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is established. The third chapter includes a detailed inves-
tigation of the producticn problems, including changes méde to
the original script, the stage setting, casting, rehearsal,
-publicity, contemporary machinery, lighting and sound. The
fourth chapter contains the script znd the production notes
and shows how the play was staged in terms of movement and
placement of actors on stage. Chapter V relates the director's
evaluétion and examines the final results of the production
in relation to the problem areas cited in Chapter IIT.
The study culminated with a two-day performance of

Bury the Dead on February 25 and 26, 1971. The production

proved to be a successful exercise in practical and technical
innovation using contemporary machinery and staging technigues
to enhance the relevancy of a 1936 peace play to modern

audiences,
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Peace, life, and fireedowm triumphant . . « « . . 151



One of the trends in modern theatre seems to be toward
the use of cpntemporary machinery and techniques such as
colored light shows, the use of foik-rock music, reflective
surfaces and sound effects. In an effort to experliment wilth
these machines and techniques, 1t became aprarent to the
director that a play must be chosen which could lend ifself
well to modern audlences through its style and language and
yet be adaptable enough for experimentation. Through search-

ing and reading, Bury the Dead by Irwin Shaw seemcd to be

such a seript. The problem evolved Into precducing Bury the

niques and machines. These techniques and machines are Lo be

discussed in detall in later chapters of this thesis.

Choice of the Play
machinery interesting critilical acclaim was uncovered and
ceemed to establish the work as worthy literature or at least
accepted ir the setting of 19386 as "deoing more to zceant the
l

horrors of war than all the other war plays puf together,™
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Among "all the cther wzar plays put bogether" were, according

to a Literary Digest artizle, twe notable productions of

What Price Glory and Pgths of Clory. It waz sald that "None

~of these plays compared with the work of [Irwin Shaw]ﬂ2

The play had a curious beginning. In March of 1936, it
was presented for two tryout performances under the super-
vision of the radlical New Theatre League in Manhattan. Those
two performances, seen by certainly not more than thirty-six
hundred persons, suddenly became the fevered talk of a city

3

of six million persons. Presented again under the production
manager, Alex Yokel, the play was performed on April 18, 1936,
in the Ethel Barrymore Theatre by the Actors'! Repertory Com-
pany. After seeing the play that April evening, Robert Gar-
land, New York World-Telegram recorded:
Other men, other plays, have told of war's
futility and horror and venality of cause., But no
play, in my memory, has spoken with such well-directed

vehemence.,

Irwin Shaw and 32ury the Dead 4id not, however, escape

the inevitable jaws of sharp c¢riticiswm. Among the more
cbvious was a review, written in retrospect, publlished in
Time magazine in 1948, "The sad news is that he had failed

. . . depressing evidence of how hard it 1s for a writer to

2 Ibid.

3 wNew Play In Manhattan," Time, XXVIT (April, 1936), 56.

CXXI (May 2, 1936), 19.



slough off youthful hehitz."” . Ancther raview in the same

magazine in 1942 stated that "Ivwis Snaw's material is freshe-
Z

6

up to a point. Then he lays it on too thick or too pat."

Concernlng the quality of the writing, Newsweek reacted

A e

this way, summarlzing the previously mentioned reviews:

Bury the Dead is no masterpilece of writing:
the style runs closer to radio technique than pure
drama. But the simplicity and honesty of Shaw's.
approach make it a forceful pnaciflst cry as well
as effective theatre.(

While choosing the play, it was discovered that Irwin

Shaw's Bury the Dead was a rewrite of Austrian Hans Chlumberg's

Miracle at Verdun, produced by the Theatre Guild in 1931.

e A . v ——— (34— AT e

There are some baslc differences, however, as pointed out in
the Time magazine report:

Playwright Shaw never penetrates as high as
the nation's statesmen, as deep as the nation's
populace. He is willing to concentrzte on the
Generals who run the war Iin such a way that men
get killed.9

Ancther imxportant departure of Mr. Shaw's Bury the Dead from

Mr. Chiumberg's Miracle at Verdun 1s in Shaw's refusal to
lead his corpses back to the grave as the Austrlan playwright

did. On the contrary, the hopeful dead obtain their freedom

> "Broadway Blinkers," Time, LII (Octobzr 11, 1948), 114.
6 "Medium Rare," Time, XXXIX {February 16, 1942), 92,
7

"The Dead Who Won't Be Burled) Newsweek, VII (April 25,
1936), 29.

8 "New Play in Manhattan,” Time, XIVII (April, 1936), 56,



by marching off the battlefield.g AtTter a survey of such
critical acclaim and aftevr carsful reading of the script,
thken, 1¢ became apparent that a universality was inherent

within Bury the Dead. t was ascertained that Bury the Dead

would lend itself well to include all wars, including the

conflict in Vietnam. Not only did Bury the Dead achleve

relevancy for a 1936 audience, but contemporary techniques
could be employed to make the play more relevant and effec-
tive for modern audiences. From conception to production date,
however, some efforts to enhance the relevancy of the play by
highly contemporized media were one by one discarded. The
play 1ltself, in the end, was sufficiently universal ard ver-
satile to appeal to modern theatre audiences and the problem
became not how much contemporary machinery, but how little
could be used to give a hint of contemporary appeal and still
ailow the primary effect of the show to come from the actor
and the play, using only the essentlal contemporary machinery

and techniques.

Statement of the Problem
The basic problem of this thesis, then, was to produce

a 1936 peace play, Bury the Dead, using contemporary staging

techniques in an attempt to heighten ths relsvancy of the play.

9 Tpbid.



A study of this rature is dzsizned to provide the student
an opportunity to experiment and select valid, creative aspects
"or technigues and discard the remainder. Details of this
experiment are recorded in Chapter III of this thesis. It is
also hoped that this thesis will provide for future students a

creditable source and reference for experiments of this nature.

Organization of the Thesis

This thesls 1s organized into five chapters. The first
chapter is Introductory in nature; it presents the basic prob-
lems, the imporfance of the study, the choice ¢f the play and
the orgeaenlization of the thesis. The second chapter will ana-
lyze tlie play, its structure ana point of view in relation to
what is to be done with the experimental productioan, Chapter
three will cover the nroblems of production in relatlion to
chapter two. . It will dlscuss all of the elaments pertaining
to any produsstlion including seript changes, casting, rehearsal,
publicity, setting, the contemporary machinery, lighting,
sound, znd an analysis of the results of the contemporary media

’

Justifyling the use of and discarding of certaln techniques.,

The fourth chapter containsg the script and all the production
notes of this study. It contalns slszo bloeking keys, blocking

notes, sound cues, and photographs of the finished producilon.
Chapter five concludes the thesis, summzarizing the final resulits

of the productlon in relation fo the overall purpose and wroblems.



Bury tnz Dead begins in a2 wmcoed of authoritarianism and

ends 1n sgvage protest. The episodic scenes whiczh comprise
the play shift in setting from the battlefleld to an officer's
quarters, to a newspaper ofifice in a metropolitan area, to a
rmeetlng hall for the dead soldliers' wives, and tack again to
the battlefield. The foree of authoritarianism, accepting

the vnexplalined orders of a dictator regardless of 1ts lvher-

ent value or worth, is most
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To convey the protest ssgainzt The brutality of wsr, Shaw
projects the surrealistic Ldes of six soldlers arising from
their degths in protest in a primarily realistic~naturalistic

- play. In the resurrection of the soldiers, a myth is created,
a veritable fable is established. As Oedipus with his blinded
.eyes shocks and catches our imaginztion by the sheer sight
of him, so do the slx dead men rising from thelr graves,
refusing to be buried. In a trench-grave stand six American
soldiers. They have bteen dead for two days. Théy refuse to
be buried. They feel themselves too ycung to be shut away
from the world under six feet of hurriedly shoveled mud.
Soldiers, on a burial squad detail, plea with the corpses

to submit to the grave. Their orfficers plead with them.
Finally, in a desperate resort, their wives and sweethearts
are sent for. The women exzhort them Lo accept burial. They
refuse sll pleas and even ignore direct orders,

Tne vehicle for the conveyance of Irwin 3haw's =2pisodic
play is a aingle zct. As a Literary Digeszlt critlcism remarked,

"Shrewdly calculating that the threc-act form would make his

lay too bLenuous, ne disciplined himself and held 1t down £o
’ x

12

one long sct. It is exactly snough.”

T o ty which the plot development of

b
jule

<t

ne eplsod echnigue

Bury the Dead 1s written, the myth croated within the story,

.
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o

and the one-act play Jurm culwinate in 2 style of reallsm
which later develops into surrealism when the corpses rise
from thelr gravés. The play cpens with fhe digging of a

trench-grave, and one can almost feel the griminess as one

soldier remarks:

Dig and scratch! What a War! When you're
not diggin' trenches you're diggin' graves.

Adding to the hard physical labor and dirt, another soldler
remarks about the fleas:
When vou're not digegin' gravs:s you're scratchin'

at fleas. gy God, they're more fl=2as in this army
than . . .

e
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the dezsd remains of soldiery heighten the effecliiveness of
the rezlism of the script:

sSay Sergeanv, they stink . . . Let's bur
them in a hurry.

Did you ever se2 such a fat »ab In your
whole 1life? I k=%t he ate like a hovsa~--Uhils
one. There's gomething adbout The zmell of G=ad
the willies, . + They z2in't
got no right te keep us up arl night., We got
work to do tomeriow.”

l_lg »

The rzalism of the style, coupled with the shock ol the

N
W

‘myth created, and ths resurrection of deoad soldiers, clieuriy

el

chaw, Bury ths Desd, p. 1.

Ivid,



portray the central theme as anti-war propaganda. Bury the
Dead has been lauded as dolng "were to accent the horrors
of war than all the war plays put together."6 In reinforce-~
ment of this, Robert Garland records:
Other men, other plays, have told of war's
futility and horror and venality of cause. Eut no
play in my memory has spoken with such well-directed

vehemence.

One might assume, then, that Bury the Dead is, as Stark Young,
8

critic for New Republic, says, "cbviously an anti-war play."

It may in fact alsc be called a propaganda play. In the
theme, however, the playwright deals with directing his prop-
aganda through art, There can be no objection basically to
art that is propaganda, but "ultimately there is every
objection to propaganda that is not art."9

The first soldier, upon showing his Sergeant a dead rat,
¢learly reveals the detailed propagandistic anti-war theme:

Ah, Sergeant, I'm disappointed. This rat's
a fine pedigreed animal fed only on the choicest

yeung mén the_United States turned out in the last
twenty years.lO

6 "Savage Sputtering Against War," Literary Digest,
CXXI (May, 1936}, 19.

" Ibia.

8 Stark Young, "The treat Doom's Tmage,"” The New Republic,
(May, 1936), p. 21.

Q
< Ibid.
10

Shaw, Bury the Dead, p. 3.




A young boy killed by "a colored pin on a Zeneral's map . . L
further exclaims in protest:

I was only twenty, mom. I hadn't done any-
thing. I haven't seen anything. I never even had
a giri. I spent twenty years practicing to be &
man and they killed me. . . . They made a speech
and played a trumpet and dressed me in a uniform
and then they killed me.2t1

Language, characterization, and realistic attention to detail
seem c¢learly to ldentify the main theme as a reaction'against
needless destructioﬁ of human lives and freedcm to live,
developed In an anti-war prcpagandist script.

-

Although Bury the Dead is fundamentalily an anti-~war play,

es one crltic explains, "What My, Shaw really hates is not

nl2

War but Death. Rather than portraying the usual adapted

version of war material, Stark Young notes that Shaw endeavors

to "swarm to the stage fear, living variely, nostalgla, vity

13

and freedom.” The play seems to cry out for these social ~

concerns, especlally for the freedom Lo breathe and to live.
As one of the characters within Bury the Dead expresses,

freedom s of primary concern:

Ibid., p. 45.

"New Play in Manhattan," Time, XXVIT (ipril, 1936),

56.

13 .. ; ; -
3 atark Young, "The Great Doom's Image," The New fcpubilce,
(May, 1936), p. 21.



- These are the things the earth still owez me.

Tnese are the thinzgs that mecan iife and eartl Lo

me, the joy and the pain, now when I am only twanty,

Joy, pain, freedom--to each man in his own way, a

full seventy years tc be ended by an unhu{ried fate,

not by a colored pin on a General's map‘:"lL

Another important social criticism brought out in Shaw’s

; .

basically anti-war script is that of religlous satire. In »
the scene Just prior to the resurrection of the six corpses,
Shaw brings in a priest and a rabbi. These two officers
have come to pronouﬁce the last rites over the dead men's
graves. They instantly argue over the arrival of an Episcopal
bishop, who expressed a desire to contribute to the burial
service. The priest states that "Perhaps we had better wait
« « « BEpiscopal bilshops are very sensitive about order.”lb
The Rabbi quickly replies, "He's not coming. He's having

6 , -

1 . \ ,
his supper.” Upon hearing this, cne of {he soldiers on

the burial detall remarks: "What does God do while the

:)1'.‘17

bishop le having his supper The solcier 1s severely

reprimandzd hy the authoritarian Sergeant. Shaw szcewsg to he
pointing a finger at the mechanization of fthe prisst and
rabbi and their concern for a bishop "having hiz supper”

while mere soldiers combat fleas, the smell of dead bodles

and fatigue.

A At e Akt o - e A, A o B 108 e, & i3 A e 3 o sy e vty - pp—
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Shaw, Bury the Deag, p. 37.

15 444

2 Ibid., p. 7.

1 Ibig,

37



’ In a later scerne where a fast a finsl eftort is made

feC Lae corpses to be wuried peacesbly, another priest is

shown explalning:

We are the Church and wvolce of God, The 3tate
has tried 1ts ways, now let the Church use the ways
of God. These corpses are pessessed by the devil,

M
W

who plagues the live“ of men. The Church will exorcise.

the devil from these men, accordirg to 1ts anclent
rite, and they will lie down in thelr graves like

chiildren to a pleasant sleep, vising no more to trouble
the world of living men. gburch which 1s the Voice

f Goc upon this earth, amen.

Shaw seems to point out here that the problem 1s more

complex than passionate rituals can sclve. The ccrpses
their freedom from death and deny traditional religicus
As Stark Young notes referring to the priest:

. + » how words are only funny in the lignt
of passionate 1lfe and immortal desire.l9

Examining further commertary on authoritarianism we
&

that the general's maln concern in the dilemma is perhaps

keeping it from the c¢civiliian:

b must be kept quiet! Remember that!
Not a word! Nebody must know! God cnly knows

what would happen 1f peoplis Lo gan to suspect we
couldn't even get cur dead o lie down and be
bueled! This Ls {i2 god-damndest wa“* They
never sald anythirg about this sort of thi'g a*
West Feint, Rememo r, act a wori, nchody mus
know, quiet as the grave, mum! sseht<l
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Then a final plea:

We're a civilized race, we bury our dead.
Lie down! Private Driscoll! FPrivate Schelling!
Private Morgan! Private Levy! Private Webster!
Private Dean! Lie down! As Commander-in=Chief
of the Army as appointed by the President of the
United States in Accordance with the Constlitutlon
of the Unites States, and as your superior oificer,
I command you to lie down and allow yourselves to be
buried. 2l

The corpses, however, walk away unharmed, Implacable.
In an effort to convince the offlicers and to enforce
Shaw's anti-war theme, the First Corpse remarks:

Men, even the men who die for Pharaoh and
Caesar and Rome, must, in the end, before all
hope i3 gone, discover that a man can die happy
and be contentedly buried only when he dies for
himself or for a cause that is his own and not
Pharaoh's or Caesar's or Rome's . . . €2

As a last resort the wives and sweethearts are brought
into the play. Thelir efferts are fruitless. Shaw portrays
a particularly exemplary speech in Joan and Levy. Joan is

bragging about all the Victory loans she has sold and getling

a™ . . . helmet . . ., one of thelr helmets, one with a bullet

23

hole in 1ft, for selliing eleven thousand deollars worth."®
Her husband cuickly perceives: "Qut here we get them for

rrothing by vhe miilion--bullet holes arnd all."au

nY
$ot

°2 Inida., p. 27
23 1pi4., p. 36.
24



- L
A
Another corpse, a former before hls Inductlion, cxpiains
to his wife that:
My place is on the earth, Bess, My business
is with the top of the earth, not the under-~side.
It was a btrap that ysnked me down., I'm neot smart,
Bess, and I'm easy trapped~-~but I can tell now . . .
I got some stories to {ell farmers before I'm through--
I'm going to tell 'em,
In varying motifs, all with the same basic argument, the
six women get nowhere. The dead men will live on in freedom
which was never so clear o them as now.

The director's aim in this experiment, fthen, 1s to em-

phasize these life, death, and frecdom asgpects of 2ury the

s

Dead and to use the war scenery to deplet a playing ground

A

for commentary on areas of social concern. Hence, thes zanti-
war theme pecomes subordinate.

In order for the life, death, freedcm aspects fto be
emphasized, sn expressionistice-surrealistic appreach is
used to convert the battlefield into a drezm-like nightmare,
The expresslionist-surrealistlc approach to the production
tends to bring out Shaw's ability to capture the egsence of
a particular character by the revealing statement, gesture
or thought. War, then, tecemes the catalyst for the freedom

point of view. The slow accumulation of awareness <it the

£

-

part of the mecharistic soldiers, the right to vefuse to

die and lLe buried, aud the slow inevitaple detericravica of

Ivid., p. 34.



authority for its ocwn scke (sc vivlicdly sean thionegh “he
fruitless commands of the General, seem to extend beyond
the mere scope ¢f an anti-war play and lend themselves to
" commentary relevant to mcdern day. "Life will not pay .the

26

cost of war.,”

26 Young, "The Great Doom's Image," p. 21.



T T e
CHAPTER IIX

PRCDUCTION PROBLEMS

In attempting to dramatlze the thematic conflict betwezn
life and death and freedom and enslavement {(war), the dlirector
was faced with a varilety of problems, not all of which were
easlly solved, especially those requiring script changes and
realignment of characters. Further, with an insufficlent
supply of acfors, the director was florced to economize in
the "chorus" of type characters. Actuvally, these reductions
seemed to intensifly the =2ffectiveness of the freedom theme,
since they removed some of the clutter and provided for a
more stripped and stark kind of presentation, a value scught
in the director's effort to ftransform the play from itz
predominantly period kind of reaslism and to emphasize the
universal symbolism which might be seen as embracing all
wars and dramatlizing the ineradicable human desire for life
and freedom.

Inatead of attempting to group problems and changes of
the script in accordarncs wlth some analytical scheme of arder,
it has seemed more appropriate to present them as they ocour
in the play. Thus, the following gpages detail scene by scens

the director's major changes in the orlginal seript, Leazonsg



fof each change are given and the result 1s discussed. Al-
though Shaw's play is net formally 2ivided into scenss or
eplsodes, it 1s separated by shifts 1In lighting and most

. terminate in blackouts of stage lightling. TFor purpcses of
analysis of productlon problems the directcr has numbered
‘the blackouts and the scene tc follow each blackout to cor-
respond. Following blackout 1 In the script located in

Chapter IV, for example, is Scene 1. The analysls to follow

wlll rely on this gulde for clarity.

Changes in the Orilginal Script

Changes In the criginal script can be divided into three
main categories: (1) removal of certaln groups of characters,
(2) technical changes in an effort to bring the script up to
date, and (3) the removal or rearrangement of certain scenes
and episodes. Some groups of type characters were removed
bpecause of a shortage of available actors to play the roles.
Scenes &, 10, 24, 26, and 30 were typical scenes containing
groups of characters known only as business men, club women,

newsboys, whores, and volices. These scenss seemed to the

0

director unnecessary to the plot in that thelr removel did
not interfere with his interpretation of the play. Scene

5 with two extra characters, Bevins and Chavrlle, seemed .to . be
easilf rearranged to cempensate for teoe few acters, Through
a [lashback technigque, i{he Bevins-~Charlie scene was Laken

out ¢f the middle of the play end placed in its entirety in



the opening scene. The entire gleng was then taped and
played in total darkness followling the theme song of the play.
This was done for three main reasons: (1) too few actorz to
. play the roles live, (2) the voices coming out of darkness
in stereo seemed in good centrast to the live action to fol-
low, and (3) the scene seemed particularly to express the
peint that the dlrsctor wished bto emphasize in the show, That
being that Mr. 3haw's chief villain was Death, rnot War,
Kids shouldn't be dead, Charlie. That!

what they musta figured when ths dirt str“t 1

fallin' cn 'em . . . Did they want to be standin’

there when the lead pouwred in on 'em? They wanted

to be home readin' a book or feachin' thelr kid

c-a~t gpells cat or takin' a woman out into the

country in an open car with the wing blowin'.l
Following the Bevins-Charlie scene, the lights [loecused in on
Scene 1 showing a Sergeant and his men who were dlgglng a
trench for the six dead soldiers stretched outv in a semli-
clrcle. The trench was far from deep enough, but the diggers
cemplained of the fleas, the late anlght, and the stench. At
last the Sergeant conserited to stowing the corpses away. And

then one of the desd soldiers moaned and stood up; and after

him, the rest rose until all 3lx were sztanding, They would

F

not be burled. Afuu auch comuunicatior 1ip through the rsanks

the doctor is ordered In to examine the cass. The scens

b tvwin Shaw, Bury the Dead, (Now York, 15303, p. 19.
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showing the dector exemining the wounds and bodies of the
six dead soldliers, Scene %, seemed Lo destroy the pacing of
the play somewhat in rehearsal, In this scene, the decctor

. dlctated to a stenographer such statements as "BEvisceration

DO

of the lower intestine. Dead forty-eight hours.” The
‘stenographer.then repeated his statement. Thls was to occur
for each of the six bodles, but the process slowed the scene
to a deadly pace, and so a change seemed necessary. Scene
3, then, was removed, with the exception of the last exam-
ination of the last corpse, which was enforced by the accom-
paniment of the musical selection, "The Unknown Soldier" by
The Doors. The music described what was being seen as the
doctor silently examined the soldlers during the musical
commentary. (See plate 4 in Chapter IV) The effect of the
standing dead men being examined and found dead, then, was
not destroyed, but instead was cut short by remcoving repe-
titious speeches and reinforcling the meaning with what was
hoped to be effective, contenmporary musical interlude,

The doctor reported to the generals, to continue the
progression building to the next change in the original
script, that the men were dead but would not lie down and be
buried. The generals themselves went with the priest, 1n

Scene 7, but their words seemed sardcnically opposed fo the




dead men's desire for f{reoaedem znd for 1ife., The ldea is then
hit upon of bringing their women, their lovers, wives, or
rmothers, to persuade these obdurate dead to be buried peace~
ably. And so the women were found. It was at this point
that a long scene, Scene‘l6, in which the general urged.the
"women to convince thelr husbands of their duty td lie down
and be buried was removed. The size of the theatre arena
did not afford erough room for this scene with six women and
the general's War Department. The entire scene, thercfore,
was replaced by Scene 15, an announcement via the tape re-
corder and speaker system which seemed to adequately intro-

duce the women:

We have been asked by the War Department to
broadcast an appeal to the women of Privates Driscoll,
Schelling, Morgan, Webster, Levy, and Dean, reported
dead. The War Department requested that the women of
these men present themselves at the War Department
Office immedliately. It is within their power to do
a great service to their country.3
In Scenes 17 through 22, between the corpses and their

wives, Joan and Levy spoke dated references to victory loans,
dances for orphan reliefs, and the giving away of enemy hel-
mets with bullet holes in them for the lady who sold the most
victory loans. These references were dated, but yet it was
felt that they held'significance to any war of any time. A

line in Scene 19, however, referring to the birth and death

3 ipid., p. 63.



of Morgan, husband ¢ Jduuia Maresan, was changed to read,
"Walter Morgan, Born 1650, Died 1870." This was changed
because it would be an cbvious opportunity to make the script
more relevant to the auadlence. References in Scene 22
between Webster and Martha, including names of current
athletes were changed to hkelp make the script more relevant
for today's audience. On occasion, as has already been
cited, anachronlistic language was left unchanged. For
example, a line referring to the salary of Webster was left
unchanged and definitely dated the script somewhat. This
decision was made for dramatlc effect of the beauty of the
language. The line was "Eighteen-fifty a week!"a Many
different sums were tried and vead in context with the rest
of the line and were found unsatisfactory wheen compared to
the crispness and biting sound of "Eightsen-fifty." This
décision was noticeably inconsistent, however, and should
have been changed.

At the end of the scene bhetween the corpses and thelr
wives, it was assumed necessary tn get the wives offstage
for the falling action of the play, even though originally
the wlves were fo remeln for the ending of the play. The
wives' exit seemed necessary because the effect of the
general's slow deterioration had more emphasis when he alone
was left on stage. Actually the scenes preoceding the geon-
eral's deterioration and following Scene 22, the wives® axit,

: et e , _ -

Ibid., p. 63
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were a continuation of repoevos from businessmen, a congre-
gation in a church, a priesi's vnice, and repetitive lines
from Scenes 17 thruugh ZZ. These scenes, Scenes 23 through
28, described above seemeC to necessitate the use of non-

- available talent and were repetitive. They were completely
cut, therefore, providing an exit for the women of the sol-
diers as well as providing swifter pacing to the climactic
scene, the general's death.

The only other .major structural handicap of the play
seemed to be the final scene, Scene 32. In this scene the
general asked for someone to fire the machine gun at the
corpses as they stand in thelr graves. The other soldiers
refuse to fire the gun, saying, "We don't hire out to be no
butcher of dead men. Do your own chopping."5 The general,
then, is ferzzsd to fire his own gun as the dead men march
away unharmed. The mental and spiritual breakdown of the
general is then Interrupted by extra voices from offstage
and by repetitious lines from earlier speeches of characters
such as newsboys, radic announcers, and reporters. Due to
a lack of avallable actors and to the fact that .-the removal
of the above characters and voices would not deter the pur-
pose of the director and playwright, the play ends, instead,
with the visible decay of the general as the corpses walk

past him to freedom. In an attempt to helghten the scene,

> Ipid., p. 104
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Scene 32A, the use of the scng "iUhite Bire"® from the reccnd

album A geautiful Day was inserted to symbolize quickly and

in contemporary language the movement of the scldlers from

~their bondage of war and death to that of life and freedon,

The Setting

Early in the preplanning of 2ury the Dead, several ideas

were decided upon by the director in collaboration with the
scene designer, Chuck Moore. The director established early
that the setfing would exemplify a dream-like nighimare
battlefield. In order to have a reality from which to derive
an expressicnistic~-surrealistic approach after the origlnal
conception was finalized and rehearsals were begun, the cast
was moved to an outdoor construction site similar to a battle-
field scarred with craters, rocks, dirt, and debris. This
encounter with natural earth created new idesas about the
shape, size, and function of the grave, backdrop, and major
playing area of the battlefield to be placed on stage. A
working drawing was made and developed Ilnto a functional
four unit setting as shown in the appendix of this chapter.
The first unit was to be the grave site bullt with
1" x 4" white pine lumber stock covered with muslin, stretched
completely around the grave unit to denote a large pile of

dirt, seemingly removed from a waist-deep hole ten feet by

6

It's A Beautiful Day, "white bilrd,” It's A Besutilul
Day, Serial 9768 (New York: Cclumbia).




siﬁ Tzt in area. Two large, raked platforms were mounted
onto the sides of the grave to provlde an entrance and exit
for the corpses and soldlers. The entire unit was painted
~with whezat paste and dark green palnt and then dirt was
plastered to the wet paste and paint. |

A design of the setting illustrating the desired effect
is inciuded in the Appendix of this thesis, and a viewing of
this sketch will illustrate the colors and form employed.

A study of the play indicated the necessity of certalin
playing areas other than the grave site. One inmportant sres
was the main Tlecor of the theatre surrounded on three sides
by the audience. The nmain floor was covered with dirt and
selectively placed rocks {0 create playlng levels and variety
of emphasis for soldliers and their wives. Another acting
area was the General's office, which was denoted by a plalt-
form Jjutting into the audience from the main flocr. The
platform rose flve feel above the stage floor, utilizing
space staging and space lightling techniques. Still another
basiec playing area was the Reporter and Editor's office
denoted by ancther platform located on the opposite side of
the theatre froﬁ the Generalls office. Sound effects dencting
office machlirery, lighting, and space staging made these
rapid seguences,

The backdrop for the set included twenty-foot beams zur-

vounded and entwined wlith rusty barbed wire.
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Caxting

A ¢efinlte procedure for casting was established prior
to tryouts. A casting list was drawn up and numbered., The
‘1ist was passed around prior to tryouts, divided between men
_ana women. After the list had been completed with forty-five
names, the director held formal tryouts. He gave a brief
resume of himself and past experience which influenced the
selection of thils particular play. The experimental nature
of the production was ncted. The cast was informed that cer-
tain facial and physicsal changes were £o be evident in the
production, and the rehearsal schedule was established for
4:00 to 6:00 Monday through Friday.

At this first tryout meeting nameg were called arbltrarily
and candlidates were asked to read withcut having seen a copy
of the script prior to tryouts. This procedure was sn attempt
to determine the inherent ability of the actor to interpret
the wrltten word and to follow a director's interpretive
prompting. M actor who is capable of this skill should be
able to change quickly in rehearsal, having demonstrated
flexibility in the interpretation of character.

A problem arose early in auditions as there were not
2nough men reading for parts tc cast the entire productiocn.

It became apparent that not only would several male characters

have to be eliminated, buf double cazting would have to he
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employed in at least two parts. This procedure was exerclsed
and the Priest and Rabbi, who only appear once during an
early sceane, appeared laisxr also ac the Edltor and Reporter.

F ”.some unexplainavie reason aimost all of the forty-
five pecple who came to the auvditlon were women. No problems
arose in casting the women in the show. The need for talented
men, however, 4id create some anxiety made evident 1n the
auditions. Through rmany long hours of exercises and rshearsals
outside the regular establlished rehearsal times, much satlg~
faction was obtained from ceveral c¢f the younger, Inexper-
ienced actors. Every male with cnly one exceptlon that read
for the show was cast.

Notes were taken on each student who auditioned and after
riuch deliberation a cast was established and posted at mid-
night the day of tryouts. The awarding of the parts wasg based
upon displayed ability and physical appearance. AlsQo cor-
sidered were a compatibility of emotional, intellectuzal, and
spiritual traits. Given the talent available and lack of
rehearsal time, much satisfaction was derived from working
with the chosen c¢ast. Each carried his responsivility te the
fullest of kis abllity and tue feeling was contagious Tthrough

out the producticn of Bury the pead.

Rehesarsals
Since a limited time was allowsd for the preparation of

Bury the Dead, care was excrclsed in the planning cof the
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schedule. A major Shakezpearean shcw was already in rehearsal

when Bury the Dead was cast; therefore all rehearsals had to

ve scheduled at times when the Shakespearean show was not in

. rehearsal, due to the casting of several actors in both plays.
It was stressed early in production that there would be no
excuses granted for missing a rehearsal except under an
emergency, and either the directeor or the assistant director
would.be informed. There were some work schedule and class
schedule conflicts, but for a cast as large as 20 people,

no unsurmountable problems arosea,

Rehearsals were declided, after much deliberation with
the cast, to be held at 4:00 each day. Rehearsals began,
then, on January 27, and ran through dress rehearsal on Feb-
ruary 24. The first three rehearsals were line readings and
discussion of the style and production techniques. It was
discovered early in production that the lzarning of lines
was necessary to even much of the blocking of the script.
The cast was told to have their lines learned for the entire
script by February 5.

The blocking procedure was handled in episodes rather
than scenes, The show was blocked in one-thirds with the
first third completed con February 1, the second third con-
pleted on February 2 and 3, and the last third blecked on
February 5. This left only the final episade to be bicciked
and would have to wailt until the actor could te released fyrom

his employment during the last two weeks of production.



Sounc cues were set up to be plotted on February 8.

28

Sound

cues were set up Lo be zctually incorporated into the

rehegrsal on February 15.

The man chosen to do sound, hLow-

ever, was asked to give up hig posltion as he didn't have

the experience nor the time {0 become involved in such a

. demanding aspect of the show.

This cdelayed sound completion

until the rehearsal hzld on February 19.

The set was to be completed on February 16 as was light-

ing.

Costumes were to te added on February 18 leaving a

make-up parade and costume parade for February 20 and 21.

Performances were scheduled for February 25, 1971, and

February 26, 1971.

The following is the rehearsal schedule:

Day

Jan. 27,
28,
29,

Feb., 1,

Wednesday
Thursday
Friday
Monday
Tuesday
Wednesday
Thursday
Friday
Monday
Tuesday
Wednesday
Thursdey
Triday
Saturday
sunaay
Monday
Tuesday
Wednesday
Thursday
Friday
Saturday
sunday

Agenda

Discussion of play

Bleock first third

Continue blocking first third
Complete blocking first third
Block second third

Finish blocking second third
Block last third

Pinish last third (Lines for entire)
Plot sound cues (Run first show)
Plot light cues (Run second third)
Run third section

Run through

Run through

Props due Run through

Polish reheasrsal

et completion

Begin light rehearsal

Finish sgetiing and lights
Costumes ceompletion (Run through)
Run through and polishing
Make-up parads

Costume pavada
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22, Monday Run ihrough

23, Tuesday Dress rehearsal
24, Wednesday Dress vehearsal
25, Thursday Ferformance

26, Friday Final Performance

Publicity

The next production preblam to be considersed was pubw
licity. Necessary to the success of any production, pub~
licity should occupy a positicn of prime importance in the
schedule of activities to be completed. Several avenues
were avallable to tﬁe publicity crew., These aspects Included
newspaper articles, radio and televisicn advertisements,
posters, fliers, and announcements within the class time of
each c¢lassroom on campus.

Every effort was made to get to know personally the
reporter for the arts section of the campus newspaper. This
proved to ve an invaluable asset to the success of the pub-
liclty fer the show. The campus newspaper was to be contactad
early and informed of the availabllity c¢f current storles.

Initiqlly, an article was written concerning the tryouts
and then one on each of the followlng aspects or production:
the results of the casting including classificaﬁion and home
towns of the individual actors, and production progress
reports to include pictures of rehearsals.

It was decided early that due to convenignce and valuable
contaéts through the'increasingly popular school M radlo

station, an extensive publicity program would be taped 1in an



unusual form and produced over the zir both llve and taped.
This procedure scemed highly effective and was done in an
urtusually creative manner by the Radlo-TV students of North
Texas State University.

Typical of the radio coverage was current anti-war and
freedom musical material being pléyed every thirty minutes
over the air followed by a short one-liner or a short stafte-
ment concerning the message of the show including time and
place. Many people reported to the director that they heard
about this production and even became interested dus to the
coverage on the radio station XNTU located within the same
bullding as the theatre.

The cast and all cocncerned were gratified at the results

of the publicity efforts. Bury the Dead performed twice to

over-filled houses and even turned twenty people away dusz to
lack of seats or standing room during the two performances.
Again, much of thils success can be attributed directly

to KNTU, the campus radio statlon.

Lighting

Lighting technigues employed for Bury the Dead were

slightly different from the ncrm, but yet simple. From the
planning stages of the production, it was obvious that there
were simply not enough instruments in use in the 3Studio

Theatre to adequately light a snow of thls nature. Work
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began immediately to locate other instruments and to devise
ways tc get around the handicapped lighting system.

Lighting for Bury the Dead was produced 1n eleven sep-

arate but overlapping areas. Three speclal 1ighting iNs Lrue
ments were used to emphasize certaln moods and feelings; One
speclal was hung directly over the grave in order to accent
surrealistic rising of the corpses from thelr grave. Another
special was emplcyed for the symbeolic death of the General in
the last scene of the show. A third specilal was used as
house l1lights. These included two strip lights done In red,
white, and blue along with a large flood light gelled with
red, white, and blue flags, crosses, stripes, and stars. This
was used as house lights and pre-show in an attempt o estab-
lish a patriotic comment on freedom. The imags of the flags
were reflected on all four walls surrounding tha audience an
even the audience members themselves.

Thirty instruments were finally declded upon for ade-
quately lighting the production, gelled basically with blues
and ambers in order to produce a dingy, depressing atmesphere.
The general lighting Intensity level of the show was low, and
dense which helped create the desperate atmosphere of a hattle
ground.

The technique used fer lighting the show was space light-
ing with each area patched to a different dimmer sc¢ tnat wmoad
and transition ¢f one place o arother could easlly bve socom-

plished.



Due to the dramatic intensity of the production, th=z
number of light cues, and the definite need for the operator
to "feel"” the mood and adjust light intensitiles, diligence

- was a necessity to achieve the desired perfection.

Contemporary Machinery

To heighten the emphasis of freedom aspects of the play,
a supply of gadgetry such as prism balls, reflective éurfaces,
musically synchroniéed light shows, psychedelic¢ music, and
realistic war explosions were experimented with during
rehearsals, It was ascertained, however, that not only 4id
many of these machines present obstacles to the pacing of
the show, the actors, and the message of the script, but
much of this machlnery was discarded and replaced with an
extensive sound system and a carefully utilized lighting
system.

A more complete analysis of what machines were tried
and experimented with and which ones were removed from the
production will be discussed in the final chapter of this

thesis.

Sound

Sound played a vitsl role in Bury the Dead.

Through scund, the directcr and his crew werse =2ble to
ereate change of moods, aszcent or highlight certain szcenes
or phrases, and generally heighten the affectivencus of the

overall production.



Sound fell into three 4ifferent Tunctions for the pro-
duction of Bury the Deac¢. One function was to utilize taped
volces in stereo to supplement the scenes for which there
. were no actors avallable. Another important function was
the use of sound affects such as war rumbles to accent tran-
'sition from a battle to a General's office and back again.
Ticker tape nolse and office noises were used to denote the
locale and typlcal sounds in scenes involving the Editor
and Reporter. A third important function was the use of
recorded music to accent, hignlight, and make relévant the
message of the play. A series of contemporary songs were
selected and recorded Iin complete stereo utilizing a sound
system incorpcrated in the show.

A complete list of songs used and theilr partilcular
function can now be related.

The first was a song entitled, "Silent Night,"T sung
and played by Simon and Garfunkle, which smecothly integrated
a traditional "Silent Night" with a news cast telling of the
shaos and turmoll connected with the war, civil rights, and
campus rioting, and numbers of people killed in Viefnam.
This was intended to immediately lead the audience into a
scene containing two typlical soldlers' reaction to the war.

After the taped scene between the above mentioned sol-

diers, a burst of machine gun fire was heard and one of the

7 Simon and Garfunkel, "Silent Night," Parsiey, Sage,
Rosemary, Thyme, Serial 9363 (New York: Coclumbia).
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soldiers was kilicd. The ofher soldler screamed in aid of
the dead soldler, as James Hendrix's anti-war song "Machine
Gun"8 was brought Into the scene aurally. The purpese of

- this early use of sound and music was to directly relate the
battlefield with contemporary music to interpret the message
provided by the setting. It also established early in the
show that contemporary ceomrent via music could be expected
in the precduction.

Fcllowlng the "Machine Gun"™ music, came the use of high
frequency oscillating sounds to produce an eerie but con-
temporary scund to accent the corpses rising from theilr graves.
Immediately [ollowing theze cerie sounds, came a burst of
rumbles which transported the spectator from the vattlefield
to the General's headquarters.

The scene between the Doctor and the Corpses, Scene 3,
was accented by comblining the ezamination of fhelr wounds
with lyrics from "The Unknown Soldier"’ by ''he Doors, a
musical rock group. Thls was used to capture the surface
horror of being a faceliess number, giving your 2ifle for your
country and yet being completely unidentifiable and even
"unknown." A secondary purpose in this musical bridge was
to make more relevant the examination scene between the Doctor

and the Corpses.

Jimmie Hendrix, "Machine Gun,"” Band of Gypsies, Serisg
472 (Hollywood: Capitoll.

3

The Doors., '"Unknoasn Soldier." Waltineg for the Sun.



A series of ticker tape noises and typleal office sounds
and war rumbles coublnuood Lo coresy the aullence pack and
forth rapldly between the three maJor playing areas, and that
being the battlefleld, the General's offlce and the Editor-
‘Rgporter‘s office.

"John 19:Y1" and a scene from the Crucifixion contained

in the Rock Opera Jesus Christ Superstarlo was used to accent

and make more_relevant the scene where the General appeared
to convince the soldiers that thelr duty was to die for
their country and be buried peaceably in silence.  When they
refused, a bullding laughter being pantomimed by the live
actors on stage accompsnylng recorded scund frem the album

Jesusg Christ Superstar was heard. During the scene the

General was brought to humillation and near defeat, he kneeled

to the floor as the audlznce heard a large mob laughlng.
The wemen of the soldliers were brought on stage on the

skirts of a musical commentary by Janis Ian named "Bohemsa."ll

Even though portions of the song dated the seript to World

War 11, "See the hombs of [liroshema, and flowers scattered

on the ground," the overall mood of the song was hcpe to be

effective,

10 Criginal Cast Recording, Jesus Christ Supevstar,

Series 71503 (Universal City: Decca).

1l sanis Tan, "Bohemsa," Present Compeny, Series 683
(Hollywood: Capltel).
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After a futile effort to convines the men to be buried
and die patrioctically, the women departed. During the women's
exit the Youngbloods sung "Sunli 5b+”l2 which contained the
following lire: '"Recause that's the way she feels about you."

In order to pick the audlience up from the falling action
surrounding "Sunlight" and vtuild to the General's complete
deterioration of character and spirit, & Priest's voice was
heard -appealing to the Church, followed by a beautlful, serene
Westminister Cholr, entitled "The Requiemn Mas'*"']3 by Gluseppe
Verdi. This hoped to seduce the audience into tranqulility
once again, only to be broken by the General's entrance and
a scream and song to follow by Fink Floyd callied, "Be Careful
With That Axe Eugene."lu

After The horror of the General's final entrance and hiz
fall to the floor, the song giving the final peace and freedom
message of the show "White Zira" 15 by Beautiful day, was
played symbolizing the death of the General and the freedonm
of the corpses by comparison to a white bird flying from a

golden cage.

~

12 Youngb]ooda, "Sunlight," Sunlight, Serial 4561 (New

York: RCA).

13 Guiseppe Verdi, "Requlem Mass," Westminister Choir,
Serial M2S707 (New York: Cflumbla)

14 Pink Floyd, "Carefnl With That Axe Eugene," Rellcs,
Serial 759 (Holliywood: Capltol).

15 It's A Beautiful Day, "Wnite Bied,” It's a Bzautiful
Day, Serial 9768 (Hew York: Columbla).
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As cne can rsadily see, In order to make a serlipt such

as Bury the Dead contempurary and mors relevant to today's

audience, sound was Intended to prlay an Integral part in

~this project.

Make-Up
Often it may seem that make-up is a slighted art in our

theatre today. Meke-up for Bury the Dead, however, was a

speclal problem in itself. For many years make~up artists
have experimented with using make-up to produce the deslred
effect without drawing unnscessary attention to itself.

It was determined that a stylized realism would need to
be developed for the production in order to carry the message
and relevancy of the chow,.

The first project was to mak2 the live soldiers appear
as near-puppets for the Generals and Captains to merely pull
their strings and make them answer according to "Regulation
40354." Clown white on the faces of each of the soldiers
with a costume of realism solved this problem. Much pcwder
and shadow technlque, however, must be used in order for
the face not to reflect certain tones of lighting. A skull
cap was experimented with and placedon one of the soldlers in
order to cover shoulder length halr normally worn by the
actor playing the soldier.

The second major make—up problem was to make the Generals

appear as "hawks." Noses were molded and shaped from nose
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putty and blended with gvease paint, attached by spirit gum

u

to the face of each of the Generals. Thls seemed effective
in giving a war-like hawik image to the Generals.

A thilrd area of concern was to create an 1llusion of
peél bui stylized battle wounds. To solve this problem, much
effort was placed into building a latex base covered with
cotton, nose putty, and grease paint, and later followed by
an application of false blcod. Plctures, of course, of these
applications can be chserved in the fourth chapter of this
thesis.,

Such battle wounds as one side of the face being com-
pletely blown away by mortar fire, destructlon of the low-
genitourlanary system, and fracture of the skull and avulsion
of the cerebellum were typlcal make-up problems for the make-
up crew,

Make--up, then, added much to the gruesome point of view
of the overall production and provided stylized realism %to
an audience who had never seen a man mangled by war and need-
less killing. ZIEspecially lmportant were the visual effects
of a twenty year 0l1d boy standing in a grave with half his
face shattered, as the result of 2 simple movement of a Gen-

eral's pin on a map.

Costuming
Costuming was of no particular prchlem due to the

recency of returning veterans from Viet Nam. NMany army
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fatigues were utlllzed. Costuming Tor the mozi »art was

handled as realistically as the time would allcw TO prepare.
Great care and effort was placed intc the idea of whether =z
- goldier would be barefooted, wear boots, wear a Jacket, what
type of jacket, in an effort to accentuatc the effectiveness

of the production.



CHAPTER IV
THE SCRIPT AND PRODUCTICN NOTES

Included In thig chapter ars the script, and the pro-
duction notes as originated by the director., The script
appears on the left side of the hook, belng entered as it
was originally written as well as showlng changes made to
the placement and removal cf certain scenes. This allows
the reader to observe the work as it existed prior to the
alteraticns in stage directions, and dialogue. The raticnale
for these changes and alterations 1s discussed in a previous
chapter of this FThesis. On the pages directly opposite the
script are tne production notes. These notatlons deal pri-
marily with blcecking cues, additions and medifications in
stage directions, and explanations of sound and light cues.

In addition, the production nctes include diagrams which
illustrate the movement of the actors. It should be noted
that 1n the diagréms the names of the characters are abbre-
viated and the codes for tTheir abbreviations are recorded

on the page just prior to the script itself.

§Q -



Sound Cues (:)

Blocking Cues

Lighting Cues

locking Key

Production Cues

A

Diredtion of Movement "

Stage Directions

All stage directions are given In clock numerals in

relation to center stage belng the apex of the clock.

Character

Cl through C6
S . - - - » L]
S1, S2, 43
C Ll - L] L] > L]
G1,
P . L] 3 L] - »

R [} . K] . . . )

4: . . . » * -

12
11 1
10 o2
9 C 3
8 b
7 5
5
Tdentiflication

Corpse Cne, Two, etc.
Sergeant

Soldier Onc, Two, Three
Cantain

General One, Two

Priest

Rabbi

Corpse Onz through 3Six
when otheprs are in
emphasis
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A 3

Pre-show music

Theme song "Silert Night [ 32

Holy Night® i g S 53
Taped scene between Choprley e -
and Bevins é,x//

ALl lights up to 3/4

Soldier 1 moves to G o'clock.

52
S 53
.
51 ™~
\\
~.
_ ““xxm
Sergeant moving off ramp ~3
towards 4 o'clock
52
n{"’v”'\ SE

ol

Down into grave.

Y gt 4 ke o s S+ e 1+ A b LA P
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Sergeant | 4
Lift dirt, E€nldier. Come ont Thig ain't no vacation,

Third Soldier

T heard of guys packin' weeds and cowflop into cigarettes in
this man's arny. ‘“hey say it has a ftang. Got to try it some
aYe o o

Sergeant
Hurry up! 1'm freezin? here, T don't want to hang arcund all
night, I can*t feel my feet no nore, , . .

Second Soldier

I ain't felt my feet for two weeks, I ain't had my shoes off
in two weeks. I wonder 1f the toes're still connected. I
wear a 8A shoe, Aristocratic foot, the salesman always said.
Funny-~-going around not even knowin' whether you still got
toes or not, « . . It's not hygienic really. . . .

Sergeant|] 5
All right, friend, we?ll make sure the next war you're in is
run hygienic,

Fourth Soldier
In the Snanish-Anerican War wmore men died of Iever than ., ., .

Third Soldier é& i
Get him! Get him! Kill the bagtard! | 6

Fourth Soldier
He's coming this way! We got him cornered!

Firat Soldier
Bth hig brains out!

Second Soldier
You got him with that one!

Sﬂﬂgeant
Come on now, you'rs wasting time, . ., , |7

rfirgt Soldier
Tnere, That fixed him, The god-damn , . .

Second Soldier
You'd think the rats’d at leact wait until the stiffs were
underground,

o2

Pirst Soldice I
Did you ever see such a fat rat in your whole 1ife? 1T bet
he ate 1like a harse--~thia one,
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[th Sergeant goes hack to 1 ofclock,

Soldier 1 moves into group.

é& Fade lights up full

! 6] Sergeant moves up on ramp.

-

[
a3
o

Soldier 1 sits on § R ramp w/feet in grave,

Movez off ramp to 9 o'clock
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11

L2

Move= out of grave to front of B

T T M
grs.—. v - !

o

\2
G
L

S1
e o
Continues to follow S arcund stage
Sergeant and Soldier 1 D F
32 S3
S1 s[
S

Sergeant to 10 o'clock and sits
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Second Soldier

I hope they dan't cut me ton far wnder when nmy ‘urn comes,
I want %o be able %o ~ome up and get a smell of air every
cnce in so often,

Sergeant
Stow the gab, you guys! Keep diggint, « .

First Soldier
They stink! Bury them!

Sergeant
All right, Pamny, From row on welll perfume ?=zm before we
ask you to put them away, Will that please you?

First Soldier

I don't like the vay they smell, ll?] that?s all., 7T don't
have to like the way they smell, do I? That ain't in the
regulations, is it? A man's get a risht to use his nose,
ain't he, even though he's ir this £0C~CaMNn army., « . o L4

Sergeant |15
Talk respectful when you talk about the army, you!

Fivet Soldier |15
Oh, the lovely ArNY » s

Second Soldier
Ch, the dear acmy . ., .

Third Soldier
Ch, the sweet army ., . .

First Soldisr
Ch, the scummy, stinking, god-damn ArmY o . .

serzeant
That's a tine way to talk in the presence of death, , . ,

First Soldier [ 17
We'd talk in bIlank verse for you, Sergeant, only we ran out
of it our third day .in the front line, What do you expect,
Sergeant, we're just common soldiers, . , .

Second Soldier

Come on, Let's nut tem avay. I'm zetting hligters big
@noiagh to uge for balloons here, Mat's the difference?
They'll just be turned up anyway, +the next time tha artillery
WaKes UPe + 4 o .
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14

] e
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17

Soldier 1 moving
at 10 o'clock

At end of spesch
up on S R ramp

sergeant stands,

Soldier 1 inside

Yo Sergeant

Soldier 1

the grave

50

51

Arms around fellow soldiers 1in unison




Serseant

Al sient! ALl rignt! If you're in suech 3 hurry--put ‘em
in. « o » [38] {The soldiers nesrest the right-hand edge of
the grave jump out and stari carrying the bodies over, one
at ezeh corner of the canvas, The other soldiers, still in
the trench, take the bodies from them and carry them over to
.the other side of the irench, where they lay them down, out
of the audience.) '

Bergeant
Puttem in neat, there , «

Pirst Soldier
File 'em away alphabetically, boys. We may want to refer to
them, later, The General might want to look up some past

cases,

Second Soldiler 112

This one's just a xid, I knew him a little, Nice kid, He
uged to write dirty veems, Finny ag hell, He don't even
look dead, + »

First Soldier
Bury him! He stinks!
r"'—‘;

Sargeant L2 Q
Tf vou think voeu gmell so sweet, yourself, Baby, you oughta
wake up, You ain't exactly a perfume-ad, soldier,

Third Soidier
Chalk one up for the Sergeant,

Pirst Soldier

You ain't a combination of roses and wistaria, either, Ser-
zeant, but I can gtand you, especially when you don't talk,
At least vou're alive, There's something about the smell of
dead ones that gives me the willies, . « . Come on, let's
pile the dirt in on thems « + o

sergeant
Hold itu

Mhird Soldier
Wrat®*s the matter now? Do we have to do a dance around them?

Sergeant
We rrwve to walt for chaplaing, . ., . They gotta say sonme
prayers over then,
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20
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AN 2%

All seldlers jump ~ui =nd ue o bodiec ang pull them
inside the grave,

From inside grave, others not yet inside fully

Moving to Soldier 1 and then to center
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First Soldiexr
Oh, Tor Christ®s saxe, ain*i I ever golng to get any sleep
tonight?

Sergeant |21
Don't begrudge a man his prayers, soldler, You'd want 'em,
wouldn't you?

First Soldier ,
God, no. ng I want to sleep peaceful when I go, ., . ., Well,
where are tney? Why don't they come? Do we have to stand
here all night walt¢ng for those guys to come and talk to

Cod about these fellers?

Third Soldier
Wro's got a cigaretie?

Sergeant ]
Attention! Here they are! | 23

Priest
Is everthing ready?

Sergeant
Y 25y }-;Iathe}:‘a s 8 e

First Soldier
ﬁake it snappy!  I'm awful tired.

Rabbi
God must he gerved slowly, my sSon. . . .

irat Soldier
Ha's gettin' plenily of t
either, He can stand a 1it

:‘

ce these days--and not so slow,
tle rushin'. . . .

{"}

Sergeant
Shut up, soldier,

Rabbl 24 _
Lo you want to hold your services first, Father?

Sergeant
There ain't no Jewish Boys in there, Revzrend, I don't think
we'll need you, '

Rabbi (25,
I understand one ¢l then is named Levy,
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23

Moves back to grave gite

Moves to 5 ofclock and

slts.

-

Priest and Rabbi enter and
move to K center

[EE] Rabbi moves to 10 o'clock

25

Rabbl moves to Sergeant

S2 S3
b
31 j
.
32 53
Sl\w_s
Tl
S2 23
S
P -——--""’}
R S
S2 53
S
P
"
51
1
S2 S3
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Sergeant
Yeg, But he's no dJew,

Rabbi
With that name we won't take any chances, Father, will you
be first?

Priest

_ Perheps we had better wait, There is an Episcopal bishop

in this sector., He exnressed the degire to conduct a burial
service here, He's doing that in all the sectors he is
visiting. I think we had better wait for him, Episcopal
bishops are rather sensitive about order, , . . '

Rabbi .
He's not coming. He's having his supper,

Firgt Soldier
What does _Cod do while the bishop has his supper?

Sergeant L26
Tf you don't keep quiet, I'll bring you up on charges,

First Soldier
I want to get it over with! Bury them! They stinkl

Priest
Young men, that is not the way to talk about one of God's
creatures. . .

Mirst Soldier L27
It that's one of God's creatures, all I can say ig, He's
siippin', . .+ .

rriest
Ah, my son, ynu seem so bitter,

First Soldier

For God's sake, -stop talking and get this over with, I

want to throw dirt over them! I can't stand the smell of
them! Sergeant, get 'em to do it fast, They ain*t got no
right to keep us up all night. We got work to do tomorrow.
Let *em say their prayers together! God'll be able to under-
stand. . « .

Priest '
Yes, There is really no need to prolong it, We must think
of the living as well as the dead. As he says, Reverend,



27

Sergeant moves to 5 o’'clock
to Soldier 1.

Soldier 1 moves to grave
pointing

S1




God will be akle to understand, 1233 (42 stands at the head
~f the grave, chants the Lauin prayer for the dead, The
Eobbi goes arcund to the niher end and recites the Hebrew
prayer. In the middle of It, a groan is heard, low, bzf)

ciear. The chants keep on. Another groan is heard.)

First Soldier :
I neard a groan., [ heard a groant

" Sergeant
hut up, soldier!

First Soldier
Stop it! I heard a groan. . . .

Sergeant

Wnat about it? Can you have war without groans? Keep
quiet! (The prayers go on undisturbed, Another groan,
fine First Soldier jumps into the grave.)

¥First Soldier
Tt's from here! Hold it! Hoid it! Stop those god-damned
parrots! Hold it! Somebody down here groaned. . . . (A
head appears slowly above the trench rim at the left end, a
man stands up, slowly lacing the rear. All the men sighe-
the serviee goes on,) {29

Sergeant
on, my Ged . . » }30

First Soldier
levs alive., + « .

Sergeant

Wy the hell don't they get these things straight? Pull him

outi

Pirst Soldier
Stop them! Get. them out of here! Live men don't need them,

Sergeant

31

Flease, Father, this has nothing to do with you., . . . There's

been some mistake, o o .

Priest
I see. ALlL rignt, Sergeant, (He and Rabbli join, hand in
nand, and leave. Nobody notices them, All the men are
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Kabbli and Prizgt asve 4o
ton of each rump cverliockineo
grave,

Ferie gsounds are heard
amidst groans.

Six dead men methodically
arise from the grave (they
have been there gince the
start of the show) Dbacks
to audience.

Soldier 2, Soldier 3 move
from grave to 9 o'clock
and 3 o'clock

Soldier 1 moves up to S
moving Rabbi away,

K3 ;
Pa s P
* S1
S
p R
s2 XXX g
X X X
s s1
p R
32 §3.

L ramp
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© A [z

hypnotically watching he ez in Wie irench, arisen from the
dead, The Corpse naszses hly hand over his eyes, The men
sigh-~horrible, dry sighs., . . . Another groan is heard from

the left side of trench.)

First Soldier

Tere! It came from there! I heard it! (A head, then
shoulders appear over the rim of trench at left side, The
Second Corpse stands up, passes his hands over eyes 1n same
gesture which drew sighs from the men before, There is
ahsolute silence as the men watch the arisen corpses. Then,
silently, a Corpse rises in the middle of the trench, next
to the Firgt Soldier., ‘T™e First Soldier screams, scrambles
out of the trench in rear, and stands, bent over, watching
the trench, middle~rear, There 1ls no sound save the very
lisght rumble of the guns, Onre by one the Corpses arise and
atand silently in their places, facing the rear, their backs
to the audience. The Soldiers don't move, scarcely breathe,
as, one by one, the Corpses appear., They stand there, a
frozen tablean, Suddenly, the Sergeant talks,)

Sergeant
Wnat do you want?

Firgt Corpse
Don't bury us,

Third Soldier 3
Let's get the hell out of herel

Sergeant )
Stay where you are! I'1l shoot the first man that moves!

Pirst Cerpse
Dou't bury us. Ve don't want to be buried.

Sevgeant |34

Christ! Carry on! Christ! Captain! Captain! Where the
hell is the Captain? (His volce fades, terror-stricken,
The Soldlers watch tho Corpses, then slowly, all together,
start to back off.)

Sixth Corpse
Don't go away.

mecond Corpse
Stay with us.



(E) Eerie scunds get louder,

éi Lights out ercept for speclinl over grave,

32

B

Rabbi and Priest exit 7 o'clock,

Running as far as possible
without veing off stage

Exit at 1 o'clock to
retrieve the Captazin
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Third Corrnse
We want to near the gound of men talking.

Sixth Corpse
Don*t be afraid of us.

First Corpse :
We're not really different from you. We're dead,

Second Corpse
That's all . . .,

~J

fourth Corpse
All--a\.ll [ ] . .

First Soldier
That's all . . ,

-3

Third Corpse

Are you afraid of six dead men? You, who've lived with the
dead, the so-many dead, and eaten your bread by their side
when there was no time to bury them and you were hungry?

Second Corpse
Are we different from you? An ocunce or so of lead in our
hearts, and none in yours. A small difference between us,

Third Corpse
Tomorrow or the next day, the lead will be yours, too. Talk
as our equals,

Fourth Soldier
It's the kid--the one who wrote the dirty poems. |35

First Cornse
cay something to us. Forget the grave, as we would forget
j—to . L] .

Third Soldier
Do you-~do _you want a cigarebte? |36

sSergeant |37

I'm not drunk! I'm not crazy, either! They just--got up,
all together--and locked at us . . . Look--~look for your-
self, Cantaint

Sergeant
Sece?
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]

Soldier 2 moves to grave
slowly,

As Soldier 3 moves to
1 o'clock next to grave

sergeant and Captain enter
at L o'clock, Sergeant upon
S T ramp,
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Captair (3%}
I see, I was expeoting i% o nanpen--some day. So many
men each day. It's too bad 1% had to happen in my company.
Gentlemen! At ease! (The men stand at ease. The Captain
leaves, The guns roar suddenly, Padeout. Blackout 2)

The spotlight is furned on to the lower stage, right, below
the platform on which the action, until now, has taken place.

Discovered in its glare are three Generals, around a table,
The Captain is gtanding hefore them, talking.

Scene 2

Captain 9
I'm only telling the Generals what I saw,

First General
You're not making this up, Captain?

Caotain
Ng, General,

Second General
Have you mny proof, Captain?

Captain
The Tour men in the burial detall and the Sergeant, Sir,

Third General
In time of war, Captain, men see strange things,

Captain
Tea, eneral,

“econd General
You've heen drinking, Captain,

Captain
Yes, General,

Second General |40

Wnen oa man has been drinking, he is not responsible for what
he goeg,
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Captain moves to 3 a'cloek
thon o center,

War rumbles are heard over
stereon.

Biackout excepnt for space

stage lighting on General's

office

Captain 1s seen ingtantly
standing at Generals!
office at 7 o'clock,

Throughout this scene the
Generals adjust their
picturization to provide
variety of staging by
moving during a speech
clockwise on the Generals!'
oftfice platform,
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Captain

Yeg, General, I am not rcsporsinle for what I saw, I am
glad of that. T would vt 1like to carry *that burden, along
with all the others. . .+ «

First Genzral

Come, come, Captain, confess now, You were drinking and

. you walked out into the cold air over a field just lately
woni and what with the liquor and the air and the flush of
victory . « . ‘

Captain
I told the General what 1 saw,

Second General

Yes, we heard, We forgive you for it, We don't think any
the worse of you for taking a nip., Tt's only natural, We
understand, So take another drink with us now and forget
your £hostsS, « « o

Captain
They weren't ghosts., They were mon--killed two days, stand-
ing in their graves and looking at me,

First General
Captain, you're beconing trving . « .

Captain
I'm sorry, Sir, It was a trying sleht. 1 saw them and what
arc the Generals going to do about 1t7?

Second General

Forget it! A man is taken for dead and put in a grave, He
woakes from his coma and stands un. It happens every day-—-
youlve got to expect such things in 2 war, Take him out and
gsend him to a hogpitall

Cantain .
Hospitals arent !t for dead men, What are the Generals going
to do about them?

Third General

Don't stand there croaking, "What are the Cenerals going to
do ahout them?" Have *'em examined by a doctor, If they're
alive send them to a hosvnital, If they're dead, bury them!
It's very sinple,

Captain
But . . .



T™ird Generazl
Mo buts, Sird
Captain

YEBS, Sir.

Third General

Take a docter down with you, Sir, and a stenographer, -Have
the doctor dictate official reports., Have them witnesged,
_And let's hear no more of 1it,

Captain
Yes, Sir. Very good, Sir,

Second General
Oh, and €Captain , . .

Cavtain b—l]

Yes, Sir,

Second General
Stay away from the bottle,

Captain
Yeg, Sir. Is that =211, Sir?

Second General
That's ail,

Captain

Yes, Sir. {The licht fades from the Generals, It follows
the Captain as he walks across stage. The Captain stops,
takes out a bottle, Takes two long swigs, Blackout 3

2 A@

Scene 3

The guns rumble, growing louder, They have been almost mute
during Generals® scene. ‘he light is thrown on the burial
scene again, where the Doctor is seen examining the Corpses
in their graves, The Doctor is armed with a stethoscope and
ig followed by a soldier stenographer, two of the Soldiers,
impressed as witnesses, and the Captain. The Doctor is talkw
ing, as he paspes from the first man,
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411 Captaln moves off steps onto stage floor then skips.

]ﬂzl Captain walks onto battlefield,

£§ Lights off 7 ¢'clock to 12 o'clock and battlefield
after brief blackout,

(:) Brief war rumbles
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r.ﬂ
‘1 Doctor )

Mumber one, Evisceration of the lower intestine, Dead
Torty-elight hours

I Stenogiarher :
Number one, Evisceration of the lower intestine, Dead
foriy-ecight hours, Sizn here.

Doctor
Number two, Bullet penetrated the left ventricle, Dead
forty~-eight hours,

Stenographer
NMumber two., Bullet penetrated the left ventricle., Dead
forty-elght hours. Sign here,

Doctor
CUW< Kumber three, DBullets penetrated both lungq. Severe
" hemorrhages, Dead forty-eight hours,

Stenographer
Number three, Bullets penetrated both lungs, Severe
hemorrhages. Dead forty-eight hours, Sign here.

NDoctor
durbnge four, Fracture of the skull and avulgion of the
cercienllum,  Dead forty-2ight hours

stenographer
hi;){“ Tour Tractre of the skull and avulslon of the
L_e llum. Dead forty~-eight hours, Sipn here,

Doctor Mé;] 53

Mumher Five, Deotruction of the genito-urinary system by
sh911usplin*ﬁrv. Death from hemorrhages, Dead forty-eight
hours,  Ummm, Hum o o o

stenographer

Number five, Degitructiorn of the genilto-urinary cystem by
shell-gnlinters, Death from hemorrhages. Dead forbyuelght
hours, Sign here,

Doctor

Number six. Deatruction of richt side of head from surra-
orhital ridges threwsh jaw-bone, Hum, You'd he a prohty
sight for your mother, you wonld, Dead forty-eight hours



43

71

This portion of the script is cut and replaced with
music entitled “The Unkaown Soldier® from the album by
The Doors., See Chapter III under Sound for more spe-
cific details.

Doctor is shown coming out from 3 o'clock to the march
of "“The Unknown Soldier" and is escorted to the grave
where he examines the corpses in silence and begins
speaking at the conclusion of the song,

é§ Lighting is only on gravesite at this time,
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stenographer

Number siv. Desirvction of right sids cof head from supra-
orbital ridges through jaw-bone, You'd be a pretty sight
for your mother, you would. Dead forty-eight hours, Sign
here,

Docter
What are you doing there?

Stenographer
™at's what you said, Sir., « » .

Doctor .
I know, Leave out-="You'd he a pretty sight for your mother,

you would . . . The Gencrals wouldn't be interested in
thato

Stenographer
Yes, Sir, Sign here,

Doctor
Six, is that all?

Captain

Yes, Doctor, They're all cdead?

{(The Fourth Corpse offers the Third Soldler a cigarette, The
Third Soldler heslitates a second before taking 1t, then accepts
it with a half~grin,)

Third Soldicr
Thenks, Buddy. Te«T'm awful sorrywesl..thanks,

Dantor
Aty Jdead,

antain
drink, Noctor?

Roctor

Yea, thank you, (He takeg the proffered nottle, Drinks long
from it, Holds it, puts gtethoscons in pocket with other
hand, Standg looking at the Corpres, lined uvp, facing the
rear, nods, then takeg arnther lonz drink, Silently hands
vottlie to Captaln, who looks arocund him from ons Cornsi%fo

1.

another, then tnkes a long drink, Blackout 4) f@ (i)
Spotlight on the Generals, facing the Captain ard the Doctor,
The Firgt Genersl hag the Doctor's reports in his hands,
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Captain and Doetor move
to 7 o'clock for CGenerals!
office scene,

War rumbles for transition %o
Generals' office,

Again lighting is out on battlejiel

Generals® office.
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Scene 4

First General
Doctor!

Doctor
Yes, Sir,

First General i _
In your reports here you gay that each of these six men is
dead, '

Doctor
Yes, Sir,

First General
Then I don't see what all the fuss is about, Captain., They're
dead--bury them. ., . .

Captain
T am afraid, Sir, that that can't be done. . . . They are
standing in their graves. They refuse to be buried,

Third General [ 45
Do we have to go into that again? We have the doctor's
revort, They're dead. Aren't they, Doctor?

Doctor
Yes, Sir.

Third General
Then they aren't standing in thelr graves, refusing to be
huried, are they?

Doctor
Yes, Sir,

Second Gerieral
Doctor, would you kriow a dead man if you saw one?

Doz tor
The symptoms are easily recognized,

First General ) .
You've been drinking, too. . . . [#46

Doctor
Yes, Sir,
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Third General's lines are given to the Second Ceneral,
See Cnapter ITI under Casting.

Wwheeling around facing the Doctor for the first time in
this scene
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[
First General ;_%_7_'
The whole dumned army is drunk! T want a regulation an-
nounced tomorrow morning in all regiments, No more liguor
is to be allowed within twenty miles of the fronit line upon
pain of deazth, Got it?

Second General
Yes, Gereral. But then how*ll we get the men to fight?

First General

Damn the fighting! We can't have stories like this springing
up. It's bad for the morale! Did you hear me, Doctor, it's
bad for the morale and you ought to be ashamed of yourself!

48

Doctor
Yes ’ Sir,

Second General

This has pone far cncough. If it goes any farther, the men
will get wind of it. We have witnessed certificates from a
registered surseon that these men are dead., Bury them!
Vaste no more time on it., Did you hear me, Captain?

Captain _
Yes, Sir. I'm afraid, Sir, that I must refuse to bury these
men,

hird Gencral
That's insubordination, Sir. ., . .

Captain

I'm sorry, Sir, It is not within the line of my military
duties to bury men againgt theilr will., If the General will
only think for a_moment he will see that this is impossible,

First CGeneral [49
The Captain's right. It might get back to Congress, God
only khows what they*d make of 1t!

Third General
What are we going to do then?

First General
Captaln, what do you suggest?

Captain
Stop the war,



L&i] Moving in circle sround the Second General

48} Turning to Doctor

[E;] Turning in towards 8 o'clock, comes off platform
reflectively
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Chorus of Generals
Captain!

First General

Captain, we beg of you to remember the gravity of the situ-

ation. It admlt of no levity. Is that the hest suggestion
. you can make, Captain?

Captain

Yes., But I have another--If the Generals would come down %o
the grave themselves and attempt to influence these~wzhme
corpzes == 1o lie down, perhaps that would prove effective,
We're gseven miles benind the line now and we could screen
the roads to protect your arrival., . . .

First General
Unm~un~-~usually, of courss, that would bhe--uh , , » We'll
see, In the meantime it must be kept quiet! Remember that!
Not a word! Nobody must know! God only knows what would
happen 1f people began to suspect we couldn't even get our
dead to lie dovm and be buried! This is the god-damndest
war! They never sald anything about this sort of thing at
West Point, Remember, not a word, nobody must know, quiet
as the grave, mum! Sssh! (A1l the Cenerals repeat the '
ssssh after him, ) (Blackout 5)

The 1 Lght fades~-~but tha hiss of the Generals hushing each
other is still heard as the light falls or another part of
the stage proper, where two soldiers avre on post in the
front 11n0;, behind a barricade of sandbags. The sound of
suns is very strong. There are flashes of gun-fire,

@ED Scene 5

r"Bevins
Did you hezar about thozse guys that won't let themselves
be buried, Charloy?

Chariley

I heard. You never know whati's gonna happen next in
< this lousy war,

TAPED
- Bevins

Wnat do you think about it, Charley?

Charley
What're they gnt*lp' out of it, that's what I'd like to
know. They're just makin® ihlngu harder, 1 heard all
_ahout *em,  They stink! Bury 'em. That what I say ,
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CE? This entire scene ig transcribed on tape and played at
the opening of the show just after the theme song is
rlayed, See Chapter 11I, Changes to the Originel Script.
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r;evins

I don't kxnow, Charley, I kinda can see what they're
aimin® at, Chrizt, 1 wouldn™? like to %we opul six foot
under now, I wouldn®t, What the hell for?

Charley
Wnot's the diffarence?

.

Javing :

There's a difference, all right. It's kinda good, bein'
alive, It'¢ kinda nice, bein' on top of the earth and
seein? things and hearin' things and smellin® things,

Charley
Yzah, smellin' stiffs that ain't had time to be bturied,
‘fnat sure is sweet,

Revins

Yean, but 1t's Petter than havin' the dirt packed onto
your face. 1 guess those guys felt sorta gypped when

they started throwin' the dirt in on ?em and they just
couldn't stand it, dead or no dead,

Charley
They're dead, ain*t they? Nobody's puttin' them under
} while they're alive,

TAPE

Bevins

It amoumts to the same thing, Charley, 'They should be

alive now, What are they--a narcel of kids? Kids
shauvldntt he dead, Charley, That's what they musta

fl”“?ﬁd when the dirt started fallin® in on 'em. %What
tnﬂ hell are they doin' dead? Did they get anything

out of it Did anybody ask them? Did they want to be

ghandin® thasre when the lead poured in?  They're just
Kids, or guys with wives and young xids of their own.,
They wantad %o o home readinr' a book or teachint® their

kid e-2~f spells cat or takin'® a weman out into the

country in a open car vith the wind blowint., , .

That's the way it musta come to them, when the dlrt

smacked on thelr fsced, dead or no dead, . . .

*3

Charley

Bury them, That's whalt I say. « « « (There ig the
chatter of a machine gun off in the night, Bevins is
hit, He staggers.)

Beving

Chﬁrleymuﬂharlny » « » {His fingers bring down the top
sandbag as he falls, The machine gun chatters again
_and Charley is hit, He staggers,)
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Charley

Oh, my God . . . (The mzchine sun chatters again, He
falls over Beving, There ig quiet for a moment. Then
the eternal artillery again, Blackout 6)

A bvaby spotlight, white, picks out the First General,
standing over thp prone forms cf the two %oldlers. He
CUT has his fingers to his lips.

Scene 6

First General
Ssssh! Keep it quiet! Nobody must know! Not a word!
Sssshi

®

A gpotlight picks out ancther part of the stage--a newspaper
offlece. Hditor at his desk, Reporter before him, hat on
head, r"

Reporter

That®s the story T{'s as straight as a rifle-~barrel, so
help me God,

Editor
Thig is a freak, all right, T never came across anything
like 1f in_all the years 1've been putting out a newspaper,

Reporter (51
There never wags anything like it before. It's somethin' new,
Somethin's happening, Somebody's waking up, . « .

Editor
It didn*t happen.

Reporter

Jo help me God, I got it straight, Those guys guqt stood up
in the grave and said, "The hell with it, you can't bury us!"
Ged's honest truth,

Editor | 52
Get me tacready at the War Department, . . . It's an awfully
funny story, « « o

Feporter

What about 1t? Tt*u the gtory of the year-~the story of the
century--the bl"fPGI story of 2ll time--men gettin® up with
bullets in their hearts and refusin'® to be buried, + .



@ Snace stage lighting
* croagsfade from hattle-

field to Editor's office.

@ Typical office sounds;s
ticker *tape cte.

Staginz of Editore
Rerorter ccenceo are on
a five foot zquare plat-
form at 5 o'clock.

|
l 5-1" Pacing back and forth throughout the scene

52 Picking up a pantomimed phone
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Zditor )
Who do they think they arue~~Jdesus Christt

Reporter .
What's the difference? That's the story! You can't miss it!
You goint to put it in? Listen--are you goin' to put it in?

Editor
Hold it! HMacready!

Reporter
Whatts he got to do with it?

Editor

I'11 find out, What are you so hot about? . . ., Hellol
Macready? Hansen from the New York . . . Yeah , . o Listen,
Macready, I got this story about the six guys who refuse to
e « « » Yeah « 4 o

Reporter
What does he say?

Editor
Okay, Macready., Yeah, if that's the way the Government feels
about it . + + Yeah « +

Reporter
Well?

Editor
NO.

Renorter
Holy gcd-damn, you got to., People got a right to know,

Editor _
In time of war, people have a right ‘o know nothing, If we
put it in, it'd be censored anyway,

Reporter
Ah, this is 2 lousy business., « «

Editor

Write another human interegt story about the boys at the
front, That'll keep you dbugy., You know , . . that one about
how the bhoys in the front-line sing "1 Can*t Give You Any-
thing but Love," before they go over the tope « «

Reporter
But I wrote that last week,



Editor .
T+ mede a great hit, Wrlte LU agaln,

Reporter _ -
But these pguys in *the grave, Boss., Lloyds are giving three
to one they won'% go down. That's a story!

Editor

Save it. You can writs a hook of memoirs twenty years from,
now, Make that "I Can*t Give You Anything but Love" story

a +thougand words, and make it snappy. The casualty lists
run into two pages today and we got to balance them with
something. « « »

(Blackout 7)
Ruirble of guns, 7 The spotlight illuminates the grave on the
platform, vhere the Corvses are gtill standing, hip-deep,
Tacing the rear. The burial squad is there, and the Captain,
and the CGenerals, !53

Scene 7

Cantain
There they are, VWhat are the Generals goning to do about
them?

First General
[ see them, Stop saying "“What are the Generals golng to do
about them?"

Second General
Who do tney think they are?

Second General
It*s againgt 2ll regulations,

First Cereral [ 54
Quiet, vlease, quiet., Let's not have any scenes, . « o This
must be handled with authority-~but tactfully., I'11l talk to
them! Men! Listen To w2t Thie il a girange situation in
which we find oursal T nove doubt but that it ig
giving you as much embarrassment as it s us . o

]
3
O

Fr e

Second General

The wrong note, Hats rood on artilliery, hut when it comas
to using his head, he's lost ., , , H2's beon that way ever
gince I knew him,
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L
[
I

L2 ]

6

War rumbles

Light fades from Editor-Reporter's office to battlefield

Generals and Captain are
seen approachlng grave

site from 7 o'clock XXX

XXX

22
N

Gl

General 1 is vacing in front of the grave,
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First General

Welre all anxious bto get this thing over with just as quickly
and guietiy as nposzihle. T knew that you men are with me on
this. There's no reason why we can't get together and settle
this in jig time., I grant, my friends, that it's unfortunate
that youtre dead, I1'm sure that you'll all listen to reason,
Iigsten, too, to the voice of duty, the voice that sent you
here %o die bravely for your country. Gentlemen, your countr
demands of you that you lie down and allow yourselves to be
buried. IMust our flag fly at half-mast and droop in the wind
while you so far forget your duty to the Jovely land that bor
and nurtured yosu? E;;] I love America, gentlemen, its hills
and |5 valleys, 1 you loved America as I do, you would
rnot « - . I find it difficult to go on., I have studied this
matter and come to the conclusion that the best thing for all
concerned would be for you men to lie down peaceably in your
graves and allow yourselves to be buried, r%?] _

Third General
It didn't work, He's not firm enough. You've got to be firm
right from the beginning or youlre lost.

Firgt General | 58
Men, perhans you don't understand., 1 advise you to allow
yourselves to be buried, You're dead, men, don't you realize
that? You can't be dead and stand there like ‘that, Here , .,
here . ., , 111 prove it to youl Look! A& doctor's reports.
Witnessed! Witnesged by Privates MeGurk ond Butler, This
ought to show you! You're dead, officially, all of you! I
won't mince words! You heard! We're a civilized race, we
bury our dead, Lie down! Private Driscoll! Private Schel-
ling! Private Morgan! Private Levy! Private Webster!
Private Dean! Lie dowm! As Commander-in-Chief of the Army
as appointed by the Pregident of the United States in Accord-
nnce with the Corgstitution of the United States, and as your
superior officer, ¥ command you %o lie down and allow your-
geives Lo be buried, Tell me--~What is it going to get you,
staying above the earth? I asked you a guestion, men, Answer
me! What is 1t going to get you? If T were dead I wouldn't
hesitate to be buried, lﬂﬂ Answer me , . . what do you want?
What is it going to get you . . . tell me! Answer me! Vhy
don't you talk? Explain it to me, make me understand, . . .

Second General
He's licked. It was a mistske--moving him off the artillery.

Third General
They ought to 1ot me handle them. I'd show fem.  Yantwra rak
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56

57

58

88

General 1 moves towards
5 o*clock almost ag if
appealing to the audi-
ence directly.

Moves to center of

grave at 12 o'clock
position

General 1 moves to
5 L oramp.

General 1 moves up the
ramp. '

S1
S3 XXX 8o
XXX
3
G2 Gl\\\\\ﬁi
X
s3 XXX S1
XXX S2
S .
o C
G2 G1

Moves back out to center Floor
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10

First Generszl _ - ﬁ&
Lie down! Oh, Cod, oh, my God » » . léoi @
(Blackout 8)

cuT Spotlight, red, picks out two Whores, dressed in the
uniform 2% thelir trade, on a street corner,

Scene 8

Firgt Whore -
I'd lay 'em, allrignht. They cughta ec2ll me in, I°'d
lay 'em, There wouldn't be any doubt in anybody's
mind affer I got through with Yem, Vhy don®t they
call we v instead of diose Generals? What do Gen-
erals know abeut such *things? Call the War Department,
CUT  Mahel, tell 'em we'll come to their rescue at the pre-
valling rates. We're willing to do our part, like the
vapers say---share the burden! Oh, my Gawd, I ain't
Taughod =0 much o « o Say, Johnny, Jovinny, what'cha
doin’® tonight? How'd ya like . . . ? Share the bure
den~-Th, my Gawd . . . (They laugh and laugh and laugh,
clinging to each other . , « Blackeout 9, But the
lavghter goes on, )

The zpotligrt 1lluminates the grave--Soldizrs of burial
detall are gitting around a covered fire, Second Soldier is
singing "Swing Low, Sweet Chariot,"

L scene 9
third Soldier (61
This is a funny war, It's rollin' dowrhill, Everybody's
waltin', Pergonally, T thirk it's those guys there that . . .

Sergeant ,
Nobody asked you, You're not supposed to talk about it.

sergeant

Well, I just tnld ya, Say, listen, think about those guys
there, How do vou tThink they feel with youn howlin' like
thig? They got morce important things to think about,
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>l

61

90

Lights fade to a low intensliy excert a special on the
General and a spcclial oVer The Jrave,

General falis to his inees In agonuy.

As section of laughter from corpses build into laughter
and music from "Jesugs Christ Superstar,”

Blackout®-~then lightc come up full after 5 count
(General's exit)

Soldier 3 seen lying on ramp 3 L then moves to stump at
5 o'clock

Soldier 1 moving to XXX
stump at 10 o*clock g X1 X X 82
S1

53
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Second Soldiar

I won't distiact *em., T g0l an =zzgyy-flowin' volce,
Sergeant

They don't like it. L can tell.

First Soldier _
Well, I like to hear him sing., 4An I'1l bet they do, too.
I'm gonna ask *em, » . . [03 ?

Sergeant
Now, lissenl

First Soldier
Say, men, I . .

Captain -
Sergeant . o . [é;]

Sergeant
Yes, Sir!

Captain
You know that none of the men is to talk to them . . .

Sergeant
Yes s Sir ] Oﬂly, Sj.l" L] e »

Captain
A1l right., Get back there, please,

Firet Soldier

Yes, Sir!

Sergeant
L warned ¥z,

First Soldier
Shut up! I wanna ligsen to what's goin' on there!

Captain

Gentlemen, I have been asked by the Generals to talk to you,
My work is not this , . . I am & philosopher, a scientist,
ry uniferm is a pair of eye-glagses, my usual weapons tegt-
tubes and books. At a time like this perhaps we need phi~
losophy, need science., First I must say that your General
nas ordered you to lie down.’
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L63 Soldier 1 moves back to grave,
S——

{6& Captain enters from XXX C
—-% 1 o'clock. Soldier XX X

3 jumps to attention S ‘ H

and moves up left to g1,

2 o'clock., 82

[ég] Soldier 1 back to 10 o'clock
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First Corpse
Ve vsed to has General,
Third Corpse
8o more,

Fourth Corpse [%é} '
They sold ug, —

Capizain
What do you mean--scld youl

Fifth Corpse -
9n1d us for twenty-Tive yseds of bloody mud., |70

Sixth Corpse
A life for Ffour yards of bloody mud.,

Cantain i 71
We had ta take that hill, Ceneral's orders. You're soldiers.
You understand,

Firat Corpse '
o understand now. The real estate operations of Generals
are always carried on at boom prices.

Sixth Corpse
A life for four yards of bloedy mud. Gold ig cheaper, and
rare jewels, pearls and rubies ¢ .

Third Corunze.

I fell in the first yard. . «

Jecond Corpsze | 72
T caught on the Wire and hung there while the maching gun
stitched me through the middle to it, . + &

Fourth Corpge
T waes there at the ernd and thought I had 1ife in my hands for
another day, but a shell came and my life dripped into the
mad,

Sixth Corpse
Ask the General how he?d like to be dead at twenty, Twenty,
General, Twenty « o



I

C&: Firal positions of Oornses befure exiting »nd ldenti-
ficarlon grave as Corpss 1 thru Corpse 6,
67| Corpse 1 moves to i
12 o'clock,
681 Corpse 3 moves out ’?
of grave 1o near 7 o Ao
o'clock, - T
L Schell
Ca“'
[§9J Corpse 4 moves out Mor-ir Dr?:coll
-— of grave towards 4 FEan e
o'clock
!?O Corpse 5 moves to : )

~—— 6 p'clock,

71| Captain takes center
gstage.

[&2 Corpse 2 moves out of erave to S L ramp then to 2 ofclock,
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Captain
Other men zre dead.

Firgt Corpse
Too many.

Captaln

Men must die for thelr country's salre--if not you, then
others, Thig has always been, Men died for Pharaoh and
Caesar and Rome twe thousand years ago and wore, and went
into the earth with their wounds, Why not you . . . ?

First Corpse

Men, even the men who die for Pharaoh and Caesar and Rome,
mast, in the end,; hefore 21l hope is gone, discover that a
man can dile happy and be contentedly buried only when he
dies for himgselfl or for a cause that is his own and not
Pharaoh's or Caesar's or Rome's . o

Captain

Still--what ig this world, that you cling to it? A speck of
dust, a flaw in the qkaes, a thumb~print on the margin of a
page printed in an incomprehensible language , ., .

second Corpse
It is our hone,

Third Corpse {73
We have been dispossessed by faorce, but we are reclaiming
our home, It is time that mankind claliced its home--this
ecarth--its home , . .

Captain )

We have no home, We are gtrangers in the universe and cling,
desperate and grimy, to the crust of our world, and if there
is a God and this His earth, we must be a terrible sight in
Hig eyes,

Fourth Corpsc
We are not disturbed by the notion of our appearance in the
eves of God , . .

Cantain

The earth is an unpleasant place and when you are rid of it
you are well rid of it, Men cheats man here "nd the only
gure things are death and despalr, Of what use, then, to
remaln on it once you have the verminuslon to tﬁave°



Moving toward Capiain-~one of the first direct movements
toward the Captain thus far,



Pifth Corpse
Tt is the one thing we know,

Sixth Corpse
We did not agk permission to leave, Nobody asked us whether
we wanted it or not, The Generals pushed us out and closed
the door on us. Who are the Generals that they are to close
doors on us?

Captain o
The earth, I assure you, is a mean place, insignificantly
miserable . + .

First Corpse .
We must find out for ourselves. That is our right.

Captain
Man has no rights . . .

First Corpse

Man can make rights for himself. It requires only deter-
mination and the good-will of ordinary wmen, We have made
curselves the right to walk this earth, seeing it and judg-
ing it for ourselves, _

Captain _
There is peace 1n the grave . . .,

Third Corpse |75

Paace and the worme and the roots of grass. There is a
decper peace than that which comes with feeding the roots of
the grass.

Captain
Tes, gentlemen , s

First Soldier 76 -
.. ¢ I'mglad you « o you didn't . ¢ ., I'm glad, Say,
is there anything we can do for you?

Sergeant
Lissen, soldier!

First Soldier
Shut up, Sergeant! Is there anything we can do for you,
Friend?

First Corvse
Yegh, You can sing . ,» . (There is a pause in which the
Firsgt Scldier turne around and looks at the Second Seldier,



.
j;g] Captain moves to confront Corpse 4 directly,

75

T

76

R |

Moves towards Captain

Soldier 1 moves fronm
stump at 10 o'clock
to center,

in peaceful indignation

98



then back to the First Cornse. Then the silence i »)
oy the Sr-ono Scldlier*s veico, rvaised in song., It goes on
for a few moments, then fades as the light dims,)

{Blackout 10) [jiﬂ égg (:)

Colored spotlights pick out three Business Men on different
varts of the stage. '

Scene 1.0
First Buginess Man

i Ssh! Keep it quiet!

\ Third Business Man
Sink tem ‘.’Jith lead * ¢ a
!
I Second Business Man
Bury them! Bury them six feet under!

First Business Man
What are we going to do?

Second Business Man
Ve must keep up the morale

| Thivd Business Man
| Lead!  lead! A lot of lead!
!

- Second Business Man
| What do we pay our Generals for?

Chorus of Bugsiness Men
Sssshl!
(Blackout 11)

Spotlights on the congregation of a church, kne2ling,
L?ith a Priest praying over them,

Scene 11

r%riest

0 Jesus, our God and our Christ, Who has redeemed us

with Thy blood on the Cross at Calvary, give us Thy
blesging on this hoal _ avce 1t that

TAPEDJﬁ soldierg allow themsglggg’tgngecghfyc&tiﬁngeagg? and

bring victory to our z2rms, enlisted in Thy Cause and

the caurce of all righteousness on the field of




O3]

260

Soldier 1 moves back to S L platform as Soldier 2 begins
to sing "Swing Low Sweet Chariot."

Slow blackout during Soldier 2's song,

Taped voice of Priest over sterco system in blackout.
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Scene 12

First Ceneral
Please, God, keep it guiet , . ,

Reporter (£9 fl.” 78
Well? What are 'you going to do?

Editor
Do I have to do anything?

Reporter -

God damn right you do . . . They're still standing up, They're
going to stand up from now till Doomsday, They're not going
to be able to bury soldiers any more, It's in the stars . ., ,
You got to say something about it , . . :

Editeor

ALl right, Put this in, "It is alleged that certain members
of an 1nfantvy regiment refuse to allow themselves to be
buried, + . .

Reporter
Well?

Bditor
That's all,

Renorter
Thatts all?

Editor
Yes, Chrigt, isn't that enough? (Blackout 13) 16

Spotlight on a radio-loudspeaker, A voice, mellow and beau-
tiful,; comes out of it,

scene 13

The Voice

Lt has been reported that certain American soldiers,

killed on the field of hattle, have rafused to allow

‘themselves to be buried, Vhether this is true or not,
cutT the Coast-to-Coast Proadeasting System PPels that thlﬂ

must give the fmerican nublic an idea of the indomitable

uplr’t of the American douvh -boy in this war, We can-

not rest until this war is won--not even our brave dead
bOYSe « » o (Blackout 14)
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@ Typical office noises

& Lights up full on Editor-Reporter's office

781 Revorter is pacing in anxiety.

A Blackout

@ War rumbles and then fade into 2 taped broadecast of an
appeal to the women of the scoldiers,
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Secene 14

Guns, Spotlight on Firgt General and Captain,

First General
Have you got any suggestions . « o 7

Captain
I think so. Get their women , . .

Firast General
What good'll their women do?

Captain

Women are always conservative, Iit's a conservative nctione-
this one of 1ying down and allowlng yourself to be buried
when you're dead, The women'll fight the General's battle
for them-~in the best possible way--through their emotions

e » o 1U's the General's best bet, o« +

First General

Women-~0f coursel You've got it there, Captain! Get ocut
thelr women! Get them in 2 hurry! We'll have thege boys
underground in a jiffy, Women! Boy God, T never thought of
it « . ¢ Send out the call , , . Women! (Fadeout,)
(Blackout 15)

A baby spotlight on the loudspeaker, The voice again, just
as nellow, Jjust as perguasive,

Scene 15

Voice

[We have been asked by the War Deparitment to broad-
cast an appeal to the women of Privates Driscoll,
Schelling, Morgan, Wehster, Levy, and Dean, reported
TAPED 4 dead., The Wor Department requests that the women of
these men present themselves at the War Department
Office immedlately, It is within their power to do
a great service to their country, . . . (Blackout 16)

The spotlight illuminates the First General, where he stands,
addressing six women,,



10l

@ Taped and played over stereo system,



Scene 16
p——
First General
Go to your men « « » talk to them . . . make them see
the error of their ways, ladies, You women represgent
what is dearsst in ouvr clvilization--the sacred foun-
dations of the heowe, We are fighting this war to :
rrotect the foundations of the homes of Americal! Those
foundations will crumble utterly if these men of yours
come back From the dead, I shudder to think of the
consequences of such an act, Our entire gystem will be
mortally struck, Our banks will close, our building
collapse o « » our army will desert the field and leave
our fair lsnd open to be overrun by the enemy. ILadies,
you are all Colid Star mothers and wives and sweethearts,
You want to win this war, I know it, I know the high
fire of patrinstism that burns in women's breasts, That
is why X have celled upon you lLadles, let me make this
clear to you, If you Ao not get your men to lie down
and allow themselvegs to be buriﬂd, I fear that our cause
CUT is lost, The burden of the war is upon your shoulders
now, Wars are rnot fought with guns and powder alone,
ladies, Here 1is you“ ﬁhﬁroe to do your part, a glorious
part « « » You are fignting for your homes, ¥our children,
your sisters' lives, youf countryvts honor. You are
fighting for religion, for love, Tor all decent human
1life, Warg can be foughkt 2nd won cnly when the dead are
buried and forgotiten, MHow can we forget the dead who
rafuse to be buried? And we must forget them! There is
no room in this world for dead men, Thay will lead only
to the bitterest unhappinesss-~-for you, for them, for
everybody. Go, ladies, do your duty. Your country walits
(pon you « . . (Blackout l?{

Svotlight immediately illuminates the place where Private
Schelling, Corpse Two, is Lalﬁlﬁﬁ to his wife, MWMrs, Schelling
is a gpare, faciturn woman, farmor'u mnéfj m?o mizht be

twenty or forty or anything Wn betwee K9

Scene 17

Boss Schelling
Did it hurt much, John?

Schelling

i

How®s thé kid, Bess?
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Immediately after the
taned announcement the
song “Bohemsa" (See
Sound, Chanter III.) is
nlayed, bringing the
wives to the stage floor,

Lights are faded down low
on stage floor and corpses
but up to 3/4 on women as

taped announcement is heard.

Pogitions of wives, All

other corpses and wives are
ceated as Begs and Corpse 2

take their stage,

Lighting 1s lowered except for area around Bess

husband,

1066

X
Joan ¥rs. Webster
X
X Begs
Mrs, Dean Katherine
X X Julia X

and
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Bess [;;J

He's fine, He talks now. ife w lghs twenty-eight pounds.
He'1l be a big boy. Did it hurt much, John?

Schelling
How is the farm? Ig it going all right, Bess?

Bess
It's going, 'Te rye was heavy this year, Did it hurt much,
John?

Schelling
Who did the reapin' for you, Bess?

Pess

Schmidt took care of it--and his boys. Schmidit's too old for
the war and his boys are too young., Took 'em nearly two
weeks, The wheat®s not bad this year. Schnidt's oldest boy
expects to be called in a month or two, He practises behind
the barn with that old shotgun Schmidt uses for duck,

Schelling

The Schmidts were always fools. When the kid grows up, Bess,
you make sure ycu pump some senge into his head, What color's
his halr?

Begs
Blonde, Like you . . . Vhat are you going to do, John?

Schalling
I would like to see the kid~~and the farm-~and , . .

Begs
They say you're dead, John , . .

Schelling
I'm dead, all right,

Bess
Then how is it + . + 7

Schelling

I don*t know, HMaybe there's too many of us under the ground
now, Mavbe the earth can't stand it no more, You got to
change crops sonctime, What are you doing here, Begg?

Ress '
They asked me to get you to let yourself be buried.
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Schelling
What tu you thiak?

Bess
You're dead, John ., . .

Schelling
'»’fell " s 8 ?

Besg
What's the good o« & o ?

Schelling .
I don't know, Only there!s something in me, dead or no dead,
that won't let me he buried,

Bess
You were a queer man, Joan, I never did understand what you
were adout, But what's the good 4 &« o« ¢

Schelling

Bess, I never talked so that I could get you to understangd
what I wanted while f~-while T--before . ., . Maybe now . ., .
There're a couple of things, Bess, that I ain*t had enousgh
of, Fagy things, the things you see when you look outa your
window at night, after suvper, or when you wake up in the
mornin', Things you smell when you step outside the door
winen summer’s on and the sun starts to turn the grass hrown,
Things you hear when you're busy wlth *the horses or pitchin!
the hay and you don't rcally notice them and yet they come
back to you, Things like the fuzz of green over a field in
spring where you nlanted wheat and it's started to come out
overnight., Things like lookin' at rows of corn scrapin' in
the breeze, tall and green, with the gilk flying off the
earc In the wind, Things like seeing the sweat come out all
over on your horge’s fat flank and seein' it shine like gilk

in front of you, smelling horsey and strong, Things like [B1
seein' the loam turn back 21l fat and deep brown on both

sides as tha plough turns it over so that it ecets to be awful
hard walkin' behind it, ‘tThings like taking a cold drink of
water outa the well after after you've boiled in the sun all
afternoon, and feolin® the water go down and down into you
coolin' you off sll through from the inside out ., . ., Things
like secin' a blonde kid, all husy and serious, playin® with
2 dog-on the shady side of a house , , . There ain't nothint
like that down heve, Beass ., . .

Bess :
Fverything has *ts place, John., Dead men have theirs.
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Schelling

My place ig on the earth, EBoss. My busineszz is with the Ton
of the earth, not the undesr-side, It was a trap that yanked
me down. 1'm not zmart, Bess, andé I'm easy ‘rapped~-bul

I can tell now . » « I got some gtories to tell farmers hefore

I'n through-~1'm going to tell 'em . + &

Begs _
We could bury you home, John, near the creck--it's ccol there
and quiet and there's always a breeze in the trees . . .

Schelling

Iater, Bess, when I've had my fill of lookin® and smellin®
and talkin' . . « A man should be atle to walk into his
grave, not be dragged into it. . » .

bess
How!1l I feel--and the kid--with you walkin® around--like~-
1ike that « + ?

Schelling
T won't bother you « « .« I won't come near you, . . .

Bess
Even so, dJust knowin'. . s«

Schelling

T can't heln it. This ig somethin® bigger'n you--bigger’n
me, It's somethin' I ain't had nothin' to do with startint

. . . It's seme®hin' that just grew up outa the earth--like--
like 2 weed--2 flower, Cut it dovm now and i1£'11l jump up in
P

a dezen new places., You can't stop it, The earth's ready
for 1% ¢ o o
Begs

You were a gnod husband, John, For the kid--and me--wontt
you? '

Scheiling
Co home, Bess. Go Home! {Blackout 18)

The gpotlight picks out Corpse Number Five, Private Levy,
where he stands in the grave, with hig back to the audience,
His woman, a pert, atiractive young lady, is sitting next to
him, above nim, facing him, talking to him.
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Srene 18
R
Joan 82
You loved nre best, didntt you, Henry~~of all of them--2all
those women--you loved me the best, didn*t you?

Tevy (Fifth Corpse)
Whatts the difference, now?

Joan

T want to know it,
Levy

It*s not important.

Joan |83 '

It's important to me2, I knew about the others, ahout Doris
and that shifty-eyed Janet . , . Henry, youlre not a live
man, are you, Henry?

levy
No, I'm all shot® away insilde,

Joan

luast wars 2lways be fought in the mud like this? I never
expected it to look like this., It¥ . . , it looks like a
dump heap.

Levy
Youlve gotten your shoegs muddy. They're pretty shoes, Joan,

Joan
Do you think sn, Henry? They're lizard., I like them *oo.
It's so hard to get 2 good palr of shoeg nowadays.

Levy
Do you still dance, Joan?

Joan

Ch, I'm re2lly much better than I used to be, There are so
nany dances back home nowadayas. Dances for orphan relief and
convalescent hognitals and Victory Loang. I'm busy seven
nights a week. T snld more Victory Loans than any other girl
in the League, I got a helmet . . ., one of their helmets , .,
one with a tullet-hole in it, for selling eleven thousand
dollars' worth,
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Tovy
Out here we get them for nothing, by the million--bullet-
holes and all,

Joan
That sounds bitter, You shouldn't sound bitter.

Levy
I'm sorry.

Joan :

T heard Colonel Elwell the other day. You know Colonel El-
well, old Anthony Elwell who owng the mill, He made a speech
at the monthly Red Cross banquet and he said that that was

the nice thing avout this war, it wasn't being fought bitterly
by our boys. He said it was just patriotism that kept us
going. He's a wonderful speaker, Colonel Elwell; I cried and
crieds « o o '

Levy
I remember him,

Joan
Henry, do you think we're going to win the war?

Levy
What's the difference?

Joan

Henry! What a way to talk! T don't know what's come over
you, Really, T don't. Why, the papers gay that if they win
the war, they'll burn our churches and tear down our nuseums
and + . . and rape our women, (Levy laughs) Why are you
Yanghing, Henry?

Levy
I"m dead, Joan,

Joan ,
Yes, Then why--why don't you let them bury you?

Levy
There are a lot of reasons. There were a lot of things I
loved on this earth., . . .

Joan _
A dead man can't touch a woman.
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Levy

Te women, yes-~Lutl mov: than touching them, I got a great

Joy just from listenirng %o women, hearing them laugh, watching
their skirts blow in the wind, noticing the way their breasts
bounced up and down inside their dresses when they walked, It
had nothing to do with touching them, T liked to hear the
.sgund of their high heels on pavements at night and the tender-
ness in their voices when they walked past me arm in arm with

a young man, You were 5o lovely, Joan, with your pale hair
and long hands.,

Joan
You always liked my hair. DNo woman will walk arm in arm with
you, Henry Levy, while you cheat the grave,

Levy

No. But there will be the eyes of women to lonk at and the
bright color of theilr hair and the soft way they swing their
hips when they walk before voung men., Thege are the things
that mean l1ife and the earth to me, the joy and the pain,
Thege are the things the earth still owes me, now when I am
only thirty. Joy and pdin--to ecach man in his own way, a full
seventy years, to te ended by an unhurried fate, not by a
colored pin on a General's map. What do I care for the
colored pins on a Generalts map?

Joan
They are not only pins. They mean more , ,

Levy

More? o whom? To the Generalgs--not to me., 7To me they are
colored pins, It is not a Tair dbargain--this exchange of my
life for a small part of a colored pin, « «

Joan
Henry,. how can you talk like that? You know why this war 1is
being fought. :

Levy
No. Do you?

Joan
Of course, everybody knows., We rmust win! We muct be prepared
to sacrifice our last drop of blood. Anyway, what can you do?

Levy

Do you remember last summer, Joan? My last leave., We went *o
iaine, I would like to remember *that--the sun and the beach
and your soft hands-~-for a long time,
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Joan
What are you gelng o Qo?

Le vy

Wwalk the world looking at the fine, long-legged girls, seeing

in them something deep and true and passionately vital, listen-

ing to the sound of their light voices with ears the Generals
"would have stopped with the grave's solld mud. « + :

Joan
Henry! Henry! Once you said you loved me, For love of me,
Henry, go into the grave. « «

Levy
Poor)Joan. (Stretches out his hand tenderly as if to touch
her.

Joan
Don't touch me, For love of me,

Levy | 84
Go homa, Joan! Go home! (Blackout 19)

The spmtlight‘picka out the Third Corpse, Private Morgan, and
Julia Blake, he with his back to the audlence, standing in
the grave, she above and to the right, dJulia sobs.

Scene 19

Morgan
Stop crying, Julia, What's the sense in crying?

Julia
No sense. Only I can't stop crying.

Morgan
You shouldnt't have come,

Julia
They asked me to come, They 2aid you wouldn't let them bury
you-~-dead and all . . .

Morgan
Yes.

Julia

Why don't they Kkill me too? 1°d let them bury me. I'd be
£lad to be buried--to get away from all this « » « I--1
raven't stopped crying for two weeks now, I used to think
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Sitting finally on a rock as light lowers on "Go home,
Joanlt™

Lighting lowers on Joan and Levy snd comes up full on
D € cn Julia and Morgen,
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T was tousgh, I never crisd, Fven vhen I was a kid., It's a
wonder whera all ths tiars can ceme from. Though T guess
there's always rcor for more tears, I thought I was all
cried out when I heard about the way they killed Fred., My
kid brother, I used to comb hls hair in the morning when

he went to school +» « . J==I . . . Then they killed you,

. They did, didn*t they? [85

Morgan {86
. Yes,

Julia

It's hard to know like this, T--I know, though, It--it
makes it harder, this way, with you like this, T could for=-
get easier if you , . . Put I wasn't going to say that, I
was going to listen to you. ©Oh, my darling, it's been so
rothen, T get drunk. T hate it and I get drunk., I sing
out loud and everybody laughs. 1 was going through your
thingg the other day~-I'm crazy.. « « I go through all your
things three times a week, touch ng your clothes and reading
your bcoks. o « » You have the nicest clothes. . . . There
was that quatrain you wrote to me that time you were in Bos-
ton and . » « First I laughed, then I cried, then , . , It's
a lovely poem--you would have been a fine wrliter, I think
vou would have been the greatest writer that ever , o o+ 1 . 4+ &
Did they shcot your hands away, darling?

Morgan
No.,

Julia
That's good, I comldn't bear 1t if anything happened to your
nanda., Was it bad, darling?

Morgan
Bad enough, } 87

Julia

But they didn't shoot your hands away. That's something, You
learn how to be graterul for the craziest things nowadays.,
People have to be grateful for something and it's so harvrd,
with the war and all., . . . Oh, darling, I never could thing
of you dead., Somehow you didn't seem to be made to bLe dead.
I would fael better if you were buried in a fine green field
and there were furny 1itile flowers jumping up around the
stone that saild, "Walter WMorgan, Born 1950, Died 1970," I
could stop getting drunk at right and singing out loud sgo
that veople lauvgh at re, The worst thing is lookins at all
the bhoks you pilted up home that you didn't read, fThey walt
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thera, walting for your hands to come and open them and . .
Oh, let them bury you, let them bury you . ., . There's
ncthing left, only crazy people and clothes that'll never

be used hanging in the clogsets . . « Why not?

. Morgan

There are too many books T haven't read, too many places 1
haven't seen, too many memories I haven®t kxept long enough,
I won't be cheated of them. « .+ .

nlia 188

Anéd me? Darling, me . . . 1 hate getting drunk, Your name
vould 1ook so well on a nice simple chunk of marble in a
green fleld, "Walter Morgan, Beloved of Julia Blake , , ., "
Watb popples and daisies and those little purple flowers all
around the bottom, and , ., . (She is bent over, almost wail-
ing, There is the flash of @ zun in her hand, and she tot-
terg, falls) Now they can put my name on the casualty lists
ton + « o What do they 2all those purple Tlowers, darling?
(Blackeut 20)

The spotlight follows Katherine Driscoll as she makes her
way from Corpse 1o Corpse in the grave, looking at their
faces., She looke first at Corpse Six, shudders, covers her
eyes and movesg on. She stops at Cornse Five,

Scene 20
1o
Katherine
I*m Kztherine Driscoll., T-=I'm lonking for my brother, He's
dead., Are you my brother? 89

Fifth Corose
No, (Katherine goes on tu Corpse four, stops, looks, moves
on to Corpse Three,)

Katherine :
I*m looking for my brother, My name ig Katherine Driscoll,
His nane--

Third Corpse
No, )(Katherine goes on, stands irresolutely before Corpse
T\‘JO .

Katherine
Are you . ? (R“ali?ln* it ien't her brother, Goes on to

Lorpse_(One T looking for my brother. My name is Katherine
Driscoll. "His name ., . .
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Driscoll
I*m Tom Driscoll,

Katherine
Hel~~Hello., I don*t know you, After fifteen yearsw-sand , ., .

Drisccll .
What do you want, Katherine?
Katherine 9
You don't Know me either, do you?

Driscoll
No,

Katherine

It's funny--ny coming here 1o talk to a dead man--to try to
get him to do something because once long ago he was my
brother., They talked me into it. I don't know how to begin,

Driscoll
You'll be wasting your words, Katherine, . . .

Katherine

They should have azsked someone riearer to you-~someone who
loved yvou--only they couldn®t find anyhody, I was the near-
est, they snid, , . .

Driscoll
M™at's so., You were the nearest, ., « .

Katherine
And T fifteen years away, Poor Tom , . . It couldn't have
baen a sweet Life you led these fifteen years,

Triscoll
It wasntt.

Katherine
You were poor, too?

Driscoll
Sometimes 1 begged for meals, I wasn't lueky + + o

Katherine
Ard yet you want *o go back., Is there no more sense in the
dead, Tom, than in the living?
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Driscoll

Mavbe not. Maybe Ttherc®s no sense in either living or dying,
ut we can't believe that. I travelled to a lot of places
and I saw a lot.of things, always from the black side of
them, always workin' hard to keep from starvin' and turnin®
my collar up to keep the wind out, and they were mean and
rotten ard sad, btut always I saw that they could te better

" and some day they were going to be better, and that the guys
like me who knew that they were rotten and knew that they
could be better had to get out and fight to make it that way.

Katherine
You're dead, Your fight's over,

Driscoll

The fight's never over, I got things to say to people now--
to the people who nurse big machines and the people who
swing shovels and the pecple whose babies die with big bel-
lieg and rotten bones, I got things to say to the people
who leave their lives behind them and pick up guns to fight
in somebody else's war, Impcrtant things., Big things., Big
enough to 1lift me out of the grave right back onto the earth
into the middle of men just because I got the voice to say
them, If God could life Jesus . .

Katherine
Tom! Have you lest religion, ton? |91

Driscoll

I got another religion, I got a religion that wants to take
heaven out of the clouds and plant it right here on the earth
where most of us can get a slice of it, It isn't as pretty
a heaven--there aren't any streets of gold and there arentt
any angels, and we'd have to worry about sewerage, and rail-
road scnedules in it, and we den't guarantee everybody'd
love it, but it'd be ripht here, stuck in the mud of this
earth, and there wouldn't be any entrance requirement, like
dying, to get into it . . . Dead or alive, I see that, and
it won't let me rest, I wag the first one to get up in this
black grave of ours, because that idea wouldn't let me rest,
I pulled the others with me~--that's my job, pulling the
others + « « They only know what they want--I know how they
can get 1€ o o

Katherine
There's still the edge of arrogance on you,

Driscoll
I got heaven in my two hands to give to men, There's reason
for arrogance , ., .
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¥atherine |
I came to ask you to lie down and let them bury you. 1t
seemg foolish now. But . . &

Driscoll
+*s foolish, Katherine., I didn't get up from the dead to
© go back to the dead. I'm going to the living now,

Katherine
Pifteen years, It's a good thing your mother isn't alive,
How can you say good-bye to a dead brother, Tom?

Driscoll
Wish him an easy grave, Katherine , . .

Katherine
A green and pleasant grave to you, Tom, when, finally « «
finally « « . green and pleasant, (Blackout 21)

The gpotlight illuminates Priwvate Dean, the Sixth Corpse,
where he stands with his Tack to the audience, listening to
nis mother, & thin, shabby, red-eyed woman of about forty-
five, sitting above and to the right, in the full glare of
the spotlight, Dean is in shadow.,

Scene 21

rg, Dean
et me see your face, son . . o |92

Dean
You don't want to see 1t, mom ., +

Mrs, Dean
My baby's face, Once, before you .« .« .

Dean
You dortt want to see it, mom. I know, Didn't they tell you
what happened to me?

¥rs. Dean
T asked the doctor., He said a piece of shell hit the side of
your head--but even S0 .+ «

Dean .
Don't ask to see it, mom,
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Mrg,., Dean
How are you, son? (Dean taughs a little-~bitterly) Oh, I
forgot, I asked you that guestion so many times while you
were growing up, Jimmy, Let me see your face, Jimmy--just
ONce & + »

- Dean '
How did Alice take it when she heard . . . ?

Mra. Dean
She put a gold star in her window. She tells everybody you
were going to be married. Is that so?

Dean
Maybe. T liked Alice.

Mrs, Dean

She came over on your birthday, That was before this--thisg
happened, Sha brought flowers, Big chrysanthemums., Yellow,
A lot of them, We had to put them in two vases. 1 baked a
cake, I dorn®'t know why., It's hard ‘o get eggs and fine
flour nowadays, My baby, twenty years old , , . Let me see
yvour face, Jimmy, boY¥ + « o

Dean
Go home, mom . «» « It's not doing you any good staying here,

Mrs, Dean
I want you to let them bury you, Baby, It's done now and
over, It would he better for you that way ., . .

Dean .
There's no better to it, mom--and no worse. It happened that
way, that's all,

Mres. Dean :

Let me see your face, Jimmy. You had such a fine face. Like
a good baby*s., It hurt me when you started to shava, Some~
how, I almost forget what you looked 1like, Baby., I remember
what you looked like when you were five, when you were tenw-
vou were chubby and falr and your cheeks felt like little
silk cushions when I put my hand on them, But I don't remem-
ber how yvou laoked when you went away w'+h that uriform on
vou ard that helmet onver your face , . , Babyv, let me gee
your face, once . ., .

Dean

Don't ask me ... +» You don’t want to sece, Youtll feel worse--
forever , .+ « if you see , . .
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Mrs, Dean
Tiw rot afraid. I can look at my baby's face. Do you think
mothers can be frightened by their children®s . . .

Dean
No, mom « « =«

Mras, Dean

Baby, listen to me, I'm your mother . , . Let them bury you,
There's something opeaceful and done about a grave., After a
while you forget the death and you remember only the life
before it. But thic wa y-=you never forg v s« 1t's a
wound walking around forever, without neace. For your sake
and mine and your father's . . . Baby « « &

Dean :
T was wenty, mom., I hadn't done anything, I hadn't
seen aﬂyth1ng T vever even had a girl T unent twenty

years practising to be a man and then +bey killed me, Being
a kid's no good, mom. You try to get over it as soon as you
can. You don't really live while you're a kid, You mark
time, waiting, I vﬁwtpd, mrom-~-but then I got cheated, They
made & r*neﬂoh and played a trumpet and dressed me in a uni-
form and then they killed ne,

Mrs. Dean
{h, Baby, Baby, there's no peace this way. Plzase let
them « o

LDean
T\!’J, moml « o »

. A
an once, now, o that I can remember--let me see your face,
s face « »

Dean
Mom, the shell hit close to me, You don't want to look at a
man when a shell hits close to him., |94

Mrs. Dean
Let me see your face, Jimmy . . + |95

Dean :

All right, mom . . . look! (He turns his face to her, The
sudience can't sce hig face, but immediately a spotlight,
white and sharp, shoots down from dlreﬂtly above and hits
Dean's head. Mes, Dean leans forward, staring. Ansther
spotlignt shoots down immediately after from the exireme
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right, then one from the left, then two more, from above,

Tery hit with the imrzot of bilows and Mrs, Dean shudders a
1ittle as they come, as thougsh she were watching her son

being beaten, There ig absolute silence for a moment., Then
Mrs, Dean starts to moan, low, painfully, The lights remain
fixed and Mrs, Dean's moans rise to a wail, then to a scream,
She le=ans back, covering her eyes with her hands, screaming.,
Blackout 22, The gcream persists, fading, like a siren
fading in the distance, until it ig finally stilled.,) (96

The spotlight on Corpse Thren, Private Webster, and his wife,
a dumpy, sad little woman,

Scene 22

Martha Welbgter

Say something,

Webster
Yhat do you want me to say?

Martha
Something--anything, Only talk, You give me the ghivers
standing there like thait~-~looking like that . , .

Webgter
Even now--after this-~therel's nothing that we can talk to each
other about,

WMartha |97
Don't talk like that. You talked like that enough when you
were alive--1t's not my fault that you're dead, . ., »

Webstor
No,

Mar-tha
Tt was bad encugh when you were alive~-and you didn't talk to
me and you lecked at me as thouzh T was always in your way.

Webster
Martha, Martha, what's the difference now?

Martha
I just wented to let you know, Now I suppose you're going to
some back and sit around and ruin my life altogether?

Wehgter
No., Tfm not goirg to come hack,
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Martha
Than whet « o o 7

Webster
I couldn*t explain it to you, Martha . . .

Martha

No! 0Oh, no-=you couldn't sxplain it to your wife. But you

could explain it to that dirty bunch of loafers down at that
damned garage of yours and you could explain it to those '
bums in the saloon on F Strest, + .

Webster

I guess I could, Things seemed to be clearer when I was
talking to the boys while I worked over a job, And I man-

aged to talk so people could get to undersitand what I meant
dovn at the saloon on F Sireet, It was nice, standing there

of a Saturday night, with a beer in front of you.and a man

or twoe that understood your own language next to you, talking--
oh, 2bout Joe Namath or the new oiling system Ford was putting
out or the chances of us gettin® into the war ., . .

Mar-tha

It*'s different if you were rich and had a fine beautiful life
you wanted to go back to. Then I could understand, But you
were pocr o « o you always had dirt under your fingsr nails,
vou never ate enough, you hatad me, your wife, you couldn't
stand teing in the szme room with me . ., , Don't shake your
head, [ know, 0Out of your whole 1ife, all you could remember
that's good iz a beer on Saturday night that you drank in
company with & conple of bums. « .

Wehster
That's enough,., 1 didn®t think about it then , . . but X
guess I was happy those times,

Martha

YTou were happy these times . « » but you weren®t happy in
your own home! I know, even if you don®t say it! Well, I
waen®t happy either! Living in three damred rooms that the
gun didn't hit five times 2 year! Watching the roaches make
picrics on the wallg! Happy!

Webster
I did my best,

Maxtha _

Eirhteen-fifty a week! Your best! Eighteen~fifty, condensed
milk, a two-dollar pair of shoes once a year, five hundred
dollarg® insurance, chopped meat, God, how I hate chopped
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Crosses and faces
Webster face to face
then Turns away
violently,
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Webster
Thatfs 1t + »

Martha :

A house chould have a baby, But it should be a clean house
with a fTull icebox. Why shouldn't I have a baby? Other
veople have babies. Even now, with the war, other people
have babies, They don't have to fecel thelr gkin curl every
time they tear a page off the calendar, They go off Yo
veautiful hospitals in lovely ambulances and have babies

. between colored sheets! Vhat's there about them that Cod
1ikes that He makes it so easy for them to have bables?

Webgter
They*re not married +to mechanics.,

Karthe

No! Tt's not eighteen-Tifty for them, And now ., , » now
it's worse. Your twenty dollarc a month, You hire yourself
to be killed and I get twenty dollars a month, I wait on
line 2ll day to get a loaf of bread, I've forgotten what
butter tastes like., I wait on line with the rain soaking
through my shoes for a pound of rotten meat orce & week, At
night I go home, Nobody to talk te, Just sitting, watching
the bugs, with one little light because the Governmert's

got to save electricity, You had fo go nff and leave me to
that! What's the war to me that I have to sit at night with
robody to talk to? What's the war to you that you had fto go
off and « » o« % _

Webster
That's why I'm standing up now, Martha,

lMartha

What took you so long, then? Why now? Why not a month ago,
a year ago, ten years ago? why didn't you stand up then?
Wiy wait until you're dead? TYou live on eighteen-fifty a
week with the roaches, not saying a word, and then when they
x¥ill you, you stand up! You fooll

Yehaster
I didntt gsee 1t befcre,

Mar-tha

Jusgt like you! Wait until it's too 1ate! Therets nlenty for
1ive men to stand up for! Allright, stand up! It¥s about
time you talked back. It's about time all you poor uiserable
eighteen-fifty bagiards stood D for themeelves and their
wives and the children they can't have! Tell *em all %o
stand up! Tell *em! Tell 'em! (She shrieks, Blackout 23)
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Spotlight picks out the First Generzl, He has his hands to
his lips,

Scene 23

First General :
It didn't work, But keep it quiet, For God's sake, keep it
quiet . . . (Blackout 248

A spotlight picks out the newspaper office, the Reporter and
the Editor,

Scene 24

Reporter

It didn't work! DNow, you've got to put it in! T knew it
wouldn't werk! Smear it over the head lines! It didn't
work! ' :

Editor _
Put it in the headlines . . » They won't be buried!

Voice
It didn't work! Extral It didn*t work!

Voice {In dark., Hoarse whisper)
It didn't work! They're still standing . . Somebody
do scmething o o &

Voice (Spotted, 2 clubwoman type)
Somebady do something . .

Voice (Newsboy spotted)

CUC < Eztra! They®re still standing . o .

Voice (Clubwoman)
Don't let them back into the country . . .

Reporter

They*re standing. From now on they'll always stang!
You can't bury soldiers any more , . . (Spotted, a
group, owners of the next four voices,)

Voice
LThey stink, Bury them!
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Fade 211 lighte out cxceot
weens and collapses %o her

Ag Martha falls fo the floor
leave and we hear "Bunlight"
Chapter III, Sound).

A1l wives exit slowly taking
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«low dim on Martha as she
the other women begin to
by the Youngbloods (See

one last look ag lights dim

away and as "Sunlight” is heard,

Quick fliash of 1ight to Editor's office,

Blackout,
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s
Voice
Wnat are we golng to do about them?

Voice
What'll happen to our war? We can*t let anything
happen to our war , . .

Voice (A4 oriest, facing the three men)
Pray! Pray! God must help vs! Down on your knees, |
all of you and pray with your hearts and your guts and

" oUT < the marrow of your bones . .
Voice (Reporter spotted, facing them all)
It will take more than prayers. What are prayers to
a dead man? They're standing! Mankind is standing up
\?nd climbing out of its grave . . . (Blackout 25)
Scene 25
P
Voice
Have you heard . . . 7 It didn®*t work . . .
Voice
Fxtra! Extral It didn't work! They're still standing!?
(Spotted, Mrs, Dean. Mrs. Schelling, Julia Blake)
Mrs. Dean
My bpaby « +
Mra, Schelling
My husband . «
Julia Blake
My lover . . . (Blackout 26)
CUT <
Scene 26
Voice
Bury them! They stink! (The next set of characters
walks through @ stationary spotlight, )
Voice (A Farmer)
Plant a new croun! The old crop has worn out the earth,
Plant something begides lives in the o0ld and weary earth,

.
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Voice ( A newsboy, running)
Extral It didn"t work!

Voice ( A Banker, frantic)
Somebody do something! Dupont's passed a dividendl

Voice ( A Priest)
The Day of Judgment is at hand « o+

Voice (The First Vhore)
Where is Christ? (Blackout 27)
Scene 27

Voice
File 'em away in alphabetical order . .

(Spotlight on a man in zcademic robes, reading aloud
from tehind a table, after he adjusts his glasses,)

Voice

4 We don't believe it, It ig against the dictates of

science, (Blackout 28)

Svotlight on Second General,

Scene 28

Second General

Keep it quiet!

(Krs. Schelling walks in front of him, The others
follow, )

Begs Schelling
M}f husband +» + «

Julia Blake

- My lover . + o

Mrs, Dean
My baby + . » (Blackout 29)

Scene 29

Voice (A Chila)
What have they done with my father?
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Spotlight on Barker at felerhone,

Banker

Somebody do something, Call up the War Depariment!
Call up Congress! Call up the Roman Catholic Church!
Somebody do something!

Voice
Wetve got to put them downl!

Reporter

Never! Never! DNever! You can't put them down. Put
one down and ten will spring up like weeds in an old
garden . . « (Spots at various parts of the stage.)

Voice (The Third General)
Use lead on them, lsad! Lead put *em down once, lead'll
do it again! Lead! :

Voice
Put down the sword and hang the armor on the wall to
rugst with the years. The killed have arisen,

Boice
Bury them! DBury the dead!

Volce
The old demons have ccme back to possesg the earth,
We are lost » . o

Voice
The dead have arisen, now let the living rise, singing.

Voice
Do something, for the love of God, do something . , .

{ Voice

Extra! They're gstill stsanding,

Voice
Do something!

Voice
We will do something .« .

Voice

Who are you?
\..
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Voice (Pri=st in spot)
We ore the Thurch ond the Voice of God. The State
has tried its ways, now let the Church use the ways
cf God, ‘hese corpses are possessed by the devil,
who plagues the lives of men., The Church will

TAPED exorcige the devil from these men, according to its
ancient rite, and they will lie down in their graves
like children to a pleasant sleep, rising no more to
trouhle the world of living men. The Church which
?s the Voice of Gpd unon this earth, amen . . .
L:Blackout 30) ZZ? 100 101

Scene 30

Chorus of Voices ()

Alleluia, alleluia, =ing ., . . (The scream of the bereft
mother fades in, reaches its height, then dies off as the
holy procession of priests moves solemnly on with bell,
book and candle, A Priest gsprinkles the Corvses with holy
water, makes the sign of the cross over them and begins in
the golemn Latin of the secrvice, At the end he goes into
Fngliche=his voics risinfgin ritualisticgoassion.)

Q2 21 1073 10
e
rriegt
I exorcise th=2e, unclean gpirit, in the name of Jesus
Christs; tremble, 0 Satan, thou enemy of the faith,
hou foe of mankind, who hast brought death into the
world, who hast deprived men of 1ife, and hagst rebelled
arainst justice, thou seducer of mankind, thou root of
evil, thou source of avarice, discord, and envy,
(Silence, Then the Corpses begin to laugh, lightly,
CUT < horribly, There is a sign from the 1iving men nresent,
and the priestly procession goes off, its bell tinkling
The laughter goes on, Blackout 31, The Voices ecall
again o o,

Secene 31

Voice
NO [ ] L] »

Voice
N0

Voice ,
k}t didn't work . . .
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(:) In a blackout we hear the taned volce of the Priessgt
echoing the traditional dozma of the church,

Z@; The lights come up slowly on the Corpses and the General,

" foo| The Corpses rise in silhouette,

101y General 1 enters pleading with each Corpse wordlessly,

659 As the Priest's voice fades out, we hear the Guiseppe
Verdi Chorus, As the chorug fades out we hear the
nusic "Be Careful with that Axe Eugene” by Pink Floyd
as the General enters the stage from 7 o'clock in
desperation,

102] The Corpses leave one by one, leaving the pleading
General,

QED Corpses leave ag "White Bird" by Beautiful Day is
playing,

.03} The General falls at 2 o'clock,

tﬁ& All lights fade out except a special on the General.
104 Schelling places dirt in the General's hand,

A Slow blackout,
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—
Voice

We are deserted by Cod for our evil ways, It is the
new flood, without rain . ., .

Newsboy
They're licked,

Voice ' o _
Thig isn't 1918! This is today!
Voice ’
See what happens tomorrow!

Voice

Anything can happen now! Anything!
Voice :
They're coming, We must stop theml

Voice
We must find ways, find means!

Voice {The Reporter, exulting)
They're coming! There will be no ways, no means)

cuT < Seml-Chorus
What are you going to do?

Chorus
What are you going to do? (They laugh sardonically,)

Scene 32

Third General

Let me have a machine gun! Sergeant! A machine gun!
(A bolt of light comes down to a mechine gun set to

the left of the grave, mid-way between the edge of the
grage and the wings, The Generals are clustered around
it.

Third General
I'11 show them! This is what they've naeded!

First General
All rizht, all right. Get it over with! Hurry! But

keen it quiet!
N
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e

Third Gensrasl )

I want a crew %o man ihls gun, (Pointing to First
Spldier) You! Come over here! And you! You know
what to do, I'11l give the command tc fire ., .

First Soldier

Not to me, you won't , , , Thig is over me, 1 won't
touch that gun, DNene of us will! We didn't hire out
to he no butcher of dead men, Do your own chopping,

Third General
You'll be court-martialed! You'll be dead by tomorrow
MOTNINg o« o

First Soldier.

Be careful, General! I may take a notion to come up
like these guys. That*s the smartest thing I've seen
in this army., I like it . . . (To Driscoll) What
d*ye say, Buddy?

Driscoll
It's about time . . « (The Third General draws his
gun, but the sother Generals hold his arm,)

First General
Stop it! Tits bad enough as it is! Let him alone!
Dn it yourself! Go ahead, do it!

Third General

Oh, my God « . . (He looks down at gun, then slowly
gets down on one knee behind 1t., The other Generals
glide out behind him. The Corpses come together in
the middle of the grave, all facing the gun, Third
General fumbles with the sun, Voices call,)

Reporter _
Never, never, never!

Julia
Walter Morgan, Beloved of Julia Blake, Born 1950, Died
1970,

Vrs,. Dean
Let me see your face, Baby?

Vartha Webster
All you remember is a glass of beer with a couple of

bums on Saturday night.
-
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Katherine Drlicsoell .
A green and wnizagant grave . . .

Besg Schelling
Did it hurt much, John? His hair is blonde and he
weighs twenty~-eight pounds,

Joan
You loved me best, didn?t you, Henry? . . . best , .

Voice.

< Four yards of bloody mud ., «
cut
Volce

I understand how they feel, Charlie, I wouldn't like
to be underground + + o NOW o o

Reporter
Never, never!

Voice
Never!

Mzartha Webgter
Tell *em all to stand up! Tell *em! Tell *enm!

e

Scene 32A

~

The Corpses begin to walk toward the left end of the
rave, not marching, but walking together, silently,
The Third General stiffens, then starts to laugh
hysterically., A4z the Corpses recch the adge of the
erave and take theilr firgt step out, he starts firing,

5% ¢

41
Fgs)
bord
[

laughing wildly, the gun shaking his shoulders vioclently
102 Calmly, in the face of the chattering gun, the Corpses

gather on the brink of the grave, then walk soberly,

] in a 1little bunch, toward the Third Ceneral, For a

104 moment they obscure him z2s they pass him, In that

noment ‘the gun gtops, There ig absolute silence, The
Corpses pass on, going off the stage, like men who
have leisurely business that must be attendedto in

the not feo pressing future., As they pass the gun,
they reveal the Tthd General, slumped forward, still,
over the ¢till gun, There ig no movement on th@ stage
for a fraction of a second, Then, slowly, the four
Soldiers of %the burial defail break ranks, Slowly
they walk, exactly as the Corpses have walked, off
toward thﬂ left, past the Third General, The last
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Soldier, as he rewasx the Tn Fereral, deliberately,
~but without malice, flicks a c*ﬂ1"e+te butt at him,
then follomu the eiher Spidiers ofl the stage., The
Third General l1s the lagt thinz we see, huddled over
hig qulet gun, pointed at the empty grave, as the
light dims--in the silence,)

Curtain,
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' SUMMARY AND FINAL RESULTS

In Bury the Dead, from script to completed production,

1t was thought that a bombarding of a wide assortment of
contemporary machines would enhance the relevancy of the
play and 1ts message for the theatre goer of today. It was
learned, however, by experimentation that these machines can
become monsters in the theatre, especially where they inter-
fere with the overall message of the play. They were indeed
beautiful sights, but one only saw the particular machine
and not the actor. One by one these machines were f{ried and
then discarded.

The prism ball, run by a small motor %o provide contin-
vous, patterned motlon, was the first machine tried and dis-
carded. It was ascertainesd that 2 projection slide carefully
carved by an artistic student would serve the sume purpose
of establishing an exciting, contemporary mood and tempo
without the expense of bulldiag or renting the machine. It
also became apparent that the constant motion of the machine
would detract from the more iwmportant motion and projection
of the actor himself.

A back-drop of reflective surfaces was the next item
tried znd discarded. A Mylar product, a glass~like product
bought in 12 inch squares where mirrors are necded, was

182



priced and bought in small quantity, bub 1t produced unsat-
isfactory results for tue polnt of view of the show., It
became obvicus that this would only distract the spectator
from the illusion of the stage to the glitter-like effect
'oq the walls of the theatre.

A psychedelic light show was finally incorporated into
the show for transitional purposes. It was hoped that the
light show would react to the pulse of the music and provide
& bridge from one scene tc anotheir. The expensive light
machinery was bought and assembled by a student. In addition
to the monetary loss, there was a great deal of uncertainty
to the consistency of the light show. The bridges from
scene to scene, it was learned, could more easlily and effec-
tively be handled by carefully selected musical commentary,
as was discussed in Chapter I1II.

Without becoming hilghly technical about the electronic

sound system installed fer the production of Bury the Dead,

it should suyffice to say that it was elaborate and effectilve.
According to comments following the performance, many of

the audience had never heardlsuch undistorted, full stereo
sound. The equipment was loaned to the director as a personal
favor from a prominent rock band located in the area. Two
speakers almost five feet in height were placed above the
heads of the audlence, and were driven by a powerful and

variable Kustom amplifier. Through this machinery an Ampex
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stereo tape recorder and turntable surrounded the audience
with sounds hopefully aliiuding to freedom, peace, and the
contemporary mode and mood. |

A few people felt that the sound system was too loud
and annoying, but the vast majority was especlally moved by
- the sound sysftewm, even though the volume was considered quité
high, in keéping with the apparent preferences of young musle
lovers today.

Generally, those members of the audience who liked the

production of Bury the Dead were especially favorable with

comments. There seemed to be two extremes of those who were
highly favorable in response and these who were highly cri-
tical of the entire project.

Some of the constructive comments that were made hinted
at a lack of consistency in cutting and adapting the script.
Troublesome sectlons were those containing the "Victory Loans,”
"War Bonds,'" "Eighteen-fifty per week," as opposed to an ob~
vious attempt to update cother sectlons of the script. A defense
of this was gilven in the chapter titled, "Production Problems”
under "Changes in the Original Script." Other comments were
that the purpose of the clown white make-up on the puppet-
like soldiers was not understcod. Many people, in addition,
expressed an obvious concern over the overly grotesque use

of realism in the bloody make-up of the dead corpses. Some
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feit that 1t added to the dramatlec impact while others felt
that 1t dlstracted from the scene going on around them.

The scenes contalning the ladles' speeches, Scenes 17
_through 22, to the dead soldiers received some criticlsm as
being too long. CQther memberé of the audience felt théﬁ it
"was 3cenes 17 through 22 whilch made the production as effective_
as 1t was. Especially troublesome to some was Scene 19 where
one of the women shof herself and fell dead, then siléntly
arose and walked out with the rest of the women after the
scene was concluded. Of course, this was felt neéessary due
to the dramatic necessity of getting an actress offstage so
that the falling actlion could come smoothly without the delay
of having to carry the character's body out.

Weaknesses were pointed out in several character por-
trayals. Especlally criticized were the Second General,
Corpse number 1, the Sergeant, and the Doctor. Basically,
it was felt that these four characters displayed such notice-~
ably less talent than the others that it tcok away from the
over-all design of the production.

From the beginning, there were several actors, especially
the men, who had trouble getting the right degree of feeling

for a show as strong as Bury the Dead. The director tried

using sllde projections of war scenes from World War I,
World War IJ, and the recent conflict in Viet Nam. Especlally

effective were the pictures found in books of children and
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women, innocent victims of a costly murder. Also effectlive
were plctures of young soldiers going off to war, kissing
thelr wives and kids goodbye. These pilctures were studled
‘in silence for great lengths. Later in the development of
the characters much discussion was devoted to the imporﬁance
of conveying to the audience the point-cr~view of the show.
It was felt, through much concentrated work and use of
psychology, that the actors improved greatly in the pdrtrayai
of major characters in the play. It should be noted that
only slx of the twenty people invoclved In the cast had ever
been on stage in their lives. Yet {hey were asked to play
characters requiring emoctional heignts and great dramatilc
Intensity.

Some of the inexperienced actors had to be made to
scream thel: lines at the top of their lungs in order to get
them to speak words with any force at all, not to mention
with the proper technlque and feelling. This exercise proved
effective and successful in some of the actors and in others
the final polish never came.

The cast and crew for Bury the Dead formed an unusually

close union. The general feeling when rehearsals began was
one of distance and strangeness. Slowly a closeness formed
among the cast which could be likened to that of a family.
In fact when the show was over the cast showed obvious signs
of grief in that they would be separated, working on other

projects in the coming weeks.
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Especially satisfying in dlrecting, Bury the Eggg; was
being able to work with an actor and seeing him develop and
even begin to live the part before your very eyes, and your

“belng able to say to him, "You are nocw an actor.”
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APPENDIX
Included in this section of the thesis are.copies of
the program, the publicity releases, the set designs, the
1light plot, traditional telegrams, and a picture of

rehearsal.
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Program

Burv the Dead
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Hold it

Charles Holland directs several of the actors who will Theater. Holland is directing the play as his thesis pro-
appear in his production of “Bury the Dead.” The play duction.
wilt be presented Feb. 25-26 at 4 p.m. in the Studio '

1

The North Texas Daily

February 17, 1971 '
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Gent birects

War Play for Thesis

By YULIAN RODRIQUEZ
Daily Reporter

To discover®*what the modern theater-
goer wants in 4 stage play will be the goal
of Churles A. Holland, Denison graduate
studzat, when he presents Irwin Shaw's
“Bury the Dead™ as his thesis production
on Foh, 23-26 at 4 pan. in the Studio Thea-
ter.

Holland wilt also direct the play, & war
drama wniten in 1936, Admission to the
show is free.

Everyihing about the play will be 2xpeii-
mentat. according 10 Holland, “We are
going to utilize today’s psychedelic phen-
omenon and contemporary gadgetry in
order to erhance the relevancy of the play
in the modern theater,” he said. “We're
going to iry to make it appealing to the
ntodern theoter audience.

“WE'RE GOING to use lighting and
sound techpigues not used befora. as far
as we know, and even the make-up wili be
something different,” Chuck Moore, Dal-
las junior and set designer for the play,
sad.

Holland describes the play as onz about
freedom. “it covers freedom in alf its as-

pects including the freedom to stand up for

what you belicve 1. he suid.

Directing 1s not new to Holland. In his
undergraduade years, he divected “Thurber
Carvinal,” “The Little Foxes,™ “"The Lead-
er’” and “The Sandbox,” the latter for {he
Deaton Athletic Club. As a graduaic stu-
dent he aizo dirested “Pecos Bill and the
Indians.™

CAST MEMBERS and their rows ure;
Cutherine fohinson, San Francisco, Calif.,
juntor, 3 Mrs. Deca; Kay Watson, Fort
Worth {reshmun, Julia; Michelle Flood,
"Huest junior, Martha: danee Freidmon,
Ditllas senior, Kathorine: Do Ann Smith,
Daifus Treshmaon, ¥2ss; and Sharon Sim-
mons, Beavmeont freshmun, Jean.

Ochers include: Lary Leonurd. San

Antrara ivmine Daeven 1o F™ roet

ha, Neb., sophomore, Corpse 3; Ron White,
Mesquite freshman, Corpse 4; Gordon Wo-

olam, San Benito freshmun, Corpse 5;

and Robeit Lincoln, Dallas sophomore,
Corpse 6.
Also perlcrming are:

Althaus, Tempie junior, Soldier. 2; and
David Lusk, Dallas freshman, Soldier 3.

Jim McLane, "
Cranford, N_1.. freshman, Soldier I; James -

162
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BURY THE DEAD

WIRE COVERING FOR LEGS OF GRAVE MOUND

(scale 1/2"=1'0")

(overview)
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Bury Toe Tezd--Patch Sheet

Instrument Number Circuit Dimmer Type of Instrument
1 5 1 6" PC
2 5 1 €" PC
3 6 5 4" pg |
4 24 3 4 1/2" Leko
5 1 2 6" PC
6 16 2 6" PC
7 14 1 ym pc
8 17 1 yn pC
9 7 1 6" Leko
10 8 2 yv pC
11 11 2 v pc
12 7 2 4 1/2" Leko
13 9 5 4m pe
14 g 5 6" Fresnel
15 20 3 ym pc
16 20 3 §m pc
17 22 H 4™ pc
18 22 4 4m pC
19 19 5 4" pC
20 . 13 5 Lm pc
21 18 6 4" pC
22 18 6 k" pcC
23 ' 23 Y 6" Leko
24 23 4 6" Leko
25 4 2 6" Fresnel
26 2 6" Fresnel
27 13 Y Striplight
28 13 4 Striplight
29 2 5 Floodlight
30 : "0 3 4" pc



Board

Ward Leonard
Ward Leonard
~ Superior

Ward Leonard
Ward Leonard
Ward Leonard
Aerial Davis
Aerial Davils
Aerial Davis
Aerlal Davis
Aerial Davils
Aerial Davis
Ward Leonard
Ward Leonard
Aerial Davis
Aerial Davis
Aerial Davis
Aerial Davis
Aefial Davis

Aerial Davis

Ward Leonard
Ward Leonard
Ward Leonard
Ward Lecnard
Superior
Superior
Superior
Superior
Aeriel Davis

Superior

b1
Gel

Green Blue
Salmen

Blue Green
Szlmen

Light Navy
Salmen

Light Amber
Daylight Blue

‘Light Amber

Light Amber
Daylight Blue
Light Amber

Light Amber

Flesh Pink

Light Amber
Daylight Blue
Light Amber
Daylight-Blue
Light A&mber
Daylight Blue
Light Amber
Medium Pink
Special Lavender
Speclal Lavender
Light Amber
Light Amber

Red, Blue

Red, Blue

Red, White, Blue
Green, & Amber

Tsa and Areg

Sicelight Area I

Frontlight Area 1

Downlight Area II

Frontlight Area IT
idelight Area IIX

Frontlight Area JIII1

Backlight Area VI

Frontlight Area VI

Frontlight Area VI

Backlight Area IV
Frontlight Area IV

Frontlight Area IV

Sidelight Area X

Frontlight Area X

Area VII

Area VII

Area VIII

Area VIII

Area IX

Area IX

Frontlight Area XI
Sidelight Area XI

Area V

Area V

General Flood Backlight
General Flood PRacklight

House Light

House Light
Backwall Heousellght
General's Special
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