the yardstick of
selection should not, however, be its [fiction's] popularity, but the

. . . . 18
simplicity of its essential story." °

Lo

Economy and Exposition

Adherence to time limitations is an essential part of television
writing. The writing must be economical. Every character trait nust
scrve a definite plot purpose. Roberts says time cannot be wasted on
a scene which does not advance the plet; time is too precious.l9
Roberts also says the time limitation of television has resulted in one
good method of exposition.

The sooner the principal characters come on camera and carry
the burden of their own exposition--in action, through illustra-

tive incidents which set the situation, start the plot going, and
characterize the people--the better the television play.<

Rod Serling, "The Hapny ledium," How to Write for Television,
ed. by William I. Kaufman (New York: Hastings House Publishers, 1955),
p. 70.

yorthington HMiner, "Producing for Television," Producing the
Play, ed. by John Gassner (New York: The Dryden Press, 19535, p. L95.

19Roberts, op. cit., p. 9.

o]
‘OIbid., p. 78.



The Growth of Conflict

If the nature of telzvision is to be subtle it can be deduced that
live television cannot present the panoramic or spectacular scenss, so
inherent in the motion pictures, with any degree of realism. Ann Howarl
Bailey, who has written many plays for television, says that most of the
conflicts for television drama will grow out of dialogue between people

\ 5 . . 21
rather than from their actions.

The "Cut of Sight"™ Principle

22
Wide territory scenes should be avoided on live television.®

Filmed televisicn shcws do cover a wider scope, but even here Roberts
applies the "out of sight" principle. This principle takes into account
the fact that most viewing screens of home television receivers still
are small. Because of the size of homz receivers "everything is in
proportion, i.e. people in relation to their settings, the vaster your
setting in view, the smaller your people."23 Roberts states that even
the motion picture camera must work closer to action when it is filming

2l

a snow for television.

21Anne Howarl Bailey, "You can Write for TV - if -1!," How to UWrite
for T=levision, ed. by William I. Kaufman (New York: HNastings House
Publishers, 1355), p. 2C.

228urr, cp. cit., p. 29.
23

2y ig

—

iloberts, op. cit., p. 13.



12

Controlling Factors of Live Television

Many filmad television shows camnot be produced as live television.
According to Roberts, "The controlling factors of Time (transitions),
Make-up and Costume Changes, and Scene Changes determine whether or not

1 3 i ] B 113 1 "25 < 3
a 'motion picture' play can be produced 'livetl. The playwright
writing for television must make sure that his characters have time to
move from one sct to the next in consecutive scenes. HMake-up and
costume changes require some time and thus it is necessary for the play-

wrisht to dramatically compensate for any of these variable factors.
The Budget and Identification

The MNational Broadcasting Company states in its interdepartmental

corresponcdence to all writers doing originals and adaptations for NBC

’

Matinee Theatre:

We are limited to 10 full parts and this is a budget re-
quirement which we are sure you will all understand. This can
mean seven full parts and six 5-line parts. (Two 5-line parts
equal one full part) The ratio of full parts to 5-line parts
is up to you. If your cast is small, we'll have more money to
go after better actors. If necessary, we can use extras, but
try to 1limit it to as few as possible.26

There is another reason, aside from budget, for limiting the number
of characters in a television play. ILittle identification can take

place when a relatively short dramatic show has a large cast. It is

25Tpi4., p. 225.

National Broadcasting Company, Inter:epartment Correspondence
(New York: August 22, 1955), p. 1.




true that the theatre has to consider the same limitation, but tele-

;ision has even less time to develop characterization.
General Criteria

Certain limitations of the television medium have been considered.
The cone of the television stage, the selectivity of the camera and
director and the immediacy, spontaneity and intimacy of the medium all
effect the writing technique of tne playwright. The relationship of
structure and time, econoiy and exposition, and the "Out of Sight"
principle all, in some way, must be considered by the television play-
wright.

In addition to these limitations, the practical criteria imposed
by commercial television should also be considered. Thomas H. Calhoun
of the N. W. Ayer & Sons Advertising Arency states:

Every dramnatic program series has, to begin with, an edi-
torial premise, dictated by such things as the type of person

(in terms of age, income, cultural background, etc.) you are

trying to attract as a composite viewer, the type of environ-

ment into which the cormercial message will fit besté and

often the public relations objective of the sponsor.

The line separating limitation from criteria is an interrelated
line and, in effect, a limitation is also a criteria. Several lar;e
aidvertising agencies which produce dramatic television shows list their
general criteria for a program of this type. The following is a

compendium of what these agencies state as their criteria for the

dramatic television show.

27Letter from Thomas H. Calhoun, Program Manarer, N. W. ayer & Son
Advertising agency (New York: DNovember 22, 1955).
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I. Any dramatic script, and this does not depend on the length of
the script, should have "unity of action, time and place."
It is important to note here that the only dramatic unity Aristotle

2
recognized is "Unity of action.ned

"Unity of Action"™ is shown in two
ways. First, all the forces in the play should have a causal relation-
i . , 2
ship, and second, the forces should be directed toward a single end.
Edward Barry Roberts also mentions the unities of sristotle:
They simply mean that you should choose, preferably a story
with a tipghtly-lmit plot, which talies place in not too namg
settings, and in as short a period of time as possible.”

II. There is no preference in regard to subject matter, evcent
3 =

that it should be of an historical or timely nature.

III. The playwright should not write above the heads of the composite

audience, but he should also not give the feeling of writing down to an
audience.

IV. Because of the heterogeneous composition of the audience, the
playwricht must choose his subject matter from a variety of mass app=al
subject matter and present this material in a aquick and attention
getting manner. He must be sure that his material is in taste with

American moral and ethical standards.

233, . Butcher, Aristotlels 1“°°f2,9f Poetry and Find Art (Lonion:
laclillan and Co., Limited, 1523), p. 200.

2/l§ig., p. 20L.

30 Edward Barry Roberts, Television T’“:Lulnff - and Selling (Boston:
The wrlter, Inc., Publishers, 195L), p.
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In regard to subject matter, tne playwright must adhere to tne
acceptability standards of program material as set forth by the
Federal Cormmunications Cormmission and the code of the National Associ-
ation of Radio and Television Broadcasters. Both organizations have
a rather obvious list of television taboos. For exariple, the following
are forbidden: profanity, obscenlty, attacks on religion and sex
crimes.

V. From the point of view of a commercial dramatic show, the writer
must be aware of the dangers of writing about highly controversial
subject matter.

The production manager of a large New York advertising agency
expressed the problem this way:

As we are a commercial organization basically serving the
interests of our clients, and at the same time wanting to pro-
vide good entertainment in the home, we find it necessary to
avoid any highly controversial subject matter which may or may
not offend minority groups whose resultant ill will could be
reflected upon our client'!s products.32
VI. All the communications media have a similarity in that they

should avoid situations and dialogue which could be called hackneyed
or trite.

Many authorities point out similar points which the writer must

consider in creating his original or adapted play. Although there is

some overlapping, these additional criteria are indicated.

31National Association of Radio and Television Broadcasters,
The Telévision Code of Radio and Television Broadcasters, (Washington,
D. C., Marcih 1, 1952).

32Letter from Roland F. Howe, Jr., Production Manager, Ruthrauff
& Ryan Inc., Advertising (New York: November 21, 1955).




VII. The story should be such that the viewesr identifies himself
with a person or situation in the play.

VIII. Honesty and good taste are important factors in the tele-
vision play.

IX. Phillip L. McHugh of the Campbell-Ewald Advertising Cormpany
points out that the story should be emotionally satisiying. He also
stresses that the story should be uplifting in its implications.33

It is according to these limitations and criteria established for
dramatic television that the playwright should mold his play. It does
not matter whether he is writing an original play or an adaptation.
The important thing is that the playuwrignt can achieve greater success

if he understands and works with his medium.

33Letter from Philip L. McHush, Vice-President, Campbell-Twald
Company (Detroit: November 25, 1955).



The Fiction of Xatherine anne Porter

Katherine anne Porter's first volume of short fiction, Floworing
. . 1 < s
Judas, was published in 1930. Three more volumes of short fiction

have appeared, Pale Horse, Pale Rider in 1939,2 The 01d Order- and

. . 1 , .
The Leaning Tower in 194" In 1952, The Days Before, a personal rccord

of Miss rorter's non-fiction writing, was published.5 Miss Porter is

currently working on a novel called No Safe Harbor.

Although there were several of lMiss Porier's short storics from
which to choose, "Noon VWine" was selectcod because of its dramatic
potentiality. The following short stories wecre also considered:
"Pale Horse, Pale Rider,™ "The Jilting of Granny Weatherall," "The

Cracked Looking-glass," "A Day's Work," "The Downward Path to Wisdom,"

"The Leaning Tower," "Rope," and "Theft."

1Katherine Anne Porter, Flowering Judas (New York: The Modern
Library, 1935).

N

Katherine anne Porter, Pale Horse, Pale Rider (New York: The
Modern Library, 1939).

3Katherine Arme Porter, The 0ld Order (YMew York: Harcourt, Brace
and Corwany, 19hLl). )

hKatherine Anne Porter, The Leanine Tower (New York: Harcourt,
Brace and Company, 15LL).

Katherine anne Porter, The Days Before (New York: Harcourt,
Brace and Company, 1952).
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Some of Miss Porter'!s writing was not considered suitable for
television adaptation for several reasons. MNine of her short stories
deal with moral or racial problems. liiss Porter's treatment of these
stories was considered an integral part of the theme and the adaptation
of these stories mipght offend various groups in the television audience.
The stories considerced in this category were: "laria Concepcion,"
"HMagic," "Flowering Judas," "The Source," "The Witness,™ "The Circus,"
"The 0ld Order," "The Last Leaf,™ and "The Crave."

Four of her short stories were considered so amorphous in nature
that they would not fit a dramatic form. They wcre either too abstract
or too vague in the dramatic unities or it was felt that they would not
fit the basic physical limitations of the medium. The stories con-
sidered in this category were: "ide,"™ "That Tree," "Hacienda," and

"C1ld Mortality."
Traditionalism versus Naturalism

Katherine aAnne Porter is one of the southern traditionalist writers.
The traditionalists covered a wider range of attitudes and interests
than the group of writers known as "The Lost Generation." "The Lost
Generation" was that group of writers which was disgusted and disillu-
sioned by the post-World-War-I America. This disgust was reflected by

6
the style and methodology of these writers. Gertrude Stein addressad

6
lalcolm Cowley, Evile's Return (New York: The Vil:ino Press,
1951), pp. 6-T.




Ernest llemingway as, "Vou are all the lost cner~ticr" and this phrrse
. e . . 7
became the inscripticn to Hemingrayt's "The Sun Also Risos.M
Most of the members of "The Lost Gencration"™ wore mcmbers cf the
naturalistic school of writing. Some of the mcmbers of this sehonl
were William Faullmer, Ernest Hemingwey, F. Scott Fitzeerald and John
8 3 ; " s an £led
Dos Passos. The vritcers belonging to "The Lest Generatiom™ fled
America and located thenseclves in Paris. They actually {fled New Yori
because they felt like aliens in their own country. They were more at
home in lMontparnassz than in CGreenwich Village. It is no wonder that
CGertrude Stein referred to them as "the lost generation." Some of the
writers remainec in Paris while others returncd to Connecticut farm-
. 9 . R
houses and tried to write.” Malcolm Cowley states why this generation

was lcst:

It was lost because it tried to live in exile. It was lost
because it accepted no older guides to conduct and because it
had formed a false picture of socicty and the writer's place in
it...They were seceding from the old and yet could adherec to
nothirg new; they froped there way toward another scheme of life,
as yet undcfined; in the midst of their doubts and uncasy
gesture of gefiance they felt homesick for the certainties of
chil:ihood. 10

The Naturalistic writer conceived of nan as a victim of his passions,

his social and economic environment. This type of a man was devoid of

7Ibid.

OJames D. Hart, The Oxford Companion to American Literature
(lew York: Oxford Unlver51tj Prcss, 1941), P. 517.

9Cowlcy, op. cit., pp. 6-T. '

O1big.
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free will. The naturalistic writer did not make any moral judsments,
N . e e . ; 11
but rather painted a psssimistic picture of modern man.

Cut of this generation of writers arose the traditionalist writer,
vwhose aim was also to examine the morality of his time, but with the

12

additional motive of perfecting his mcthod of craltsmanshiv. whereas
the naturalistic writer toolc a rather materialistic view of 1life, the
traditionalist writer accepted this view but would not reject the past

Eal

and its effect upon life.

Threuch this latter view a type of ambiguity was created and
particular problems had many levels of consideration and explanaticn.
A great deal of the litcrature created by the traditionalists reflects
the ambiguity of life. Ray B. West describes the traditionalist writer
in the following manner:

"What distinpuishes these writers as a group, howcver, is not
merely the mamer in which they differcd from their predecessors
but alsc the means by which they profited from the long line of
literary tradition, applying the lessons of the past to a form
which has up to this time scarcely achievcd definition. From the
past they recovered the concept of man as a heroic and tragic
fisvre, thus substituting skepticism_and irony for the wishful
optimism of the nineteenth century.

The southern traditionalist writer grew out of this group of traditional-

ist authors. In the South there is a society which has fallen from a

voint of social greatness and still relives its past moments of glory.

HJames D. Hart, op. cit., b. 517.

12Ray B. West, The Short Story in Anerica (Chicago: Henry Regnery
Company, 1952), p. 59.

Drbig., po. 59-60.




Thus a rather incongrucus situation has been crecated, since the writer
must examine a ruined society still living in the past, while examining
fy . 1

it in terms of the present.

It is interesting to ccrpare the Southern traditionalist writer
with a member of "The Lost Generation™ of writers. Ernest Hemin-way is
considered a naturalistic writer and a member of "The Lost Generation.®
Edwin Berry Burgun has this to say about Hemingway:

Hemingway's admiration was perforce for the past; and one
wonders for a time which horn of the dilemma a writer of so much
esthetic insight would chooscj whether he would alien himself
with the past, choosing the perfect at the price of its having
become illusion, or accept the rcality of present with its
apparent imperfections.l)

It is the orinion of this writer that Hemingway chose to accept

tne "reality of the present," whercas Katherine Anne Porter chose to

examine the past in terms of the present and recognize the illusion.
Tracedy and Katherine Anne Porter

The Aristotelian concept of tragedy includes the thought that the
tragic hero should fall from a position of elevation and eminence.
This Southern society has done. Another Aristotelian idea is that fear
and pity of the situation facing the tragic hero are essential for the

16
draria. If the television play contains points such as pity and fear

Virpsa,, pp. 71-72.

Edwin Berry Burswi, The Novel ani the World's Dilerma (New Yorics
Cxford University Press, 19L7), p. 19L.

S. H. Butcher, Aristotle's Theory of Poetry and Fine Art

— —

(London: Maclillan ang Co., Limited, 1923), po. 200-27L.




a certain amount of empathy beotwecn scrcen and viewer is creatcd.
Butcher, in his interpretation of Aristotle's Poctics says, "3o0 much
human nature must there be in the tragic hero that we are able in some
sense to identiry ourselves with him, to ma're his mislortunes cur
own."l7 In the opinion cf the writer, an empathic response and identi-
fication between the viewer and action result in a more successful
television drama.

Katherine Anne Porter's writing has been contrasted and compared
with some of the poetry of Robert Frost. There is a startling simi-
larity in theme and poetic cuality between "Noon 'ine™ by ldss Porter
and "The Death of the Hired Man" by Frost.

The tragic quality of Miss Porter'!s writing is showm by the two
provositions around which her work revolves: "the necessity for moral
o sas . < pos s ey 18
cefinition, and the difficulty of moral definition." The two proro-
sitions are actually dilemmas. IMiss Porter's characters must make a
choice and the choice often leads to an exposure of the "tragic flaw."
The flaw results in the destruction of the characters. Miss Porter's

characters do nct, however, have the moral elevation and dignity which

the true tragic hero possesses.

17, .
7Ibld.
Robert Penn Yarren, "Introduction to Fatherine sinne Porter,
A Critical Bibliography," Fatherine inne Portcr, A Critical Bibliorranhy
(Wew Yorl:: The New York Public Library, 1953), p. O.

19 .
Butcher, opo. cit., p. 26C-271.
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Miss Porter's characters are symbols, but they are also isolated.
They are isolated in the sconse that they possess their own peculiar
perscnalitics. "So much human nature must there be in him that we are
able in some sense to identify ourselves with him, to male his mis-

2 1 X . . e A
fortunes out cwm." 0 If this thousht can pe applied to the fiction of
Katherine Anne Porter, her writing cannot be considered traredy, although
her writing has a tragic cquality.

MMiss Porter writes with the goal of preserving the continuity of
an indiviauall!s life by relating the past to the present. Miss Porter
expressed her philosophy when she wrote:

Perhavs in time I shall learn to live more deeply and con-
sistently in the undistracted center of being where the will

does not intrude, and the sense of time passing is lost, or

has no power over imagination. Cf the three dimensions of tinc,

only the past is 'real' in the absolute sense that it has

occurrecd, the future is only a concept, and the present is that
fateful split second in which all action takes place.

The Story of "loon iine"

"Noon Wine" is the story of a poor Texas dairy farmer who has a
false sense of pride and dignity. He feels that he is too good to do
certain types of farm work, which he feels are women's jobs. lir. Roval
Earle Thompson recovers some of his seclf-respect, or the illusion of

self-respect, when he hires a Swedish farm-hand who causes the farm and

20

e
24
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1
Fatherine Anne Porter, "Notes on Writing," The Crecative Process,
ed. by Brewster Ghiselin (New York: The New American Library of world
Literature, Inc., 1955), p. 2C0.
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family to prosper. (laf Heclton, the farm-hand, continually plays tihe
theme, ™loon Wine," on his harmonica and the song is one level of theme
for this short story.

The family grows and prospers for nine years until one d
Mr. Thompson meets Homer T. Hatchh who is an amateur detective and wishcs
to return Mr. Helton to the asylum from which he is sunposcd to have
escaped. Mr. Thompson thinis thiat Hatch has plunged a knife into
Helton wien tne farm-hand rushes out of the back yard and so lir. Thomoson
kills Hatch with an axe. Thompson then sees Helton flee.

I"r. Thompson's life falls to pieces when Helton is captured and
there is not a imife wound on him, although Helton has been killed by
his captors. Thompson is exonerated by the court, but he still tries
to recapture the respect and trust of his neighbors. The neighbors,
however, do not believe him and so Thompson drags his siclly wife along
to the neighbors! homes trying pitifully to free himself of his feeling
of guilt. This drive to capture his former easy peace of mind continues
until even his wife and two sons lose faith in him. He tiien scels the

only way out--suicide.

The Intimacy of "Hoon Wine™

Gertrude Buc!mman, in a review of the volume which contains "Noon
Wine," says:
She [liss Porter)] has written stories which at first glance

seert to be little more than sclf-indulgent puffs of nostalgia,
she holds so fast to reality, there is so much heart in her



accuracy, that the stories spread out beyond the bare meaning
of the words and the incidents related, to become authoritative
and substantial images of an entire society.22

A television adaptation of "Noon Wine™ would be possible since the
basis of conflict is not in the spectacular or the unusual. It is
related to the "intimate" meaning of a detailed study, through internal
analysis, of a small moment of life.

Robert Penn Yarren notes that in "Noon Wine" Iiss Porter is
similar to Frost, Chelhov, and Ibsen in that she has the technique of
isolating common things and through simplicity and contrast achieves a
type of sensitivity and eloquence.23 There scems to be some relation-
ship between intimacy and the simplicity of isolation. Here is an
example of this technique of isolation:

The two grubby small boys with the two-colored hair who were
digging among the ragweed in the front yard sat back on their
heels and said, 'hello,! when tne tall bony man with straw-
colored hair turned in at their gate. He did not pausc at the
gate; it had swung back, conveniently half open, long ago, and
was now sunk so firmly on its broken hinges no one thought of
trying to close it. He did not even glance at the small boys,
much less give them good-day. He just clumped down his big
square cdusty shoes one after the other steadily, like a man
following a plow, as if he knew the place well and lknew where he
was going and what he would find there.2l

This flowing style is typical of Katherine Anne Portcr and points

up the simplicity aond continuity of the prose narration. This is not

22Gertrude Buckman, "liiss Porter'!s New Stories," Portisan Review,
XII (Winter, 1945), p. 13lL.

“Robert Penn Warren, "Introduction," Katherine inne Porter,
A Critical Bibliorraphy, ed. by Edward Schwartz (Mew York: The ilew York
Public Library, 1953/, 0. 3.

2, . . )
Katherine Anne Porter, "Noon Vine," Pale Horse, Palc Rider
(New Yoric: Random House Publishers, 1939), p. 93.
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the psculo-intellectual jarcon of the sophisticated society writcr.
It is understandable to a wide and heteropcneous audience. The
dialogue and descriptive passages have a pcetic quality which has a
cumulative effect resulting in tihe mood and tense atmosphere cof

"Noon Wine."
Characterization and Adaptation

For the television adaptation the descriptive passages can very
easily be translated into camera shots and stage directions. Miss
Portert!s wriling i1s a disciplined type of writing and there is neither

waste nor artificiality in her style.gp

Cne of the problems involved
in adapting "Noon Wine" to television is brought about by the different
ways in which Iiss Porter creates characterization in her short stories.
All of the characterization in a television play, as in a stage play,
is produced through action, dialogue, movement, stage business, and
mood effects.. In IMiss Porter's story characterization is produced by
revealing the actual thoughts of the characters and through the author's
description of the character's actions. The playwricht, in adapting
this story, will have to translate this descriptive characterization
into explicit and observable action.

The story is told throush the narration of the third person.

Miss Porter achieves a rather paradoxical situation in the fact that

when most writers use this omnicient vicwpoint an attitude of detachment

25

Warren, op. cit., p. 7.
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is developed,26 whereas !iss Porter creates a type of Irecedom of

characterization and a certain inwardness of character through her
. . . . 27 . . .

use of selectivity and simplicity. Here again the playwricht must

apply dramatic writing tecinioues to transfer the simplicity and

selectivity of this short story to the adaptation for the tclevision

nediun.
The Theme of “Hoon Wine'

The theme of "MNcon Wine" is that the inherent goodness of man is
often mistaken for evil. This theme represents the ambiguity and irony
of life. This ambifuity is present on an over-all level, but is also
present in the individual lives of the characters involved. It is,

however, expressed in different ways by each character.
The inalysis of Royal Earle Thompson

In Royal Earle Thompson, liiss Porter nas created a man who is very
disillusioned about life, but who does not recosmize his own disillusion-
ment. He feels a loss of dignity when he has to milk cows, churn butter,
or any otner kind of farmm work; work which he fcels is women's work.

In Thompson's mind is the constant thoucht that he needs to appear, in
the eyes of his fellow men, as someone worth-while.

Al1]l his carefully limited fields of activity were related
somehow to Mr. Thompson'!s feeling for the appearance of things,

Clzanth Brooks and Robert Penn Warren, Understanding Fiction
(New York: F. S. Crofts and Company, 194S), p. 593.

27

Warren, op. cit.



his own appearance in the sight of God and man. 'It don't look

right,!? wasqgis final reason for not doing anything he did not

wish to do.<®

Earle Thompson is "a tourh weather-beaten man with stiff black
hair." He usually nceds a shave. He thinks he is bigrer than he
really is. He is a small man who carries himseclf like a large man.
There is a false sensc of grufiness about him which is a covering for
his deep sensitivity.

Thompson is a failure and, of coursc, he does not and will not
recognize this fact. It is interesting to see that there is a certain
amount of warm unity in the family and it is important to note that
Thompson is essentially a good man. Thompson'!s striving for pride and
dipnity is ambiruous, because his concention of thesc terms are not
realistically understood.

Thompson, in his relationship with other men, shows that he is
sclf-conscious and has to put up a blustering front as a means for
appearing with dignity. But Royal Earle Thompson is not a stupid man,
for he shows insight into Helton and especially Ir. Ilatch.

"iis joviality made ¥r. Thompson nervous, because the expression
in the man's eyes didn't match the sounds he was making."29

Although Thermpson probably has selfish motives in his subconscious
mind, he does not liill Hatch with premecditation. The court's verdict

is based on the lack of premeditation and alter he is acquitted by

——— - o——

20, . - - . .
Fatherine Anne Porter, "Noon Wine,"™ Pale lHorse, Pale Rider

(¥ew York: Random House, 1939), b. 113.

29Ibid., p. 131.
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the court, Thomoson still has the feeling of frustration and self-

guilt. In the end he is comnletzsly shattered by his family's loss of

faith in him. Very methodically he takes a shotrun and commits suiciie.
He was trembling and his head was drumming until he was

deaf and blind, but he lay down flat on the earth on his side,

draw the barrel under his chin and fumbled for the trigeer with

his great toe. That way he could work it.

Thompson is a man who lived according to a code and a trailition
which he has set up as a criteria for himself. The code, however, is
not a consistent one.

Head erect, a prompt payer of taxes, yearly subscriber to

thie preacher's salary, land owner and father of a family, em-

ployer, and a hearty good fellow among men. >t

Here is the idealized picture in which Thorpson franss himself,
but there is also an intcrwoven realistic picture of him. The man pro-
crastinates and saves necassary work for the time when his sons will
have grown-up. He rationalizes his wife's sickness until her sickness
is no longer a hinderance, but an item of which he is proud and can
depend on. lis private code says: "It doesn't pay to be friendly with
strangers Irom another part of the country. They're always up to some-
. . s , 32 ..
thing, or they'd stay at home where they belong." He is inconsistent

in that he trusts Helton althourh Helton is as much a stranger to him

as Hatch.

Opi4., p. 176.

HM1big., p. 11k
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Hatch: The Personification of Evil

One of the causzs of conflict in "iyoon Wine" is the clash of
personality betwean Hatch and Thompson. Vhat has been created is a
duel between roold anl evil. DBcfore he kills Hatch, Thompson scems
justified in his dislize of the mcrcenary detective. The detective is
more tnan a ruthless money-huniry in.iviiual, hc is a personification
of evil.

“hile they were talldng, Mr. Thonpson xept glancing at the
face near him. Iie certainly <id remind Nr. Thompson of some-
bedy, or maybe he really hal seen the man somewhcere. He coulidn't
Jjust place the features. _ir. Thonpson decided that all rabbit-
teethed men looked alive.””

What Thoripson really sces is the raellection of tihe evil of man-
ind in Hatch. Clenway UWescott, in his review of "Noon VWine," comicnts
that Hatch not only hunts iren, but represents all of mandnd as an im-
mortal manhunter. ‘cscobt continues and says, M"ie is not only a busy-
boldy, he is the great Anerican busyvody...she...}iss Porter...means
~Hatch to be a personification as well as a person."3h

YMost of the characters in "lloon %ine" secm to have physically
paraloxical qualities, as if they had rone throush some type of meta-

morphasis. Hatch is one of these characters who shows signs of physical

or mental change.

——— —
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Glemway ‘escott, "rraise," Southcrn acvicw (1939), pp. 161-173.



He wasn't exactly a fat man. He was more like a man who
had been fat recently. His sliin was ba gy and his clothes were
too big for him, and he sorchow looed lile a man who should oe

fat, ordinarily, but wio micht have just got over a spell of
) 2L
sickness.->

Hatcn's free manner and false lauchter arc a means to an end. His
cbiect is to twist everything said or done until it becomes advan-
tagecous to himself. IHe turns his mood on and off according to the exist-
ing conditions and maltes the most ol his opportunities. Hatch is
socisty's parasite and like a cancerous growth, he taints every living

thing he touches.
The Traredy of Royal Earle Thormpson

Throughout his ciscussicn with Hatch, Thompson is on tne defensive,
seeking to recover his lost dignity ana straighien out the twisting of
his words by Ir. Hatch. The irony of the story is that the Thompson
family is not brought to destruction by any fault or mistake of their
own. Their downfall is caused by their striving, especially Thompson's,
to be good and decent in the eyes of their fellow men.

The act of murder which Thompson cormits is rather ambivalent in
its nature. In one way he hés comriitted a grave sin, on the other hand,
he has somehow seen the evil in Hatch and has performed a worthy act by
destrcying this evil. Thempson could be considered a tragic figure had
he known what he did, but the paradox is that he does not know the

importance of his action.

Katherine Anne Porter, "Moon Wine," Pale Horse, Pale Rider
(New York: Random House Publishers, 1939), p. 130.



Katherine #inne Porter has always been interested in this type of
a tragic figure. Edward Schwartz says:

.+.she [!iss Porter] bclieves that before a man can accept
his human responsibility he must lose his childhood innocence
and understand the fact of evil and death in human life. BSuch
an awareness, !fiss Porter recognizes, may lead to negation and
death, but the road to salvation, to a sensc of imdividual iso-
lation and a consecuent compassion and return to human community,
is arduous and the unwary may not escape from its Scylla or
Charybdis. And so Miss Porter'!s irony is inseparables from a
complex attituie that is basically tragic: she senses a tragic
flaw in the hwran faculty; man creates his own evil, plots his
ovm destruction.’

The Analysis of (laf Ilelton

0laf Helton is the catalyst of "loon iAne™ in that he brings about
positive change by causing the family and farm to prosper. Bub he
also brings megative change when he indirectly causes Thompson to I-ill
Hatch. Thompson defends Helton and this defense is the motivating
factor for Thompson's act of murder.

Miss Porter does not characterize Helton as she does the other
figures in the story. Helton scems to be a symbol rather than a
character. By character is meant, "The sun of the traits and Jevices
that serve to individualize and personalize an arent in the SLor"."37

This absence of characterization by lMiss Porter is because Helton is a
personification of what he stands for; the victim of the persecution of

man. .

JGEdwuri Schwartz, The Fiction of ¥atherine finne Porter.
(Doctoral Dissertation, o/racuse Un¢vers¢t 1953 R D. o5,

37¥uboru C. Hefimer, Samal Sclden & Hunten D. Snllman,
Theatre Practice (llew York: TF. 3. Crofts & Company, 19L6),




The tune Helton continually plavs on his hamaonica symbolizes the
theme and is related to the traredy of man.

0ne of the Scandshoovians told me what it meant, that's how
I core to Ymow, said Iir. Hatch, 'Especially that part about get-
ting so gay you jus' go ahcad and drink up all the likker you
got on hand before noon.!30
Man has his noon wine in paradise, but with notihing left disinte-

gration of paradise results. The song and title "Noon ¥Wine" take on
an almost amorphous quality and what results is a poetic and lyrical
atmosphere and mood interwoven throughout the story.

Mr. Helton is a tall and skinny man witn legs too long for his
body. He has faded straw-colored hair and a "long gaunt face with blue
eyes and white eyebrows."

He is similar to lrs. Thompson in that they both lack vitality.
Helton could also be considered faded out, but in a different mammer
from lrs. Thompson. Helton is a washed-out person, not an individual,
but one who has been tamed by the forces of lifc and has lost all in-
stincts of spirit and passion. Helton does not talk or look at peovle,
he just talks and looks through pzople.

He never had looked at !r. Thompson, but there wasn't any-
thing sneaking in his eye, either. He didn't secem to be lookinc
anywhere elsc. Lis eyes sat in his head and let things pass
them. They didn't secem to be expecting to see anything worth
looizing at.39

Even in Helton there scems to be some hidden strength. He is like

an automaton who is motivated by some mysterious force and when the

38katherine anne Porter, "Noon Wine," Pale Horsc, Pale Rider
(Mew York: Random llouse Publishers, 1939), p. 1LG.

39
“Ibid., p. 95.



automaton brealts down the source of failurs is usually a worn out tube
or a stripped gear. Ilelton is an automaton witn a schizophrenic con-
dition. He has a split personality to such an extent that maniacal
tendencies are aroused when someone touches his precious harmonicas.
Vhy is Helton a 3wz2de? Cne possible answer is that the Swedlsn
people have been stcoreotyped as being diligent and virtuous. Helton
must be charactorized in such a woy that his passive mood is a contrast
to the extreme passion he e:hibits when his harmonicas are touched.
Actually Helton could have bcen of any other nationality, bul the term

"Swede" has a connotation which is economical in his characterization.
The analysis of Mrs. Thorpson

The rest of the family consists of lMrs. Thompson and her two sons,
Arthur and Herbert. The two boys are eight and six years old in the
early part of the story and seventeen and fifteen years old at the end.

¥rs., Ellie Thompson is a physically weak person and yet she nceds
her sickness. To a certain extent, her early loss of faith in her
husband has resultcd in a devendence on her sic'mess. She can be con-
sidered a hypochoniriac. 3nhe shows constant simms of marked anxtiety as
to her own health ani, perhaps, even thinks up imacinary ailments.

Mrs. Thompson is a little woman with brown hair. She has
"a suffering patient mouth and discased cyes"™ and these features are
pointed up by a few remaining siens of girlish beauty. She has faded
and very little vitality remains within her. She is so faded that she

clings to the shade bccause the sunlisht hurts her eyes.
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Mrs. Thompson is an educated woman and has insight into her husbanc
and children. She takes pride in her two sons and treats them with
tenderness. She has a certain amount of strength in her weakness.

This weakness has made her oversensitive to emotion and crueltyr.

Both the wife and the sons are sifm-posts to show how the family
relationship has disintegrated. In the end, tie fear by lMrs. Thompson,
that perhaps her husband can kill arain, causes Thompson to lose his

remaining dienity or self respsct and he goss to his death.



CribPTER IV

ACT I

It is a lonely night. Royal Earle Thompson is sitting on a log.
He stares straight ahead and he is leaning on a shotgun with both of
his hands. He slowly, as if in a daze, puts down the shotgun. Then
he slowly unties his right shoe, takes it off, takes off his sock and
puts it back into his shoe. He sits a moment and picks up the shotzun
again. lHe sets the butt of the shotzun on the ground, leans his chin
against the gun mouth. Thomoson slowly puts his toe against the
trigger. He sits zathering courage. Beads of sweat begin to cover his
face, tears form in his eyes and he begins to cry. He lifts his head,

lowers it again. He sobs and bresa'ts down, lowering the gcun.
FLaSHBACK

It is early in the morning and two small boys sit in front of
their farm home. The yard is surrounded by a brokén-down old fence and
gate. The house is a wooden-one-story house. It is weatherbeaten and
in need of a good painting. Three sides of the house ars surrounded
by a porch.

A tall bony man with faded overalls and shirt walks through the

gate. He passes the boys, who say hello, but the man doesn't answer.



He walks right up on the porch, as if he knew exactly where he was
going, and walks around to the side porch where Mr. Thompson is sitting
daydreaming as he churns butter.

The man, Claf Helton, teclls Thompson that he is looking for work.
Thompson says that he is in need of some help and the two men introduce
each other. There is some discussion about where Helton has worked
before and Helton comes right to the point and says that he is used to
getting a dollar a day. Thompson is taken by surprise and explains
why he cannot pay that much money. As he is explaining this, Helton
never changes his expression and stares straight ahead. Helton takes
out a harmonica and plays a rather sad song.

Thompson offers Helton seven dollars a month plus room and board.
The Swede takes the offer and is told to keep the harmonica out of
reach of the children. The farm-hand reacts by pressing the harmonica
close to his body and then puts it in his shirt pocket, as if hiding
it. Thompson tells the Swede what he has to do and tells him to con-
tinue the churning. The farmer gets up and walks around to the front
of the house and into the living room. A small frail woman is working
in the kitchen. The kitchen has two large windows from which Helton
can be seen churning the butter and also a shack can be seen about
thirty feet away. This is the hired man's shack. Thompson comes in
and tells his wife how good a bargain he made and how he got it.
Thompson tells Ellie that he is going to go into town for groceries.
She warns him not to go to the saloon, but he walks out laughing.

Ellie.works a bit and then lies down.

TCE TRANSITION



Ellie wakes up to hear the sound of a harmonica. It is the same
tune Helton played ecarlier and is the "Noon Wine" theme. GShe lies
still when suddenly the music stops. Ellie gets up and walks over to
the kitchen windcw where she sses Helton furiously shaking first one
boy and then the other. Helton lets them go and the boys run silently
towards the porch. Frs. Thomoson walks through the living room and
opens the screen door. She has forgotten her sunglasses, so she shades
her eyes and walks out on the porch where the two boys sit very quietly.
She asks thcem what they were doing and they answer, Mlothing."™ She
tells them to help her in the house and they scamper into the house,

followed by Ellie.
TLIE TRANSITION

The screzn door opens and !Mr. Thompson enters. He straightens
himself up and walks toward Ellie and pinches her cheek. "No more meat
on you than a rabbit, Now I like 'em cornfed.®

Mrs. Thompson answers, "Why, Mr. Thompson, sometimes I think you're
the evilest-minded man that ever lived.™ She tells her husband that he
has been drinking. He shrugs off the fact and he tells her how Helton's
already clecaned up the shack and has the butter and ergs ready. He is
‘very proud of himself and tells EFllie what a businessman her husband is.
"Yes Sir, I lmow a good thing when I see one."

Mrs. Thompson's mood changes and she tells her husband that the

hired man has shaken the boys for some reason. She tells him to find
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out what was wrong. He goes out to talk with Helton and Ellie goes

to the window and calls the boys. The boys come in playing and imitat-
ing the Swede. "Gude not," imitating his speech. Ellie tells them to
wash up for supper and they go to a pan of water in the sink, splash
water on their hands and faces. They both wipe their hands on their
pants, still playing the game; "Gude not, Gude not."™ Thompson enters,
not noticing the boys, tells his wife what happened. The boys had
sneaked into Helton's shack and had got his harmonica dirty. Thompson
notices the boys and tells Ellie how bad they really are and how he is
going to whip them. He says that they will wind up in a penitentary.
Herbert says, "I'm going to get sent to the 'formatory when I'm old
enough." The father as%s who said that and Herbert says that the
Sunday school teacher told him that. The father gets mad and the boys
sense that he means business.

Ellie tells her husband that the boys are very little and she
persuades her husband that she ought to tale care of the punishment.
She tells the boys to call Helton and to be nice about it. The boys zo
out to the door and Thompson says, "Them boys!"™ All of a sudden the
boys yell, "3ay, Helton, you big Swede! Supper's ready!"™ Thompson
hears this and says, "Them boys 'ill be the ruin of me yet."

| Mrs. Thompson says that the boys are good boys and that if anyone
is going to be the ruin of Mr. Thompson, it could just as well be any

stranger, even the man outside. Thompson looks at his wife.

END OF ACT I
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ACT II

It is nine years later. The boys and Helton_haye just left the
table. Thompson relaxes and comments that the preacher has asked him
to become a member of the church council. Ellie complains that in
nine years Helton has not gone to church and that he does not eat right.
The sound of the harmonica can be heard in the background. Thompson
tells her not to worry about Helton since everything has improved and
they are even making a little money; in fact he has given Helton several
raises. Ellie wonders what the hired man does with his pay, since he
seldom goes into town. Arthur and Herbert enter and ask their father
whether they can go into town to get some wood for the new corn crib.
The father says all right and tells them to take care of a few other
matters in town. The boys exit and Ellie comments on how the boys have
grown up and Thompson explains it is because they were brought up the
right way. Thompson thinks about resting a whils on the front porch
and so he goes out. He stands there looking out for a minute and sits
dovn. The sound of a team and wagon is heard coming to a stop in front
of the yard. A men wearing rather baggy clothes, as if he once fit
them, comes through the gate and walks up to the steps. He introduces
himself as Homer T. Hatch. He says that he has come to buy a horse.
Thompson explains that he does not have a horse for sale and that he
usually tacks up a little sign when he does. Hatch roars with unnatural
laughter and explains that this is an old joke of his because he has
noticed that nobody gets suspicious when he says that he has come to

buy something. Thompson answers that he is never suspicious of anyone



and the stranger says that he is really come to talk to him about a
"little matter.®” Thompson suggests that they go around to the other
side of the house where it is a bit more shady. This is the side
away from the kitchen and the hired man's shack. The men sit down on
two stumps near the woodpile and Thompson first takes an axe, buried in
one of the stumps, and lays it down on the ground. There is some con-
versation about where each of the men came from originally and finally
Hatch discloses he's looking for a man named Olaf Helton. Thompson
finds himself on the defensive and says that Helton is a steady man.
Hatch replies that the Swede must have mended his ways. "Now when I
knew Helton he was pretty wild." He continues and says that it will be
nice to sce his old friend again, especially since he has settled down.
Thompson says that everyone is young once and offers to get the hired
man. Hatch replies that there is no hurry. The sound of the harmonica
theme is heard. Thompson says, "There he is, now'!s your time. I lmow
that tune like I know the palm of my own hand, but I never heard Mr.
Helton say what it was."

Hatch explains that the song has something to do with drinking all
you have in the morning. fhompson says that Helton has not touched a
drop in nine years. Hatch says he once played "Little Brown Jug" on
the fiddle, but Helton used to sing his own little song when he was in
the asylum. Thompson is bewildered and the discussion continues, being
centered about Helton and Thompson. Hatch twists Thompson's words and

the farmer finds himself defending himself.
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Thompson takes out a plug of tobacco and cuts himsclf a chew and
offers Hatch some, but Hatch takes out his own plug and cuts himself a
chew. The knives used are pointed up. The men discover that they dif-
fer in the taste of tobacco and Thompson finding himself losing the
argument gets back to Helton. Hs mentions the fact that with conditions
as they are, its a wonder more men don't wind up in straight-jackets.
Hatch twists his words by saying that Thompson is rignt and that there
isn't every man in a straight-jacket that ought to be there.

Thomoson is baffled and just sits there. He looks around, his
eyes hitting the ground and noticing the axe.

Hatch says that there are some people who would even hire a lunatic
in their house. Thom?son asks what Helton did. Hatch tells of how
the Swede shoved a pitchfork through his own brother when he borrowed
his harmonica to court a girl and lost it. His brother would not buy
him a new harmonica and so Helton killed him.

Thompson replies that something might have driven Helton to do such
a thing and that Helton really thinks a lot of his harmonicas.

Hatch says that, "You'd get pretty sick of hearin'! the same tune
year in, year out." Thompson starts to stare at Hatch, never taking
his eyes off him, and says that it would help if Helton would play a
new tune, but that the old tune is a pretty good tune.

Hatch discloses the fact that he maltes a living by capturing
escaped lunatics and collecting the rewards. Helton has kept him from
having a hundred percent record. He also mentions that the law is

behind him. He tells how Helton had sent his old mother a check for



eight hundred and fifty dollars and the old woman was so happy hearing
from her lost son that she told everyone. Hatch heard about this and
offered to find out, on his own expense, how her son was. The mother
gave him a lot of presents to give to her son, which he sort of lost
on the way.

Thompson is stunned by this speech and tells Hatch that he thinks
Hatch is pretty generous. He aslks the detective what he is going to
do now and Hatch takes out a pair of hand-cuffs. "But I don't want no
violence if I can help it...I figured the two of us could overpower
hin,"

Thompson begins to lose control of himself and tells Hatch to get
out. The detective lets Thompson know that he can always get the
sheriff and that he counted on him being a respectable man. He also
says it won't look good to the neighbors to be harboring a lunatic.

Thompson stands up and moves toward Hatch saying that Helton's
been harmless for nine years. Hatch also stands and advances toward
Thompson even as the latter man is talking. Thompson completely loses
control of himself and shouts that the crazy man is Hatch, not Helton.
It is Thompson who is advancing now and they stand face to face.
"You're on my land! Get off or I'1l knock you offi"

Suddenly Helton comes running and Hatch whirls around. Helton
stops short and Thompson sees lHatch plunge a knife into Helton's
stomach. Thompson picks up the nearby axe and brings it down on Hatch.

Thompson calls, "Zllie! Ellie!" Ellie runs around to this

side of the porch and Thompson yells "He killed Mr. Helton, I had to



L

knock him out." Ellie says that Helton is running away. She comes '
down from the porch, looks at the scene and faints. Thompson is shown

holding the axe in his hands.
TRANSITION

Thompson is sitting in a jail cell. A long bed consists of the
furniture in the cell. There are no windows. Several other cells are
on each side of this one. Thompson is holding his head in his hands,
staring down at the floor. Two sets of foot steps are heard, but
Thompson doesn't look up. Mr. Burleigh opens up the cell with a set of
keys and Ellie introduces the lawyer. Burleigh is very abrupt and
business-like and tells Thompson that the case is open and shut. The
lawyer tells Thompson that he will plead "not guilty' on the grounds of
self-defense and trespassing. Thompson tries to tell the lawyer that
he was defending someone else and Burleigh says Thompson's case is not
unusual and tells of all the men who, for some reason or other, have
been forced to kill someone else.

"But Hatch made a pass at Mr. Helton with a knife." The lawyer
tells Thompson that Helton is dead. Thompson jumps up and says that
is why it is not self defense. "I tried to save his life.® The lawyer

never lets him finish and says that Helton had no knife wound on him
and that he died of wounds suffered in his capture by the sheriff.
Thompson sinks down on his bed. He does not know what to say next.
Finally he says that Ellie saw everything. Ellie is confused for a

second and finally says that she did see everything. Burleich sees



through this lie and tells Ellie to just sit in court. He tells
Thompson that he should keep calm and he will do the rest. "Let me do
the convincing and I'11l have you off before you know it."

Thompson repeats that he tried to save Helton's life, but the
lawyer just agrees and says goodbye. He asks Ellie if she is leaving.
Ellie says she would like to stay awhile. The lawyer walks out,
closes the cell and Thompson runs to the edge of the cell and shouts
that he did not try to kill anyone. "He tried to kill Mr. Helton.

I'm not a murderer." Ellie puts her hand on her husband's shoulder
as if to quiet him down, but Thompson'ignores her. He turns around,

head down, and sits on the bed.
TRANSITION

The scene is the office of the lawyer. It is a one-room office
with scattered books and papers. Burleigh is si£ting on a swivel chalir,
his back to the office. His feet are on the window sill. There is a
knock at the door, Burleigh turns around yelling, "Just a second.™
Thompson walks in and the lawyer's face changes from eager expectation
to impatience. He asks Thompson why he is here again. Thompson tries
to explain, but the lawyer says that he has been acquitted and asks
what he wants donw now. Thompson says that he thought he could talk
with him for awhile, since there were things he forgot to tell the laﬁyer.
The lawyer says he is very busy, but Thompson pleads for a chance to

talk and the lawyer sits back and half listens.



Thompson tells the lawysr that he forgot to tell him that Hatch
was such a bad person and exactly how Helton had run out to Hatch.
The lawyer interrupts that he has been acquitted and Thompson shouts
that he is not a murderer. Burleigh answers that he does not care what
Thompson is: 'I've done my job and that was to get you off the hool."
He tells the farmer that he is a busy man. The lawyer turns his back
on Thompson, who is about to say something, but instead walks very

slowly and dejectedly out of the office.

END OF ACT IT

ACT III

The scene is the living room of the Thompson home. Mr. and MNrs.
Thompson are putting on their coats. Arthur comes in from the porch
and asks his father why he has to go see the neighbors, since the eggs
have to be brought into town. Thompson loses his temper and tells ths
boy that somecne has to keep up the sood name of the family and that
the eggs can wait. Thompson is very nervous and shouts at the shell of
the woman who is his wife. He tells her to hurry up and asks her what
is taking all the time. Ellie hurries and finally she is ready. The

couple leave.

TIME TRANSITION
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The scene is the front of a broken down old farm house. A rather
dirty boy is sitting on the front stevns. The sound of a horse and
carriage is heard coming to a halt before the house. The boy looks up.
Mr. and Mrs. Thompson walk up the over-grown path. The boy sees them
and yells, "Hey Pa, here's the man that hilled that Hatch fellatl"
Thompson stops and then starts again. A sloppy-looking couple come out
of the house and walk down the steps. The family stares at Thompson.
Thompson shuffles his feet and explains he has come because he had some
trouble lately and he did not want the neighbors to misunderstand.

The neighboring couple look at each other with a smile crossing the
farmer's face. The farmer says that he does not need to be convinced
of anything. It is not his business whether Thompson has killed anyone.

Thompson explains that Ellie saw everything. Ellie stiffens and
agrees. The farmer says that he does not see any reason why he should
get mixed up in "murder business." Thompson says that he didn't want
anyone to have the wrong ideas and starts to tell the whole story, but
he is interrupted by the farmer, who says it was nice of Thompson to
take the trouble of straightening out the whole story since they had
heard a lot of rumors. Thompson does not pay any attention to what has
been said and continues, but the farmer and his wife turn their backs
on him and Fllie and go into their home. Only the boy is left and
Thompson turns to him and continues saying that he is no murderer.

The boy just stares back. Thompson says, "You see, I'm no murderer."
Thompson begins to lose control of himself and Ellie stope her husband.

Thompson walks back to the wagon muttering to himself.
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TRANSITION

The scene is the bedroom of the Thompson's. It is late at nicht.
Ellie is sleeping. Thompson is still dressed and is gazing out of the
window. The wood-pile is silhouetted in the moonlight. Thompson
stares at the scene. He lowers his head, turns around and looks at
Ellie sleeping. He looks outside again and hears the harmonica tune
that Helton used to play and then he sees Helton sitting on one of the
stumps playing his harmonica. Thompson begins to mutter to himself
and addresses some of his comments to Helton. He lowers his head and
looks out again to see no one outside except that the axe is sitting on
one of thes tumps. Thompson begins to sweat. He looks out again and
sees Hatch sitting out on the woodpile. Hatch keeps saying that no
respectable person would let a lunatic in his home and laughs.

Thompson once again mutters and talks. He is beginning to lose his

self control. He is spellbound by what he sezes. A nervous twitch
crosses his face and he sees Hatch disappear and lawyer Burleigh appears
sitting on the porch. The lawyer mentions that there was not a knife
wound on Helton and tells Thompson that he is a reasonable man.

Thompson then sees the dirty son of the farming couple walking around
yelling, "Hey Pa, here comes the man that killed that Hatch fellal"
Thompson begins to sob and looks outside to hear and see Helton playing
his tune, Hatch laughing uncontrollably, thé lawyer talking, and the
neighbors yelling "Murderer! murderer!" The whole group slowly advances

toward the porch and Thompson tries verbally to defend himself.
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He shouts that they are all crazy. He shouts for everything to stop.
"I'n not a murderer, stop! stop!" He smashes the window with his hand.
Ellie screams. Thompson whirls around to find Ellie hysterical. He
rushes over to her bed and comforts her, but she continues to sob
hysterically. He calls for Arthur and Herbert, who rush in. Arthur
puts a lamp on the table and comforts his mother. He comments that
she looks scared to death. Arthur stands up, doubles his fist up and
tells his father, "Don't ever touch her again.® Thompson tries to say
something, but no words come out. The boys look after the mother and
Thompson says that he is going to get the doctor and that the boys
should look after the mother. He walks out of the room muttering that
he never tried to harm Ellie in all his life. The boys watch him go
out. Thompson goes into the living room and sits down with a pencil
and paper and writes a note. He looks back into the bedroom and walks

out, taking the shotgun from its rack in the kitchen.

TRANSITION

Thorpson is sitting outside. His right shoe and sock are off and
the shotgun lies on the ground. He picks up the shotgun. He looks

toward the house. He slowly places his big toe to the trigger.

TRANSITION

The boys are still looking after their mother. Ellie is much
better now. Arthur tells Herbert to make some coffee. Herbert walks

through the living room, he has the lamp in his hands. He notices the
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note and calls Arthur in alarm. Arthur rushes in, picks up the note
and reads it aloud. 4s he reals the ncte, Ellie has stood up and is
framed in the doorway. "It was Mr. Homer T. Hatch who came to do wrong
to a harmless man. He caused all this trouble and he deserved to die,
but I am sorry it was me who had to kill him."™

As Ellie hears this letter, she rushes to the door, but before she
gets there the sound of a shotgun is heard. Ellie leans acgainst the

door and crumbles to the floor.

END CF ACT III



CHAPTER V

NOON WINE

A Play for Television by Gary Gumpert

Adapted from the short story by
Katherine Anne Porter

CAST

Claf Eric Helton
Royal Earle Thompson
Ellie Thompson

Arthur Thompson
Herbert Thompson
Homer T. Hatch

Mr. Burleigh

The neighbor's boy

The neighboring couple
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NOCN WINE

ACT T

(IT IS A IONELY SUIMER NIGHT IN SOUTH TEXAS. THE
ACTION TAKES PLACE AT THE TURN OF THE CENTURY.
RCYAL EARLE THOMPSCN IS SITTING ON A IOG IN A
RaTHER BARREN FIELD. THQMPSUN IS NCT A BIG MAN,
ALTHCUGH HE GIVES THE AFPEAR&NCE OF BEING BIG. HE
IS A PROUD MAN AND USUaLLY NEEZEDS A SHAVE. HE
STARES STRAIGHT AHEAD, ALTHOUGH HE ISN'T LOCKING
AT ANYTHING. THOMPSCN IS LEANING ON A SuOTGUN;
BOTH OF HIS HANDS CLENCHING THE BARRELS OF THE GUXN.
HE SIOWLY, AS IF IN A DaZE, PUTS DOWN TEE SHCTCGUN:
AS TF SCMETHING WERE DRIVING HIM, HE SIOWLY UNTIES
HIS RIGHT SHO%, TAKES IT OFF, TAKES OFF HIS SGCK
AND PUTS THE SOCK BACK INTO TnE SHOE., HE SITS A
MOMFNT AND TIHEN PICKS UP THE SHOTGUN AGAIN. HE SETS
THE BUTT OF THE SHCTGUN ON THE GROUIND, PLACES HIS
TOCE AGATNST THE TRIGGER. HE LEsNS HIS CHIN AGATNST
THE GUN MOUTH. THQiPSON SITS FOR A WHILE GATHERING
COURAGE; BEADS OF SWEAT BEGIN TO COVER HIS FACE,
TEARS FORCE THEIR WAY INTO HIS EYES AND HE BRGINS
TO CRY. HE LIFTS HIS HEAD AND LCWERS IT AGATN.
THOMPSOW'S BCDY HEAVES WITH HIS SCBBING AND HE

BREAKS DOWIT, LOWTRING THE GUM.)
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FADE QUT:

FLaSHBACK

(IT Is EaRLY IN THE MORNING AND TWO SMiLL BOYS

SIT IN FRONT CF THEIR FARM HOE. THE YARD IS
SURROUNDED BY A BROKEN-DC.WN-CLD FENCE AND GATE.

THE HOUSE IS A WOODEN CNI-STCRY HOUSE. IT IS
WEATEER BEATEN AND IN NE®D OF P-INTING. THREE SIDES
OF THE HOUSE ARE SURROUNDED BY A PORCH. THE BOYS
ARE THROWING STONES AT EaCH OTHER. A TALL BONY MAN
WITH FADED OVERsLLS AND SHIRT WALKS THROUGH THE
GATE. HE P»SSCS THE BUYS, WHO SAY HELLC, BUT THE
MaN DOWSN'T ANSWER. HE WALKS RIGHT UP CN THE PORCH,
AS TF HE KNEW EXACTLY WHERE EE WAS GOING, AND WALKS
AROUND TO THE SIDE PORCH ViERE MR. THOMPSON IS
SITTING ON TEY STEPS, DAYDREs4MING, AS HE CHURS
BUTTER. THCMPSON IS CHEWING TOBACCO. THE MAN

TALKS WITH A SLIGHT SWEDISH{ ACCENT.)

HELTON
I need work.

THOMPSUN
What?

HELTON

You need a man here?
THOMPSUN

well, I reckon I do...yeh...what kind of work co ye do?



HELTON
Any kind
THONMPSCH
Guess I could..lost a courle of men a little ways
back....fight...no good to me.
(HELTCN DOESH'T SEFM TO FOCUS ON THOMPSCN)
Well, now you just sit down...
(HELTCN SITS DOWN ON THE BUTTOM STEP)
Strain my neck this way...No sir! Mr. Thompson
never's goin' to strain his neck talking to any
man. Isn't that right? Where you from?
HELTON
North Dakota
THOMPSON
North Dakota...you need work, huh?....Seems to
me that's kinda' far off.
HELTCN
I'm a good worker...I will work cheap.
THOMPSUN
(SPRINGING INTO ACTION)
Name's Thompson...}Mr. Royal Earle Thompson
HELTCN
Olaf Helton
THCMPSUN

Well, Helton, how much you fixin' to gouge outa me?



(HELTON IS LCOKING AS IF RIGET THROUCH THOMPSCN)

HELTON
I do good work. Get dollar a day.

THOMFSUN
Yeou fixin' to make a poor man out of me?
You ain't goint! to male money like that round
here.....What kinda work pays ye that?

HELTCHN
theatfields.....North Dakota

THCMPSCN
This ain't Dakota...we got a dairy farm here.
Wife likes cows and calves. She's sorta sickly...
so I humored her...Means I sorta have to do things
all by myself...with no hired hands.
(AS THQMPSUN IS TALKING, HELTON TAKES CUT A
HARMONICa FROM HIS SHIRT POCKET AND PLAYS A
RATHER SAD SONG. {IS IS THE "NOON WINE" THFIE.
THOMPSCN STOPS A SECOND AND THEN CONTINUTS.)
Got two boys...still too young to help...got to
wait some. Nol! can't pay you that....cause I
don't make that.....Wifets sorta sick today...
we plant a 1little feed, corn, got some pigs and
chicken...mcstly cows...you like cows?....
(HELTCN DOESN!'T ANSWFR)

I don't....now just speaking as cne man to



THCFPSUN (CONT'D)
another, there ain't money in it....No, Sir, can't
pay you that kind of money....Tell you what I'll
J0...g0t your own shed over there.
(KE POCINTS TO THE SHED ACROSS THE YaRD, BUT HELTON
DO’F,SN'T I0OK. HE JUST KEEPS PLAYING THE SAME TUNE
ON THE HARMONICA)
So I'1l give you seven dollars a month and you
get to eat on the same table with us folks....
Pretty good deal if I got to say so myself.

HELTON
I take it.

THCHMPSUN
You take it?.....Most folks don't seem to get
much music out of a harmonica...You do all right....
That's a deal then.....Better not let them boys of
mine git their hands on that harmonica...They might
it it sorta dirty.
(THERE IS AN IMMEDIATE REACTION ON THE- PART OF
HELTCN. HE PRESSES THE HARMONICA CLOSE TO HIS
BCDY AND QUICKLY PLACES IT IN HIS SHIRT POCKET.
HE BUTTONS THE FLAP)
You can't have nothin' on the place without them
little devils gettin' their dirty hands on it.
(HELTON IS LOCKING STRAIGHT AT THCMPSON NOW)

Arthur's....arthur's eight ané Herbert's five or six...
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THOMPSCH (CCNT'D)
But you gotta watch out for the older one...
Now, how about you takin! the churn for a while?
You know how to take care of butter?

HELTON
I know the butter business.

THOMPSCN
I'm goin' into town. Couldn't of before...lNo,
Sir...couldn't leave the place all week.
(THOMPSCN WALES UNTO THE PCRCH AND STARTS TOWARD
THE ‘FRONT OF THE HCUSE. HELTON TAKES CVER THE
CuURNING. )
Where'd you say you worked last?

HRLTCN
North Dakota

TrOMPSON
I guess you'll git used to it here.
(THOMPSUN STARTS AGATM, BUT STOPS SHORT)
You're a forriner, ain't ye?

HELTON
I am Swedish.

THOMPSON
Now, how about that!...You don't get to see many

Swedes around here.



HELTCN
That's all right.
THOVPSON
Seems to me, you're practically the first Swede
I ever laid cyes on.
HELTCN
(HE LOCKS STRAICHT AT TuCFPSCN)
That's all right.
(THE FARMFR HURRIEDLY WALES AROUND TO THE FROLT OF
THE. HOUSE; OPENS THE DOCR AND ENTERS THE LIVING
RCCM, MRS. THOMPSCN IS WORKING IN THE VITCHEN.
SHE IS A SMALL, FRAIL WCMAN AND IS VERY SENSITIVE.
TIE KITCnEN HAS TWO LARGE WINDO.S FROM WHICH HELTON
CAN EE SEEN CHURNING THE BUTTER. THE HIRED MAN'S
SHACK CaN ALSO BE SEXN ACRCSS THE YaRD. ONE OF TiE
WINDOWS IS CPEN., THOMPSON RUSHES TO HIS WIFE aliD
DRAGS HER GENTLY BY THE aRM INTO THE LIVING ROCM.)
THCMPSCN
Ellie, I just hired a new man...Swec€ee...
(ELLTE SITS DCWN ON THE COUCH SHOWING NO GREAT
REACTION)
«eee.fllie, he says he knows how to make butter.
ELLIE
That's good....I hope he can.....I wish my head

would stop aching so.



THCHPSUN
Real good deal....cnly seven dollars a monrth...
but he ests with us...Yes, Sir, you're husband's
a real businessman.
ELLTE
Guess..s0...have to set another place at dinner
table though...If only my head...
THOMPSCH
Now you just stop frettin'. I'm gcin! into town
to fetch us an order of groceries.
ELLIE
(KNCWING WrY HE IS GOING TO TO.N)
For what?
THCMPSCN
For groceries.
ELLIE
Now, you don't mean for somethin! to drink?
THOMPSUN
New a couple of drinks never hurt anybody...
Besides I gotta sce the town people now and then.
(HE WALES CUT AS MRS. THOMPSON YELLs AFTER HIM.)
ELLIE
Don't you linger, now,
(THE DOCR SIAIS)

Mr. Thompson!



74

THONMPSUN
Can't say I do.
HATCn
Used to have a cousin who settle down around here.
THCIMPSON
Don!t know the Hatches.
HATCr
Guess you know everybody around.
THOMPSON
Guess I do...)My Grampap immigrated here way back
in 1836.
HATCH
From Ireland, I reckon?
THOMPSON
Pennsyl\}ania...i-ﬂlat makes you think we come from
Ireland?
HATCH
Well, I come from Georgia myself, but what I
always say is, a feller's got to come from some-
where, ain't he?..
THOMTPSON
Guess SO..
(THOMPSON STANDS UP)
esol don't want to hurry you, but if you've come
to see me on business maybe we'de better get cdown

to it.
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(BLLIE GCES BACK INTO THE KITCHEN STRAIGHTENING
UP A FFw THINIGS. SHE PUTS AWAY SOME POTS AND PalN3
AND GEIXRALLY TIDIES UP. SHEE CCQES BACK INTO TIE
LIVING ROOM AND LaYS DCUJN ON THE COUCH. AFTER A
SHORT TIME SHE FaLLS ASLEEP.)
(ELLIE WAKES UP TO HEiR THE SOUND OF A HARMONICA.
IT IS THE "NOON WINE"™ THEI®. SHE LIES THERE WHEN
SUDDENLY TilE MUSIC STOPS. ELLIE GETS UP AND WALKS
INTO THE KITC:HEN; LCOKS OUT OF THE WINDCWS AND SEES
HELTON FURICUSLY SHaKING FIRST ARTHUR AND THEN
HERBERT. HELTON LETS THEM GO AND THE BOYS RUN
SILENTLY TOWARDS TIIE PORCH. MRS. THOPSON HESITATES
A MOMENT AND OPTN> THE DOOR. SHE IS BLINDED A
SECOND, STNCE SIE HAS FORGOTTE!N HER SUNGLASSES.
SIIE SIADES IR EYES AND WALKS CUT ON TiHE PCRCH
WHERE THE TWO BOYS SIT STReNGELY QUIET.)

/ ELLIE
that are you boys up to now?....Now you answer your
mamma wnen she asks you somethin'...What have you
boys been up to?

HERBERT

Nothin!
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ELLIE
arthur?...Stop piclin' your nosc!

ARTHUR
We ain't done nothin!

ELLTR
Jothint', huh...we'll soon fix that...you boys
better do somethin! rignt away.
(SHE MOVES TCWARD THE DOOR, GESTURING FCR THE BOYS
TO GO IN AHEAD OF HER)
Come on...Herbert.'..Arthur! Guess I'1ll have to
put you to work.
(THE BOY3 SCAMPER INTO THE HOUSE, FOLLOWED BY ELLIE.)
FADE CUT:
FADE TN
(TIE DOCR OPTNS AND MR. TIOMFSON ENTERS THE LIVING
ROQOM. )

ELLIE
It's about time, Mr. Thompson.
(THOMNPSON STRAIGHTENS HIMSELF UP AND WaLKS UP TO
ELLIE AND PINCHES HER CiaFEK)

THOMPSON
No more meat on ye than a rabbit...Now I like 'em
cornfed.

ELLIE

You lmow, somctimes I think you're the evilest-



ELLIE (CONT'D)
minded man that ever lived.....how many of them
evil drinks did you have?
THOMPSGN
Now Ellie, you just stop it...had a couple of
drinks with the citizens....Gotta let 'em know
we're a kickin'.
(ELLIE SUDDENLY TURINS HER BACK TO HER HUSBAND AND
LOOKS OUT CF THE FKITCuEN WINDCW)
ELLI®
Mr., Thormpson?
THOMPSUN
What the matter now?...Your head hurtin' again?
ELLI®
MossolssWell, I want you to find out what was the
matter this afternoon.
THOIPSON
How's that?
ELLIE
The new man and the boys....Think they had a sort
of a run-in today...le was shaldn' 'em, and shakin?
end shakin'...You just better see what the matter is.
THOMPSCN

It's probably them boys.
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ELLIE
You get out there and find out...
THOLMPSON
Them boys are born in trouble...
(HE STARTS OUT)
«+.Think we were raising! a bunch of heathens!
(THCIPSUN EXITS AND ELLIE WiLES OVER Tu THE KITCHRN
WIIDOWS, CPMIS OWE OF THEM AND CALLS THE BCYS.)
ELLTE
Arthur!l...Herbert!! ...Get in herell
(SHE STARTS SETTING THE TABLE AND TuE BUYS COME

RUNNING INTO THE HOUSE.)

HERBERT
C-u-d-e d-a-a

ARTHUR
D-0o-0-t-t-s- g-u-4

(THEY LaUGH IN DELIGHT AT THEIR NEW GAIE)

ELLIE
Stop that silly game and let!s wash up for sucrper.
(THE BOYS RUN TO A PAN OF WATER IN T.E SINK. THEY
SPLASH WATER CN THEIR HANDS AND FACES, BUT THEY
STILL PL.Y THEIR GAME.)

HERBERT
Arthur's a S-w-e-c-d-e, Arthur's a S-w-e-e-d-e

(IMRBORT QUANTS THIS AS ARTHUR ALSQ CuANTS)
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ARTI[UR
C-u-i-e-d-a-a...G-u-d-e~-d-a-a

ELLIA
Get those ears clean too...And stop that singin'!
eesdit ain't nice....Stop it!
(THE BOYS STOP PLAYING AND WIPE THEIR HAIIDS ON
THEIR PANTS)

ELLIE
Use that towel!...And don't dirty it all up.
(*R. THOMPSON WALKS I, HE DOESN'T NOTICE THE BOYS
RIGHT AVAY. FLLIE WALKS TIITC THE LIVING ROOM.
THE BOYS ARE VERY QUIET.)

THCMPSUN
He says them boys been foolin' with his harmonicas..
You lmow what them boys did, Ellie?...Them boys
smuclk into Mr. Helton's shacl: and blowed into his
harmonicas...They got 'em dirty and all full of
spit.

ELLIA
Did he say all that?

THCMPSON
That's what he meant, anyhow...lc was kinda worked
up about it.

ELLTE
Yelve just got to tell 'em to stay out of that

nan's shacic.
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(THOIPSUN NOTICES THE BOYS HUDDL<D IN THE XITCHE)
THOIMPSUN
Yes, Sir...I'11 tan their hides for tnem.
(ME WALYS TNTO THE KITCHEN...THE BOYS TRY TO BiCK
UP, BUT FIiD TIEMSTIVES AGATIST THE WALL.)
Just plain ipgnorarmusss...Youlre both goin' to get
sent to school next year...How will you like that?
HERBERT
Ttn goin' to git sent to the 'formatory when I'm
old 'noush.
| THOMPS UGN
ﬁho tells you that?!
HERBERT
The Sunday School Teacher.
THQIPSOH
Ellie! get me the calf rope...I'1ll] break every bone
in tem.
ELLTE
I think you better leave the whippin' to me...
You haven't got a light enough hand for children.
THCIMPSCH
Love taps aren't goin' to help them. My dad...
he'd hit me with anythin' around...Just depends

on what'!s the nearest.
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ELLTE
They're gocd boys...You just wait and see...
They're good boys...You can depend on 'em.
THCIPSON
They better stop being so bull-headed and mind you.
ELLTE
Now, boys, I want you to call Mr. Helton for
supper and you be gentlemen about it.
(THE BUYS RUN QUT TO THE PORCH)
THOMPSUN
(QUTTERIVG)
Them boysl!...I don't know!
' ARTHUR AI'D HERBERT
(OFF FRAVE)
Say, I'r. Helton, you big Swedell...Supper's ready!
Suvper'!s realyl
THOMP30W
Them boys 'ill be the ruin of me yet!l!
ELLIH
They won't ruin anyone...Now stop that kind of talk
No, Mr. Thompson, if anyone's goin' to ruin you,
it micht be some stranger...it might be that evil
drinkin'...it's not them boys. I know that!...

might even be that man outsiie.
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(THOMPSON LOOYS AT HI3 WIFE)

FiDE_OUT

T OF 4CT I

ACT 1T
(IT IS NINE YEsRS LATER. THIS IS SUPERIMPOSED ON
SCREEN. TIE FAMILY HAS JUST FIWISHED LUNCH. TIE
BOYS AND HELTON HAVE LEFT THE DINNER TABLE AND
ELLIEZ HAS BEGUN TO CLEAR THE TABLE. MR. THOMPSON
RELAX”S IN HIS CHAIR.)
THOMPSUN
Those boys are growing up...
ELLIE
Tletre growing old.
THOIPSCN
Cuess everybody does....You know, we'lre doin' all
right.
(THE SOUND OF THE HARMONICA TIHEME IS HEARD)
The farm's looliin'! better everyday...You see, Ellie,
your husband's done all right for himself...Yes, Sir!
ELLIT
(AL}MCST TO HFRSELF)

Nine vears..
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THOITPSON
What's that?

ELLTE
Just thinl:sin?

THOITPS0N
About what?

ELLIE

You know its nine years since Mr. Helton came to
US...ine years!

THOITPSCH
Seems to me that's a long time...A real long time...
Bovs are growm...Lots of change....BEllie, I bet
you couldn't recognize the farm. I've done pretty
well, Your husband's an important man. Wwhy only
the other day the preacher asked me to become a
member of the council...Imagine that!

ELLIT
You can't bz on that council.

THOMPSON
that?!

ELLIE
How will it look when iMr. Helton don't attend
church. T asked him once and he was just downright

uncivil,
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THCITPSCH
You should have let him alone. The way I look at
it, his religion is his own business...Why bother
about his business? He's done cood work on the
farm...More milk, bigrer hogs..You lmow welre
savin' some money...why..Ellie that man's worth his
w2icrht in gold.

ELLI%®
I know, but he just can't seem to behave 1lilre other
peovle.

THOMPSCN
Scme people are funny in their ways.

LLITZ

You'd think he had a grudge acainst the whole world
«+ol don't know wnat to maize of it...Mr. Thompson...
Did you ever think about the moncy you pay him?...

What's he do with it?

It don't matter.
ELLIE
I just wonder..I don*t hold nothin' against him...
Hardly ever gets to town, exzcept for marketing...
What's he doin' with all that money he's main?
THCHMPSUN
I don't know, I don't care...Why don't you ask

Mr. Helton yourself?
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ELLIE
Ash him?...Mr. Thompson, I'm not denying he's a
cood worler...but as for tallking...just plain
social life...wcll, he's just not human.
THOIMPSON
Hush now, Ellie...You're always talking.
(ARTHUR AND HERBERT RUSH INTO THE ROOM)
HERBERT
Hey Pop, can we take the rig into town?
THCIMPSON
that for?
HEIBERT
Need some more wood for the new corn crib.
THOMPSON
Well, I don't know...
ARTHUR
Mr. Helton wants some more feed.
THOIPSCH
Well, I guess it'll be all right then.
(THE BCYS RUSH OUT AND ELLIE SIIOUTS AFTER TIIM)
ELLTE
You boys be careful now...Don't get into any kind
of troubl=s!
(SHE TURNS AWAY FROM THE DOCR AND LOOKS AT HER

HUSBAND)
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ELLIE (CONT'D)
VWelre gettin'! old....Them boys are really helpin!
you out now, ain't thoy?

THCIPSON
Welve got a couple of good boys....Seems to me,
they must have been born that way.
(4 SMILE CROS3HS ELLIE'S FaCE aS SHE WALKS INTO
THE XITCHEN)
I'11 be sittin! on the porch.
(THCMPSCON WALLS OUT ON THE PORCH AND STANDS LOCKING
OuT. . HE SITS DOWN ON HIS RCCKING CmaIR. THS SOUND
CF A TEa! AND WAGON IS HzARD IN THE DISTANCE.
THCMPSCN LOOIS CUT TO SEE WiO IT IS. THE WAGON
COT®S TO A HALT IN FRONT COF THE YARD. A MaN CQMES
THROUGH THE GATE AND WALKS THROUGH ThE GATE AND
WALYS UP TO THE PORCH STEPs. HIS CLOTHES DU NOT
FIT HIM AND HE GIVES THE APPFARANCE CF HAVING ONCE
BEEN FAT. HE TAKES OFF HIs HAT, TAKES OUT A DIRTY
BANDANA TO WIPE HIS FACE.)

HATCH
Thompson? Royal Earie Thompson?

THCMPSON
That!s me...What can I do for ye?

HATCH
It's what I'm gonna do for you...Yeah, I'm goin!

-0 buy that horse of yours.
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THOMPSUN
I reckon you're in the wrong place...Don't have
a horse for sale.
HATCh
Now that's too bad.
- THOMPSCH
Usually if I've got anythin! for sale I tell the
neighbors and tack up a little sign on the gate.
HATCH
(UMVATURAL LAUGH)
Ha..Ha...Ha...
T:i0MPSOW

I don't see anythin! funny.

Cld joke of mine..ha...ha...
(STILL LiUGHING)
«eo1've noticed that when a feller says he's come
to buy somethin! nobody takes him for a suspicious
character.

THCIMPSON
I'n never suspicious of any man..Seems to me that
any man's the same, as long as he don't do anythint
funny.

HATCit

That what I always say, when a man's actin! funny...
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HATCH (CONT'D)
Better watch out...He ain't up to no good.
(HATCH'S MQOD BECO®S SERIOUS)
I ain't came to bargain about anytlhin'...Got
somethin' to talk to you about...It won't cost
you a cent.

THOMP3ON
I guess that's cheap enouch
(iE GETS UP)
Let's ro 'round to the shade....
(THIS IS TH= SIDE AWAY FROM THE XITC:uEN AND TIE
HIRZD MAN'S SHACK)
It's kind of hot out in the sun.
(BOTH MEN WALK TO THE SIDE OF THE HOUSE, NEAR THE
WOOD PILKE. NIAR THE WOOD PILE 4RE TWu LARGE STUMPS.
TIIOMPSON PULLS OUT AN aX¥ BURIED IN Oi% OF Tu®
STUMPS &ND LAYS IT DOWN ON THE GROUND.)

THCMPSUN
Might as well sit down here.
(THCMPSUN MOTIONS HATCH TO SIT DOWN, BUT INSTE4D
THOMPSUN FINDS HIMSTLF SITTING AND HATCi PACES UP
AIID DOUN TALXING.)

HATCu
ilame's Homer T. Hatch...america's my country...

I guess you Iknow the nane.



HATCH
Now, I'm lool:in' for a man named Helton,
Mr. Olaf Eric Heclton...Comes from North Dakota...
(THCIPSUN SITS DOUN)
I was told up around the country a ways that I
might find him here...

THOMPSON
He's...

HATCH
(INTERRUPTING)
I wouldn't mind, havin' a little talk with him...
No, Siree, I wouldn't mind, if it's all the same
to you.

THOITPS LT
(RELUCTANT)
Didn't know his middle name...Mr. Helton's been
here for nine years, but he's a mighty steady man,
and you can tell anybody I said so.

HATCn
I'm glad to hear that...Like to hear of a feller
mendin' his ways and settlin' down.

THOMPSGCH
Mendin' what ways?

HATCH

Now when I knew Helton he was pretty wild, yes, sir,
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HATCH (CONT'D)
wild he was, he didn't know his own mind at all...
Well, now, it's goin' to be a great pleasure to
meet uo with an old friend and find him all settled
down and doing well by hisself.
THCPSON
If you want to speak to Mr. Helton, I'1ll go and
round him up.
HATCH
There ain't no special hurry...I've been waitin!
a long time...A couple of minutes ain't gonna make
much difference.
THOMMPSON
Well, he's the kind of man who don't dawdle...
Likes to get any business over with right quick like.
(THE SOUND CF THE HARMONICA THZIE IS HEARD)
That's him now.
(HATCH LISTENS A MOMENT)
HATCH
Know that tune like I know the palm of my own hand.
THOMPSON
I never heard Mr. Helton say what it was.
HATCH
That's a kind of Scaﬁdahoovian song. Where I come

from they sing it a lot...In North Dakota. It says
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HATCH (CCHT'D)
somethin' about startin! out in the morning
feeling so good you can't harcly stand it, so you
drink up all your likker before noon. All the
likker, y' understand, that you was savin' for
the noon lgy-off. The words ain't much, but it's
a pretty tune. It's kind of a drinkin' song.

THOMPSCH
(SE=MING ON THE DEFENSIVE)
He ain't touched a drop since he's becen on the
place, and that's nine years this comin'! September.
Yes, sir, nine years...So far as I know, he ain't
wetted his whistle once. 4and that's more than
I can sgy for mysclf.

HATCH
A drink's good for a man, now and then.
(HARMONICA THEME INCREASES)

THCMPSUN
lie's been playin' it off and on for nine years
right here on the place...

HATCH
And he was certainly singin' it well, fifteen
years before that, in North Dakota when he was in

the asylum...
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THOMPSCN
What you say?...What asylum?

HATCH
Shucls, I didn't mean to tell you...Shucks, that
just happened to slip out.

THOMPSON
You mean he was--

HATCH
Funny, now I'd made up my mind I wouldn't say a
word, because it would just make a lot of excitem-rt,
and what I say is, if a man has lived harmless and
cuiet for nine years it don't matter if he is lcony.
Does it? 35 Torg's he lkeeps quiet and don't co
nobody harm

THOMPSOLY
Did they have him in a straitjacket?...In the
lunatic asylum?

HATCH
They sure did. That's right where they had him,
from time to time.

THCHPSCH
They put my Aunt Ida in one cf them things in the
state asylum.

HATCH

I just don't like to hear about crazy people.



79

THO#PSCIZ
She got vi'lent, and they put her in one of these
Jackets with long sleeves and sunt Iia got so wild
she brolze a blood vessel and when they went to
look after her she was deai.

HATCH
Now that's too bad.

TiCHMPSUN
I'd think one of them things was dangerous.

HATCH
Mr. Helten used to sing his drinlidin! song when he
was in a straitjacliet...lothin! ever bothcred him,
e:cept if you tried to make him talk. That bothered
him and he'd get vi'lent, and they'd put him in
the jacket. They'd put him in the jaclket and go
off and leave him, and he'!s lay there singin' his
song. Then one night he disappeared. Nobody ever
saw hide or hair of him again...And then I come
along and find him here, all settled down and
playin! the same song.

THOMPSCN
He never acted crazy to me...

HATCH

Can't ever tell about those people.
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THOMPSCN
He alwars acted like a sensible man, to me. He
never got married, for one thing, and he'works like
a horse. And I bet he's got the first cent I paid
him when he landed here, and he don't drink, and
he never says a word, much less swear, and he con't
vaste time runnin' eround Saturdey nights, ana if
he's crazy, why, I thinlc I'11 go crazy myself for
a change.
HATCH |
Haw, ha...heh, he, that's good! Ha...heh, he, I
hadn't thought of it Jjes!' like that. Yeah, that's
right! Let's all go crazy and get rid of our
wives and save our money, hey?
THOMPSON
(4NNCYFD)
My wife's a mighty reasonable woman, but I wouldn't
answer for what she'd say or do if she found out
we'd had a lunatic on the place all this time.
HATCH
Yer! wife sounds like a purty reasonable woman...
(TwOMPSCN SILFNTLY TAXES OUT A PLUG OF TOBACCO
AND CUTS HIMSELF A CHZW WITH HIS POCIET MIFR)
THCHPSON

You want a chew?



[@e]
t—

(HATCH TA¥ES A LOUK AT THCUPSCN'S PLUG)
HATCH
Naw, I like my leaf dry...Don't go for any of that
sweet stuflf.
(HATCH TAI¥S OUT HIS CWil TCRBACCO AND CUTS HIISELF
A PLUG WITH A LARGE BOVWIE INIrE. POSSIBLE CLCSE-UP
ON INIFE)
THOMPSCN
A 1little sweetenin' don't do no harm, so far I'm
concerned, but its got to be might little.
HATCH
llot for me.
THCMPSCN
But with me, now, I want a strong leaf...I want
it heavy-cured.
HATCH
Well, I always say, one man's meat is another man's
roison...Now you see, such a chew would simply gar
me...I coulcén't begin to put it in my mouth.
THOMPSON
lVhen I say heavy-cured, I don't mean too much..
HATCH
I like a dry natural chew without any artifical
flavorint cf any kind.
TrHOMPSCN

Guess each man rot his...
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HATCH
Artificial flavorin! is Jjes! put in t’o cover up a
cheap leaf and make a man think he's gettin'! more
than he gettin'...You can mark my words.

THOMPSUN
Always paid a fair price for my plug...I'm not a
rich man and I don't go round settih' myself up
for one, but I'1ll say this, when it comes to such
things as tobacco, I buy the best on the market.

HATCif
Sweetenin'! even a little is a sign of...

THOMPSCHN
(DP4TIENT)
About this Mr. Helton now...
(THOMPSCN STANDS UP, 4S IF TO GAIN STRENGTH)
I don't see no reason to hold it against a man
because he went loony once or twice in his life-
time...

HATCH
You're perfectly right, there.

TiiC¥PSON
So I don't expect to take no step about it. Not a
step. I've got nothin' against the man, he's always
treated me fair. You know, there's things and

people 'nough to drive any man loony. The wonder
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THCXPSON (CONT'D)
to me is, more men don't wind up in straitjackets,
the woy things are goin' these dayrs.

HATCH
That'!s right, you tool the words right out of my
mouth...I always say there ain't every man in a
straitjacket that ought to be there...Haw, ha...
ha...You're right, all risht...I know you got the
idea.
(THOMPSON IS BAFFLED allD JUST SIT THERE. HE LOOXS
AROUXD, HIS EYES HITTING THE GROUND alD NOTICTIG
THE iXE.)

HATCH
And they's some people, would Jjus' as soon have a
loonatic around the house as not, they can't see
no difference between them and anybody else.
I always say, if that's the way a man feels, don't
care who he associates with, why...why that'!s his
business, not mine. I don't wantta have a thing
to do with it. Now baclt home in North Dakota, we
don't feel that way. I'd like to a seen anybody
hiring a loonatic there, especially after what he
done.

TIHCMPSON

Ain't Georgia your home?



HATCH
Got a married sister in North Dakota...liarried a
Swede, but a pretty good man...Got into a little

business uo around there.

THOMPSCN
What did he do?

HATCH
Who?

THCIPSON
r. Helton!

HATCH

Ch, nothin' to speai: of...
THCMPSCIT
I'm askin' ye...What he do?
HATCH
tJus! went loony one day in the hayfield and shoved
a pitchfork right scuare throush his brother.
THCMPSCN
His brother?!!
HATCU
They was goin! to execute him, but they found out
he had went crazy with the hecat, so they put him
in the asylum. That's all he done. UNothin! to
get lathered up about, haw...ha..ha.

(HATCH CUTS HIMSELF ANOTHER PLUG CF TCBACCC)
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THCPSON
I didn't know he did that.
HATCu
Right souare through his brother.
THOMPSCN
Scomethin?! rust have drove him to it...Seems to me
some men mal:e you feel like givin! 'em a good
killin' just by looiin! 2t 'em...I'11 tell you...
His brother must have been a mean ornery cuss.
HuTCh
Brother was goin' to get married...used to go
courtin! his girl nights, so he borrowed Mr. Helton's
harrionica to give her a serenade one evenin' and
lost it....Brand new harmonica.
THCMPSCN
He thinks a heap of his harmonicas...Only money
he ever spends is to buy ncw ones.
HATCa
Brother wouldn't buy him a new one so Helton just
ups, as I says, and runs his pitchfork throuch his
brother. MNow you lnow he musta been crazy to get
all worked up cver a little thing like that.
THCHPSQ
Soundslike it.

(SOUND CF TuE EARIIONICs: THEME INCREASES)
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HEATCH
Seemns to me you'd get pretty sick of hearin! the
same tune year in, year out.
THOMPSCN
Well, sometimes I think it wouldn't do no harm
if he learned a new one, but he don't. It's a
pretty good tune, though...
HATCn
Yow, this Mr. Helton here, like I tell you, he's a
dangecrous escaped loonatic. MNow, fact is, in the
last twelve years or so I musta rounced up twenty-
odd escaped loonatics, becsides a couple of escaped
convicts tnat I just run into by accident.
THOIPSLN
That's your business?
HATCH
I don't make a business of it, but if there's a
rcward and there usually is, I get it.
(HATCH CATC:ES EII'STLF)
Fact is, I'm for law and orcer, I don't like to
see lawbreakers and loonatics at large. It just
ain't the place for them. Now I reckon you're
bound to arrece with me on that, ain't that right?
TIICIPSOH
Now, what I know of MNr. Helton, he ain't cangerous...

As I told you...
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HATCL
(3CVES ITIACTIGLY CIOSE)
The law is solidly behind me...Now this Mr. Helton
he's been one of my toughest cases. ¥hy I'11 tcll
you, he's kept my record from being practically
one hundred percent.

TIOIPSCN
How come you come here to look?

HATCH
Well, sir, he was gone slick as a whistle, for all
we kncw the man was as good as dead long while
aro, but d'you know what he did?
(10 ANSWER)
Well, sir, about two weeks ago his old mother gets
a letter from him, and what do you reckon shp
found?

THO! 'PSON
Don't know.

HATCi
Check for eight hundred and fifty dollars; the
letter wasn't nothin' much, just said he was sendin!
her a few little savings. She might neced somethin?
«+.Name, postmark, date, everythin'...Mr. Helton
said he was gettin' along all right, and for her

not to tell anybody.



THCIPSUN
Cuess she did.

HATCH
Well, ratchally, she couldn't keep it to herself,
with that check to cash and everythin'. So that's
how I come to know...You coulca lnocked me cown
with a feather.
(HATCi CHUCKLES TO HI'SELF. THOMPSCN TRIES TO
CQUITROL HII'SELF)

THCMPSCN
Must of been a surprise all right.

HATCI
Well, sirce, the more I got to thinkin' about it,
the more I just come to the conclusion that It'<
better look into the matter a little, and so I
talked to the old woman. She's pretty ncar decad
now, half blind and all, but she was all for takin!
the first train out and goin'! to see her son. I
put it up to her scuare--how she was too feeble for
the trip, and all. So, just as a favor to her, I
told her for my expenscs I'd come down and see
Mr. Helton and bring her back all the news about
him. She gave me a new shirt she made herself by
hand, and a big Swedish kind of czke to bring to

him, but I rusta mislaid them along the road



HATG (CONTtD)
scmevhere. It don't reely matter, though, he
prob!ly ain't in any state of mind to appreciate
fem.
(TECHPSUN IS SHOCIED)

THOMPSCN
What are you aimin' to do?
(HATCH FEELS T.E BACK OF HIS P.NTS FPOCKET)

HATCH
Well, I come all prepared for a little scuffle...
I got handcuffs... |

THOMPSCN
Handcuffs?11

HATCH
But I don't want no violence if I can help it...
You can sce, I didn't want to sgy nothin' around
the countryside, mawxin! an uproar...l figured the
two of us could overpowzr him.
(MATCH TAIES OUT THE HANDCUFES)

THOMPSON
(SLCWLY LCCSING HIS TEZPIR)
I think you've got a misht sorry job on hand, you
sure must be hard up for something! to do.
(IE STANDS UP)
Now, scems to me, I should give a little piece of

advice.
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HATCH
I dont't need--

THOMPSCN
You just drop the idea that you're goin' to come
here and make trouble for lr. Helton, and the
ouicker you drive that rig away from my front gate
the better I'1]l be satisfied.
(HATCH PUTS ONE HANDCUFF IN HIS CUTSIDE POCIET.
THE OTHER DANGLES OUT AID HE SITS DCwN CALILY.)

HATCH
Now listen just a minutz, it ain't reasonable to
suppose that a man lil:e yourself is goin' to stand
in the way of gettin' an escaped loonatic back to
the asylum where he belengs.

THOIPSCHl
He con't bzlong in Ao Jocnatic asylum!l

HATCH
Now I know it's enough to throw you off, comin!
sudden like this, but fact is I counted on your
being a respectable man and helpin! me out to sce
that justice is done.

THOMPSON
I don't see no justicel!

HATCi

MNow a course, if you won't help, I'1] have to lool:



HATCH (CCNT'D)
around for help somewheres else. It won't look
very good to your neirhbors that you was harborint
an escaped loonatic, who killed his own brother,
and then you refused to give 'im up...Yes, sir,
it!'11 look misht funny.

THCMPSON
But I've been tryin' to tell you all along that the
man ain't loony now. He's been perfectly harmless
for nine years. He"s..."-‘-‘lhy....IIe's becen like one
of the family.
(THOMPSCN MOVES TO.JARD HATCH, BUT HATCH STANDS
AND THOMPSON FINDS HIMSELF RETREATING)

THOITPSCXN
You're crazy} You're the crazy one round herel...
You're crazier than he ever was!
(STILL RCTREATING)
You get off this place or I'll turn you over to
the law!...Gct out of here before I lmock you down!!
(HaTCr STEPS BACK)

HATCH
Try it, try it..go theadll
(HATCH PULLS OUT HIS BOWIE FNIFE. ALL CF A SUDDEN
HELTON COMES AROUND TIE CORNER ON THE RUN. HELTON

CCMFS IN BRTWESN TIE TWO M , HIS FISTS DOUBL=D-UP.
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HELTCN STOPS SHORT AND THEN HATCH DRIVES AT KT,
KNIFE IN HAND, HANDCUXF IN TIE OTHER. HATCH
PLUNGES THE MQIFE AT HELTON'S STCHACH.)
THOMPSUN
Notl
(THCMPSCN SEIZES THE NEARBY AXE AND BRINGS IT DOWN
CN HATCH'S HE:D. THOMPSO!N SEES HATCH CRUMBLE TO
THE GROUIMND 4ND HE TURIIS AWAY FRQM THE BCDY. HE
STARES AT THE AXE WilICs HE STILL HAS IN KIS HANDS.
HELTGN IS NCT SEEN.)
THOMPSON
Ellietl...Elliel!
(THCMPSON STARES AT THE BODY AS ELLIE RUNS AROUND
THE SIDE OF THE PORCH)
THOMPSUN
He killed Mr. Heltonl...I had to knock him out!..
I had to lmock him out!
(ELLIE LCCKS CUT AND SE™S HELTON RUNNING AWAY)
ELLIE
That's Helton runnin' in the fieldl
(THCIMPSON STARES TOWARD TIE FIELD I AFAZIIIEIT.
ELLTZ RUNS DO:N FROM THE PCRCH, LOCKS AT THE BODY
CF HATCH AIND FAINTS. THCMPSCN STANDS LIKE AN AUTOMATON
AMD STILL HOLDS THE #XE IN HIS HaMDS.)
FADE QUT

ND OF ACT IT




ACT ITT
(THE SCEWE IS THE OFFICE OF TiifE LAWYER. THE OFFICE
IS CNF ROCM WITH A DESK. BOCHKS AND PAPERS ART
SCATTERED ALL OVFR TIE DESK. BURLEIGH IS SITTING
ON A SWIVEL CHATR, HIS BACK TO THE CFFICE. KE IS
LOCKTIIG CUT COF THE WINDOW. HIS FZZT ARE ON THE
WINDOJ SILL. THERE IS A KNOCK AT THE DOCR.
BURLEIGH TURIS AROUND.)

BURLEIGH
Just a secondl
(HE FIXES HIS TIT AND STRAIGHTENS UP HIS DESK.
THERE IS AWOTIHER KNOCK OM THE DOCR.)

BURLEIGH
Core in!
(THOMPSON WALKS IN AND THE LAWYZR'S FACE CuANGES
FROM EAGER EXPRCTATION TO IMPATIENCE. THE LAWYER
HAS STOOD UP, BUT SITS DO.N WIEN HE SEES WHO IT IS.)

THOMPSLN |
Mr. Burleigh, I just wanted...

BURL»IGH
Mr. Thompson, I'm a busy man...Now why don't you
Just come some other time.-

THOIPSON

I thought you might give me a couple of minutes.
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BURLDIGH
Now, Mr. Thompson, you're a reasorable man--

THCMPSUN
I hate botherin' you again, but it seems to me
there's a couple of things I should of told you.

BURLEICH
No, you'lve said everything...low you just take it
easy for a while...seceing that You're acquitted
now. You relax. Stop back and sce me in a couple
of weeks.

THOMPSON
Can't do that...I got to see you now...Got to let
you know some things.

BURLEIGH
Yhat cdo you want me to do now?

THCIPSON
Nothin'...I just want you to listen. You're a
gentleman.. A man's got the right to discuss
matters with another man. Now you gotta !mow all
these things.

BURLEIGH
A11 right, Thompson, but méke it short. I'm
expecting a client.

THOIMPSCN

Now this Hatch fella...I forgot to tell you what



THOMPSQY (COUTD)
a bad person he was...If I've seen an eviler man...
I would have noticed. Ellic's always sayin' how
I can judge people...Can tell you risht away, ae
was nean. He con't lool you right square in the
face. You know why?

BURLEIGH
Thompson--

THCMPSUN
Cause he had the devil in 'im. I know richt away
he wasn't up to no good...why should of scen 'im,
walkin'! snealyv-eycd and prctending he was gonna
buy a horsc...Playin' round with that knife...I tell
you I"'r. Helton di<n't have a chance...not a chance...
all that blood an' everthin',...Hatch made a pass
at IM'r. Helton with the lmife...I saw the Imife
plunge unto...

BURLETG]
(INTERRUPTING)
Hatch didn't i1l Helton!

THQAMPSUN
(SHCUTING)
He didl!...lle didl

BURLEIGH

There wasn't a knife wound on him.
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THOMNPSCN
Helton's deaci!!
BURLEIGH
(IRRITATED)
Yes, he's dead!, but Hatch cicn't do it...Your
man, Helton, <died of wounds suffered in his capture
by the sheriff....Thorpson, once and for all, get
this straight; there wasn't a knife wound on him.
THCMPSCN
I tried to helo..tried to save Mr. Helton...didn't
have a chance...I always say, you can tell by a
man's eyes what he's plannin' to do.. Like I tell
you I'm a pretty good judee of peorle...Like I
lmew right away you was all right...jus'! seein!
you walk. Yes, sir...Jatch was bad, real bad...
BURLEIGH
All right, Hatch was bad. Are you finished?
What do you want? It was an open and shut case
if T ever had one...self cdefense and trespassing...
You're accuitted, free, you're--
THOTPSCN
(INTZRRUPTING)
It ain't trespassinil..It aint't self defensel...
I was trying to save Mr. Illelton. He shouldn't

have done that to r. Helton, Mr. Hclton dicn't
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THCMPSCY (CONTID)
have a chance...Didnt't do noboly harm. Why you
should have seen that man work..Let me tell you...-=
BURLEIGH
Thompsonl!
TICTPSON
« . .He worked real..--
BURLZIGH .
Thompson!!
THCHMPSON
...He was a goodeeeee
(THOIPSCI STOPS)
BURLEICI
Youlre accuitted!...you hear?...You're acquitted!
veeel cant't co any morel!...ow you can sce I'm a
busy man...Coodiay, 1. Thomnsonl
(BURLEIGH SITS DO.M AND STARTS SIFTING THROUG
SAT ParTR3)
THCXPSUI
Why didn't you let me talk?...Wwhy didn't you let
me say what I had to say?
BURLISIGH
(10T LOOKING UP)

You're not in jail.



THOMPSON
I could just as well be...I don't want people
looliin! at me with their cyes sayint'!, you're a
Iiller, you're a rurderer...I didn't mean anybody
harm...I tried to help...

BURLEIGH
(HCT LCCKING UP)
Youtve killed a man...You've been acquittsd...
Gooccay, Thompson.

TLOIPSON
You don't believe me, do you?

BURLETGH
(LLOKIKG UP)
Good day, Thompson!
(BURLEIGH SWINGS AROUND ON HIS SWIVEL CHAIR, TURNS
HIS BACK TO THOMPSUN.)

THONPSON
You'rs not...
(THOMPSON TURNS AND VERY SLCWLY AND DEJECTTZDLY WALLS
OUT OF THE COFFICE. EE DOESH!'T BOTHER TC CLOSE THE
DCCR BEHIND IIM.)
TiDE_OUT
(TIE SCEIE IS THE F:0:T OF & BROILN DO. OLD FAR

HOUSE. THE Y.RrD IS »IRTY, STRIWN WITH GARBAGE £1D
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WEEDS. A LITTLE BCY, RATHER DIRTY AND BAREIMOCTED,
L7Ns AGATHST THE FENCE., HE IS PL.YTNG A Ga’E DY
RUNITVG ALONG THE FENCE AND BANGING A STICK AGATNST
THg POSTS. TIE SCUMD OF A HORSE AND CARRIACE IS
HEARD AND ATTRACTS THE BOY'S ATTZHTICH. THE
CARRIAGE COiLS TO A HALT BEFORE THE HOUSE. 1IR. AND
TRS. THCGMPSOW WALK UP TOWADS THE GATE. THE BOY
RECOGNIZ®S THER{ AID TURIS RUMIIVG TC.ARD TiE HOUSZ.)
BOY
Mormer, Popper, comc out hyah. That man that kilt
Mr. Hatch has come ter see yerl
(BY THIS TIME THE THOMPSONS ARE WALIIMNG UP THE OVER-
GROWN P.TH AND THOMPSON STIFFZENS, STOPS SUDDENLY
AND THSN STARTS AGATN.)
THRPSON
Like to see yer folis, boy.
(A SIOPPY-LCOKING COUPLZ COIE OUT OF THTE HOUSE.
THE MAN WALKS DQWI] THE STEPS AlD THE WOIAN LIANS
AGATNST THE DOCR. SHE STARES AT MRS. THOMPSU.
TIE BOY SITS DO ON THZ BOTTGM OF THE STEPS.)
Tolks been talkin'! as you've been visitin'...
Sort of been evpectin' ye.
(THOMPSON SHUFTLES HIS FEWT, LOCKS DOYN AT TIE

GI0UID)
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THCIHPSCH
Well, as I reclon you happen to know, I've had
som2 strange troubles lately, and, as the feller
says, it's not the kind of trouble that happens
to a man everyday in the year, and there'!s some-
things I don't want no misunderstandin' about in
the neighbor's mind, so.. Well I ...
(THCHMPSCN DODSH'T KHOW WuAT TO SAY IEXT. TIE
COUPLE JUST STARE AT THOMPSON AND A SLIGHT SMILE
CROSSES THE FARVERS EYES AS HE IO0XS AT HIS WIFS.
SHE RETURNS THE GL:NCE. THCHPSON SEES WIAT HAS
PASSED.)
My wife will tell you...
(THOMPSUN GLAlCES AT HIs WIFE. SLE SICWLY SHUFFLIS
TCWARD THOMPSCIH. )
Ask my wife, she won't lie...She won't lie...

T211l 'em Ellie.

It's true, I saw it...

FARIER
Well, now, that's too bad. Well, now, I cain't s=ae
what welve got to do with all this here, however.
I can't sce no good reason for us to git mixed up
in these murder matters, I shore caintt. Which

ever way you look at it, it ain't none of my business.



THOMPS0H
I wanted to tell...

FARITR
Howevor, it's might nice of you-all to come around
and give us the straignt of it, fur we've heerd
some might cucer yarns about it, mirhty aqueer.
You couldn't harily malie head ner tail of it.
(TiE FARTR'S WIrE COWS DO-M A STEP ALD SHOUTS I
A SHRILL VOICZ.)

WIFE
Evvybody goin' round shootin' they heads off...
Now we con't hold with killin'; tne bible says--

FARER
Shet yer trap and eep it shet!r I'11 shet it
fer yertl
(THE WIFT GETS BACK AGAINST TiHE DCOR.IAY)
Now it shore looks like to me...--

THOIPSON
How I didn't want you to zet the wrong ideas,
cause you gotta sce what happened...It wasn't ny
fault...This Hatch feller, he cones--

FATER
Say, Thompson, seein'! as you'll probably get to
the next farm soon, I was wonderin! whether you

could ask lMcClellan whether he could spare a bit
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FARIER (CCHT'D)
more of that fertilizer...I mean, scein'! as you're
headed that way....

THOMPSOH
(IRRITATFD)
I ain't headed no wav...where did ye get that idea?

FARRTER
We sortta figrered--

TAOIPSCN
I come to see ye! for a man-to-man chat, that's
all...neighbors rotta get together.

FARMTER
(ABRUPT)
We're kindda busy richt now.

THCOHPSON
I only wanted to erplain...Helton was a good man.
I always said, Swedes are good people...see,
Helton was a Swede. Now, I didn't hold that against
him. No, sir, he was the best hired man we ever
had...
(TIE FARMER TURNS IIS BACK ON THCMPSON AND WALKS
UP TIE STEPS AND PUSIDSS HIS WIFE INTO THz HCUSE.
THCOPSON HMOTIONS AS IF TO FOLICQW, BUT HIS WIFE
HOLDS HIIT BACK. THOI'PSON NOTICSS TiHE BOY AND

CONTINUTS SrEAKTIG, BUT NC. TC THE BOY.)

A}
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THOMPSCN (CONT'D)
4 man's got to stand up in front of his neighbor
and look 'im right square in the face...low that
makes sense don't it...You gotta have trust, You
gotta have respect...--
(THE SOUND CF LAUGHTER IS HEARD FROM WITHIN THE
HOUSE. )
Just look at me...see, I'm no murderer...
(MORE LAUGHTER IS FROM WITHIN AND TuE BOY JUST
STARES AT THOMPSUYN.)
Look at my face...You can sec...l ain't no killeri!
I didn't mean ititl
(ELLIE PUTS HER HAND ON THQUPSCH'S ARM AIID STARTS
TO LEAD HIM AYAY.)

ELLTE
(GEUTLY)
Don't you worry, Mr. Thompson.
(THE SOUMND OF LuUGHTER IS HEARD QUCE MORE.)
Don't you worry....
(THOMPSON WALIS TO THE CaRRIAGE STILL MUTTERING
AND LFED BY ELLIZ.)

FADE QUT

— —— —

FADE T
(TIE SCEIE IS THE BEDROCM CF THE THOIPSONS. IT IS

LATE AT NIGHT. TIE ROOM IS DaRK AND EILIE Is
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SLEEPTNG., THCPSON IS STILL DRESSED, SITS ON A
ROCKING CnAIR AIID GAZES CUT OF THE WLIDOW. TIE
WOOD-PILE IS SILHOUETTED IN ThE MOONLIGHT.
THOI(PSON IS STARTNG AT THE S5CEIE. HE LOWIRS HIS
IIE:D, TURNS AROUND AND LOCKS AT ELLIE SLEZPTNG.
ALL OF A SUDDE THE ":0OCH WINT" HARMONICA THmE IS
[mARD AND THQWPSON SFEE3 HELTON SITTING CI Ol OF
TS TREE STUNPS PLAYTNG KIS HARMQGNICA. THQMPSCN
MUTTERS IN UNBELIEF.)

HELTON (ON FILTER)
I'm a good worker...l work cheap.
(THE HARMONICA CONTINUYES THRCUGICUT THE SCENE)

THAPSCN
Helton!.I tried to help...Tell !'em...They don't
believe me.

HELTCN (ON FILTER)
Wheatfield...North Dakota

THOMPSCHN
He had a knife in his hands...I saw it...You know.
(IIELTCN DISAPPEARS, BUT THE HARMONICA THIME
CQUTIUTS. )
Helton!!
(TIOMPSCN LOCKS AROUND, GRIPPING THE ARMS OF HIS
CHATR TIGHTLY. HE LOOXS CUTSIDE aGAIN. THEERZ IS

NO ONE CUTSIDE ZXCEPT THAT AN AXE IS BURIED IN ONE
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OF THE STUMPS. THOMPSUN BRGNS TO SW:ZAT. HE
WIPES HIS BROW AND NOW IE Sgi5 HATCH SITTING CUT
CH ONE OF THE STUMPS. HATCH HAS A LARGE AID
FXAGCERATED BCWIE KITFE IN HIs HANDS. HE IS
CUTTING HIMSZLF A CIIE4 OF TCBACCO. HATCu IS

L UGIING UNCONTR0LLABIY. )

HAT@{ (ON FILTER)
ha....ha...ha...ha....ha....you know that no
respectable person would let a loonatic in his
home...ha...ha...ha...ha....Just dont't like to
hear about crazy people....ha...ha...ha...ha...ha...
Loonatic...Loonatic...Loonatic.

(THOMPSON IS AIMOST SPELLBUUND BY WiIaT HE SEES.
A MRVOUS TWITCH CROSSES HIS FACE AND HE BITES
HIS LIP EVERY NO# AND THEN. HATCh DISAPPEARS
AND L WYER BURLEIGH ArPEARS SITTING ON TEE PORCH
RAILTNG. )

BURLWIG! (CON FILTER)
There wasn't a knife wound on him...Now you're
a reasonable man, Thormpson.
(BURLEICH DISAPPEARS AND TuOIPSON RUBS HIS FACE
WITII HIS HANDS. A4LL OF A SUDDEN HE I[EARS THE
FARM BOY YELLTNG. HE LOOKS OUT.)

FARM BOY (ON FILTER)

Hey Mormmer, Popver, come out hyah. That man that



FARM BOY (CONT'D CN FILTER)
kilt Mr. Hatch has come ter see yerl....He kilt
timt,..He kilt 'im...Kiltltl...Kiltlt!
(THE FARM COUPLE ARE NOW ALSO OUTSIDE)

FARII COUPLE (ON FILTER)
a...ha...ha...ha..
(THOMPSON BEGINS TO SCOB AS TIHE VOICES GET LOUDZR.
THE HARIONICA TiElE sLS0 GRADULLLY INCREASES IN
VOLUME. THQMPSON LOOKS OUTSIDE AGAIN AND SEES
IELTON PLAYING EIS HARMONWICA AS HE SITS (W ONE
CF THE STUMPS. HATCH IS STANDING IN FRONT OF TiE
PORCr LAUGHING UNCONTROLL4BLY. THZ L.YWER IS
SITTING ON THE PORC: RAILING. THE FaRM BOY IS
RUNNING UP AND DO THE YARD AND THE FARM COUPLE
STAUD IN THE MIDDLE OF THE YARD.)

BURLFIGH (0N FILTER)
You're a rcasonable man....
(THE ENTIRZ GROUP SIHOUTS AT THQPSCH. THE GROUP
SLOJLY ADVANCTSS TCJARD THE PORCH. TH3I HARMONICA
THEIE AND THZ BABBLE CF TIE ENTIRE GROUP IS RISING
TO A CRESCENDO.)

ENTIRE GROUP (ON FILTER)
Iurderer!t.. . Kiltll...
(HATCu'S L.UGHTER 4ND THZE HARMONICA THEE CONTINUT.)

You're a reasonable man!l...Murdererit...



.
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THCMPS0U
tOPeseeeeStODeeenns
(THE GROUP ADVLNCES)
You're crazyll...Crazyl!...I'm not a murderertl...
I'm notl...llotlt!
(THCMPSCN PICIS UP A FLCWZR PCT FRO:H THE WINIDOW
SILL AND HURIs IT THROUGI THE WINDOW. AS THE GLASS
SMASH=S A SCREAN IS HEARD AND UTTER SILENCE FOLLOWS
FOR A SECOND. THE FIGURES HAVE DISAPPEARED. THEX
THE SOUND OF SOBBING IS HEZARD. THQMPSON WHIRLS
AROUND TO FIND ELLIE SOBBING HYSTERICALLY. TIOMPSCN
STANDS UNABL=: TO MOVE., THE SOULD OF NGISE IN THE
NEXT ROCM IS HEARD AND ARTHUR AND HERBERT RUSH IN
WITH A LaMP.)

THOMPSUN
Your mother!!

(THE BOYS RUSH OVER TO THEIR }OTHER)

HERBERT
llamma, marta...
ARTHUR

Shet!s scared...She scared to death...
(HE RUNS IN A RAGE OVER TO HIS FATHER)
What did you do to her? You touch her again and

I'11 kill youl
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Vamma...Mamma, don't die.

ARTIEUR
(TO THOMPSON)
Get outl!
(ELLIE IS MUCH QUIETER NOW)

THQIPSCH
It11l o for the doctor.
(HE STARTS TO EXIT)
Dont't you get any notions in your head. I never
did your mother any harm in ry life, on purpose.
«eesYou'll Imow how to look after her.
(THOMPSUN WALKS INTO THE LIVING ROOM AND LIGHTS
THE LAMP AFTER A FEW UNSUCCESSFUL TRIES. HZ TAKES
A PENCIL AND A SCRAP OF PAFTR FROM A SIDE SHELF.
HE SITS DO.N AND WRITES A NOTE. TIROUGH THE
DOORWAY TEE BQYS CaN BT SEEN ATTEIDING THEIR MOTHER.
POSSIBLE CUTTTIG BETWEEN ROUMS. THOMPSON FINISHTS
HIS NOTES AYD WALKES OUT TO TIE KITCIEN W.IERE HE
OPEN5 UP A CUPBOARD AiD TAKES OUT ONE OF A TEW
SHOTGUNS. H@& WALKS BACKX INTO THE LIVING ROUM,
HISITATES A MOMENT. HE PoERS INTO THE BEDROCM AND
THEN WALKS OUT ONTO TIE PORCH.)

FADE OUT



FADE TN

(THCHPSCN IS SITTING IN THE FIELD &S TN THE CPEN-
ING SCENE. HIS RIGHT SiL0E alD SUCK ARE OFF AlD
THE SHOTGUN LIES CN THE GROUND. THOMPSUN HAS
COVERFD HIS FuCE WITH RIS EAIDS, BUT NCW RAISES
IS HEAD, PICYS UP Ti® GUN AND IOCKS TOWARD TiHE
HOUSE. I= PLACSS HIS BIG TOE ON THE TRIGGER.

CUT TO THi ZEDROCH WIIERW ThE BCYS ARE STILL LCCYING

—— . —————— —— - —  a—

AFTR TEIR MOTHTR. EURBIRT IS RUBBTNG HIS

IOTHER'S HAIDS.)

ELLTY
(WEAKLY)
I'm all right.

ARTIIUR

You get some.of tha amonia in the lkitchen.
(HERBERT WALIS THROUGH THE LIVING ROQM. AS HE
PASSES THE TABLYW EE NOTICZS TiiZ NOTE AND READS SOME
OF IT.)
[IERZERT
Arthur!!
(ARTHUR RUSHES IN, TAKES T NOTE AlD RE:.DS IT.)
ARTIIUR
Before Almiphty God; the rreat judge of all before

who I am about to appear. I do hereb:f solemnly
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ARTHUR (CQNT'D)
swear that I did not take the 1ife of lir. Homer
T. Hatch on purpose.
(ELLIE FAS MADE HER WAY TO THE BEDROOM DOORWJAY.
THE BOYS HAVE NOT NOTICED HER.)
This is the only way I can prove I am not a cold
blooded murderer lile evervbody seems to think...
Royal Earl--

ELLTE
(SCREAMING)
Mr. Thompsont!!
(SHE RUSHZS TO TII® DOCR, BUT BEFORE SliZ REaCHES
IT THE SOUND OF a S:AOTGUN IS HEARD. SEE LEANS
AGAINST THE DOOR alD CRUMBLLS TO THE FLOOR.)

FADE_OUT

END OF ACT IIT




CroaPTER VI
THE PRCBLEMS INVCLVED IN WRITING T:HE ADAPTATION

The task of turning "Noon Wine" from a work of fiction into a
television play required the translation, rather than the changing,

of the theme, plot, and characterization of this short story.
A Multi-level Play

The writing of the play had to be considered on two levels: the
commnication of theme and the communication of illustra%ive action.
It would have been possible to write two scparate ﬁlays called Noon
Wine. The first play could have been a dramatization of the story line
of “Noon Wine" and would have resulted in an episodic action play.
The second play micht have been based upon the thematic treatment of
the problem Miss Porter discusses in her short story. The play finally
written is a compromise between the two extremes of treatment. The
television play MNoon Wine is a synthesis of story line and theme
understandable on both levels. Tﬁere is also a thiri level of under-
standing and this could be called the symbolic level. The first level
deals with the story of a man who kills with the intention of saving
another man. The second level sugrests the theme that the inherent
goodness of man is often mistaken for evil. The symbolic meaning of
the play deals with a combat between good and evil and the resultant

banishment of man from "paradise."
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Time and Condensation

In writing the hour television adaptation of "MNoon Wine" the
problem of condensation was anticipated. The plot derived in the
scenario does not, however, seem to be a condensation. Since plot is

the arrangement and amplification of story suitable to the dramatic

. . . 1., ; rs .

intentions of the playwright,” the scenario to !Noon VWine is more of
an arrangement, even expansion, than a condensation. Examples of this
expansion are the amplification of certain of Miss Porter's scencs in

the play. Lawyer Burleigh and the neighboring farm family receilve

more emphasis in the play than they do in the short story.
The Flashback Technique

The hour television play requires economy of exposition and thus
it was necessary to suggeét throuch illustrative action emctions and
situations rather than literally dramatizing Miss Portert!s short story.
Not only was it nccessary to adapt a short story, but it was also
necessary to adapt a literary technique to a dramatic medium. 4n
example of this is the comparison of the way l{iss Porter shows
Mr. Thompson's striving to be believed by hi§ neighbors and the method
used for the television play. Miss Porter has created a series of
literary montarzes where either through the author's description, the

character's thoughts, or small dialozue scenes, she tells or shows

1 .
Marian Gallaway, Constructing A Play (New York: Prentice-Hall
Inc., 1950), p. 122.




¥r. Thompson visiting the various neighbors. In one stance Miss Porter
uses dialogue:

'T puess you saw the Mannings then,' said Herbert. !Yes
and the Allbrights, and that new family McClellan.'2

Miss Porter then uses the technicue of a literary flashback to
illustrate some of the scenes.

The last straw hail been laid on today, lr. Thompson decided.

Tom Allbright, an old beau of Ellic's........He had looked past

them with an embarrassed frown on his face, telling them his

wifa's sister was there with a raft of young ones, and the house

was pretty full and everything unsct, er h~'Z ag’: thew to come in.”

In the television play Mr. Thompson only visits one farm house,
which is but briefly mentioncd bty liss Porter but which is crpanded in
the play. It was therefore neccssary that this scenc not only illustrate
a situation and emotion, but become symbolic of all the other neichbors
the Thompsons visitced.

Since one of the criteria for the television play is econormy of
exposition due to the limitation of time, it was found necessary to
capture as much of the intensity of the story in the first act as pos-
sible. The use of the flashbacl technique was decided upon for several
reasons. One of the reasons was that it was felt that the scene of
Thompson contemplating suicide would act as a frame of reference if the
play would flashback from this point. This scene would also quickly

capture the intercst of the television viewer.

2Fatherine Anne Porter, "Noon Wine," Pale Horse, Pale Rider
(lew York: Random House Publishers, 1939),, p. 156.

3bic., p. 165.
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There scems to be a definite reclaticnship between the flashback
technicue used in the television play and the story written by liiss
Porter. She also uses the flashback technique, but only after
Thompson has killed Hatch. The reflective ocuality of Illiss Porter's
writing, her strong interest and concern for the past, makes good use
of the flashback technigue. Here is another illustration of the
literary flashback.

Mr. Thompson, turned on his bed, fipured that he had done
all he could, he'd just try to let the matter rest from now on.

His lawyecr, lr. Burleirh, had told him right at the beginning,

' Now you zecp calm and collected!...

Thompson then continues to think in terms of the past of what has
haprene:i. This technique provides a causal relationship for every
facet of the story. Literal transfercnce of this techniaue was,
however, considered unacccotable for the play because the various
flashbacl scenes would not fit the controlling factors of live tele-
vision. Although the causal relationship was considered important, the
controlling factors of time, make-up and costure changes, and scene
changes present their problenms.

Through the technique of the flashback Miss Porter uses consecu-
tive scenes which would have been very difficult to do on live telc-
vision. For example, here is a scries of consecutive scenes from the
short story which would be difficult to do on television.

1. Mr. Thompson thinking in bed.

2. Lawyer Burleigh talking to Thompson.

— e s i

I’I__mg., p. 160.




3. Mr. Hatch's bo’y being covered and Thompson getting the

sheriff.

li. The trial.

5. Thompson's visit to the lauwyer's office.

6. The visit to the neighbors.

7. A supper scene.

8. A nightmare scene.

It would have been quite impossible to proiluce a play using these
consecutive scencs in terms of flashbacks and flasnhbacl's within flash-
bacls. Mot only was it impossible because of the controlling factor
of live television, but it was also impossible in terms of unity of
dramatic action. The solution arrived at was to frame the entire play
within a flashback, thus creating a clearly progressive unit of action
which would still preserve the causal relationshio and motivation within

the play.
Structure

The scenario was divided into three acts. The first act was used
to establish the situation and to provide the necessary exposition.
The second act provided the necessary foreshadowing, complication and
major crises. The third act provides the major climax and resolution

cf the play.
The Scenario and Play

There are differences between the scenario and the play. Except

for minor differences Lct One has not been changed. Acts Two and Three
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received certain changes. Act Two in the scenario begins after a

span of nine years and the family having just finished lunch.

Thompson kills Hatch at the end of the first scene and the second scene
is a jail scene where Thompson mcets Lawyer Burleigh. The third scenc
of Act Two consists of Thompson visiting the lawyer after Thompson's
acouittal.,

The scenario for Act Three included a short first scene to point
up the disintepration of the family and Thompson's visits to his
neighbers. Scene two consisted of one of these visits and scene three
includes the nightmare scene. This scene brings the play out of the
flashback, into the present, and ends with Thompson's suicide.

For the television play scene two of act Three was incorporated
into scene three and thus Thompson's rmurder of Hatch became the end
of Act Two. Hatch's rurder vrovides a major crisis and minor climax
upon which to end this act. The double function of crisis and climax
is possible becausc by definition,

Crisis differs from climax in that crisis always implies
something unfinished, while climax is the satisfaction
accompanying something finished, settled, restored to eaquilib-
rium and harmeny.>
The end of this act is a minor clinax. There is a releasz of

emotional tension when Hatch is killel by Thompson. t is also a crisis
because it is the high point of tension and the critical point in the
fate of Royal Earle Thompson.

Act Three then begins with Thompson entering the lawyer'!s office

and shows the viewer that Thompson has bcen acouitted, but that he is

5I-.Tarian Gallaway, Constructing a Play (MNew York: Prentice-Hall
Inc., 1950), p. 212.




117

not satisfied with the situation. A type of suspense is, therefore,
createl by bringing Thompson'!s freedom from guilt almost within reach.
The scenario's sccond scene of Act Two was cut out because its
function was incorporated into the first scene of the third act. The
Jawyer scene took on the function by foreshadowing and reinforcing
the futility of Thompson's striving and desire for a clear conscience.

Scene Two of the television play's third act then became the Thompsons?!

visit to the neichbors and scene three remained the nichtumare scene.

The Growth of Conflict

The play lNoon Wine has a conflict based on ideas rather than
action. All the action within the play is motivated by the clash of
ideas rather than by physical action. The murder which Thompson commits
is based upon the clash between good and evil. The nightmare scene
is motivated by the frustration and self guilt which Thompson possesses.
It was, however, necessary to demonstrate ideas and emotions throusgh
illustrative action. Vhat is illustrative action? It is the demonstra-
tion of emotion and idea. The question should then be asked, what is
the relationship of illustrative action to dramatic action?

The first is the essence of the second. A dramatic episode
prescnts an individual or group of individuals so moved as to

stir an audience to resvonsive emotion. Illustrative action by
each person in the group or by the group as a wnole is basal.

6Goorge Pierce Beker, Dramatic Technique (New York: Houghton
Mifflin Company, 1947), p. (6. :
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The Translation of Fiction

In Miss Porter's short story illustrative action is sometimes
based upon the author'!s own narration, the character!s thoughts and in
dialopue and action. It was, therefore, necessary to show dramatically
what Miss Portcr has said through thought and narration. For example,
Miss Porter says, "Mr. Helton was the hope and prop of the family."7
Since the idea was an important one, it ﬁas necessary to translate
this thought into dramatic form. Thompson's trust and dependence on
Helton is shown in the following excerpt from Act Three, scene one of
the play.

(ARTHUR AND HERBRRT RUSH INTO THE ROUM)
HERBERT

Hey Pop, can we tae the rig into town?
THOMPSCN

What for?
HERBERT

Need some more wood for the new corn crib.
TiOMPSON

Well, I don't know...
ARTHUR

Mr. Helton wants some more feed.
THOMPSON

Well, I guess it'll be all richt then.

(THE BOYS RUSH OUT)

7Katherine Anne Porter, op. cit., p. 127.
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The Intimacy of MNoon Wine

Woon Wine is an intimate play since it is based upon particular
idecas of the lives of averase peovle. The cmotions examined are
microscopic except that they have been marnified. The play may be
oroad in significance, but it is not panoramic in scope. It is hoped
that Noon Wine can be considered as an enlarged slice of life rather

than a spectacle.
Icdentification

The time limitation of television required the playwricht to have
the principal charactecrs set the situation as soon as possible. The
situation was visually set by the scene of Thompson contemplating
suicide. This opening scene should result in an empathic response by
the vicwer. The relatively small cast malde it possible to give each
character identifiable traits which should aid in creating cmpathy.

In molding the character of the indivicduals in the play it was
felt necessary that each person's character would have two facets;

an individualistic personality trait and a generally symbolic trait.
Royal Earle Thompson

Mr. Thompson's most important personality trait is his false sense
of pride and dignity, supplemented by his basic goodness. He symbolizes

the inherent frustration of man in his scarch for understanding.
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Ellie Thompson

Mrs. Thompson's main characteristic is her essential sensitivity
in her wealmness. She symbolizes woman's paradoxical combination of

strength and wealness.
Olaf Eric Helton

Helton's personality consists of a lack of personality. He is
devoid of all passion and temnerament except when his harmonicas are
touched. Symbolically he represents the victim of the persecution of

man.
Homer T. Hatch

Hatch is a prejudice and ruthless moncy-hungry indivicdual. As a

symbol he is the personification of evil.
Lawyer Burleich

Burleigh is a man without a heart. He is inscnsitive to the
problems of his clients and his only concern is his correct and success-
ful legal function as a lawyer. Burleich represents the status quo of
society.

The rest of the characters scrve the function of demonstrating
the disintegration of Thompson. |

The personality traits of the characters should readily be communi-

cated to the viewer, bul understanding of the symbolic traits can only

result through an emphathic response on the part of the viewer.



GAPTER VII

SUMIARY AIID CCNCLUSICIIS

Summary

The nature of this thesis required the following of certain pro-
cedural steps. First it was recognized that television was in need of
dramatic material. Next, the criteria and limitations of the television
medium were sousght. With these standards once established, one of
Katherine Anne Portert's short stories, "Noon Wine,™ was chosen and
analyzcd for possible television adaptation. A story line was abstracted
and a scenario for a television play was developed. The play was

written and the writing problems discussed.

Conclusions

This stucy attempted to discover the answers to the following
specific questions regarding the adaptation of a short story to tele-
vision.

1. Vhat are the criteria and limitations for the television

play?

2. Is the telecvision adaptation of Katherine Anne Porter's

"loon Wine"™ dramatically feasible?
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3. Is the television adaptation of "Noon Wine" possible from
the stancpoint of fitting the criteria and limitations of the

television medium?

r~—
i=
.

What were the problems peculiar to writing this adaptation?

It is recognized that television is in the constant need of
dramatic material. The number of acceptable television scripts is
negligible when compared to the many submitted scripts which are re-
Jjected by the story editor. Cne reason for this situation was thourht
to.be the playwright's lack of understanding concerning the requirements
of the television medi ,.. Television is not a small theatre or motion
picture screen in a glass box, nor is it a modification of radio.
Television has synthesized and abstractied points from the theatre, the
motion picture and the radio industry and it is maturing into a mecdium
with its own special techniques. The criteria and limitations of the
television play have arisen from the peculiar effects of the television
camera and the‘borrowed principles from other forms of entertainment.

The television stage does not resemble the theatre!s proscenium
arch or arena stage, but takes the form of a cone-shaped playing area,
wide at the baclk and tapering to a point at the camera lens. Television
is also a medium of camera selectivity. The spectator of a theatrical
oresentation views the presentation from one point in the theatre.
The spectator of a television production is transported to a different
position every time the director switches from camera to camera.

Television is an intimate medium capable of great subtleties.

The relationship between performer and audience is both physically and



aesthetically close. The performer need not project emotion with the
force necessary from a stage, nor does he depend on broad gestures
and physical movement. Television has the capability of revealing
character in quick, yet intense, brush-lilze touches.

The time limitation of the medium can be considered a limitation,
but it can also be an asset to the playwright who understands‘the mediun
with which he is working. For evample, time can be considered a limi-
tation bacause adaptation often requires condensation. Time also
influences the number of characters in the play with whom the viewer
can identify himself. The time limitation becomes an asset when the
playwright is compelled to limit himself to only the material which
serves a dramatic function in the play.

tructurally the television play is similar to the three-act form
of the theatre, but due to the time limitation the television play
must quickly capture interest and therefore be~ins at a much more in-
tense pace.

Television cannot present panoramic scenes with any great success,
since the television screen is relatively small and objects appear
smaller on the screen as the view of the sot becomes more vast.

There are other general criteria which apply to telcvision as well
as the other media.

1. The dramatic script should have unity of action.

2. The theme should be timely.

3. The playwright must be careful in the handling of controversial

material.
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Li. Trite or haclneyved situations chould be avoided.

5. The drama should strive to producc an empathic response on

the part of the viewer.

6. The story should be morally upnlifting in its implications.

The adaptation of some of Katherins Anne Porter's short stories
is dramatically feasible. These stories are intimate and television
is the natural dramatic medium to convey this intimacy. The conflict
in Iiss Porter's stories is not in spectacular action, but in detailed,
sometimes introspective, moments in a personts life.

The short story is an acceptable source for aramatic television
material since the aldaptation of a short story does not necessarily
reouire condensation. The simplicity of the short story, especially
those of Miss Porter, simplifies the process of adaptation. The time
limitation of television makss it rather difficult to include the many
subnlots of a novel, but the short story usually avoids the use of
subplots.

A survey of the literature written by Katherine Anne Porter was
necessary for this study. This survey disclosed that of the twenty
remaining short storiecs at least sevan of these could be adapted for
telcvision. Cne of her short stories, "Pale Horse, Pale Ridecr," was
recently produced on television.

The television adaptation of "Noon Wine"™ cannot be evaluated as
being successful until it has been produced.: Drama is written to be
performad, rather than to be read. The only measurements for the

possiblz success of the unproduced television play are, therefore, its
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dramatic structure and the use of the television medium which the play-
wright maltes in the script.

The acdaptation of Moon Wine" was written for live television
preduction. The adapter conceived his stage as a television stage,
not as the stage of the theatre. The controlling factors of time,
make-up and costuwme changes, and scene changes were considered and
dramatic compensation was allowed for any scene where any of the above
factors would interfere with the continuous movement of the play.

The problems involved in writing the television adjaptation are
related to the dramatic structure of the play. Consistent dramatic
structure implies the principle of unity of action. Unity of action
requires a strong causal relationship of every point in the play.

The flashback device was used for this purpose, because it created a
frame of reference within the play and unity was achieved throush the
use of progressive units of action.

Neon Wine is a multi-level play. Story, thematic and svmbolic

levels of meaning were all involved in the adaptation of the short

story. One basic difference between “iss Porter's story and the tele-
vision play is that liiss Porter utilized third person narration and

the revelation of the characters' thoughts, in addition to dialogue

and action. The television playwright must discover a common denominator
as a substitute for the wvarious tools of prose fiction. This denominator

is the concept of illustrative action or the draratic demonstration of

emotion and idea.



The television adaptation of "iloon Wine" is a compromise between
an episodic play and a play based solely on the theme of Miss Porter's
short story. It was therefore necessary to give each character an
individualistic personality trait and a generally symbolic trait.

The only way, however, that these traits could be understood was through
the use of illustrative or observable action.

As has been said before, the playwright should consider criteria
and limitations in writing his telcvision adaptation, but he can never
really be sure of success until the play has been produced. Therefore,
a useful survey study could be made on critical evaluations of produced
television adaptations. A second study would involve a survey of criti-
cal opinions on the success of original authors of fiction and plays
in writing television adaptations of their own works.

4s long as the playwright does not understand the problems of the
medium, there will always be a shortage of acceptable dramatic tele-
vision material. Oncz the mediun is understood there will not only be
morc acceptable original scripts, there will also be more and better
adaptations. The adaptation of prose fiction is a relatively untapned
area in terms of the vast storechouse of material available and should
be a definite source for the solving of television's script shortagc.
The short stories of Katherine anne Porter are only a small part of

that vast storehouse.
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