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This play is fully protected uader the copyright
lawg of the United Stetes and ¢rnada, &nd ie sub-
ject tc royalty. Any one presenting it without
firgt secuaring the written permigsion of the own-
exrs, becomes liable %o all penalties of the copy-
rigat laws:
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wilfully or for profit shall
infringe any conyrighi sscured
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such infringement shell be desmed
guilsy of a misdemeannr, and upon
ccnviction therecf.ghall be
puniched by imprisonment for nnt
exceeding one year, or by a fine
of no% lese than one hundred nor
more %than cne thousand dollars,
or both, in the discretion of the
court.

Act of March 4, 1903.

This Director's Nanuscript is merely loazned for
the production on which royaliy has been paid,
and remains the property of LONGILANS, GRCEK & COC.
to vhom it must be returned within ten days alter
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in cese it is not returned within that time.
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SUGGESTIONS ‘'TO THE DIRECTOR

A Statement of Stage;Principles and
Position Plots

With the gradual disappearance of the professional road troupe, the
responsibility of presenting good drama to the community rests with
the amateur. It is a great responsibility, and carries with it a’
wonderful opportunity. Believing the amateur worthy of his trust, if
the means are at hand, we have undertaken to place before him the best
of plays arranged in the most intelligent manner. A careful study and
renearsal of these plays should lead to remarkable presentations.

But the successful presentation of any play depends largely upon the
director. The primary qualification of this director, we believe,
is absolute domination of the players, based upon their confidence
in him. To assure him this domination, we have purposely omitted
all stage direction from the books of the players, and reserved it
wholly for the director's manuscript. Likewise, we have reserved
for the manuscript the discussion of the STAGE PRINCIPLES and the
POSITION PLOTS. Thus armed with exclusive knowledge, the director
may produce the play as he sees fit, unhampered by a questioning
cast. But the confidence of the cast will be quickly destroyed if
this knowledge be used indefinitely at rehearsal. The professional
director usually assures himself in advance, by drawing scene plots
and reviewing all action of the play with buttons named for charac-
terss Perhaps the amateur director would do well to follow his
example. :

We would especially urge that the play be given two performances
with two different casts. The use of the double cast will permit

the training of twice as many players, place in the hands of the
director a competitive club, allow each player to observe his part
played by another, guard against the cancellation of the play when
some one drops out, and in all cases greatly increase the box office
receipts with little additional cost.

STAGE PRINCIPLES

The following principles constitute the infallible guide of the pro-
duecing director. When trouble develops in any scene, they should
not only indicate to him what 1s wrong, but also point the way out.

I. MAINTAIN THE STAGE PICTURE--~The proscenium arch and front cur-
tain line constitute a frame, The audience, looking into that frame,
should see always a well balanced picture, with the background sup-
porting the foreground, all keyed to certain dominant points. This
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balance must include line, mass, and color, and have to do with
scenery, furnishings, and players. 'The players are the only movable

element in the picture; and when one moves, it is frequently neces-
sary to shift others to keep balance,

II. MOVE ONLY WITH A PURPOSE, ACCOMMODATING ALL ACTION TO AUDIENCE
No one should move, either to ge sture or to cross the stage,
unless that movement means something--interprets the play--and is
.clearly understood by both actor and audience, Too often the
amateur shifts about aimlessly, suggesting nervousness. Generally
~-1he movement must come only from the one speaking; the 1listener
never moving except as a response to what he ,Sees or hears, unless
his movement is intended to bring out a thought independent of the
topic of conversation. All movement, including gestures, positions,
turns, crosses, entrances and exits, must be made with reference to

the audience, though no plaver ever speaks to or recognizes the
. audience.

III. LEADING CHARACTERS TAKE STRONGEST STAGE POSITIONS--The lead
for the moment is that character who carries forward tho plot of
the play and dominates the situation. Since the situation continu-
ally changes, the lead also may change. But during his brief period
of dominance, he must occupy the strongest stage position, that
position which faces both the main point of interest and the audience
at the same time, Equal characters should occupy equal positions,
vhile the less important characters must be Placed more and more out
of the picture, : Y .

IV, PRESENT ONE POINT OF INTEREST AT A

IUINS ANIBREST TIME, AN

‘ON IT THROUGH MOVEMENT---The audience camuﬁpﬁgc‘fmufn%mtlﬁn
at a time, and always it is that thing with the largest movement ®
The player in largest movement, therefore, must pe the lead for t.he
moment and have to do with the main point of the situation; d all
other players should accord their action with his, Should’ _a'r‘lh a
move independently, they would attract undeserved attenti Mgl
selves, and thus lead the audience astray on plot, Amaton to them-
especially are guilty of this practice, Surs

since many ¢
thing funny on the side. Both stage courtesy and 1:.hewartt,o :: ::?:;g

demand that all remain cogs in the wheel,

V. MOVE AND SPEAK IN THE ATMOSPHERE OF THE SITy -

in the world has its own atmosphere, to thich‘“&%ﬂ%«uia’er{thmg
vhen in its presence., It is this atmosphere that etem}e Y respond
tempo and pitch of the player in any situation. ki nes the
changes, creating new atmosphere, the tempo ang Piteh of fituation
-must change to correspond. Hence, we may say that ‘the i he player
and body of the player must harmonize with any situation nd, voice,
- "“"he plays. in 'hi?h

VI. PICK UP CUES INSTANTLY WITH VOICE OR BODY OR Wimy g
play begins when the curtain rises and must rTun coniye. —2%H--The

nti = b
the curtain falls. It may be carried forward eithep x:‘;:‘ﬁslzh until




speech or with the action. But if either the . voice or the body
picks up.cues slowly, the continuity of the play’ is broken.. This
broken continuity, coupled with indifference, is the cause .of all
dragging found in plays,. 5 :

VII. PLAYERS IN A GIVEN SITUATION MAINTAIN THE SAME CONTRAST LEVEL,
BOTH. DIRECT AND IN RESPONSE---A charactier stands out only by contrast.
All the contrasted elements, therefore, among the several characters
playing opposite each other, must be brought out with equal stirength;
otherwise, some characters will attract the whole attention of. the
audience while others make no impression whatever, Usually amateurs
show strength only while speaking,.lapsing into indifference while
listening. But. the listener's response must be as strong as the
direct speech, which requires that the attention be kept riveted on
the topie of :conversation. :

VIII. "GET OVER" BY ENLARGING THE .FOUR FORMS OF EMPHASIS, 'SUPPORTED
FROM WITHIN-- “"Getting it over" means making the desired impression.
A 'small- photograph "gets over" only to those nearby. To impress an
audience at a distance, it must be enlarged, vertically and horizon-
tally, into a great stage curtain. An ordinary conversation may be
compared to the small photograph and, to "get over" must follow the
same principles of enlargement. It may be enlarged vertically by
Pitch, horizontally by Pause and Prolongation, and then swelled out
in every direction by Force. This enlargement, or emphasis, occurs
always and only upon the important werd. It is produced wholly by
more intense thinking or feeling--an enlargement of the soul--and is
accompanied by a proportionately larger movement of the body. Begin-
ning players usually fail utterly to "get over", because they lack
the power of strong emphasis; or else they emphasize only by Force,
which results merely in yelling their.lines on monotones. It is
fundamentally necessary that they first catch fire within, and then,
like eruptive volcanoes, using the four forms of emphasis as explosives,
hurl the flames of their personalities far out into the audience.

POSITION PLOTS

All stage directions are given from the standpoint of the actor, not
the audience. R means right; L left; U up or back; D down or front;
RE right entrance; LE left entrance; and UE upper entrance. The
combination of two or more positions is indicated by the initial
letter of each; for example. DLC is down left center., These positions
are illustrated below. The first plot shows the five cardinal posi-
tions and the four corner positions; the second adds the eight midway
positions; and the third shows entrances and exits.

UR u uL UR u uL UER UE UEL
rRea !l " LES

[ \

RE2 . LE2
/ —AL- REI! ; \,LE|

Ne3

N2 1




These designations are used by all professional directors. Accord-

ingly, we have used them in arranging the present manuseript. It
is advisable, therefore,

before giving stage business, to drill
each player in these positions,

Later, vhen the business is given,
the player should underscore the word on which the action begins,

and then in the margin directly opposite note it down according to
position; thus: X DL sit; URC via L; X U of table to R face L.

He may then glance at his book during rehearsal and see exactly
when his actions come and what they are.

Directing is usually a nerve-racking task for amateurs, due fre-
quently to lack of preparation. But the above suggestions point
the way; and their aim is professional presentation.

To reach the
goal, hard work may be necessary:; but in the end, the pleasure of
work

well done will far outweigh any pains experienced by the way-
side. Write us of your experiences in the present production, and
make any suggestions you see fit, And in the meantime, good luck.

NATHANIEL EDWARD REEID

LONGMANS' PLAY SERIES
LONGMANS, GREEN & CO., Publishers, 55 Fifth Avenue,

ol York City.
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CHARACTERS, COSTUMES, AND MAKE-UP

MANAGER--is a man of forty-five, tall, stout, and of the "four
flusher" type. He is exceedingly energetic and seems always

to be in a hurry. His hasgte gives the impression of rudeness
and impatience, Any culture he may possess is entirely on the
surface and has been acquired by social contact only. Inwerd-
ly he is vulgar and common. His costume is the morning walking
sult, somewhat overdone, with gpate, gloves, and cane, together
with either a derby or a silk hat. His make-up is of rugged
complexion, with positive lines and gray temples.

PLAY READER--is about thirty, slender in size, and a college
type of men. He is positive in speech and action, and his
bearing is that of a gentleman. When aroused, however, he is
capable of either defence or aggression--a self-assured young
business man. His costume is 2 faghionsble busincse suit.
Hie coat, however, hangs on the rack and he is wearing an
office jacket. His make-up is a henlthy complexion, with a
dainty cropped musteche.

RECEPTION CLERK--ig about forty, thin of chest, hump-shouldered,
and worn out--a "has been" of the business world. He is slow
quiet, and unobtrusive in his natural bent. But when arocused
hc becomes cxceedingly nervougs end impatient--in an emergency,
a ranting coward. His costume is that of an office uniform,
rather the worse for the wear, with a large collar and an un-
matched tie. Hig make-up is sallow and pasty, with thin hair
or g trupee,

MRAZ--ig about forty-five, thin, feverigh, and of & nervous
temperament--the artist type carried to extreme. His effort
to be polite and gracious is upset elways by his fear of doing
the wrong thing. Hie uncertainty is his nemesis. From this
uncertsinty results numerous mannerisms, and a peculiar, hes-
itant, freak voice. His costume is @ short Prince Albert,
well worn, with colored vest, and large flowing Windsor tie.
He wears & pair of large horn-rim nose glasses attached to a
thick cord. His make-up is sallow, with blue lips, long hook
nose, shaggy eyebrows, end long stringy hair falling to his
shoulders.

-

HAND PROPERTIES

on stabz OFF STAGE
Sheets of paper note book
pencil pencil
ledgers, etc. manuscript

street coat
"Manager" sign
"Clerk" sign
book
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MANAGER

PLAY RELDER
RECEPTION CLEZPX
AUTHOR

TIME: ‘Any morning.
SCENE: A theatrical manager's office.



THE DRAKA
TINE: About ten o'clock in the morning. Any day.

SCENE: Office of & thestricel maneger. The set is
plain and with ordinery furnishings, showing
the usual czrelessneee nf the theatrical of-
fice. At P. there is a deor that leads to the
waiting room and the street. In the back wall,
R of U, a window looks out over the tops of
office buildings. At UL, in the back wall, -
a2 door leads to the menager's privete cffice.
Another door &t L leads to the Play Reader's
private office. At DR, below the door, is &
bookkeeper's nigh desk, with a stool beslde
it. At UR, above the door, is & hat tree.
At UR, ageinst the back wall, stands a filing
case. Ancther filing case stunds betwesn the
window and the UL door. Henging on the beack
well, L of the window, is & {ile of newspaper
clippings. An adding machine etands in the jog
at L, above the door. A flat top desk, extending
up and down stzge, is placed at DLC, .with chairs
R and L of it. A "MANAGER" sign is on the lower
end of it. Another flat top desk, .extending R
and L, is placed at UC, with a chair U of it. A
"OLERK" sign is on the L end of it. A chair stends
at DRC, facing L. However, any of the most difficult
furniture around the wall mey be changed or elin-
inated.

LIGHTS: ON STAGZ--whites in foots and borders full up.
OFF STAGES--%hite floods on the docre at R,UL,and L.
Yellow sun flood focuesed on the back drop.

AT RISE: The Play Feader is sitting above desk at TC,
working on manuscripts. ke Reception Clerk is
standing ¢t the UR corner of the DLC desk, with his
back turned to the Reader. He is leening on the
desk figuring over some obills. After & moment,
the Managzer enters the R door hurriedly. HKe X UR
and begins to remove overcoat ¢énd gloves. EHe gpeeks.
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MANAGER
(At UR)

Tell me, Gournot, when will we have ready the first performance
of "The Radic Beetle"?

READER
It will be ready in three we:ks.

VAYAGER
(Whsels: aroung excitedly)

"In three weeks"? That's it! As soon 2s I leave the office
for & couple of days, you bell up everything -~ everything!

RTADER

But, Xr. Manager, it'e quite impossible to btring that play
out earlier.

MANAGER
"Impossible?"
(8lams hat on rack and X R of UC cdesk)

How is it impossible? . There dié you hear thet you cculd
poetpone & pley that hae élreacdy besen announced?

RTADER
But, Yr. lenager, they are not ready yet.

VAYAGER
They aren't ready yet! Why aren't they ready yet? Nust I
do everythin§? Isn't four weeks long enough for them, I'd
like to know

PEADZR

Sure, the actors are ready. 3But you know, we haven't the
third act yet.

YANAGER
(X one step down and speaks to the Reception Clerk)

Haven't we thet third act yet, Pomuc?

(Clerk does not move., ianager
X LC, near Pomuc)



B i
MANAGER

Pomuc, 4idn't you hear me?
CLERK

(Turns around celmly)

Sure I heard you. But why should I weer myself out answering

questions like that? You know very well, lMr. Hanager, thet
I'm not going %o write thet third act myself,

8

ERd ——
FTAGER

Don't get fresh, Pomuc. Yeu xnow just what I'm talking about,
You were told to g0 to the author every morning and esk for
the third act until you got it. ;

(Clerk shruge his shoulders and
turne again to his work.
Manager bows sercastically)

Ilbe% your pardon. I had the audecity to criticise my ovwn
clerk. :

CLERX
(Over his shoulder) =

Yes - I noticed it. g

LANAGER and READER

Portic, ALenmtt wou nony
Pomuc! "

{Tovn: ewound calwls) (Meneger X above to L of desk
AR G ard facee Pomuc as if to speak)
S L - R R L Rl R

s g iem 3 we IR +* e - A . . - .l V- -
' ~ Y = J ‘s . ' PO P = <

But theré's To Use’ telkirg ‘so mach.  You know, ¥r. Xanager,
where the author always wie! hed .you were every morning when
I came to ask him for uhé“hanusc*int

DIpts wet Tabch, PO, VxR eltd S’ stocl and‘-
R% AFgech win an e, Gis s j“"orcs on his bodks)
MANAGER

b &

(Wheele and X impatiently to :Lc‘ i Then X'l of, e
ue desk aﬂd cpeeks to Reader) - S
I don't understand why you're botherxng ne sit“ trat t“zrd
act. It's a mighty poor excuse. You could have gotten
ready anyhow. CLINT

'

J . 5 \
R TIOT T I TRALE Bl Run |
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Without the manuscript?

L)
For heaven's sake, let that thirgé act go! 1It's not a

menuscTiot we want, it's 2 hit. That's more important than
tke manuscript. The big thing isen't the play, itle the
performence. So, leave the rmanuscript to the suthor and
g0 ahead and produce the play.

(X UL to door)

RIADER
(Desperate)
Without a manuscript?
) VANAGER

(Threatening)
Are you eterting in agein about that manuscript?

(X UL corner of UC desk)

Don't you understand that --

(Qver his shoulder)
Of courcse he doesn't.
RIADER
(To Clerk)
Listen, Pomuc, you're getting entirely too fresh.
CLEEX -
And without a manuecript!
RTADEZR anc MAMAGER
Pomuc!
CLIRK
(Facing them)
Why talk so much, the secretary really doesn't understend

thinre. No ehamme for him, he's been with us only a year.
I've been here twenty-seven now.



Listen, Pomucl-——

(Unembarrascsed)

You weren't with us when we played the "3LOODY DEAGO:"
to standing room - iesn't that so, ¥r. XManager?

(Merager X U end stands R side of
window looking out, with hands
twitching ocenind him impatiently)

And the author only found out efter the third nerformance that
he hed forgotten to vrite the play.

VANAGER
(Over nis shoﬁlder)
But nobody nbiiced it.

CLERK

And then the author came to the theastre, took down tre
pley in shorthand and opublished it.

READZR
(Rice)

All right, what do I cere:bout that? It's not just the
third act. ies Pataky doesn't want to play the purt of Marie.

FANAGER
( X R of US deek)
Whet's that? Miss Pataky doesn't went to pley the part of Marie.

Sre must! She is the only ore who can play it. There ien't
any one else,

What can I do? I don't know anybody else for that role
either.

XANAGER

(With hands to his head, he X below UC desk and abtove
DLC desk %o L of it)

And things like thit zlways come up at the iast minute!
#hat chall we do egbout trhat part?



I don't know what to do.

(Follows Xenager to UR coraner
of DLC cesk)

CLEZX
Yiss Dowbovary can play Merie'c part.
YAFAGER and ETADER
(Turning quickly)
Pomuc!
MANAGER
Be kind enough, Pomuc, not to butt into everything.
(Pomuc returns to hie work. The
Yerager X DL, then tack to cheir
L of DLC cesk, thinking. He
speaks to the Reader)
Hm,--really ¥iss Dombovary could play it. I've just
thought of it. That part suite her much better than 1%
does Uiss Pataky. I wonder I éidn't give her the part in the
fireft vlece.
{Sit % of deek)
RIADER
Yes, the part suits her exacily.
(8ite R of DLC desk)
1ANAGER
But won't Mise Pateky ve angrr?
CLIRX
(Over nis shoulder)

t{ve her Biri's pert in "The Gentleman's Kimono"

Listen, Pomuc, can't you keep to yourself? Te can't think
witt theessz constant interruptions.

(To the Yanager)

Say, lr. Manager, we could give l{ies Pateky the part of Biri in
"The Gentleman's Kimono"
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MAVAGER

Yes, thrat will be all right. Hm--but then ghe can't rlay
Krs. Stefpsr in "Her Xinete:snth Husbazd",

RTADER

That'!s right., The role in "Her Nineteenth Fusband" is too
long.

SATAGER
Well, what can we do?

RIADER
Hm,Hm —- T don't ses that we can co anything.

IANAGER
Then, we can't meke that change.

(pauge)

CLEFK
(Facing them)
Wkat ars you brecking vour head over! Cut cut the part of
Kre. Steger. Then the play will be shorter end iiss Pataky
can play Biri.

UANAGER

Pomuc!

Pomuc!
(Pomuc turne back to his work)
YARLGER

Em,~-I hdve an idea. We could cut out the part of
¥rg, Stegsr and maks the play shorter.

RTADER

You're right. And then w: could give the pexrt of Biri to
iiss Pataky.

KATAGER

Certeinly!



35

RZADER .
(Pise goyly)
Well, we are all right now.

YANLGER
(Rise)

Yes, that will be fins. You see, &ll you have to do is to
think a little.

(X UL of UC gesk)
RELDER
That!s 2ll.

(X below to DL corner of
DL desk)

CLEEK
Yep, that{a-all.

MANAGER
(Manager and Reader who have their-backs on Pomuc, now wheel)
Listen, Pomuc, must you stick in this roomcall the time?
Why don't you go ocutsicde in the waiting room, where you
belong.

CLIRK

I'1l go, btut only when lraz ien't outside any more.

VANACER
Nraz?

RITADER
“ho'e Yraz?

CLIRX

(To Reader)

Tou ought to know that tetter than I do. He doesn't come
to sce ME! He's been sitting out there since nine o'clock
this mornirg.
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REZADER

(X to chair L of DLC desk)

I supvose thet's why ycu set in here cll dey yystcrday!
SLZRK

He was there 21l dey yestordey too. He ies there every day.

READER
Since when? ¥
CLERX ‘
Since eight months.
MANAGER

Who is this fellow Mraz?
CLERK
He's an author.
MANAGZR
(Thinking)
I know now. He has some play here.
‘ (X U of DLC desk)
Heve you read it?
RTALTE
I? I never even heard .sbout it.
MANAGZR

I promised him to read it and then forgot to give it to you.
Well, you'll heve to fix it up with him somehow.

(X UL door)
READIR
But I haven't got the slightcst ides of trat play.
YANAGER

Thot makes no difference. Tell him tnything., We can't
let him wait ony longer. Just think out something.

(Exit UL)
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FZADZR
But, Udr. Monoger —-
(X ULC)
CLZRK '
(With molicioue joy, X R door -- hond on knob)
Shell I let him in?
READZR
(X L of UC desk)
Wait & minuto, Don't be in such & hurry.
(storing bvefore him)
Whet the deuce shnll I tell him!
CLERK
Well, tell him you've rcad the play.
READER
Keep quit, Pomuc. Let me think this out.
(X U of DLC dcsk, thinking)
CLERX
A1l right
(X CR ond sit on tell stool)

(Stonds thinking)
¥ow wh&tt shaoll I tell him!
(Clerk docsn't move)
Why don't you exy eougthing?
CLIRK

¥o, I'll keep quict. You cen think this out yourself.
I waen't hired to do your work,



~ 10 -

[BLDTR
(After o paues, X C)

Soy, you just stuort telking to him, ond I'1l -- then I'11l
coms in latcr,

CLERX
Ww2ll, 7hot do you went me to tell him?
READER

Anything you like. VYou knor what thzse cuthord like to heor.
Juet tell him you've rcad the pley —- then I'11 come in,

(X L door)
CLERK
(Rise)
But, suppose you don't come?
READER

But I will. cdon't bc afrcid. I only want to look ot his
pley o minute so I con sry-something about it,
(Cvens door)

! CLERK

(X ¢, snowing his uniforn)

At looet give me & rogular coat.
READZR

There's my strect coct on the hook.
CLIRK

(Celle after him.
X UR)

~ 'n 3 p—
Come bock now, beccuse I'm not hired to

(R.ader cxits L.

Clerk putc eont on and stande
gquietly awhile, then with o
chow of authority, hc opens R
door &nd steps bock)

Plense step in!



1RAZ
(Aprears in the door)
How do you--gxcuse me—- or beg your pardon —— I wanted to
sty neverthelees --—

CLERK

(Wavee hand toward L with big gesturc)
Take a seat, oir.
MRAZ

(X DR corner of UC desk end glances ot the signs
on the two desks)

Beg your pardon, s a very huzble -- mer I ask you --
have I the plecsure of epeaking to the monager?

CLIRK
Yes, you have the plesasure —-

(X above and picke up "Clerk"
eign on L end of éeek, recde

it end turns it dewn. Than X

L of DLC desk, reede and adjuste
"Yanoger" sign)

Yes, I am the monuger.

I dared to hope —-

(Drovs hcot on desk. Tckes chair
2t RC cond unconcciouely drags
it to DLZ)

CLEEK

Becauce you see me in the cnteroom all the time? Tht
guit I wear is my office uniform, It is =y disguire --
to keep =0 many pecple fron tothering me when I om busy,

(site L of DLC desk grendly)
b hvA

Yes, but —

(BHalf sits in the cheir he has brought
dovn, Then ke riees and locke at it
oné the chair f of the desgk. FEe then
tokes the Tiret cheir veck to EC, then
X DLC)
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722 (continued)
Yes, but —-
(He helf eits in the choir R of the
dcsk, then rises, loo%s ¢t the two
cLcirs egain, ond X RC to the first
chair)
CLERX
(To himeelf)
I wonder when that bird's going to light!
XPAZ
(Holf sits in RC chair, then rises)

I beg your pardon --

CLERY

It's all right. 8it down.
LRAZ

(site on edge of the choir timidly)

Thenk you, thenk you -- thet is, I mean to soy --
CLZAK

=t cen I do for you, my dear ¥r. - er - Mr —-
VRAZ

(Rises, tows, ond sits)
CLERK
Mraz! What can I do for you, Xr. lroz?
IRAZ
(Rises &nd X C)
I have been bold enough to come here the last few monthg —-
CLERX

Sit dowm, sit down.
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MRAZ
I beg your "pardon.
(X RC and rits)

Thank you, thank you. I have been bold enough to come here
these last few montho, because cight monthe ago you were

kind enough to promise me thet you would rced my pley. Then
four months lateor you were kind enocugh to promise me that

you would read it within two wecks. When I colled at the
close of two weeks, you were kind enough to tell me that you
were rzading it and I ehould come to see you sgoin, Then
next I called, you were kind enough to be buey and therefore
you let me know through the Reception Clerk that you had read
the play and would sce me the next day! But the next doy Tou
were kind enough to be busy aguein. Thet woe five weeks ago.
(§13$ X C) So to-day I ask you: What is your opinion about my
play

CLERK
Yes, yes, I know —— hum —-
(He gropes for a thought)
I already let you know that I -hel read 1it.
MRAZ l
H - yes! H - yes! f

(He half sits at C. Then realizes
there is no chair under him)

I beg your pardon.
(X RC and sits)
Yes, you said you had recd the plaey,
CLERK
Well — if I said I éid, then -- I must have read it.
MRAZ :
(Rice gleefully)

H-- yes, you were kind enough --

(Coughs &nd sits in emberrassement)

I beg your pardon.
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CLERX
Well, I read that play. '

(Rummoges through pepers on the
degk)

Where did I put 147 I don't know where I put it.
MRAZ

(Quickly)

Doesn't matter if it is lost. I cen write it agein.
CLERK

Makes no difference. You are interested in my opinion, end
not the play, aren't you? Well, my 2ear friend —

(He frowns. Mraz, becoming fearful,
recoils)

CLERK
You know, there are some things in your play.
VRAZ
(X DLC gayly) ‘
There are? There are? Aren¥t there?
CLZRK
Well —- Cne couldn't say tha; there are not. There are.

MRAZ

(Tekes out note book and pencil)

That's right. One coulén't éay that. I knew you would
see them. Other reople don't see.

(Half site R of DLC desk)

I beg your pardon.
(Rieés and X RC and half sits)
CLERK

Thet's 211 right. ©Sit here, end let's telk thie thing over
together.
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( X DLC end site)
Thark you, thank you.
CLERK
(Modestly)

If ¢ man reads as many plays as I do, he gets used to
Judging them quickly.

MRAZ
TWell, did you notice?

CLERK
Eh? ~- Oh, sure I noticed.

(Be lcoke at the L door nervously)

Especially in the middle of the second act -- not quite
in the middle ~ kind of between the beginning end the middle.

YRAZ
(overjoyed. Risas enthusicstically)
Great! You notic;d it!
(Violently swinging his fists about)
Those fools, those crooks!,
CLERK
Who?
(Risee in alarm)
‘MRAZ
Yy friende — who retd my play.
CLERK
On!
LRAZ

They seid that the idea doesn't come cut around the middle
of the second act -- thot it cannot be seen.
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It certainly con dbe,
Locking toward the L door)

It cen be very well., Thot isn't the trouble that it can't
be scen.

(site)
MRAZ
(Afreid - feverishly) ‘
No? Then whet's the trouble? A
(sits)
CLERK

Well —- You know what it is, don't you? — there in the firet act?
Well?

MRAZ
(Bopelessly)
Mr. Menoger, I wouldn't have belicved that you could have
rezd my play so deeply, so scarchingly. You're right. At
the end of the first act, believe me, I also felt that it
can't be.

(He twitches his hende between
his knees)

CLERX
You see! But don't let that put yeou out.
s sl
(Feverishly)

What can we do? If the Count doesn't know that Anenda was
in the hold of the vessel - then what can I mcke Palfalvy say?

CLERK
(Perspiring)
Palfalvy! Must Palfalvy say something? Ien't it sispler
if Pelfalvy doesn't say anything? Palfalvy should meke
believe hd.doesn't know anything about it.

(He locks at the L door.
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YRAZ
(Thirking deeply)

Em - ond the Captain shouldn't find out till the third act
that Geza &idn't maen it Shat wey?

CLERK
Certeinly.
¥RAZ
(Rises, thinking intently with o growing thought)

That's right! Thot's right! This wey it will be quite
clear why Iuliske dién't jump out of the second story window!

CLERX
(Rise)
Exactly.
MRAZ
Great! Simply grect!
(X BRC excitedly. Clerk quickly
wheels and knocke on L dcor, then
X UC above deek., Mraz begins writ-
ing furiously.
I'11 moke those very changes. I knew I wos bringing my work to
the right men. But I wouldn't have believed thet you'd
recd it so carefully, so dseply, so understandingly .
CLERK
Oh, thoee things, it eecers to me, cre on the surface. They
are self-evident. It is perfectly clear that Felfalvy cshouldn't
say a word.
(8its U of UC desk)
YRAZ
(X R of UC desk,drugging the RC chair with him)
You see, everyone who read the play --
(He half site)
I beg Your pcrdon. '

(¥e returns the chelr to RC)
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CLERK
That's all right. Sit here.

YRAZ
(Ee returns the chair to R of deck)
Thank you, thank you. You ses —-

(He starts to sit and drops his
pencil)

I beg your pardon.

(Ee picks up pencil and starts %o
sit again)

You see ==

(He drops his note book)

I beg your pardon.

(Be starts to pick up note book and
the chair toples over on him, With
profuse apologies, he recovers the
note book and sits)

You see, everyone who read the play didn't see what you saw
right away — that Palfalvy's confession is not important,
congidering the fact that they have already carried the trunk
to Tulop, '

CLERX
(Wagging his head knowingly)
Oh, that's understood.
MRAZ
(Writing in note book)
Simply great! And what do you think, Mr. Manager, of

Margeret? Please- talk to me sincerely —- the opinion of &
critic cannot but be useiul to me. -

CLERX
Margaret? Well -- (He looks at the L door)
——that Margaret —— that Margaret -~
(Looks at the L door asgain)
MRAZ

You're afraid, I see, that I will not understand you. I
am not sensitive. Just you tell me the truth.
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CLERK
(suffering)

Hu -- 1 would 1like her -- that Morgarst -- only she —- well --
you XKnow.

LKRAZ
You mean thet she doesn't divorce Antalfi?
(Patinfully)
Honest now, L. Manager, tell me, isn'% she righ%? Con
she do that? Think 1% oves. The Count knows everything.
And Margaret knows that Xezmer was there in the bLatatub
when the explosion happenczd.

(He leens »is heed in his hand and
thinks interzely, talking tc himeelf)

Now cen she divorce him and know of the explosion too!
CLERK
(To himself)

If that crook doesn't come in soon, there's going to be
another explosion too.

MRAZ

(Turning to the Clerk)

How cen she when ehe £lrecdy knows of the explosioen?
CLERK

That's just it, dergaret should not know ebout the exploeion.
1maz '

(Rises, durmbfoundéd)

Shouldn't know cbout the erxplosicn? But she ie the very one --
CLERK

(Jumps up, pounding the desk impatiently)

Yes, Yes, I know that she ls the very one,

(Regeins his control and
speaks ccimly)

And it is ¢ little funny, that she shouldn't know about it,
since she is the very one. But the playwright must be brave,
my deer friend!



CLTZRX  (Continuod)

eshee his chelr under the desk
nd ¥ ULC restlessly) .

(DrSasirg hie cheir after him, he X below desk
and to ULC. He etands R of Clerk)

But, Xr. lencger, then Alcjos connot go up the vowes!
CLERK '
(Violently)

Wiell he mustn't go up. Why must he go up? I don't understcad
why he goes up! He must stay down! That's all! o

(X below Nraz a2né above UC desk
to R savogely)

ERAZ

(Wrought up, he X avove desk to RC, dragging
the cheir with his L hand)

But, Ur. Manager! If he doesn't go up the tower, then
there's no use telling Bela that he knows zll.

. CLERX
(X RC to Mraz)

Bela! Bela! Whet does thet Bele want? Bele ehouldn't
want £0 much! BPBela chould kcep quiet! Nobody is anxious
cbout Begla! BEele —-

(H2 wipes his forehecd)
IRAZ
(Listening)
Yes? Belo?
CLERX
Let Bela go to —-

(He catchee himself, coughs
oend mekes the corrcction)

uh, ah -- to Mergaret, I mean to say.
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(Astoundesd, he drops the cheir from hie L hend and
eteps vack. He is now atunding sbove the chair. He
almost screams) ~

To Margaret?. Bela to Bafgarc§3 Belo?
CLERK

Certainly.

(With a frantic gesture of disgust, he X below
Mraz and the deck, and on to tie L door)

MRAZ T
How can he --

(With both hande out in appeal,

he starts to fcllow the Clerk,

but ctumbles over the chiir lying
below him and fells in a eprawl

on the floor. At the same moment
the Clerl hammers viclently on the

L door adding to the noise, then X
be%ow the DLC desk to the chair R of.
it

I beg your pardon.

(Bs rises, picks up tke cheir
quickly, £nd drags it to DLC)

But what I meant to say wes: How can Bela go to Margaret?
CLERK
How can He7:Very siuply - he just goes -

(Site in cheir R of DLC desk
in great irritation)

YRAZ

All right, Suppose he goes back.

(H¢ throws his chair directly
opposite that of the Clerk's,
and sits. The two men &re
close together and esquarely
face to face)

Then you think that Margaret shouldn't go down to the vie~
duct, don't you? .
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CLTRK
(211 mixed up)

¥hy shouldn't she go? She con go, why not? She ien't
crippled vou know.

MRAZ

Yes, but there is Pelfelvy. When would Palfclvy see her?
CLERX

(Reckleesly)

galgalvy? Why, Polfelvy could ccll on Morgoret ot the via-
uct.

URAZ
(Rises, goeping for air ond bocke behind hie chodir)
For heavents coke, Mr. Mencger, whoat cbout Bejligethy?:
CLERK

( Secing he huoo loet out - jumye up
weving hie hands before Kraz'e nosc)

Bajligethy¥? Bajligethy con-go heng himself!

(X U of DLC desk, throws a book
violently into the L door.

X ULC gestures violently, X above
to URC, another gesture, and then
X DRC. In the meintime, Mraz has
thrown his hands to his head and
stands transfixed, facing the
audience, thinking out this new
suggestion. Then the light dawns
and he sees the grect value of it)

MRAZ
Netur-ally-y! Netur-ally-y! Bejligethy can go hang himself!!!

(X DRC end shakes Clerk's hand
vigorously)

Mr. Mcneger, you're a great mon., I have wondered for five
{ears what Bajligethy should do. You have 1it a2 light in my
rain.

(Shokes hends agein)

Thank you, thank you!
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URAZ (Continued)
(Takas hat from UC desk, X R door,
and clutches hisgikcud. Clerk X
R of UC desk in amazement)

That's great! And I éidn't think of that till just now!
Bajligethy should hang himself!

(X RC and shakes hands 2gain)

{2&2# you, thank you very rmuch. I must run home and write
OWn.

(Txit R)

CLERK
(Flops into chair at UC)
READER’
(Enter L quickly, cerrying the manuscript.X LC)
Where ig Mraz? There is that Mraz?
| CLERK
He went.
READER
(X below to RC)

Send somebody after him., This ie the best play I've Eeen
in yezrs. We muet produce it.

CLERK

Fine! Especielly if Bajligethy hangs himself!
REAﬁER

What's that? |
CLERX

The suthor told me just now that he is changing the play.
Bajligethy is going to hand himself ot the end.

READER

The~e-o-t!! Is that men crezy!! Then the whole ploy is
the rankest nonsense. L
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RZIADER (Continued)

(He throws the manuscript on the
floor znd X below to L door)

And that's the kind of thing they bother us with.
(Turns at the door)

If the mon puts his foot ineide this door agein, kick him
out into the middle of next week.
e
(Exits L, slamming the door
behind him. The Clerk settles
back in hieg chair, with feet con
desk, as curtuin falls)

CURTATIXN




