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ERBFACE,

In tt‘z:is. thesis I have endeavoured to trace the developwment
of radio drama in Great Britain through a selection of plays
by authors rspresentative of the various thases through which
the form has passed during its growthe I do not mretend to
have given a fully documsntad account of all the important
plays by all the important authorse That would require easy
access to the Rritish Broadeasting Corporation script librarye

Therefore the length of the chapters should not be taken
as any indication of the rela.tiva importance of the phases.
Owing to the scarcity of bibliographics and the fact that not
all those radio plays which have been published were obtain-
able, thsre are maxw gaps which I regret I have been unabis

| to £ille I am also conscious of mot hawing done Justies to
many authors, particularly Mr. V.G Gislgud 0.B E., who, as
Head of Iram for the BEC, has guided radic drama fyrom its
infancy in 1928 to the present day,

¥y thanks are dus to Mr, Neil Hutchinson, Director of Drama
and Peatures, Auatralian Broadeasting .Gomnissian, and My,
BR. G Walford of the Copyright Department, British Broadonste-
ing Corporation, for their assistance in supplying me with
seripts or information. I am also grateful for the help and
advice of Mr, P.D. Clewlow of Hobarte

The thesis is arranged in chapters and sub-sections. The
notes are all contained in Chapter Xe
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Talks, maxic and drerv.

*Radio ylny” is a confusing tomy, baceise it Lmlics "seo~
_ ing* and all ths stage comventinne ansocdintad sith treadttional
draome  Rwor aince its Gresk origin 4n Jance, mosic and
specch, drara has been dssigmad £ bath the sye and the oo,
In cortain periods ani manifestationg of its dewmlornent, the
vissl appeal has Been greator thnn the narml -~ in perticdlar
the scenie splendour of the lattor Milf of the 194 Cantury
and the lavishly produced mwicenl plays in the early part of
this centmry. Gasture, phraionl mwencnt and iudtation,
cogtme ani goente badiground have all, with warying dogrees
of importance, playsd an integrel part in the developmnt of
drana since sarliest timesy the qye his alwys recelvsd at
lcast half the pleasurs. vn the acnge of smell bas been
angployed in some Rugsisn and oconsioml “nglish productiovs

in the experimental yoars detmon 190 and 1930.

The Justification for consddering radio drama as an art
m seyarats and distinot fron all othrr art forms, 1iss s
the natixe of its means of comwmionticm, Soond 1s its
wodiun, and radic ihs mechanionl noana ly viioh the dramatist
cottacts his audionce. But sound is nleo the medlun of the
two other m_in dimensions of wkirn ratlo « the spoken woed,
and msice S0 before radio dwwwm oan b clained as a nw art
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form, it mist be distinguished from these othor farns of
radio expression and definiiely shown to have come into
existence entirely through the invention of radioe
In the category of the spoken word, we can place $alks,
nevs broadcasts and variations of the improwptu programme,
the most popular of which is the quize The talk, the
lecture, the verbal relation of all kinds of informstion and
experience existed long before radio, and will continue to
exist should mdemn develoments in the field of mechanical
comunication relegate radio to an antique 20th Century
invention, It is rightly argued that Dylan Thomas brought
to the radio talk a congideradble degree of artistic refine-
ment, but rather than infer from his recordings of the
scripts published in Quite Barly One Morming ,_(I)V that here
are the qualities of a mew art fom, it would be truer to say
that no one before Thomas bronght such 'inaiviaualiw %o the
way he performed his owm worke A similar phenomenon in
another field was. Emlyn Williams' stage recitations from the
writings of Charles Dickens, Both Thomas and RESRLE simply
applied the old traditiomal art of the Anglo-Saxon scop to
20th Century comunication wmedia. .
All other variations of the spoken sword that constitute
- modern radio progremes, such as ths discussion or the intere
view, are also modifications or expansionis of sncient arts
that ézistea long before radio eeme into being,
Musicians simply brought their art to radio alomg with
their instruments, Some music is b&ng composed specially
for broadcasting, using certain toralities and ingtrumenta
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widch sre effective only tovaigh the microphons, dut this sgein
is only & slight modification of an old establishcd arke The
radic feature programms, sal that vrps of Vardety Siow™ first
estatilished by Tomy Handley's *ILI1" during the Jecond “orld
Far, have syious dlains for ocwaideention as rmdio srt fomvs,
- since they enjoy a quiis sermrate aziistence snd o no
alleginmes 0 any other type of enbabaimmont, viswl or mon-
viguale h?t the fentars and wniety progrmsms hoth grewr out
of, than woved amay from,yrecerts wrich hal svolved from the
develommont of rodio dromee

Drena designed for apireciation by tho ear without tha
assistwree of sight anly cams into being asoon after tHw &l
covery thmt radio oould be uasl rs & mediium of public enterinin.
mat, Before the consiruotion of the first broadonsting studis,
there exinted nelitinr the Tacilities noy the Jdemend for any
other Ype of ylay except thone dexigned for the cooesnticesl
theatrs. Radio dramm is thorefore s now fori, barely thivhy-
five yeers cldy a form without Muﬂm, whose poesibilitise
are evean: yot ot compietely undevetond.

Badio drame wms once regardsd as & por relatiem of the
stage-play, & sewrely liwdted mowws of providing large
sudiences with some ides of plays vidch hd already proved
yopalar on the stages. Dariag the dstter Wiif of the ninetesn-
twenties a wmll group of authers bagan to exporiment with
¥anilo a8 & medium of dresatic entertalments Thay gavs stape
and puryose %0 their work by ssaxohing fr cxpsdionts that
woald help overoome, even capitniias uyon tho inharsnt
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linitations of the medium. It W not loang before they disevar—
o3 that radis deama was a nev fem which possessed a unique st
of drametic m’,w&mﬁamammot-w
attaimehlis theough mo other medium —- & means oflw«:
 which oould mot exist without heoadonating,.
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iie
Congtruction,

The ganons of any art form depend upon two factorgs. the
vhysical iimitations of the comamication medium, and certain
conventional limitations imposed by the audtence which
supports it, in cemjunction with the institution d:m:h makos
use of it Since the two influsnces inﬁeraet, it is not
always easy %o separats their «ffects, but far the sake of
clarity they will be treated separatclye -Braadly wpagking,
the physica’ limitations detennine structurs and ingredients,
while the conventional limitations are mre 1i§{é1;y to i‘nﬂueme'
- contente The term “ingredients” is token o meun the "tools”
| the dramatist has at his dispoasale The .:mgméi@uts of a
stage play would include cliaiegue_.. hysical movarent, scensry,
. costume and propertiese "Content” means subject matier,

ﬁesentation, and sigim

How the physicl conditions of mdio dotermine the sbruce
- ture of eadio dr@a, can be szen to bam; sdvantage by &

brief preliminary mﬂnatioﬁ of thove factora whick
determined the structure of the two drguatle evt forms which
flouristed in ancient Grosce and Mizsbothan Snglanmds  Tho
same exarples will elao seirve as @ congerison 1o 11ustrate.
how certain comventional limits have influenced the comtent &
radio dramae |

The form of Classical Qmek drpa s largely determined
by the comstruction ef the theatre in which it was performsde

The ebzence of a yrozcenium and of reprosentational scenexy
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rezirioted Yn mavber of aets a pliy andld hewe 40 o59.{3)
Ovtdowsr aats beonme lsse fopdar, and iy the Sue of Sophooing,
most Flays <ook plees Befire u corentinhal tewple or Jalace
whioh was: most silted to the formality of the "soane’s. Ui
dramatist wan thus abiliged %o dmiberﬂw Ioonkion of the

aaiion, eltier Prough one of iz showoturs e the chwwuy, \
. !
during $4%e First pavé of his XAy : i
'\

Tie Gresk poute ke Por n luras ope alr Hhmtrs, ess
stegeoralt resuwress Wers waspoataclne, fomsalisad s 1ixited
almost 4 the puimt of susterily. Bt these reskrictisue |
Hd ot act as & barrier 1o the Smagdnstion, becauss ko
Gresks prefarred to vk inside well dofinet Limite, snd
Iy diverse weans thay w‘s’ o tue spparelt reairictions
o their o partiedlsr adwrdagie Tow siupilofty and Iestd
clesrness of the tengadias ware Hotaled os ook WY the poets'
choice as external _conditions; ¢ Sokensity was ooazidsred
peaforable & variation, & Ly coMtataed oie soons and om
drweatio action, froe wich all idecsatials wees ¥iripped in
ader to om gentrsde the minds of w eadicm nn o sinsis, &3
abseriing lssus.  Dwmrything which wight emves csnfusion, or
Hvert the audiescs fron the cwrbml Hiems,Wes carefly
sliminatad to ullow the sty 6 %o repromuted v 2 krief,

413 Gresk Teemtroe Ware dewlgned tu asammodate the
Chorus, wioh Jwodd sai spoke fyom u miveulaw ares im froné
of the stage, enslosed on thxes *des” by tw asitoncs.

This put & great disgtance batwecn the sudienos and actors,
particularly as cech thautre imd 40 saat the bost part of & |
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towd s population, Threfore the drwmtist was umble 4o uwe
any of the scphistications im dialoguwe, gesture o alage
mechaniss custamary in the suden theatres Again the cusbes-
m.wumwm’euhemamwamﬂ
reslistic mowment or gestire almsat lmprasitle.

mmmfmbmmmwthmtmmms
hwmmlom, uw%‘bmﬁmﬁ
dotall wonld be wastet in the wst xisa of thy svditoriem,
Their qualitieos are elementaxy and W&l of haarddy, not
‘the mimuter tvaits which rewsal tha inifviiml, Therefore
the eltcations im which they wers fmolwsd had to he treated
woadly, Incidly ond dramatieallye

The faoilitics of the theatro demmded tmt a sty de
wfoldel not ¥y viathle and arimard show, bt through the
sposch and conversation of & Movent olmraeters. w
dseinated setion, s the posts placed spesisl evrhissis om the
buasn woice, and gince the asbwrs sl thanuh an opifice in
a mask, the dialogue had to be Lmwtiately intolligible as
well as providing good voenl histrionisc sateriale

An audierce that sat on hwd sioma soats for alost the |
emmmmamtm,w,mwmnmmmm
’ chorus, had mothing exciting o even wafexilisr to 1ock at,
desanded that the quelity of & play*s Halogee should be
capebdle of holding the sttention famn firet to last. The
plots were traditionsl amd woll knsim do avoxy mmber of the
audience, @ the #hols intarast of Croek fongedy darived from
the poet’s words and s moral and Mrepatio woriations on tha
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013 sncopted themsss A Blind xauber of n Oreck sudience would
have experisnced uo diffSouliy im Millcwing the sourss of the
play, and peobsbly wonld mot hrwe misoed wach 12 the prootwss
Wy the smae as thosy w.4hin siich the mdlo Geamaiint werke.
The latter deliberaisly Smnigne My play for & blind asdiance
8¢ wrds. mmmﬁm'mhmm*mmmmm;
thazaalves 0 radio aleptation, .

Ioks € Geeaks, the "iAralwthne Hlsight wae ok fo
adwentage. Isas Lorumlised, mueIntimmee md imbounied Wy
tradition or myvention, the Tiizada¥wsr Thentem a’im Ahe
Sramantish gm:ter Faathility 1» Ma mwwwz
aractenismtinge With no mmscomnbm and no yeTraments tiomgl
mr:.’. & ghonge of wo9me ewery faw mirabys m&iﬁ #cbolty,
for the whago ook 1tm Teoality Sras tir nebvrn who whopped am
to ity  Wian Macheth came om, *ho wsena wue tie Reyal Onwtle,
and 2 shangy o the weds wxx obply Intobes? By the entrenes
of seldiarse A fow slxple propy, swih ns stoels and table,
#uf e soaos Dacwm o taverns & foee 12 & 0b maoded He
Povest of Jademe  The Wisedetlen sitictos veeded 11ttle more
Han & sugeention In eyoloee o IommBiy d thwdy Sveination
oloktad sl chercrber oad paimtol canh sorme Dot Shiims.
poars &3 ot rely on vianl mipestion slone ag 2 sosce ontdd
e Jost Wy ot dnedepwiwat or omwlesy wodnare Fis aelorm



The clorus in Raso gnd Juligh bagins with:
Tay Hotsehnlda Dot alike In Hawiey,
7rom anciont Groige meask 5 e SrAly

wat they Inoked like, and e Kind of sovousdisgs they
 wnald 1ive ip before they sppeared o stwzse  Noither thw
Kiisshothen andleones mor the playhoise SMownired the
pracaniation of eank ssens as & sepava be il Habinet
plotore, = the Sremetist had iy 2 dvop a for hints to
et thelr Imsxination wowkinmg. ’

Tithout wisikle soeneyy Mwierapssre wa odliged 2o paiut
2% 4= words, and some of thoss descripifve Sassages ore
seonges the moat desuidfnl Lerdas i bis work - P59 instonse,
Icwanxo’ s spesch "How ameat the eneellisivk aleeps wpon thia
Wark® in Ty Nerohant of Yenigw (Yei.)e Buvely sre sach
specches pure awiellishment; st of the hows o 2venetis
funotion intogral % ths ¥lay's ackionh  Duwacnnt owoldly
daacribes the castle im which the aindionce nows he #111
mont hic eath at the hands of Hachaths  The violmt N
meteorslogioal fnagery of lour's challangs o the fury of the

Becanne his some divishius v by w 5w o Tlseld e
thone required in the medemn thetre, Wuwers sch soow 4%
rervesented as & plehorial todloey with a Jafinite looallty,
Shakegpware wse ablo €0 move his action dwough spaoe wish
the utanst freadoms The wost ACfioult of Shakaypeare's




the Tizabethan sudience required to taks 1t backomrds and
’mmmmwmnmwmmafm
mammhmﬁmaﬂmwﬂiﬁmm

| The architectural peculisrities of the Tilmdetin thentre
ware 1ihewics turssd to Hiv dremetiste® adventege.  AD the
back of the stage tere was s gmll rom didh the aiors
 eatered ty double doors or s curtabn. It grovided & cou~
mtiuw.a@mm&iﬂmﬂfhmmmmwﬁ
mwmﬁm,mmwmmmx.amaﬁ
the approzeiets tm.  This soom oadid be the stady of i,
Faustue, the kedwomm of Hexr IV, or w9 4 ceve dn The T
 The sotlon of thy semne ol be alther lupt dlstingt by
restricting It % the four “wille” of the wom, or 1% owls
eanily be sxtended & the crter platfoms Sstiiarly the
wpper gallery aloug the back of the stage, which aocarding to
Do With's scetch of the Swan Thontve wwe sonetines used by the
spsctators, Sould Be Meougtt iuto the setion for such
episoden e tha balcomy soew in Hmwo syl Jiliet.(3) e
large ayron stage surrounded on S aides, stmilies o four,
hywﬁu&m%@%ﬁmmﬁw%aﬂwmmﬁﬁﬁm‘m
relationship »th iy sudiencs wr e possdble in the Gresk
M™heatre. Yith mn footlights, swsmwatsm it or poccentis,
the actr’s nxlde and soliloasy wers Bobwral and evom iReeit-
adle. The Oreek actor spoli 4o the chorus ~ ho Was Bover
entirely alones the Riisabsthen actor cowld spewk direstly %o




n
the avdience and taks them into his comfiionce. The oonstruetion
of the Elizrabethan playhouss wilowed the drame¥ist mximam
fresdom of movemsnt throvgh time and spacs, and is conjwnctiom
with the less sxaching tastes of his audience, plaved fower
restrictions on his sheios of thaws, treatment and presexta-
tion, tham ia amy sther parind of Heglish dramm.

The phyxioal limitations of radio as a Meants of sozmmrlication
ancumt %o the exalmsion of everything oles but sousl, mo tho
Fadio dramatist amst do without all the ovmventiomal devhoss
assoeiated Tith the theatrss In the carly days of WroaBeasi-
ing, it wms generally believed that lack of sight wuld
prevent radic drama from sver becoring an ndegisde form af
£ul attention 4> the medlun dlscovered that the shols Pbew
wmmmmmmmmwmmﬁﬁm
ther in_ggite of them,

In exactly the ssme way as tho pounrful, commrireded;
grand and mejestic effsct of Gresk trmgedy ultimbely abewid
from the mechamical deficiancias of the thoatwe iw wiioh it
wms (resented, all the forml adwantages of radio drame are due
o its apparenily severe restriotion o mothing elas dut sownl,
The radle dramatist 1s mot o mwch deprived of moders stage-
araft devioes, ss eompletely fros of every theatrical comvetiom
which linits the thems, the sdenery, the charastarisstion, i
fact the whole techedque of the stage-play. Again, radis
dremm. is not dewrived of zight, Wt whawpersd dy it, = the
form yossesses a fer greater yotentisl mobility of method.
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A ralio plsy should poss a corflict, and present its
davelopsent an! resolution mainly im the foem of traditiorsl
stage dlalogre. This much has bech berrowed from ths
theatre == ssemery, oostime, eclowr and visuel sffect are
sliminated, Owver the alr, the listwmer hnars oniy voloes o
there meod de m distractions of ary kind to drer his
attention swy from the dialogw. There is ™ proscenim
arch and ns gnvounding walls o reslil the preasioe of the
theatre. There i3 mo stage, m yhysical ywessnce of astors
ar actresse,; there is nothdng but souwmd to esavy farwaxd
the action, and to suggest Lts setting.

The logicel umig of tian stage play is the sosne, which
eptadblizsheg one or more points in the progress of the actions
A mmber of scanes sre coakined into the aat which remressnts
ons canplete phase in the dramitic oonfliote In the modemn
theatre, the enotioml reactions of the mudience are
terporarily dsrupted vhenever the ourdnin is lowsred to chauge
ency 1s tomurds pasmnentesst plays which
approach the three slassical mitios,

The medium of radin, on the sthar hand, 1s o flexible
that the soene may be shifted with an eowony of offert Jdenled
any other medium save ths film, Sines & wadlo play 19
dependent on the spoken word for the avsation of its seemes
1t neads only the spoken word o change thew, The Orwsatbist
is therefore granted the wimost froedom tirough time and muce ,
& fresdom mre sxtonsive thait sven Shalcewpoare wus accorded by
Mhrmnﬂimbmummrwﬁxeeyenmua

o sosns, 2o the
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the ear, and the comstant spectusls of astors noving o and off
stage would seriously Jeopardiss the waity of his play. Pat
radie dram appeals $o one senee only, 0 all that ix needed
to ehange the scere is some indication fieom the deametisk, and
e ear will instimctively follow.

Yost radis plays are composed of relatively short ssenes o
Jegugncey, which my comcentrnbe matural timy, ny paralisl
with previcus seQusxms, prejest the setion imte the future,
or take 1t back into the past by the refavapective ‘W‘.
The constructional elemcnts of rsdio dwm resmble the Fluide
morﬁmdimﬁe,méuWMt&mu
divigdons of & stage-pleye

There are sssthetic limitations on the mmbder sf ssquences
that mey be suployeds 4 fLIR osn bee far sore tham a radis
tley of eqaal langih, %mn'm 0 Mwmhmm through
mwanmmmmumMQtﬁyﬁmm
than to receive ome fhrough the sar. Again, too Ny
m@m’mm%mﬂa&ﬁmwﬁnhﬂmt
trarsitions will intermipt the dramatic fler, degtroy the
unity of the play and rufe 1te sawdative sffect, Faok
stquence shasld estadlish a$ loswt see sipeifiocant yoliwg s
the logical pagreasisn of the aetipn, This jugliss sms
pothod of Iy ldging or punctuating the aspesirts, on ths exe
hand to ssparate thes, on the other o meintain the dramite
flowe Ihnmstmmismﬁ.n,'ﬁm.mnbhwwmmﬁ
mﬁmmmﬁmm&mﬁ&rm&wmﬁzmm
beginz. This bBrimgs us €0 ¥ ingredisnts of the rada playe
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IZ he is webls ¢ use the deorices of stoge~cmalt, Wui tools
hag the drapmtist st his disposel?



wiaém is more then wordse I can use shythisg
that makes an auditory Impression, mﬁae%ctal absanoe of
mumde  But 1t must establish its offent through soued and
~ sound alone. The ingredionts of a radio play are ths four
antegories of somyd by which thought may be conmmicated or
reaction provoked in doth the real world and aural arte
1. DMalogug -« the conmraation betwen & or more psople.
2. Farration = the singlo voics expleining, desoribding,
commenting or telling a story.
8¢ Muge = stylipsed sound in its roat abstract form.
4 Bffects — & tom which 1s teken %o imlude all fnartio-
ulate noises mads by anfmate o inambmts cbjectss Bnotioml
msounds, such ax the sound of mowming wiidh is move effective
than the werbal descripiion of a fimeral, 1s included under )
the torm "Malogue”.

A story is told primapily W mﬂs, but a radio drwas mst
be oonoeived in terms vef sound wather thasy words alobe,
That 1s O 1.4y, the radio dramtist sheuld welits for the humn
woios and comgider how his wards will be yecsived through a
MW. Meoning is poroeivad by the car glome, thiros
fore radio dialogue, like that of the Greek drasatists, zust
arests its impact imiediately, clearly and Weqivooslly,
1% will be loste If ﬁa sense 1s not apparent at onos, the
dialogue has failed to do its Job, boocause the listener has ne
sscond chance of heaving i¢. + Raflin writing requires
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mors care and clarity than Wy other medime o miss o misw
understand oms vital yoint is 4o lose dxaak of the whole playe

In the theatrs, the eyes of an axdises are belng oxier- .
tained as wall as thelr emrs, ﬁim-dnﬁrwﬁiw
éimvﬁlofmm&mhﬁuwmlmmﬁfa
visidle astor in 2 visidls soese. But "The world of sovamd”,
Roger ﬁmmlm, *isumiﬁﬂfmm'&um* (4)
Every thing exists for & mament thue diswlves. Tt cannot e
watohad or contenplated ilks a thentrical soems. To be
effective, the msaning of mdio éiahgm. hrrever sugpestive
or oudtle its overtonss, must usks its dupet sharply ond
cleariy.

ﬂi@h&au’btlsﬁasariﬁemy mmmm ;:ln'as- -
ing, imgery md Wt ave ﬁamm
NacNeics &M&s 4 radio dramtist to forget abrut literatire
'm-@m&wmmmunmmmmmﬂww,
 play the words will regain all twse liternry virtues which
terature dtsslf lost when 4t was divarosd from the humen

" wolese "In radio, without merificing simplisity or lmeidity, .
you can often lsave the tristing 4o tho wolce. But while |
being thus imdebted to the woice fur speatal offects, you muet -
pever attmpt effocts hich volces ewmot poowre. Your

ard®. (8)
In the early dsys of redio drmm, the aniisnce #ap mt train-
ed to 1laten with the mind’ s sys, as the modern conventions of
radfio were mwt established, and psople wh hod bean used %o
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seeing plays fount it diffieult to vismlies action simply
from the 3lalogue of charenters taking part fn it Tn
order to clarify the action and story, %o idewtify the play
and sasetimes %o describe the charscters, the omtos arose
for am ammommcey perodically to - intemenpt the dialogos.
Henes the svolution of the merméor, ¥ho aots as an Inter-
ummmmumnarmmmm:m |
momﬁlnmaftmﬁam

The narrator dasx come tnhrmhiu#ﬂﬁmbata _
voice; his eorporesl existence is not Lneluded in the Flay
wnloss specified by the dramutist. Ilo i almys availadle
and 1ike the Greek chorus he doame’t have %o be sccounted
rcrnhaisﬁkmfnrmy There arg many variations
of parrative technique: 1t omn De used I the first,
seoond or thins® jarsons - or rot et sll. mmm
ke mede into a character, asswming vitel Smportance to the
atory, he oan be an impersomsl voics sepryate from the
charactars and the sotion, or he oan subdivide his fusctions
betwsen o wmemmammmmm

Edvard ldveing compared the inpsesoral meerstor with the
aptions of a silent filme “The eefully swwitton amounca=

' mwmmw teller, wiich smbls ¢y Brvadeaster and

mwmmmmwmmm £ulrsY the
same objects as the guibtitlen of the glnmm-scress, introduc
ing the eufienss to the Tirst scene and subsemently 0
other importent scenes.” (6) The pumonally invelved
narrator bas the sdded advantage of being able %o comment on
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the action in the manner of thw Greck chowus, or expliain rerts
of 4% t0 the listener for olarity o drseatio sffecte
Alsemately he can shake himaelf fies of yealime and spsok i€
neceseary, in an wswalistis mnner, for ¥w pegose of
heightexing an emotion, poiwting a mawvsl, or fillisg cut the
canwes with pessezes of viaml desariptiome {(7)

Before the first madio drom had boen groduced, the power of
mie for embelligimant and eooticml cupimels to a story had
ha.mmraw:mmmmm'm It was
1ot long before the radio play, the sound f51m and mech later
the talevigicna play adopted ite lmic vax Initially regarded
as incidental ‘o the drapme and used shiply to increass the
effectivenaes of the spoken word, mmmuw
begimning, its wse was sxbended by wwam mtil it
reached a high degres of artistio vefisemnt in Mward
Sedoviile-Test' s musio-drame for vadio, The Reggas.

Susic, if corvestly used, oan du much toweeds supplying the
mlitery Listener with somcthing of the wwtion genarated from
the group paychology of a wase sudienes; it oan sct as a
powerful swbstitute for the onlasion of the visml elewent, sad
it provides the Listemer #ith a poriod of mental repase without
loeing hold of his emoiioml reactiotise ZThe warious ueos of
masis in radio plays have boor exhaustively listed in sevarsl
bocks on how $o write Brosdeast plays,(8) and will 1o sowe
extoxt emerge from the plays amlysed in dhiis atudy, s at
this a‘age, only a fow genernl obecrvations sre in owdere

In the exrly days of drontoashing, many peopls asked
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Pihould mualc be mede Yo zersdw u tuek i lw stivice of ancthew
act??  If depmwis upon e ype of muxie asd vhoter or nob
1t iz eorrootly used. Nuslc sioudd be ragaded Dot a5 an
wbsliichmert bat ss an dntegrel puch of & PAay's faludic, and
étrections for its use are aw wmh & part of ths wiier's task -
ss the choles off theme and eimradtene Ti quar LUILLY aosue
dramtise functions with a wre porarfdl =ad sconitsliad enotisn-
&l Impaut ithan wards, seeh ns e areailcn of mod ow
atuosphare; the mwabolic suggestion of & parisd; & plses or
& oharacter. T8 omn suggost o ohange i adeies vore effertives
Iy then can he Jens By an fmbecplatsd manrator iuberrapHng
the sction and losing the moode T ofher Words, wusic osn be
part of the sction itself «= and in this llas the JustifimtSon
for 4%a uses

the gveatost amgw i that the weong aamcolations may ke
conjured up 1n the Listener's wind, wud for ¥iis wensom woy
dramatizts have hied special susic comprwsd for thsdir Playse
dmotusr peciliar effact wodued By the lmoumlets smiguwtio
 of musio and dreen, is desaribed 1 yelalios to the last acane
of ths ipekralisn sleyeright, Douglas Jeewrt's iz o $ig
Seowe “aasloal pevspective is all dmpoxiskteeo3t da ectva~
ardimxzy how whan there §s e evrae in Sedgestit ovar this
perspective, the visual iswee of the maglen) conBinaiion e
omes imsediately Pressnt to the listener's attentium  is a
resild you get such a Indierwus «ffeck as Shat of = ateing
quartet yorswwing at the Jouth Polse.e® (9) Mosle must slmys
b sivietly funetiona) snl sdrordinetod %o ts drasntls petberm



of the play.

The artigiiec use of inarticidate moise was born with redio
&rame The firat radic dramatists discowsred $hat “sound
sffscts” oonld function in mush the saae wey nz thenirizal
aoemery. Inateed of showing & eonded sule soeme with tho
principal aetors in the foregound, they xeproduced the moise
that a peracs womld hesr In these suryowsdings — She luw of
- eomvarsation, lamghter, the chink of glawses and denes music,
Gmﬁmllyihpnseet'mm&aﬂaﬁtmm%%&mm
Mmodm‘am@em,m&maamrcmmﬂ
effuetivamhndtmaialmm 'ﬂnwa&ﬁmm
degan e fascinate L mﬁa—wﬁnms, ’Aho injected into
thirplwammmmmwwmmd&
mmmmmw%minﬁmw
sffects reashed the height of extramgure before deamatists
realised that thelr dialogue was beconing sanped iy o load
of extraneous moiss, After that wealistic noise lost favewmr
and was largely superseded, in the mowt signdfioant redio
plays, by mmic. Vhereas souni effects gints thinga, musls
M»m,mﬂﬁmfmmumramlwm
imagination. ,

Tal Geilgud and Devid R. YNackey hewe listed as Aty as
eoleven quite separate meilnds of uging efifents to slnnes,
oavey and evokn all manner of interests, enotions amd scevesg,
which without them, woull ot register tirough the sicrophome.
(10). Tastefully used they mz;.ml 0 & Wayos wsie o
dialogue, bat it 1s axiomatie that every soumd effect must be
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an intringtec pard of the plot and register Instantersously in
the listener's mwind. The dlalogue smvounding an effest cam
antirely change its character, #0 it ia inpumtive that fer
aach one which does mot unequivooally idemtify itself, thars
sheuld be some reforamcs made in the Jislogue.

Tye radio dramatiet’s "stagecrast’ conatsts, thon, of e
four catogories of somnd ~ dalogue, narratisn, music and
affects - together with the freedom %o yange at Wil through
stace snd time. Ty physteal Timitetiony of his nedinn are

alw responsible for certain atvantages in the vovelation of
 oharagtar, the fors of spesoh, and the choine of thess and
rrazentatior,
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© Badio 3@ shsge.

Radio characterimation is not something new, but a retun
to the Greek and Elizabethon traditions uf charagtorisation
through the spak@ wrd, Vhere m el worda are more
inportant than aotions or euatuse The faot that the actoes
esntot e seen may be a guin as often nx 1t 1s a Joose Cresk
tragady, which excluded subtlety in the wvisial uspscts of
characterisation so Pamiliar to molern sudiences, fmmé
troad types of humnify, rather than individuals, Itisa
significant fact that the most sscoessful characters i
recent paet:m radio drome have all followed im the sem
tradition. Colundus, Rowland, Hagellan, Odysseus and ibab
are presented as w.-mm figuos, largsr than life, and
not displaying many m&iﬂﬁm or psychslogical traitee The
duration of the average rodio gy 1 appoximataly the same
as a Gresk tragedy, = 1t is not gopisging that there shouwid
ba diotinct aimilarities botwacn the characters favouresd hy
the two foms. Howover, radio W 20 neans exolodes indiyid
mlitye The soute intimacy of the wigrophone tan & definite
edvantage over the theatre in the revelation of the miwutest
trattse Dy ani large, radio drwwn iz sapeble of carrying
wore degreas of charactarisntion than amy other deamatie st
Torm.

The audir son’ s preconceived wotions of the appsaranse of
historical characters, meed mt clash with the plysical appeste
ance of the actora portraying thems Again, synbolic figures
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usually loss thelr resdity ot stage, but they are perfestly
sitad to radio drawa where they do mot Inve €0 be vigmlisede
Dissobodied woloss, spirits, spparitions, angels —- in fack
21} the charanters associsted with fantagy are novre at ho
‘on the radio than in any other mediume
The radic dmmetist is lees fortunets than the stage
drsmatiet in the nmber of charscters be oan tese %o hee!
and Pfagt rule aprlies ~ the inwortont thisg 1s fo mim elmr
. who is aypes Ing on the ﬁﬂt': pearnnoy of o charactsr and mwt
to omdt julicions reminders duoring the sourge of the dialogw.
The 1istener®s only means of identifioation is the lumen voice,
far less substontial and capahie of less wristion than stage
confe him, Mgt radic plays eomwmtrats on tw or three
| gharactsrs wio ave developed as fully as the thems meqriress
A1) st!zm? yarts ave sinply inilvidunl voloas or agats to
sarve the furthermnes of the piste
Another arbistic strength of radio deamm which derives from
the limitations of $ts mediom is the intengified oprortunily
for varbal ome#simm, through the high ralief gives %
#ords snd thelr relationship with other Ma of soumd, partiow
ulsrly mesic.  Hore slone can spoech exist in its parest
form, ssparatsd Cram nll viewml supoort sr interfarcucs, evwn
the printed yesse Badlo drama 48 i% 4 senss, & rstum % the
andavt tweditions of the lealmndie 3upas, ths Anglo-Saxcn
ascop. ond the Es@:‘ml story-tnllems Pouv dramatists have
renlised the poventielitien of the form in this drectlion.
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others have ecnpased thelr Stalogue 1% & BroNemesd riyieical
poetry, but 1% maa Mot until 1954 that Nylsm Thomee Wreught
to redio x type of poetyy whons wsaning dopexied as wioh Wen
the wey £t soundsd as a%mt the words side Theureticslly,
then, 1% would seem that rudle dram allows e groater mmﬁ&l
chodos of theme and kresteent thett iy otiwwr drwnstic medime
It car mrks an acdience sceapt asx enciiomdly tevs, wppositions
. mmwumm@ﬁ e arass gaps of apaay sad tioe,
disragerd 47 mbtarsl suocsasion of svants and comfiont things
grographieally far aparte 14 ean recoudile abuxdition, wsd
present convsrentions betwear the Living wnd desde  The
extrons ﬂm&mﬁf of the wedkiwe fuvows e dagress of
dramatimtion and charactsrisation Uhn oither the stege or Pilm,

Very fex pleys are mé adaplahle 4o ths medlon of radis slthough

: ‘ in the Wm of transforsation Drom the nedive D9 which they

were originelly eonceived.
mmmwwmwmﬁawemmmmmmm
and contente  To some extent tils rowslts fronm the mpilom of
commicetion, for esch ony fs butler wited %o cerisin ol
types of pls o Tor Lumtance, fuwntaay ia better in wdlo
drazn docmowy of Sts Wtuﬂﬁiﬂ.ﬁyn{wﬁwﬁm&m
imaginetive appeal; the tightly cosatrucbed reulistic Jrami
15 more farcibly presented in the tiwes "resl® Simensions of
a stage; imtlumte dvawas of chwrsséer or aitmtion are moat
sacceastul on tslevision; While the advmtre story of



25
thysical action or digplay is nost miited to the vimml
flexibility of the films The most rewtrictive inflsence on
the dramatist’s cholce of thews and treatment is the avdienos
4o which his plays are directed and the institutinn which
governs bis srte



n
oz oAmmy : onma,
i.

The canons of sn art form as thay affeet ohoice of theme
and presentation are determined Wy ‘wo vital facturs « the
eudience whioch supports it and tho inetitution it sarves. _
Antinstitution® is that m&ﬁn’n which of thor asomsisaions
the woduction of an art form, as tho Churoly comdeaioned
mogt [re-Renaigsancs art, or gwvernss ths process through which
the artist contacts his audience, as the publishing industry
wovides the novelist with booka. @e@k fragediss were
comisoioned by leading citissns, for perfoyrance as part of
a religious ceramny, = religipn was the institution drama
ing Corporation, which governs both the weiting and trans-
migaion of radic dram ip Gmn“& Wlitndin, The Ximifationn
imposed on an art form by its audience derivs from *tm SHUTORY
ropular taste and the paychologienl situation of the audiance
during the actunl process of comumloatione OFf course, these
influmees do mt work on esoteric art fomes, sugh as painting
or sculpture, whare thg artist dixectly eontacts his oma
- particulsr sudience, but thoy have played a major part im deter-
miwing the canoms of ewry popular art foms, incloding Gresk
 drama, Elizabethan drama and vadio drame -
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sensitivity and ntelligesce. They devived sntertaiment not
from the visial glamcur usually sssogiated with the theatrs,

‘But from listening to the postelation of an ethical problem
worked out and resolved by typical humam beings engaged in
arsmetic dialogue. The audience 4o which Shakespesre
addrasaed his plays 41d mot posssss wuch a uniforuly high
 intellsctual eapacity, but i% Neought #5 the theatres an
-'w the physical and intellectiml diseweries of the sge,
| pecple Wers supplisd with may seeiting now vealng of thought
~ and feeling on which to exareiss thoiy imsgimetion. This
facilty was respongible for, and in tum fed upon, tho fmense
Popularity P drama in 18k Century Tgland, .
Unlike the Grecks, the Klizabathan Wlaygocrs mere ssssntinl-
| b' maive and wmsophigticsteds  Action #wasm part of m 1ives,
80 they wanted %o see it in their flayse Arwies Ware brought
" om stage and often the whole ot hingsd on the presentation
| of some eruoial ast of violems, sich ax the inttial duel in
Bemeo and Juliet Whiech ssts the story in motion — a thing the
" Gyeoks would mever huve allowsd, The Hiissbothans enjoped

~ pomp and pageentry and display, they liked their cerpses to

© look 1ike corpses — spattersd with dlood iz & goyy show of
deathe - | , |
7 Mcmnmamy 00 mdyw satisfy tose inclinations
.' whenever $he opportimity arose. But confeporary stegeereft
m:mammowwmm, mmmmm
W&thiw%tmwwmnmw% ami@:m
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s audlenos the equivalent 4o what Coil 3. de Mille gives %o
the wodern cinema patyors In coryecting an sedemic mis.
apprehension shout Swkespsare, Hugh Humt exphaeises the porers
fal influgres an sudience sy heve ob $he coxdent of & yopulay
art form:

%mmmw@wmmmmw
wrote for all ages and for all mon, dg thds is o
of thnse grandiloguent statementa that sound very
izpresaiwe, bot mauire a 1itfle quulifiontion.
Thekespeare wrote for the inesdy of Ms o thees and
- far the conditions of his own thentre, and those ~
tMmé%mtmmmemyammﬁm;xm
onne  An audicnos, part of whor stood In an openr '
yard, ofter: drenched by wmin ar stanying lts feet
wﬁtmm,manﬁmm
of dreomn than dosm an aodisnce oonfoeinbly seated

" in a eantrelly heated and air eomditioned %ﬁum."

The dloody head of Masheth spiled om o pole, the
piled up corpeas at the end of thegtms*g
who cometantly arriwe at tha: Tnconvenisnt
mts; m:a ﬂm mﬂ;m:mﬁ msmritg:@

and wyn 1»16; umﬂﬁ be qmiaﬁ'ef the aham
in thentrical taste hatmon Mw'n asﬁm:m
and the audience of todaye (1)
 Sines neither theatre nor andience limited umkama:m %
one soens, ho was also roleased from ths writies of action and
time, Othello is worksd up Anto o frensy of wistrust and
mspicion within umw& of half an bowre
¥anlos end Amtory_and Cleopnmy, alesrmate their sosnas Detmeen
- diffarant arvess in tw cities. e Mot rxm
s been completsly slininted without dmage to the walty of
she play in a sucesssful radio verdon, while Twalf x
1y an intrirate mixturs of tiwee riots, sach dependent on the
other o in caude and offects The auiienas wede P demands
regarding costum. Ve kuow thaﬁni‘l slyrs were lavishly
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dressed snd most of them wore draped in sxtyavagant and somewhat
siylised Ellanbethan costmess Yot only a turdan and a dlack
faocs was required to indicate Othello, & broastplate for a Domsn
soldier and & orown for a king.

With a wve a&p&abie theatrs at his dlsposal, and a highly
tnaginative asdience to write for, there wirs few limitntions
on Spskespeare® s cholos of thams and treatments Although his
plots ware marely original, he had a far wider selection of
gtordes 0 drom upn than the Gresk deamatistse S0 long on
he stimlated ths groundlings with some siow of © ;
ection without overburdeninmg theiy mﬁm, his plays eould
not fail to appeale Shakespoare was Iiwited in form and
content by little nore than his om poetionl faculties.

Although the mediux of sound 1s as floxidble as the Elizsbethon
‘flayhouss, the yadio dramatist is less forturate than Shaksspesrs
in hig cholee of theme and trwatwents The Wysical and
paychologioal conditions of tie listening situation are quite
&fferant to those in o theatre and thrrefime require a
diffepant syproach ¢o the audianne, wirile popular taste ‘,m‘méié
entertaiment tas grown infinitely were hidebound and restrig~

tive sinoce the fres and easy days of Shakeospoere.

 Gresk any Flissbethen drema, 1ike the mdern dvara and film,
have one thing in cosmor Dot shared by either yradin dram o2
television = thay require a group of people to gather together
at one place and one time for o single parpose, namely, to
witness a plecs of drematic entertaismnt, Such en sudience
4s subjoct to mmss pgychology, eo the dramtist or £ilm
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director can rely upon the collective response of an azsembled
group at_ pevple, whose reaciions il he vexy 4iffsrent when
swrounded ty a cromd than when alone.

A radio drenn 1s played %o an audience of individusls or
smll groups of individusls, umfPaetsd by mss psychology
Bscause they are swroundad by the confurts and distractions
of domesticity, Therefore thay must be spprosched ina
manner somewhat different from that of vy stage drematist ar
Piin diveotor. Although radio is smwaptille o muy degrees
of dramatisation, it does not favour the rhetorical deliwery
of highflown dwlamm spesches, 30 much as & pergonal
intimnte approach to the listener sho is yecognised as an
individual, HMoat smmasﬁﬂ radio dramtists have oapitalis~
od upon this techniowe, - The .nmeyicen, Norman Cowwin,achisves
hiauaﬂ.‘ac@ from the quietnoes and sinzlicity of writing for
the single Iistener at lome, in much the sams menner as
Pregident F.D,Roosevelt's "Plrgsxide Chats™ which did so much
to restore *he confidence of ‘the Amrican ople during the

crisis of 1932 The haroic quality of Useil Noliverd's
| oux Called Milberry is strongthemed and thrown
. nto high relisf by the lack of hawoios in telling the storye
In the opening marration to Undew ik Uond, Dylan Thomes uses
‘& quist directness that would be impomsidle in addressing a
waen audience.

The intimscy of the microyhone, togethor with the fret that
the aotor mey speak directly snd peraonally to the nm.
removes all the awiwardnsss associated with the soliloquye
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In a modern "picturesfreme” thatre, s device iz cmber-
some anxi stagey, But $o0 ths radio drmmtlst it presonts &
terfectly mtural means of portwmying intisate paychologicsl
wn&itima or the characteristics of a poarson described by
hinsslf. ... mever since the tum of tho alxteenth
cmtuy”, Trote famard Sackville-lest, "hus a drasatie modima
bean discovered sc ideally suitsd 4o the individual mﬁiﬁaﬁen."’(?) ~
In the theatre and cinema there are rastraints upon an
- aviience which lnpose some degras of wespeetful attentions
. People go along prepared to be amterinined, hoping for the bast
and weady to moet the performancs mive than half waye But
in the femilier suroundings of his o'm homs, ﬁm the radis
- ig mors afﬁm heard than 1istened 4o, the mtm'u a.t"iﬁaﬁt
'. to a play is oftan mmmml, mnmm and his
attention oLly half divacted t» 1% To the majority of
me,. radio is a convenienos --~1€fﬁ$ alnys theea, 1% cosls
Bsxt to nothing amé it can provide an agwuabls ek
| for vowtine dally tasks.  Tharefore a redio play mist fight
for attention with imnmerable dstenstionse The voment it
ceases to entertaln, the listener may ™wmik oud™ 3inply MWy
thpoaing a svitch -= & far less selfaonscious procedre than
‘walking out of a theatre or cineme
A radio play must ba contimemlly alsording. Tt nust grip
the listensr's attention at the deglming and hold it remorse-
Sescly %0 the ende To make him think end feel through the
spoken word, yemrires an unrexl ting foresful mess and €larity

in the dlalogue, together with a sinpile, clearly dsweloped



»n
atructurs that sevar for a moent lexves the listemer guess-
inge If he does lose interest in a play, ofthe throwgh an
$nsompetent maxrangement of the sequences or ohecurdty in the
dialogue, he will quickly fimd scessthing better 0 do. In
comeersial radio, where the apoiearis more Interested in
keaping the liatsner at his yadio i har the final advertise-
ment, than in the artistie merlt of his ylay, there hes
devaloped  profavence for ssmeational thenes treated with
the flasy slicimess of s cheap podist-book crime story.
The BEC has far wore latitode in the methols by which it
. attracts the listener, amd the sstablistmarnt of thw Thivd
m@mmdwmrmpummwmammm
effort in appresiation, allows the Dramm “spartuent 4o concerm
itzelf to an even greater sxtewt wilth ideals.

Nost people like to "go ewt” i'gr their entertaireont as
they derive much of their enjopment feom glamworous swrrouni-
inge end the likemindedness of othear people doing the same
thing, With radio drama them is mothing of this conee of
oocasion which everyens fsels whon he goes out to be enter
tained in a pdlie theatre, and which does mich to dispose
Muhwmﬂymmwmh Idstaning to x
radie plsy gheyld de an osomsion, Wt to the mjority of
1isteners 1t is not regarded as sumwh, as thars ave so many
roadoast each weeke In the early days of radio, all pluys
ware listoned €5 with reverence and swe, simply heceuse they
were %on the alv”, dut whon the medium was atripped of it
nystery, familiarity bogan to destoy shatover glamour the
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raiic pilay omoe possssseds

Omly & amell peoporéion of the Uatering public, who segard
& partiolls redio play as an "cooasion”, ave willing ¥ whut
out sl distracilons of the howw dwring its performence.
Reviewing Wiward Jackville-Toet's The Nuwgoue, V.l Pritchett
Wrote "ee. swely, as in the theatve or cinens, the rndls play
ghould be heard in the dark, s tiat all extermel fmeages aze
excluded azx. 8o that the Lights ssy go up in the Mstere's
brais, which i the tres radlo steges™ (3) A mod yadis play
dmndshrmmmtmmﬁmliEu}mt&mn&m
play, 90 the dramtiat xmst alwmys wite with a viow to how
siis go-operation my be obiaime! without "writing dowm™, or
pendaring to popular tastse YThat sioh a proosdure iw
possible, has been groved by Louis Meefeioes and the other come
tompowary poets Wi have trrned thrir attention ts radis
Srave. | |

Public entertaimments have Simough custon introduesd
aonventional time limits affecting the £ilm, the stage play
and the radio jlaye Trelr differemt aniisnces tnve hevm
main inflnence in detsmiming thess limits. A Greek audisnce
eculd aprreciate thres lomg ome-nst twagedies srd a shart
comedy at ome sltting, an A sbsiiwn aniimve s play of up
bfbm'hmmaamﬂmmmmmwmkmnm
40 last lese thanm t¥b and more them Suwee hours. Ths aversge
leagth of a feature film is ows wnd & half o 4w howrs, buk
there are rare exceptions shich have talon frow three 20 foup
hours tn soresm. The lensth of a radio Play dspends upon the
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mount of oontinuous listening the mastisted human voioe e
be expacted to comand, Tn Amarios whore tims is s01d to
advertisers, most radio glays ra for either half an hour or
one hour, W with the BIC tims i3 more flexible, The
average length 1s about ssventy mimites, nnd his ts general
Iy regardod ss the idsal longth both £y sesthetic and
psychological reasons. | ' '

The poetic dramss that hawe beon writteon Guring and since
the war, in most cases, exbended this Iimié o approximetely
ninety mistes. Edwerd Sec:vilieSlast's The Rescue wam
Mroadeast in tw halves of nimty nimites ench, on siccessive
 mightse Plays presented on the Uhird Pyogramw are still
more elastic im length, as an audisnos thedretically trained
10 appreciate the significance of wxds should bs capable of
a more sustained listening efforte

With a duration abowt hslf that of an syerage stage-play,
dramatic sconowy is ebmolutely vital to ralio dramp. Hvorye
thing must direstly contriltute to the develoment of plot,

' ftsme or charactar, because the listenyr is in complate contral
of the listening processe In the thmtre, this srocess is
largely in tae hands of intaxmediariss — the poducsr and
20tar = 60 the playweight can Pollow his own lines of develop-
ment, thinking in tems of a cavirollsd vwxdienm. Bat the

. mwovelist and redio drsmatist canwot comtryel tbair axdisnce,.

The resdsr arditrarily chooses Wis stopping places, the

- listsner arbitrarily choosss whether io homr a play or switch
it off. A madio pley canet afford the u.umly exposition



or the gradal dsvelommant of & stane-pilay: oomresxion is
imperative, and thls may oasily veeilt in cerduin & sbortions
of emphests, leading to a xslodrammtSe approschs  Ove=
mmssm Flaces to0o great a stwmin ox the ligtever's
emim avoide these dangers, his play omn areats s power-
fal conesntratad impressisn o3 the mmr, whose mlid is Cree
of 21l stage conventions o collect the wounis, S shape ang
- axperd than into ploturess
Badis iz a mediue of mass cousmarioation, thevefare radio
m:ma%beamctummmwwmm Saxm
. the mmmaw ﬁthriﬁ.ahW&m have avery wight e
get the typs of antertaivmant they dewivs. Tul there sxists
2o direct method of detevmining the prefersioes of scha
tramendoas heterogensous avtierces  In the theatrs there i
direct 'mt betwoon performers and andience which gives
the dranatist the ogortunity to gruge et effect his work
iz having on the publice Again, theatee audiencves ave b,
‘sophisticated and vdimiminwﬁxg; thay have a w.‘i&ir dmim of
plays tn attend because the thentrical mamgmients are met
raquired to plenss all the mzﬁs.an te tiwes Radis,
the other band,is obliged to Gesip ite programse for "all
the people”, consequently the dilosm of the sericus yedie
dramatis® has been that of resomsdllug the aha&m duzands of
a mwm* forn 0f sutertainsent, with arte
Pyior o 1538 the FBC had no indlentivl of whut poopla

thouglt abuut it progeanwes, o 1% adherad o & poligy of
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giving them only the best, whish mrant what the BIC considered
they ought to heare Iisiener Sesemrcl waz et up for the
purposs of finding cut what Ww pullic meally liked. The
¥BC has nevor attached suck great iuyoritwscs to this depart-
meat as American Radio, where it Is sssentinl that a programs
should be heard Yy as many people as possible, so that the
sponsary should get the waxtman retarm for his mney. If the
statistics prowed a prograeee 40 be unpopulsy it would de
withdrom ismediately, but, according to the Beveridge Report,
the depurtrent’s inwatigntions mnld only be "... oonsidered
with the ubaost carge..” by the BNC.(4) Tn Deitaln it acts
as a gzide, not a controlling m in the type of progras
 that is broadoaste |
Iistener lesearch has reveals? a gomernl idss of yopalsr

tmpte in radic dramm. Pirat and fovemnt, the Drdtish putlie
wants to be entartained, wot o&mt&d, and ary Plays which sxe
too chviously "art®, %00 litemry or too intellectmal in tore,
are immediastely rejecteds Ths mmjority of listensrs do mot
like to make much of an effort to apmweniate a play, they
liks them hmmorous or sxeiting, and ksaping a middle course
batwgen sensstiomaliss and santimentdity. Above all thay do
not regerd radic drame as an "wiique and inlividual art form®,
bhut simply as an entertsinesnt medivme, ‘Fhare iz 1m0 preforence
for original radio plays; if anything they would rather have
adaptations of films, movels or stage Plays with which they
are already familinre

The radio audience songists for the noot part of the middle
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and losxr soelel, scovomic and edusationel groups  Tharesdore
the type of drama it can enday must amplsy simple methods of
pregentstion, its theme must leep within cortain liwmits
dictatad by social convention, it must not be too long and
above all, ii must not glve offence to avy section of the
public, Hsny dramatists have adopled the attitudo of regarde
lng "“ths ovdinary listencs”, a myitologiczl figure who mexwssents
the great radic audiencs, us a lazy, unintelligent, inssrsitive
oscapist and therefore o follov to ba awvoided at gll costize .
But during the war, one of the :"é‘mramst Britisgh poets, Tovia
Vaclieice, brusﬁe«"s aside this bughsar and ywoved that asuch a
concept was far from ths trith. In his ovm pleys and two
| j;a:ac‘eifml,_ r?ow&to—em‘ﬁh essays on yodio den, he ~3emn$tma‘ced.
that a popular axt fom could be Just as swjpressive as thé
more esoteric art forms, provided the dramtist had something
Yo offer by way of entertaimuent.{5) MNadlieice's theory,
together with the irﬁ‘lusnoe of war~tinme conditions or broad=-
ecasting, opened the way for the svolution of a metic radio
drams ﬁrlch the general public discovered wais probably more _
enterbaining than the uniagspiring fave theyr thought thay
wanted, and in mogt radio Plays zots

Populaxr art and 'gx:fpul:ar drama comol be dignissed. If ia
Just as feolish to suggest that whatever lacks the beauly and
dignity of fine art is valt_lele)sa, ag it is to sey thel dhe
necessity of providing popular emteriairment precludes arts
Sbakéspaarc wrote firat and foremost in terms of entertaivment

value or showmenship, and this feature has becane pert of the
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natural developanont of ~werytiing hilsh cneerng the spokan Jorde
“lhan an artist no 1l nger .entc—x‘étaina hy seages % stiract an
audience and with ut an audieﬁ& his “lorc becomes “wrthlease
“ntertaimment must thsrefore be the firat oconsideration of any

art forme
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The in;%:.!.tntinn.

The cont aporaxry professiomnt asthor deriwves his incons YW
8elling literary materinl fo an ingtitution vhich controls
the cormmiation mediun $lroush - ey it naterdnl is
digseminmated t0 the gemeral publice  Jinte the najority of
institutions specialige to soms dagras in the andionos group
thoy supply with entorfainmmynt oo 11:, 1y nathor ‘hmas g
choice of rerkets nccording t> 10 seotion of the public
he deeires t2 aldresse In Sromt “riteln, Jor instonce, thé
market £ar novels oonsists of nay ';;:xbli Fwsrs catering for
different sroups of roaderse Tirrafore $hv novel, as an ard
forn, offers an author the wils:t fro das in choios of there
ani tz'ea;mant. Trama is in n ginilerly Ooxrbumate positioh,
becauss the relationship Betveen thy waring thastre Dnnagw
nent~ is only slightly less floxible than $hst botrenn the
wublishers and the novaliste

‘n ingtitution possessing a nonopsly in the disgenination
of a portionlar entertalment “oma, i3 in a moeition 4o inmpose
any iimit~tiong on the Jind off it it pamipeasre Thons
limitetions ray be quite arbitenyy == n mnttor of "p}!ic;g”.
or they usy resilt from a mrthedical oy theorsticnl study of
the taot s, mztcmsms nnd praiutioes of tho awllonce the
institntion gervese Trorefors cn ainr <$n Jesirea 49 sell
his wors 4o a menomolistic Institutlon it elther acrent
those limdtations and weaduns n 50 oF entar tgirmeont lilrely

to armeal 2 its rulienoe or chvue amtivy mediume Tow
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pomular art forms ave onntroll:d b <wnopilicse For an
exanple we tuat agnin look Tk 1o “wek tragedys  ond then,
by way of conparism, a glanca at i~ wygamlsetion of
Ameviean radio acesntuataes the peasginictive influsnce of
modarn monopoly, the DX, on ralin Jesim in Great Bx:ita‘in.‘

The ingtitution sowved by ace: drewn wng xeligion, and
throughout ‘he entire histwy o€ T in nolent Grenca, tha -
{70 naver separatodes A surmriasingly lrpe4innn) traditional-
ism charactori-ed the religion, lzrcaxativae of whesher the
tonats it upheld Tere Beliavad by £ eonls or Tote
Religimas onsorvatiom s threfore a tv op Anfluence on the
dramatiate It restricted the nudhar of eiblects he oould
troat, and the number of actors iz @iald :ige It wns rsspons-
ible for playwright and audience cubining nt an esrly stage
to impose the three unities of iz, 2lwe and action. She
chorus g retaired for a Iony Line oftr it ceased 4o play
an inportant pnrt in the aciion, “Mille the netr~s® formnlised
erstume and osrtain religicus przrmcfa",.ﬂx, ‘tapt s;ll violant
action, perticularly ths inflictinn of pain, off stage, although
the rosulting mantal anguish wis consijerad enctimally
stirring ard thorefore messntablsa,

'Tbé tone of (oek roligion is brilliantly reflected in the
tragic drama 1t produ ed -~ geand Al restic, meditative
and ethicsl, trnditionsl and fumnl == the avt 1s perwmded by
the institution 1% sorveds Ttlimb:rﬁmﬁ Gimrm » OD thﬂ other
tand wng scoculay in tone, 30 the Jdropmilst «mdvallggianca to

m-one but his avdinnese s the :amily of tlays in Inyinmd



8% that tins waz almst non-exiatent, the thentrionl managers
and aclors were only too rea:ly to By any kind of materisl
- likely to rlense an audisucee lence the audiencs ws ihs
principel influsnce on the thems mnd trontent of Dlizabothan
drorae

In the United States of Yerica, the ivfluencs of the radle
inﬂﬁstry on radio drema is detorrined bﬁ; s vital factors
absent in Grent Dritsine Relio is eoreveial and 14 is come
petitivee | Mrama is not an ladloetel ssgment of Wroslossting
a8 it 15 with the 3. It oonsists of nay Aesinilar elements
working at aross purpcsos with ench otlirve " Hﬂﬁiﬂ iz n snles-
man as well as an entermmzaﬁt; ar adwsrtising indua&y, and
an arte Ina clear expogitlion of the tanim:i{m and am of
- Americen radio dvama, Yavid T, Jiackey weites "Most radio dram
_ is desipned o ot the Lintenoy in the nmd t0 by the aoods
or services which are offersd fav oule by +he sponsore | The
spopsor has a yisht 4o expect that there il bs a roturn on
liin invaa&xeﬁt in time and %alent, cithop in‘ actunl sales or
‘imaased prestingese it iz only natural that fhe srponzoy ke
interested in ronohing Vi) 1L 1 ML as nanr peopla as he one®
(8) The dasia consileration in imrican wmdio Jsama :L_a; the
arpeal of the presntation to the audisnoe, which cores hefore
any &esfhstie oonsiderationse "ees In the main®, I’&m’ﬁ:e:f
continuce, "radio iz one of the rpst oo moreial of tha avts,
and in appr~aching any commeraial aré fom: one mst ha |
pmgma,tic..; on the mejority of oy g the audicnce must
be nsed us a measwing sticke™(ne8)
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Listener research is the noat Imortant cotivity of the adlo
‘rertising qenciese  For the TX it nota as a gulde, In
.:mmica it directse _Fot only do tuy spongors of Eomrmrmes
vie with each othepr for the grentest meber of listoners, but
the stations and station netwarits oipete for the attysction
gi_’ boﬁh listeners and sponsoes as alle In at&et:ptiﬁ,gg w0
please as many people as saidle. all the time, radio doanm
hag on the whols, degemarsted ints s nlering to popular
taste, a gtandardiontion of st patterms ard a love of stunts
and tricks which raraly fail to flaase the listenore
in ep:ltam' of the almost chilldish srvomach of some ﬁma?iwfx
redin programoss is foupd in YathorVWeaver's Radio "‘-‘&titi@g, a
toxt Yook degigned for Univeraltr astudenise Ho exhorts Hsm
0 Teee o muve youwr central clnrackw ia likeables Do you
- 1like to see or hsar a. play in ?ﬁﬁ.ﬁh'ﬁl{z cantepl ehnrsctar ia
repellent? Op course noty you want ¢ adire the have or
the haroiuns, but, natusslly, you want in hate the villian™(7)
Unles: a dramtist writes plavs 1ike this wy one will Listen
and tho sponsay won'$ sell his praductse .‘ ‘?.‘333*3 fserdonn
rafiio seems 4o be based on the ﬁ?%t}ﬁ:}}’bif)ﬂ thnt the pulience
is illing to ke no sffort Wheitwever in Iisteninge Tharew

fore, as Mactey explains, "0 ratic iz TaszEad up', or Thypod’e

- The American radio audienoe is onensioiwd {0 this, snd the

majority of listercrs do mod motiwmlarly eare for progromres
Which try too assiducusly to edamte th-ame™ {DpeHS-n6)

This ig ot the whole story of Sseviesn radlo r’iz'am, for

thet eountry has producad maxy of the b % authors #ho have
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worked within the medimm ~= zuch as Morman %&mﬁn and 2schibnld
Mecledch, Tt by and larae, comerednlism liis had o devastate
ing effect on the artiotic Inteprity, on the corient, oiyle
md pragentation of émmﬁm: vadic dramme In Gresi Britaism,
the pouliion is wery d1fforsnd, | The B350 is a pwmopoly, there
is no radio cdvertising, ldstencr Research 0id oot arrive zm%il»
1937, and there sre row three }?m&mws cacht catoring f“*)r a |
diffarent type of audiense, |

In 1922 the Britizh @gmdéasﬁ?.ﬁg Comepary, r-efrea'wtim:‘; the
radio wanuelechurers 51’ the day, woa given the cale right 4o
Wondoszt in Britaing thus mmug the praesdent for a mompoly
thet bas contimied in the wregsnt éaef. . Bafsre 'thg-
Compary was replzced by an indepdndent Sixteecmed ﬁ?c.‘?‘_?;’tm%ic!i
Pour yeara Inter, it worksd out the Lasic primoiples uznn watel
the BNC reets todaye It i row s public gervice mm by &
monopoly, fuwlving cingle cnntrcl of ewryihing that fgoos on
the alyr and the mesns of getding 1% thrres Contyel of broade
dastim ia in the hands of o hody fndepedient of sharsholders,
unesnosyned ¥ith profite and wntroubled by compotltion.(s)
- The BE? &n fimuced from the proveels 6f toxriisn bat widey wo
direst Govermment eomtyol. The consolidstion of thiz grstom
was largely due to ths Towpery” # Slrat General Moneger, ¥
JeCoWo Reith, now Lacd Reith, vho #ar detarsiined not to let
krondcasting become & commersinl industry, as it img dore din
tha Unleed tates of Amevica, nor a ¢l of the Guwevmisnt, as
in Busaisa, |

The BEC*s influmes on caddc drema in freat Britain werks
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in two dirsctions. On the one hand, thy loge deamnd for
radic plays 'as oompletly outsirip 23 the wount of mriginal
work written in the medium, and nsocasiinted a rolianos on
' adaptationg from othor relin 6 C11 $m rogular "play~bills™;
- on tho other, the T30, as the mole institution governing raio
&mm, has roaired each' Play benslonat ¥ confori: 40 certain
arbiteary standards of "pood Znsta™ snd "piblic deceney” laid
" dom as policye i3 A resuli, nany witeea Ao c%mégea the
TS with breediny medioarity nnt U atnlandistion of faste
tirmrh lack of caapetition. ’

It iz undoubtedly true timt the U ’i’;'.a oonoroly han hmi
gond results. Yo bave enly t» cwdns: € oinos o ‘nerdenn
radio drama with the inposing 3.13*!; o™ &ine cwrls producad by
the P It has broadenst exce’lent dlays ond eoinig iomd
the writing of excellent plarn, hile poeonlle whn ould vost
probably never soe thmm in thr=atres, have mieyed the a."vrgaek
dramatists, Thaespears, Shawr and Ihoene.  igadnst tlds dis |
argued the ease put up  the loverd e Snitise by the

Padiowriters Assosintion, waose vadham: sily a lavmwe

" propoction of materinl used b7 the Uk  “he JAssosintion

emrhasised the importance of nltrmiire mnlists for any type
of creative wrltinz, and cplained that "eee the writer of &
radio script has mo other mavizets. “adio mtoial is raroly
of use in any othrr melum, thouth $olks -~ni short atorics
enn occasionally be collactad 29! “ulivdinle  1In fact the
radio weiter 4o working for a rmmemly, selling in o >y nanent
buyers' nar’znt, and if for Ay ronwen h~ dimpleosges hiis wle

_ erployer, the B, not only is his vk astad, bu’ e nny £ind
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it more diffioult to dispose of furt'y»» soviptss This, in
the opinion of the Ascocintion, ds a mrioed an wnhialthy state
of things, %oth for the soplowing hady, in this cnas the
BOC, and the writer.®(9) '

The B misht have veplied tnt “'or owpetition to de
effactive, it must be batrern ornrda, sl that the introduce
.t'inn of cormercial radio would degensrate into a rnoe for the
- greatest nunbar. of listoners, as is s tss in ‘mericas. 3
tmmiso‘.!y is the ~nly way o muintain standards, even though it
ma; be hard op come asthors. |

The F'C in its refusal to tal’c ailes in a -ublic dissute,
its pavesverance ip always talzing " ol C’XX'?&!E‘,; and i%s
desgire to offsnd mo-ons, Mnes Slace o reatriction om the
miblect imattor of dramatisis. Hyrwer, it is doubiful
whethar corrorcial ratio wull allavings thiz meition o axy
great exteny,becanse & coraersinl statiw, mo loes than a
State-ownad body cammot afford €3 o077t 16s listoners.

The most frequent charps mle agninot the 3G, as a rosult
of its momoyely and poligy, is f?m its Foprames nva growm
more hidebound with ths vears, #nt it s fevournd mdlocrity
and tended to ctaniardise public thsts.  lecame it canmot
risk adverse criticig: in "rexmatble nirci 9™ it has bean
reluctant %0 adoit ney idease oIar “dvrvall sees tho groate
est wenlness of the BAC, in 4tz Inhility 4o "e.. roducs the
hard hitting mrograxe vhieh is the romilt of bias, or over-
wheliring exoitenent or the pnwmiomts roxard for $he unjopular
truthe Wondeasting ran in the undin onlr vafleot oninions
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~ which have alrealy become accezftﬂ by & ¥eargomadbly lazge
proportion of the cormanity.”(1.)  The 14 has certainly
ot broadonat original 'i-.miin' Playrs o7 tids vaturs, nor hns
it rigked many adaptations {yut staro plavs or novels é%alingv
. with contro'vm'aial subjecta.
| In the paat, the public ims !ﬁf‘il‘m_@'zmtes st of its
ent viaimment, but this preomt nte Inx gon the eatablishe-
ment of big cm#ero’ial and iHato-rmed oegriisetions hand
feediny the mbiic tn a. dagrae maver Jmom bafors. - Tdttls or
m effort 1s required to obtain entrécinmnt == cheap m~
papers, cheap magazines and mort monsiatontly of all, cheap
-radio,nare always '&ecesaiblc in th: hime.  locoung of its
minute cost and sheer mocessibility to alwst thy entire
. poml‘aéien, thare is a greatrr lamwnd in ”nemtity for »adio
'magr@m's of eyery kind, than in any oty m‘«:é_rmimt |
industry. | o o
¥ith a lerpe he!;eramcus andiens constantly waiting for
something nev and exciting to 0f”ast thelr fandliarity with
the modivn, radio has breome the most yoracinus ~onmuer of
qvarj tyre of aural ontertoimment. fatio dramm, 20 les- then
the other forms of entertaimsent wmdlo supports, has suffersd
under such s continuous strain. The trouendous number of
ploys raquired sach yonr by the 10 hng had three important
- effects == the repatition of myny standard patterns, a roliance
on sdaptations from other medin and the exposure of the public
1o the worst ns »il as the host 1o dragne |

The mmgnitude of pmmamc turnover s Toresd the BAC to
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cormisgsion moat of its scripts frn a gooup of riters who
regard radio drans as a craf't, to ho lavnt and used s &
profesaione Yany of thenm are illing o tendurs any manber
of wvariations on the old well “oxn themes, mada 3o blatantly

obvisue to the rore ssnsitive cinen xtron by tin £iln
inMistry, an institution in a sbaileyr poxition to radioce
TLvan the beat of their work 13 anon fospotien aftw one or
t70 perforaancese

Tut the nunber of original radio plays is conmpletely owre
shadowed by adaptationse Nay "witiva have Become s adept
at the transformation of a wori: frni. ohe nedima to anothr,
 that they are gble to derive a enfhrtable incoas fra: this
occupation alome; and through constant practise, together
with a preference for working vithin sthue people's ileas ani
a gocd deal of dramatic crattmnémp, mary Writers bhave
rought their adaptations to alnost the lovel of interpretsa-
tive works of arte Radio adapintions are b7 po nanns all seoomd
rate re-hashss of suocsssful filis or nowslse The "orld
Thoatre" asries which bsgan duxing the wmr and e$iil retains
its popularity, has offered lisimars thz bast plays of all
countries in shortened mdio versions ant ereated a vide
sudience o first class deanatic sntrriaiment,

The relationship of the professloml railin dramatist to his
public is almost the same as that botieen roducsy And CONSRNDY ==
but not quite b cause there Joss not axist the sane demand for
nvy art as new gclentifio inventions == and in railo drams the

consmer's demond russ, to & la-zo oxtent, be paramount, Jome
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degres of mediocrity and standardisation iz thersfore inevitable,
but not to the tntal exclusion of arte ... you cnn get Iy
with anything” Jouls lacltlefioe »ipghitly nald, "W
entertain,"(11) This ie thn one peavonsibility the U0 owes
to the peorple who >m i,

. These remarks do mot apply %o sevipts cxidssioned by, or
subritted $o, the 3 T's Third Uropewy e Waioh ocoimenced in 1945,
but the sxistence of this progra e dots ot invnld inte them
for &{wo reasnng, The Third I'rogniyw is a lunry designed to
cater for thr tastos of a very mll vdnoriiy of the population
by mo means typleal of the audisnes whiich supports radio drame
as o popular art form. Seoondly, rmost radic plays are bronde
cast in the two ssries "Forld Thontra” and "aturday Iight
Theatre” on the lome lervice. It is nlsy = sigmificant fact
thnt narly all iﬁa vajor poetic rnins written since 1946 by
suthors wit" high reputationz in otlir 1itovary media, have beon
broaacm sot on the Third Prosrute hut the lome Dervicos
The Third Frogranme works without ram~d o Tdatener lesgsarch
and can afford $o ignors its listonyrs, 30 long as 1t naintaine
a constantly high lewol of artintic entertnimment.

One of the most cutepoken oriticians of the BIC for foster~
ing mediocrity in radio drama, appearod in The lintiongl Neyiew
(Vol.120, 1943), where a writer, signing hinsclf "Idstonsr”
complained about the mass proluction of adaptations, all cop-
forming to a foroula, swemped 7ith sound effects, and utilising
" e 811 the old tricks lomy since laughed off the “ritish
stoga." "There is in Brondoanting Ifyure,” he syys, "a rmnia
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for * dranatisation' which may el he ammred 1o the efforts
of the flantist to imitate the husn woion,"(12)

The truth of the matiter is that ™dstencr” is ariticising
the BIC for not doinz something that 1t 13 not there to do.
Thot 1= 0 say, he scems to regard it as n purveyer of
oculture and enli htemment exizting o Mot various art
forna and the apryeciation o7 avte To 20w extent Delth
regardad broadeasting in tiks lipat, hut bhrosderating hns out-
gromm these golden ideas. “The 70 A7 nnadiun for the
dissemination of informition and entretiment, and no moblic
service ¢an afford to5 supply goods for ~voh there is mo
demonde The UIC dim o excention - it i nimad by the poople
and must tli:mfm:e supply thair aiarfz:xnlsc Thore arists o
yorular demnand for art; the £ilm, rmdio drren nnd television
are at their lowsat level siply differ-nt aspects of
mple"a precceupntion with thy pey dnventions of moderp
civilizetion.

The true affect of the 3L on ralio Aryw in Great Iritain,
can only be juiged ﬁmn the rosulis =~ tint is the emtribuﬁnﬁs
mads to dramatic art,over the last thi~ty yoars. But 1t must
be rrmeubered that for esch ome of thew inportant contributions —-
- and there are mot ower narg == a huze nurbar f plays have deen
broadcast for vhich no pretenglon of "omative art™ iz madee.
Amongt this "haek wo-k", as Lt i3 enlled b7 wmany literary
intellsctunls, brnaleast onoe or twice, then forgotten hy
author and asudicnce, there mst exiat worwy hundreds of plays
and adaptations which repregent a Moh standard of axtisirg,
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Only the "big names® in radio, or the well norm literavy
figures 7o have attenptad a redis play o %o, have sicoeeded
in getting thely work publidheds  A3thoush nost of thess
prople have mads mignificant contriuntions to the techmique
end achlev&nent of the farr, it wns o aia?.l group of hack
writers and profasgional radic men 7o mre resyponsible for
the development and conaclidnion of radio Areon as a yopular
art form. | ' |

To the mejority of listenars, the mdio play is Just

an:}meé trype of entertaimant 1ald m in the home; o othars
it 45 & second rate affalr v sevarsly handicspped by the
absence of sight to aver present a aondlatr dramtic illuston —
mt to o smell minarity of auntho s and listeners, it veprosents
a unique self sufficisnt form of a~tistic expression, so it
wipht wall be asled what aesthetic Justification axists for
‘this clair. |
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1i4,
The arde

Radio dfam. makes use of the ausal only, without the ale
wost invarisble scoompartiwent of tie viswl, wiich vo fMad in
nature as 7ell as arte Thc astist is Eavizsfore gziveh e
rosxibility of drawing fogethar zure souwrl: fyvoiz evnwy srhove
of the wuierial o-14, whethor thev be roatintie, gymbolie,
abstract, wocal, choral, susical or rlgtmicdis. Uvchestral
ms.w, naturalistic Iiaiogus, 11 sony, Hie cliorus - all of
which normnlly epjay quite separ o eciztencss—w sy be used
-~ in conjunction with dialogus and namation In toll a atory.

In opers these sane slomenis mre ervlbwed for the asne purione,
but hero &hoy ware bound %o a4 corporsul nodd a3 reculie a
grast deal < §ism,1 experiensy 0 eunletr the D lusion.
Oprra, lilte stage drarm, is concedved in tormis of &ight as
well as sourd; it entertains the sy/e a3 wvell as the ear,
depanding as much on scenesry, pesiw, cosiume and grouplng,
ag tusic, dialogue and ssingiag; Its oreflents are nultiple
and diffuse, 850 the :ﬁtﬁ‘ kas > arasgile with -aizwlmews
inpressions of acting, singing, orchestral Dlaying and pictorial
scenic effectae The acoeptance of thess disparate elsments
is dus wmora $o convention than thair artistic amalgamation.

With radio drm the reverass holds truce The absence of
visuals places svary kind of simd on ax edual footing and
providss a "stags™ whers they can be artisticeily blended into
a compusite croation that produces a single, harmomious sffecte
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Radio drana iz often regardal ns a vor ralatian of gtaze
'dram, becauss bot$ chara tha sae peineiml eonstructive
element -~ oral discuss’on betrenn haan boings. freiting
in 1836 during the firat f17 x»axiny of the redio play in
German, Rudolf Arnhein went 45 i onoite sxtvens and
maintained that rndio drama wms far siporior t otage drama.
The latter, e holieved wna a wrhal art, and becavne it
had to bs performed before the eyes of mn pudience, the @s-
had to be entartained as well as the care Timrefors the
pradncer st add acenery, cochirin, diusircss ad rowrent
bat, says Awmhedn "loch off A% o vlacad bafors the eve on
atago or soreon for the saiie of mitralistic caspiotensas is
thers cmly so that 4he lack 22 it shoull rot disturb m,
it ix ot uwed positively. (W) These i3, hs cwtinwes
Tese i Tundatontal, inssluble cortralétion owminiusl in all
theatzro pleces <., dus 0 the Loot it a #ar'bal work of art
is perforzed not odly before thr car it slire 48 Y0 ee”’
(p. 173) e aaintaing that a vobal o2t o art should give
the whole situation in words and exiress wos'ilng 4n 4t viadch
camet e exmressad in vords.

But atege drarza s Cax fron bedng vholly a verbal arte
It grev ovt of religious ritusl, dancing, singing snd mime;
spe=ch ~amg Zatcr il dinlogue iater abill.  he oxiginal
ingredients of drana are basimily vint .rhiwin refers to as
the grotesque conditions of 9xirae

Therse ideas derived from Andwin'® s conee tisn of & none
visual" radio drame which funiameraaliy rejocted il resexblsuos
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to reality and approsched the abatenot omdtitinn of roaico,
foregoing everything im the wrli sddch canld//h 83 conpletoly
represented by souni. The roper stuff of radic ‘s the
presentation of immer action and thought pricesses which
wuld be meaningleas if the visurl Imnginntion woried on
them. He believed the imaginative jwoosss of seeing what
y0u hear should be discouraged, because it is a hindrance to
the real appreciation of radio drawm and the particular
advantages it has t> offsr,

Arpheim's theory wnse too limited in ew vy way. Not only
did it spevcrely restriot fhﬂ &mﬁut’ s chnice of thome,
ot it completely ignored any conailerntion of shether a
demand for such plays oould ewy n:ist, and emn.:'n.r it 434, |
where the dramatists would coma from to write theme rnhein's
Badio is an m:xcellsnt exposition of the teclmiqes of radio
dramatic presentation, and of the advantars the form has to
offer the dramatist, but his acsthetlc thony was Almst
foredoomed to failure. When tho ook was published in 1931,
only a handful of significant radio pliys had been aritten in
Cermany and Great Britain, so his thworizi, based on a
delection of thess plnys which he airire?, weve acon outdated
as new possibilities of radio dmma Were 1iscovered by men
who viewsd the form in an entirely Jifferont lighte There
have been exarples of "mon-visl" radio plays in Great Dritain --
Syrone Gotiwde's Dquirpel's Cnfe ia *he finest — but sincs 1936,
radio drama has developed along entirely diffarent lines, appeale
 ing to sight as mrh as hearinz. |
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Becanse the radio dramatist is ‘enling in rothing elss but
sound, his world is not confinod to Shims auenl,. The
ligtener's mind mey be porsunded to Wk in tho sae way as
the nind of the mowel reader, -n tlwoiwh his imegination
fills nut from the author's dascription, vimisl images of the
people and places in the bodke Dalio E'ane substitutes for
the visunl eve, the sipht of the imagination, nnd tharefoye
bas a much freer ayreal %o the aye than the stages The
ligtensr’ s nind requires more shan the msupplencnted din-
erbodisd sounds \roheim woul ? have it suplied withe The
radfo dramatist must give a full mniql ploture of vhet is
teking place, rmt the charactres look likte, and the anrounde
ings in hich they move; mot mecessarily by diract matration,
but through maaﬁ:::t sugpestion mrged into the texture of the
dialogues In Iouls MascNeios's Thy nri: Towr, we asa BOBYES
anl imagice impressions beyond the Lindts of the azeal orld,
Douglas bemart's .7 tandces s visualise the
frosen waste and austere grandewr of the ntarctic vhich could

naver bs comveyed by stage decwr.

The substitution for the visml element in an art form which
wholly or partly excludes it, is not a mew problem, but one
common % the Grask dravetists and Jinlaspears. liaclleios and
Stewart were sinply foiloving the lmd of "bpﬁéclaa, Buripides
and ;hakespeare who ware foroad to use lmngimetive and
deacriptive suggestion to paint thair zomaes in ‘wrds becauss
their playhouses ussd no rractieal soenary,

Shakespears s alvays consalons o the thysical limlts of
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His theatre, but suocecdsad in tuminz than io hin advantage.
Ha bore in mind the symbolical nd inagimative charncter of
Mg wooden 0, his urworthy scaffold and ragied foils, and
directed his appeal mot only ﬁo speotators but to9 nn audicnce
willing to meet hin helf way with thedr inapination:

And lat us, ciphers %o this great aconpt,
Gn your imeginary forcss wnrk.

Radio has given rise to a dwatis £t which oonflntely
elmimtga ; cenary and theatrs, a £~ wil-h hns fo roly for
its scenic effects upon soun' alone,  Its mrtience must work
their thoughts, not o plecs out the imperfacti~ong of a visidble
scape, but té £i1l a vacume Tho chorus in the prologue to
Henxy ¥ may well be speaiting fo %lx rnvtio ﬁi'anatist:

Think, whan we talk of hoyraes, shaet you sec them

Printing their proud hooves in the recaiving carth;

For 'tis your thoughts that nxv mi-t deck our kinga,

Carry thes here and thore, junping o'er tine,

Turning the acocuplistments of mm; yeara

Into nn ourglass.

The verhal subatitution for vimy'l sosnary did not make
Shakesposre's dinlomue otiose, nor shnuldl it overburden a radio
drama provided the description is owoefilly ~wrizd into the
flow of the dialogue, w}if it i3z viven in separate passeses,
they % not sommd extransous, o+ detrched Zron the action.
this very lack of scanary, the radlo plvw anins in the width
of its dimensionse Given a diracting irnpulse, the lintener's
imaginstion w111 visualise scenas hoyond the physionl poa'?ars
of ctage de; igrers to build or the oninra %o phozommmo In
his Introduction ¢o T

Tymne Guthrie states the imaginative freedom of yroadio drama in
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scnewmt sxteavagant, but revertheless baxically true terns:

The microphome play Jacks the glmmouwr and physioal
magnotise of the atagw, but lnoizg nlwo the %00
50118 flesh, Bscauss its piotures are rolely of
the ming, thay are l-31s miwstaniial but more real
than the aardboand grottos, thv calich rossbuds,
the qusty grandeur of the stnge; loss substarntial
and rivid, because not appratended visually, nore
real bucanas the inmpeeseion iz pyrtly orasted by
the listener himssif, Irorr the nuthnrta cluss

the listengr collects My mataria’sa, and mabodies
then im a picture of i3z owm cxeation, It s
tharofore an cxpression of s om axpPirience w- :
wheihor phiysical or peycholoyionl -~ and thorefore
more real to him than 4w rendyasm ie pinture of

the stnge designore Tor exnnnle, the author
suggests *monlight night's The ntage picturs
would axpress the designmr*s idea of the authorts
idsa of mnlight night: bat the listamer's -
plcture, created frou his om sasocintions, derive
ed from his owm exparimice, o~ uaas his own
particular Brand of mronsdme. I do not deny

thot the stage picture will poobably be mare
academioally corect, but it remaing, pone the
less, 20 nore thee r teansintion, m Intersratati n
of someone olve's sxzperiencs. {(14)

The danger in relying owermch an the limgimtion of the
audience is apparent, Civen anbiguons or insufficient clues,
the 1istensr may easily evoke aswciations A ffarent from
what the dramtist intonded, nnd therefore create an asachroti-
ous scenge  The listener rust be careful ly 61*@0%5 to croate
as much or ai 1ittle of a sosne nz is mocesuary to the play.
The advantams of this method really lies in the foot thata
soene 1o ot visualised photogravhimlly, nox des the oys
wander from part to pert and distyoct attention froy the yiagye. |
A scens msy be imeginod as ap a'l erhwacing whola, its croe.ﬂoﬁ
controlled by the dramatist anl integrated with othrr aspects
of the playe A3 ierrill Namia n ante',.. the broadoast play
once having won the imaginatice €0 f117ht, necd ploce m
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artificial barriers in the “my of that fiiite"(15) Radio @ram's
fresdom to compress or expand %time, in nve the actian throush
gpecs at vill, derive from its apenl tn the imagination adowe
all elss. If » redio pltiy :hea not avpeal to the Immoinetion
it fails; Wut unless it keeps the fmagimmtion under careful
‘control the result is chaos or waintelligibility.

Gathris's observations can bo 1dalending, if thy are wt
viewed in their proper parspective ns a znmi@n of msthodae
To deride ths techyique of atage sosnery as a general
| principle pot related to eithwy specific porinds or productions,
- in fawour of the "purer téctmiqm of radio drm: is a dangerous
line of attack. Ratio drame is nether a substitute for, mor
an iaparqvmnt upéu the theatre; 1t is o¥ly through the
eoveantion of wrds thet the' tro £ams ave confused. In the
pinetesn~tuontiss, the term “cinena play" wns in vogue - mot
long aftorwards it wms replaced W "thy £iln" and all that
mrd implies, whether silent or tallcinge The relation of
'méin drama to atage dram is procisely that of painting 1o
sculpture. It is quite pointless o avgua about the
superiority of ome or the othr of thess tw tlastic artag e
whole print baing that =very nadium o artistic azpression
rossesses some advantagea over othess, nnd a mebhoy .Qf 1lin.
itations in'sremt in its o m moticular phrsical or mechanicad
structuree Just as painting and seilptares are tyo forns of
manunl art, o ra¥o drare and stnge dewn e Lo fams of
drnmatic srt, each having evol7ed qrite separntely under totally
different ants of conditions.
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ﬁ;be develomrent of radio d min ns an &ré Porm vy bo ome
siered as a sequence of fiée main pinacs. This sequance
is not strictly chromolozical, becaxie While the mnjority of
dramatists srere writing in the Hwmilar and noceptadble marmaer
-of the time, thers were alun’s n for dwe wrk ms améd of
their time and thrrcfore belongd logleally to the rext Thase
Duping the f:l.t"st priod 27 develsment, thich begins vith
the establisiment of broadcasting as a public sorvice in 1532,
radio produrers made their Pisst attonpts o pat zome fom
of drama over the air bufors a specinlised tocindique of
resen tation had been worked oute &o thess coole affhris
there graduslly evolwed a techmi ue of adapthtion by which
stage 7plays were colarified anl rowels dramntised for bHroade
cast purposese Finally Richard lhying, a nowelist, "Tote the
first play deliberately concsived im tous of pure ssund.
Richard Hughes' exanpls wnas follaied 97 other writrrs who
picked up a satisfactory mothod of presentotinon and prepazed
the wey for the sccond rhass in thz F'welopsmt of radio
drama -- a period of jubllant adolescenice as the form grev in
popelarity with writers and mudlenas; a pariod off wild,
snthusgiastic and unoontrolled axperiment, going hand in hand
with importsnt advances in th: trolnionl mohincey oF mdioe
Tao dramatists in particular, “ance Jieveding and Yo du Carde
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Poach displayed to the Jorld nearly awrr tecdmious of vadio
dramatic production, many of wich conn boonme standsxd praciice
not only fbr drama but radio aas a hioln.

The third period is charaetriszed by a number of Yranatists
who selacted those techni~ucs th~y oansilered esssntial,
rejected all the extraneous trici:s and setilod.dom $o achieve
in their work a belanced, artistle radio dramtic Come. Tyrone
Guthrie, Patrie llamilton, ™ Iidaon and Vol f:islglﬂ wrote and
produced radio plays Wiich have since bacoro classios, L du
Carde Psach grew ocut of his enarly extravo ance and wrote ssversl
brilliant plays; while Touls inclicion $rined the DI and rode
his first attempts at the dramatisel fentrres

The fourth period covers tha yvenrs of the Jscond forld ar,
with its forced austerity aﬁd roatrictionse Production costs
wers drastically reduced and only half thw technical machimyy
was available. But ns i legltimnts theatres closed and it

_becams difficult 40 attend the cinemn, ﬂm.mﬂienc:e oy radio
drame increased greatly and the lemad £o7 radio plays almost

- doubleds Ha;aver the imporition of Murthr limitations on
radio drama was responsible for n ‘ore axtensive develorpent
of the form Juring the zewen war Jears, than had talton place

. over the previcus thirtecn yoara. iadilo play:mrinhts discover~
ad the ﬁlm of a sinple ani dirsct axroach, treatnment and
yresenintion, vhile the vrinting »ogiriotions caussd many
im:b:bant- writers to turn $1 a M aessible markot for their

work == redice During the wnr Clenence “wne wrote one of

the best series of rndio dranas; Torothy Jayers surprised the
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literary world with The Zan Born to be King: ivic Idnklater
~turned frcm ths mowl tn discov-r mint was then a_new mthnd
of radio dramatic treatment; I’ouisiadieics estnblisghed
hinself as a rdio writer, and rith Sdmrd Jakville-iest, laid
the foundations of & poetic radio frotme
The fifth pordod in the devalopment of rndloc drama
chronologically beging vith the catabiiglment of the T Thixd
Ppograrme 15 1946, Mony serious oomtapornyy auttors haw
beon attractsd to the form since thht tine Y the existence of
& rore than usually intelligent sulience At hava contribated
plays which are both Important worls afﬁwmﬁa art and
significant contributions to modern litorature.  This period
also covers ths evolution of a poctic dran for radio, follow=
ing the exanples set by M G.Bridaon in 1956 togethor with
Cler-xm Yane, Louis Vaclisice and Tlwnard Sackville<icst during
the ware
Over t.ese five periods, ralic fkaﬁit hns dﬁslopaa along

three mein liness

1. Ths studio reproduction of mlxra maririmlly intended for
the stsge. Sme plays (and alzo filma) hove bern treduced
sinply becauss of their nane walne anl b »ffice ampeals

many clasefionl orks have been e wi " ently adapted md wwell
produced, auch as the plays of "s‘ilﬁq, Uhekhov, Ibsen and
Strindborg; while oth r plays hnve alimist porfectly lemt
themselves %o radio adaptation by Judicelons cutting and a

faw ninor internal changes fr 4 ol of cinrity <+ in
particular the Greck tragedies, iy plays of Thakespeare's

and of 3hew's.
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2. Adapted nowvels and short stirics, eit'rr as complets radio
Plays or in serialised forme Cacil ‘avis' adaptation of
Jossph Conrad's lopd Jim and [¥ic Jasdwvitx's 490 and a quarter
hour adaptation of Compton ldlensis’ s Comim] are the most
!btable exarplese
3. Badio plays proer == that is, plays ‘vitten spacifically
for radio and inennceivable in my othr» meitume Conparetiva~
ly few writrrs have specialised in, or ovon attsnpted, the rore
original and imnginative kinds of radio drame, with the result
that radio has been Porced to iraw almot ontirely for its
dramatic repertoire on adaptations frm: nowlsz, slort stories, |
filns and playse This in turn hra giwen riss to the highiy
8xilled craft of adaptation which has prvy9ed irmenonly popular
with writers a‘ho are content t7 Mo Tithin ths ideas of
othera.

In tracing the developmnt of ratio draam, smll consider-
ation can bu. glven to the huge quantify of ramatic soripts nnd
rdaptations which £111 ths regalaw 30 plybillse In the
main this process of developmt has he'n oarried thmugh ty
a mall mmber of imagimtive dramiists, mout of whom have
had thoir ylays published. ome miapt- -tions mmat he talen
into account for their artistic wardit, Hut enmplmais will dbe
placed ob originael radio plays, with a hrisf mention of the
threa farms widoh bave bdranched o fma 2ndlo drans - the
fonture, thowriasty show and the serinle

Before mrocesdiny o the =nalrais o° intividunl radic
plays, it i- well to bear in 1ind a deficiency inhorent in all



criticiam of dramatic litoratu~e < god radio play, like
a stnge play or scepario, can only bo fudged by its totel
offact == how it sounla when &t cavn owr the air. "™he
script on paper is only half <he hattle, bicauss the drammtist
must dspend upon the <ollaborative efforts of the actors, the
producer and nll that he may o in the 'my of ousic and
effects, to vealice the Tul) potentinls of his saript. l'ood
is not created by vords alone, sound rut, fo a grent extent,
sct the peene, while ocharacter is born mot oo nuch from the
dramatist's lincs as the way in -which {hny are interpretsd by
the live woices Radlio plays tend to lose rove than stage
plays when read rather than heard, becauss they arc far nore
of a compoasite creation of authnr, priormers ond avdisnce,
who rust bring thelr imagination into Mull ¥Ylay.

Althaugh a simplo medium in mny sm7s, radio is strangely
incalculable. The final improssion wnle by a long and
_elaborate play cen be aeriou.«ﬁ.y diaturbed by the tinkre of ore
voioe, or of two voices whi~h aouwsd $00 rwich alike, or 'by a
bad plece of production, such ns imapprorwinte migic, e alight
falsity of tempo, an unnecsssnry sound affect, or & long gap
#ich muld be impercaptible on the stage or sorean. Tho
inordimte sensitivity of the nderophone aan be a liability
as much as an advantage, and throvs a tomendous responsibility
upen the pruiucer. '

In the theatrs the producerts Job ands Wvn the curtain
rises on the first nighte But the poduner of a rmiic play,
arote Val Gielgud, i has ocoupied this position aince the
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earliest days of broadcasting, "eee rerning the cen*yal hings
on which the success of all his swork 1ot trm foon the begining
of a Wransdission to its ende™ (1) liot only must he rehearss
his actors, ausic and effects, but contrsl the balance and rhythm
of his play Suming perforrance. In the dirs of the Mﬁa
Control Fanel, the wrious segients o€ a Troduction were housed
in differcnt studios nnd thorefore Ind no contact with each
oth v, a0 their integretation nni Blending Jdepeniecd entirely on
the produocer. “ven the dingls Jtudtlo tsokmique requires him
. 40 control the machirery of pooadii~tisn and acotively participate

antil the final amnoupcement.
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Outline of the »wricle

In the year 1900, when the silent £17%: img glrendy Pive
years old, there was no such thingy nx raiﬁ,o hroadensting,
aimply becnuse the matrriala “or 1t Aid mot existe o
mechanics of wireless were knom ‘mit iy Years olarsed
before it %s concelvad of a3 a public wrvicse radonste
ing, in which the materinl trangiitted _is ooosidared of
| m importance than the technicnl wonder of tranydfting it,
wns plomeer- 1 by privately constracted mrmtsur stations, dut
thelr activiﬁes were curtailed w'ﬁn gt PPinca because
it oas thouzht that indiscriminate dm+lonating mdivhit snianper
vital messages. On Pebroary 14, 1702, 1% . Tcke=sloy, the
greatest nae in radio tachmoloyr, ma authorised to rake an
experimentnl broadcast from pittle, nyland, for the iarvoni
Conpany. 'l played gramp!m racis and read a p:mtinﬁ of
a play — the balecony scens fymix Rostand's Urrane de Dergorace
Although §3c§:ersloy 314 not expect his tranwaission to be
taken too aeriously; this @as the ir t radio progeerim and the
first exanple of drama on the atr.(1)

Hadlo drama was born in the 114 ninetnane-it7entics -- a
period of enthusiastic experinment in Tvarn and theatricel
modoction in Rusiis, Germny, “ranos, "H-land and theo ‘merican
niversity workshop theatres. vy foriz 0f ataging ms tried
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To matel the new tscaniques of e exjmessionistioc drapa. The
period also gave rise to thr amnt goris in tho Fronch and
Comianr cinema, while Doviet #icories of Milm montnr ere
. quickly spreading to the “eot.

In the eu’ly Years of the Yritish rosdonating Conpany,
teclwicrl facilities were artisticnlly muive and progrurs
howrs were shart, hat the men ¥wo praduced the poymntes wre
inapired with the contenporazy isalra 13 br2ak row boundaries
in their nowol and exoiting modiume ‘“These pionssrs, a diverss
group of enthnsiosts o fervoently olieved in the possibilities
of radio, had energy and enthusinmm, and a ﬁatemimﬁ&n to do
things whioh had mot yct been done, o»%ten well in adwance of
their avdfence's demands. | |

In Jamary, 1933, the first broadcast wms wede from outaide
the Company’s studios at Jawoy 1411, 'ondone This was ret I
of The lagic Flute, perfomed hy the iritish Hational Opera
C-mpany at Cavent Garden. It long aftor come the Cirst
attenpts at aoadensting plays Yy cwelilly concenliny micro-
 ghones about the stages of ot nd thontros.(3) The tent
woene in Juliup Caegar was the firat selscted for this treat-
mant, becav-s only two contrnatin: ~ractars are auployed and
the scene consists, for the mnt wart, of dalngue with n
minimze of physical acticns The rasilt of thass afforts ms
hopelasse 111 the listewsr recsivel ims an experience sinliar
%o sitting throush a theatricnl por” wrvilas -with his eyes shut.
It mms imposaille to follow the notinny dAifficult to dis-
entangle the actors, espocially the forele voices; the plays
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hecsme awkerod When the listesor oold not see tho stags
business; and withwut the imfaction of rmss avdisce reeciion
and the visual ailure of coclour and Mgld in sosnery and
contume, very little of the rlay ramined -- and wat did
ramin was unintslliigiblse,

R, % Jaffrey, who mas appointed the first M DProductions
Divector, realised that eome deyree o adaptation was nsosss~
ary if plays designed for bath vizml Al auwral sproal weve
to have the firat of these dimansions olinimated. 1e
insugurated a sories "From the Zondon Thenires®, for shion
snéma ware selactsd, weeorded from tha stage woduction and
put together in the atudio. % =mmtely, scenes ware re-
arvanged and re~-read in the atudio, Linfeed -2 w&aﬁon and
fittad ouk; Hth a Pew alementayy somd effsctse The saxiss
wms dcsigmd as 1 show case Tor tha a3t nd theatres, Wt it

id ot :éeueivs ﬁhe U1l co-oporation of tle mamgensnts,
exeept 7hen the plays broadenst we e Milupas and thus benefit-
3 b radio advertisement,
| The thestre menagers did not weloci: $H2 Yadio play sy more
than the £ilm producera of the last ten yenra hywe weloamsd
the television play, because the voexibility of psople aitiing
at home listoning in confort on a “2f iht, rathr than maxing
the effort ¢ attsnl the theatre or cloem, mm‘bﬁueﬁl to their
7ay of thinking 2 mubstantinl #iwant o box office retorns.
Noither did radio plays receive %> full co-operation of the
staze motors Tho wers tempted to avew in them — and not with-

out oause. Pees mers minll, podiztions wre by trisl
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8né exror, ih-re was 1o axbilaration of an audlence, ond o
glemour of mwksupe “The Actwr fund hinaelf resding into an
uninspiring squere dox and Vesring his erdinary clothege As
g008 as ha *acted’ hs wuld deafen peopisy™ wrote Val Gislgud,.
{(8) Ib specislised techniqu: o~ awoach to radio acting hed
besn evclveds

Radic mroducers, sdaptors and notxws are Jealing with a
form which had Do traditinm behind it, therefors they had to
recruit ideas fron mnother madiuome it in teying t0 tall a
story iz aural teorms by imitating the techniques of s malium
rartly based on ﬁa’mi perceziion, they 7ore doowed o fallure.
The plays they uesd had besn consiructed for all the dimensions
of the theatrs - scencry, sogtume, liditing, gesture, move-
»ent, facis’ expression, mimetic reactions «= anid the Inck of
thesn dimengions affacted ewary play Svid J’il woduced on the
radioe |

14 became apparent that thix wrt of tiing was both
artistically unsatisfactory wid mfhiy in the listensres ‘con
there weve indications c¢f a brsaivwny Prom thess naive wsthods
as new experiments &em viade in the ard of telling a sty for
ths ear alone, which gawe ro thoupht to the linits and con-
vontions of the stage. Thix hreckamy ok flace in m forma o=
the adaptation of novels and siw 't storiss by practised authors
who achisved ocome degree of nrtiaﬁy. and ths arrival of the
radio play xcpere

In 1927, R.T.Jeffrey producad vacil ay  swis'(4)adaptation
of Conrad® s novel, Igzd Jiwm, and in Iy, 198, Val Giolgnd and
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end Tlric Fasciwrlis collaboratod o pooinee a radis adapiation
&i’ Compion Mliensis's Carpdvpl,. Tirse tw productious fwoved
concluzively thet s drame, a genuine Isame Tor the radic, was
a rosl arnd exciting possidbilidy. The firat draratist %o
wcalise this pocaiddlity, Wy turning the ldmitations of radio
to his ows wacdal artistic ascount, wa Richned Hughes, and
with the production of his play _augax on Junuery 15, 1524,

- radlo drame ez a sepurefe and distinet ard o whs boame
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il.
Richmrd Yayghes,

Dangar by Richard Hughes was fivst poducsd ty agel
Playfair and btrordcast from the Jonlon Studio of the 3% on
Janoary 15, 1924. In a prefane to the publishnd versiom
6!‘ the 1lay, Hughes explsine tat v o ulmd by the PC
Tese tajmi‘h a play for effect hy aouavd alove In the same
my that fia plays ars written for effect by sight alone.’
(5) He sxhibits the prevalent unowtainty ebout radis as
2 Gramatic medium in s forther note that appears scmeshat
maive to the pearson farmiliar with radio ¥ama today: "Tor
direct presantation, it should bis -oted in darkness, and it
is thus better siited for pesforriance in a ¥oom, without a
astage at all, than in even a amll thentre.”

- Hughes sets his scens in the pnllary 0" a Telsh econl mine
which his thros charncters awm visiting, and the plot is
immediatoly set in motlon,afizr the amounce: hos briefly
indicatod the locatiom, by ths oxtinction of the lipghts.
Thus the nction of this £iftocn minuxte dramn is restricted
%o three main voioes spesking in a oonfinad spaos in pitch
darknesse ‘hen the lights fail, John, a young merried man,
tries to cosfort his wife,llarye Mwtgteps are haard,
distant at firat, then boooming louder ns . Rex, a typical
0ld bluster®ng “nglistman, coms into the nscepas By

begins %0 enjoy the situntion - it is the thrill she wanted,
and she disconosrts hor husband b iramicnlly doncining thoy
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are partioipating in e wal temgedye A dlstant explosion
follorsd by & long echo,#mlling in volume™, then a mosent
later ‘Amct'rr exglosion wearer, falloTed by the hise of
wmter”, stendily inoreese the atimsphnre of gispsnse and un~
certaintye Gradually the woar o7 ‘witaer increasss is wlum
and fades into a sound-backing ¢n $he di&logm. A few bars
of a {elsh song ar heard, bat tha liztoner 1e unesrtain
whether it comes from the rest of the wisiting pardy, or fron
miners atterting a rescue.

Hughes rdds a ecrious note to the Jlay, a discussion of
denth ltself, which arises naturally »at of the situation as
the char{u:tera feel the mine 1771y £1lling with wmter and
reuiiaa they must dle. Tids dissussion rotaing its dranaﬁc
force through an argument bt em Hax and John, in which
Tax almost ferocionsly expreaws his dexive to live because
he considers his 1ife 4o bs of imre yalur than that of a young
husbande This m&es his self macrifice in Cawsur of John at
the end of the play all the mre 1owving.

Tension mounts as the rush o "mtor becones clowy and tiy
dialogue semi~hysterical, Into this, the samd of tapping 1s
introduoed ss the charscters hear the miners digring o o
theme Pex La still fervent in his Jesirn 12 live, ns the )
level of the water rises to lary's mok nnd the tapping of the
rescuers becomex loudere Bax sces a light, there ig the
acund of strong blows and falliny conl, followd by a loud
cheere The sanited voicea of the winers establish tho fact
thot rescue is nov certain. lary, Wi haa fainted, is heulsd
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to safely ob a rope, then follows A snr: argaent detmesn
Bax and Joky. over who should follow - Bax insiasting that i€
should be the youngor mane Johm ix hauled uwp apainst his
will, but when thy rops is lowored azain ax ns disapoenred
in the avirling water. |

Danger is an adwirably coanstruoted mindature drana; it has
few chsracters,well differentiated in woive qmlidy; short
ginple speeches sminently readadls, a sustained atmosphere
increasing in tension up to t'o wasus, and a semi surprise
ending with a 66::51&@@13- drantic fupnoct. In af”ect the play
is simply an explait&:bion ef a situstion, with serious overtones
. for dramatic purposes, tut in it con be 2008 many features of
later radio drama.

Denger is mnceivué wholly in tﬂms of sound, - iz a shord
story 1t would lﬂso tha 1mad1mr off drarmtic impaot; it would
be :Inpossible an a silent ridn ant inprobabls as n sound Ll
The ligtener is never in doubt as %o ?n is speeking; nousﬁ
affects are as essential as the Alaloge in hu:lditv; up ths
tension, and as a background %o the sperding; the ovorall
action 4s simple and clearly devcloped, < 'tle the nain conflict
takes place in the mimis of the olivrctrrs.

The device of setting the plyy in a onnl mine aftcr the
lights hnve gone out sesma rather aperficinl today, but it is
almost cortain that Mughes made uaa of it quite deliberatelye
fia reslised t!r nature of the aulince d‘ﬁntinn in Listening
t0 a radio drams, and tried o ~rents n sinilar situation in
which ¢ davelop his playe The anllonos was "in ths dark®,
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therefore the mnst effective may of cormunicating with it ws
to eliminate visunls altogether nnd smact the play too, "in the
dark®s Unconaciously, Mughes brouwsht to light a problem

that radio dramatists have all had %o £roe and to which they
have of fersd various sslutions — the substitution of visuals,
anger £its in well with Armnbein’ s theory of non-visvel radio
drame. sith its sdinple plot, intarmal ewmflict and purely awral
representation, but the dramatists who follovad Hughes plaoced
onaiderable snaphasis on ways and nme-ns of cormunicating to

the listener those aspacts 07 actlon ani acene which are
Irinarily visml, Hughes mally avadsd the problen altogether
ty setting hie play in the dark.  wite npart from its
historical volve as a plopeer in the Ml of rndo dramm,

Dangor is still an oxcellsnt little railo olay in its om}ri@t.
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Goxrdon "ase
In 1936, only two yearsz after the prodmtion of the
first play written for ratio, ths £1rat hook sntirely dewotsd
‘to radio drama appsarcd. This o Badio 3 Tigr
Jpite it (6) by Gordon lea, intonded ns n textbook designed to

attract mtim%o the new nadlu, and 45 give some exposition
of 1ts technigue. Iea's bhonk showw a remrinblc ingisht into
the lines that radioc drama wms to f2llor in the 'ne::t feu yoaxrse
Lon begins his book by setiing forth the advantages and
disadwantages of writing féz' the theatre, devoting much emerg
to pointing out all the limitations of tils mediums Be dis-
likes the commercial necessity of star actors sm regai-aé ths
physical appearance of the nctor with n floxibles voice as a
- sarieu; liritation on casting availablliiye Thoe are
mﬂtricﬁani on the Aumber ﬂt scenes Tiich nust carry the
action, restrictions on the rowement fron place '&o plece of
thc'ne&ws. He finds the ronlity of singo nw:my ABrioult
{0 accept and finds it impossibles to imtrodues perspective into
the acting and action. There are restrictions on 1ishting,
the aside and soliloquoy are imoonvineing, and a chavgs of time
or soens is alvays mfeec!h by a casention of the pPlay which
 dnsvitably »ssults in a weakening of the audfence®s attention,
Boat of thess argments are qite futile boomise they are
nearly ali'comenﬁeﬂs of th» thoatrs MQ hoth playwright&
and auiiencas either accept without gusstion or qrestion by
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experimental tectmiqucs.

In Chapter IXI, Yes attorpts to sh¥r the aperiarity of
radic drame ov'r the stage method in comveying tho messams of
the dranati-t to the worlde The conditions of radio, he
~ 'min‘éaims ”...‘effer a mmr- of truer interpratation, & modium
of finer artistry anmd a clear path o Wwuthe"(p.%6) He then ,

sets down the advantages of radio presontrtion which are mt
© nuch arguments for its superiaeity ovor stage drams, as an
expdsitiw of a dffcrent set of conwntions i-emlﬂng from
the medim of radio drame 1tself — and as such thoy are worth
v,noting. A | '
Briefly tho advantages he cutlines are: the absencs of

- woIry o*&zr an actor’s amm, nnd .of _t?n ne.mmiw for
engaging star perférfnax'a fo "sell™ & pla7; _ ﬁm ‘mﬁﬁ'mxs
with which the soliloquoy and asids may be usad;  the frosdom |
of radio drama to range at will throwsh tine and space and its
ability to present an instanteneous channe Amf:“ acene; | the
oypormity £o ‘Qploy sound affocts and wasde aithor as backe
ground to the dialogue ‘or txmctiom?iy within the M‘B
action; and the use of the direct imtimate method of preswn=
vtet:lcm‘ addrusssd to the individual listoner whose emotions |

- are wnhamperad by mass psychology andl own thgre!’nra be
e:zewvraged to a full and matural reaction fo the emotions of
the play. Go&p]sd with this insight into the posgibilities
of radic drame are rash statements liks "inrthing that is come
ceivable in his (ths drmmatist's) mnginction is capable of
conmplete s:@reasion and mw.gpmhmn to the Smagination of
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his worlde” [pedls) If lea had changed this o read “Anything
that is totally conceivable in tmng of sognd alons...” e
- gtatement would be perfectly oorrect. llg rounde off the
chapter #ith an eloguent plea. ™his thon is a new msdive for
drama, richer in its possibilitias tInn nry other medium
hitherto known, maiting for the drarmtists oho sball conosive
plays worthy of ite IHare is the dwmnd; henos comes tis
2upply?” (pedS.)

Chapters IV and ¥V are devoted to the tocimiqe of radio
playwriting. Ilee realised that owoyvthing must ‘b-a unequivoc~
&lly translated into and conveved by aound =- entrances and
axits, the actor who is spenicingg, 1»od, notion and scsnerye
Here he perceiwes the similarities betwen radio drane and
the "lizabethan Theafres The scerca “halevapesre indlented in
dialogue added to the beauty of the taxt and gave the play a
fuller significanos than many elabamie sots could over do.
lea sets forth %o methods for she ¥adio play —- Marrative,
which employs a Harrator as an introdnction and & bridge betvecn
scenes, and thn Self Contalned lethod,whore ewrrything is
inclided in the dlalogoes Tea atill ragards th mlcrophons
as an savesdropper svarn though he o wo its poguibilitics.

He aisc maintaing that "Plays of zotion nre probably more
successful by radio than on the utnge," (p.58.) & precept that
du Garde Teach, Ilamilton and mary othex radio dramiists
observed.

Len also oaW the sdvantages, inleed the necesity,of con
densmtion in vradio dramee In the throtre interest 1s diffused

beteen two senses, sight and ommi, sither of which my proe
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dminate, but in listening to a yadio play everything is sk~
ordinated to the perception by sound nione of ths thewms anmd
action, inducing a higher imagimtive comtribution YW the
listemer and therefore a better apmcdintion of the playe
 lea clsarly distingiishes thr 1istoning situntion of the
audience to a aﬁig‘ p.\a& mnd a yadio play: *The reactions of
the li;tcmr 40 & radio play are more sincare and true thmn
those of an individual membor of a thoatre anlonce .. The
1intener ocan abandor himself enti-sly to the ‘atosphers and
enbtions of a play whempered by cromd paychologye® (pp.68-70,)
ﬁe dra¥s no barrier bstwen the lintenar villing 4o mle an
effort of appreciation and the listenor #hoss mle desirc is
to ba snter! iined with the least posyitls inﬁsllsctﬁul discom~
 fort. les concludes the shapher by saying, probably as a
tait to prospesctive writers, that the beneflicial sffects to
%o derived from listening to mdio plava fros of the mess
paychology of the theatre will develop the charactor, Jdempen
one's povers of iugiﬁﬁaa and copvantration, widen one's
mt311§$m1 and emotionnl sympathies, nnd encourage oma %
love ove's nother tongues One is ‘enpind 40 ask whether,
after a hard day's work, ome is allowsd %o %e sutertainedsd

ILea i3 far in advance of his contempovawien when he writes
| of thes uses and ebuses of sound cffoots, The yoers lmcad-
Sately following the publicatiwm of Rndip “wnmm are almost
infamous for the mornier in which r+ %o writhrs and producers
explioited sound aft:oa:.'s. Sorlipt= were loaded with ramy

slonltanscus layers of sound and 39 moch pudlicily was given



e
v tue mmang of rodocing thaar it noises that tiw pubdbllo
smol looked apon (st ag s Mgy Jaime  oan foresaw the
Wou:ibility of exiranecus nuisas, and maintained that all
23 nd efacts cust be subordimtad €1 the nlay iteelf. ile
realised they "ahoudd bs ysed sparinyiye i ounce of
sugTostion 13 worth a ton of dnittion."(pedS.) oumd
effects must be élaarly astablizind anl entlraly fimctionel
for thclyr use to be Jjentified, dacnune taey sre mot alwys
as intelligible to the listoner as ¢ tiv parson wn
produces thwite ’

A furthor tesiizmony to en's m;;mmmva insipht 15 saen
in his Paorcenst of the Pultiple tudio st “ramatic Contwl
Tenal technique which influencad the form 323 yresentntion
of radic drars during its seomd stane z:.é‘ Jevolopnent. e
writes "e could have a military band tranmitiing through
ohe Microphnoe, & crowd acting as o iy crowd theougk a
second micropivne, and throud a t"niiﬂ, players acting =
scene on the seashors with sultnble moicmound effocts. 12
&ll these microphones weve artistically contrnllsd, a wonier-
fol picture could b giveh of the srgilse” {(Pa74e)

No doubt "sa’s book atirne el 'riy dritoras tn attenpt
rndio “ramae He ronlised the mtentinlities of the fonn,
get tham out cleardy and congiszely thnther ith en expoarition
of the basic technicues inwmlvel, €'ws orowliing g tinely
and inteXldicent zuide 4o this nor fow- of deame. iz dlae
of multipls zvudio pressntnti~n hixemin a »eelity but tis

adeice on the ves »f mouni effects rernd v} unhasded for many
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years,much t0 the datriment 62 rv¥in Tram, lan's theories
and ideas Were 2o far ahead o2 his thee that Dedio ooy ood

How to _xite 3t is still an authoritntive exoo<ition of the
tochnique of the radioc mlay.
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dve
Conclusione

During the first peri:id of wondonsting the niovorhods Was
regarded as an “eaveadropper® rathar Hian n rocise pedimm of
artistic sx~wession. Samrd “dweiny, {anchester tation
Dirsctor for the BIC wrote: Yeee the rirelsss play is sooe=
thing thnt mast give the inpreszion +3 the 1istener ‘eh;a{: ¢
is overhearing events taxing place srevhere or other in the
lives of individuals outside th: four wnlls of hig roome™(7)
Todey, the microphone ia juite legitinntely an cavesdroprer
in actualily programres soch as rone ;lsscriptions and the
broadcasting of rublic orchestral —.‘:\‘mmrts; but in és:xp’iq?ing
the =ame techinigue in oarly radio tlays the rezults were not
at a1l aatisfactorye Iater Sroratists roalisod that a nev
approach to the mﬁiml was rogaireds -’.Z'he Jagrse of their
sucomss cat be geauged from Val Glalgud’s cleim that the
mincipsl service to broadoastiny of ridio drama "eee has
not besn in the sotual plays it has mroiuced ut in mowing
conclusively that the appiicating of i apecialisad profession-
21 technique was not only necossary for a singic activity of
trondoasting, bot we desirable for the LYwosdeaating of
programes s a wholes® {8) ‘

In the minds of the listening public, and even ren working
in the mediun, radio was for s lomg $ine a novelty, & WY =
and it was 1ts "miracle” that rmde onc lisien. Rmythim ms
good bocguse it was "on the air’s  tar the firast fer years

writers, producers and auiienos becans more oritical, ne the
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novelty intreat of listening to the wircless gave way to & nore
intelligent attitude to what wns heing hrcadonste

¥ithin this pgyohological attitude thore sms another
barrier to the development and nwiociaﬁon of ratic drama.
Puring the first for years of broadensting, yrograrims con-
oenﬁratet} ﬁainly on news, music and tallzs, as it was folt that
" radio drem Was no more than a malteshift, sonmething that needed
sight and did not have it. The @?tri'ly of dramtists,
producers and listeners thought that ralio drama could pever
come to much, becauss they had been brought up to think in
terns of "peeing® rather than "henring" a playe Thus there
was an initisl prejudioe agrinst "sound " - it was listen~
ed to as # subatitute and ot smething exiasting in its om
right, This idea Irs remained widespread throughout the
‘develorment of the form and is #1111 prewnlant todaye

Ths first four years qr public ssrvice brosdcasting in
Dritain gew rapid developments both on the prograre and toche
nical sides. Iy 1936 over tw million hmas had wireless
ssts and transmission lasted fronm tan 4o é’-mlvs hours a ééy.---
a long period to keep an aullence entnrinined, .’s'general
ploture of the conditions amongst which ralio dramatic
~ producers and writers Wers warking, can he seen in I:hm-iéa
Corhsx' s surmary of the position of Yritish brosdcasting at
thi;:.\gamz

~

The radio medium was nov anid unexyilowsd; ths people
entristed with 1t in Jritnin had every opportunity
to try aomething new cvery doye (nly ons organise
ation was daing it, there ims no standard of
comparison, things were admired not so much because
they were dore well as bacause they wers dune at
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alle Iisteners sho sat clagped to hesiphomes

or opersted nine controls e work & primttive

louigpeaker were not likely to wo yarticelar

abowt style and findsh i jroduction. .. Dut the

wery fact that there wan no compstition -

thet if the G did mot do wything, British

redio oculd ot do 4t — wnkeas 1t sven wore

eiditekls to the plonmers that a0 jexch was done

0 soome (9) |

There were fow pionesrs in the enrly fomswmtive years of wudin

drama, partly becauss the squipment to prodsce it satisteciorily
d1d mot exiat, snd more ifugortent, beonuss the hmge dumand for
spending much time in exploratiome But gradually thers began
to appear “pare® radio plays ~- it is, pPlays shich cowis met
be performed in any other medime without completsly losing
their dimension. Also an sudisnce was stendily increaxing for
radio drama iargely due to the popular series "Saturdsy Might
Theatre”, for which R.K.Jeffrey my take much of the credite
Hig suoccessor, Val Gielgnd, aho took shwrge of the B0 Drama
Depertment in 1925 after a oheguared curser as a profoszional
actor, s»n Oxford Undergraduats, a Joummlist and a novelist,
s probably dons wore for »adie dvane. a8 & producer and
suthor than smy other man. Ho has beaxn responsidle for the
production of nearly every lupoevinnt ceamtwibution to the
MaamanmmmehMmsMaW
in his own arigiral radio pleys.
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v

TE SO ™ ™MID : 1996.1930,

i.

Outlire of the period,

During t"e years immedintely follodng 1926, a saall group |
of British authors and radio mroducers becanc conscious of
the fact that this new mediwn of corrunication had given rise
to a new form of drama which had yet to be provided :rith
playse After a number of tentative exreriments they realised
that what had becn considered radio's gravest limitation, its
lack of vision, made it a porerful dramatic medium full of
unexplored possibilities, and able to do things impossible to
attempt in tha thzatre.(1)

The second period in the develomment of radio drama can bs
loosely enclozed betecn the years 1926 and 1930, although
many plays which properly belong to it ~‘ere produced aslate as
1934, This was a time of enthusiastic bhut uncontrolled
experiment, for during these yearsy, the techmical machinery
of radio drams was tested and its ingredients Pixeds & now
technical invention —- the Dramatic Control "anel, with its
components, multiple studio proiuction and remote control ==
captured the imagination of producers, Who began to take .
uninhibited delight in working out novel methods of uzing ite
As & rgsnlt the tochnique of the radio play wms exploited at

the expense of its subject matter, presentation was oxalted
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above inherent dramatic interest and produéers regarded the
interpretation of a play and the handling of actors as less
important than the mechanical gadgets rrovided for theme
The end of radio drams was alrost forgotten in a wild excite-
ment with the means.

Por the crigin of the Multiple 'tudic technique and the
Dramatic Control Panel the most authorative source is Val
Gielgud, whose enthusiawuy for these alaborate mothods faded
a3 his attitude becane nore critical in later years:

The origin of multiple studios arose, in the first
instance from the fact that, in {ue earlicst stages
of broadcasting play production, it was recognised
that a caertain amount of iiusical background could
vlay a very important part, and thot, #ith the
liited size of the studios available, it was
impossible both fron the point of view of gensral
balance of sound, and fron that of the camfort of
actors concerned, to have both the orchestra and
cast in the same studiose The actors could not
hear themselves speak and the problem of engineer-
ing and balance was almost insoluble, Thersupon
sane ingenious perason conceived a method by which
t7o studios should be used, one for the orchestra
and one for the casty that the sutput of those
two studios should be rmixed at some central poiné
and then transmitted as a wholee(2)

The cenisal point was a room, usually several floors rewov-
ed from the studios, which housed a wochine Par nixing amd
regulating the output of up 4o nine studios. This in turn
implied a person to work it == the yrroducer, who, after re-
hearsing his play, sat at the pansl deciding the mroportion
of each studio product to be {ransmitted. The vroducer
could then control the relative balanca of the ingrsdisnts
of his play by placing his music in one studio, effects in

another, and actors in any number of oth r studiog, thus
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preventing them.rromv blurring and getting in each other's way.
Studios with different acoustical mroperties could be employed,
fading and tempo could be regulated, while the producer cone
tacted each studio by a cus light,

There Were many differing opinions as to how the panel
should be useds Val Gielgud regarded it as a centralising
and mixing unit, a machine ¢o weld the output of several
studios into a single whole, operated by the mroducer, On the
other hand, Lance Sieveking one of the most enthusiastio
mhentas with radio drama, regarded the penel as a
delicate mnsicél instrument: "ess all the world of sound is at
your beck and call when you sit dom at the beautiful instru-
ment — the dramatic control panel, and if you play it with
inagingﬁbn, with gkill, with mastery, you can m'ezite |
innumerable evemts, emotions and movements which would take
thousands and thousands of words to describe.”(3) Of all the
redio writers and pﬁ-odnews of this period, Sieveking is most
easily accused of putting the means before the ends

The BEC producers were pioneers in this fisld, Otber
countries, such as Germany and U. % A , follomsd suit, but soon
abandaned the multiple, in favour of the single,studio tech-
nique, in which the producer followg and directs the play by |
gestures from a gmll gound-proof caontrol room ssparated by a
window from one large studio in which the whole cast is working,
The greatest advantage of the multiple studic method is that
during the last atages of rehearsal, the producer works from
the "point of ear” of the listening puﬁlic- and not from a
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control point prejudiced by physical sighte The play comes
to him in exactly the sawe way as it 1ls picked up by the
ligtener in his home, Gieigua considers 1t hard for a
Producer to dissociate whs.t he sees from what he hears and
to be @inﬂumoed by the phyaically manifested éersonali‘kies
of the actors; therefore it is better to hear it all Qig-
vassionately from an "Olympian height of detachment.”

A@inat these arguments, isolation robs the producer of
close péi'sonal coutact with his cast which cen often make a
vast difference to actors who are not playing to an audience.
Nany producers are dependent uron the 1if% they can give to
an actor's pei'famanee by their reactions in the contxrol
boothe This method of zg‘oductibn is now -sta.ndard practice,
except for plsys which require an unusually large cast and a
live orchestra. Nearly all sound effects and music are
recorded, s0 the producer in the control booth can regulate
the activities of the effects man and the studio technician,
as well as parsonany‘direct' the actors. |

Many plays written between 18206 and 1932 were impossible
to produce without seversl studios and the Control Panel,
including nearly all the plays of L du Garde Peach, and
those o%" lance Sievekinge In Jears of the Tocust, Val
Gielgud describes how he produced Patrick Hamilton's radioc play,
To the Public Dangexr by this method. It tells in a steadily
increasing tempo ~f suspense and action, the astory gf three
people drinking in a rosdhouss, going off in a car and driving
more and more wildly until what had begun as a drunken frolic
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ends in diazter and tragedye Dialogue, motor car mund effects
and atwospheric mizic were of equal importanes in the play,
20 Gielgud housed each of them in a separate studio, and wms
alvost contimiously blending the three studio outpuls as the
teupe increased from the begiming o the play to its texmribls
climax. |

Second in importance tc the mroducer during this second
period of radic dramm, wes the somd effects an, As the sube
Ject matter of radio drama expanded, the nsed for wore snd
mre differcut {ypes of noise nlsn increassds SJound effects
only came into existence with the birth of radio -- music and
- dialogus were alresdy there hafore it began, Bo i% wag inevit-
able that this novelty should grip the imsgimtion of all
thome assoclated with the radic play. It was mot lomg befors
the impowiance of sound effects was magnifisd out of all
proportion to their true value, and producers felt obliged to
inject into their plays avery operning or elosing door,; every.
footstep and lighted match, whether imslicit in the script or
not, at the gxpense of much ingenuity and hard work - only tco
often to end with the utder sonfugion of the listener. foom
| tha artificial mearns hy which these effects were moduced bsgan'
to attract the atbenticn of the outside public, as magasines,
BRC Annuals and books published fantastic stories about scund
effect otudics, and printed photographs of the peculiay things
that went on inside them, Reminigcing about asome of the
intriguing chavacters in the early days of the BIC, Maurice
Gorhan mentions Rryaw Michie, the firat M'fécst‘a man,who e
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built up effects from & gkeichy yoomful. of odd rrops to the
sumptuous studio that was one ¢f the show places of Bresdeagte
ing Housesso® (4)

Soxm& effeats were nmews long bafora the radio play was teisn
seriously, and the remlt of_ all %ixis pudlicity was enything
but beneficiale When the sound of hormes case inko a Play,
the listenaw's attention was not directed ‘o horses, bud won~
nut shells; am avalanche and the listoner thought of a matoh-
box being crushed clese to the microphone; & trein and the
listener comjured up the picturs of a maxm yushing roller skates
in a tin bath tubs  If less publicity had beon directed to
the synthetic mthods of production of sound effects their
dramatic value would mot have been weskamed. It was mod until
the practice arose of vecording them that they lost much of
their glamour,

~ During this period many plays weve witten mot becsuse their
authors had something genuine to say but becauss of the
oppertunities ﬁheir themes gave ths producer to display his
virtuosity in playing the Drasmatic Control Pahel‘, the nusber
of ingenious sound effects thay mq&zh’éd a0d the nusber of
studios they kept in operation. Unforiumtely thouss factors
were of tem the criteria or which a play was judgede The
best and worst examples of mdio drams in its second psricd of
develomaent are to be found in the work of two dramatists,
lance Sieveking and L. du Gerde Peaoh,



&8
ii,
Isnce Sieveking.

Iance Sieveking Joined the BRC in 1924 as Assistant to the
Director of Educatiomal Broadmsts, after a waried career as
a Journalist, editor, actor and aviators As the BBRC's
activities expanded over the next fow years, Sjeveking took
part in ploneering many new types of programme, including the
first running comentaries, and in 1925 he produced his first
 radio play. He had always been an.enthusiaaﬁc and somewhat
pecgeious eiperinanter since the age of six when he began
writinge In 1924 a novel was published,with 1llustrations
by GK. Chesterton, which he hid written when $hirtsen. -
Sieveking alosely followed carly develomeents in flying, he
produced the first television play in the world, he adapted
for radio the first serials, and later turned his attention to
the £11m, |

Sieveking's appearance was no less ranarknble than his
multifarious activitiese Writing of him in Sound and Pury,
Maurice Gorham says, "Lence Sievelring was there before me.
He was then the tallest man in the BBC but for Reith himself,
and a flamboyant figure he was, thundering on the telephone,
gesticulating wildly with huge hands that knocked over every=
thing within reach, alwmays pioneering, starting endless
experiments, some brilliant, some incredible; the irresistible
amateur working in a field where there were, as yet, mo experts."
(pe25.) .In his book, The Stuff of Radio, Bleweking openly
admits that it wag the experiment, the lowe of doing something
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that po-on2 else had dons bafore, which attracted him to .
One of Sieveking's earliest radio compositions was The \\
. NN
AN

Seven Agas of Mnchanical Mugic first broadeast in 1928, Ale 'y .

though not'atxiictly a radic drama, the programme ia Wp:.mi of
the emphasis playwrights of this time gave to the means rat't‘:er‘-
than the end, Simkimg explains "I wanted to yley a number
of music machines in a suitable and, if possible, amusing "_k
context, but mot o do an illustrated talk of & kind to which '
the public were alresdy aceustemsd in 1926,% (5) This context,
or method of presentation, is a dramatic situation in which
%o pracocious Victorian ehildren and their Papa wander into
Pthe Cave of Mechanical Nusic" and meet the Junior Assistant
to Pather Time, who plays to them a mumbeyr of 0ld mechanical
musical instruents, explaiming the origin and history of
ench onees The framswork of Victorisn dﬁalogue is humouwrously
exaggerated, but never obtrudes upon ths plsin, preciass,
' descriptive narration of the Acsiatant. '
The Seven Ages of Mechanicnl Music is ane of the earliest

examples of the feature progrsmme, which employs dramatic
techniques of character and dialogue %o illustrate 2 theme
based largely upon actuality. Sieveking brought to light a
semi-dramatic form which was later extonded usefully and
entertainingly, rroviding radic with some of itz most succosse
fu) programmes.

On Novembsr 29, 1928, Siewsking produced Love, the earliest
example of the literary feature, a type thnt has since beoome
very popular with Third Programme listenerse &éveldng's plqv’
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or feature ~- it is ot always easy to éis{;inguish the two -
"eee ousistad of a sories of dramtised examples of diffarent
kisds of 1979 = lowe of a pavsom, a Wowl o an 1des and so
éng W exanplas were David, Dante, on Quixcta, Mlas the
Second, Maprleex, ¥ordwworth, Floremee Eightingnle, Robert
Brouning and Volt Wnitmam.™(8) Juwdging from part of the
Browning epizode reprinted in The Stuff of Badie, it would
secn thet the sequences ars 200 short and sketehy to allow
much depih of analysis, yet they do show clarity of idea apd
presentation, s minimua use of sound effects and éi.mp‘lé But
effective dinlogues

Sineking attorpled a legs sucoessful whristion of the
foature yrograms in Tue Bnd of Sevoy Fill, a Gergantun
effort whlch yan for over two and 2 half hours on Mey, 14,1932,
It is, éieveid.r:g tells us i the intweductary marratios,
"eee & panarims ef tho years 1922-1932 ... an historical
| pageant m asounde Tho conplicatsd proceas of 10 years, full
| of ‘sxgerifwmts and shats in the dork...* Then follows av!wge
aumber of siort sequences of music, dramatised actuality,
and recorded broadeast extracts, oll linksd and explained by
tiree narrating volees. The fow sequonces published in
Ihe S4uff of Radip are inmmfficient to gauge the dramiie
effect of the whole progpmome, although it must certaimly heve
overwhelmad, if not confused, listenera in 1932, The tech-
nique of go’ng Beek to vast years = ithe flsshdack —= has
beetnae very populay with the film and radio where it is employed
for mauical, historical and Iiterary pursoses in the feature
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and radio d@ramee The lsssom to be lemmt from The Bnd of Jawoy
Hil1l 413 the walue of clarity snd simgilisidy, of 0t atbuxpt-
ing toe mich at oncs. Tvo Mours of Meweking's showrt but
profuse intwrlades would be a test of the Listener® s sudiranes,
intelliganon and mmnmtw '

on Pebruary 14,1951, is amother ssi-dosmentery programes

dmrant\an are ongugsed in the pureult of pleamwre st Jiffersnt
periods of British histeey, and by wewnm of drematised
sequences, sound effects and mizle, Sieweking illustrates the
elaborate pleasures of civilization i ontsr to prove that sll
these ge. for acught and there are oxly four haxic types of
Pleagare — oating, drinking, singing sal meling love.

As an exmple of the wild pwofusion of sort uqﬁnmgsa,
cluttered with effects, musis, marvetion asd dislogus, the
tblloving episede iz typleal of the whole:

Jom: Ve mu}.dgc:&wa m:*m omy zona:m»
(xrtecta: Aewplm

or ge ice skating.
(Commopinre: MJatwrs' Falts)

or %o a boxing metol at Albert Hall,
{4 Cramophones: a preat choer, etc,)

n, "A Tavcionl Mrsdon) Pentagy with an idea,
. with Yook, musie, lyrics and production hy Tence Sisveking,®
was first brosdeast om Aprdil 15,1932, The production reqired
six studios <~ a larges one far the archeslra and singsrs, ad
occagionally gome of the cast; +w smllaer ones for most of
the action, an echo room, an effects studio, and a gramophone
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stulis. From e resding of the play it s difficuls to imsgive
axy one of them having been off the air for wore than a minute
at a time,as the play is such a glorious rdxties of seenes,
scene changes, sound effects, musicel dialogus, singing aed
musical continuity, that the producsr must surely heve had the
time of his 1ife at the Dramatic Control Panel,switohing his
studios in and out, turming the volume up and down, coubining,
disentangling and sclactﬂig his ingredientse But for all the
confunion Arvest in Africa would produce in the mind of tiw
ligtener, the play is important as one of the earliest "serious”
fantaglies -= a form which has simos becoms enormougly popular
in mdig and reached its culmination of artistry in Louis
NacNeice's The Dark Tewer, Bmth Plays emplay the symbolic
quest as their bagic idsa: 1in the lattexr it 1s the comtinwous
quest of & man against the foroes of evll, while in the fommer
Sisveking ironically treats men' s search to £ind his true self
in a hostils and apethatic mrld; | Unfortunately he did not |
raslise the wmlue of simplicity when treating a symbolie
theme,and the musical comedy approach tends to obscure the
main issus, rather then clarify ite "Axregt in Africa", an
anonymous review stated ip the B.B.G Year Book 1953, "unfortun-
ately lost its way in the equaterial Jungle."(7)

In "Some Remarks" concerning the play, Sleveking set down
his i'de#.s on radio fantasgy, revealing that neither he, nor any
other radioc dramatist at that time,knew very much about it
He calls fantasy "the vers libre of drama” and says that i%
"ees has fewer rules than any other kind of drams.” (8) This
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may be true in respect of the relation between the story and
reality, but in the presentation of the stary itself, the
rules-of clarity, simple treatment, avoidance of everything
which may obscure the thems and the axigesncies of psrsusding
the listener to sceuept the author's line of thought,are more
aifficult and exacting in radio drama tham any other forms

Sieveking divides fantagy into four categories, mo doudbt
intending the reader to place Arreqt in Africa in the first,
1. "The product of an Artist choosing fantasgy as the inevite
able form in which to express an idea”, This is true of
The Davk Tower, a play with a strong oenteal idea that could

not be exprossed more Toroefully and effectively by any other
meanse With Arrest in Afeics the sirength éf» ﬁevekimg"b
ceniral idea is seriously wsakened by his emphasis om its
expreazion through an over generous mixtura of words, mausie
and effeotse

2. "The Pantasy of a good mind taking the Iine of least
resistance, but putting enough work im it to make the
characters of a genuine significance to body forth a genuine
ideas” The idsa of Arrest in Ag'im is genuine, 1ts author
doubtlessly possesses a good mind and its characters are of
significance, but through inexperience and lsck of precedents,

Sieveking did not choose the most effective means of expresxzion
Or presentation. 'The musical comedy treatment is largely
extranecug == probubly to Sieweking, a line of least resistance.
Se "Il Fantasy of a fairly decent poet without anything
particular to say at that moment, #ho lets his mind *'run on'
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almost in the mnner of a apirit meditme.” Strangely encugh
this s & perfect description of Maolelos's ¥ ;
4e "And the fourth degree of funtayy is the comomeste It is
the product of a silly mind wiich thiuks that o be ineomssquant
is ‘clever’ . It couldn't axplafy or smlyse the affalve™

It vas this typs of fantasy which produosd the Waztime Varisty
Showr "TBH" and many similay yrogeamoes whish have followed
alemg the sme 1inese. Thase ars tie most popular of radic's
ropular art forms. | o

Arreat in Afyden, Steveking explaing, was partly on effort -

> introduce hasour into nafis mmms, something which

‘hed been lacking up ¢o that time. But Sleveking® s hmowr is
mmiitoble becruse it is essentially of the stage and also

tends 0 be literary and clsvere He tries to de intellectusl,

. Nis dialogus doss mot sparkle. Radlo demands a more intimte
 4ype of humowr peculiar to 1teelf and *ITHA" was the first to
mmais. Stege comedies, as distinet from farces,
ueually need a great deal of adapkation for raiic %o retain
their husoure Speveking eould xst be axprated to know all

Peg) I3RS DAYAe

Pirst Yrondcast on Hay %4, 19354 Ha renlised that the wype
of fantagy 5 ,G.Walls Med 20 populavissd in his novels was

1deally suited to radio, and that drasatis treatmnt in a
medivm with such freedon of movenant through time and spacs
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2ould wresant “selence fiction™ even murs effectively than lig-
eratmres This z\lay- %ells of a yourg was's mia sxpesrisnce
of am unplensant svent in the Putkame, of his efforts to prevent
it actually happeming im the moxmal sequemes of time, and of
the compir gy of fate in ordering wireumstances which, large~
ly ¥y chance, cauge it o hapnems

| The treatwant of time is sxtremely clever, and shows the
degrss %o which Sieveking appreciated the pytentialiticg of
radic drsma. He uses the simplast, yet the most effaective
meang of envaqinting ¢ime - the impsrsonal marratery he
pmm‘m the riytanie exprassion of ths 13’ s mental dlacxder
b misic snd choral effocts == a technigue which s adopsed
with great cuwss by !Ey?m far&rmiie and mery other padio
dramatista; and he achisves wmusual affects by placing his
charactsra in diffsrent acousticss The dramatic sequnoss
are lomger and mors mbsta.nﬁsai than those of his sarlier plsys,the
dialém/aljirp', clear and straight to the point, and the plot,
fantaatic dut ao Xogically worked out that coincidence ssems
like imevitedility., Of all Sieveking's Playe, The Wings of
Xhp Momning could Best stand repetition ¢o moderr xadio
audiances.

Ths ten adnute wadio plmy tas never best popular in

England aithough 14 has enfoysd much success iz tho U, 5 A.
Sisveking' s The Sea in a Shell,Pirst Brosdcast ok May 54,1934,
is a good exaupie of what con be done withdm a vary confined
time limift. Fo uses five charasters whose volces are well
d rroventiated and novanents olear, wirilo the idec is briefly
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but firaly ststeds Yet within this ton-minute drame, tivee
stvdios were ussd, and al ke siage thers socwrs a 'bm dusp
sontage of sound affsctis, music axd dinlegue,

Sieveking' s v most important pisys, both from the yoing
of view of his om status as » Srematisd, and for the wide
iaflusnes they had o later drematists, ave Kalaidoscepe I,
which he produced on September 4, 1928 and followed W a ssquel,
Ealetdemope II,the mext year, ani Intignts Snepshots, which
ba moduced on November 22, 1929, '

Sdeveking rafers to Eales I a3 " a »hytin reprosent-

' fng the 1ife of mn from emadle o graves"(p.2L) It im m
2 play in the striet sense of the word, o mtech as an aural
composition designed for performsnce i n radis produces p‘hyv
ing ths Mremstic Control Pamel, or what Roger Manvell aptly
© degoribes 2g "eee & reciial of words, musie snd sounds, 2(9)
In The Stufl of Radip, Sievcking dves attention %o ths
. aieficulty of preparing radic waripts for ths printed page awd |
of conveyiryr ¢o the listewer even a nexr approximation of a
pursly aural pexformance. Kpleidoscooe I suffers fn this
raspect more than any otiewr play, =0 the readsr can only
imagine what its effect must have been on the listenar. Referre
ing to hiz om profuction smipt, be 3213 *T mag 211 in the
air, Only about twenty per cent of what wus heard wes evé-*
05 papers” (1:20.) |
Af%er reading and hearing vadio ploys written whan the value
of econowy and simplicity bad heen discovaved, Egleidomgcus I
appears to have been an axtravagant and wildly exuberant
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Llurxry ané pmtls of somid and muglec - osessdonslly intermpt-
od by Ginlogus. Sleveldny sarries forard his story of |
"Hen® Wy llunstraiing each sthge i hix develspment by a
dAfferent arcay of symbolic eor mmaminatimal episodes,
according tu shether ths "Cood"” or "Ead® influence i hoing
pacoexeful in direciing YWis actiens, By ths uw of gy
studtos and the Dramatie Control FPenel,Beveking was akle to
employ music, peetry and olher elfects az meolagorists in the
ubolic trestmont af his theme, and the permersl affect ws,
fo doubt, similsr to the expressiomietic wtage Avaza [dowesr-
ad 'by“&sorg Exniser and Bmat ‘.!‘93-.1@. In the Stuff of Radis
Sleveking describes his thoughte and feelings dmring the
préductinn ¢of Knleidasanog .- I on *tha avening of Feptenber 4y
1928, He gives o vivid iwpression of ithe intricpey of 4he
Play as w2l os Rix own smense of ams:z.an, ard his sntivizisem
for what b Nayx was ths mest significent event im hig lide:
"fithont consclously resding the drectionz on my scriph I
faded the tihy s?oeﬁ,‘mll matehas out aff the harisun, ané
wiped the marrator off the mp wiih the Jinger, and thsn out
the mugie off sharpiy... Génﬂy up the long; coeopoendo of ons
orchastya in yparspaciive bhohing anothore Mew 21ick Studio 2.
Fow Stvlio 4, Now Mmber 1, Cross fadal shi Thai's the
Y. "(Dpe2i-2%) A mail evemyle muffices to ahow the iae
credibie complexity of sound mﬁemé Yevaking conceiveds

Piamwm: Chopin 17¢h Prelnde. |

Quintet: "Er Quesn”

vlh»nae Bandt "Becenirio!
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(Pade up Orchestra (4th.Movenent of_Beethﬁm's Hthe
Symphony ) == Pade downs)

(Fade up JAZZ - fade down, ) |

(Fade cut effects, speakers, plano an’&'quintet.)

(Fade up JAZZ to Maximm, etc., etc,)
The overpowering effect of this production on those who heard
4% is not difficult to imagines People had never Before heard
anything liks it =- here was radio doing all sorts of mk-
able things which could not be done through any other entertain-
‘ment mediume But sievelclng, wont to an extracrdinary amount
of trouble to express something which would, no doubt, have been
more effective had' the means of its a:qréssion been simpler.
- But the importance MW cammot be over-estimatede
) In 1% Sieveking 11lustrated nearly every sound tectmigue
o which eould be emplayed in the presentation of a radio play,
and sven those parts which were confusing showed later
producers what to evoide This play s amongst the Pirst
ganuim ereations of radio, and stands out as a landmark in
the developnent of expwessiunistic drama for the microphone,

The following year Sieveking wrote and md‘qeed Kalsidoscope

II,_ this time a rhythm representing the life of "Woman" from
ﬁw cradle to the graves 1In it he axployed cmetly the same
_ technique as its predecessar - a host of minute sound sequence
made up from a minimm of natwralistic dialogue, a profusion
of sound effects, Juxtaposed gymphonic music and jazz,to
suggest or 1llustrate mental con;'liot, togather with a comw
; plicatga,"imymssionistie, Barration..
Sieveking's best play, Intimate Snapshots, first troadeast
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in a one-hour version on Novesber 22,1928, and the following

year reduced by fifteen mimites, is naatly labslled by the

author "Genre: Radio play eoumséa as much of sound effects

as of words; haeﬁu'ianl sound-pancramna."(p.2680.)  Although |
‘the second version Was simpii.fied, Both productions used |

five or six studios, placed great emphasis on Dramatic

Control Panel work and im using mearly all the aural tech~

niques of the two Kaleidoscopes, 31d much to enlarge the

' scope of the radio playe .

In coméé’cian, JIntimate Snapshots owesn something to v
Plandello' s Siz Chisrapters in Search of mn Author, Two mem
are engaged in an argument in a club, about whether people
working in everyday jobs are completsly sibject to the routine
of their lives, and as examples to serve their arguments,
they use the characters of the play. Ome protagomist argues
that life iz nothing more than an empty, meaningless
rapetition, and that men and women should do everything they
oan to escape from its mnoﬁony. His opponent takes the
opposite view, maintaiming that there is no escape from the |
outvaré x;opetitiaus, but these ars no more than a meaningless
baékgmunﬂ to the real experiences of life, which he says, toke
place in the mind. The examples quoted by the first man coms
to 1ife as individual charaeters — a ticket-collector im a
London underground, a charwoman in a girls® school and a
newspaper reporter, After sm-ﬁ.ng the gecond man's ease,
the characters them procsed to jJoin in the argument themselves.

The play comprises a series of static matvemlistic Mﬁm, .
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interspersed with expressionistic devices which do net always
‘blend together as finely as those in Cuthrie's _Squiprel's
Cage, and consequently often sound incidental rather than
atructural, Slewsking tends to place undue saphasis on his
wessags (that character is fusismental and exviromment super-
ficial), and his determimation to ecomvey it to the listener
mpkes him more a prescher than an artists. Instead of
presenting his picture, inevitably coloured by his selection
of characte and incident, then allowing the listensyr $o draw
his own inferences and conclusion, Sisveking deliberately
waights the Balance %o one side. He strikes a very falss mots
when his tielwt-eoliectu' intentionally, it appears, cemes out
of character and armounees: ‘“What matters is the development
of ny personaiity..;“; ‘and the charlady: "I expect the
shouts and applause of the fashioneble world and their hollew
insincere adulations would begin to palleess” If thess interior
momo lngues, in which the charactsrs artifiaeially express their
inmost thoughts and feelings, are exaaples of expresslonistic
technique, they do mot ring true, any more than were they
intended as naturalistic speedch.

- Antimgte Smapshots displays the wery marked influsnce on
Sieveking of contemporary develomments in the filme He adopte
ed the techniques of slow motion, visial perspective, the
olose-up for physical er psychologieal emphaeis and spacial
relationshipe between camera and actor, and applied them with
considerable success to a purely bau;ml dremae But in all
his plays, Sieveking's adoption of the cimintic. tedmi-que of
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telling a story in a hoat of krlef Sramatic zequonces, i3
altogether too wmeriticel and shows mo weal apmreciation of
the fact thak an sural ixgression tales longer to areste its
effect and requires mors comcentration from the sudience,
than does a visual impresaiem, By intreducing ‘oo weny

sequences and sequencs trangitions, Sieviking confuses the
listener by asking too much of him, and destroys the
contimiity of his plays by making it almost impassible to
develop theme or character very axtemsivelye Iater drames
tists learnt from his errors., the value of creating sequences
long encugh to establish their sffect wahwriedly snd
unequivooally, without placing too great a strain upon the
lstener.

It is not so diffioult to forgiwe Sieveking's shortoomings
~ in Intimpte Snmpshots, becsuse the Tlay Was a deliderate
technicel experimsnt, and,as the avthor explaing,®..e I veally
became far more interested im the ‘musical' shape of the
whole play than in what 1t was setting out o ey." He s
carried away Yy "The close-upe The repstitive idea... The
sudden appsarance of actumlitysee And the weaving tegether
of a doxent stramds of sound which all cams to my centrel point
from differcnt places..."(pps305-506, )

The influence Sieveking had on sibsequent radio drsmatists
was clearly fereseen by a contemporary eritic in the m
Review, who, deapite a siggestion of intellsctual smobbighness,
did appreciats exactly what Sleveking was trying to do: "Who=
ever wishes to keep sbreast of developments in dramatic radio
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ﬂeaﬁmﬂ-@s mrst 1isder to the vivid e:g.pé‘emm%ﬁ it Mrs Togee
‘Sieveking flings over the wwesigting sthere Thay have
. Smpoxtance, ibst ople lute theme Thay are tos bothere-
gome for the ordimary ldstener, %o childish for the
intellactuals. Dot the inforned expext Ws their worth.
I am almost eartain that by hmnim; T 4 Jovaking experie
wens yem eould forecast the trend mﬁ’.e‘lm«smsmﬁ im dramatic

| radio technique for thr next six mpnthm."(10) |

Slevexing, mors than any other s&éig writer ox 'psoam of |
his time, vealisad the pPotemtialities of radio for vivid,
unupusl end striing mothods of presesting idsss, He
'apmesiaﬁea 1%{:&:&50:11 over time and gpace, the posaibilities
 of Pantagy, the effestivensss of music and of pure sound for
emphaais of wast is said or for sgying things without wordse
He s a otrseless fnmovator in this fleld and ws the Cirst
to experiment vith the impressisnistio dsvices of Jurbaposed
sound effecta, different studic acoustics and tho reratitien
- éi'v linss or even sosvess Abovae a'll. he mamﬁa&.ﬁmﬁ
the mlaroplons was scmething €ar wove vital than A Gaves-
droppér; 1t was an dastruwnt of artistic preecision and
m.pable' of infinite wariatior. '

o other drsuntist #a sore in such a ahort peried o
advanoe tiw soope and %edsmi,éue aof the radio play then Lenmen
Sleveking. IDalamon ihe tan varzions of Kpleidomcope

of his Iwnevatisns in form and techrigus hempe standard
oquiment, rot only for the wresentaztion of radio Grama, but
for the medits ns a wholee Other dremniists adopled his
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jiex ]
mﬁmﬂi} itk far awe secesE, bus ho glzomed they t&. m.
Nevekiing s o ceaslens axpuariosntor with radio, Siim,
and am 900N oS M arpuared, fcleviiexm, e wag the radis
coimdergerd to Pewss Clady and MM’ Iopur in the Yyench
avent garde {Ilmy wsing mawies of awwal Bngay viere they
used Yiamd Imsgerys "The welue of § mxmag 8 tlays,” aald

Roger Meanvell, who diamdoses hin a ZEttle pevempioeily, “was
that tiey emptind the hax of txicks on e mursery floor and
shoved the childven o 1ittle of what oould be done m:h
ﬂwm""’ﬁii) He wrote tgﬁsf redic plays wose SGuetie value

 hame cutlived &.w time, Bt as ) imecvata m:! exgl@zeas in

& 1w unfuamilis zau.m, ke opmned up the sey wnd m:‘“ f:he
COUESO *wf nearly ewy radis play ta&t s sgirees bs&}. wid t"eea.

(12)

Sievehhg bm‘-. I}g Stulf of Hedfdo s xx*it*ﬁan w |
published e.;ii a‘ac bedght of Lis .zuﬁfmhém for the r*&&ié 1:&@.
In 1%, bhe sst out o censider xzzibma.z.y the wriow 3adlo
{vagxm&e&s of ki day, and te dsesser what o foras this
mod b hed haugd W tha aris -- in a‘;&w vorde, ‘?;a disovver
whot vas the froe "atufl of radic”s Muglie, the talk, the
dproripiu aér&versa%icn. the 1uming conmentary are, Sﬁsﬂa&&é

cladus, all travendited by radls with omy slight adifieations
eza the way they wors twranmaittad befors zadioce These axe not
ths lpus “stufl of radio”. | Taers ic oly “one goxs of
erranged scunds diak is iﬁeﬁlﬁ&iﬁ and istogrally e Tetull
of rafic's The Radlo Play end ths *Pas trre Progeae’ are of

tuls genvce"{pedSs)
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After congpidering radio drama m more detail, Sieveking
- narraw;s' domn his definition of the true "huf{ of radio"’”
o Sound Effects — that is, all nolses exospt spesch and

- mugice Thess two ingredients ofj*!‘:he radio play existed
before radio,but ..o the Art of patnting with pure sound
iz a new thixig, peculiar to radice" Sound Effects, he
believed, should be treated as of equal value with speech
snd mugie, and not simply used ag background to the dialogue,
or something added merely to provide greater realim. | |
Sieveking was the first to épﬁreeia:ba the economy of effects
for evoking mental ané emotional associatiéﬁs of many kinds,
but the trouble was that he tried to evoke %00 mny too
 oftenm, whila many of his effects meroly éuplieated‘ what was
already stated in the dialogue. He did rot realise that
4f an effect can be omitted without loss %o the play it is
~ far better to omit 1%, as the fever effects there m-‘e', the

1 greater sig)_.iﬁcan@‘ they mnst possesse Im offect must
always express samething definite,and register in the |
lisiener‘s mind inétam:anaous],v. For this ':easén mogt drama~-
tiats today indicate i_»r anplify an eff&et in their éialoguel
leaving mo shadow of‘ a doubt in vﬁze listener's mind as to
B what 1t means. = Sleveking's insistence on effects as the
trus "stuff of radie” resulted from the work he himself had
- dome writing and producing radio mlayse The trus "gtuff

of radio” in so far as drema is concerned is the blending of
‘dialogue, music and sound with the greatest economy to signify
~as much as pqssibla in termas of pure sounde
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The Stuff of Radio is not only a penetrating study of
radio dramatic techéique but a revelation of Sjeveking hime
self. He was a man ahead of his time in every may, full
of ideas that must have been incomprehensible to his
.mntanpdraries, and are now an integral part of modsrn radioe
The book is in parts mioué, humorous, fliprant and oritical,
as lm d§seribe8 the production of his o‘m plays, in relation
t0 mdio as a wholes In several passages, explaining why his
initial enthusiam for radio drama waned, Sieveking laid bare
one of the most salient features of the radio plsy - ita -
empherality. Reminiscing sbout his thoughts the day aftar
producing Kaleidoscope I, he wrote "My great expsrience was
over. There was nothing left of ite I realised at that
moment the terrible flseting mtuia of the medim 4in which I
. workedees '
 "How s0l4d a structwre I had seemed o builds Yot the
whole of ny complex lovely picture with its wolces, its
e&sﬂes, ifa landsecapes, its musics, its men and women had bsen
A’.pa.inted on the understde of a clowd with a bruah:!‘ul of irides~
oent vapauz-"(p.%) He explains that the plays reproduced
in hig béok were the true stuff of radin ~~the only thing to
do was to huar them becauss "ese What's left is nothing more
than the directions on the 18ds The beautiful Romasn candles
and rockets went off years agpe"(p.383.)
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i1,
L, du Garde FPeach.

L. du Gards Peach iz a mrolific dramatist who has written
over four mmdred ?lays for radio and almst as many for thev
stage, Um:l.:!.&:;: lanc Sieveking, he mas mt.a Hembzr of the
BC gtaff a3 therefors did :ﬁt produce his own work, This, -
in all probability, allowsd him to tske a more objective
view of the rolationship between content and fechnique in
radio drama, coasaqmnﬂy his work shows a definite mataring
aprrosch frqm an over-emphasis on the “How", to a serious
médera.tﬁms of the "Phat"s Introducing his radio plays,
Peach said "A atage play moed mt be about anything in
partioular s long as it $ells a story, but a zpod radie play
. must have an ides Yehind it. | Where there is mothing to
look at, there mist be somothing to feele.. a story is mot
emugx, there must be a themas"(15) Although this iz to0
svesping a statement to make ¢fradio dvams in general, it 1s
a good dmecription of Ppach's own playse He did rot aiuw
then to becowms disonrsive, now did he exalt thewme at the
expensze of dramﬁ;: interest, but they all contalm a gerious-
ness of tﬁanght which mekes theik Moty only important sxperi-
monfs in 2 new form, but firat class radlo playse

fne of Peach's earliest plays was Ingrediont X = ‘a. Kerden
of paradise for the sound offects man and the control panel
ocperators Type author cslls it a play of "The City, the o
end the .Iimgh.", and pecked into one hour®s duralion are forty-
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two short sequences, alternating between a Board Romy where
Company financiers talk of contracts they have made for
ranufacturing synthetic rubber fronm a mysterious Ingr:edieﬁt X;
'Y Jtmgle in Afyrica, whem the men obiaining Ingrediont X ave
fighting hostile matives; and a ship containing o vital load
of the suba‘baneé, strugeling against o atorm at sems The
story commecting the sequences is zh,_ht - the fimanciers
must have the vital shipload or loms a fartum, hence they
mugt also have the ee-epemtion of the natiwer where Ingreiien‘k
x is gnthereds DBut the ship ia los% st sen uhille the patiwes
desert and the white men seeking the ingrédient meot hostile
natives in the bush and are :kmm.
 Peach avoids the danger of confusing the listoner by never
allawing hin a semad's doubt az %o mma :’:ze is. The story
'18 carried forward with gregt dravatic sconomy tmé provides a
vivid ocontrast bemen'-tha threa "seta" by nesps of. sound -
etfeet;. The quiet, wirescnant aecustic of the Board Ronm
is thrown into relief by the sound of the aterm at ses, the gun~
ghots, yslls and mnfuaian of the mativess The cffecis are
used functirnally not decoratively, as tempo and volume are
. gradually worked wp ﬁe a climax packed with sound and fiuya
THE SEA AND THE POREST, |
(The wild yeTk of the ratives and 4he loud druwmings
of the tom toms wwell up. After a moment the sound

of the storm is hesavd, I{ mingles with the soued
of wild triumph in the forest then both fade away.)

Ingredient X is arn unpretentious picee of pure radic eater-r
taimment, With an almost negligible piot and asketchy charace

terisation,the play atands and falls on the merits of its
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‘productions
Peach says of The Marie Celests that it "afforded the ingen-
ious producers at Savoy Hill opportunities of which they
brilliantly availed themselves®( 14:),3:36 the play shows a
- greater concern with how to tell a story, t whzht the story
roally has to saye The thems of this play is very sultabls
for radio treatmait: an imaginative and slightly fantastic
reconstruction of the svén-ts which happened towards the de of
the last century leading up to the discovery in the Atlantic
'Ocean of the Frigantine "Maris Celeste", fully rigged but
‘without a single person aboard. The play was the first to
show _tbs effectivenass of the "Journey™ theme in radio dramae
'Taking full é.évahtage of radio’s ﬁexibili-hy by aonstantiy
moving in space as well as in timav, it set a f’ashioﬁ which
~ Was later follaved by MacNéiée's Chrigtopher Colunbus and
The 1 ’)ark Tower, Iaurie Lee's Magellsn, Henry Reed's M
and,more subt]y sDylan Thcmas Unger A1k :m
The Harie Celeste is constructed of t'?enty-tvo short

sequences, a prologue sand an epilcgus. Instead of ooneen-'
trating on and develéping a fex :gajor sequences an‘c‘l télling
by implication or description those less mportant: parts of
‘the stoi'y which have 'a'lready' taken place, Peach dramatises ‘eact;
and every incident without rcgard to their dramatic vaiue or .
the overall shape of his playe ©For ingtance, several ssq‘nnces
contain only shouted orders on board the ship, apparently for
no other reason than to achieve realigm, while the mologm

describes certain events which are dramatised imrediately after-
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wardse Roepatition is the play's worst fault, though it
~ should be rememhered that peorls 'wers mot uced fo radic plays
in the nineteen-t“rentiau, enpeainlly lon: rdio plays, =0
the amtist was advised to repaat his nost dmportant points
to make sure thay were understonde

Fith a little judicious sutiiny i a oareful uss of
ocean sound efteats,mm is atill ewinently
"radiogenio”s Anm atmosphera of rystexy and horser is well
maintained from the First sailor's rﬁmnpmmm, to the o
‘yevelation of the gilant octopus which provides a surprising

" olimax. But Peach would hrve done better to comcantrate ob

' this atmosphere, rather than maldng mms@z-;r. gtﬁmpﬁs at
“vealisme

Ig Bgatille is 'a :éatm rather than playe Corposed of
- mntgsﬁm brief, confused asonoss gorerously spread over
. ssversl Iae'sht‘ies, 1t is 1ittle mowe than an impleta, incon.
. -saquent and m«augzly inadeqmta irpresaion nf* a nost ;ixmlva&

B pariod of French historye Into s nolgy znnm. of singing,

shouting and gunfire, intended to yoriray the Darixian wob
gathering in strength sn3 mornle to sty tho %ﬁl&s, ’ o
| Peach injeots an ovsr simplified nnl msatisfactory exposition
' of the iAenls and values of the “rench Nevolution. Ia Dastille
~ is a sketch few pmdnce?u,mﬁ:lﬂ dare to attompt, and oven fewer
would finish reaiing,

Pesch's 400 best plays are undoubtedly Jove Ong Amother and
The Path of Glorye love One nnther is o fantagy based on the
radio ®science fiction” patiomn estihlished by Slcvekina's
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¥Wings of tbe Morninge A pivsicist has invented a machine that
‘neutralises "hate vibrations",and Feach tells of the world wide
havoc caused by the spread of universal love, the elimination
of all competition, emnity and bad Peclings Tha play shows a
‘marked advance in vadio techniques Rumning for a little over
é.n hour, _it is cxmpbscd of rifteen gsequences, soms extremely
short, but others of sufficient length to establish and develop
atmosphere and character without the distraction of sudden
transitions. Sound effects are kept to a minimum == only a
few cromd noises, = dynamo, a bomb and the sea are requireds

'Peach's theme,  the universsl discord resulting from ths.
application of modern theoretical Mhi.aa,is clearly stated
by a :stro.ng, ingenious plot, a clkver sslection of séquencas
~-and tiiélogue, with a wealtﬁ of political, economic, industrial
and social imblic;ations- ~ Added to this. is a  delightfully ‘
 sustained atmosphers of fantasy with flashos of sharp, satirical
hunoure Love Ome Another is an excellent camedy of serious.
import, . | | '

-In The Fath of Glm' Peach again demonstrates his ability
to take a very broad, general theme and illueinate it by an
vinvolvsd yet well developed gtory. with clarity, dramatic econony
and a variety of character and incidents This play is a witiy
satire on militarism, professional soldiering, war and its
CONS2qUEenOe s == & satire Just as applicable to the present
aftermath of World Wer II,with the winnor losing most, as to the
time w.hen it was writtens It is essentially a play of strong
plot, consisting of dialogue that is straight to the point through-

/
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outs That Peach had mastered the technique of radio dramtic
writing is shown in his ability to set 2 =zcene or reveal a
character with a few linas of sharp dialopue; bolestablish
atmosphere or inwlved action with a single sound effact; and
_to hold togsther the strands of a complicated plot spread
over a large canvas, with ease and assurance.s The play tokes
full advantége of its medium, covering a wiée rapge in space
and time. Peach uses a great mmv characters but only four
of them pla;” a major part in the action, =m0 they remain easily
" distinguishable. | | _ ‘

| Peach 1nf;rod.ucés The Pi.t!g- gf Glory . with a sinft', msical
' narration which' takes us to the Smoke Room of'» a London Club,
. where t¥o elderly inhabitants are discussing a "frontier
~dncident™ betwsen two obscure Salkan eountri‘es.,v Thalia and
‘Sardonia. After a few light jibes at tho League of Nations,
we are trnnsferred to the frontier in question, and hear the
incident itself, The officisl report is so grossly magnified
~ and distorted by the time it reaches the Council meoting of
the Republic of Thalin, that there is immediate talk of ware
'I‘he_&eaideni:, a g)u'ick,a'n‘d i'htenigent young mn, realises _
that to prowoke a War and then lose it would be the best answer
to the high taxes, extensive uemployment and devaluatiom of
' the Thelian frane, so he appoints as Cormender-inChief, General
. Ferranzi, & man #with no practical experience of war #ho has
done all his séld ieriﬁg in the far Officee Peach then takes
us to the Sardonian capital where the king, an ex~wine merchant

. #ho became militery dictator, then king, hears a report of the
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frontier incident distorteé to suit his om country's views,
and decides upon emctly the sane strategy for the same
reasons as the President of Thalia ~- so he appoints himself
Cotmarder-in«Chief of the Sardonian forces. The war is
begun mith a short scens in the Thalian capital whers we hear
the excited chatter and surge of patriotism in the crowad as
the heroic soldiers march off %o ware

4 punber of short sequences, mainly consinting of sound’
effects 2nd brief snatches of dialogus,indicate the cowrse
of the war as the king of Sardonia orders hiz army to retreate
In these sequsnces, Peach's expsrt use of sound effects to
| suggest a scene is heard a% its beste 1 sudden silence,
broken at length by the distant groan of a dying soldier gives
the listencr a vivid and rapid picture of the battlefield
~ after the ’bat#le is overe Those gix short scenes contain
~ some delicious satire on aimy discipline and custom, as well
as advenecing the plot step by steps At the Thaliap capital,
ths King draws up a request for an amistice = "If Ferranai
can only keep the battle going long enough he is practically
bound to lose it.™

Meanwhile a young and ambitious Colonel Anton liaroni,
together wi*h a group of officers, arrests Ferranzi, takes over
command of the Thalian forcss and continues the offensive with
vigour and efficiencye The Sardonian surrender is announced
and Anton proclaims his favourite cliche "The indominitable
gpirit of the Thslian soldier has conquerade”

Ve are then taken to the Thalian Council Chamber whers the
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President discusses with his secretary wafts and mesns of paying
off the war debt to Sardonine The discusazion is interrupted
by Church bells and chgering, ixm&iately leading iheo the |
following scene in the Piazza == which works up intq a climx
of cheering, bells, truspets and the chatier of a arowde The
President is Purious with Anton,vhn expects a decoration, and
his mood ia indicatad by a loud a2lam as he leaves the room.

The final scens takes plsce in a large Cowncil Room whers
the King and the President meet to discuss the peace treaty.
’.I‘hé King, understanding the President's annoyance at wimning
the war ageinst his will, is quistly lavghing to himself, but
the tables are neatly turned when the Prasideant raa&s only
tw termsz in the peace treaty, providng a mat; ironie and |
dramatic ending to the piay, The dialogue hsre is worth
quoting for its gconony, naturalness and humour:

Prosident: Claus (1) The Sardonian ammy.

King: Quite so» You will naturally insist that it be
rsduced to a mere skeleton. That of course is
understood. |

President: On the contrary. The first condition of
peace is that the Sardonian amy be doublade

King: (aghast) Doubledl

Pregident: e.e Clanze II, Finpncial obli;}ztions. |

King: (faintly) You insist upon confiscating the entire
gold reserve of my unhapyy countrys

President: I am sorry to disappoint your majestye Clause

II lays '601m as the sccond condition of peace, that
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Sardonia shall aceept, as a loan, without interest,
‘the whole of tﬁc gold resgérve in -the Thallan treasuxy,
in order that the Sardohian merk may remain at pare
King: (B.thesting) Inu:i “wreellenayt |
We then heer the President lesving brusquely but politelye
.King: Paull -
Paul: Yes Mox?
King: i’qul, he's dons me after alld
Thréuého;zt this eomplicated plot there gtands out a clear
line of develompments The _nma"bion and pi'alogﬁe .sef:- the action;
we hear t}.:e" Mntier- inciﬁenﬁ which ,precipi’aaﬁéd the& action,
- then discussion Ezy»'k}oth aides of the advaniages iu losing the
war; a féw brief ~s.cencs in:!iéata the course of the war,and
are followed YWy the yot?ng of ficer epimode} f:imlly the amistice

and the semi surprise eﬁding. - Peach's teclnique is alwmost

© . flawlesse Never are we in Géuh'& as to wiw is spaaking, what

is happening or where we aree We hear a horss galloping,
'stoj::piﬁg and & volce saying "0fficer with dispaiches for Censral
Perranzi® and we are at the Thalian arny hoadquartors; a

. Judicious use of the servant announcing the entry of rincipal
vcbarac'%ems i3 a convenient and natural device for indicating
‘the apeakere Alternatively E’eac& begins a scene simpiy by
‘one charscter nanming the person %o whom he is spesking. A
servant announces the Fresident of Thalia, whe replies "That's
all right Juan ... there's nobody here eXcepf-_w gsacretarye”

~ Again Peach opens another scems f)y: '
Fregident: TFeraldi.

Feraldi: Yes Fxcellencye
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and both charﬁctérs are nameds A mumm of voices and a servant
aonnouncing the King tells us immediately we are in a la:gé Cowneil
 Chambers |

Three short scenes of war quickly build ar impression of the
efficiency of the Sardonian amy, by a fewr brusque comusnids _gnd
8 backgrourd of machinegun fire, which throes into dramatic -
| relief the comand to fall -‘aack. Two other scenes follo‘-v in
quick sucﬂesaian as the order is spread amongst tha astounded
of‘floers. . Not ons oi' the- f:"enty-one goenes falla *be malke its
point :mnea:ately and clparly.

Throughout the play there runs a continuaus s%ream cf hsour,
mostly monical or satiriesl, rarely :e’rlm’.lmmf. Peach jibes at
the amy My bof,r, one dcesn't read aisﬁ'xtrsztle"e;.' | One mentions
) om's friends in them, but ane domn't read theme " ﬁa rm‘qirisés

{:he economir situat:.on of ‘the 1930%a: | |
|  President: The monsy vill be raised by méa_ms gf a loan
floated in =w or e= |
| PFeraldi: In Wha‘re.ﬂ Excéilenty‘?
President': My dsar Féraldi% - reallyl 'vhssre does m-
body float loans to pay war mdmmhea?
Peraldi: In Americs, ™xcellencye . . |
The I_’resident_ goes on to sugzest the state railvays és seourity
because they ars in such a bad state of repaire The Amsricans, .
he says, 7ill take them over and make them pay in .Qrde.r to
| obtain interest on the loans Newspaper distortion of néwa,, mob
-Wsteria and sentimentsl patriotism all come in fér some hworous

yet venetrating criticisme
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The Path of Gloyy is essentially a wlay of action and satire,
mot of character. 'Within such a short durasicn as an hour
and a quartsr, it is impossible to deavelop mors than tw aspeots
of a radio play == plot, theme or c!iafécter. Pspch wisely
concentrates on plot and tﬁ,ena, devaloping his characters ==
the President, his secretary and daughier, and the King .- only
to the extert of making thenm credibly human and sufficiently
differentiated in voice quality. anton, the young ambitious
colonel, rieminigqent of 3ergins in Mrms and the Lién, buf display=
ing a little mre ability, is developed %o a Puller extents
Genera). Perransi, the ‘ar Office soldier, the only one to lome
the war againé‘t hiz wishes, is a caricature rather than a
charanter, No di&lr;gus is wasted to paint him as a typical
Colonel. Elimp and owry speech increases owr impression of B
him as a comic idiote |

The Dati of Gloxy is undoubtedly ihe best of ieach's radio
Plays, aud ¢morgst the fer plays of this reriod which could
easily bear regblar repeftitions without loging its fireshness
and vitalitye It wmarked the peak of Le du Garde Peach's
career as a radio writer -= a career which began with plays of
unceriain technique and muddlcd presontations lg Hagtills
and The Marieg Celeste shiow a congciousness of their medicm,
which became brilliuntly disguised in Zove One Another and
The Path of Gloxy,and the succezs of any art expression largee
ly Gepends vpon the extent to which the artiet disguises his
technique as inevitebilitye With radic dramra, the danger of
allowing technique to cbtrude is greater than in other dramtic
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forms, bacause the restrictiong are mors severe and therefore
demand greater eff’orts in overcowins them hy the use of certain
compensating davices. In the vlays of Jieveking and the early
plays of Pench, these devices register as devices, and are ot
merged into their art, mrobably boeavse they ware consciously
experimenting in an unfemili-r mediume Peach's technical
assurance grew with familisrity, until he could handls such a
complicated story as The Path of Glovy without the slightest
trace of effort or suggestion of facility, »nd bshind all his
work there is & quality of depth which nmarks him as the £irst
successful radio dramatist whosé plays have outlived thoe period
in vhich they were witiene
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iV.
Conclusions

The seccnd phase in the develomrent of radic drama saw the
| fiz*s*t':hnportant radic plays, ths grovth of an dintelligent and
more criticsl s.uﬂienﬁcé' and groat advances on the technical
side of radio, The regrettable pudblicify given to mroduction
and sound effects ﬁfightenmi many avthors away fron radio,
but agairnt this, 'S-ieve'kin.g and Peach, in exploring the teche
nique of racio drama, showad that it was a form which offered
- immense possibiiiﬁgs to the dramatiste It only remained for
writers and preducers tdljuaiciously select thoes techniques
of 'pemnent value and reject all the p!srmmlééa emamga.née
of this "produétion for. producztion's seke” periode | |

Ag early as 1928, Edward Liveing, Hanchéster Station
- Director.for the BEC, understood the significance of the
original plays stim&lated ty the BY from wen 1ik,e Hughes,
 Sisveking ana‘}’éa.éh. *The }kiﬁsh‘(?froa:?méting) organisation, .
- and to some extent the German, have vnry definitely appréciaiad
the fact that radio drama ig a rew art forin and that, while at
the outset, the adaptation of the traditions of the stage
served useful purposes, the art is now essentially an art of
its om | eee In Grezt Britain it has been taken s~riously both
Yy listener and broadcastere” (15)

It is imprssible for an art form to exist, far less to
flourish, unless there is an audiencs to support ite The early

radio sudience was nether experienced nor educated to the art
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of pure listening, and the early radio dramatists were
therefore brave men facing a chali.mge. Thaiy shortcomings

as dramatists ave eamily forgiven in the contribution they
made towmrds crea.tiné an audisnde for their arte They
helped to pers-mda the British listerer away from his initial
aprrobeticn of whatever was broadeast, i:respac’civé of its
rerit, v‘ccwa:r‘&s a mora critical sttitude to radio. ‘

However, plays written specifically for radio wers few '
and far between. Adaptations of stage mlays, novsls and short
. stories provided the bulk of programes for the B's dvematic
series and have continued to provide 1t throughout the entire
hintory of radis drame. The reasoﬁs for this will be pursued
in Ck@tter "Xy, but they shéuld be briefly moted here if the
. pext pericd of development is to be wiewed in its proper
wspéqtive. '.fh& consexrvatism of the British Iistening publi'c", .
h.ass alvays iegc‘tcd ﬁn!‘avomab]y 013' the progress of the rﬁdio -
playe Only a small minority of imtelligent pecple loock upon
it as an art fnm o to the mmjority it remsing a second 'besf:;
to be listened to when you can't go te ﬁw pictires oé the
thea-tre. - ‘Tbe‘ only plays ®ritten specially for radie which
h&_vs rivalled gtage plays in listening popu.larit::f mré those
in Dorothy Sayers' swies,_' The Man Bore to be King. '

The Listening Public does mot like to be shocked and there=
for prefers plays by familiar authors or with familiar nams
they havé soen at the théatre or cinema. The B:C Saturday
n:;:.ght plays for the most ré:rt are adaptations of succegses in

other forms -~ a state of affairs ha#d]y encouraging to original
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radio dramas At this stage in its development, the anthars
themselves were partly to blane, ss many refuséd o mske a
woper amproach to the form, and regardad it ag a market in
#hich to 1l ideas that had failed as stage plays or novels
Again many ofhers did not psy mrover attention %o Qtl‘m
microphone wnd the medium, thinking fath:sr in terms of the
theatre with its paysical limitations and restrictions, where=
as their approach should have becn one of release from
theatre 1imitationse
| Anothe;r contridbuting factor to the scaréity of good radio
plays has been the attitude of the BC itsslf. Dr. Johnson
noted that "No-one but a blockhead ever wrote except for
money”, and it is questiomable whether the BA® s financial
rewards have been adeguate o attract sxy other than writers
who were either so engrossed in the mediwm that money was a
sséon&ary consids'aration, or alternatively,writers so ‘much in
need of money that they ot‘fez'eé and sold h&lf-digasted Tmrk;
In Bpitain the writer has rever had on alternative market, so
his work is ussless if re,;jected by the T unless ko rewrites
it in shother mediume Many inducemsnts to crsative work for
the BIC have been absent ﬁncs the early nineteen thirties up to the
rresent daye. |
Diring the fivst five or six years of the broadcast play
chenges were continually {taking placee Techniquss were dise
covered and qiickly becsme cbsolete or standard, while radio
drams remained something of a novelty. Fxperiments with the

machinery of the medium,  the dramatic control panel,

multiple studios and assiduous realism in sound effects,occupisd
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nearly all the ingenuity of the producers. But this stage was
just as valuable as the publicity given to production methods
wms unfortunate, because it was reslised in time by writers
such as Peach, Guthrie and Hamilton that the first essential
in a radio play is simplicity, and that tho technique of
production must be the servant, never the master, of the material
anich is heing rresented. »

From a small group of pioneers in this period, which includ-
ed Iance Sieveking, L. du Garde Peach, Val Gielgud, Mary Hope
Allan and R A. Harding, came most of the techniques which are
common practice todsy. Their imaginative daring established
creative broadcasting in Britain on a fim basls, and later
drematists learnt ag much from their mistakes as from their
triumphs. As the impstus and attraction of mechanical invention
was slowly exhausted and a new art technique stabilised from
the triale and errors of this second period of radio drama,
eonditions were made more favourable for the creation of master-
pleces. L. du CGarde Peach was the first to do this. In the
next few years his example was followed by many othsrs and the
increased popularity of the form gave rise to the hope that a
"school” of radic dramatists might be establighed,
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VI

TH? TIRD FRIOD : 1930-1939,

i.

Outline of the period.

The beginning of the third period in the development of
radio drana camot be tied down to any particular year, but its
history can be traced through the wrk of Peach, Guthrie,
Hamilton, Bridson and other draratists who learnt the lesson

of simpliczity from Sieveking's extravaganee; and the périod‘

ends Wwith the outbreak of the Jecond ‘lorid /are This phase

is marked by the Aachievement of a balanced technique, the
shortlived emergence df several "ralio dranmtists”, the
explorat:ion of impressionistic anﬁ oharal aeffects, an? the
cont:.nued predominance of radio adaptations over radio plays'
in the me' s regular Prograrinese

After the i‘omtion of a radio &rama, Repertory Cmparw

© in 19530, the prestlga of broadcast plays and acﬁng rose in

leaps and bounds during the first years of this deccades

The B.3B. Cs Ye'vxr Book, 1931 esgtimatsd the number of 'lis'beﬁérs
attwelve million, and £ifty radio plays were produced during
the ycare In 1952@ regulayr series of two-hour _playd s
bf;aadcast on Sunday afternoonse Full lenyth prodnctions Of,
meny of 5hak§speam's plays and Pleckers Hagzan, adaptations
of Moliere, Chekhov, ilde, iynge, Shaw, Tbsen and Sherriff,
mt only attracted the best actors to radio, but further
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consolidated a large section of the public's intersst in the
appreciation of radio dréni.. _

During 1950, the BBC produced nine original plays of a high
literary and dramatic standard.. The se inc_ludsd Squirrel's
Cage and The Flovers are not for You to Pidk by Tyrone Guthris,
Exileg and Red Tgbs: by Val Gielgud, and ths outstanding
Gorman play, Brizade Rxchange,by B. Johanssem, of which the
. BB.C.Year Book, 1031 spoke very highlys "Brimnde Txchange,
a Cerman war play, derived By its author Wrnst Johanssen from
his own z')o'vel Four £ n on the Front, marks fl:tla '
peak of dramatic accomplishment so faz;. To analyse its
success == the theme of the plnj is tremndous; " the consgtruction
.of' a' scene in which characters speak to each other from
locations as far apart as the German front line, divisional
headquarters and base hospitals, demands sound as its mediumg
the acting was natwal and the entive production wry dignifi.ed."
(1) | |

Production technique ﬁas still ume}."min, for the same article
roundly condemms Val Gielg\xl' 8 production of his own play, Exilsg,
for being ".ee 50 far eh’bo;catod in proﬁuction by the use of
effects ahd mass i’oices as t> dismuise the cmotional simplicity
of the aﬁthor's dialogue and story." (p.191.) The year also
heard Val Gielgud's production of m ival, aﬁaéted from Compton
McKenzie's novel by Fric Maschwitz, TFrom Gielgud's enthusiastic
description of the play in X of the Tocust, it would seam'
that he lapsed into oxtravagance nnd confusion ﬂmough an over=

insigtence on technique; but this production mevertheless remains
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an important land mark in the history of radio drena

From 1923 to 1931, as thse BT outirew its offices and gtudios
at Savoy ilill, working conditions became steadily worse.
Haurice GOM wrote. "A musical comedy programe might come
from a studio packed to s-uff‘oéation, and the first dramatic
control pansl was housed in an office with a ground floor
windo® opening on 1:0 a straeet..." ‘ But, he adds, "these
conditions were not inapprogriate to*a modiun that still depend-
ed so largely on t&e gusto and caxma&erie of its performors
and staff."(2) 'In 1932 the B moved to its present head-
quarters at Prosdcasting !Ibuse, one of the show pl#des of |
londome It Was designed as a dramn proéucer's paradiss, with
“a magnificent control panel and numsrous;, elaborate - studios --
" irrespective of the fact that a controversy had arisen concern-
-ing the relative @ar‘itsoﬁ" multiple and single stuwdio production.
The latter wns the standard América.n technique, and becare rélore
and more popular in Great firitain umtil the war almost ei:’min-v
ated the control pamel for goods The panel is now only used
for plays with exceptionally large casts or demanding special
effects impos=ible to produce within the one studioe

During %;!(13 last three months of 1933, tﬁe B held a drama
featival of twelve representative troadecast plays. to mark the
.tenth anniversary of radio drmm.‘ They included Danger,
Kaleidbscog I, The Pgth of Gl_@z, g_a_' e Florers are not for You
to Pick, Red Tabs, several unpublished plays, the adaptation
of Carnival, adaptatian.s of t:0 other novels and a stage=-playe

The years 1933 to 1935 marked the definite crystalisation
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of methods of production techniques The over-emphasised and
over-publieised-drmatic control panel was recognised in its
true capacity as a means to an end, unfortunately elaborate
but nonetheless essential to some plnysy; there was a trend
away from sound effects to ideas; and once the fundamentals
of radio production were grasped, it remained faor the BC to
concentrate its attention on finding playse “ixperiment gid
not cease, but there was less importance attached to it,
because writers and producers hoth realissd that a radio play
must have a central idea, a strong plot or fine poetry to
hold the attention, and unless an experiment produced thege
requiz‘-ements,. its value was sglight. }?revioti_sly their imagin-
ation: had been more engrossed with atmosphere and sound
effects than the ideas these weve intended to illuminate, but
now it was understood that "Plays for the microphone mustsee
possess that s0lid bagis of intrinsic intevest without which
virtuosity in noises is of no permanent avail.”(3)

1934 to 1939 ssw nothing revolutionary in radio drama ~--
it was a period of consnlidation rather than experiments The
hopes that had been raised f' an incrense in both the quality
and quantity of original radio plays werse not fulfilled, nor
vas a permanent school of radio dranatic writing estnblished,
but there were important develoments in the fields of document-
ary ancd varietye According to the B.3.C. Annual,1035,the
year 1234 "..v._ hag been a rather disapnointing one in point of
original drama for the microphones "(pe5Ge ) |

1935 was uneventful except far the introduction of a new
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programue = "From the london Theatre", This series wns based
on the radioc presentation of current singe shows, and apart
from bringing the best stage actors to the microphone, its
main value was to give radio dramatic work a topicality and to
improve the liaison between radio and stages Thers were few
- gignificant works written specislly for the microphonee The
most notable were Horton Giddy's I'm the Shadow and Congo
lending, Norman Pdwards' Mygtery of the Temple and Philip Wade's

Yedding Groupe
The B. 1 (. Annusl, 1936 mentions two interesting developments

in the previous Year's wrke The first is a definite and
valuable tendency towards simplified production =« complicated
studio groupings and panel work for their own sske were abandoned,
and producers conéantrated‘mre on their actors than sound
moentage. The second point, rather tentatively raised, is current
criticism of the BAC for insufficient encowagment of original
playse Adaptations still outnumbered radio playse

~ In 1935, G, Whitaker 7ilson, a sucoessful radio dramatist,
published ¥riting for Broadeasting (4),a book which need not de-
tain us long. It is an extremely pedantie, cut and dried
expogition of what kind of radio plays to write ana how to
Wrifa them, With an alert eye on the "box office™ and popular
taste, Wilson adopts the pose of a teacher exhorting his pupiis
not to be gordid, n~t to be gloomy, mot to write heavy tragedy,
mot to write about nasty psople and above all, not to be rudel
All these printa are illustrated by copious examples from his
own plays, for which he has a very high regard — perhaps rnot

without reason for they received some very gnod notices in the
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BeB.Co Year Books for 1932 and 18933,

Dyring the years 1936 and 1937, there were three important
develoments in radio drama. The introduction of an
"Experimental Hour", modelled on the "orkshop™ of the Columbia
Bmaégasting System in America, provided an oprortunity fbr
BBC producers and writeras to try out new techniques and to
_experimeni with wmisual and adventwrous forms of writing. It '
was broadcast late at night, 20 Hiat _those who wanted to listen
would make the effort, while those who did not, switched off
their sets and went toc bedse Significantly the first production
was the American dramatist, Archibald Macleish's Fall of the City,
and experim,eﬁtal vlay 'évh.ich had an immense effoect én his owm-
countrye  VeB.Yeatd Words on the ifindowpnhe was produced socon
after.s The programme was eventually dislocated by thg Wars

The second 6evelogngnt ws the inavguwration of the series
"Horld Theatre®, which achieved very high listening figures
during the war years, and still retains its popularity both in
Great Britain end Athroughout the cm@mvea.lth on transcriptions.
It was degigned to present works by world famous armtists.
and bégan with productions of Shaw, 0'Casey and Furipides.

The third develoment was not in radio drama proper, but a
closely allied form == the dramatic feature, swhich received
most of its impstus from the startling advances made in lTele=-
vigion broadcesting hetveen 1929 and 1936, Tye first experimsnt-
al gervice had been set up on Septaszber 30, 1929, and by 1952
the number of televiewers vag sstimated at ten thousands IFour

years later, the world's first roguler, highedefinition tsle-
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vision service began transmission from Alexandra Palace, Tondon.
Following Lance Sjewveking's production of a television play in

1929, the B.%C. Year Baok, 1931 ominously stated "It is possible

that all the lessons learnt since the first (radio) play was
broadcast, 7ill only need to bs forgottens(pe193.) Due to the
increasing importance and yopularity of the new medium, the
emphasis in dramatic radic prograires swing away from drama.

to the features, an entirely. nev fom which had devélopad inside
rajio ani was not therefore handicapred,t> anyons's mind, by the

absence of visione
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14,
Tyrone Gutiwie,

Prior to 1931 dramatists had put forward various solutions
to the essentisl paradox of r'adio drama, which is thnt it
represents appearances by sound alone, Jjust as painting repre-
sents depth on a surficee Richard Hughes had simply glossed
~ over the pavadox by eliminating evcrything that could be sesn

on hig side of the microphone, in accordance with the situation
on the listener's side, Iance ewsking, L, du CGarde Feach |
and Val Gielgd had substituted for evervthing visual, verbal
desﬁription, sound effects and music, saparately or together,

. in order to convey a crmplete imprescion to the listener. In
opposition to their view, Rudolf Arrnhein decided tﬁat radis
dramatists shonld not woarry ahout this paradox at all, bhut
exploit it for new effects. Bscause radio dram is blind, he
thought it should ignore vision altogether and concsntrate
entirely on pattérns of pure souni, It should explore tho
gynphonic possibilities of the medium, and make a more
dsliberate use of raythm in dialogue or choral spsaking, of
conn'asting vocal colour, changing tempo and varymg pitch,
Such a concentration, Arnheim considered, would banish all
suggesﬁion of umnecessary theatrical conventions from the
ligtener*s rind, as well as the idea that radio drams was soms=-
thing seccndhand, a substitute, and not a new and exciting art
form to be developed along its om individual lires,

Tyrone Guthrie's view of radio drama was basically the same
as Arnheim' s.  As early as 1930, he saw the danger to radio
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drama of the fast approaching television, then not beyond the

- experimental stage. Writing in the B 3.C, Year Book, 1951,
he said "...in the incvitable and fast approaching fusion with
the taling films, the contribution of broadcasting vtb the new
art form will be s symphonic one; aNd see tneréfore it wuld be
_wize 0 approsch the problsm symphonically at the outsete(pe189.)
%is *aB the Sas'ic idea behing his o:f.n plays, but for the most
part radio drama Was always concentrnted on “ming ,pictms'f,
while "wmphonic“' plays have been rare occurrencess

Tyrone Cuthrie beér;an his stagc caresr ag an actor with the
Qxford ﬁepertery Company in 1024, He scon re‘iinquis‘had a.cting
‘for production and from 1939 to 1930 directed the plays given
| by Amner H2ll at :i;he_l‘festiv:zl Thesa*m;, Gméhmidgé. Vhile still
‘a young m, with & repatetion as a creative and gxpérim_zm’tal
artist never afraid to approach his material from a new angle,
Guthrie turned to radio in 1930 for a brief period as a
' produecsr, and aﬁoﬁgsf others, wrote two plays which have becoms -
radio classics -- Squirnel's Gagg and Tue ¥lovers are not for
You to Pick.(5) - | a

Squirrsl' s Cage is consﬁrueted of #ix soenas of nowmal
dramatic dialogue, and five i:hﬁrss;%ionistic interlules éonsist-
ing of sound effects and choral speslting, which 243 another
dimengion Yo the play and make a universal mmﬁent on the
progress of the mein actions Im Wis introduction o the tlay,
Guthrie ssys that the scenes should be played vexry in'timate‘]y,'
in rather a low key; in contrast to the interludes, ¥hich

are to be bold and reverberating, each one mrkipg up to a
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thunderous climax,

The sction is simple and straishtforwari. John, hidebound
" and reactionary, >ana Rose, his iwife, without force of character,
are tied body and snoul to' the ropetitive anl uningpiring
routine of their daily middle clas: sxistence. Tney have a
son Henry, who, when the time cones, cannot strike out and
créate a new life of his o'mn, but unresistingly falla into the
routine existonce with which his parents had oppressed hin as
a childe The story, in effact, covers to generations, It
begins on the night of Henry's birth, when we hear eriough ahout
his parents to establish their character and way of life, and
ends with tie birth of Herry's child, wio, we are given to
understand, will inevitsbly follo® in the dull footsteps of
his parents and grandparentse . ‘

The construction of the play is admirable. The action is
- carried forward in the scenes, which are broken up, emphasised
and explained by the 'gymphonic' interludes, rather in the
manner of a Greek choruse Guthrie avoids the danger of break-
ing his play into isclated segments by allowing each interlude
to arise naturally out of the preceding scene and connecting the
two mot only by context, but sound and imagerys Henry's Aunt
urges him "Oh, Henry +.. you may never hive the chonce againe
It*1l be sgix years before you'res 21, 3ix years - up in the
train, dom in the train, office routine, routine, routine -
for aix years ..." After a few more lines of diajogue the
interlude is introduceds Ve hear the rhythmic puffing of a

train behind snatches of dialogue from the station, urbare
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remarks, voices chanting in unison "Up and down, up and dom",
building in volume and momentum uniil thay fall into time

_with the puffing of the train. The train fades into Interlude

IV and the sound of mézzy typewriters is heard in the distanc@.e..
A short pisce of 4ypical "office® éﬁ.alﬁgue, a.f‘ew lines of

dictation, the typewriter again, thon the inhuman sound of the

'type‘#ri'ter and Herry's voics whioh mefge‘ into an iﬁwﬁculé*te_

- . . . _
Using a smlar technique to ths f£ilm close-up, Gut irie’

" achieves smsnas:.r by mzcrop":one c}:.stortlon ard c?pnge in tempo.
:The author intends "... a rapid monotoncus utterance for this
sceng -- the re-éetitic;n ig}aﬁpha’f;ica.]}.ly_ tointless,” AXL thisg
is difficult o d‘éscribe in wc?as, but within the gpen of two
winutzs, Guthrie cmé.tes an m&equivacﬁl @aphonic-impression_
of ﬂ:e 6&11& routing of Hevrcy’ " life in far more econaaic and

'dvammfic tems than ten minutes g3 '}lﬂghe: could ever convey.

| ‘l’he interludss sug,esﬁnp e g childhood and schoolday s,
his mnatonous 8e10n.me Joumpy:s to u@ndon, the cndless belt

vof’ dic .,aticn to his tyzﬁ at, anl ‘{em:y 3 childhood *apea%:ed ia
that of his a=on, are phan_tamagwms of sound mierlmmg and
camenting on the actions The Scenes an?d Interludes of the
play are inextricably woven towme\r by rorring &alcgae,
inazes, s;ymbals and effects. | |

The normal Jdramatic scenes cmploy an &'lugive technique,
although written superﬁ.eially in a reallst sf-yle. Soon

Af‘mr the p'ay begins, John's siaoter discovers a pet squirrel,

which i imnediately estzblished as the main gymbol of the .
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playe. lMary o’bjec'ts‘ to it being kept in a cage:

Jokm:

It's all right -~ it's quite nices hen it's

asleep it lives in the little box place and when it's

awnke it runs round and round in the wire wheel,

Mary

9

Round and round,

John: Yes. Round and rounds

(13

Maxy

It likes it. It thinks it's petting somewhere. And

all the while it's *ust sending the cage spinning round

and round -~ (pause)s It rbns fast and warl;s furiouse

ly and thinks it's doingy splendidly and all that happens --

Oh John set it fres! Tot it out of the cage and set

it free in the gardens

John: No! Kol

Mary: ‘/hy note

John: You can never st them f’:éee after they 've been tamed.

Mary: Why can' & you. | A

John: They get so used to captivity that fréedom make§
them afraid. |

Thus in the opening scene, the play's theme is firnly statede

John is the squirrel, and its cage his wny of life, from which

neither he, nor his son lenry, can cscapes The phrase, "round

“and roumd", recurring throughout the play, constantly draws the

 ligstener's i $tention back to the squirrel in the cage.

The dialogue becomes more allusive, serving hoth action

and theme, as the gymbolic imagery falls into a coherent, un=-

mistakable patterns In the sacond scene, Rose questions hsr

son about his toy train:



134
Rose: Did yon play with the new lines Aunt Mary bought you?
Henry: Mo, I like Daddy's lines beste .
John: Bo'you, old man?
Henry: ¥mwn.
John: Why?
Henry: Aunt Mary's lines is all stmight bits, but Daddy's
lines go _rouhd in a circles
John: Is that nice?
Henry: Hmm ese .you can make them into a circle and then the
traing can go round and xound, '
John: Round anﬁ round,
Roge: Round and round, .
Henry: Rol;'md and.rouna.'
This suggestion of stylisation in realistic dialogue serves to
incrense the listener's awareness of its full significances
" hen Henry is happily mamiied, he complains to his wife:
Henry: eee It's the monotormy that gets irksome — the
seme old ro;ﬁ:ine day after day -- rouﬁd an'd"round -
1i:2 a squirrel in a cages’
Ivy:  ese Round and rounds Cheer up Henry, goo'dbtima'
are comings. | _
and Henry' s proud reply is typical of the strong vein of dramatic
irony that runs through the play:
Henry: That's ite That's Jua‘t what makes 1t mortivhile =
the fecling that we're progressing, mot just running
. yound and round -- anl the feeling that all the %ime

gne's building up something solid, something solids
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He goes on to describe the wonderful start tﬁey w#ill give
‘their son = capital, soclal prestige, in fact "something solid”,
But one morning, Henry's som hides his father's hai whichimkes
him late fpf worke Ivy scolds the child -= "How many tiwes
have I got to tell you that &ou’re not to, mot to, 1ot to eee”
and her words are taken up i)y the chqi'ds which ends the play
in eﬁmct’ly the same 'aray as Henry's childhood begane The |
squirrel’ s wheel has turned full circle; neither Henry, nor

his son, nor his grandson are able to Weak loose from its

monotonye

- Throughout the play, Guthrie uses a numb'er‘ of sy&zbonc
sound effects, and in the interludes, sauné\mbnfageé, as. con=
Iression devices to quickly advance or change, the exposition,
a’ction, mooa,"tiine or scene, - Although their meaning is implicit
" yather than explicit, they are stated firmly and méquiv'ocal;,y,' ‘
‘ _avtﬁding vany suggestion of uncertainty which wouici ﬂmdia&ly
nullify their cffecte ¥For :mstance, a rush through time an& '
space is suggested by one stro@ of & bell, then the scream |
of a siren, When Hemry is offered the czh,ance‘ bo.éis&apa‘ from
following 'his father's footsteps, end strike off on his o™
initiative, his fatal choice is introduced by .igong, intended
to symbolise the gong of doome In cage it shoqm fail to
register, Guthrie cunningly brings in Henry's wother immediate-
ly éfter. to snnounce that the dinner gong Just sounded.

The treatment of Henry's mmrriage shows Gﬁt&wie' s masterly
command of radio dramatic crai‘tsmnship and economye 'hile

they are dancing == "round and round" -= Henry asserts himself,
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proposes to his girl-friend, the-s is & little talk of momey,
the dance music fades, and a few seconds of the "Wedding
March" is safficient comment to end the sequence. Ewery
conver sation, every effect and every interluie in the play
contributes directly or indirectly to the central theme,
eatablished in the first scene and gradumlly elaborated as
the action mroceeds,

Guthris f£nllowed the example of I, du Garde Peach in
Ihe Path of Glory, by developing his characters only to the
extent of a’céving his theme; John, unimmginative, hidebound
and conventional; Rose, his wife, with ' Paw pogitive traits
apart from her unguestioning acceptance of John's way of _
life and her fear of "What the neighbours will say", In
contrast to these two is John's sister, MHary —- imaginative,
self reliant and able to see the dangers of her brother's
hundrum existence. Henry ié almost a replica of his father,
Ivy even more cﬁnventional and suburban than her mother-in-law,

Although the theme of Squirrel's Cege is the futility of
routine existence, Guthrie never becomes harsh or bitter, but
carefully arcuses the listener's sympathy for each one of his
unfortunate characterse He dislilies mot the people themselves,
but the dreary, monotonous, sibwrban way of life which causes
‘them to be what tﬁey are. And the worst feature of it is
that ‘hercdity pravents all but the most wusually talented from
realising their individuality, getting out of the rut and
making a new 1ife of their own, Boger Manvell commented "The

value of this play lay in the imaginative treatment given by
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Guthrie to a quite simple and cbvious theme on which he had
some thing genuiné to say because of the affection hé dEarly felt
for his characters in the cages” (6)

m Flowers are not for You fo Pick isa différent gerre of
radio play from Sguirrel's Cage, but it uses a similar technique,
Both plays are pure radio, covering a wide rangs through space
and $ime, employing sound effects and nusic to advance the plot, -
accentuate the themwe, and as ﬁanaitional links ﬁemen the
seciuences. But in contrast to Sguirrel'g Cage, which is
developed around a.strong idea to which plot and character are

subordinated, The Flovars are not for You to Pick is a atudy

in characterisation - the story of a dreamy boy with a stutter,
who grows up feeling acutely the contempt of his family and
assccintes, but wmho stubbornly refuses to adeit failure.
-'Ed'mrd. the central character, is revealed as fully as is possible
thin the duration of one hour; the others are sketches whose
wain function is to exposeé various aspects of Edward- himgelfs
The play begins with Edward, who has fallen overboard from
a ship in mid-ocean, recalling his past 1ife in a series of
flashbacks as he slowly drownse "ese the many short sotnes,”
Guthris aays in en introduction to the play, "rise out of and
aink into a rhythmic sound of splashing, moving szease This
sound should be complex yet symphomic eee by its rhythm and
tone it may be possible to suggest not marely the waters in
which Zdward is engulfed, but the beating of a heart, the
tumlt of fear, the irmutable lmv;, and irresistihle strength

of nature compared with our puny and inconstant selves.”
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Out of the waves come scenes fyom Sdward's chilchood, his
schoaldays, his :zmsuecsssmi love affair, hig ineffectual
carecr as 3 >lergymsn, and his fm dscisisn to leave Tngland
and become a missionary. Gradually his character is unfold-
ed with the same sympathy and tendermess that Cuthrie displeyed
in Squirrel's Cage. But right from the beginning Tdwerd has
the stréngt':, denied - Henry, to aséart his right against the
wishes and opinions of cther psoples As a child he insists
" upon picking forbiddem flowers, and the sequence which gives
the pley its mams is symbolic of Jdward's refusal to give in:
~ Mother: ‘Edward.‘v.. you know quite well the flowers are
mot for you to picks . Give it up at once.
Bdward: -Nos -
Mother: Give it up af'ome‘I 2a7e
Tawards’ ¥oo ‘ |
The symbolic and emotive a#sociations of this scene bscome
clearer as the play devglopé. In it wo hear his stubbqi'uess.»
his refusal to sdmit defeat, his defisnces of all the powers
that are set up over and against hime He endizres the tauhts '
o!'» his spiteful gister and is not understood hy his parents.
After an unsuccessful love affair with the beautiful and -
sophigticated Vanessa, m know Edward as a young man who
earnestly wishes to make a success of' life, but is too stubborn
to realise that his very nature anl physical limitations
prevent ite Not until he has failed as a perish minist-r,
and the fact is gently broken to him by the kindiy but embarrass-

ed Rector, does he give up his curacy end admit dsfeat for the
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first time in hig life,

He decides to go to China as s nissionary and calls on Vanessa,
the real reason for his surrender, to zay goodbya. I:Eonically
she remarks "You know “dward, it would bhe Just like you to go
and get drowmed on the vay." Thay both lavgh and the door is
heard to shut firmly and finally. ‘On the boat he falle over=~
board and smatches of present and past sequencas ~=- drowning,
death, his curacy, sinking -- flagh into his mind. “"There po
Yy spectacles .ee sinking ... I knew 1'd shed them off at last.”
And he adds with an ironical touch of eourageocus good'hméur —
"I'm glad I went down . in my dogecnllar.” _

Many scenes in the play are singularly moving, in particulsr,

. those concerning %dward's hopeless love for Vanessaes Ths pair
ai'a rowing on a lake at sunset when RBdward declares his lbve,
admitting, at the sams time, his imadequacies ~- "I know I'm
not at all ~lever or amusing e but I can hold on %o an ides
once I've gnt it," Vansssa, ‘slishtly embarrassed tries to
digavade hime |

Vanessa: Givs it up Bdwarde Oh Wdward give it up.
Edwarad: (His challenge to the Uni‘;mrse) Kol

With sympathet:c good humour, Gutirie shows us Taward's failure

| as a mini#ter. -Wie hear him in an schoing church, stutter.ing

_out & vague, uninteresting and meaningless zermon, through which
the‘co‘ugms, snuffles and yawns of the eonéregatio‘n are periodical-
ly hearde latsr ths Rector tells him not to preach at the next
gervice because his sermons are far tco long, FRdward explains

that he did not have his glasses and ecould not see the church
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clock ~ "I stopped because Dunwoody care up into the pulpit
and ahi.speéed that it was a quarter to twes" The scene in the
church, revealing Edward®s insspacity in mofessional life, is
. contrasted with the fé)llcwing ‘one, in which he gently informs
one of the women in his parish of her husband's death, and shows
himself to be more than adequate in human situations requiring
kindliness, mympathy and understandings ' |
The minor characters sre neatly dra"«n and sharply distinguiéhaa
in voice and temperament., dward's fafz!xer -~ aristocratic,
pompous, ye* kindly, with a genuine affection for his son, even
if he carmot maks him out; his mother, élight],y nebulous, never
completely understanding her sony; ¥Fanny his contemptuous and
spiteful sister; ¥Mrs, MeAleen, the sarthy and garrulous I!'idl‘
woman to whom Baward breaks the news of her husband's death;
and thers are several other minor sketches who briefly come into
contact with the central charactere ‘
| As ir the esrlier play, Guthrie uses a number ofAsymbolic
and symphonic asound moﬁiages, either to advance the plot or to
comment on it. After Vanessa bas refused Zdward's lovs there
is a brief episode in which Famy calls out == "Come and look
at Fdward, everybody oo he's wearing his dogecollari® == and
screams of cruel derisive laughter fads into the sound of the
wavess After Edward has learnt of Vancssa's marriage, he faints,
end in . a distorted dream aequence, taﬂf;led thoughts and emctions
rush into his mind: __
Mrs, Dolan: The poor hoy -- its sonething he must have
ea’en, ‘

Fanny: Ioosen his collar, quickly.
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And a chorus of voices rhytinically repeats:

Hree Dolan: Sawe he must Vanessae

Fangy: Locsen his Birminghom quicke

Yrs. Dolan: Birminghem merried Vaneasa - (repeat)

Mrs. Dolan: Bdward can't merry Vansssa -=- (reveat)
A similer ¢"oral effect is used when the train leaves om the
first stoge of Rdverd's jourmey to Chimme After shouted "good-
byes® the train gathers speed, and unemotionally 3ward repests

%o its rhythm: '

Edward: E3ward, Vanessa, 3dward, Vanessa, Zdward to
Chiiia, Hdward to Ch:ma. |

Mother: «.. Goodbya,e.. » ,

Biwardi Edward - Vane.asa = Birmingham (repeated)

Voices  aAny more for the shore. . R | "

And the siren of the steamer ends the sequencs, Tye Pinsl
scepe of thé play consists ecntirely‘ of sméches from all the
previous ‘aceme.s - ss*ries of impressions without continuity,
into which the waves fade =- them silencas

The Flower gb are not for Tou to Dick is a model of radio

araf tsmanshipe The sequences are an ideal length, there is
not en extraneous ssntence, while every character aﬁd gcene con-
tributes to a single, overall sflfecte Tye opening of the play
is a fine example of getting straight into the heart of the

| matters If {he listener's attention iz to bs gripped at the
outset, time, place, plot and character must be firmily established
in the first few lirss. In - 3quirrel's Cage, Guthrie did

away with narration altogether, by allowing scene and interlude
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to follow each other without a treake He nevertheless realiged
that narration, properly used, can be a valuable short cut, and
in the opening paragraph of The Flowers are not for You %o Pig,
the narrator saves much time that would othemiae have been
spent in conveying verbal dscor and introductory information
within the texture of the dialogues lle tells us every thing
about the play necessary to rouse out interest -- theme, scene,
name and occupation of the principal charegc‘ter:

Announcer: It is said that their past lives float before
the eyes of drowning mens From a ship bound for China,
a young clergymsn has fallen overboird .'.. even now
he is struggling for live in the Water .. .(&nund of
waves fades in) '
Hig name is Bdward. And before his eyes ’floé;t pictures
.ee VOicesa. gound in his emrs o..; voiCes ees VOices eee

his past life. (The 7aves fade as the Pirst scene
v b@l)so ) ‘ .
The Flowers are not for You to Pick convineingly demonstrated

that radio Arama '#as Sust .as ‘effective for the exploratiop of
character, as for telling a story‘ or deireléping an ideé. Edward,
tender, sensitive and sincere, a woefully inadequate young man
who refuses to adnit defeat, sven when every pover in the universe
is arrayed sgainst him, is a character as roundly and convincing=-
ly d&rawn within the space of ona hour, as a stage-play could
present within the space of two or three hours. ‘

When he became interssted in radio drama, Tyrone Guthrie wms

already a serious writer with a fully matured observation of
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life to express. Instead of sxploiting the technical devices

of radio for novel and omsual effects -- & temptation to

which many of his contemporsries sucourbed — Cuthris made

use of radic for the ons reason that if presentsd the only

means pf° expressing his vision of life at this stage. He had
somethning of genuine importance 4o say in o medimm he thorough-

ly understoods  Squirrel's Cazg and W

Iou to Pick are amongst the Tirst serlous plays of permanent
value.in this popular art form, and their sffectiveness derives
- from a disamning sinplicity of methnd anl Guthrie® s wmistak=

able sincsrity; while i the tecimical aide he opaned up an
exciting new £1a1d by the use of choral, synphomic and impression.
istic effscts, | |
In his introduction to and two ott

phons Fiavg,(7) Gutirie justificd bis attaipts at radic dramme
He believed ther 1ive theatre ould go dowm under the combined

pressure of the "cspned” products of the Milm indmiry and
wad@asting. I% may secem strange ¥t a man who has contribut-
efl so much t0 comtenporary drwaa Zor the stage, should have
written of it a0 pesximistinally., But the minetsanethirties
was & period of depression in the theatre and Guthrie did rot
‘renlise that om the many occasions it ha! gone dowm before, it
had always comse up again, The £ilm, ns hs points ou?, is
certainly canned becouse it iz pressrved ani unaltersble, but
thé radio play is the most fugitive of the arts, as he himelf
xmaw.  Cuthrie's attitude ¢ ths wrious thentrical arts in
which he has worled hos alweys boon criously incongistent, and
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this Introduction is all rather ironical, {or he remained
with the BBC only a few years, before deserting it in favour
of his "cardboard grottoes" im the theatre, where he soon
established himgelf as one of the boldest, the most experiment-

al and imaginative of contemporary producerse
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iii,
Patrick Hamil ton,

Patrick Hamilton is both & playwright and nowelist of
distinction, but his work in radio drama shows how eagxy it is
for a recentive and creative mind to adapt itself to, and use
to its advmtageg, an art fonﬁ completely different from the
‘novel_ or stage play. His plays -~ particularly Gaslight,
Bopg and The Duke in Darkness -= show a flawless drawatic tech-
nique, ﬁaginative cmqracteriéation,. and plots of ingenuity
and tension. Hamilton is a master of suspense, and it is this
sbility which makes To the Public Denger one of the most excit-
ing radio plays written durimg the period under discussion.(8)

To the Public Danger is a moral thriller. Hamilton had
something vital €0 say on the simple yet increasingly important
theme of dangerous driving, and he delivers his lessen with
startling clar:.ty. But the play is by po means a propaganda
piece, as the author makes brilliant use of all the technical
devices of radio to create and hold an atmogphere of unusual
tengion and excitement, which grips the listaener in the first
sequence and holds him breathless until the denouement in the
Coroner's court room. The play's entertaimment value ws
Hamilton's first consideration —— his message naturally, vet
unaistakably, arises from the drama. Charnctsrisation and plot
are both simple and straightforward; the whole emphasis of
the play is centred around the creation of a tonse and exciting

atmosphere, as a car and its drunken passengers race insvitably
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to their doome Husie snd sound efTects are usad to full
sdvantage, while the dalogue is abvays vivid ani straight to
the point.
Hamilton uses four leading characters,sharply diffeventinted
in voice and te&peramnt, therefar& sasily distingnishable =
- Truce Cole, an sx=arey viay boy, sophisticnted, saopth, precise
and errogant; his friend Regyie, a amioal and obnoxious,
drunken lout; Fred lance, a cogknay country boy hopelescly in
love with Tan, s worthless y~4 saductive sountey girl who is
Hematisfisd with her boy friend and all out for a good time.
 There are omly five other bit parts ¥ arpear in one or tw
sequences sachs | | |
he play opens in a country hotsl whem Druce and Regyle
have been steadily drinkinge They mest np vith Han, sho has |
been having a dull evening with haw wromantic toy friend, and
the four of them decide to g0 on a Joy ride. The first sceme
has as a background & mogaic of sound effscts == the subdved
chattar of the drinkers, musie from a wireless, the olink of
. glasses and the clicking of & @lot machine, We hasar ths steps
of the mrts;, the noise of the o doar, the sownd of an engine
gtarting, sccelerating, then the tooting of a hoxne Hamiiton
warns the producer that the smmd of the car engine should
never rise above the level of the dizloguwe, sxospt in the
clinax, and for the sake of clarity of ction, the characterd
drurkenness sh-uld not be over-enphnsisod.
Cole's driving becomez nore rocidlass, as he wrigs from s
flagk of whistey, while ¥an's excitermnt encourages him to
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gﬁeater speedse From then -qﬁ the speceh of the characters and
the noise of the spseding car form a gradual erescando of
sound, building in temsion up to the first climax in Nan's
frantic cry “Look out for that bike,” — followed by the awful
thud of metal striking metal, the scrosm of brakes, the shatter-
ing of glaas and two long piercing screams from Man., The car
'slaavs down, but imediatély accelerates much io Fred's con-
sternation, as Cole eallously refuses to turn backe ;T‘he
- tension im the caxr begins to imreasé cnce more when Fred
attacks the driver. Iventually the car stnps,'wa hear the |
scuffling, heavy breathing and muttered curses as Pred snd tole
" £ignt. | Fred distracts his atjténtion, makes & run for it and
by increasing the soundvof' ‘Freci" s breéthiag end fading ths
bothﬁar wices, the listener is taimn with him for o httle ey,
is flaahe& back to the car starting up again, then returnsd
.to Pred and the sound of his despe:rate knoc‘c:mg en a dom:'.
- A]zmst at bresking point, he requssts to uge the phone, ﬁwn

hlB voice fades out and the sound of the car tmvslhng at .
| full speed fades in, |

By now the thres charscters in the car are quite tipgy o=
" Cole proclams "That last rh:mloey s done the trick\,, my g:.rl.
I'm tight at last", and he speeds up in a frantic effort to
outpece what they imagine to be a polics car following them,
Kap and Regrie implore him to stop, the dialogue becomes
!Wsterica.i, reaching a terrible climex in a ’piex‘cing seresn,
a screech of brakes and the camplete crash:mg and wrecking of v
~ the car == " .e & nNoOige,” Homilton says "which will have to
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be left to the vesources and ingenuity of the producere"

Taere is silence, save for the engine which is still running,
and the car wireless still pounding away at the 3rd. Hovement
of the "Moonlight Somata™  The engine coughs, runs again for
a little,then expiress The "Hoonlight Somata™ still goes on
playing. As it fades We are awarc of a woice spealding as
though at a distance, which gradually becomes audible un¥il the
whols play is dominated ty the long, calm and Jjudicial speech
of ths coroners Ho goes on to discuss the case not only in
hig official capacity, but "s.o as o human being who uses a
car.” He discloses that the first accident did mot kill a
man, as everybody thought, but the car had hit two bikes sﬁpport-
ing & sack of pofatoes by the side of the ronde FHor was it a
. police car that incited Cole to spesd to his deathe After
passing judgment on the characters, he sums up the whole action:

If publicity can serve to call still more and moxe

attention to the danger, the tragedy, the misery to

human beings, which ig being caused today by people

entering that instrument of death, the motor car, in

incanplete possession of thelr senses, under any

influence of drink or alchohol, howsver small -- if

that can be done, then some litile good may yet come

of this, and other lives ba saved where these three

have been wasted,
In this speech Hamilton is pointing to an undisguised moral, but
at the seme time it is logicaily and artistically in keeping
with the play. This speech would be the natural termination to
such a series of events in real life, =30 it does not sound at
all fabrica’t2d or superimposeds "The quiet voice in the fore=
ground," Roger Manvell says, "restores the balance of justice

needed after the selfish clstaour of evil which had preceded 1t,"

(9)
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To the Public Nanger is a beautifully constructed tiriller
in which dislogue, sound effects and music function in exactly
the same way to create an atmosphere of mounting tengion and
excitement, Its vdrmnatic economy, simple plot and sharp
characterisation produce a dramatic impact so powerful, that
the listener is momentarily stummed until the events are set
in their true perspective with the restoration of tranquility
at the ende

Money with Menaces is by no means a great play and hardly
bears comparison with To the Public Dgnzer.(10) Hamilton has
nothing to say of much importance and his characters are of
no umsual significance, but the play does hold the air becsuse
it tells an exciting story as effectively as possible in tems
of pure radioe The play is adnirably written and clesrly the
work of a sure craftaman, . who certainly knew what radio
could do and what it could not doe It is an a'xbove averé.ge
. roduct of a popular art form, a type of play that is irmense-
ly effective on thae radio and never fails to receivas a good
hearing, for the one reason that it makes exceptionally good
entertairment, | _

Money with Menaces eoncerns a rich, yowsrful and unscrupulous
newépaper magnate, Andrew Carruthers, who receives a mysterious
telephone call informing him that his daughter has been kid-
napped and will not be released until he pays ths callsr ons
thousand pounds in cash, Tye action is constructed around the
wecautions taken by the kidnapper in mrocuring the money from
Carruthers, who is made to follow an intricate set of directions
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through the ciﬁ,&rplﬁmé to him by a series of telephone calls,
' The entire action '.takes place in ome afternoon, as the 1istomér
follows Carruthers from the time he leaves his office till he |
reﬁmns fmne, only to discover that his child Ahs.s not been kide
napped == he did mot bother to check after the first telephone

_ call == and that the "kidmppcr Was a pan Larruthers once
bnllied at school, who is now taking his revenge. _
 The valie of ths play lies in its technique — partly in the
method by which Hanilton contracts the continmuous events of' ‘
one aftemoon into one hour, ami partly for his skill in evoking
backgrouna scenery, In To the Public Denger scenery is unimpor t-
ant, as the listener is concermd more witl;x the imsdiafe
surroundings of the characters, ‘mly the car and .ﬁ}ﬁt gées on
inside ite It was enough for the hotel har to be suggested
W oa fév ve-arks and sound effectss Both The Flowers are no$

. for You to Pick and Money with Memces are bﬁilt around ons -

' 'o-entral character, but the first is concerned mors with what he
is, the second with what he doese | Unlike Guthrie, Hamilion |
makes no attenpt to give us a detailed study of G&rruthufa
~ minde Edward's history is played out against a number of baoEQ.'
grounds separated and defined to verying degrees, but for the
most part their location is unimportants In Tg the Public Danger
and Money with Monaces, the action consists of a jourey through-
space and time played out against one continually changing scene;
but in the latter play, the scens ;révides an important backe
ground to the action =- it is dymemic and vitai mot only to the
setting and atmosphere but also to the plote
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The play opens "eee With a burst of music of an exciting and
dramotic characteres" This ia succeaded hy something slow and
peaeeful, suggesting the haze and héa‘s .of a mr aftermoon,
;'a‘hich gyradualily fades into the noise of city 4raffle, roaring
and honking at full blast at 2,30 in the aftcrnoon, But the
. scone is evidently ndigh up in a.high building, as the sound is
‘blm-re{:l and tempered by the heighte After Carruthers is
‘vaguely established as a éharac‘tex', he raceivés the firzt tele=
phones call, and sets out on hia tour o%" the éiw %vbich takes
“him té a shop, & bank, an azmsement park, an undaréround raile
way, his club and lastly bis homes The listener follows his
 Journey by an almost continuous backzround of »saurvxﬂ effects,
fading or ircreasing in volure as 5mnaeﬁ by the dialogus,
and broken by patches of music to eman_ce mood and a\tgos’;:-hem;
or to indicate a 1épse in time,
| Although his method secms complex, Hamilton's sustained uge
of sffects to éuggest éuctisn is remz'kablé for ité clarity and
simplicity =~ provided the:}‘ are co~efully handled by the |
producere :As‘sm exsmple: Jarruthers leaves his office and
we hear the door cléae behind hime HMuzic fades in to suggest
his snxisty and a lapss of several minutese This is followed
by a clock chiming all the quarters, then striking three to
indicate the precise time, The music ceazes, then we hesr
the sound of a 1ift rising amd stopping, its gates are throm
open and shut, the 1ifd d&scenﬂs,ﬁle gates open and shut
againe The sound of voices, bugy on the ground floor is heafc},

a Cormmigsionairs spenks and the sound of the traffic fades in,
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grosing loudsr then before, s0 w gather Carruthers is now
actually wal ing along the atreet. f'lce,ting voices of mssérs-.
- by sudszide, and the sound ‘of a shop bell indicates he has
entered & shop, Finall:}, the sound of f:et on the bare boards
of the sﬁop,ané the dialogue bhegine, . Thus Hamilton m;&es&nté
" an involved series of physical movements by leading the listener
%o identify himself with Carruthers and follow in his footsbeps,
| with only cnevbrief‘ snatch of r}iaiegue. The sound sffects are
positive and functional, vealistic bgtjuno’btrusive. , ﬂémili:on' 8
method is the method of Si’evé}.:ing brought under control, _'é'lth«
out his ccmulexity or eitravagan'a "three deep sound montages."e

| Tha pr.nc ipal weskrness of the play is the slidmess with
| whii ch Hamilton tsnda to gloss over the umertainw 'xinch increases
| in Carruther's mind as the oy -moves on; but it is difficult
% gee how this pwchslogicul aspcct could be treated more fully
without destraying the play s atmogphera, _ _

HNongy ¥ith Mepacsg is an unmetentioﬂs sntertaimment pisce

- Por radioe Its chisf virtus ig the precision and integrity
with '!rhlc:h Hemil ton approaches tb.e mcrodmwe, conolusively
proving that it u,hcula mt be rt'garaed a3 an eavesdropper, but
~as an exiremely flexible and sensitive imstruments leter
dramatists have learnt nﬁuch frou hig r:dsterly technique and his
ability to create fram a slight story,with he simplest means,

a play that will grip the ligtener by the intensity of a& well
sustained atmospheres
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ive
Conclugione

In 1936 L% G.Bridson opsned up o mew Piald in radio Jram
#ith his woduction of The }arch of the ‘45, a play which
canbined dialogue, wverse, narrantion, choral spesalcing and
singing in what was the first radio operas The impartance
of this work car only be fully appreciatsd if it Ia consiler-
ad as the f-"fz‘ermmﬁz_'.of a ssries of poatic musiéal Plays '
which contemporary. poets have writtsn specially for radio
since 1941. TIridson paved the way in the functinnal use of
music, just as Hamilton had dons With sound effects, but
oot until Ddward Sacicvi'lle-’s‘est's The lascue was produced
seven years later d1d another author realise the inmense |
possibilitias that lay in this 7ind of ralic playe

The high hopes that ad deen held during the first five
yaars of the hineesen-thirties for the creation of a "school"
of redin dramatists were disappointed -whisn Teach, Guthrie
and Hamilton ceased writing radio playse But tae period did
roduce several of the best plays yet ‘rritten for radio, and
radio drams was consoliGated as a populsr art for when the
novelty wore off, and the mania for experiment declined.
Graduelly the listener becams nmore interssted in 'ermt 2 Play
had to sey than in the manner in widch it was saide As early
as 1931, Ilerrill Denison enthusiastically wrote of the support
this new faLa Was receiving frou its sudience: |

An audicnce has been developed {in Great Britain)
for the broadeast play and what is more remarkable
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is keenly imtersated in its sxperhwental asprcts.
Such an avwdience could omly have been developed
in one way: thraugh e baligd thnt the tine
- dewted o listening o & play fron: the wir would
be wall gperi.e How this Delis? wix dnplanted I
By 1859, the yser thot conveniently narks the and of the
thixd ghass in the developmant of radio Irarmm, the radio play
had become an imstifution acospted dy doth witer and 1istener.
Many plays, and scme of a high dramtic mzdlite:m volue,
ware bsing written by men who had eonscientiously learnt the
- unfaniliar techpique of writing for a now medioms Hadio drome |
had achieved the status of a separats anl distinet art foxm
Although adaptations still provided the vast majority of plays
_ for the BEC' s dramatic as&ies, it ums dlearly remgnised that
even adaptation itself was an art Wiidh regiired a speoialised
xnovledge of its own. | | -
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ViI -

THE FOURTH PRIOD : 1930=1946,

i.
Qutline of the periode

On 'Septelﬂ)er 1, 1939, Hitler attacked Poland and a whole era
of broadcasting in Britain endede The BBEC Regional Stations
cloged down, the Television Service clossed dovn, alternative
programnes vanished and the conditions of radio drama changed
almost overnighte Hundreds of producers, musicians, engineers;.
secretaries and administratora left Broadoasting House in
London, for proirincial centres where there was thought to be
less danger from bombing, The Drama Bepgrtmnt evacuated to
Favesham, where producers were forced to direct plays. fran
makeshi{t studios in a large house and in a steble at Wood
Nortone Not only did the conditions of productinn change, but
writers, actors and listeners found thamselves in an enf;ir-e]y |
new sitvuation,

Producers were deyprived of the elaborate machineyy at
Broadcas¥ing House which compelled a radical simplification of
all production techniquese With Multiple Studios and the
Dramtic Control Panel no longer available, they wére forced
to adopt the American ﬁwthod of uging a single large studio
housing all the actors, music and effects, and an adjoining
control room from which the producer directed his playe All
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this required a complets re-education foi' modicers, and to
make things worse, they discovered that the demand for i'adio
plays was almost fifty per cent greater them it had been prior
to the war, | | |

People found they had to stay at home due to the blackout
and blitz, which meant they were varely able to visit the
theatre or cinemas As a result those Who previously sought
their en‘ber"rairﬁne'n.t outside the home, were forced to find it
ingide, and the natural answer wa;s the radip.‘ At first light
| programmes were mreferred, parti#ularly variety -— it was |
during the early war yeais that Tommy Ha_ndley ‘built up the
tremendous populérity and prestige of I‘i'ﬁm, at the same t:hm
setting a pattern in thi§ forme Howsver, in the B BCo Year
Boolk, 1945, Va;l Gielgud was a’ble_ to report "The most striking
thing about broadeasting play production in 1944 is the fact
that - if Listener Research ﬁgures are to be believed -
radio drama Eas now b,egﬁz to challenge wariety programmes,
- always excepting the inimitable IMHA for sheer quantitative
popularity.” in the some article he suwmed up the situation
in 1939, "I éoubt if it is always :;'ealiaed how shattering the
effect of the war's outbreak was upon the BRC's play mroducing
 department, It was deprived, almost at a stroke, of two
thirds of its rehearsal time and of a great proportion of its
technical facilitiese” (ps53e)

As the moductions depsrtment was out of London, it could
not draw upon the wide range of actors and actresses availabls

in the city. During the confusion of evacuation a Drama
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Reper tory Caupany, disbanded seversl years before, was reformed, 4o
baar the strain of more plays and less rshsarsal time, Radio
plays were being produced under the most extreme difficulties
from 1939 to 1945, yet radio drama banefited more than it suffered
from war-tii 2 conditions, and made greater artistic progress
than in any other period,

Shortage of papsr meant restrictions on publiﬁling and many
writers were slmost forced to turn their attention t radio,
while those already familiar with the medium were compelled %o
radically simplify their approach. Amongst those who had
already garned & reputation as novelists or dramatists, Clemsnos
Dane, Dorothy Sayers, Eric Iinklater and Louis MacNeice, all
made distinguished contributions to broadcast dramae

Be treen September and December, 1939, circumstances confined
drama 0 one programne por week, but by Clristmas normal progranme
- times had been restored, longer periods were allowed, star |
performers bacame available again due to the closing of many
theatres, and radio drama was almost back to where it had been
before September.

1940 heard several excellent broadcasts of scenes from Shakes- -
pears in re=tricted listening times, produced by Val Glelgud;
dramatisations of Maughanls short stories and of Kipling's
“Just - so" stories; and an adai)tation of Andre (Obey's Noahs
The most important eveni of the year was the production of a
series of propaganda plays Shadow of the Smnstikae

Some of the most significant contributions to broadecast drama
ware made between the years 191 and 1945, In 1941, The Syviours,
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a series of seven plays on = xingle theme, by Clemence Dane,
and the production of the first play in Dorothy Sayers'
memorable series, The Man Born to be King; 4in 1542, Christopher
Golumbug, Louis MacNeice's radio verse pageant, and the first of
Eric Linklater's many imaginative and unusual "drama-features",
or discussion playse Dorothy Sayers' plays on the life of
Christ continued to stir up an unprecedented interegt in radio
drama, and although drawing dowmn fierce criticism on all con-
cerned with them, thsy greatly énhanced the prestige of both the
B2C and its Drama Depariment,

In 1943, Edwrard Sackville=Vest's radio opera, The Regcue, was
proﬂucéd, and reguler weekly listening times were established
' fox; radic drama's two most popular series — "Saturday Night
Thestre®, and the rather sensational "Appointment with Fear",
A mcce&ful experiment bsgun two years earlier became a regular
feature -« t&e allocation of almost an entire evening's programms
4 a single plalv, which resulted in full length productions of .
Shskegpeare and Sbmr. | In Ootobsr of this year, Thowas Hardy's
glgantic play The Dynasts, was umsuccessfully broaﬁcast, and in
conjumtion with Granvllle Barker's mrevious attempt to ata.ge
 it, proved conclusively thst this mommental work properly belongs
to 'the astudye

During the war years, there were three important develoments
in radio progmmnss; closely related to drama. Serial plays
grew in popularity after the bapetus received from Peter Cheyney's
stjariaa of crime and detection broadcast in 1945; an adaptation
of Diditens' Nicholag Micklely, and several thrillers aritten
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speciaily for radioe Secondly, a new form which had its origin
in the radio play, é.chieved such immensge popularity that in
ligtening figures it outatripged every other radio mrogramme.
This form was brought close to perfection in Tomny Handley's
"ITHMAY a fast moving variety show perfectly attuned to ths ro-
quirements of its medium, which began in July,1939. The third
develomment was the equally great dmpetus recsived by the feature
rrogramme from the wealth of documentary material provided by
the ware A% first a subtle, yet entertaining means of broadeact-
"ing propaganda, the feature was brought %o a high degree of
artistry by the many reputable cen*:aapdmry authors who were

attracted to it during the wayr.
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ii.
Bric Linklater. '

- The imglmry coavérsation ig usuelly regarded as the wmost
artificial of literary forms because i{ has to make shift with
an exiateace in print instead of being m_‘bi&:en alouds For
instance, landor's ”Iumginar}f Conversations” read as the une
| natural, stilted and mer-- alcquent utlerances of characters who
requiré a trsmendéns nentel offort to bring to life. If read
aloua, there is little doubt that their elequence would be
: attractive; their stiltedness wéuld di'sa;p}\ea.r aﬁd, despite a
classically. moderate strle am? laclf of anh:r.on, a sugrestion of
- dramatic conﬂict could be J.ntrnﬂuced by appa.,mg voice qualities,
to make them sound‘ bright., instructive and _entert&imiﬂg. Bric
Linklater was the first to roalise that radio preseuted an
opportunity fr;r‘ this 1iterary form to teke on a'ﬁ:}e'popuiarity
and appeal ’ nmd tbat the imaginarv ,.,oaww_‘tion could easily

. become an axc:iting vehicle for entartmmem* -and instructions

In his ﬁve aialogues, Linklater mvided an cxwllent model for

the c}iscuss..om and a:.saemimatmn of ideas by preparing then in

a ;Sra,matic form specifically intended for radia__p@emtaﬁ.ém.( 1)
id.nklater'é imaginary conversations derive ffom three

distinet sources: the. e:mrx@..e of_' Iangder, the popular BBC "Brains

Trust” type of rrograme, and "the drams of ideas", such as thav's

dramatic debates iu.GettinJg&rr_Liaa and the Hell Scene in Man and. .

Superman, buoth of which have made sicocessful twoadeasts in recent
years on the Third Programmze Bub Tirnklster's individual form
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has advantages over all thress Unlike Iandor, he wé.é writing
to be spoken, not read, theréfore he could not afford to use

dull cbaractei's nor otiose dislogue, Hig di'amatiaed di soussions
were thought out and prepared beforshand, having an a&vaﬁbage
over the impromptu discussion in which the most promising ideas
are seldom ueveloped in the course of the debates “ Linklater
was able to follow through his main argumant, to reiterate and
drive home his important points and to lighten the intellectual
tension when necessary, by humour and other deviceé.

| In order to obtain its maximum theatrical effect and 4o com- .
pensate for lack of action and ovemor&inesa; the "drama of
jdeas”, in most cases, centres on a single, massive and over
solemn theme, betraying an author with a very sharp axe to grind,
and & substantial moral to exemplify, Idnklater reali&sa all
this would be a positive drawback in the rodio dislogus. He

had no need to pontificate and showed that a.fmsh approach to

an old form could teach and entertain through quick, nimble

and pleasant argunént, of'ten humorous and always gracefule

The static discussion may become legitimete radio drama,

though it is rarely exploited through fenr that the listener
will £ind it dull or stiffe The drama iz conferred by Linklater
attracting *he ligtener's focus on the unasen personality of

the speakers, and by the shape of the discussion itself, which

is designed to hold the attention from first to laste For

the emotional rise and fall of a drana, iis minor elimaxes, anti-
climaxes ond dramatic reversals, Linklater substitutes the
changing or developing attitude of his speakers to a clearly

defined line of argument. -- a proposition, its discussion, a
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conclugion and its resolution, Fmotionmal colour is added hy
the speaksrs’ reactionsg to one amother, and by eliminmting
the narrator, a convincing realism in charectarisation and
speechs

Linldlater allows his @mrmﬁon‘s to range acrnss ages and
betwaen worlda. He drings togethor men of widely diffevent
types snd callings, both the dead and the iwving, fvrom many
 different nountries. Naspite {hils fresdom his argmimsnd is
always well disciplined to its mein subjscte It is conduoted
philosophically and without heat, and the woices, whethex dead
or alive, ars rendered im the idiam they almcst oartaiulj uged
when glive. His speakers are characterised %o a degroe nec-
essary to meke them accsptabls, interesting and ersdible peoplse

. The Cornergtones is set in the Dysian figlds, aAnd presents .

as speaxers, the observant apirits of C«:ﬂfucius, Lenin end
Iincoln in conversation with thres mem of the allisd forces
killed in the war, Iinklatsr's characters, who posscss a
telsviasion apparatus which erambles them {;o see the world they
have lef't, <iscuss the naturs, perposs axid zart' of gavezmment,,
and look shead to ths leadership of & batier world by the nations
they reprasent. Thoy debste whather a sufficient comcunity of
interest exists within the United Nationg to warrant the
establ ishment by them of a rule of world wids lawe The conclusion
drevm is that given the vision, given the coursge, 1t could be
done,

Thiu is followed in The Balt by a wore specifiec exaninatiox
of the state of lk'it"ain in wartime, Linklater, through his
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speakers, poses the question ."Am the people of Britain capable
of serving the new world, of writing with honour, a new chapter
of history?® This is debated not by characters drawn from
history, but six men on a raft, in mid-itlantic, whose ship has
been sunke Sach of the five sorwicemen remresents a different
walk of life, while the other, a passenger and civilian, remesents
a different generation; but,as Linklater tells us, they are all
united in the borderland between life and deathe They ask why
the psople of Britain are fighting during the worst period of
the war and continue to Pight in the Pface of such great odds.
'i'he. conclusion drawn is their sense of duty and pride in what
they are; ",.. and Athat,“» says the Lieutenant, "is what takes
. your sailors back to sea, and sx_ildiers into battle and green=
grocers and ctmraomn back to fhcir work, when their work is
dangerous.”

Since Britain is capable of winning the war, the“ characters
then ask if she possesses the cowrage and ability to win and
sustain the peaces This is agresd in the light of Britain's
colonial history. Not only did Hitler underrate the Dritish
people, but even before the war the British people themselves
underratéd their own courage, determination and ability, both
at home and in the coloniess The conversation ends with the
characters' individual affirmations of a collective faith in
the British people = & firm, realistic, genuine love and
respact for their countrymen, not a sentimontal, undirected
expression of conventional patrimtiau.

In the third dialogue Socrates is engaged in conversation

w#ith Lincoln, Voltaire, Dr. Johnson, Besthoven and dliree service~
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men killed in the.wmr;, one of whow, Flying 6f£’icem Arden,' aléo
appears in The Cornerstones and Rabelais Replies. Thes dialogue
begins by emphasiging the inmensgity of the Second World VWar,

end after Lincoln has drawn a disturbing pic.tum-of the nurber
of men who ﬁave lost tﬁeir 1i§a§ in it, Socrates asks "Thy?”? «-
and from his question the conwersation takes its name,  He is
not satisfied that the Allies are sufficiently conscious of their
.purpose and proceeds to interrogate the 6thers in his own dise
turbing and relentless manﬁer;, gubjecting their beliefs to the
hard light of rational examinition, defining their terus and
rej'écrting those argixnents which he proves redundant, in an
effort t@ o' tain a satlsf&ctex'y angver to his question, fThis
is a brilliant, lively and eonvimng ex;:osmtmn by Linklater
'ef the »:ocratm methode _ | |

Socrates eventually concludes that the true cause of the

Allies fighting must lie in the pesce that will follaw the ﬁr,
falthough a four power rule by Brisain, ‘Chim, the U, Sede and
Rugsia is not sufficient rcason in ifsgslf for wasting so mam;

. milliong of lives, The Allies mizs;B co_ntinuaily i:éar in mimd
“that they are fighting .torva‘ ﬁauce that is creative and m, )
not idle nor static, and Eocz;ates illustrates his point with a

~ beautiful description of Athens whan ﬁe lived there. The other
| . characters agree, and the peace they enviasnge is egﬁnbolimd by
Beethoven's speech describing his ?‘t&. Symphory against a backe
ground of the musie == ",,« that is the peace I wade ... Do mot
think'pesee to be & shallow or a placid things It s deep
- and richs It is full of movewsnt and joy, of work and laughter

and the reaching out of your hands to God eee that is the creative
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trinity: desire and vision é.nd dgtermin&tion.”

The fourth conversation, Rabelais Replieg, is a natural extén-
‘sion of Socrates Asks Why, im which the conclusion wms dram
that the Allies were fighting to ensurs that peace, a vital and.
progressive peace, should be established and maintaineds Now
Linklater poses the question "What is the hest way of ensuring
bthat such a peace is éétaﬁliahed and sufficient -interesb created |
to mintain it?" | |

Oﬁue again the scene v'.i:.s in‘mysimn, but this time the characters
are Dean Swift, Bishop Grundtvig, Dr. Rabelais, the Archpoet,
Flyin;g Officer Arden and his 'biother, an amw éergeént, wo is
‘given an honoura.ble we'.lcome to Blysiun during the cour se of the
" pleye The conversation opens with an argument between Arden
and Dean snft as to whether the mass cf pncsple are capahle cf
being eduaated, with Swift, of comrse, ﬂalmng the negative.
Bishnp Grundtvig, the founder of ‘ehe Danish }S‘olk Hn.gh Schools ==

o who may be called s Linklater says, "wi hout nuch

" exaggeratmn, the founder of l&aﬁern Denmark, - joins the{ oon-
| “versation and leads it into a discusaion o? the best methods

to eduéate children and aduij!;és for macé. Swift argues that

a campreh.mnsive education for the masscs migt inevitably repress
" genius and result ip a dull mediocrity, but Grumdtvig firmly
deniss this, maintaining that it iz the aim of education to.
foster a love and desire for learning in each individual aceord-
ing %o his capacity, not the &anafemme of facts from teacher
fo pupil followed by‘ an exaipination. "‘To examing ‘a pupil in |
what is truly dear to his heart is repellent,” he a.dds.

The prohlem of the war is introduced thmugh Arden's brother,
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Peter, who had bsen dimissed from a school for his unconventional
teaching methodse On arriving at Flysium, he is furious with
himself for having wirtually conmitted sulcide in an attempt o
rescue the most worthless soldier in his compary, and thus lsave-
ing bshind a wife and two young children, \Vhen questioned by
Swift on his seale of values for placing responsibility to his
country sheve responsibility to his family, Peter replies that
ons of the reasons why the sllies fought was to ensure the making
of a world ahere all children wéuld be given ghelter from
tyranry and the blight of filthy doctrine, where they could live
in freedom, peace and happinéw. | o '

The speakers agree that education is thes key to a dynmamic
peace, but the means by which it can be put into effect will dbe
the gi'eatest roblen confronting the Alliss at the conclusion
of the wars They go on t» digwss in broad outline, the genersl
principles of what sort of education must ﬁe given. Grupdtvig,
who while alive had bézm faced with the same problem of rebuilde
ing and revitalising his own cowntry aftsr it had bean torn by
wars, maintains that young men and '.?m mst be preparsd for a
life of fee” ing and experience, lducation wmust primarily concern
itself with this, and not merely provide technical training on
a purely utilitarian level., Children, and men and women ag well,
should be taught to live complete and sensible lives in whatever
sphere they find thomselvess They must be edumted not only as
individuals but as members of a community. Aa individuals they
ought to enjoy 1ife, as members of.va community they mst serve

it, Therefore. they should be taught to appraciate their present
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situation in the perspective of shat hes gone before, =
history must be the basis of all educations

The next §ssential;Rabehis edds, is languege, bhecauss
"They cannot make account of their fasling and experience wnless
they know enough words s.e We ought 4o teach language os an
inatrument of pleasure.” The speakers agree that above all,
every thing must be taugh€ to give pleasure. This pleasuré
Linklater symbolises by the Archpoet, Who refuses to jJoin the
conversation and»hm:*ries off singing e Medieval Drinking song,
to greet the new arrivals at Elysiuwme "I am common flesh”
he cries, "I love the warmth of‘ a cromle” The Archpoet is
the. ensential artist, amoral, .irrespcnsibla, -re:speeting no
waluez other than thése of his own exratic f‘anqr, vet _v:i.t;é.?. to
a cbnmuﬁity;s 1ife because he knows and can feach wore of
pleasuie than any other person. Rabelais doss mot think that
the Archpoet would bs & good exampls to schools, but he néverr-
theless does havs. a vi.tal place in aoeietiﬁ, becayse in flasghes
_ of inspiration he can reveal unsuspested hsaxxtﬁr, elucidate
thought and fesling and, most important, teach others o enjoy
lifes Ewer Dean Swift hesitantly admits his conversion in
the face of these guperior arguments «= there is some wirtus
in men after all, but most of thew hlde it.

The conversation ends with a dlea ‘by Sergeant Az.*deé for the
building of schools as a memorial to those killed in the war,
instead of the custamary uszsless statuss and crossese The
othsr charanters express their faith in the education of chilargen'

as the main hope for a lasting and creative peace; and as a
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means of ensuring this they agree that children should he
given a Charter of Rights, agsuring them shelter and food,
health, Joy, growth and educatione

In contrast to the four conversations, The Grsat Shig' is
quite an elaborate one-hbﬁr radio play, displaying a fimm con-
struction, a quite substantial plot and the same qual‘itiem of
directness and simplicity in dislome that Linklater used to
such advantage in the carlicr conversationse The plot
consists of two dramatic situations, the first established
in the prologue,: then temporarily abandoned for the second,
which begins al an earlier point in time, and contains the
real body of the play in & conversation betwveen two characters,
broken up ard clarified at intervals by narration. This _
episode is deweloped in a straightformard manner to its natural
conclusion, which inggniously ties up ‘7ith the conclusion of
the prologue. Charaémrisation.anﬁ plot are subordinated to
| the central dialogue which occupies most of the playe  The
Grest Ship is a drema of ideas, but the author is no mere
proﬁagandist. Linklater has something important to say, and |
says it in the most diréct, dramtic :nd entertaining manner
possible,

Two narrators ars used throughout the play in order to
describe the scenery, carry forward the action and to comment
on ite Their opening speeches give a brief, but vivid im-
pression of the. Western Desert, where the action is set and
then indicate the historical background, A amll group of

soldiers arc hiding in a trench under the blazing desert sum,
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s#pdsing nightfall tc resous their Lisutenant and another
soldier who have been in:jm-edl in an engngement with some Geymam
tanks about é.vmile a¥sye The two mparties are in wireless
commnieation with sach other, /ét?: plot is set in motion when
ihe Ideutonant advises the Sergeant that three eneny tank:s ars
advancing towards his trenche | '
We then hear the volces of the men in the trench as they plan
{0 disable the aGvancing tanks. They succeed in disabling &wo,
But the third talts out of ranges Re-establishing contact
with the Licatenant, the Sergeant hears a strangs volcs ou the
1ine, hoarse but clear, and wildly faratical, making a strong
affimation of falth and purpose: |
‘essKeep maf'e your great ship, lnok to your cordage and
the guns, and hold your course., ‘'le are the woyagars,
and the wer is the war of peace. Now in that faith,
and in God's nmame -- fightl”
On this note of suspense and mystery, the shrill whine and
explosion of shells divides the aivr, and th.e' narmators taks:
us away from the trench, back three days in time to an English
Iieutenant and n Scotch Corporal who have survived the dive
bombing of thelr armoured car while on a patrol, and now,
injured but determined, they are just beginning a long, agonle-
ing tmﬁ: back to their unite It is in their dialogue during
this march that the main ideas promunded in the play sre dis-
cagned. Linklater avoids the danger aof monotony or overe
'hrdineés by relieving the comversation with brief passages of
narration, which unobtrusively impress upon the listener the

vhysical sui'fering of these two people exposed to a hlazing sun,
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and surrounded on all sides by miles of bare, flat, desolate
sand, without shelter and without water.

The hunty optimism of Iieutenant Grenfell and c::rmral
Scott provides a vivid contrast with the apparent hopelessness
of their situntion, Their talk junps quickly from point o
point, but never loses ifs coherency or central thresds At
times, Gren”:ll becomes fanciful and semi-delirious, but the
phle@mﬁc and down to earth Scott jerks him back to reality.

Just before the war, Scott, a bootmleer; inherited a well
stocked library in which he made his first excursions into
literature, and he is still rather mmazed at the treasures he
found there. He is devoted to the Licutenant and dmpervious
to Grenfell's lighthearted, ironmical jibes at his incompletely
digested knowledge, The title of the play and its main
gymbol derive from Scott telling how hs read and enjoyed the
. eight volumes of Hakluyt's Voyages and ‘discoveriese The
Elizabethan adventurers, the Arthurian Legends, David Hume
ths Scottish philosophei, and the Var, whicﬁ Gronfell calls
"The War of Peace", stand as gymbols for the English spirit
of determimation to voyage into the uninowm, to find truth
and having “ound it, to enrich their ocountry.

This theme is taken up ly Grenfell who mentions the
survival of the Arthurisn legend, the beat knomm and most
persistent of all the stories of British origine It has al-
wnys been a living tale, he tells Scott, it is alwnys growin -
"And why 4id it live? DBecause it became a story of men

looking for something. The knights who never were, rose from
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a table never built, to go im search of What all men desire,
but none has ever seen,” Scott wonders what tempted the
Elizabethan men of Devon to leave "ess the camfort of these
green valleys and the wee towms by the rivers, and go to sea
in the little tumbling ships, in the sour and stinking ships
of their ti 2" Ile knows it wvas more than greed and
rapacity, for such desperatc actions must have been vigorously
motivated -~ but unable to fully express himself, Grenfell
comes to his rescues

Raleigh went to look for l'ancas But Manoa Was more

than gold, Manoa was a draam, and he knew it, Dreanm

or vision, fantagy or faith or ideae As a people,

Scott, as a nation, we're bogged down in Sexon clay

and Norman greed and Celtic sloth, hut there ares always

some of us who breed idsas, Scott, and when we climb

out of the mud and follow them, we make history, Scott,

we grow bei}tet‘ than we thought, we find owr strengths
Scott sees this same spirit of exploration in the face of danger.
as the reason driving on David Hume to pursue his own heretical
views at a time in Scottish history when they could not have
been more urivelcome,

Lirklater never directly comects these topics to his main
theme, They remain symbolic, elusive and equivocal, but take
on a fuller meaning and significance as the conversation develops.
Scott mentions a pibroch a friend of his used to play called
"The War of 2eace”, "The War of Peacses..” Grenfell replies,
"You have Bo imagination whatsoevere ie have lived in this
infernal desert for more than a year, and you have naver told
me about the War of Peace."

The two men discover a Spitfire shot down in the desert amd

take shelter from the sun under its winge ‘thile resting,
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Grenfell' s mind begiria to wander and he sees a nunber of King
Arthur's knights, their symour shining, their plumes blazing
in the sume Suddenly the visiom changes to a flset of ships,
which he imagines to be those of the Elizabethan Adventurers
setting out to discover unkmom morldse .\gain the vision
chenges to one Great Ship, its sails set and churning through
the sea with waves bregking from its bow, Scott hurours his
Lisutenant, hoping the delirium will pass, but in a frenzy of
excitement Grenfell stumbles into the desert from the protective
wing of the aerc_»plana, wildly declaring his intention to 20
aboard. &{’9 then hear the mufflsd roar of gunfire; and the
narrators tell us that Scott and Grenfell have come across the
forward section of the patrol avaiting fescue by the small
company we met earlier in the play,.

Grenfell, still delirious and excited by his vision, contacts
the sergesnt on the wire,leés teleplones The ro’ﬁr of tanks
tranafers the sosne to the soldiers in the trench, a few lines
‘of the prologue are repeated, sand the sergeant hears a strange
voice on the 'phone. It is the voice of Grenfell deiivaring
the message of faith and purpose we heard at the beginning of
. the play:

‘Hoth™ng shall prevent use Ve do not yield, nor talne
out reste ' We must find what we seek and make what is
our purpose to make. This is the war of peace, which
we do mot fight for glory or dowinion, but fair weather
+ continue our voyage, and our victory shall be the
harbour to a land where men will seek ths happiness of
truth as though it were the gold of Manoa, I‘eep safe
your great ship, look o your cordage and your guns and

hold your coursae.”

The voyage, the discovery, Mamoa and the Var of FPeace are
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now understood by the listensr, who unaistakabdbly Iinks the
fight of the Elizabothan Mgriners, staking all they loved and
possessed in a battle to open new horizons for the good of
their cou'ntry, with the Allies engaged in a struggle @imt
the forces of tyranny to win a peace which will ensure .the
happiness and wellbeing of future generations, . |
Iinklater's four dialoguas and radio play were written to
be produced under wartime conditions, and, apart from their
intringic literary value, they showed the importance of
simplicity in approach a;xﬁ treamm}to Linklater does nbt
employ a large vncaba}a.ry-, but he possesses a nawraliy
rhythmic ear and a_genuim mastery oﬁ’ wordse  Although analytic-
~al in their approach ft:o each theme, the canversationé are carried
on in language that is primarily descriptive, so the author's
| iﬁtentions are never in danger of being misunderstoods  ILink~
1§ter. pref_‘ers,cnmpoun‘d» o camplg constructions, and this
frequently imbues the sentences with an almost ehiidish simplicity
and semi-stylised unnaturalnesse  For example, this passage in
The Raf: | |
Passenger‘: Wag your friend a sailor? »
Guhner: Yo, he was in the Cameron Iiighlanrzers. He
was my cousin as well as being my friend and Ee Joinsd the
Camerons hearly six years ago, bscause that was the
reginment his father, my uncle, used to be in, My cousin
was killed on the mountains that rise in front of Keren.
It was a long battle there, and indrew, my cousin, was
afraid nearly all the time, |
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The dialogue is remarkably flaxible, capable of wide variation
in rhythm, tempo and tone. At times it becomes a kind of
Prose poetry, as in the Lieutenant's spscch from The Roft:

Lieutenant: Have you seen the fathom high sddiers
of Australia, leather skinned, svaggering, taliing
as though they had never breathsd anything less
than a gale snatched out of the sky, thsir boots
striking tl;e ground as if earth were & ball for
their play? |

One of the ioval'la-st sustained passages in all five convers-
ations is Socratea' description of the Athens he kmew, loved
‘and fought for in the 5th. Century,B.C.  Quiet, dignified ond
restr_gined, its emotionsl sincerity has a majestic ring vhat
holdé the other characters, and most certainly the listener,
conmpletely vnder Soaavtes' spelle lLinklater is nlso capable
of the rhetoricel, y=t unpmpouz and unsentimental, patriotiem
of Grenfell's speech which concludes The Great Ship; w’hiie at
the other extreme 43 the down to earth aggréssi;vamss of the
‘tou@ Amsrican sergeant telling Socrates and Voltaire exactly
what he thinks of their ideas:

Sergeant: If you don't helieve that Britain and the
United States are in this Goddam:ed war Ffor a good
resason, then nothing I can zay will make eny differe
encee Either you know or you don' ¢ Rnow and that's
all there iz to ite .

None of the apeakers is subjected to decp, psychological
analysis, yet they all Meal thaugelves as quite credible
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human beings through Linklater's cmplate understanding of tielr
individual ways of thought and fealing, in relation to those
of the times in which each lived. Socrates is perhaps his R
most engaging creation, slthough his character is only suggest-
ed through an aggressive and relentless qm:sfioning, & nimble
mind quick to pin~-point & weakmess in amthér's srgusent and a
deeply emotional patriotism revealed in the long apeach about
the city he lovede Frecquently the spoakers refer to their
o particular situation when alive, but Linklater brings them
closer to the experience of a modern sudience by allowing them
to adapt their view-roints to fit in with modern conditiong, |
and to willingly conceds in face of a superior argumente In -
this way he succeeds in lifting a man out of history, placing
him in a deliberately fabricated situatmn, and ccnvmcing the
ligtaner thet he is still the =ame perscn uncbmnged in oither
- his mental or emotional outlooke

Linklater is content to leave much of the characters®
individuality to _thc producer and antors, but their tagk- is
made eazior because in each cbnversation there are men who
‘differ widely im voics guality, msmner snd idiom of speech. ﬁr.
Johmson' s speeches show a kKeen apmreciation f Bosvsll and a v'
remarkable control of‘language:

Dr. Johnsont You sre wrong, Sires The parpetual conflict
betwoen Faasion and Regson, extending ower the whole
terreatial surface of the glohe, engages all menkind,

Linkiater ifustructs his prnducer and actor that Dr. Johnson's
spesch "e+o is still explosive with puffing and grunting” and
" leaves the rest to thems It is nmot difficul¥ in imegine a voice
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suiteé %0 the descripéien of ’Velﬁaim 8% "see 2 palir of ejas,

& long thin noan ana a grin below a powiered m.g. The other
characters in Socrates Asksg Yhy are squally mll diﬁ‘srentiatea. v
Lincoln would requive a slight Southern American drawl to
contrast hiy with the more pronouncad, aggressive accent of the'
Sergeant,  Tor Basthmmn, one would imsgine a deep, gruff, but
musical voice with a Gexman accant -= which leaves a var iety of
choices for Socrestes. "A shwtlsh, thickeat man, bearded, with
& big mouth, aﬁd eyes like a bull, a snub nose with great .
nostwils" -= rather suggests a rich, vibremt quality, rem
- and quick, but a little c&re".ess in prommmciations Thus thc

o extraa, Arden, a reﬁmxi Engli shaen smd %he Seotch Piper,
are algo quite uniques This lively contrast in character
through »vo:ice quality mot omly helps belance the sustained
effort necessary to foliaw the m‘g%mt, but allows the irmmediste
" ’ remgnitﬁén of each :maaker. he serme é-ont’rast is éresent |
’  in the other dialogues, except The Rafi whewe eﬁ.i F}nglishuwn
are brought together, not Alffering overmuch in age or backe
grounde Theﬂ producer must be on his mettlé here, to gurmount .
an obvious weakness in the play. o

Characterisation in The Great Ship gres a 1little deeper,
~but is still subordinate to the content of the dialoguss In
the opening scepe, Linklater briefly shows us the differing
reactions of a group of men aszsigned to a dengerous task By
their sergeant, and a little later we haar ﬁew their beha¥iowr
changas when 'immdiataiy confronted By dangere Grenfell and
Scott are revealed by their attitude to what theﬁ beliocve is



imw
‘a hopeless situation, but Por the purpses of the play, what
they are is of less importance than what they saye
The .majar difference between ihe Great Ship and the
other conversations is that it possesses a plot; there is not
& continuous story line but the characters are sivwn in real,
inteliigible, drematic situastionse In the conversations,
Iinklater retains tis dramatic integrity Wy substituting
intellectual argument for plot, and suggesting a quality of
action by the earthy reality of some characters who react
enotionally rather than philosophically to the arguments they
meste  Arden's hrother, Peter, is furious with himself when
he joins the speakers in Rabelais Rt‘sgligg and tskes a good
while to calm downes The American Sergeant is mistrustful of
Socrates' sophisticated questions and bursts out indignantly:
Sergeant: Now listen! I'm an American citizen, and as
sach I'm entitled to say exactly what 1 pleéae ‘about
any Senator or Congrassman thet ever went to Washinge
tor, But when my countyy gets in a Jem, I .don' ¢t lie
dom and squeal, I gtart s!mbﬁng. And why? DBecause
I'm a man and mot & rat, that's whyl
The intellectual tengion is generously relieved by Tdnklater's
lighthearted but good matured senss of humowr, Soorates ond
Voltaire relentiessly anestion the Sergeant, a,im somawhat vertiurbe
ed, ﬁe loses his temper and turns on them both:
Sergeant: If you two Ws Wwent around some Anericen clty
msking questions like ¢ 1t Just for the hell of it,

you'd wake up some morning ocold and stiff and wonder
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wiat had hit you.

Socrates: That is almost exactly what did happen t§ ne
a long Yiwe ago.

In the ssme conversation e, Johngon soberly exclaims:

Dr. Johnson: I used $o hate an American almost as deeply
as I hated & Whige But that, sir, may have been due
to igmorances Uimce my zrrival here, I have changed
gy mind in several particulars, I have even lost
e of ny animosity to the Whig dogs, because one

| doosa't meot tham hereese
Eric Linklater, like many other writers of his time, found
inspiration. for his redic work in the moral end political
: yrobiems facing the allies in the nidst of war, but fer writers
were able o analyse ané present them in such a direot, simple,
intslligeﬁ and dmnediaiely comprehsnaible waye ‘His radio
. plays mist ocouly a high place mmorgst all the literature of
the ware The conversations are writban with wisdom, a cuiet
wit and humanitye Tue principal speakers L£ind no need to
become heated im their opij.niéms. Because they have an eterzﬁty
in which to argus, thwey apﬁroach each subject as reasonable,
goodnatured human beings. They are gerncrous in their reception
of adiffering opinions and united in their poodwiil fo mankind.
As one revievar gaid of the Uornerastones *An umomjmniy eivilized
booke™ {2) = a comeeut which no% only defines their preciss
quality, bui one which LinKlnter himself would thoroughly
appreciate, for ancther of the Conversations is dedic%xted to

James Bridie -~ "a civilized mane“{3)
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iidie
Dorothy Sayerse

In February, 1940, Dr. J.7. lielch, Directo: of Religious
Broadcasting for the BTWC, wrote % Norothy Sayers asking her
to write a series of plays on the Life of our Lard, in the
light of her success wi’ch/z;ativity play for radio, Ie That
Should Come,in 1958, In reply Hiss Sayers listed three
conditionss Pirstly, she wished to introduce the c@acter
of Jeéus, rrohibited from the visual stage by the Lord
Chamberlaine Secondly, she wanted to use the same realism
a8 in her previous radio play; and thirdly, the plays had
to be in modern spseche Dre Velch replied that "... these
conditions were not only acceptalle but exactly what we wanted
and had hoped fore"(4)

Miss Sayers wrote the plays during 1940 and 1941, taking
immense pains, Nr. Welch says, ‘over the study and handling
of her sources.”(ps9.) Five were completed by December,1941,
and the first was scheduled for Mroadcast on the Sunday before
Christmas, 1941, Follcvwihg a mress confercnce at which she
advanced some details >ofbthc methods used in writing the plays,
a storin of criticism broke on both Miss Sayers and the BBC,
Newspapers headlined the sensational featwres of the mroject,
sO0me inaccm'atély, one even falsely, with the result that many
people, ignorant of the facts concerning the plays, accused
~ Miss Sayers and the Religious Broadcasting Department of
irreverence, blasphemy and vulgaritye The Corporation could
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not ignore this at‘ltlc:l.sn, desplte the fact that all denmnmatmns
were represented in the Dspar'lanent concerned and all had approved
of the five scripts then completeds Copies of them were then _
sent to the BEG Central Religious Advisory Committee before the
- first broadcast was due, but, with the exceptlon of one "doubtful"
their opinion only oonflrmed that of the BAC itself, "In face
of such approval,v from recognised leaders of the main Chrigstian
confessions in this”counfry, the Carporation felt Justified
B in broadcasting the flrst playe "(ps 10, )

The remammg plays were read by the Archblshop of York, then
Chglrman of the _Religious Adv:_.somy Cozmnittee, who could request .
any alterations he Wi-shed_' to be made; ~ Following the first
bzroédcast- and the controversy had sﬁrréd upﬁ tremendous
pt'zbiic' interest in it —-a great mlt:me of approval wé.él forth-

: commg from listeners, and the success of the ranaining plays
‘vas assured.

The Man Born to be King is a qycle of t‘welve drams about the
1ife and teaching of Christ, each one of approximately forty-five
‘ n;imutes duratione They were produced by Va.i Giélgﬁd a,nd'__bmoad-'.
cast at monthly intervals from December, 1941 to Oétober, 1942,
later repeated at shortérintervals during Lent and Holy Week,
1043, | |

In an introduction to the published edition of the plays,

Migs Sayers discusses some of the problems she mét with in adapt=
ing for a modern radio audience what is often called the greatest
story in the world. | She Was' presented witﬁ a set of conditions,

literally unique and of great technical complexity, because
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there were no modern rrecedents to guide her approach, or to
mepare the minds and attitude of critics or audiences Her .
story, like the Greek tragic stories, was well known, but she
did not have such scope for the treatment of character as the
Greek draﬁatists, who were not rivetted to a sacred Book, ww
restricted by a religion s0 dognmatic as Christianity,

Miss Sayers get cut to readjust for the radio public the
false and often misleading perspectivs which swrrounds the social,
. political and humen aspects of the 1life and tim of Jegus,

First and foremost, her intention was to tell a story, not to

point a}mm-o.l; to show forth real people taking part in actual

events which breally' happened within & definite span of time,

Hsr aim was not to give a glorified divinity lesson, dbut a good

| piece of theatre;.and if successful, the theology would emerge
undistorted from the dramatic presentation of the story and nmot
constitute an end which the drama ms deliberately intendsd to
exenplifys | _

Miss Sayers ﬁsely chose to uaé a modern idiem ‘t:hroughont,
both in speech and manners, as an aid to breaking through the
ensy complacengy with which many people todsy regard the ﬂmﬁs
of Jesus' 1ifs, and to show them in their terrible and start-

ling reality. She wanted to desteoy "the stained-glass-windor"
aura surrounding the characters, and reveal them as humsn beings.
3he wrote "Technically, the sviftest way to produce the desirable
senss of ghock, iz the use in drama of modern speech and a
determined historical realism about the characters.”(5) Her

a prroach is always that of a craftman setting out to show forth
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truth from the dramatic, not the theological,point of view.
"As drame, these plays stand or fall.” (p.20.)

The author goes on to explain "In presenting this matgrial
dramatically, it was necessary alwsys %o bear in mind the
conditions imposed by the mediume"(p.28.) She wasz required
to present the story of Jesus, as a complete sequence of
drama.tic events, in a mmber of saparate episodes to be broad-
cast at monthly intervalse Tach episode had to fit into the
logical devulopment of the whole schems. Character and plot
structure had to be consistent throughout, otherwise both
audience and actors would be disconcerteds Yet each episode
had to t}ef}sepamte, artigtic unit or there would be m> "plays”
at all, only a glorified seriale Miss Sayers achieved all
these ains ﬁth remarkable successe _ She possessed the .necess-'
ary prerequisites for such an underteking == her faith is fimm
and w_ndogmatic, she is eviderﬁly a classical scholar of great
erudition, using her own translations from the original Greek
of the Gospals, and there iz an intelligent theclogical under-
standing in her aprroach tn the wh@le seriss. |

With many radioc plays, the printed version can give only a
sketchy idea of the quality of the broadeast production, but
. The ¥an Borm to be King  in book farm is a positive help
because the plays can be read and judged as a whols, vhich the
monthly intervals of the original performances made difficult.
The two mos*+ outstanding chawacteristics of the series are
Miss Sayers' craftsmanship and power of characterisetione

In her craftsmanship are to be found both the strength and
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wesknegs of the plays; the strangth in the msethods by which
Miss Sayers transforms four sketchy, often unchromological and
even contradictory, Cospel accounts of ths life of Jesus into
& cohersnt, drma‘aic patter vorked cut Yy human chiarscters in
beliovable »nd sometimes Pamiliar si-tuations; the weskness |
in Miss Sayers attempt to recreais the charaocter of Judas and
to augment by her om mntioﬁ, the motivation for his
betrayal of Jesus, a’bant which 1little information is given in
the Few Testament, .

Each play is built around some centrsl incldent, sometimes
an expansion of its Gospsl versione %his is reolated i the
subgidiary incidents in the 1ife of Chriast by a contimuous back~
ggohn& of eonﬁemporéry events and mnﬁ@:pom reaotions to the
main story, by taking liberties with the Gogpel texts, ly the
cilssion and occasional 4transposition of certain episodes,and
the provigion of hridges to link the incidents into a conbinuous
vatierns This pattern is strengtuened by the introduction of
an ideological conflioct, implicit :ln. the ﬁfst tlay and bhecoming
more explicit thiough the serisses The Chriatian theological
argument which emerges quite naturally from the Gospel stories,
is contrasted with contemporary political ideas, both Jewish
and Roman, injected into the story by Miss Sayers herself. Thus
the Jewish ssarch for a revolutionary national Saviouwr is set
against the claims made by Jesus and his aisc:;ples that He is
the Eessia.ﬁ;‘- questions of national independence and world |
gvarnnsnt, of’ decentralised and centfraliaad power , avise frow

the relationship betveen the Roman wnpire and the Hsbrew Kinglom;
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power relitics and the derivation of avtharity is argusd between
. reprasenintives of God and Caesare Miss llavers' enlargemant
of ithe Roman elemant throws the story of Jesus into a welle
balorced historical perspectives The ensymous might and pomer
of the Remen Imperiun coulld ravely B+ ignored by the psople
who live in Judsea at that time .in the conduct of their every-
day livese Apart from Filate avxl the o Jlerods, who played

& Gecipive purt in the Goapel storkes, the Roman eleament is
centred in the cimracter of Proclus, the Centurion. He is ine
troducsd in the first piay as a mon of }W f’ﬁf&e gygh;!’enﬁfying
him with the Gospel centurion whose servamt was healed by Jeaus
and with the believing Centurion a% ths CJ.‘ucifixian,. MWiss
Sayers has a Nadural wmouthpiece for the ordinary Romn attitude
to both %he theme and the plot, ’
Tha dremmatic structure of the series is tighiened by meveral
othex identifieations of characters and incidentss For instance,
Maxy Magdalen becomsos Yory of Bethamy end the womn vho was a
sinner in Irke Vilz= a fechnigue which eliminstes mayy of the
wrinportant winor characters whio appear in the Cospel storiese
The imst Sappsy is ldentifisd with the Feast of the Passcver,
| oupenting the plot intc a mors dramtis :f'e;*m. By uging the

same minor characters in mamy situetiona, by changing the context
of mavy of Jasus' paradbles and aayings, tho four Cospel stories
are broken dows into a clesr, logicsl and vivid dramatic lime,
consigting of an introduction {The Natividy Flay and Jolm the
Eaptist); development {The Period of the Ministxy); oclimx

(The Betrayal and the Trinl); and rosolution {The Resmrection)s
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Migs Sayers gives $wo reagons for the choice of modern
languages Thare is no rational justification for mreferring
the language and style of Jawes VI's reign-~ its wnfamiliave
ity and distant quality have contributed largsly to the
removal of the story of Jasus and his life further awmy from
reality; and to use obsolete forms of speech would make the
charsctera in the story apprear ancient to themsslves. The
dialogue ranges fyom the cirrent orlloquinlism of the more
1literate disciplos ("My word this ig exciting,” says Jares
on the Nount of Olives), to the brief, dignified, narration
of the Evangelist, the inspired uttesrarces of Jesug' tesache
ing, the lyrical quality of the Women's sorrow at the Crucifix-
iom, and the awgels' restrained, atylised pmronouncements at the
end of the last Play. Throughout the ssries, the dislogue
never lapses into sentimentality or banality, despite the fact
~ that the intimate and often highly emotiomal relationship |
betwsen Jgaus and his disciples fragquently lays the trap wide
opane | '

) Miss Sayers' wersatility in charzcserisntion is perhaps the
moot remarkable feature of The Man Barn to be Kinge Each play
has e "speaking” cast of over twenty (and most of them have from
thirty and thirty~sever), yat cach characier we hear, from the
wogt highly developed portraits of Judns and John to the counte

less "bit~parts" such as the wadding guexts, is equally well
dsfinsd and imbued with a zeparate and distinet life of his owm,
Miss Sayers awpids conﬂzsion by characterigzing in full only a

suEall number of the main psraons in the Cospsl storye Of the
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disciplas, Judas, J_oﬁn and Peter are the only dymamic chaia;cters
who appeaf in every plaj after their introduction; Mathew and
James are not developed so extengively; - Philip, a brief bug
yivid study, figures largely in one plsy only; Doubting Thames
. establishes himself in a wory few lines; while the remaining

- digediples, Andre%w,‘ sj_mon; Nathanael, James the Less and Jude
have very little to say and rarely appesr in company with the
otherse The number of principal characters in each play is
kept ‘at a minimue; Jesus, a fow diséiples and when necessary
one or two of the_.more fully developed antagonists-- Caiaphas,

- Herod :o¢ Pilatee The listener .is raxrely at a loss to Imml '

who is speaking, beaause the chamcters nearly al‘vays appear
~ as groups in different contexts == the D:Lsciphs, the &mmsh'im
and the Rmans. ‘The nusber of persons speaking within a group
is kept as snall as peasible, and whensver a new character appears
the listener is always f‘orewamad by the dialogues ‘

The countless gnbaidzar;' persons are no more than shért, sharp . |

. gketches or trightly caricatured voices, but they have one '
quality in common == they all come o 1ifs as real hwmn Eaings».
becausge they: are familiar types we still meet toéay - the 'wm.nan
at the feast who asks with a nervous giggle "Do tell me lazarus -
I hope I'm not being impertinent = 'bmf: what does it feel .'Likn

to be dead?"; %he Sadducee with the mamers of a smart under—
'gravduatev who attempts to make Jesgus look foolish and ends up
| looking foolish himself; the various t:ipes of Temple Elders,
resctionary, reapectable, inpcrvious to new ideas, still td be
- found on many Parish Churéh Councils to&ay; and a host of others
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who driefly establish themselves in a few lines and then are
haard no more.
or tm disciples not so important in the drama, Fhilip is
the most engaging. Unaffected and humble, he ig an extroemely
nice youmg wen. In his "big scene® we hear him smazed at
his o imcredible power, but plysiolly exhausted by the
irmange effort of performing miraclsse Andrev is little more
than & sketch — kind, dependshle but wnimaginative, amd
inclined to be cautious and sceptical in everything he doea.
Thomss is quickly revesled as o vory selfconscious man, afraid
of being made %o look foolish, falthful in the face of physical
dangar, baut of ap extremsly pesgsimistic digpositions In the
final play he has one of thes most draxmatic moments inm the
whole ssries. Thanas insists thnt he will mot be convimcsd
of Jesus' reswrection until he has seen Him with his om oye «
Jesus confronts him and says quietly “Come lhereo Thomase Fut
out your finger and fesl my handse Reach out your hand and
thrust it into my side. Amidoudt nmo longsr dut helieve.”
And thse man who has gquestioned everything, the man who has
demanded unequivocal proof of all that he belisves, replies
with absolute sincerity "You are wy lord amd wmy God.™ - tie
one Mqualified statement of Jesua' diwinity in the whole
Gospol. |
Matihew, the commom little peblican, is Miss Sayers' most
lovable crectionm. "He is asz wvalgar a little cowrsercial Jow
as ever walked Vhite mpel.,” she says, "and I ghould play him
with a frank Cockney scosnte™(p.113,) After & sordid existence
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fleecing his countryren in deference to Rase and lining, his owm
pockets in the procesa; i!a'aﬁew is in an ecstacy o:t“ Joy when
accepted into the friendship, love and respect of the disciplese
Sincere, unselfconscious and simple, ke has an implicit, une
qlmstioning faith in Jesuss ''hen the disciples nesd a treasurer,
he implores Jesus not to..appqint hime "I wme brought up bad,
You sse == and I've repented; but if I ms to feel the gilver
in my fingers again, T wouldn't answer far myself, . Don't ¥y
- me too hard, lorde Don't now. _I'_in onl,*'f a begimer," He has
a bright, cheery, unconquerable optimisa of a krand new
. Salvation Army convert, "We're going up to Jerusalem, the
Kingdom of Heaven's conming t;a earth, and everything is going to
be Pinel" | |

Jobn is Jesus® favourite disciple and confidante Intelli-
gent, eager and gympathetic, he is blindly devoted to his
l‘aster through an intuitive apprehension of some su_pemémml
quality in Him, Obscure to begin with, his faith becomes olearer
to himself as the series progressese At first he is quite young ==
impul sive, excitable and sensitive == but as he grows older his
behaviour matures, though his impulsiveness remains, John is
warmly attached to h:i.s older brother James, in whom he finds
comfort when things go wrong and to whom he acts as guide and
adviser when theological problems crop ups John and Peter are
- the most sensitively drawn and fully developed of the disciples,
Peter, like John,is intelligent and warm and somewhat impulsive,
but he possesses more self confidence and strength. We hear
him suddenly blundering into error, realising his mistake, then '
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Just as qmic;kly becoming humble and x-'epmta.‘t;t. Youdly and
vositively ne asserts that he would nevar disom Jesus, bﬁt
when the time oomes and circumstances are sgainst him, he does,
 three timese But hiz sincerify and the gemiineness of his
repentance gave him fron despaire Judas Iscariot, the romaine
ing disciple, is best discussed separately bscauss the whole
plot structure of The Man Boxrn to be King is centred around him
and his associate, Baruch,

The character of Jesus mresented a major difficulty to Miss
Seyers, and if she did not succeed in msking him the dynamic,
intellectually and physically vigorous hero demanded by the
storny plot of the Gospel story, it was not altogethsr her
faulte In her Introduction, she sternly banishes the insipid
Christ of vulgar tradition, the “Gentle Jesus, meek and mild".
She recognised that the key to this Here's character is perfect
goodneas and once you try to portray that in a pley, it nmot
only allows mext to mo develoment, but it does not engage the
smpathy of an .mﬂianée. Therefore ghe had to make zoms
oompensation, The solution, as she saw it, was to make Jesus' -
goodness dypamic mot sistice "He was a lively person. He
excdited peoples Wherever He went He brought not peace but a
sword, and fire in the earth; that is why they killed Him, He
zaid surprising things, in language ranging from the loftiest
poetry to the most lucid naxrative and the racisst repartes,”
(pe3Be) In this respect the actor playing Jesus is offered
some histrionic scope in His spirited semsons, His verbal duels
with hecklers, His hounding out the business men fram the temple,
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but for the most part the role is in a very minor key and depends
mainly upon sulle changes of mood and tones If well chosen,
the leading ector can create a part for himself within a limited
ranges Josus is the central character not so much from what
he says and does,‘ but in conssquence of the listeners' mreconceive
ed attitnde to Him as Christe

This Hero's fate is brougant about not by traits in his o
character, but results from the unfortunate impression he oreated
in the most power ful sectors of Jewlsh societye The conflict
@és on largely outside Himszelf, He is not even ina position
4o Jo anything positive to save Judas fm rushing headlong
into damnation, because, as Miss Seyers tolls us, man's will is
fres and God's will must be fulfilleds Nor is He able to engage
in open conflict with the enemy in the campe Altogether the
Hero is in an unfortunate positions GoWe Stonier accuses Niss
Seyers of igaoring Jesus' "..earyptic aloomésa and sudden fits
of anger."(8) This eriticimm is hardly Justified because Stonier
| bases his argument on biblical, mot dramatic groundse HMiss
Sayers' task was to Judiciougly select her material from the
. gources available and to recreate a dramatic entitly as near as
possible to the spirit of the origimale Ghe did mot select
the situatioms in which these two quulitios were exemplified,
Against this it oun be argued on drametic grounds, that the
addition of these qualities would have led %o a mm"e fully develope
od ceniral charactere However, Miss Sayers does make Jesus -
humanly approachablse, emphasising his practical and humourous |

side, and this in itself is a major achievement, because in the
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ciroumstances there 1s not much mors she could have done,

The "antagonistic” characters, Herod, Pilatr, Proclus and
Calaphas, are sharply defircd as luman beings and correctly
interpreted in tholr historical camoities. Herod appeers
in the first play only, whars he is by far the uios&; |
elaborate character, Iliss Sayers rafuses o accept the trad-
itional canoapeﬁon of hie as a halfecrated monster, a loathsome
enswmy of God, becausge, shs says, he Y.ee s Not called Harod
the Great for muthing...® History records him as a soldier
of fortune and a political geniuse Ha kept Judaes, the
trouble spo’ of the Rowsn Tmpire, at peace for thirty yms
efter it hnd besn torn apart by religiocus factions, and be left
it feawmuy happy and very prosperous. In this play he is geventy

: years 0ld, dying of a minfui disense snd mantally broken
after a gmiv;ba life riddled with Jealousy, suspicion and blood-
siede s ip fightiog to keep Juwass independent, and this
is why he rescis so violently in hews of a Jewish Mesaishe He
intends %o keep order at all gosts, but the methods he uses,
although politisally Justifisble, &re thoge of a man dscxying
both phystoally and wentsllys Ve cen sympathise with his
motives, but mot #ith the way hs goes aboui doing things.

Pontius Pllate is portraysd as an smbitioue, moviroial
Governor with a strong sense of duty, terrified aé any possibility
of a distwbances He iz harsh, overbearving and cbatinate, but
frightened of Caesar, with whom he has already been din troubdle
for his tactless dealing with the pesople he govarns and degpises.
He is devoted to his wifs and her ominous nota to him just before
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the trial of Jesus irmediately putm him on the alert, He possesses
the Roman sense of Jjustice and'quidcly detacts the illegalities by
which Celiaphas hopes to get the Prigoner 4ried, condemned and
exscuted with the minimmm delays (hen Pilate is forced by
Calaphas 1o adnit that by releasing Jesus, o claims to be King
of the Jews, he would ba dislcoyal to Caesar, he has neither
the force of character mor the self confidence to hold out for
Justios in whe pressncs of hls soldiers and an antagonistic
mobe He can affard no more trouble with Cassar or his career
would be at an end, so rather than rigk it, he washes his hands
o:t‘- the whole business.

Althiough Herod and Igilaﬁs are seen in the psrapective of their
politm and z)ersom\i history, they are essentially statie
characterse - In oontrast, Proclus, the Roman Centurion, iz a
‘@ynamic character, changing in owtlook and ideas as the series
progresses. e appears in the firgt play as a mature and well
disciplined leglonary of twenty-sight,aho has taken service in
Judaca as a Captain in Herod's persgonal hodygwarde He is
thoroughly Roman in his senss of Justice, decengy and law, and
is contemptuous of all non-Ramans, especizlly Orientals. The
next time wa hear from him, he has considerably mellowsd;
still » decent, plain, mactical man, bub much older and mﬁ
experienceds He is able to respect the Jews as hwmn beings,

a little bi* odd, but entitled %o hold their om views -and to
practise their own way of life without religious interferezim

by fomse When Jesus heals his "batman", Proclus apprehends in

Him something more than mortal, somsthing he cammot define, but
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whish he fzcls iz much the aswme as ﬁmt quality which distinguishes
Wis own gpds from wene Ry the fimal play this apprekension has
become more explicit,and Proclus, detailed aguinst uis will to
guard Calwary, makes s wors positive affirmstion of his 1slisf,

Cajaphns, the Chief Priest, ig the "archvillain" of the piece,.
Although his portrait is deliberately painbted in dark tonss, and
the listenser has 1it§1e gymvathy for him, Cafapbhes doos mot
commit evil for evil's sake. He iz the parfect ecclemiastical
politician, aproluted by Rome to keep his peopls in a peaceful,
religinus frame of mind, He ig smooth, plaugible, insinuating
and uhscrupulous = 2 thoroughly nasty piees of work. Tn his
conduet of fhe 4rial and prosecutiom of Jesus, Caiavhas stows
- hirsel? to be an intelligent and camble organiser, quick o
grasp all the essamiials of a sltiation. He fmediately puts
his finger on Pilate's woaimess, drives his cwn arguaent homs
with releniless efficionagy ant thus wing the’c.ﬁser. In the
alsventh dl~v, when for the first and only time he is oompletely
sincers, he shows his ‘éhorough grasp of wnfemry prlitics
5 4 miﬁting out the ceniral weakness of Jewry. The &rarixm
netion, he says, is a small racial and politicel gwoup struggling
b0 maintain its independence in the Age éf Togire. If it is
tn continue #n exist irc peace, order snd sscwrlty, it wust give
up struggling and come to ferms n’im Rems, which means, in effect,
accapting Rome' s ’carmau

In the £innl play, still umgorupulous, sarcastic and memcing,
he realizes his om life has basn msted in 2 atruggle o svoid
the inavitable. But he ntill fights to keep the Sanhedrim in
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order, and with disholical ennlness, proposes %o air:aﬂata a. v ‘
completely false striry to cover up the frots of the Resurrsctions
But Caiaphas knows he is heaten,becauss sven sz he gives the
_ oardefs, rmmours are slready ﬂyiﬂg through Jerusalem that will
undermine and sventually destroy his life's worlk,

The plot stricture of The Man Born to be King is centred en
the characﬁaris::tion of Judas end “he churacter of Baruch the
Zealot, both of vhich ars Mizs Swyers own ereation, bearing
slight relation 4o the facts velated in the four Cospel stories.
In the author® s own words they congtitute "ees “he mainspring
of the plot machinery”. (p.30.)

In ber characterisation of Judas Iscerict, Hics Sayers was
faced with three problems: wo are told little or nothing about
‘him in the Xow Tes*;ament; he had to be provided Tith & convine-
ing motive for betrayingv hig Hasters and some readjustsent hed
to be made of his };&rssm.ll relationship rith Jesuge Thnas, the
~erisis of the action .aap\-mxié& upon Hhe characterisatilon of Judase
- "One thing is certain:® the author ﬁalls u»s, "ha cannot have
been the ereeping, orawling, mabently worthless villain 4hat
some gimple-ninded prople would lilke 4o meke oul; 4hat would
bs 40 onst too great a sliwr upon the bweina or the charsctsr
of Jeas. "(p.50.) Not only *rould £% have bagn stupld of Jesus
to have accepted such a mep as & diszcipls, it 1% would hawe
been grossly Immoral of Hin to allow Judas from the start to
rush headlong initc dmmnation unhindered snd unsidsde 3uch
imgmiaténzieg in the chowactor {.D:f’ Jamug srould bocons all the

moYe gle.x-ing'izz a dramn.
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To wlve thls problem, Mius Saycrs sess Judas as the mst
Intelligent, isgginative and practical of w1l the diaciplons.
Hy ip easantially an intollectual idealist, quick o grasp the
mnxaning of Jesus’allusive nud parabolic teachimgy the first
o wlergtand w political poscibvilitics of the Kingdem; the
first and only one %o realise the necegsity of Joasus' death;
and the theology of "Purgntion theroagh suffering.” le is a
. yesslonately sincers man, activated Ly the worthiest of motives,
but, accarding w ilss Uayers, his falth is rooted ioo Timmlyy
in reason andg he is beset by an overweosning intellectunl pricfe.
&3 Baruch says of him: |

He has a snhbla mind, and would ses tarough ay cruds
attenmpts to corrupt hime But he msy be led into
daceiving himself with specious argumentee That is
the weakness of all clever psoples Intellectual
dighonesty aspringing fxom inbelisectunl pride -- the
sin by which Adam felle o
| Thus Miss Sayera establishes Judas as a brilliant thinker, an
imaginative idealist, who could quite conceivably be led into
betraying Jesus, if rationally convinced thnt it was right to
do s0.

Once the charscter of Judas had been revealsd and the pre=-
carioug nature of his relationship to Jgsus v;orked out, it
remained to set up the machinery which would produce an-
acceptable motive for the hetrayale Misa Sayers attempts to
do this by imposing upon the Gogpel story a suh-plot of her
own invention -~ the political intrigus of Baruch, She then
provides contimiity of plot Wy linking the intrigue to the

charaocter of Judasg.
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Bovuch 15 the lesder of the Zealst Farty, a see;mt ormxz.isi
allon wilch bolicved that the d&t;y of avery Jow wns 4o f4ight |
for rational a&t-mc:sy Hig Fezalah 32 thoe militant revolubione
Y, ..'ixz will lead the Jows & inde perdengs th:‘cugh force of ‘
8TM8e  aruch colmmands mwerf L angy of a thousead mam,
Living in _th«a uniey .s,muxsﬁ asm.sa,lam and "ag;ﬂ.m o campaign
of assassion tion aud terrarian pot cnly againot the Romns,
but against the lopal Jews who do mot subsoribe t 4 Jealnt
 33esle, Tn the fourth ploy Baruch cones inte contact rith
Judss and beging to undermine tls fpith, I"; is Judag' Pesr
that Jesus should sucouwd to the tempﬁat«on of becawing Brvuch's
,s::r* of Messishk thot pmvi Jes the : I’J’?;L’Vﬂ'bl(xl f‘or the batz‘mfal.
Judes %,urnu against ‘u‘.s Naater only whes he bel deves Jezus is
hatrafing His ﬂeawnly migsion fp o 2. sanreh for mb{-ical TOmT,

The re-zx ral w«‘saknasa of Thp MHan qun S b Eing lies ir tha

betrayal of ueahs by xmda.s, the hinge on which the arigls C\.f
the story turnse Fow Judas, according %o the plgv. is an
vin*&ellacﬁual, thergfore he must possoss & Zroater potontia 3.113'
- forr aoz,ng either good or evil: than the othsr Mecipleg, ard &
greater freedun of choive .batman the tioe But Jw:iaa' be trgyal
of his Meater does not Gepand upon free choice 3 it dspands
‘u,pcn & gerdiog of wigconcepbions, even colnoidences, iﬁ*;-’olvmg
degus’ entry into Jevusalem on o hores or an ass, and Judas'
| numim.arzweu tion of several chance remeri:g sede by oihey
csaaraa'cers. He suiciges af'tewr cﬁ.mvaring thess tarrible rrige
takese » .

lﬁ & prafatory nots to the sighth phiy, Higs Baysrs exvlaing
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that the sirsiexiocus raadinesuy of Lhe ass fer the entyy :'.nhe
Jeoruanlen prosonted o mejow :mzﬂe. 2w refuses %o allow
draus fo eseguiovsly fulfil an ancisnt prophiecy by secretly
arranging ferchand to ':' va thr ass realy, so Saruch, wio

iz hiding ipn the hills with his vy, sends a‘messeagez- ®
Jesuz. saving that hoe has a !za.mes veady for the jowney if
Bz wlches entar as o pdlitary leadar, an ass if He prefers
f0 anter in peacze., Judas inm.mep’es the e ssengar, aﬁis-
Interpreta the twaiage, thus confiumbng his fcarse He
" pushes off %o %he Chiel Tricst and wrranges o be’&:e_)y hils
Vaster for thirty sces of ailvere In the Pollowing play
dudas agein misdherwrats a fov ahunes :Gmrlw mgde. by Jesus
grd John, Phich lead hin o belizwve the military coup will
talce place iz the Coprdan of Colhisavanes Again he rushes off -
to Ga;m“hk, nomenterdly fuesrs he could ?f.' wong, but
intallzefunl p_u..., ats the betier of him and iae resolves to

go ahasd and de.?,i‘ver his Maater iute the lands of the ﬁmhedrim»
Whew Tudas dlssovers that ho bas ailossd ooth Dawdch and
Coiapinis 40 umy him as a ‘é’ooi for e M@i‘s of *&heir '@m .
‘onds, him mr*z‘i“» ssmicid@ s Thus *“‘ub".x.li..ng ‘the swimes. Miss
Sayers sxvares the whiole course of events Vo mislead Judsse
She allows Wim %o hump fkm a Guicic ;ez‘:i.es of eonclusions, %0
make & vital degislen in & time sfin%ansé mental stress, and
she Justifiss his sctlong by sayimg "idfe is like that".(pe20Be )

The fundumntal £law in the charactesisation of Judas iles

in Vo S’gyers’ lack of olarity ip her own attitude to hime

She mekas him an intel ,ec'tmi, a man whose belisfs rest onh a



_patiomsl swaessment of faste, and them accusss M of the zin
of "31sbalief", of mot heving faith in Jesus, hy widch she neems
the ehildlile trust im s prrso™ of John and Nathewe(pe2(8a) |

~ The two Jusk dom't g0 togethers Rither Judas mas far more stupid
%o begin with than Jias “ayers mekes out, or he would rot have

 made the incredibls hlwnders sttributed to hime Demsatically,
Jalas ia the most dmportant charsster in The Ye
bt Kiss Sayers dsliberately digtorts s notions in order o |
Fit them into a manufactured politlonl imtrigus, and then tams '

| ‘the whols ariais of har’ Qrame, about ﬁnmr narmndmﬁ.ng mh‘&im-
shipe
" Considering the Ms mm,mw. only three of the twlve
zoally suffer fron this defoct =~ psinatmlﬂy the esgm, Boyel

s Which is conoerned With the Rntry ints Jerumelem and

exhibits the inconsistency more chvicugly then the uthws. In

the winth play Julss misintorprets the stataments of John and

Jesuss in &h& tanth he comits saicide aﬁ&r 2 violant sttsck

of eawim. As Par us.‘rmanixmmmi, the meeéing '

‘plvs deal qtﬁu legitimately With his Tears that Jma may -

becoms a politioal Messiahs. . o '

. %he first play im the ewries, Xims 1n Julsss, is o peatly

| contructed 1itle Nativity play 1a Haelfs at the pane tine

wwohtrusively sstéing the politicel md raligious scsne for all

the events whisk are to follows It 1a built sooumd the 2ged .

end dying Herod, who, afbar kesping Judasa at penos for ower thirty

1 years, es m;mbh olzms of his work being wndows by

the rumeur of a Jewish Messishe The mailvity story is roally
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subordinated to this themse We hear very little about the child
Jesus except during the homsge of the three wise Kings. The
Magi themselves are of distinctive character and temperament —-
the individusl semi-stylised imagery of their speeches remesente
ing the three facets of wisdom: mind, body and spirite The
climax is reached with the Jewigh mob tearing down the Roman
Bagle from their tomple, and the play ends on a note of fore-
boding as Herod orders the muarder of all male children of leas
than. two years old. |

One of the most important, but least conspicuous parts in
The Man Born o be King, is the Evangelist, whoss function is

that of a narrators He orens and closes each plaj, telescopes
the less immortant events, and provides vital clues to the
plot or links between episodes, with brief but lucid passages
in a pros that is very close %o the suthorised version of the _
Bible in its restrained but moving dignitye. '.t‘hroughout\ the
series he is used with great economy and effectivensss, oftsn
becoming a startling anticlimsx to a play by deséribing, in a
few well chosen words, a violent or surprising action, which,
if presented dramatically would have destroyed the balance of
the playe
The second play, The King's Hergld, is mainly concerned with

John the Baptist, preaching and baptising as he prepares the
wy for Jesuse John and his disciples recognise for the first
time some inspiring yet undefined quality in Jesus that eventual-
ly leads them into believing he ic the Mogsiche The scems in
which John recognises this in his cousin Jesus, is handled with
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a quiet and sincere effectiveness. _

A Cgrisin Nobleman introduces the first miracles = the turning
of wine into water at the marrisge feast in Cana, and the Mealing
of the nobleman's some The two incidents are linked by identify-
ing the mobleman with the honoured guest at the weddings The
most moving ‘sequence of the play is that in which Maxy vealises
what her Son's vocation means in practice: 'the husan zio ther,
saddened yet gladdened by her Son's divine POWaYe

The internal structure of Thé Heirg to the Kingdom is not
explicit, as it is built around three distinet elements: the
acceptance of Judag as a disciple with some revelation of his
character, the strangthening of the priestly opposition
Jesus, and the healing of the Centurion's servante The first
mote of disaster is struck when the Evangelist at the end
announces the murder of John the Beptiste

As a unit in the overall scheme, the play develops the
emerging split into two camps of the friends and enenmies of
Jesus. On the one hand the disciples, eager, erfusiastic
and e;noited, together with the Jewish psople slowly awakening
td the fact that Jesus is their lessgish; opposing them, the
Jewish ard Roman authorities arguing smongst themselves, but
agreeing on one point = their antagonism to Jesus.

The £ifth play, The Bread of Heaven, is composed of two
halves -— the miracle of the loaves and fishes, clossly follow=
ed by Jesus' refusal to sccept the crown offered him by the
. people 1o become their version of a militant revolutionary
and political Messighe The second half deals with the miracles
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of healing perfomed by the disciples on their travelss Judas
and Philip travel together. Significantly, only Philip, the
:;pungést s’ ﬁ:dstk credulouns diseipls, is able to pe:}fom miracles; |
mot Judes beaui%se he lacks faithe Miss Sayers wizmely chose t§
ompmsise the human aspects of this Divine power, and in & wmmly
intimate scene, Fhilip, physically exhaus&& by the effort, relates

i his experiences to Judas,

The Feast of the Tabermacle also consists of two parts, sach

composed of a series of short sequencss leading up to a
Revelation of Jesua" godheads The play Purther develops the
-é!mrmter of Jesus as a dislectician, an ageressive and annvine-
ing arguer who becomes grimmer and more deﬁam:med as the oppos=
~itiom mlidifies; | | , o | |
- Zhe Ligm: and the Life is bulh around an emotional o
. amspharie rramemrk. It begins in the sm'enity and pesoce af‘
v.Iesarua’ home w:}:eh the gentle humour in the scenes with Jacob,
| the blind man Jesus cures, An omim\.t-s mte is struck 4t the
boginning of the second half when the brief but peaceful sojourn
in the Trans Jordan comss sm‘a‘&_snlj to an ends The disciples -
worry about Judas who Hecloses in 2 sudden outburst fh_ﬁ his
faith is shattered, and there are suggestions of backgroumd
plotting. The play ends with the Wailing of mourners and Jewus'
startling, even horrifying,challenge to the crowd by raising
Tazarus from the desde

The play is ome of the best in the saries. The framewrk
emorges quite clearly and bolds the sequences firmly in places
The final scens is most effective without being melodramatic,



while the apisodes with Jacob are sharply charaeterisad and
written with warmth and understanding. Jacob is driven from
home affer Jesus has cured him because his parents believe it
;evill anger the mriests, and being resped‘aable peoplé they don't
want any troubles Jacob accepts his fate quite readily and |
goas off in en ecstagy of Jy at beiﬁg able to see sgain,

The orisis of the action occurs in the eighth play, Royal
M. which dascribes the events leading up to the Entxy

of Jesus into J'erusalcm. Its key point is Judas' decision to
betray his Master, which turns out tv be an ingenious trick
of the vplé‘& and not a conscious choice between two alternatives;
therefore the play is the weakest and least satisfactory of -
the series.

The real focal point lies in the ninth vlay, The King's
Supper, because the thems and plot rumning through all the pre-
vicus rlays lead up to the Institution and the Betrayals Miss
Seyers suphasises the importance of these two episodes by
introducing many echoes, aasqciations and rmniniscenees. of
‘remarks and events, which took place earlier in the scriese

The dramatisation of the lest Supper, for which the chronology
of John's gospel is disregarded to allow its amalpgmmation with
the Jewish Passover, is & triumph ef dvamatic craftamanshipe
Yot only is the order of the foast dosaribed and explained within
t&a action, but the spiritual significance of the ceremony is
implici$ in the warmth and informality éf the human relationship
between Josus and his disciples. The reaction of‘ the disciplss
to Jesus' astonishing ammouncemsnt "This ig my W,” is get in
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an eppropriate perscnal and historiesl pergpective, TInstead
of the eoaplacant accepbance with which ihe m..daz'i‘*. ? modern
caurchgpera regard this syxbolis phruse, it comes to the
disciples as a violent shock and they can only feel Dewilder-
rent and feare Thomas, unsatigfied #ith Jesus' aliegorical
statements, demands an explanation, and through it comes
raturally but forcefully the spiritual meaning of ths Sacremomts

The tenth ylay, Ihe Drinces of this "ch'ld, describes the
Righ Friest’'s atieupts to have Jesus condemad to death: quick-
Iy but illegally, and the txfal befove Pontius Pilate. In
1% Mies Sayers met two diffioulties in technique, ons of which
ghe 4id not successfully overcoms. . The central chaxacter says
 little or mothinge JTn a stage play this can be very effectiwe,
hecauae the Ieaaing actor ean reuwnin the *qntm of an audience's
attention By his physical bearing smﬂ ‘by the reauﬁ.on of other
, charaaters t hime The Cirst f;f these 1s obviously impossible
in radio, so Miss Seyers has to rely uponr the other characters
making frequent all us’mna %o the boaring and appearance Of
Jesug throughout the trial, and in the shopt scene with Hered
she quite legitimaisly dispenses with him aliogethere Although
the listez_aer' i3 warned woll beforshand when Jasus is about o
gpeak, the trial is not dramaticslly sound, because in His most
vital scome, the here romzins a negative charactere It is mot
really tie fault of the playwrigitt, because there is hardly
any altermative metind for drametising one of the most difficult
episodes in the Gospelse

The second aifficulty is the crowde Its rveactions to
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orrtsin groechas during the Trial sve witelly importsnt © the
Play, Yeb it asnmot de werent the vhnls times Miss Sayers
Jonds na 4 Damcine, Yy the dialams and her "wicrophom”
directiong, that tha Trisl is teking plaos in a room ardaingd
off frore n Wleony owerlooking the stiees, where the charasters
go to sddress the crowd whan neangsayys Thus she avolds the
dange= of the crosd moleee bacoming sppressive and maaninglesse

e suatore yestraint of ths Trinl ig contirasiod with the
Jogitimtely melodrwentic gosnes Wioh mark the end of Judase
In o casml mecting at Joruselem, Baruch the Zeslot pots a
mdlon end 40 a1l Judas® rightenus thinking md relf-daception
ebout the B Bayal, #ith & wioious expogision of sl hs
rowntis, ideslistie illuefonss Judas than hurriss off fo
Calaphas 12 a Pot frantic offort to put things right, only to
Y mmvoly inforond that bere again he has beon veed as o pe®
i% sawohody 81" s pames  Julas roslises the brutal truth
about hirmelf, lets g & frightful tirsde against the kypocrisy
o Calapbrs and hix pwiestly nssoolistes,and wamdble to repont
Wis sing, sabes ot In g £13 of 1P loathing 4o his death,
Hapdlad with pace and emction, dWwse scomes provide s fitting
grard theatrivel exit for the willaln of @w pieos.

Fhi: Ximw of Sompw iz twenioally wd artistleally the moss
wilidant ploy of ths serisse, lisw Dpers’ MBliente and
srapathetic trestuant of the svents sevowding dhe Qrueifiximm,
of the wids rangy of amotiomal reactions of vayrious charaetsya
eonfrastied with the Sapartial busiomsslike apmroach of the
soldilyrs dxballed o sarry out the ‘msk, ig threwn duls hisgh
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relief by ths almost festive mood of the crowde She bullds up
o ploture of such comploteness that its full dramatic impact
must be unequ:lvqcally conveyed to the listener,

The play oper;s on the road to Calvary, where the crowd,
full of ruffisns, sentimentslists and even Jokers, mock, hoal
and boo Jesus as he drags his créss to the place of exscutione
We then Join in the proocession itself, as tm_Roman soldiers,
concerned only with doing their duty, struggle to keep the
prisoner on hls feet and the crowd at baye The microphone then
moves on to the friends and relatives of Jeanﬁ waiting by the
roadside to join the procesaion as it peasses. Roger Menvell
compares the technique of this scene with the filme "fhe
mia'mptbm, like a £ilm camera, works in and out of close-up,
moving now to one group, now to another, or pulling back o
compass the procession as a whole,"(7)

At Calvary the sospe is given psrspective by altermating Mhe
action between the groups rresont around the :@oss, and a number
. of short soenes in Jerusalems To begin with we hear the
reactions of the crowd in all its vicissitudes of sympathy,
sadistic enjoyment and execrationy then of the soldierm, dise
interested and impartiale From thom, we ars taken to the quiet
suffering of the group at the foot of the croms, and finally up
%o the cross itself, The scane is relieved ly several short
episodes. which tak® place in Jerusalem: at the High Prisst's
house,Caiap™as realises he has lived in vain; at the Fomen
Barracks, Proclus, who s sympathetic to Jesus, is put on duty
at Calvary; ond in the Govermor's Palace, Clauﬁia relates her
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dream, which Miss Sayers imbues with a desper spiritual signific-
ance by combining in it the legends of the .defa‘-‘.ﬁh’ of Pan and
Chrigte ’

The earthquake which followed the death of Jesus could
easily have throm the play off balance hsad Miss Sayers allowed
it to become a melodramatic climexs = She wisely subdues it
behind the voice of the narrator and avoids sidetracking the
listenend attention from the central character. Throughout
these scenes the focal point is always Christ on the Cross al-
though he says only the fev words attributed to him in the New
Testamente Atmosphere is achieved Wy the reactions of the
crowd and soldiers, the restrsined pathos of the m Marys and
John, and the mockery of Jesus by the erucified robbers on
either side of Hims The sorrow of Mary Virgin and John i
slightly stylised for restraint and dignity, which balances the
mrutality of the cromd and soldisrs, and leads naturally into
the lyrical spessches of Ba.lt&am‘at- the end of the phy, linke
ing it with the first of the series.
 The finel play, The King Comes to His Own, exhibits Miss

Sayera' craftsmanship mere thar anything elss, for in it she

_ oondenses the nime supsrnatural appsarances mentionsd by the
Gospels,intu one, forty-five minute play, without a suggestion
of repetition or ssnsationalism, by alternatiné her treatmsnt
between description ard direct presentation, e also aehiové_s
a delicate bulanes between the essential humanity and the
systerious quality of Jesus' body, without lapsing into horxror

or melodrams, which would have besn #he easiest method of
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obtaining dramatic effects The supermatumral eolements ave
relieved by the ingertion of +w comwnplace scenes which take
place in the Sanhedrim and before the Governor's fxe‘use, showing
the reactions of both Jews and Bomans ® the Resuwrrection,
Misz Sayers avoids the final temptation of melodrams by describe
ing the Ascension rather than attempting to dramatise ite The
series ends with a final message from Jesus,followed by a brief,
formal dialogue between Calriel and the Dvangsliste

Prior to their broadcast, the teslve plays in The Man Born
to be King received unprecedented publicity, with the result
that over two million people heard thems No radio dramatist
before Miss Sayers had comsanded auch popularity, smd by ine
creasing the audience's capacity to enjoy radio drema, she made
a direct contribution to the advancement of this new art forme
The plays do not stand as great radio dram, nor as great
dramatic literature, bscsuss their appeal is directed to both
the Imagination and faith, and to the listener without faith
the principal cheracter lacks the mecessery force and drive to
establish hiaself as the oontimual focal point of the action.
As a work of drametic art, the plawalsc fall in those episodes
which are Qt derived from Miass Sayers' biblical sources, but
are the inventions of her own Imaginations

Hevertheleas Miss Sayera' thorough grasp of radio tecimique
and her realistic approach o & wost difficult subjsct were
respongidle for a series of plays which held the air extra-
ordinarily well, and could sasily bear frequent repitition.
To mayy listeners theyconstituted thxrilling, and of'ten very
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moving, entertalament, while to those who shared in the author's
faith, ﬁmy wovidad Mo & religious experience in aound
shidch In a remarksdle way broks down the convention of wmeality
surrounding our Lard's persom, and made His life, words and
significance live in a new way far listeners.™(8) The Mapn Born
4o _bs King was an attempt to do for radio what Oberammsegsu has
done for the vigible stags.
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- Clamenoe Derss

Clemence Dans already lwd an established repuiation as a highe
1y successiul dremetist and movelist when she turnad to radic
in 1941. ler geven radio plays on a single thems, oallac‘é:ively'
entitled The Savisarsg,were written in collaboration with the
British composer, Richard Addinsell,and mwoduced by Val Gielgud
for the BBEC betweern 1941 and 1942,(9) These ssven historical
dramas give seven expressions, differing in style, period and
s'tbry, to the legend that the national hero who heliped his pesople
to bacome stromg and civilised and then disappesred, will return
agai.n when bed times follow, to0 save them from distress and
sufferings In a Preface to The Saviours Miss Dane explains
#In Britain the a&mhol of that spirit is Kiag Arthur, of whom
¥erlin prophbesisd that he shouid yet come to helphis peoples
Ihe Zevicurg shows how that propheqy has been and will be fule
filledse*(peve) |

The series baging with the Qsstruction of VYortiger; his
German wife and followers, together with the first prophecies
of Merlin ag a young ladi of nineteane Merlin then introduces
Arthur, whose spirit is subssqusntly reiummted in the followe
ing plays as Alfred, Robin Hood, Eliza_bert;h I aﬁd #gsex; Nelson,
and fiaelly as tae Unknown Soldiere The saviour of the First
World War, Mizs Dmne implies, will cowe again to save Britain
mot as a single hero, dut in the persons of thes common man and

women, warrior and civilian togethere
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A5 a sta~s dramntist, Niss Dahe recognised that radic mresents
an entirely new set. of problems, t!nt it bestows new liberties
and sets up nsw limitse It impliss," she wrots, "a completely
new mental aprroache” (peve) Thus the render must alz:m~ adjust
hiz mental approach and remember that the printed text is little
more than half of sach play, becavse both the Producer and the
Composer made vital contributions to the dramatic shaping and
diffeventiastion of episodes, character snd atyls, The dialogue
was written to be spoken sloud and op the producer, with his
cénﬁrol over the gpeakers of the words, lay the responsibility
for drawing out of the human voices all that the human eys is
uneble to detect in the printed pagee |

In contrast to fha sustained, positive realism of The Man
" Born to be King, Miss Dane's technique in esch play is limmess-
iomistice Short sequences rapidly follow one another 4o
ogtablish & graéua}., cursulative effact, narration fades irpercep=

tibly dinto dramatic eplandes, mmhl time ssquences sre ﬁuqmnﬂy
disregarded, inanimate objects sre given lines to speak, and

the whole series is a mixture of pross, postry, drmna.,vmma;ticb, :
chorel 'kork, ginging and musice The technique is often confuse
ing to 4he resdsr, so he must continually ask himself "How would
1t sond?" «= and it i3 mot al¥ays possible to answers '

The reader is also without the musie of Richard Addineell,
which, Mizs Dane meys, was not ", .; a mere decovation or - acoompani-
‘ment, tut a fair half of the wole schemoe"(pevi.) Very often,
episodes do rot seem to hang together, the owerall form of a
play iﬁ hard to discover, transitions fram one sequencs %o another
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previde & Jerring ehgnge in emokion, or the lyrias of e :0ng
appear trite and dadly expresseds IH must be rerpwbersd that
i rvadio drama, music carn play almost as vitel & role as
dislogus in 223ing charach®r sand quality to the emotion, In
providing smooth links between sequences, and in plays lile
The Savipurs, for which special musio hes been composed, 4t can
soastines Impose its owr form upon the form of the snthor's
designe

The plays in Dorothy Swyors' series,The Yan Porn to be King
constitute a gingle work which possesses a ocherent aﬁd
contirous line of plot and charactsr doveloment chown up
against a background changing in location but not in period.
Ajthough esch play is gelf sufficiant, much of the zignificance
‘of its plot and chafacterisation is logt unless 1t is seen inm
relation to the whole series, which is ths wroper artistic
unite

The Savivurs, on the other hang, consists of seven complsis
plays, indepandent ir plot and characterisation, and linked
with sach other anly bacause they 11luminate an identical theme.
Back references, oxplicit and implicit, ars contmined in them
all, bt this 3dvss not imply that the zmﬁ‘aa'standing of one
depends upon the understanding of tloze which precsded its The
plays deal with seperate groups of peovle in difforent periods
of kistorye rhs.t;e is 1o eontinmpus story line mmuing through
the seriles, but the stcriss lnevitably assuwe similarities
beceuse they sve all manipulated, some more guccessfully than

others, to illustrate Miss Dane's thomee
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Some degree of continuity is obtuined by the introduction
of Merlin, the National Prophet of Britain, into each of the
seven playse In the first thres, he is both narrator and
character, but after that he fades out of the action and
adopts the role of informing spirit, filling in the historiesl
gaps, describing snd cormenting on the asctions In the first
play, which bears his name, he is/rather unusual lad of ning=-
teen whose propheacies amaze the corrupt and decadent German
ouurt. end lead to :H:# destructione As narrator, he opens
_ Tye Hope of Britain with a hrief sumary of the previous play
and the events which have happonsd in the meantime.. He had
~ taken Uther Pendragon's son to Awalon and cared. for him while
& boys HNowis the fime for Avthur to claim his rightful
place as King of Britain, o Merlin brings him to Iondone
Arthur then becomes the central character, and only at the end
of the play does Merlin return with the mophsqy "An Arthur
will yet come to help his peoplse” |

As the Old Man in England's Darling, arouching by the fire
in the Cowerd's hut, Nerlin is unhecded by the other characters
as he sings to his harp of the yreturn of Alfreds He iz a
character in the scene, yet outside the m:ion and free to
indirectly comment on it through his songse From then on he
rarely 'aPPGars-vas Merline The action of the following play,
e May King, begins at'Merlin's Tomb"” which the Merry-Makers
gseek to ask for lucke When Merlin emerges he is an old kermit,
well known to the other characters, and as the action moves onm,
m hovers at the edge of the crowd, obseﬁhg and commenting
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and Easex, he again remains aloof from the actions In the
final scene, following tﬁs Queen's funeral, he becowas "An
014 Player", whom we recogniss as Shakespeare by a chance
remark made by his bay companion = "Write me a man's pert,
Willl A proper Hotspwrl” IRy identifying Mational Prophet
and National Poet, Miss Dane concludes the Elizsbsthan Era
with a well chosen comments In the two Pinal plays, Remsmber
HNelson and The Unkmown Soldier, Merlin is wisely ms&iz&ed |
to his role as narrator, for a ryomantic character wuld be out .
of place in modern warfare. ‘

| The writing of the seven playa ms spread over a lang_
period of time, and they improve immensely as the seriss
develops, showing sn increasing ms;teﬁr by the author of her
mediume Miss Dans's techmique in Merlin is rather wncertaine
-Vort:lgér is not established either historically or personally,
and the action is desoriptive rather than drmmatice These

faults are corrected in The [

are elevsrly seheted and develeped with assurance, sa%isi‘acﬁor-» .

ily oovering a lomg period of history, whils Arthur i arazm

mt as a story-book king, dut as a human 'being. . Upheedful of
¥erlin's advice end blinded by smuccess, he is faced with
internal strife in his kingdom, and ruins his health by a
fonatical drive to rid England of the traitor Sodreds In this
"~ play, and the following one, Hizs Dane makss excellent use of
faniliar, mythical incidents, effectively mving them into _
the normal development of her plot and dramtising them without
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romenticism or sentimentalitye ‘

When Arthur is Wrought to London, he is accosted by o Jnight

end t01d to fetoh his sword from the Imne Finding the doors
| of the Inn bolted, Arthur diamvefa ano ther sword lembea&ud in
a rock and draws it out to give to the knighte Tha eeurtiqm
and other kmights suddenly appear, amezed, oredulous or
soeptical, and immediately rocleim himvking. The retwrn of
Galim to the lake, glamowrised hy poets from Wace to ’fgm’lym.
is treated with e simple end effective naturalness.

England's Darling is constructed around the lsgent of Alfred
 and the calkes. A group of Englislzmn, on their sy to Join
Alfred's army, ‘eaka refuge from the Danes in a €owherd's hute
The Cowherd's irife,, a goodnatwred but illﬁemeﬂ woman, gives
them aome._bmakfa;st, bt wfu;és to part with the oateakes she ’
is cocking for heyr husbande The Cowherd Erings in aw '
woakensd by travel and hunger, who, wibelmown to the company,
is King Alfred, and thon goes off to direct others to the camps
His wife. goes about her housshold tasks, enjoining Alfred 4o
" wmtch the cakes, 0 he takes a.&rén‘&age of thiz solitude o
offer up a lomg prayer for strength and purpom: only to bs
ruiely interrupted by the wife's acousetion that he let the
© Bugland's Darling i3 one of the best plays in the series.

Its construction is fimm, scens and action are continuous and
the characters alesrly defined, It has & large cast, but
apart from the four prineipals, Merlin, Alfred, the Cowherd
and his wife, the other characters, men of Sussex, Surrey,
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Kent, Wossex, Essex, Wiltshirve, Mercia and Berkshire, are represent-
atives yather than individusls, though easily identified by their
‘dinlscts an’ dislogies The wife is an engaging and humcrous
perzon despite her quick fewpsrs She will stand no ronsense
from the men, and after refusing Alfred her cakes, she gensrously
relents when she reslises his exhaustions. She is furious with
her husband after learning that the poor creature to whom thay
had given shelter, was the King of Englande Miss Dene draws
extensively upon the Anglo-Sexon Chronicles to supply the
higtorical beckground to the plays Some of the lyrics, both
those of Merlin as character and as Narrator, sre beantifully
written and should have been wost effective with the addition
‘of Richard Addinsell's musice
Tn The May King, Miss Nene tekes up the story of Robin Hood
where the story-books and bellads left offs  The skirmishes
with the Sherriff of Neﬂw ave over, #nd Robert loxley is
a res’psetaﬁb eitizen who dimez at thse French Courts An old
woman' s plea to save her husbend sends him back to Sherwood
Porast where he once again dons the Lincoln Creen end harries
the Norman iyrantse The play imtroduces a theme which
frequently recims in the seriest
When Alfred was overlord
A woman could carry her child tlwough the land.
Higlwny or forest, none toushed here '

Onoz a womap eould walk slone scxwag Bnglande
Mo-one took her necklace, none touched hers

Miss Dane is hard put to adjust this story of Robin Hood
to the thems, for despite her efforts he remins a story-bodk
character and not, by any stretch of the imagination, a
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saviows of Dritain. The play does mesent a convincing |
picture of woisl oprression wder the Normans, o apparently
Robin Hooﬁ s chosen as a convenisnt psg on which %o heng
the abstract quality of Magna Carta as a national savioure
Although The May King goes wids of its mark, it is a most
dolightful and endertaining playe The light-hearted, merry
Hay Day aﬁwsp@e pervades the action, and provides an ironic
contrast to the final scens in which Loxlsy is callously
batrayed by the girl who had Geseried him when he reﬁtrnaa o
the foreste ) -

The IAight of Britain contains the most violent wresting of
history to fit the theme. Miss Dano makes Elisabeth divide
the function of saviowr with Essexe Her reaseh for doing
this 1s rot at all clear and one oan only conjectuve th&ﬁ she
attempied to syubolise the character of mmmbethan Emglam
in reansoning, clearheaded ege united mﬁh impatmus, adventmr=
ous youthe IEssex Goes nothlng in {the play 1o earn the title
of saviours Hae is a via’ient, headstrong, aﬁaiiﬁaus young man
who cares wore about being the Queen's favourite. thap doing
ary thing een&sruetive for his country. He is Jealous of his
rivals, upable to appreciats or handls his elders; hse is a
failure at cowrt decauwss he is over ambitious, and a failure
in Treland because Yo is an inefficient administratore Upon
his veturn to Iondon he does wothing further t gnha,ms owr
opinion of hime |

The plsy iz severely wsakemsd by this Elizabeth and Essex
divisions It is difficult to yoe wy Miss Dane gives Espex
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‘s0 mach prominence, yet vortrays him so weyspethetically, end

wy so little attention is given to Mligabeth, Who is more |
obviously & National Saviowr than apy of the cther heroea, sawe
Arthur hinself. Dramsticelly the foosl point of her reign
is the defer.t of ths Spanish Armeda, but thizs cpissde is arushed
into a short piecs of marwvation by Merlin, whils all that is
given of the squally well kun'wm spesch of Bligzaboth to her men
at Tilbary is one Yrief extracite

Technically, The Light of%&imm tokes avery advantage of
the liberﬁes radio mstows wpon the dromtiste The narrvation

is racy apd straight to the point, either liwking seeres or
providing background informaticn; :chafacim*s sneak o each
other across spece or tims, and without A trace of welf-
consciousnaas, reveal thsir thoughts through the interior mono=-
loguee Ths play contains mm;v axciting secuencos, while the
ending, in which the distointed but mbmmt wmmﬂon boﬁzmen
the spirita ot muabeth and Esm poigrantly racalls their
earlier and happler times together, is written with deep ewotion, .
tenderness and an elegant grace. |

Ravenber Nolson is brol®n intn %teo many short saquences and
labours under thirty spezking -qhamia*bara, four em:%s witha
few lines eoch, twenityons ships all with momething dmportant
to ssy and a chorus of wmvese Al‘ehmxgh the ngwretion nover
fails 40 alarify the action, dating and locating oach moene,
it is quite unneresserily shared by Morlin, the Weves and the
Ships of the Fleete ' The drawatic offent this may produce in

urgency is not worth what it adde in complexity.
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The technicue of this play is extraevdinerily imvolved. I
bagins at the Battle of Lisza, where the Admiral of the Flsek
exhorts his men to "Remenber Nelson"s The story is then t01d8
in flashback, begiming with several chesrecters whe remenbered
Relson at warious stages in his early cameers After a few
introductory remarks, the episodes they remerber are dvarntiged,
and slowly the stoxy wnfolds ag far as the battle of Trafalger,
Pinally we swtwn to Lissas The scquences are nearly all 4oo
short, €lashing backwards and forwarde in time with 1little or
mo warninge Sosnes at difforent locations imperceptibly fade
into ome srother, marration suidenly beoomes dramatisation ard
a host of unimportant mivor characters fade in and out of the
stary as it progresses. |
Would this m'.md confusing to the 1115'&@!5&%? I% is not easy
%0 2aye Mont ar_fha minor characters, whose only fimotion
is to advanee the plot; either introduce themsslves or ave
introduced, so there is mo likeliheod of confusion heres Again,
'Richard Addfusell' s mugic msy have clarified wmany of the sudden
transitions and held the play together in o loose framework of
_abstract sounde It is inmpossible for tha reader %o imegine
how the producer, Mr. Addinsell and the sotors contrived to
sugtain the interest of the listener im mich s lerge mumber of
charsoters, ﬁd how they managed ¢n £it = many short, wder-
doveloped sequencss into an inteluﬁh‘le. Aroume tic paﬁtam-
The final play n the series, The Unlmgwn Soliler, eomes back
to the nuddlsad and puzzlad England of 1914 o 1918, Wikout a

single per=on #» act in the cepacity of saviour, Miss Dane yeincar-
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nates the splrit of Arthur in the comwn people, both citizens
and sopldiers of Aritain and the Commomrwealthe Without a
central story to unfold, Merlin holds the play together with
narration covering the historical background, explaining and
comenting on each scenss Into this mawration, ten short
draomatic episodes, and several impressionistic sequences sre
interwovens Each one uses a different set of characters and
none of the episodes is extensively worked out, ut together,
they steadily build up a comprehensive picture of the British
people and their various attitudes to the events immediately
preceding the Pirst World War, and to the war itselfe
At first we hear the casual, uninterested attitude of the

British middle class to the assassinmation of the heir to the
Austrian throne, then the suparficial lnowledge of contemporary
 affairs taught in the schools, Wion faced with the reality
of war, its seriousness is not immediately grasped; in a mve
- of cheery optimiam ("It'1l be over hy Christmas"), and glamour,
young girls admire the soldiers' uniforms, while young men
hope it's not over before they get a chance to be in it.  But
the glamour fades into disenchantsent as more and more fanilies
ave separated, and the optimism bocomes lsss cheery asthe war
shows 1o sign of ending, Gradually the comon people discover
they are faced with the inhumanity, horror, diasgust and tragedy
of a total war in widch everytody, including women, is involved.
But they £ind strength and mwrpose in the determination of all
the unknown, unrecognissd soldiers and workers of the British
Commouwealth:
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They will not know my namee
I shall come from an unknown gravee
A1) they will know of me is what I gave,

Merlin opsns the play with a hrief gspeech imtroducing Weos,
Isyamon, Malory, Caxton, a contemporary, Fhakespeare and the
Encyclopasdia Britannicea, who each give their views on his
propheciese The six Saviours then speak the most significant
extracts from their own play: Arthur his coronation promiss;
Alfred, a short passage from his Cura Pastoralis; Ioxley, a
fragment of Magna Carta; Elizabeth, her speech at Tilbury;
and Nelgon his famous slogane Arthur returns to the play
towards the end as commenting spirit, appalled at ths condition
of the modern worlde In a brief convsrsotion with Merlin he
forsses that:

The war %t end wmar is not yet begune

0 Merlin, I shall lde

arong the great of the ide,

unknown, wmknown’
The National Saviowr's call to his people for strength and
deternination is answered by the yomrg voioss of the Commonwsalth
. amd by the Unkmowmn Soldiers. Arihur happily concludss:

Then silently, silently I go

on to the Abbey where ths four queens meet me

as long ago

At Avalon they met me, long agoe |
The play ends with the last post, and Merlin's description of the
burial of ths Unkmown Soldier in Westminster Abbey — "It is
Armistice Dgye A baly's cxry hresks the silenes, and the mowmers
hail the saviour, England's Darling, the Light of RBritain, the
Hope of the Jforlde" "It is not the least werit of Miss Dane's

cowrageous adventurs,” one reviewer commented, "that there is
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no false glory in her conclusioms -The Arthur of 1914-1918 was
the unknowvn, the obscure warricr in his millionse Ho will
come again to save Britaine.."(10)
Higs Dane's text eomprise= a wide variety of mwose, poetry
and prose-postrye The naxration varles Prem the simplp_g W
adorned, lucid prose of Merlin's concluding speech in the series,
to the deliberate understatement of Nelson:
FPanny is colder
than once she wmas;
but that's becauss
I've boen =0 long at sea,
‘welva, when 1 went o sea
This is really mo more than pross chopped up into rhythmic
lengths for the convenience of the actor, but it possesses a
simple yet mving urgenqy in its naive directnesse The sam
note is sownded in Merlin's introduction to the scens at
Tilbury in The Light of Britain:

Elizabeth to I‘ilbury is gone '

% oheer hexr armies. Ieiosaterts at her mide,
Her Captain«General of Cavhlyy

4is IEssex, o has passionate servics done

in the Netherlends, and most where &ansy disd

at Zutplene

At ¢he othsr extrems is the strong, raqy, rhythmic poetry in
the description of Merlin's ride om horseback in Ehe Hope of
Britain: '

Dimly, thxough mist, Northumberland, Cumbsrland,

Westoorland, Durham, the deffodil lakes,

and the three high hills botween Scctlam& and Trant,

Pondle, Ingle and Penigente
The poetry, often lyrieal in quality, comes sithor as a climax
ar o kind of muslcal reliefe Occasionally Miss Deve striles

a vote of unemfortable artificiglity = as, for instance, in
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calibmn's song from the second plw:

The hand is strong,

the hesrt is b.igho

The king is young,

and cannot diee
and later:

I am the Sworde :

No-one can draw me but Arthur.

When I am thivsty

Arthur calls to mes "Drinki"
The addition of music can ‘imbue the mogt trite lyric with some
degreé. of smotion, and these lyrics were written to be sung or
spoken aloud, not read f‘mn a printed texte ‘l"he‘ same con-“
sideration applies to the dialogue, which ia,far‘-tﬁe meat vart,
. simple,and direct, easy to apesk, and adaptabls to the mood and

atmosphere of each playe It is often difficult to see how

Miss Dam‘ s long, ewﬂowing narrative speeches weye fitted
into the dramatic pattem, or what would be the 1istemr'
reaction to disjointed passages ~35.- ,that near the begimning of
The , Soldier: o

Shakegpesre's Voice: The %-mr Horlin - skirmble-gkemble - -
atuf

Tenrnyuon' s Voloe: Arthur the king - :
' He perighed by this people which he mede,
though Merlin swore that he should cowe
ageine '

The Encyclopaedia Ternyson = layamon - Malory —- they're
Britannica's Voios: only poetse As that first man gaid,
' the one from Jersey, they embrolder the
facts, But I'm the Enqyclopaedia
Britannicae I concern myself solely
with factse Herlin? Il

In each of the seven plays contained in The Sswiours, Mias

Dane' s pattern and purrose are easy to apprehend, though one or

Q
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4w are marred by umnecessary characters, indistinctwess of
cheracterisation and verbosity in speche Tor the moat jart,
her approach is that of the radio eraftsman, in full comwand
of hex mw.ialhand Leking every amﬁ“tnge that radio bestows
on the dramatiste At times Miss Dams is extrawmgant, but
| her exiravagance is never #. conscisus s¥riving for dramatic
effecte The plays are moving, rwophetic and beantifully
written, a waluable contribution to both the techniqus of
radio drama and its rapidly growing umt&re. The Spviewrs
wms & courageous advanture, because in aﬂorﬁpﬁng an unfamiliar
mwdium to express i.doaus which could quits sasily have become
Qentimmtaﬁy’ patriotic in the hands of a less compstent crafis-
man, Miss Dane risked failure anﬁ consequent damage to her litevary
reputatione Ihe Saviours did not recsive & great desl of sttention
from the eritics, but those who noted it were genercus in theiy
raisve _ng_&mg Iiterary Supplement entbuaha“eimm dlained
"Without embition like hexs, this new art will meke slow progress.”

(12)
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Ve
Featiures.

In the years immodiately following 1939, the BEC. found
itself face? with rapid changes in national needs. For many
~ people radio was the only scwree of mmband entertainment,
the only; relief from the dullness of waxrtinme restrictions ar
the one refuge from the continual merwous strain lof t-hé blitze
| Because of its ability to contact almost the entire population,
the BBC. appreciated that it had a vital role to play in
sustaining morale, in olarifying the issues at stake in the
war“ and in assisting people to acéept; wartine conditions more
_ agmeably. The complete reorganiéa.t!.on olf national life mde
it imperative to show the various parts of the mation how the
other parts were living and facing up to new conditions of
existence. All this provided radio writers and producers with
" a vast amunt of exciting material, together with an obligation

to present it to the listener as forcibly and entertéiningly

as possibles People wanted reassurance that #hat thay were
doing and what they were enduring Was worth whiley and they
_received this assurance from the BiC. through a very subtle
form of vroyagandae

Britain's entry into the fisld of radio propagands was
provoked by the use already being made of radio in Nezi
Cermany and Faseist Italy. W&t had begun as the BiC'g
Bupire Service was soon transformed m‘bo an. organisation of
vital importance, which broadeast daily mews bulletins and
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and other programmes in different languages to many Buropean
countriese The power of vradio as an insmt of propagands
had been conclusively proved as early as 1932 hy President
Roosevelt's "Miregide Chats" in the Unitad. States of Anericae
The Beveridge Committee which enquired into the BBC. in 1949
firmly stated its potentfalities in this direction: .

Broadcasting is the most persuasive, and therefore

the most powerful, of agents for influencing men's

thoughts and actions, for giving them a picture,

true or false, of their fellows, and the world in

which they live, for appealing to their whllect,

their emotions and their appetites, for filling

their minds with beauty or uglimess, ideas or idle=

ness, laughter or terror, love ar hate.{iZ)

The BBC's propaganda responsibilities to both foreign and
home listeners stsadily incressed during the war years. It
soon expanded beyond the broadeasting of news, or news
comnentaries by éxperts and the specches of national leaders,
for every type of programme, whether it consisted of the
spoken word, drama or music had some effect in influencing
the attitude of listeners to the war. The first moe of
deliberate anti-Nazi propaganda directed at British listeners
w3 a semi-dramatic programme called The Shadow of tihg
Swastika, which denounced the evils of Hitler's regime in a
forceful, . exciting and entertaining waye It showed, more
than anything else, that this type of programye, amploying
the elements of radio drama and aimed at influencing people's
minds and emotions to make them adopt a particular attitude
of the author' s design, #as a far mre striking method of

showing the Pritish people what they waere up againgt, than

any amount of reasoned speech. _The Shadow of the Swmstike
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was the first of many brilliant war-time features, a radio
dramatic form which had been tentatively developed in the late
nineteen-thirties, snd rose to immense popularity as an
ingtrument of propaganda during the ware

This is not ¢to imply that feature wyiters,sho were often
highly reputable authors, prostituted their art for the
express purpose of inf’lueming the listensr's attitude towards
sane end foisted on them by the BIC. According to Roger
Manvell, "The success of British proveganda lay quite simply
in the fact thst the BBC atuck to the fruth evén when this
was unpleagant, and truth in the 1ong rum is the bast propaganda,
especially when events begin to confiﬁn the statements you
publishe So radio was ussd to fight the war both as an

instrument of information and as an instrument of strategy.(13)

 After the first ten years of intoxication with the existence
oi' radio, the BBC. settled down and began to explore the
péssibilitiés'of this new mediumes Ve have seen how a group
of awowed experimentalists eross towmards the end of the ninreteen~
twenties, and with the stimulation, financial backing and
technical resources of the BBC., together with the support of
oritics and audience, evolved a technique for a new art form e
radio drama. This group of pioneers, which included Lence
Sieveking, Tyrone Guthrie, =.i.Harding and Mary Hope Allen, was
given every encouragement to experiment, (14)

They were quick to realise that the work being done by the
avante garde in another comparatively new medium, the film,
was of great importance to radice Men like Robert Flaherty
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and John Grierzon were dewl#ping the documaniary film as an
art formg and the radio piomsers soon adopted the precepts
Flaherty and Grierson had discowsred, and applied them to thedw
owm mediwae The modern term,"Fanture", derives from the nans
"Featured Programne”, which was first given to all the semi~
drsmatised items produced by this gwoup, that fitted mo particular
formulae Iater these experimentalists formed the micleus of
_ the BBC Featurss Department, whoze business was concerned with
documentary or factual programmnes; at first as part of the
" Drama Department under Val Gielgud, then in 1941, as a2 separate
it under Laurencs Gillliam, who made the feature into one
of the most important as well as popular forms of wartime hroad-
ocagtinge |

The first featurs was broadoast on June 11,1831, It ws
| intended ".e. to give sn account of the events of the Spanrish
Revelution in the speeches of the rotagonists and the actual
words of the news messages by which the world was informed at
the time,"(18) The story was told without comment, the facts
were allowed to speak for themselves, Muszic was used as the
comnecting link between the dramatic sequences, with tbe .Spanish
National Anther as a recurring motifs, In 19534, further
possibilities of the feature were discloged when the BEC broad-
cagt a seriss of famous trialse The £ifth in the series, the
trisl of "lady Iisla" before Judgc Jaffreys of the Bloody
Assize, ms adapted for radio from its historical sources by
C. Whitaker Wilson, who describes in his book,¥yiting for
Broadcagting, how ha reconstructed a trial which lasted over a
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weck into a feature of an howr's durations "It soon became
clesr that it was not a case of what should be lsfjb out but
what should be allowsed to vemain inm." (p.115,) By reducing
the number of witnesses, using a narrator o give the
imtroductory informstion, occasionally a running commentary,
end concemtrating on the dramatic and emotional incidents,
Wilson did much to popularise a tyre of, programme that is
8till droadcast regularly todaye Authors snd producsers
began to look further afield for their "actuality™ matarial,
and experimeuted with various methods by which it could be
shaped into a work of art in terms of pure sound; Ybut the
real usefulness ef this form was to be revealed ssveral years
later by the exceptional broadcasting needs of the ware
Thesé exceptional needs, we have ssen, resulted from the

great responsibility thrown on the BEC 4o sustain the metion's
morale, to keep it informed about the continual reorganisation
of national 1life, to revesl the evils of Nazism and to keep

radio listeners entertaineds HMany important contemporary
authors brough their lalents to the feature prograrme, sore
as occasional contributors, others as pemanent members of
the BBC staff, and developed it to a high degree of artistry.
They included poets such as Iouis lacNeice, Dylan Thomas,
Henry Resd, Iaurie Lee, Terenoe 'l‘iiler, Pgtric Dickingon,
DeG Bridson; dramatists = JoB, Priegtly, Eric Iinklater,
Edwmard Sackville-West; novelists — Raynsr Hepnenstell,
Compton McKsnzie, Elisabeth Bowen; and aritics -- Heldrt

Read and Stephen Potter. Many of these authors, who lemst
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 the technique of radio writimg from features, have gince put
it to sxcelient use by writing radio glays of an exoeptionslly
bigh standarde Othiers bave taken sdvantage of the Third
Programms, sstablishsed in 1948, to write features of s more
specialissd and limited in‘bérsst. '

What, then, is a *Peaturs™? Since the early dwys of Moad- |
caating the fem hag been used loosaly to @ver sy wllsction.
of items strung together by a oceniral ideas As each new author
extended its range of subject matter and tecinique, a definition
of the feature E;na becone increasingly difficult, wntil now
it is as vague a term as "poetay™; .and the aivisinn. betwoen
“Peature™ and "Radio Drema® as blurred as that betwsen "Poetry”
and "Prose”s In 1934, Lence Sieveking confidently stated
7A Peature Programwe is an arrangement of sounds, which has a
thems but no plota  If it has a plot, 1t is a plays(15) The
first feature which used characters to reconstruct an actual
historical event, mmde monsemse of this definition. |

Vol Gielrmd, in 1947, defined the term in a sense mn indefin-
its as 4o be of no great uses "A Featurs I"rogrm» is any
programe item == other than a radio Play = whose auvthor mekes
.use of the specialiged ﬁachniqmss‘af radio &’a,mtic_woauetiam"
(17) Vhet does he mean by "other than a.mdio lay” when a
feature such as louls Haclfeice's Smbeang in his Hat uses
charaeters and plot to reveal hvman matuare, and ls based on

#what is considersd the wvital content of any drama, conflict.(18)
In his Imtroductory Mote to this prograrme, Maclelce is more
specifice ™ Poature', as distinct from 'play’, is the BIC
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nams for a dramtised broadcast which is primacily either inform-
ative or propagandist (propaganda hore bedng teken %o imclude
the swotive celebration of amniverssries and gestures of homage —
or of haired —— o aryone oxr anything doed or glive). Features
therefore, having an emormous diversity of subject, have slso a
great diversity of forme Soua of thew are as Isosely constructed
a5 serapbooksy, othars wome near to the unitdss ond enstional
smpact of & playe™(p.65.)

Taursnce Gillism, Head of 4he BiC Features Dopartment, wrots
*In Wroadcaating the terr hng coms o gignify o wids rm@ of
- programre ilews, ué\!&mf&ctual and doguuentaxy, presentsd by a
variety of techniques, but mostly moking use of éramatisation
and edited actuality."(19) A play, Gilliam maintains,creates
illusios for its owm Sake; a Peature, in order to convincs the
Iigtenar of the truth of what it is saying, ,mz; though it is
saiﬁ in drasatic forms This iz a good point, but 1% geems.
the truest definition hrs comse from }Villim'*ualﬁer digcuseing
an ambiguous rograrme hy idichael Ke?!.'.".y', called Errop in $he
Univer . == "The only absmlutely safe definitions I can $hink
of are that a radio play is a programms in more or less dramatic
fore presented by the Drama Dgpax-tment, a feature, & pProgramme
pore or less in dmaﬁe form presented by the Features Departe
mente"(20)

Brogdly spesking, we can s3y the objoct of a radic featurs
ié to preeent facts ér to giws informetiom, and its method,
basically, drematisation. "Facts" is taken to nesn any thing
that rsally heppemsd, or amyone who lived either in the world
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er in litarstures The aublect satisr is olmost limitless,
Thers iz & type of foature that is %he equivalent ta the literary
enthology, in which a sublect is chnaen = =zay, "Horses" ==

and %he programe congsiructed of a eclection from 51l imaginable
wmuress reamiely connsoted width the subjact o horaes. in -
1itsrsture, horses in history, race horses, hobby horses, ewem
clothes horsess  But whatever he selects from actuniity or
iiterature as the subjent watter of a foatwg, the avthor should
bs much more than s reportere The iaterial must be sslected
@remlly- for its dramatic and emotional a;mv?al, aﬁﬁ it must be
pigidly ker® umder cmiméﬁl. 80 i:fmt all the parts occimyre to
pesduce & single dramatic offect. "The sseentlal gmlify of
the feabhme programg,' Iaurence (Gillism wrote, "is that it
shmalé bse the expression of one mind, *alm,’eevéz tectmiques 1%
usesg."(21) | |

The feature by 3o means oxcludes the fiold of imginfa'tiw

areation == Cacil NceSGivern's The Herhouy enlled Malberry ia e
auperd piece of imaginative witmg =~ but for the mest part,
the subject matter is rot invented by the author but draivn from
the external world, The "creation” lies im the ardering and
shaping of the subject matter inte s unifisd ooherent whole,
and dn its ressntation to the ligtener as a vivid, aural
exparience,

In his colleetion,B.B.C. Yeriiwusg,leurence Gilliam has
published s wids voriety of style and tpese(22) There is the
reconsiruction of recent history (The lest Dave of Hisler and
The Vermeer Fowseries), the pwdtilar sxrositior of scisnce




252
(The Brain at Work), a wost striking form of literary criticim
(W.B.Yeata: 4 Bublin Portrait)e Most educational Mroadcasts

can be classified as features; their soope also extends t the
weosgentation of current izsuess, fantnsy, satire, literary
anthologies of a writer or several writers == in fact there is
no end to the possidilitiese But no matter #hat the feature
13 called upon to say, it should say it in the semdblance of
dramatic foim, whether it uses only two narrators or a host of
characters,s Also, if it i3 to ba at all effective, the
ligtener must be entertained, he must t‘e_el as well as think;
ir mt,the'featuze can be no more persuasive than a straight,
informative talke The majority of features combdne and
balance elementa of the talk with elements of dra—xm to confer
sctuality on a group of facts, and to make the listener ”aeg"
- a8 well as heare To the o.v;:thor it can be the most exciting,
but also the most exaetiﬁg,of radio programmas, recjuiring a
congiderable degree of literary skill and dramstic ability, as
well as a thorough understanding of radio techniques
Al though a serious consideration of the history and dsvelop-

ment of the feature would constitute a study of its own, there
is one» author whose reputation as a radio writer rests largely
upon several wartime featurese Cecil McGivern's Junction X
alle

and Mulberry represent the highest point in

radio dramatic techrnique achieved during the war psriod, and

show just how thin 1s the division bstaeen fasture and radio

play.(23)
Junction X, according to its anthor, is a programme ",..showing
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how the British Railways are succsssfully carrying out their
vital and gigantic war task in ocnditlﬁn.s of unparalleled v
difficulty.” The immensity of this theme required a great
deal of resecarch, a thorough kowledge of both subject and
medium, together with the dramatic ability to set it all domm
in an intelligible and vivid mamners MoGivern 1ifts Junction X
above the mere presentation of facts and gives it ’drama.tic
shape by centering his focus on a single fictitious railway
| station's activities over a wwty—fcnr hour period; and
- talling the story by a narrator é&rsomlly involved in the .
action and: through the eyes of various characters with whom
" the listensr may easily synpathise.  Phere is, besides the
narrator, a fictional "Listener”, who reflects the changing
‘attitude of the radid listener to the atory as it ig unfolded,
At first he is angry with the narrator and his "silly 9iay_- |
~acting"” when there is o blitz ons The narrator then takes
him en a conducted tour of Junction X,and the nation wide
-story of the British Railways is~thon racreated fram convers-
ations with the men who run the station, a description of the
main events during one day and several brief fléahbacks to
complete the background informatioms Dramatic suspense is
not croated and held by the mlot, but imherent in each
episode is a feeling of exhilaration, which is nicely sustein-
ed by the transgitional merration to the end of the programme.
The them and the period in which this feature is set

would have offered a Wonderful opportunity to a man of
Sieveking's temperament for a galaxy of mund effects: guns, .

1
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planss, bombs, trains and tumnelss NcGivern makes use of them
all -~ hisz treatrent is fundamentally realistic -- but with the
utmozt economy and suggestive implication, After an effect
hag been establighed, music frequently replaces ite HMusgic is
alge ugad to colour the long descriptive passages of narration,
to set the atmosphere, to Lridge time lapses, and %o point
climaxes in the dialogue or changes in emotion, HMcGivern
oontinnally mekes the listensy "asee"” what he deseribes:

Darknesgs over Britain ... tut things to be seen in the

darkness 1f you look widely and carefully enough eee

The glint of rails =~ Gull gilver ... Hanging in the

sky, clusters of yellor light -= the red and green

and yellow of aignals «.e A sudden gush of red hot &sh '

from the engine smoke stack,
The narration is full of urgency and Aexcimmmi:. A sequence
on the footplate of an engine is introduced by train effects,
which fade into rhythmic mugic and this is held behind the
wice of the narrator: '

The footplate of Engine 2574 rocks and sways and Jerks e.e

Here is the true semnsation of speed -- more than in a

car, more than in a plang... the 50 milea an hour seems

like one hundred and fifty eee !mk, WAy, Jerk e

nothing to be seen outside ... blackness abead, blac¥mess

around, ss

Junction X is lightened by an occasional touch of humour or
inconsequentisl dialogue to relisve the intensity of the
compact episodes. MeGlvern drives homethe facts of his story
'by presenting them clearly and logically in the formof a
normal radic dramae The narratiom, sound effects and dramatic
sequences hang together in a closely kmit, but £fluid, texture
of mund and mark this programme as one of the most successful

- and imtelligently written radio faeatures of the ware
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Cecil MoGiwrn's second feature,The Hartour celled Mulbemy,
first hroadcast om March 5, 1945, nine months after D-Day, is
the story of the floatimg harbour which played =0 large & rart
in the Noxmrudy ianding. The -tactmique«s of radio presentation
are again fully exploited o enphasise the humn impulses
behind a series of evenis which m&m& to be the tupning point
of the second World Yar - & tremendous, vation-wids, commmal
achicvement produced by the fortitude and integrity of democracy.
McGivern's fsature makes this point foreibly, but without a
| trace of sentimentalims ar false patriotism. Its tﬁéﬁe is of
an aven greater mgmj.tude,ttum Jimckion X == the story of an
engineering project of imnenso’mplsxi{w that took years to
plan and yeé;rs fo construct -= but i;ﬁe fa.c‘asrarc; 50 1ogi§=ally
ordered in clear, nom-scientific terms, thc'motivat;nn éf‘ the
people concerned portrayed so sympathetically, that the feature
becanes not a series of dry absteactions, but a @rama of intim-
ate mamen reality. B

The essential element oﬂ'l dr'm'a, conflict, is maintained
throughout and despite the change of both antagonist and pwo-
tagonist in cach "act", KeGivern's expart construction naver
allows the wuspense to flage At first the conflect is :
extrmély general: ‘the Allies versus the Axlge The feature
beging after the evacuation of Dunkirk, and in the first
sequence, McGivern creates a brief picture of Nagi strategy
in fortifying all the ports of northern Furope, as well as
stating the necessity for Britain to capture at least one of
them, before am invasion of Hitler's Zurope can bagin, The
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idea fr flz':aﬁing' piers o be wed to lond foreez on the snemy-
beaches is suggested by, McGivern implies, the Prime Minlsters
Then plsce by piece the plans for two prefabricated harbows
are put together, and details of thelr construction and eventual
use given, so that the listsmer tms a broad general knowlsdge
of the background to the bnext part of the gltorys The twanst tion
is gwift and dramatic:
Narrator: {quietly but wary moved) The decision’s made,:
It's gver == the probing, the raiding, the waiting,
the Watehing, f:‘hg worrying, the headaches eee
The Contractar: (&Exploding) Over my Poot! They're just
about to startl
_The coz;tt'ac‘mr dra¥s a deep breath before ocutlining the tremon-
dous quantity of manpover and materials required to cans-truejb
" the harbours within the time 1imit of six months. »
| Once the comtructioﬁ is under way, the conflict -changes o
the eﬁg:‘meers verzus time, as they strugnle to finish the |
harbour minst'tm handicaps of minor labour troubles, winter
Stoms, enenmy bombs and gunfires The te'po increases during
the final weeks of weparation, when frantic efforts are made
to get the pler-heads ready by the dead-lines Mugic == an
unresolved chord,full and vibrant -- ends the sscond part, as
the harbour is launched ready for dowing across the channel.
A huge armada of ships of all sizes and ghapes gethers inm
the Southern English ports im readiness for D-Day. When the
Barbour is floated into place, the comflict omce more is changed
to the harbour versus the weather, The blockships are sunk,
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{he breslomtery anchored, tha stsel pier: sommected; then the
mrsic, full ~nd triumghant, ancouncss ths harbour ccmplets,
An unsxpected summer storm which sudlenly blows up, 2lmoat
wrecking owe ef the harbourg, forms a utw#l dramatic climsx
to the actiom. This is folloved by the dsmoumnent, when the
gbore smaothes uut-ané- the harbour, chipped and battersd bnt
at111 dirtact, is resdy for the iwwngions The feature ands on .
a mte of majestic trizmph -=- the muslc swells up, the roar
of alreraft is heard and g sailer ories out "Drkotas! Ang,
look, socldior, there's the omi”

The Nerrator fs tke central "vcice"s His viewpoint is
- Clymplan and his dusl fuuction of cmentihg and explalining,

© | wsimilaxr to that of the Greek choruse He fades in ard out of

the action, laterviewing or eomversing with the characters.
At one woment he is personally involwed in the story,and the
next, outside it eompletely, able to see into the future or
comnect the warions parts which are being ehaotad all over the
countrye He is mot the cold, impersonal m-rra%or of go many
~ radio features, but a humman being vitally interested in what
happens, 0, as well a3 giving shape and contimity to the
acript, he establigheg a lively, balanced vigwpoint for toe
listener, Most of the chavactars are {ypes rpregnting the
servicemen, the officials and contractors inwlved in planning, -
making and usimg the harkours. The soldier, a typleal,
geumbling, dowik %o earth man, follows through t&s action
lightening the feature with %oue\hea. of gocdnatured humowure
"The hero of thig story," the ﬁarmtor says:; "is not a man, "



Tha hardmue 2 r#m;inn&ny brfora eur gyey, (ts insengity and
rtrategic sievificnnoe never forgetten. It fs charastorissd
by = murdesl modif, firel suggested at the begliming of the
fanture, then g Hragasrt iz Loand a’ter the laomebing of the
first ylarhoed, a0 finelly, sx the piscss are twwud across
she %hﬁei s 3% mralle 2p Wroad 50 majostic to umdeyline tin
smotional grandeur of the rojocte The masic, speeially
compoend By Falter Gooalr i extaigively wesd for the sewe |
varisty of pusposss as im NoGiwern's wurlisr feabre, Jumtion X.
Hc@iursf s tmontant of $he thame i Ywondly sxprassionistie,
partly »eanl Sng feot the mbiity of the msawvation snd pertly
from the vse ol many mmwmmmmuz
 Tlays of the 1nte ﬁiﬁéfet:re:nf: Is wot an obwious sxpressioniss,
W a typr of ratio shosthand et allows Jolivern to uoupreas
s grent deal of infornntion im a short synoe qf time, and
comvey 1t more vividly and foraidly thai would have besn possidbla
theoogh atratght Srematigation or wwdoruad narrations
Halivarn®s vital econcars is with faots, 20 they are never checur~
o2 by tschnical tricks donme parsly for drmpmtic affecte the
dislogue is carefully written to citablis: an m&;& impact
cyer the nlorophons, and alled dy {the mozic, to sistein
anniinnadl interest Im the sty of this greati eugincering achieve-
ment; wogeifioentiy twld wthout any attonpts et riwiordio o
hizi?lown poastry. The pross is slihtly stylised in the
merrative raseagas, Lyt it iw nevor bondastic ov puapous. Then
it exiwam*a & general patriotic fealing llles:

Yas tharive couing .ee the worimes of Rritain ... avkwrd,
indery sdent, emdaxrasaed, Bating thy uprooking from their
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homes -~ but at bottom, willing, steady and ready to
laugh +e. and in their fingers unequalled skill ...

it is not a matter of vague gensralisa‘bi_on, because each quality
is exemplified in the folloving dramatic sequences with a genuine
| sympathy and humanity. -

The Harbour called a’amlbgm - uges the full resowrces of radio
production to build an exciting drama oui; of facts and the con=
veying of irfommation. At every poinmt the human interest of the
story is emphasised without entimentality, giving £t an unusually
- great emotional powsre The feature is an axcelient piece of
“war f,jm; propaganda, but the facts are nover deliberately manipulated:
to produce a preconceived feeling of patriotism or democratic
faith, These ideals arise quite maturally from the framewrk of

the story.

Ceoil McGivern had a profomd influsnce on the subsequent
histo:y of the radilo feaLture- He showed m-itazjé the necessity
for sound corist;-uction, clﬁrity in the presentation of fact,
and the importance of appealing to the emoﬁ.oix’s as well as to
the intellect. He proved conclusively that what had begun as
radio's equivalent to popular Jowrnaligm, had achieved the status
of an art form in its own right. |

\ This claim rests on the fact that the feature programme . . -
originated and developed within the sphere of radio itself, as
distinct from the forms Which hroadeasting has barrowed or
adapted fras other arté or nethnds of publicatione It is pure
radio, a new means of expression for the creative writer and

roducer. Most people have been conditioned to think of drama
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largely in terms of sight; they po 'fto see a play”, or go "to
the plotures”, and this has probably besn the greatest retard-
ing factor in the development of radio dramae There has been
no such preconceived tradition to distort the function of the
radio featwes That is xot to say most features avoid all
suggestion of the visual element; they approach it in exactly

the same manner as the radio play. VWords and word pictures
are the gubstitubte for the abasnce of sight,.

Im 1951, Hugh Ress Willismson wrote "If radio can claim to
be an art form at all, it must rest its claims upon the featurse...
The feature, im fact is the radio art form .. The very
lirmitations of the medium are transformed into advantages to
areate something new which can be expressed im no other way."(24)
The first part of his statement contains a basic fallagye BRadio
is not an art fom but a medium of dommieation through which
one or more art forms may be tranmitted, Just as literature is
a medium for the art forms of meﬁy,\ the novel and the essa¥e
Williamaor's second statement is equally wntenable. Ve have
already seen how lance Sieveking, Tyrone Gythrie, Patric Hemilton
 and many othsrs created plays incomceivable in any other medium
but radio, *y turmning its limitations to their omn distinet
advantage. The truth of the matter is that gome Tadio featires
Justify this form as a unique and individual means of expressiom
Just as many radio plays do the sswes thing for radio drama.

A feature's claim to be a work of art rests largely om the
author's aelectiom of illustrations for the presentation of a

group of facts, Just as the radio dramatist selects his episedes
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to reveal srme part of humn mature, or sme episode in his
storye The_mature rises above 'mére reporting through its
unity of purpose and design, its intimate emotional appeal and
ability to comnunicate to the listener — mot through its
_ ability to records There are endless possibilities for hring-
ing together disparate elements from any gubJect whatever 4o
form an autii'ely new creation whose manner and effectiveness
of communication would be impossible in any othsr mediume The
feature affords the greatest freedom to the writer hoth in
teéhnicye and theme, _‘ f!e has at his dispdsal all the resources -
-of radio production; for the illustration of his theme, he has
all the ingredients of radio -= gound effects, éiaiagua,
narration, and all kinds efvlitevmture from poetyy ané the
novel to science and sgtatisticse In fact he is fyee %o ﬁra:a'-
upon f:he entire range of fact and imegimation in so far as it
can be expressed in sounds This tremendous freedom of
selection, the huge dg@nd for scripts on every subject, the .
short time limit (usually half an hour, sometimes up to an
~hox;r), and the reasonably generous financial inducements offer-
ed 'by the BBC have been responsible for a tremendous grovth
in po;ana.rj:ty, and the generally high standard of the feature
programme, | N

. Williamgon included in his definition of the feature, that
type of radio varicty programae typified by Tomgy Handlay's .
"ITMA" during the ware Up to 1932, when the BBEC moved imto
Broadcasting House, variety, along with features and drama,
had been produced in the one Department under Val Gielguds



As 1t became a more and more popular form of radio entertaimment,
Eric Maschwits, Bditor of The Radio Timegz, whose heart had always
besr iz show business, ﬁoak‘mr Variety in 1933 and directed
it wmtdl 1837, whan he resigned from the BIC af‘ta& making a stage
hit with his wusical eomedy, Balalaikse

Duripg the war yeara, “"ITUA"™ achisved far and above the
greatast ligtening figures for any radio programus. ' T oy
Hondlay ewolved a form which has bseme a Basic patterm for mmy
y Tale it
from Hove and Ray's a Ieugh, The script writers for thess
series produce a bkalf-hour vxmogmmmc of Wit each week, conastruct-

sgimilar wariety shows, such as Mu

63 around one or Wore sbar emracters, #o are inmvelved in a
chain of aravatic aitvations from which the satire and wit arise.
Radio embles these aihsatima %o totally digregard a.ll reatrlcticns
of time end spece, fo utiliss the most axtvavagant fantasy and |
*m capitalise upon all kinds of swbolic or humorous asund eﬂ’ectﬁ.
One moment th:;- _characmrs may be mﬁrising current affaim ina
gaick succession of puns, Jokes and wit, tha next moment parodye
ing a rescent £ilm or emotmg a scens in Anciem{: Eypt These
‘progmmes rest ot a type of huvour that iz entirely depepdemt
uron radio for its effect; read, or seen on the stage or screen,
it would be quite meamingless,

The one essential of the variety show is that the audiems
mt be kept on its toes, 'an-& this depends upon the consistency
mf the chief artists, upon pace and sacoth production, and tesme
- gork beiweer actors, Weiters and producere Because the individusl
Bmever lavghs so loudly as when he is with a orowd, the practice
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evolved in 1935 of playing, (and later recording), wariety shows
before an audience. Faw of then have suocended which ignmore
this indispenseble aid to the solitary radie listener's en joy=-
ment, .

The swlience comes to look farward %0 the recurring verbal
tag-line or gembit ~- such as Mra. Mop's "Can I do you wew, si»?"
or Colomel Chinstrap's *I don't mind if I Aol" - phraszes that
became widsly kmown throughout Britaine . This typs of mrogrmess,
depending upor e cultivated ""s‘pontmity“, places a severe strain
upon scripters and performers alike, becavse it has to be new
every weak, :.md_geat ingenuity is required to ratain the effect-
ivensss of catch-lines which ideantify and éndear the characters
to the mudience. The most popular mractice is to make uss of
ssveral "stock” ﬁ.‘tuatiom carafully designed to suit the
performers' persovelities in sach seript,and to exploit these
with every possible verbal wariation until they grow stale and
have to be reﬁlaéo@ by new idsase Roger Manvell comsiders
that the spirit of thess ahmrs,. the stodk situations, characters
and tag-lines, will carry both perfarmers anl audience over
mary moments of indifferent mmour and even through whole
programmes which fail to come offe "For shows obt this kind
build up a fund of audisnce goodwill which almost smounis
participation, and no aone will be abls to méaam the contribution
of "ITHA" to stimulating gnod feeling throughout Britain during
the worst years of the wer."(25) Like many featire [rogrames,

it served a useful jropagands PUrPOSe,
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Variety has attracted many wriders of specialised skill and
imagination bscause it can offer them a series of weekly scripts
extended over a considerable period, snd this maskes it possidle
for some writers to specialise in the work and perfect their
techﬁiqm., ?‘02' thig reason, the wriety show, which is, like
the feature, @ direct imoduct of radio, has been elsvated to an
individusl and umique entertainment form. Both types of
ograsme originated in the B3C Drama Dcmrtmon.t, and have, 'riﬁh
the radio play, an equal c¢iainm to bs congidered as "Art Poms",

The third hybrid off spring of radio drama, the serial, also
ratured during the years 1959 to 1945 Serials are the back-
bons of American radio and most comearcial .netaorks in Australia,
bdut tney made few appearances in the 3XC before 1958, because
the need to bring back the listensr day after day, week after
week, t0 hear the spnsors' goods advertised, did mot exist in
a State-owned moropolys Serials are of more psychological and
social interest than as an "art farmw'e Roger Muwell qymically
remarked of a rather notorious BEC serial, “Mrs. Dale's Diary",
that "ees it iz the only form of drama in which the dramatist
can allow his characters to live in namal time; they can take
a full nine months to have their babies, if necessary, for, dsy
in, day out, these characters parade their ordimery lives and
ordinary problems to their ordinary listeners.™(38) Hardly
conditions favoursbls to art.

Not all gsrials, of course, Follor the pattern of “Mrs. Dale's
Diary*, Some writers lnv@ brought them to a very high standerd



245

in the creation of thrillers, which, provided they do mot extend
over too many episodes, can he extremely entertaining, But
the greatest value of gerialisation lies in the adaptation of
lengthy novels which can be spread over a longer duration than
tha usual one and a half hour maximm of the normal radio play.
Not every kind of novel will bear thls sort of treatment, but
it would be quite suitable for the spra®ling,loosely constructad,
15th Century novels of authors sich as Trollope, Dickens or
Dostolewsky, w!'xo'mphasiae character tore than atmosphere,
The many episodes would allow the gradual building up of character
~ in scenes without any other dramatic point. Om the other hand,
%0 treat Hardy, Conrad or Pmily Bronte in this way would only
1ead to disaster, because these mowelists depend for their effect,
on a tightly constructed plot of interlocking incidents and the
creation of a particular atmospherc impossible to reareate at
the beginning of each episodes

Pepture pmgrmé of- every kKind benefited fmm the war
eqm;lly as much as wadio drama. Writers and moducaré were
provided with a wealth of material thet Wwas of a common experience
between them and their audience, while there was every incentive
and encouragement to use it in fresh, exciting wyse The
feature soon became the most flexible and resourceful vehicle
for ideas, omploying actuality, liws or recnrded, as well as the
normal ingredients of radio dramse. "Before the war ended,”
wrote Maurice Gorham, "'features' had baoome the BBC's chief
means of dealing with publie affairs in such a way that ordinary
people would both listen and understands"(27) Their popularity
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axtended aftar the war, and the form is still used by the serdious
writer on the Third Programe as a unique means of self exjression,
and by the jopular Jourmalist aa 8 moans of intereating people in
a dramatic way about all kinds of things beyond their imwediate
horizon. '
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Conclusion,

It is mo accident that the best radio literature up #il1l
1945 was written during the war, = Vriters found their inspir-
ation in miéroring the common experisnce of all d.vilised‘
people in %error, disgust, tears and hopee Without nost of
the technical machinery available before the war, both writers
and audisnce "ese turned their attention from what the machine
ery could do, to mhat 4t could do e the end hed taken over
from the means."(28) There "m_.a a retirn on both sides of the
Atlantic to simplicity of methnd, Wriiers asked themselves,
some for the first tﬁm, "What is the object of writing a
radio play?" The angwer thay supplied - "the same as writ-
ing in the form of any fiction, to tall s stoxy, as direetly
and persuasively as possible,” Their attitude is suwed up
in a statemant by the Ameriean radio dramntist, Arch Oboler: -
"yee Mr, Corwinm and I have declared a recess on techniques
during the war perioﬁ.v We have tried to simplify oux wyditing,.
We agree that this is not the time to experiment. This is
the time to say the things that must be gaid, and to say them
sdmply, completsly and clearly,"(28)

This simplicity of approach was not omly dictated by the
mechanical exigencies of the war period, but it was a conscious .
attitude of mayy drsmatists. Sound effects were kept at a
minimsm and a far greater reliance was placed upon the use of
wordse Eric Linklater wemt further in this direction than
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2y other dramatist, by doing sway almost entirely with sound
effedts and musgic, estadblishing atmesphere by words end
argement alone, and appealing equally fto the head and hearts
Apart from using lively characters and small casts, Linklater
mads mo other coneession to sawy listening.

The two drematic series, The Man Born to bs King and
Th, iours are not altogsther typical of the great quantity
of wertime radio drame which was aritten and moduced to aupply
the ever inereasing demand of an audience eut off froam most
other forms of entertaimment. Even sn, these plays were
‘hampered by mrtim conditions,. Val Gielgud, the producsr
of both series, said in a Production Note to The Man Barm to
Yo King: |

Before the war I would not have dresmad of mdertakimg‘
By oach ment on the air aftes tmo days rebencaal onigl
with all the advantages of a dramatic control panel and
a suite of atudioa in which sich dsturbing elements as
crowds and effects could have becn igolated from and
very simply belanced against the main scenss and
characterse (pe4l.) _ ' '

Erie Linklater, Dorothy Sayers and Clemencs Dence are all
distinguished authors who chose radioc drama as the most suitadle
form in which to expreas certain ideas they thought needed
expression, with the result that they each made a single out-
standing contribution to a popular art forms But the tremsndous
demand for radio dramea during the war yeurs called for many
authors who wers willing to devots nsarly all their literary
energy to writing radlo plays, or adapting mveis or stags-plays.

Vol Gislgud has collected and published a selection of the
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best "popular”" plays written spscially for radic between 1937
and 19468, The anthors representsd in this volume are by m
means great literary figureg, nor do they pretend that their
Plays have anything of vital importance to ssy, but they are
all fastidious craftsmen working in a medium they have come
to thoroughly understand by constant practise. These pleys
are typical of the huge qualnﬁty of drama broadcast by the
BEC gince the late nmineteen thirties, They u'e.,, in fact, ths
life blood of redio drama, because a dramatic art form cannot
exigt without plays to support it, and the mmber of radio
plays written by highly reputable contoriporavy authors has been
very few indeed. |

The plays in Radio Theatrs cover a varisty of styles e=
comedy, fantasy, thriller and the play of charactar.(30) With
the possiblc exception of ¥mery Boneti's Cne Pine Day, they
are all of ephemeral wvalue; but in their general simplicity of
treatment and direct approach, they clearly demonstrate the
influence of wartime conditions on the dramatiste They are
2ll experimental to some degree, though none requires elaborate
atudio machinery.

Mugic at Dugk, written and produced by Val CGielgud on May,
17,1939, iz little more than a study in ssntimental atmosphere,
but it containa the first use of personal narration, a techricque
later extensively used in The Saviourge In an introductory
mote to the play, Glislgud says that ma-ration iz too often
regarded by the radio dramatist in the same light as the stage
dirsctions of stage-play, although the latter are only sugsestions
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or practical motes for the producers In many adaptations of
stage plays these directions ave itransformed into leng, imperson-
al narratives, setting scenes, linking sequsnoss, describing
the movement of charsctars; so they often sound disconnectad
from the playe In Mugic at Dugk, Gielgud set out to tackle
this woblem. The narrator delibarately discards impereonality
and bocomes & primcipsl character in thc play. He begins by
tolling the listener scmething about himself and goes on o
- ralate an event in hisz 1ife, which is them dramatised as the
main body af.ﬁhe playe I is %0l1d as a persoml experience,
warmly snd intimately, exploiting the fact that s radio audlence
consists of individuals in & faniliar environment who are
* susoeptible to the persomal touch.

Gielgud claims a place in the history of radio drama for
Mo, Pratt's Waterloo, written by himself and 'Philip Wgﬁe,; and
-. vroduced on December. 19,1957, Brcause it deliberately set out
_ to be a comedye He' 'mphins,cf a shortage of comedy in broad=-
casting up to that time, owing to an inability to aurally
rerroduoe the English tradition of farces M. Pratt's Waterlno
is a mixtwre of sative and domestic humowrs It moves at a
pece, worl;s up to a wall-timad climax and has a neat dramatic:
twist before the curtain; but apart from that it possesses
nothing to recommend it to the ligtenar today.

Smash and Grad by Normsn Nawards, first moduced by Val
Gielgud on September. 5, 1843, iz a well written ani tightly
constructed radio thriller, which shows very cleerly the advantages
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of simplicity in treatment and aporoache The play works withe
in a restricted canvas of tim§ and space, ushg only s few
characters sharply definsd for sasy idenﬁfimtiqh by the
listenors It has a strong but simple plot which strengthens
in suspahse, works up io a violen%t climax and, at the end, an
umexpected twist adds surmrise to shock,. Although the character—
~ igation is comventional and the ending a rifle slick, Smsh.
2nd Grab shows that radio plays cannot afford to be too urmieldly
or formless withoutwakening their dramatic impacd.
The Tumel by Mabel Constanduros and Howard Agg, mroduced

by Peter Wasts on January. 2,1948, is smother exemple showing
the nec@s:éity for firm construction in radio dvama. It is
" dngeniously developed and employs the flashback technique in

an wmusual Wy, comecting past and present by the soumi cffect
of a traine Suspense and atmosphers are 'xen'susta:lma. and
the interruptions of the nerrator sre cleverly ocbviated, but
not enough care was taken ower the length of the sequences and
thg final working owt of the plot is a little toc mechanical

to be convincing, |

The most interssting play in the volums is Emery Bonett's

fantazy, One Fine Day, produced by Val Gislgud om April, 30,1945,
Conoerned with the exploits of the god Apcllo among an English
£ilm unit om loeation, it is a delightful mixture of satire

and high comedy. The story moves with great fireedom in time
and space, but Bonsti's sure craftsmanship nover allows it fo
slip into extravagance or whimgy. He makes extensive use of

recorded music for changes in scens, intensification of
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atmosphers and individual charaster thews, It isa gay, light-
hearted entertalirment-piece and although it lscks the underlying
seriousness of louis Macleios's The Davk Tawer, both plays are
outstanding exanples of yadic fantagy. A

The war years, with their blackouts, bombing, the closing of
theatres am' the lack of papar for hooks or puriodicals, cut
down altematives and left radio as the principal medium of
entertﬁmcnt. ¥oreover, it was always there, lrrespactive
of the blitzs, and this fact -alona. earnad the BFC tremendous
preatiga. So that, Wy the end of the mr, Rritish broadcasting
had passed far beyond its exuberant, adolescent phase, and had
grown upe It possessed rescurcss immensely supé.'-:iai’ ta those
of 1935, both in technical equipsent and-. experience, programmes
and popularity. "The BBC that faced the task of post-war
bi'cadms'timg," Nawrice Gorham wrote, "was a much bigger, stronger
and more vigorous concern than the BHD of 1938, It hné faeed
&nd overcome the gravest challenges, lsarsnt gpeed, efficiency,
big thinking, and the imbit of changing its ideas."(51)

The populariiy of radio drama rose in leaps snd bounds duwring
the war, whils "Saturdey Nigh‘k Theatre" hsoare ons af the best |
Imeum regular spots in the Home Servicee For the first 4im
‘there was an audience slsoat compelled to givs the necessary
#ttention 4 radio pleys, dus to ilack of alterpative forms of
drama snd an intense desire to "sscape” from the war. Writers
and producers ware forced %o revise their attitude to the
technique of the radis play and lcarmt the value of simplicity.

Many serious authors were attracted to the new dramatic form,
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and the period saw the first flowsring, in the plays of Clemenoe
Dane, Louis MacNeice and Edward Sackville-fest, of what was

goon to develop into a considerabls body of ypoetic drama for
the microphones |
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VIII

. THE PIPTH PERIOD : 1946-1954,

1.

Outline of the period.

Since the end of the wmar, the two most significant events
in British broadcasting have been the re-introduction of a
regular television service and the astablishment of the BEC
Third Programne, both of which tock place in 1946,

Throughou't the entire period of public service radio in
Britain, both critics and playwrights have periodically
wredicted with confidence, that the addition of asight to
troadcasting would mean the end of radio drams as surely as
the addition of sound to the film anmounced the extinction of
another dramatic art fom -- the zilent picture. At the
pregent time, it is too early to estimate the mrecise effact
televiaion has had on radio drama, but aﬁparently it has not
been nearly as disastrous as the critics of the nineteen-
thirties expected, More ssrious authors have bsen attracted
to write radio rlays since 1948 than in any other period in
the develomment of the form, while the pudlication of many of
their plays has created a valuable library of radio dramae
Nor has the popularity of the form declined in the face of
competition from the added attractions of televiged drama;
on the contrary, it has received a new lease of life, both

 directly and indirectly, from the establislweent of the Third
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Programm. | |

In Rovember, 1944, the D:Lreetor Gensral of the BEBC, ‘H J.Halley,
now Sir ¥illiem Halley, announmd that a.ﬂm' ‘the war rogramme
material would be re-oriantated into three nationsl services
instead of two. The Home Service was ‘continued, the L:.ght
Programme began on July 9, 1945, and the Third Programne on
Soptenber 26, 1946, |

One psrson was put in eharge of each progrmmm, but not of
the departments which supplied it with material, which continued
to work for all three. The Director General declared that the
three services were to be run on a competitive basis as if they
were cwned by outside firms, There Was no clear cut antithesis
:_‘b_et-men the Hame Service and Light Programie. Maurice Garhsm,
the first Controller of the light wrot.e "y brief was to entere
tain; the"m'ogramrxe could interast people in the world a:mtmd
them but it must never cease to enﬁ?rtain. ~( 1') The Home
retained "sai;uraay Night Thestre"and "IMAM, which, ‘according
to Gorham, rightly belonged to the Light, waile the Light
- scheduled a yrogramze of Chamber Mugic to compete with "i‘._m&&".
Both services were on the air from 9 a.m. to 12 mianigm.

Between these m services and the Third Programme thefe
Was & very pronounced antithssis. Whereas the Light and the
Hame catered for the tastes af a wry large aaetion of the
radio audie; ce, as far a3 their tastes were ascertainable from
Listener Research, the Third Programme was directed at a smell
minopity group less vinterea‘;tad in entertairnment aavsuch, . than
with ideals in radio programmes, with culture and with art.
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Therefore Listener Research was of no use to the Third,

Even before the war, criticism had besen levelled at the BBC's
monopoly of broadcasting im Great Britaim, and at the timidity
of its policy. It was claimed that lack of competition was
responsible for mediocre standards, and that in attempiing to
Please most of the people most of the time, the interests of
many minority groups were being neglectsd, if not ignoreds The
Third Peograsne was designed for a large number of these minor-
ity groups, the sum of which would represant a considerable
mroportion of the communitye Now the listener must contribute
to the success of s radio programme, im particular a radio
play, Wy bringing to it concentration, an act of will and a
conacious ghutting out of all distractions. Not all listeners
are willing to make auch Y] effort, therefore the BHEC thought

" it was Bot fair to penalise those who were willing, by design-
ing all programmes to be ligtened to with one ear only. lence
the Third Programme was designed for ths attentive listener

#hn possessed more educated tastes in music, drama and other
troadcast material,. It was not expected that anyone would
listen to it continuously or use it for background listening,
but that psuple would solect those items they wishef to hear
from The Radio Times and shut out all distractions while listen-
ing to thems |

Initially, the Third Programme was controlled by Georgs

Barnes, with Etienne Amyot as Programme Planner and Leslie
Stokes, Presentation and Publicity Officer, It is conpletely
planned in London, mot regionmalised like the Home Service, and
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by 1947 was broadeasting between 6 pem. and midnight, and Sunday
afternoons. Ope half of the Third Programme's fortytwo hours
per waek is devoted to "serious” music and the ramainder consists
of pleys, talks, features and documentarisse Thare is mo news,
dances mugic, sport, variaety shews or popular serials.

Unlike most American redio networks, where time iz precis
and valuable hecauge it is s0ld to advertisers, the BBC* sv
schedulas sre less rigide The alternative aservices work within
quarter-hour units, with few itoms running longsr than an hour,
but the abssnce of news bulletinms and regular items in the Third
Programue means that there are no fixed yoints in its schedule,
and this allows greater flexibility in planning. As a result
there is no time lmit-an the length of items, no necessity for
them to be whitiled down into the quarter-hour units, and m
fear of disrupting the whole of the day's programme if one item
runs a fer minutes overtime, Flasticity of timing is a funda-
wmental principle of the Third Proyrsmme, because clock watching
must ingvitably cremp the styls of producer, author, musician
and speakere

In a concise snd #ell defined declaration of the Third
Programme® a general poligy, its contwoller,George Barnes ssid:

For whom, them, is the Third Programms and what is its
poligy? To begin with, I would say that it is for the
alerd and receptive listener, the listener who iz, first
of all, willing to meke an effort in selection and then
to maet the perforwer hnlf way by giving his wiole
attention to what is being hroadcast... ¥e shall meke
no sffort to appeal to everyone all the time, nor shall
ma try to be all things to all men.., The policy of the
Third Prograsme is to set a high standard in its choics

of broadcasts of musie, drmma and speech and to achisve
the highest available leval of performance.(2)
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The Third Programme is undoubtedly the greatest medium for
creative broadcasting in the worlde Designed for an audience
. of & unifommly high intelligence, it .provides every opportunity
for experiments in the use of radic as a vehicle for ssveral
art forms.. But even though its programmes are specifically
for the educated listener, the Third Programme has never metended
to be an instrument of educations The B.3.C» Handbook, 1949
is quite adamant on this pointe "The intention is to entertain
and to interest the 1isténer; and any educational purpose which
nay be sexved is a by-product.ot that intention."(p.126.)

What has been the effect of the Third Programme on radio
drsma? It has given the form a new lease of life by setting
its standard high encugh to odue plays which would have been
Impossible under lesa enlightened conditions, The list of
Productions for the first six months alone, includeg -miks by
Chaucer, Aeschylus, Ibsem and Marlow, and adaptation of George
Orwell' s Anime) Faym, thres plays of Shakegpears, s Bernard
'stzmr Fegtival of seven plays, Temnyson's Queen Morv and several
plays by louls MacNeice,.

It is often argued that the segregation of the radio audience
causaed by the introduction of the Third Prograrme unfairly
denies a good four~fifths of that audiehee' the oprortunity to
listen to plays of such a high stanlarde To some extent this
ig true, but it can also be Justifisbly argued that the pmople
- who really want to listem to these plays would make the slight
effort required to tune in to the Third Prograrme at the right
time. The backbone of ths BiC's dramatic output naverthsless
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ramains with the Home Service, espscially in the two popular
peries "World Theatre®™ and "S&tﬁrd&y Night Theatre"s The Classics
are by 5o means confined to the Third -= [bsen, Wilde, Webster,
Shakespeare, Muripides, Amouilh, to nsms a few, have all been
frequently represented in the Home Service.

M¥ore »important than the nuber of high quality plays produced
or comuissioned by the Third Programme, is the imsense prestige
it has conferred on the BRC: Before 1946, one of the most
powerful factors deterring reputable au thors from radio dram
was the general mediccre standard of the plays hromdeast, which
largely resalted from Reith's "domestic fireside poligy”™s ' m
carefully calculated to offend no section of the commmity.
‘Many authors naturally drew the conclusion that to write plays
that would be understood by the listening public mdésaita%d
- some debasement of their own literary standardse Although Iouis
- MacNeice deliberately set out to prove this was not the case
at all, radio drama continued to be spurned by both the serigus,
| difficult or "intellectual" authar and listemer. When the
Third Frogramme was inaugurated, there existed a market for
such intellectual material, together ';vi’dz an audience which
posseassd an above aversge intelligence and sensibility. The
Third 4id much to digpel the prejudicss of many authors and
1isteners who had hitherto been rost resistant to all forms of
radio programmese

In 1942, Ilouis MacNeics had spokan out for the pogsihilities
of a poetic radin drvama, Aftar the war many poots followad

hig e:minple shen they saw that the DI wns just as comcerned
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with the arts it served as with its listenerse Apart from an
intelligeat avdisnce, the Third Programms offered many advantages
over the Home Service in the conditions of broadcasting plays.
The only tinme limit is the listeners' endurance, Exceptionslly
long plays are often brosdoast in o halves, and a brief item
placed in the interval tc relisve the mental tension, The
wajor drame= ave repeated two or three tines, ofien in the same
week, which allows a greater number of people to hear t&em and
helps mitigate the ephemeral nature of troadcastinge.

Arcther sdvantage radio plays enjoy, is that they are far
less subject to the rigid censorship of the alternative sexvices.
Readings from The Canterbwry Tales in 1946, and in 1947, |
adaptations of Aristophanes' Iygigtrata, Vankrugh's The R
end Robsrt Donet's reading of Veruig and Adonig, quickly dise
pelled any criticism of the Third lProgramme regarding censorship.
Adaptetions are usually given at full length, only those cuts
being made which are essential in trangferring them to the medium
- of broadcasting. Many contenporary avthors have taken advantsge
of these conditions, but strangely enough, most of ths poets
who have written outstanding radio plays which are at the game
time important contributioms to modern literature, have spurned
the intelligentsia and directed their work at the ordinary

- listener to the Home Service,
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ii.
LG Bridaons

The first dramatist to demomstrate the potentinlities of
radio as the vehicle for a new form of poetic drama was
De G Bridéon. a young autinor who was "discovered” by B AR
Harding of ths BEC's North Region, and induced to Join the
Corporation's st@x‘f in the early ninetsen-thirtiese Hs
learnt the technique of radio presaentation by writing features
under the direction of Harding, and was wery much influenced
by ‘Pyrone Gutirie’s use of choral wrk and impressionistic
musical effectss But whereas Guthrie had used these as
distinct sequences to heighten the drama, or to coment on
the sction, Hridson recogniszed that they could be naturalily
integrated im;é the action of the play itself, to producs |
gomething which aspired to the conditions of operae

The Harci: of the '45 combines poetic navration, choral

singing, music and brief sequences of normal dialogue.(3)
The story follows Prince Charles Edward Stuart from his lande
ing in the Hebrideas to his final defeat at Culloden Hoor, highe
lighting the action with bagpipas and Jacobean mongs, and
oovering the sequehce trangi tions with a quick-fire verse
commentary, skilfully varied in fom to match the changes in
mood and tempoe It was first produced on February 28,1936,
and repeated twice during the year on November 10 and 12

The play is simply an adventure story told in words and
musice No attempt is made to analyse Charlie's character, to
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expose the mental and emotional turmoil of his soul; in fact
the central character does not figure largely in the action at
all, »and less is made of his personal remanticism than his
irresponsibility snd stubborm, unrealistic determination to
conquer ¥ngland at all costse The othor characters are in-
substantial sketcihes, sharply dram but subordinated to the
courss of tte action,

The sotiom is described by two principal marvatars; their
dislect and that of the different minor characters warying
according to the area which the army has reached as Charles
advances further South into Unglands Sound effects, music
and singing are used to advamce the plot, to build and sustain
atmosphere or moods  The most drametic inoidents of the stary —-
" the gathering of the clans and the storming of Edinburgh =-
are introduced by the two narrators in stirring, descriptive
wrae; Their voices fade into the subdued shouts of th_e men
and skirl of the bagpipes, which build in wlune and intensity
to a climax capped by a vigorous male choruse This ié follow-
ed by more narration which then spotlights a particular
dramatic interlude of mormnl dialogue. Im the BBC transcription, |
the battle scenes, consisting of violent phyaical action, so
difficult to present convineingly in radio drama, wers handled
with remevkable clarity and restrainte The shouting of the
men, the background ateoaspheric music and the descriptive }
parration were beautifully combined im a three dimensional soumd
montage @hich conveyed & vivid impression of hopeless confusioen,

without the listener being im doubt for o mament az to who was
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wirning or what recisely was hanpsnhinge
| igain, the fluctuaiion of :'rince Chm;}.es' fortunes, as he
advances further South into the English winter,was not only
descxrited by the narration and inéerludes, bt wms reflected
| in the tone of the music and singings The chorus, music,
dislogue and narration, interdspendent and so beautifully
blended, made this pléy one of the most stirring adventure
gtories yet written in terms of pure sound,

Brideon’s theme, a man's defesat by the {1 1-fortune of
alreuistance, is steted early by the two narrators, and ropeat-
ed twice = 'hem‘(}harlie's fortunes are at their pesk and
later waen they bagin to wane,

Time will not temporise,
Pire will nct hang cee

BrP26G 0092588908 F00000

Wintsr can be very sevare adbout the Solway .ee

The poeiry shows a remrkablé adaptability %o the various
requirements of the plot, mood and atmozpheree Alwsys retalne-
ing its clarity, the verse is capable of expresxing a wide
range of emotions, from » wvivid pictwresque description to the
fast moving narration of a battle. It never fails to make am
imrediate and wmistalmble impact upon the listeners Tho B B.Co
Arnugl, 1957 cites The March of the *45 as the moat distinguished
radio piece of ths year. “Here, mrobably for the first time,
radio dramm and art definitsly mste Both from the metic and
the troadeasting mint of view the lovel of this play was remark-
ably highe"{pe20.)

In the sirct sense of the word The liarch of the *45 is wot
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so much a play as a feature, bscauvse it is legs concexnad with
huean beings than with an hicterica) ovents Dut Brddson tells
the story of ths Jacobite rahellinn az s Rwman epic, wiphasise
ing its emotional grandewur by maling use of avsry. rescixres of
verse, music and sound effectse The progratise led the muy to
mny more experiments, as feature writers and dramstisgts adopted
the technigies Brideon pinnesreds Ihe Saviowse is indebted

in no small messure to Ths March of tha ‘48§, dut Tlamence Jane's

plave lack the broad dramatic greep of tholr predecessor, and
in comparison, ave rathor c:‘uss'y,. atugit.tg7: ther pot-powrria of
| music, verse, narr:iion, dialogie ané offscims The firgt
author to aprrnach Bridson' 3 treadth of viaion ond wasculiniyy
of approach was Louiz Hacleics, whoso wartine pegesnt in
sound, Chrigtovher Colimbig, was aftexwerds publighed with &
timely apoloria for the poetic radlo faye |
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iii.
Touls Macheice,

Priar to the outhreak of war, many "ssrious" or "difficult®
contesporary authors ignored radio as a medium for their art
mainly because of their contempt for the radio audisnce, They
understood that too great a strain could not ds placed on the
listening capacity of an audience mmbered in millions and con-
sisting of small groups of ordinary people, diversified in
. their occupation and social situation, their intellectual and
asathetic capabilities, lMoreover thess people Were mot |
inglined to make, and most of them were incapable of making,

" a concentrated listening effort in order to meet an author balf
way; therefore the only manner in which they could be approach-
ed wag by "writing dm";. that i3, Wy writing according to
standards tie author would normally consider low, Ra‘khe:;.' than
Jeopardise their artistic integrity, many of the litarary
intelligentsia preferred to do without broadcasting altogsther.

During the War;serious authors were dram to radio, partly
from choice, pertly from necessity, snd produced work that was
of a high literary standard as well ‘aa' being good entertain-
.mente The major gift of the wai o broadoest drama m}louia
MacNeice, who had besn a leader of the rebel, intellsctual posts
of the nineteen~thirties with Stephen Spender, W.H.Auwdem and
Cecil Duy lewise These poets possessed one unavoidable _
characteristic -- their work ¥ag difficult: they were understood
and enjJoyed Sy only a small proportion of the reading publice
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¥acBeice was the first serious writer, who held the respect
and admiration of the professiomal critios as a lyric poet and
clasgical scholar, to show that it was possible for writers
like himself to approach and entertain ths British listening
public without lowering their standards or risking their
artistic integritys Macleice's radio plays and esszays on
radio drama had sn immansge influsnce upon shaping the evolution
of a subgtantial body of poetic drama for the wmicroplione in
G‘me&f: Reitain, |

After lescturing in Americe at Coarnell University in 1939,
Iouig MacNeice returned to London the following year and offered
himself to +he BEC as a script mriter in support of the national
cause, He Joined the Features Department and learnt thers
the techmique of radio pressntation by writing a nunﬂaexf of pro-
gramnes aimed at clarifying the moral issues of the war. Since
then he has given Britigh radio a profusion of excellent
programees which includes features, radio drame, actualities,
talks, adaptations and variet.w. His most notable comtributions
include a series of wrogramvses which resultsd fron a visit to
India az a menber of the Joint Features and News tesm sent Yy
the BEC to report and commemorate the transfer of power %o
India and Pakistan(4); an adaptation in verse of Goethe'sz "Faust"
which laurence Gilliam congiders "one of the outstanding
achievements of sownd troadcasting®(5); an excursion into the
£i81d of variety -- The March Hare Saga (6); and two origiml
Wroadeest plays which ave among the finest work in the medivmg we
Christopher Columbug and The Dark Toware(7)
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¥acNeice has won a unique place among modern writcrs by his

masterly and imaginative command of the micrephone for the
exmregsion of ideas. IHis work ha§ a high intellectunl oontent,
ot always immediately comprehemsible, yet he cormands both
edmiration from the professional literary orities, and popularity
from the listening publice = A% first sight it might be inferred
that for a ®erious modern post t0 command such popularity he
must inewitably have msde some concessions to popular taste.

But this could not be further from the truth. None of Macleice's
published scoripis shows any aécsptance of standards lower than
those by which his poetry is written. Chudstopher Columbug

and The Dark Tower are not only good radio pleys, but significant
' contributions to modern literature, which stand high among the

whole of acKeios's creative outpute Hig auccsss in the fi01d
of radio drama is entirely due to a practical, dmz—to-eaz;th,
common~sense approach to a popular art form, which is nomethe-
less an art form, . |

As an Introduction to Christopher Columbus Jouis MacKeice

published a genersl exposition of radio drama which he later
amended and expanded inm a General Tniroduction to The Dark
Torer and Other Badio 3aripts. MacNeice's approach is that of
& craftsman wopking in a medium which my imstruct but must
mever cease to extertain. IHe makes noc bones about this point --
Pees yOu cen get smy with arnything — go long as you entartain’. (8
On this basic yroposition MaclNeice presents his theory of a
poetic radio drama which will geduce the imaginmation of the
ordinsry listener who would naturally feel aversion to printad
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or spoken poetry as literatures It can be roughly dfwided into
three headings -- the British Radio Audience, the poet’ = relation
to it, and the artistic compromisze required to approach this
audience through the form of radio dramae

MacNeice refuses to subscribe to the conception of the ardinsry
listener as a lazy, unintelligent escapist, fascinated by
senzsational reporting, incapable of listening to anything #ith
an intellectual content end violently prejudiced against "art",
The man in the street may not be ower intelligent, he says, but
"I refuse to believe that eee(he i5)ess as insensitive or as
enotionally atz-ophi:oa as is métimas assumsd by the intelligent-
sia."™(9) Radio drama does ot appeal only 4o reason — its
primary appeal is to the emotions, and csotional appeal is the
greatest contributory factor in entertaizmment. If the listen-
ing public does not possess a very high intellectual capacity,
it does possess a strong desive to be entertained, and entertain-
ment mugt be the first consideration of any artist if he wants
to obtain a hsaring,

That the ordinary listener prefers sensationalism and sex,
the vulger and emotionally falae, iz not due to any inherent txait
in his own character, Maclsice maintains, but is the result of
emotional conditioning in this direction by the "entertsinmnt
industry™ itself -~ and for this, the B'C must accept some
responsibilitys Macleice's implication is that the publie
oould be Just as eagily conditioned in the opposite direction
tomards the beautiful and emotionally true =~ given the right

approach by the authore
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But, MacNeice agks, how is the poat to get ir touch with

this huge, ungophisticated audience, without writing dowm?

The angwer is by working within the limits of the medium and

its audiences The poct’s task is to contriée ways and means

to seduce the imsgination of listeners whose surroundings have
rothing of the glamour or sanse of @ccasion they would feel

in attending the theatre or eineme; listeners who would
mormally feel thensslves allergic to poetry as litsraturss

The poet must regard the audience as primitive, and therefore
appeal to the more primitive eclements in everycne, whatever

else he does. Tlma does not imply a lowering of astandards,

but ig a simplified statement of the fact that the fivst duty
of an artist to his audience iz to hold their attentiom, to
mterta_iﬁ them #hile he =ays what he has to say. Sha}mspeam
in regarded as a great drematist today beceuse hig playa; |
continue to hold the stage «- they sntertain an awdience in a
theatre, irrespective of enything slse they do. Their moral
and literary value is incidental to this fact.

The radio drematist, MacNsice holds, must forget about

literature and concentrate on goumd. This is hov literature
began with the chsrié and Icelandic bards and how it continued
up to, and cven bayond, the inmvention of printing. Naturally,
the radic play will preclude ;the more subtle nusnces of symbolist
poetry but it does vot preclude the bagic hunan exotions and
their expression through the broader forms of pbetry. The man
in the strest dislikes the ides of poetry, but, MacNeice
| declares, when it is spokenm over ths radio in a play which grips



his attention "... he will, like the audience of the primitive
bards, listen to the words, or rather to the s»unds, as they
cose and will like them or not aceording to their emotional
impact, *(10)

The third part of MacNeice's theary - The Requirements of
the Madium -= is s mnsideratioﬁ of the technique of radio
writing. Above all else he enphasises the mecessity of
craftananship, a complete and thorough knowledge of how an
audience’ s attention may be won and held. Thé one essential
of any randio dramatic script is construction, %h imnlies
dramatic unity and sconomye Characters and aituatioﬁs mast
be cloarly established, the line of develoment must be satrong
and simple, because the writer is working within a narrow {imm
limit and his spealeers ars invigibles Every effort should be
made to avold confusing, boring, or sidetracking the listerer,
and ovarstraining his memorye To be able to do this not only
requires a thorough knowledge of the artistic mﬁans of radio
drama, but a familiarity with the mechanicnl means by which
radio drama is produced and transmitted.

MacNeice insists that the radio play 1must make its appeal
to the listenaer on one plane only and "e.. can only rcaeh its
heights when the subject is slightly larger, or at least
#gimpler, than 1ife and the treatment is to some extent atylised --
when, we might say, it is competing with the Soviet art-cinsmm
rather than with Hollywood or the stendardised news-reele"(11)
MacKeice had in mind D G.Bridson’ s The March of tﬁ '45, a

hrilliant example of a vopular story treated broadly, rapidly
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and vividly, and using all the regources of radio; a play which
bears out in exemplary fashion, the tenets of hig theorve

MacNeice's exposition of radioc drama is by no means an abstract
theory, bu(".- the clearheaded, paiﬁt/ggld objective obmnatiené
of a man who had mdé a conscisntious study of a new, popular
art £om. ‘It is based on a knowledge of radio mechanies, an
appreciation of the work of radic playwrights Who preceded him
and, most important, the trisl and error of his own experiments
in the mediume He had s profound influcnce on the mejor rostic
dramatists for radio who followed him, who rarely did anything
to flout the rules of this form that MacKeice laid downe
Their plays all have & theme larger than life and are stylised
in treatment. loreover they all entertained "the ordinary
listener”, for only t¥o have been broadcast on the Third
Progroomme The extent of this influence may be gaugsd from
another suryrising feature they each have in comon, 'a feature
'whiah MacNeics seems to have obtained from The March of the '45,
| ggigtgm., Columbus, The Regcue, The Dark Towsr, The Vovage
of Magellan and Moby Dick are all bassd on the journey through
space and time, a convenient franevork favourable $o a hrosd,
lucid and dramatic treatment. IFven in Under Hidk ood, the
two Narrators take the listener for one camplote day's Journey
through ths lives of the characters in a small Welsh town.

In 1942, Iouis MacNeice wasz cormissioned by the BEC %o write
a play to be performed in celebration of the two hundred and
fiftisth snniversary of the discovery of America. In collshor-

ation with William Walton, the British composer, he wrote
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Christopher Columbus, a play that stands out as one of the
‘longest and most ambitious projects by the BXC, It was produc-
ed by Dallas Bover in the Home Servios on December, 12,1942,
with the BBC Orchestra conducted by Sir Adrian Boult and the
BBC Chorus under Chorusmaster Leslie Woodgate.

Christopher Columbug is a play about Columbus' &iscovery of
America, mot about Columbus himselfs, ‘e do not hear the
posing and resolution of a drammatic conﬂict,” I_:rut rather an
historic pageant in sound, relying almost aé”/mch upon William -
¥alton®s music as the author's words. The theme has a natural
dramatic quality of its owm, and conveniently falls into two
parts of approximmtely equai lengthe

The firse act deals with Columbus' long sitruggle for
reeognitibn and supporte I+t degins when he first comes to
Spain, after his requests for a ship have been refused by the
Portugess Covernmant. He is sent from nobleman to nobleman
until he is granted an andience with the Queen of Spain, through
the intervention of her Confessore. She refers the matter %o
a Royal Comsission, whose members are unanimous in their dis-
like of Columbus, and consequently refuse to hear his asrgwwents.
Almost at the point of despair, he tries to forget his wild
ideas in a quayside tavern, but the chance remerks of a few grod
intentioned drinkers reawaks in him his fanatical desire to
£ind a western route to Asiae Columbug decides to leave Spain
in sesrch of patron;a'\ge, and then follows a brief scene with
his mistress, Beatriz, whoin he forsakes in favour of a "higher

mission"s While farewelling the Priar, who first offered him



‘refuge in Spa.iri, he is urged to wait upon the Queen once more,
for the war against the Moors was almozt wone . This he does,

but again she refars the matter to a Comission. This time

they agres to the voyage upon certain oonditions, but Columbus
will mot listen to them and proposss such outragecus conditions
of hig own, that they are furious and again refuse him. Just
when his fortunes ssems at rock bottom, we hear that the Queen
herself has agreed to finance ‘tixe expedition == and at this point
the first act ends.

. The second act deals with the next development of Columbus'
atory: the great adventure of the voyage into unknown geas and
his subsequant return to Spaine After the embarkation scenes,
the act concentrates on Columbus' mental conflict betwesn doubt
and faith, his suppression of s near mutiny when the crew notice
the compass is playing upyand the landing om American eoil.

The scene changes back to Spain and the play endg with a long
sequence describing Columbua' triumphant procession from Seville
to Barcelona.

Maclieioe' s treatment of the sgtory is an extrems simplification
of higtorye His judicious selection of incidents shows &
sound dramatic Juigment im omitting all that is irvelevant to
the themes The play does not presuns to be a study of Columbus
the man, but of Columbus' exploration, and MacNelos cennot
therefore be criticised for not doi;ng couplete Justios to his
Rrincipal character. This would have required the continuation
of the stor; furthsr on from where Macleice left off, in arder
to show Columbus' failure as a ruler, the tragedy of hivs disgrace

and his conduct in misfortune. DBut, as HacNeice explains in
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an Appendix to the play, an heroic sub.ject like the discovery
of America demanded an epic, rather than a paychological,
trestments By including Columbus' later career the listener's
attention woull have been transferred from the event to the
man, thus introducing an anti-climax, which is usually fatal in
a radio dramse.

Every thing in the play is subordinated to the theme, =0
MacRelce selects from Columbus' idiosyncrasies only thoze oute
standing traits essential to contribute to the mounting climax
of the story - his pride and patience, his vizionary imsgination
and sense of mission, his single-minded davotion to his quest,
his air of mystery and masterful determination in a crisis.

The wesaker side of his character is deliberately slurred over
because it 1s of mo importance to tho thems,

The adaptation of such a well kmown, historical thems to the
broad and"éimple treatment required far radio Arsma tic
presentation, inevitably resultsd in Me inacecuracies, but
none are of very great importance. For instance, !acNeice
changed the date of birth of Columbus' son to tring the liseon
with Beatriz ®mriquesz into romantic relation with the theme.
This aspect of the story is briefly treated in two short scenes,
~ mot merely to add "love interesi” as an additional attraction
for the ordinary listemer, but in order to show Columbus' almost
fanatical single-mindednesse The scenes with Beatriz awoid
any trace of sentimentality and are written with exceptional
restraint. This throws her casual remarks to a ty stander,

after Columbus has sailed, into a meoving dramatic relief:
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Vasco:  And what way he be leaving behind?

Beatriz: Omly a woman he does not love cns
Only that and a child he will never know,

One review of the play's first performance was more trenchant
about anothor of MacNeice's historical liberties =- his "eee
prepostercus suggeation that the 3slswmmnca Comnission on the
exploration project, representing as it did the leamning of the
Spanish Church, couli posaibly have included believers in a
fiant earths The resl question in debate, of course, was not
the shaps of the globe, but its circumference."(12) They
were right, the .cri'tic continues, in sayisg Columbus' Judgment
of the distance from Spain to Agia was a wild underestinate.
Ironically enough, it corresponded to the distance from Spein
to the Smerican lands of whos@eﬁstence Columbus never dreamt
and 4id not recognise when he reached thems

The construction of Christophwr Columbug is simple and
strongs It consists of a single dramatic movemsnt vo-f increas-
ing suspenmse, leading, in a variety of episcdes, to the climax
of the disméery, end the final sustained crescendo of Columbus®
triumphant return to Spaine The continuity of sequences is
graceful and orderly, the allusions ars alivays precise, the
transitions smooth, the progress effortless and econanicals
The story is told by a mixtuwre of realistic dialogue broken up
by long passages of marration and stylised choral work, usually
accompanied by musié. V. 3 Pritchett finds the radio play most
effective when stylised, but he prefers a more massive method
to the cinematic technique Madleice employs in many of his

ssquence groups.{15) The rapid succession of many brief scenes
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can function as a valusble compression or expositional devies,
leaving more time far 'an extansive developmsnt of the imyortant
episodess For instance, that part of Act I in which Columbus
is handed on from ohe nobleman,to another compresses the events
of geveral years into a few minutes, while the opening sequences
of Act II convey a tremendous smount of informtion’ in three
or four diverss fragments of conversatione As long as the suthor
keeps a close check on it, the cinemntic technique is often more
dramatic than long passages of bare narration.

Macleice dispenses with the narrator in Criristopher Columbug
and adopts the theatrical techrijue of conveying all beckground
information through the Alaloguss The stylised treatment allows
him sometimes to "plant” characters for the express purposs of
describing scme action.. When the ship's crew 'si'ght atrangg
men on the shore of the New Yorld, one of the sailors asnnomces
"Hait and I'1)l describe them eee” The final triumphant
procession to Eamelona is oonveyed to the listener ty several
onlookers who are there for ro other apparent reagons TBrmotionel
apbeal is given to these paasages by background musice  MacKeioe
points out that ®sse the whole of Columbus' triumphant procession
from Seville to Baroelona had pmcessiomi misic in the back-
ground; this mesnt that the rumning commentayies in verse
during thess sequences wers delivered, over the music, with much
the same tempo and punch thet characterise a real rumning
commentary delivered over the moise of a crowd on a sportaground. {14}

Some of the nerration is disguised in the voices of Doubt
and Faith and their respective echoes, who act as 2 sort of Greek.



27
Chorus, commenting on the action or pointing the dramatic conflics
by representing the projection of Colwmbus® inner dialseie in
simple,, uﬁadornsd languege:

Faith: You shell achieve whe:i: you have Jdesigned
Echo: you have designed.

Doubt: The gtsed you are r:.dmg is doomed to a £all ~=
Echot doomad to a fall,

Faith: Beyond the horizon is scmething to £51d =
Echo: something to find,

Doubt: Beyondi the horizon is nothing at all —
Fcho: mwthivg at all,.

Maclsice never loses an opportunity to increase the dramtic
sppeal of his pleye The plot has im 3t & numbsr of twists,
reversals, minor climaxes and anti-climaxes, yet cach of then
drives the story rslentlessly forwarde | The interspursed
stylised passages have a strong, engaging rhythm and vivid,
enotive assccistionse  William falton' ] mx#ic, thouglx m;t
indicated in the tsxt, played s structursl, not merely a decorstive
role, in the transitions betvesn sequences, as a background ®
‘the gtylised passages and an accompaniment to ths meny sung lyrics
and semi-choral interludss, thus heightening the listener’s
responss to MacNeice's poetry.

The poet who writes stags-plays must reconcils the form of
his verae with ths limitations of ths theatres In cadsnce and
rhytim, he is limited by what may be spoken aloud by actors to
an audience, without sounding weariscme, while his imagery mug be
capable of Leing understood in one hearing, {thoogh the visual
appeal of & play mey ocmpsnsats for cocasional cbscure pPassages)e
Similarly the verse &@ﬁst for radio is reatricted to what
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can be immediately perceived by the sar slonses The ear is the
i'eceiver and interpreter of meaning, therefore meaning must be
exacte In writing Christopher Columbus, Iouis MacNeioe care-
fully avoided all obscurs associationé or derivations, and relied
for his effrct on a strongly accented musical line, »‘&hieh radio .
espscially favours, together with simple, strovg imagery basad,
for the most part, upon sight and other senss perceptionss -
The dialogus snd marration are set in a rimed, irregular verse
form bazed on the rhythms of ordinary speeche It sustains
pace and momentum without sounding monotonous through an opixessive
retronomic beate Almost colloquial in its 'eadencasz‘and accont,
tkﬁ verse moves naturally betweea the most highly emstional
| flights of inmagination and the £lats of aasua,l,' quiék—fire |
conversation, as well as adapting itself without effort %o a
diversity of characterse Above all MacNeice's poetry possesses
the one quality easentisl to all forms of dramar it is essy
to speake The B.1l Cs Year Book,1049 ; stateé "Actors love the
sinewy quality of his writing for speech, the sharp contemporary
tang of his scholar-xﬁat's 'M'Mo”(p.ﬁlo)l | | |
As the first att@ﬁpﬁ to produce a "fi;ll-length" vlay on the
Home Service, Christopher Coliivus was, Like The larch of t15'45,
& couragesou, and ambitious wenturee The plays have many
' s-iinilaritiea. Hridsnn and MacNeice were both edmirable crafts-
men who used the full resourcos of radio to tell an exciting
story in a vigorous and dramatic maynere Thelr exsmpla ¥as
soon followed by ssvaral posts who learnt from Christorher

Columbus that it wms possible to be popular without being wulger,



to0 seduce the imagims tion without exrudity, {o make the nescessary
compromises lictated by the limitations of the medium end its
‘audience without a lowering of artistic walues, and to produce
s work .of popular entertaimment without pandoring to popular
taste.

Louis MacNeice's best known ratio plsy, Ths Davk Tower Wss,
sugcested to hira by Browning's poem,"’%ilde Roland {o the Derk
Tower Came™, a work whose meaning has yet +n be rationally
enalysede It was first produced by the author in the BSC
Hame Service on January 21, 1948, with special music composed
by Benjuuin Beittene

"The Dark Tower,"” Macleice yoints out in an Introductory Fota,
"is a parable play, belonging to that wide clasa of witings
which includes Iveryman, The Faerie Quesng and The Pilgeim's
Progresse"(p.21.) Par from being an antiquated literary form,
ellsgory can he very effective so long as it is clothed, wot
disguised, by a realistic or surresligtic mxrféce BeANinge

" HocNelice holds that the taate for realiam is ovwor:
The single~track mind and the single-~-plane novel or play
are almost bound 4o falsgify the world in which we live.
The fact that thare is metind in madness and the fact

that there is fact in fantady (and equally fantagy in

*fact') bave been brought home % us rot only by FPreud and

other psychologists but by events themselvess This being

80, reportage can mn longsr masquerade as arte o the

novelist, ahandoning the ! stralght' method of plotograply,
is likely to resort once inore not onily %o the twist of
plot but to all kinds of other twists which may help him
to do Justice to the world's complexity. Some gloment

of parabls therafore, far fron making a work thinner and

mors ahstrant, ought to make it rore conoareta. hun does
after all live by syubolse(p.Zl.)
The Dark Tower moves or a dual planme: as a fantastic, earthly

adventure, full of suspense and surprise, and in a world of



szﬁ.ritu;al vazluez end gyubols whigoe meanings sre mot algsbralonily
worked oui, but clearly emsvrgs “vom the evanis and pecple Roland
encounters during the course of his queaks

The all;ssg::\ry of Tag Ihwl: Tower is Mussd on the story of a
young man who miat venture forth from his howe, bls parents and
his frisnds, o mest a dragon which will certuinly destroy hime
The play is a movality and its moral is the truth that svil is
ﬁxdastrum‘:ible by human agencies but nust, noverthaless, he
- oorstantly challenged and driven back if gond is to strvives
The dragon is the myubol of all the forces of evil pitsed
against mankinde It can nsver bs destrayed hut min nust alﬁ:ys
exérc’i&e his;-f‘raa will Yo keop it at bay, for only By the
oconstant remwal of sacrifice can it be }rc‘sr‘énteﬂ frog infeoting
iif‘a. Moo sice iﬁtm&u%s a subglidiary thaue by Llentilying |
the dragon with the thfe:st of Pazclen, and allowing Rolaxd to
be tanperarily seduced from his dufy by the promise of heppixess
and pleasare, Just as the genepation which reéc’tz/?ga turity between
1918 2nd 17939 was faced with the same probleme  Thus the
spiritual values analysed in the play are brought inte ab.grpc-;
focus by relating /th:;n contomperary eventse Roland is the
gymbol of the haxo o wust anerifice bimgelf for the good of
!ﬁs rellow men, and the play telle of his education Jor thils
destiny before he can acoept it, his defeat of those Parees which
atteupt to wéuce i from hia queat, a:ﬁ his finsl chollonge to
the powars of evile |

Although Roland is & aymbolic figove, he i;s atso a huwen mingc

When we £irat meet him he iz an enger, intelliizent and restless
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bay, being taught ty his tutor that he must reject love and
comfort and prepere himself for a timeless quest which can only
end in his ovn sacrifics, He is more lively and sensitive
than his brothers who had mreviously sacrificed themselvesz in
the quest he is about to make, and therefare more lliablzs to |
seductions Roland's deeciszion is harder besemuss he loves and
1s loved by Sylvie, but he knows he must forget here Besst
by doubt in the validity of all he has bean taught, he asks the
Sergeant "Do you believe in all this ses do you think that
there really is any dragon to £ight? ... nobody's geen this
dragon.” Ia order to quell his doubts, Roland’'s tutor sends
him off to vigit Blind Peter. |

Bling Peter is another obwious symbolic figare, but he, too,
is clothed in ﬂesh and blood by the intensity of the repsntance
he feols for his past 1ifes Ile lives with his conscience,
regretting a time when theDmganwasloosandmonehad,
challenged ite He had sent men to their death ly turning ine
former and eventually blinded hinmself at the sight of so much
evil for which he was responsible., HacNeice identifiss Mascimm
with the dragon through the figure of Blimd Deter, wio stands
for those who succumbed to Pascism without resistance and were
spiritually destroyed by accepting ite

In Roland's conversation with Blind Peter, MacNeice mmkes
his allegory more explicit:

Roland: Wiy put the blame of everything en the Dragen?
Men have free choioce, haven't they?
Free choice of good or avil ==

Blind Peter: That's Just it =
And the avil choice ig the Dragon!
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But I needn’t explain it to you, air; you've mede up your mind,
- You're like your father — one of the dedicated

¥hose life is a quest, whose death ia a victory.

Yss! God Bless yow! Jou've made up your mindl
But Roland has not made up his minde It has been half made up
for him by everything he has bsen taught, He has mot yet
accepted th~ righteousness of his destiny through e consclous
decision made im perfect freedmm of wille Sylvis agein tries
to seduce him from his destiny, but the conwersation with
Blind Peter had moved him and he suddenly vealisss that the
reason w!v he must go om is mot to sa;ve Blingd Feter himeelf, but
to prevent a recurrence of his type. He is farewslled by the
Sergeant n'txépem and his mother. who givea him a burning ring
to remind him of his duty. Anid a roll of drums Rolend sets
off on ls quest 'aginist‘ths forcas of evil -~ but he is nmot yet
fully convinced of its necessity. | |

After further temptation from & lecharcus soak Who attempts

to persuade him that the quest is a dream and that he is being
ussd by others for their own ends, Roland boards a ship "For the
Dead End of the World and the Bowrne of no Return,” It isa
ghip full of "souls at sea”, intent on pleasure and killing
time, Again ke is almost seduced ty the weluptuous Neaera,
but at the last ninute hs sews Yylvie backoning from the barren
shore, and Leaps overboard to Join her. 'ﬂm@ the figure of
Slvie and the people on board the ship, MaeSeice introduces
a subsidiary theme in the rlay - the conflict betwesn the duty
of smacrifice and the deszire for happinesse Foasra had beset
Roland with the temptations of wercenary love, physical cemfort
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and superficial pleasure; Sylvie offers him domestic happiness,
This thems ties up with the idea of Fascism symbolised Wy the
dragon, for the shipboard compeny is MagNeice's owvn generation
which grew to maturity betmén the t7o wars: a generation marked
Yy a cynical fatalism, the gradual abandomuent of faith and
cbssssed with the desire for "a good time"s Just as this
gereration solved the corflict between pleasure and duty by
fregly wniting agrinst Pasclom in 1959, a0 does Rolend regain his
spiritunl strength and freedom of will = but not bofare he
temporarily succutbs to the attraction of ylvie's offer. After
a tremandous struggle with his consciencs, Roland farsakes her
and enters a terrifying spiritual jungle completely isolating
him from the land of bis birthe ‘he play turns into a hideous
nightmare, as phantammal voices mock, leer .and Jibe aﬁ-his rental
turmoil, while it seems that the whole world of the living, dead
and unborn eall 'm him to save them,

Gathering strength from the memory of his mother, he motices
the ring has stopped bmmmeh means she is dying, Her
* woice calls him home and believing it his duty to return, he is
about to turn back when he discowers s stone with the inscription:

To Thoae <40

¥he went to their Death of their Owm Free Will

Boqueathing Pree Will to Othars.
But Roland still suspects that hs did mot set out of hia om
fres will and was pushed into going from the starte In the very
act of returning he stops and suddenly decides to go forwarxd
again to make his eh#lkngs, w7ith 811 the surrounding forces
pitted against him, including the girl who used her love te
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ksep him back and even his mothar wo first wged him o
Thiaz suiden reversal is quite offective ax a dramatic devioe,
but i{:does seem the one weakwess of the play, MacKeice
anticipates this ariticimm in his Introductory Note, maintain-
ing that peeple do make such sudden dseisions in real 1ife,
To the reader, Roland's flash of what geems like mMystical
revelation does mot £it imto the logic of the play, Mo doubt,
as MacNeice adds, it would not bs obvisus to the listemer, sad
is not therefore =m0 reprehensible as it appears to the readere
The fimal seens is the most mowving in the play and 13/;?:»:@
perfect use of radio to achieve its omn umique form of dramatic
climex and resolutions Roland's heart beats with fear as
mountaing nlawiy rise and imprison him in what ms once an
horisonless desert, The hsart beat is taken up by the deuns
snd orohestra and swells in intensily as Roland is urged on Yy
the volcesox all his childhood friemdss The Dark Tower rises
out of the ground, and under its shadow Holand makes his challenge
to the dragems At first timild, his wioe grows in resolution
and fiercensss until he puts the trumpet to his lips and blows
out the final mote of triwaph, Wo hear the approving woics
of the Sergeant Trumpetsr who helped train him far his destiny
"Good lad, Roland, Hold that mote at the end", and the play
closas as the note is enriched and endorsed by the full orchestra,
It is difficult to Imagine the impact of this last scens without
the music, Howwver Edward Sackville-Tsst gives some ides of
what MacNeice meant when he sid the music was structural and
added a2mother dimension to the play: "The music at the end of
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| The Dark Towmp doss mot come to & 'Pull close’: om the zontraxy,
1t ends o2 an wnesclved chord (a domirant ssventh ~—-Benjemin
Britton' s invention, one must suppose), which rightly, and most
ingeniously, leaves the listenar expsctants Ths moral of tha
Play is th&? Rolend's quest mever moperly ends, but has €o dbe
taken up afrash ¥y sach succeeding generationg ‘henos the sus-
pended chord..»"(15) In a previous review of the play's first
parformance, Sackville-Wasxt wrote "Britten's music achieved |
_ m"ﬂiehing}y érmtie- effects by the simplest of meang..."(18)
 Louig MaeNeice showed remarkable Wt in perosiving the

. great freaﬂm radio offers the dramatist Jor ths use of symhﬂ:lam

and the allegurical wsthods  Sywmboliga on the .sm or sareen
usually ﬁpgamra clhmay or affecied, whils tiae effors to aiaguise
vit in tms of smtional and drvamaitic appeal too eﬂe)a swg@a
its mmaing But radio appesls primrily to the imagination,
‘and syabolims properly belongs to the lmgination. = MaeNoice
capitalised en the freer imaginative appesl of radis by clething
| i:xia allegory in the fluid structure of uw:ércm, azd tallins |
| & story which net only retaing its symbolic logie, bul deals
with buvan values as well as spiritusle Roland's stvuggles
#ith his eomscienmes, his temptasions, his doubts, his wavering
“from Quty, tave at some time or other been experiemced by us
a1l in much the mwme waY ~- though mot in the sme surroundings.
| The dresm structure alm allowed Maeleice the greatest
 possible fresdem in the troatment of Wis thene, as well as
affording him the opportumity to iadulge in every kind of antic
'snd device which would attract the ligtener snd augmeat the -
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play’ s entertaiment valus; but they ave, at the smme tims,
integral to the develomment of the atorye The Darlc Towap
abourds with wmsial expressionistic and mgisel effects.
When ths Soak is uneble to tempt Roland into the tavern, he
_ confures ong up 'a:-mmd hiz by words and mssic. a‘xﬂu Rolamd .
farsakes Sylvie, he enters into a nightmarieh jungle of
waird music @d gibbering voices, as the characters he has |
previously met, jJoin im a delirious, choral ehant swelling .
to a tremensus dlimax +hich is sharply xoken off by Boland's
 agonised soveam of denial — "o.® His mental conflict is
fraquenily sb.jaeﬁbmw, a3, for instance, in the scens at the
Chapel where hias doubt is expressed Ly the vai;éea pf Blind
Peter, his father and mothere Mﬂm brilliantly exploits
the use of sound effects in the seene on board ship in which
the.'emba.rkatian, the mbling; the landing and the love affair
| _ batween Neaera and Roland ar& amnmically mggagtea by brief
matéhes of dialogus, éﬁas:meria émsia and effectse The
dresmlilee quality is maintsined thmughou% the play by smooth
trengitions from szquence to sequemess As in Qﬁm -
éomms, the traditionsl Narrator, who would have mo place in
& dream, is replaced W the clever uee of different characters
| who give informatiom Wy mbm:ﬁva mathods while getting on
with the actione | ,

. The Dark Tower avoids too much wiawal imegery, and concentrates
on pure sound which gives the play a maottxzi Mﬁc Llow,

An over-abundanes of long deseriptive or narvative speeches
‘tends to hold up the action amd irritate the listener by making
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mim all the nore comsciocus of his h:t.inamss. The most striking
feature af Maclieice's poetsy is its eloquences Zven dwn
most colloguial the dialogue sparkles with life. ‘hers are
in the play no purple yassagss, no self cowbtained Jyrigs, w
extranscus poetry - gvery ward comtriluriss to buillding of
sugpense or atromphexes The poetry gaing feam many rlch
associations with eths;' works with a quest thers, particularly
ihe Faevis Ousers and The Pilgrly S8 She. .‘Jiiz ig only
W these associations wd dacdleios's slirong sense of vy dhm
that the dialogue would be overily recoznised as poetrve

| The symboliga is yvestricted to what can be made abundantly

aloar in shaple tesase 1% 1s never nmary ar ohatiee

3 FProg

The imagery of his verse is envizely =i thout ‘abs’cmetiaas ox
intsllectualiare, subjective or intermetative atﬁtﬁ&es; s
. meaning is alvays imusdiately apparent, for Nacdleiow, rathar
than obgcure the allegory, is frequeniily at pains to drive ii:.
 ome t0 the listenex in the guise of ardimry, everyday, cesuak
mematiaﬁs

foland: and that meens I'1L £ight the Dragor?

Tutor: Yoo -= but let me tell yous
We call it the Dragon for chert, it is a namless force
Hard 4o define - for wo one win has semm if,
Apart ©row thoss who have seen its handiwork,
Has retwmed to give 2 account of it,
All that we know $s thsre is something thsre
Vhich makes the Dark Tover daxk and is the sowroe
Of ovil through the wrlds It iz imrorésl
But nen sust try to Wl it -- and keep on trying
50 long ag w2 would be hrnane

Bolend: What would happen
It we Just let it slowe?
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Tutor: Well ... some of us would live longer; all of us
Would lead a degraded 1ife, for the Dragon would ba suprene
Orer our minds ax well as cur dodies «..

The thomes of The Dark Tower is old, mdmwyed and dove to
death, bat Zouis NacKelse placed it in a ner, wnmaal getting
and peopled it with fraesh and exziting characterse. By reiat-
ing his thems o contewmporary eveants and dramatising it 4n
terms of credihils husan exporiences, Madclsioce hms mede one of
.‘.;!ne mogt irxe Zinative and significant contributions ® radio
dramae Roger Manvell considered it “,.. the most besutiful
and rewmding of the plays yet written for broadeasting.“(17)
Edward dackville-Vest, a man whose opinion is based en
raoticyd experience in the sans Toma, ¥as no less gesnerous in'
Wis praise. After the first perforwance of the play, he
ranked it as Eacllelce's ‘.... mwst ramerkable achievement in
the medimm, and emong the half dozen most moving broadeasts I
have heard"(18); of 2 repeat performance he Was even move
sulogistic(i®), and Ly the time the play had been published,
Sackville-Wegt was convinced that The Dexk Tower was the wmogt
exoitﬁag, iraginative and profound play he had ever hearde(20)

Ho contemporary author has dome more then Leuis MacNeics
to develop the art of poetic drame for the micrephone, both
_ through his own playa and the influence om later dramatists
exertad by the observations he mads on the forme He showed
what could be done with the radio play provided the drematist
was wiiling to make a thorough 31;11(}:} of the requirements of
the medium and its audience. Fow writers of Maclleice's quality
have baen abls to apply themselves 5o wholeheartedly to radio,
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and very few of those who attempted radio plays have rivalled
his complate wastery and lamginative use of the vicrophome,
Ome aritic vawried ow his wmigue poziticn in modern literntamre:
The ofssatonsl Yiternidl ragpect hin, and match with
sima foredboding 2s one of the major poets of our tine
walke eaaily and gracefully tmrough s labyrieth of -

broadcasting, revolutionizing its technique, and mak-
ing exoiting contast with an svdiense of miliions.(21)
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iv.
Bdward Sackvilla-Weste

b Rogowe, Yy Blward Smckvillelest, is a radio melodrams
based on Homer's Odyssey, which, with an orchestral scors ky
Benjamin Britten, was moduced by the BRC in two parts onm Fove
exbar 25 and 26,1043.(22) The play is \mb!ﬁ.ﬂoﬂ & "melodrama®
in 1ts original sense, as given in the O d Bnoligh Diet o A
"a play, usually romantic or sansational in plot and incidemt,
in which songs are interspersed and in which the action is
accompanied by orchestral music apmromriate to the situation,®
The Resgue is a music drama, which approsches the formm of operas
In a critical &amblo, Sackville-Veat disecusses the problems
that confront the Writor and producer of muglc~drama, in
_relmﬁeu to the dramtie‘ structure of his owm play. Be points
out in a concluding note that thess obmervations deliberately
avoid the ground covered by Iouis MaeFeios's prefmce to -

Sackwville-fest evidently agress with MacNeioe's insistence
upon the broad, Iucid and dramatie mm-‘a of a ‘thems larger
or simpler {haan life, to which sverything elsas, including
the characters, iz subordimate, Columbus' woyage of discovery
is an event comparable in this reaspect with the thems of
The Regcue == the return of Odyssgeus to Ithacae PBut the tw
authors differ in thelr approach to the listensr and their
particular aim in each play.

 MacBeice emphsises the importsnce of emtartaimment value
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t0 a far greater oxtent than Sackvillelest —— "You can get away

Colunbug and The Dark Tower, he shows more respsct for ths
erdinary listener by contimually striving o attract and hold
his attention with a wide variety of dramatic *4ricks', which
are a trifle irritating to the remder but would unieniably add
light and shade:to the plays in parformance. In comparigon
with The Dark Towsr, Zhe Regeue is practically ascetic. Sund
offects; and acoustic distortion are almost eliminated, there
are no impressionistic devices, the sequences are developed at
length, there are more characters and congequently a greater
affort in concentratior is required of the listener,

. "his austerity,” Sadeyille-¥est wrote, "is deliberate, for
I a» comvinced that — especially in hroadcasting -~ a low of
stunts is the sign of the tyroe"(p.10,) Jo doubt he was think-
ing more of lLance Seiveking's gratuitous stunts with sound
effecta, than the wholly functional stunts of MacNeice.
Seckville-Rust has mo time for the dramatist who crams a seript
with every sound effect for which the story provides the slight-
ost sxcuss. Ne goss on to add -- and thig is the kay to The

| Rescue «- "With a very few imgporisant exceptions (trains, ecars,

@oors opsming and shutting, and the 1ike) thers ars mo sows
offscts which canmot be rendered ‘om the air' with incomparably
greater imsgimatiwe accuracy by musice”(p.10.) 'Sackville-West
concurs With Maclelice's cbsexywation that a eomaidsrable degres
of stylisation is invalmable 4n a poetic drama for radio.
MacNeics's gtylisation is substantially a matter of recurrent
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sound patterns and "wnrealistic” speedh, with leas reliance
placed omn the mugical rram‘r.ng of the dialoguee Tn Ths Regoue
the emphasis is reversed; as compensation for the austerity
of his seript, Ssslvillo-Fost loans heavily on the richmess and
varisty of Benjamin Britten's misic,

To &ekvme-%st, radio droge xepmmtg a return to the
reeitative of the earliest operad?3)Opera, he thinks, has
obtained its ns plug vitra by “eee a progressive fusion of once
separate elements into a hamogeneous texture which, in.depth
and poignency of effect, itranscemds amy single ome,” and s
now returning 40 the almost pure deslomtion in wiich 14
ariginateds(p.7.) Operas compoged for the stage which show
this tendency to return to the origins of the form have not boen
entirely successful bocause of an incomplete fusion of words
and music, and fhe dtcimmﬁém of mm- in a theatre cannot
coupets with a musical backgrownd wiless the voics is mechanio-
ally amplified —- and this ruins its expressive qualities. |
Sackville-¥est bellaves that the microphone offers the dramatist
and compoger & unigue oppartwaiw for the fusion of their arts,
which gtems from radic’s ability to earry the soliloquye "The
intimacy of the miarophons — the faot that the speaker 1s
addrossing each ligtener persomally -« the absence of thnt
aalcmardness, which is mowadays felt in the theatre whon an
actor adiresses the sndience: thsese considerations alone musé
prompt a poet to vamil'. himgelf of 20 expressive an appertuniw.”(p.k)
Prox this géint. Sackcville-Wagt continues, "e..s the mext atep,
which consisted in adding an orchestral eormentary im such a way
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as to mroduce the effect of a ner kind of gria, was mow sler
to ocour to me."(p.14.)

In any criticige of The Reseue, words end miste should be
ecoxnidered together hecause it was platned with & view to
giving the commeer at leaxt a3 many omordtanitiss as the
author, and the tsxrd written into & hyrothotic structure of
mugice The rsader must thercfors bemx in wind that in those
sactiong marked in the 4oxt where masic iz ywesent 4he words
are % self-gubsiatent, , .

Homer® s Odvesey thimg only the basis of The Rgeoug.
| Rather then "adapt® ita story for broadossting, Sackville-
West allowed his imagiration to work wpom thw Homerlo material,
but at the wemo tiws, he kopt this material wnder the rigid

vontrol necessaxy %o set it in a firm, radio drammtic structiws.
This imnlied many omisglons and many changes, but by restriet=
ing hiz plot to those parts of ths Qlvssey set in Ithaon, he
kept & Yght rein on incidents and charrcierse To have
ingludad sverything, Sackville-Wegt remarks im the Preambls,
wuld have resulted im a play lasting nime heurs. Inatead, .
e chaose ™.« to narrow down the foors om o the evams,‘df two
single days, and in such & way as o sxiract the maximm &f
drapatic interost from certsin charsoters in the siory: Cdysssus
and Fenelope, thelr son Telmmachus, the poet Phenius, 0dvssens®
413 friend the svinherd Pumasus, and the godigos Athene hergelf,”
{pp.12-~12,) |

The normsl time ssquance of the events in the Cdyaes
ratainad, but some of them ave podified to £i% more eaziliy into
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the dramatic mitane Trus bears littie vresemblanes o his
Homeric counterpart, while Telomehus® reeognition of his
father is reshaped and smbroidered to suit the exaeiing demnds
of purely sarel rejresevtatione Nest of the exciting episcdes
of Odyaseus' journey are emitted, but briefly referred to in
ratrogspestive soliloquies or in the dimlogus. ‘This ailan
.SaekvﬂMest to soncantrats on one or two major dramiic
opigodes and develop them at greater length in fawer sequences
than 1s customary ism redio drams. He obvicusly dislilkes
MacHelcs' s use of the cinemtie techime and allows wo irrelov-
ancies to ouaplicats the unity of his pleote The dramtie
movement of The Regow is straightforward and closely imit,
single-winded and elearly devaloped,

For some reason ot mde explicit in his FPreambls, Sackville-
West diglikes the narrator in vradio dvemae The Reseuws, |
kowever, does mot ecompletely uge the “stage dramatie nethod
any move then Christopher Colushusg doss, for Athame often
acts as narrator, whlle meny long, wiimterrupted spesches ¥y
other characters al#o folfill this fimctions Cackville-Fest
adnits that hiz task was mmde easier My the matvral time
sequeice of the events, the limited soope of the action and
the preconceived musicel struetwre into which ke fitted the
dramatic episodes. Toe the reader these long spesches have
the effect of slowing down the action, which does not avound
in exciting incidentss The first sequencs, which sets (i»
scens in The Regows, consists aimost entirely of lengthy
soliloquies interrupted by passages of stylised speech betwsen
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Phe:niug the poet and Mentors I(earlzi all the remainder of Part
I 18 solely concarned with representing the terrible af?liction
which has fallen upon Odysscus' peeple, and the hardaship they
have endured wnder their oppressars since he went away. It is
a long time before the story propar gots waler way, and when it
does, the action is drawn eut end alew ving.
Va3 Pritohett belleves that hewain licg ths paradex of
radio ~ "see it i3 most drsmatic when it is least active, where
there is most meditation alowd,"(34) Certainly the microphome
is better auited to the individual medltation than viclent
action, but Pritchett's is a dangerous generalily for it dis-
regavis the listemer and “entartatmment valuse® A meditation
conmot affad to be statis, now migh it held Wp the acloms
The imner conflict can be exciting and Pull of mispsnee leng
as the action is contered theve and mot deseribed ssound hamd
through a series of wmiinterrupted momologues, 1t ig doubiful
whsther musical acoompskiment would compensate for lack of
action in the mary long, explanatory scliloqules in ?J&M°
It is Sackville-West's deliberate avoidance of mhnt
action which seversly weskers the climax of ths playe After
skilfully crsating tension at the baglming of Part II and
building it up to what should be a splendidly davbarie climax
in the slaughter of the Suitors, ¥eckville-flest ramsesentis this

spimds secomd hard, rather im the mammer of the Greck dramatists
than of Homer. After Penelope has delivared Odysssus' hew.

to the wuitors, the focus is twamaferred from the bemmed hall
to a brisf resognition sceus betwese Ofysseus and Buryelsme
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Then follows one minute of transitional music which takes the
ldotenar to Penslope's private roow, and a yeil of pain fyem
the orchestra is the first indication of what iy happening in
the ball below. In this part of Tw Odvssoy, the highest
Polut of the aciion oceurs when, after the sulicrs heve each
felled to draw the baow, Cdysseus greaps it in. his hand, ties
the string snd fits the firak arrow (o ite  This im completely
omitted in The Reucue whils the massacre iteelf is described
by Eurycles to Penelope with the sccompeniment of shrieks,
groans, yelin of pair and shaxp atmospberie pesseges of nusies
After the beat part of the slaughter is over, the fosus returns
to the ball vhere the last of the enery, Xrus, is coaxed Crom
hig hiding place and lputglly murdered by Odyssouss The wole
| of thig secquence iz ot weﬂ:hy ol the cereful preraration mede
for 1t, and it does net provide sufficient contrast to the
enti~climax w#hich follows end corclodes the playe Sadivillae
 Wesk ic quite smmre of his muffled climax, and notes is kis
Prearmdble that this and the atorm segrencet in Pavt I revealed
the limitetions rather tham the advantages of radio drama.

X2 Sackville-¥ezi's trontnent of physieal action is ivadequate
and mconvineiny, his rower of chexsoterisation approaches the
wvelist's procision, The two emiral cheraciers, (dysseus
and his wife thﬁ, exe ot draws in the broad wmeping
strekeg of Colimwbum, large than life and dlsplaying mly thoos
charagteristics vital to ths ylot; they are humanised, and
therefore srrge from the play mot am figures of epie grandew,
but real usmn beings faciug up e perpetual mmn problsmm,
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Penelope had beon deserted Ly her hushand while in the prime
of 1ife, and ¥hen the play opens sie isx spproaching the wearie
mess of m widils age Which seems to hold Wo prospects far har.
Proud, dignified and sensitive, she is aeute}q aware of her
adtuationt |
The brurs drop to the ground
Like 4dewd Isaves,
And decny, ‘ :
And gink into the earth and heoome part of it
Tven Tolamachas, her mon, has now wesched adulthagd and iz ho
longer part of her life., Iruggling sgrinet doubd, yet
emotiorally convinesd Odysssus will redhnn, Forslope maves
her intermimsble shroud &n a room of high, white, glaring wils,
in erder to ward off the elmwweous inmistence of umwanted
_sultors as woll as the templation of ewhmithing to the hemt
of them, which would mean ultimats posmsension of Ithaee hy the
fnwader. |
Odysseus is a man of forty-five, a ﬁiﬂﬁle—egec! here wall
past his primo, Wi has s2ffesed intolerahly usder & gd's
vengeanee and now, wistrustful, hardensd and conianl, desives
only a quiet, weveniful life. Although he has Mt altngrtiher
dinliked his advaniwes, Lo 1o weaxy at tiv (rocpect af furthey
- hardship: ™t aimrrcﬂ on by a Trosionate love of his eomlyy,
Odysssus corvplies with Atheme’s Inwhewctions mid xetems g
the 1ibarabor of Tthmen. Mot wmid) 4he sscond half of the
Play dnss he achiave the shrtsme of A Grask hera, snd Aven
them he is severely hasdieappsd hy bis beggar'a disguiss and
the nebalowy dramatisation of the Play'a clirwxse The loug,
retrospactive solilogaies of Odysseus snd Famslope smebls



2%
Sackville-Nast to illuminate many intimate, personal traits
through their reactions to past events as well as to the
presont.

The minor charscters, Telsmmchus, in whom can be seen
| some reflection of Odysseus when youmg, Pumeus, the faithful
old swineherd, and Irus, the evil, sinister, ascheming little
clom with his quick laugh and mexvous gestuwres, are also
dramm with clarity and perceptione Sackvills-Fest devotes
great care to the mmerous "bit partas” who males their impact
on the listener with mequivocal immediacys Even the suitors
at the banquet revide a striking wristy of objectionable
characteristics: one cool and insolent, shother fussgy and
dictatorial, others cynical, coarss, cultivated, or old and
—— | .

Mugie is used more extensively and for a wider wvariety of
parposes in The Rescus than in any ot‘her radio playe Apart
from adding emotional ofisrr Wy backing the long recitatiwe
specches, it iz used to establish atmosphere and background
'aeenery. éa an aid bto' characterisation, for the representation
of gesgture or mveﬁmt, as a substitute for thoss sounds
usually conveyed by recorded effascts, and as ssquence transitions.
All the long recitative speeches are punctmted by musie
which decreasss in volume during the speech itself, and increases
to emphosine each emotionsl pesks Tha long soliloquies
which open the play are acocompanicd in shis mamer, intensify-
ing the atmosphemof sterility, oppression and nervous tension
suggested Wy the dialoguss In the second pArt, the entry of
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Odysseus as the old crippled beggar into the suitar'g banquet
mll is »ostablishéd by musie which ig at onos fimetional and
atmspheric, Themius diverts the company's atiention to the
door, and ths wusic fades in -~ "a sinister, lame, dragging
measure, very quiet but kept in the foregrowmd, with voices im
background,” Muszic, agsiaﬁ’ad by a fer verbal indications
from the charscters, is frequently called upon to indicate
phaysical action, such as the tWo transformations of Qdyssous
into the old beggare Raviewing a performance of The Regcus,
¥1liam Salter considered that one of the most drematic
sequences in the play occurs when Telemachus describss the
cutline of his father's shadow t»:agt on the wall by the old
beggar, imaediately before recognising him.(25) Telemachus'
speech is given an orchesgtral backing and as it fades into
the background, Athene's trumpet traces the changing outline
of the shadow over a subdued passage of musgic, '

Mugic is also uged to repressnt gesture, a dramatic elewsnt
most broadcast plays igoore. The nervous highpitohed speeches
of Irus, the quisling, are interrupted by brief orchestral
"gestures”, together with the irritating noiss of his rattles
Music is evon used to remresent dialogue; in Park I it .
conveys almost the whole of Panelope's apparantly long arraign-
ment of the suitorss In the gofter paseagss, wo lear snatches
of her speech and the resulting roar and hubbub from the crowd
below. _ |

Musie aids charscterisation by the association of a single
instrmument with a single person, rather in the mamer of Prolofiev's
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*Peter and the Wolf", The string erchestra aocompsnies Odygseus,
the xylophone Irus, and Penelope is associated with the alio
saxpphons. - What must have been one of the most interesting
ssquences in the play, is Phemius® imvocation of the gods im
Part I»  As he calls on each god, he 1s answered by the orchestra:
the harp for Apolie, the fluts for Hermes, the oboe for Aritemis
and the sole violin for Persephones Then the four instrumnis
ploy in a quiet counterpoint, and fade out behind the dialogue.
In the following scene, mugic takes over the Job umwlly done
by recorded sound effacts. The news that Odysseus lives is
followed by a storms with deep rclling thunder, flashes of
lightming and the screech of rain squails all suggested by the
orchestra, fading in and out of the dislogwe with a stvadily
increasing vampo and intensity of emotion.

Bach aat is roughly divided in o by a long passage of

trangitional music, the second of tmenty minutes duration.

In Part II, mugic functicns both as a means of mental relax-

ation and as a comnecting link betwsem the tao movements of the
| action -= Odysgseus’ plans for revenge and his arrival at the
benquets All the highpointa of the action within each act
are olimaxed, and their impect saatained, by fairly long
passages of music laating frem thirty seeonds to two minutes.
Sackville-WVest considers thet he and Benjamin Britten mds-
ealoulated by allowing insufficient time for transitiomal
musice Although the reader has no means of escertaining this,
it is evident that most radio dramatists sre afraid of lemg
intervals consisting of musie or silencee The radio ¥lay
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apreals %o the imeginetiom Wy offeriag sugeestions, but it is
& general tendensy of mest plays {o overcrowd the imagination
by tpo many words, ineidents or cheracters, and Bot te allow
enough time for thesy magsestions o uafolds ZThe Reague is
& long wordy play of not much plot or waristy of inctidsnt.
Thas the need for pointing the high spots of the action becomss
2ll the greatsr, partly eesuse the listensr camot aes them
and partly becavss he showld mot be overiax=d by long verbal o
explanations,. "In a short soript, " Sackville-West wrote, "sherse
a gcene rarely laats for more than six minvtes, fifteen or
- tasnty secoxds of musle is auply sufficient to mpm the link;
but im a ninety-minute soript the links should be provortion=

ately léngﬁr, beoauze the listsner's mind becomes more firmly
| anchored im a some the longer it lasts,™ Hs then adds an
objective eriticism of his own play. “Thus, in Fart II of
Mz_m the transition music which should carry the listemer
with Olyaseus and Tolewachus on their jouwrnsy down the mountain,
signally failed to 4o s hecause, caming sfter a scens which had
lastsd thirty minutes, the wagination demanded a mare spacious
relsxations, Ard thare wers other points at widch the dramatis
burder noeded 2 fuller swpport fyom the orchestra.” (pel15.)

‘Badio aritics who have reviews} perfomaances of The Reseus

ars all of the opinion that Benjauwin Brijten'sz scre was ot
only cprropriate, but revwykable for the MIIbtYTOr tadks i3
foumd -Ateelf put to, Roger Muwell wrots "The score of The
Rescus 1s sharsstaristicnlly ingenious; it gives us landscapes
and geascapcs, the hubbed of potulence, the horror of vwiolent
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desth, the songs the snirend sang, and the omxpelling advice of
Hermoz and Athexng, Also it places as 1t were before cur eyes --
arly by the use of the mylophene «- the mincing gait of Irus
end hiz malicions atesly mmilese Xy o%ly complaiut againat
the music is that there was not mere of it.,(268) It would
scen that mesic admirably made up for yadic's lack of the
wvisual slencat, and filled out The Rogous into a mere lem:glm
i1l ugion Yy settimg it in another dimensions "If The Rescus
failed elsewivre,” wrote V.S.Pritchetl, "i¢ triophed here in
tha sssimilation of tho music to the word, and reached peints
of pure lovelinsss in the ariasg in vhich the many soliloquiss
were casts"(27) Reviewing & repeat performmnce in 1948, ¥illiam
Sslter was even mxre lavish &n hig yraise - ",.. Dever, ore
fmagines, has musie been betier, or more integrally used inm
a radic play.”(28) In the face of these opininns, the render
con be left in little doubt of the suitability of Britten's
Se0re.

Sackville~¥est maintaing that a major cause of the dullness,
flatvess and wilgerity of whilch many radio plays sre scouged,
iz the dramatist's neglect or perfuncitony itreatoent of the
vigunl element. There is a genmre of "unvisual radio dram”
aped on the ideas rostulated by Rudclf Arrheim in Rpdio, but
apart from Tyrome Guthris's The Seuirmell's Cage and Louls
MacKeice' 3 He hgd a Date, thave have heen fow sericus attazpis
at this forms Tor a redie play to create a complete illugion
in the imsgination of the listensr, the drgmtist must fSoquente
Iy suggest, bty indireet and unchivuaive methods, the appearancs
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of the ohaructars and the scane in which they are acting.
In Chrigtopher Colusbus, MacNeics uses characters in the play
as narrators to describe at length the scene and action, as
in the triusphant prosession with which the play ends, or he
contrives to make his characters refer to Colusbus" mamerisms
and appearame or to the scemery in an evocative manner,
Sackville-¥eat mrefera the second of thewe mthadn. and vses
it constantly in ¥he Regeus.
Fhwedua' opening ssliloquy invekes the Meditdxvanean scemo
with beautiful clarifys |
'Ghosf-shaam' of the olive; secret grova
L 4 sal‘&»amﬂ-smwé caks; the mithless coon
Of eagles’ flighty the woioe smwong the Ieawaz
Simke in the stone and swulicr on the segy
| The heavy-lidded eave; the blind 'wiﬁ.'ba nllo
Odysseus' description of the smset anticigantes the slaughter
%o come, &s he apprroaches the banguet-hall:
Fow, Aying his daily death, Aplls
Sheds his blood on the bwoad atep,
Across the colums' well=turned sbacus,
And pours his sesrlel flood in at the wary door.
As the 013 beggar antors the danguet-ball, hs is described for
§hs ligtener by the sultors: . _
Agelaus: Rags - thunder-yellow tatters, vile and filthy -
| fiutter round his trembling limbu. ‘
Bwrydamug: His skingy awma, whem he raises 'ah@ Lecling
bz way forward, are lide dead brancivs dyed red by
the firelight.
Ewh ssquenes takes Place in a specifliaz location which iz cavefully
desaribed within the textars of the dialogus —- the glare from
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the bars, white walls of Penelops's room, the entrance to the
Faiads' cave where Odysseus is left Wy the sailoers, his
description of what he sees when he wakes, and the banquet=
hall with its wirdte blood stoined columms and wall.

The abo*vp rasgages mderline the literary quality of The
Bescus; and on this point itdiffers Oumdamentally from
Chrigtopher Columbyy and The Dark Yowsre Maclfeice adviges
~mms radio drmmatist to farget about literature, and concentrate
on sounde His own work has a deceptive spontaneity and is
conceived im more imaginative radio terms than The Regeues
Seckville-¥est does not handle the £lexibility of the medium

_with such freedom or lightmess of %ouch as NacNeioe, slthough
this inadequacy may have been partly nzﬁmtea by Benjomin
Britten's mmic. The stylised spesch of the soliloguies is
more "wmetural” thn MacNeice's, and although its rlythms are
.atwmd %o the spoken wér@,, the images and metaplors are
inclined to de selfconseciously poetie, so their full import
is not always inmediately apparent.

The style im which Ths Regoug 1s written varies from colloguial
woss to a highly literary.muc Zach part opems with a long
deliberately poetic spesch, dut apert mm these, Sackvilie-West
inglists that all the dialegue is written im mross, although it
has the appearance of poetrye. The object of this form was to
assist the actors with the »kytm and emphasis of the spaken
word as opposed to written d‘laljagm.. Idke the Elizabethan and
the Jacobean drams, the dialogue frequently changes from siylised
to ardinary speech amd back agsin, dut #bems the early
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dramatists alwosgt inwariably wrote thelr climaxes in poetie
1diom and used the vermseular nainly for comio relief, many
of The Rescne’g high pointa, including Buryclea's desaription
of the massacre, awe written im vernacular proses The prose
is a mixturs of humour, irony and hnme-spum spesch and the
style mere lyrical and metaphoricel than Homex. m
is & humanizsd, unheroic version of ZIhe Odyaacye
The meaning of the play is conveyed by the poet Phemius,
who,1n t#» or three moving speeches, pleade for the Creck view
of imaginatisn in 1ife: o |
Mon soliom know me #aen they see me.
I am here and not herey I am
 The captured shadow; the imbersection
Of Past and Futwre;
The mawent of death;
The mysterions blood o aleep; ths wyes
Of the statue whose gage is irwards. _
Vietory and &fent have i me thwir resclution, in that
Ever future woice beyond the intarwval
Where joy and grief ara one.
Think of my face, all you who listen.
Lock into my eyes, hefore thay fade into your nights
Forget the posm I made; Dut remember
The pwer voise you hear behind my wardse
Broedenst in 1943, The Regons roswessed a decper weaning far
its audlence than today. [Ihe retm of O0ysseus is o symbol
that hus besy constantly relnvigmatsd through the histoxy of
mankind, Ithaon, ruled by iwtruders, lootsd oppressed and
atarving, patiently awalting a delivarer from over the soe, is
wartine Euwrope, and particularly, Greaos itmif, Yy exphasige
ing and elalorating this eymbolisgm, Smcrwills-West rootsd his
story in eurrent experiance and imbued its prremnial freskress

with an eva: wider aignifigence and contewperary intcrest.
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Zhe Eagoue is a far wore massiwe and bully play than Cheistopker
 Columbug ar The Daglc Tower, snd its literary quelity mere

pmmnad; but as a fine sxample of imginaﬁve oollabomtion
between playwright and composer, it marked o promising new |
doparture in radio drame. Sadvilla-Nost substituted an

eriginal and refreshing approach for the o1d elicks-ridden xethods
of remresenting metion or .agc'mzy.. M 3 capacity for making the
lisﬁem see with clarity and yrecigion has @uly Mn.'rivam&

by Dyles Thamee in Under Milk Wende 43 an exparisent in radine
opsra and as a creatiw adaptation, The Essaus .amlusiwl_y

proved thmb Wrondeast drame was on s equal footing wiih the stnge
for completaness of 1llusion in dramatic ra;ﬁtoasuta.ﬁm.
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Ve
Iauris Ise,

The Voyage of Magellsn, A Dramatic Chromicle for Redie, by
laurie Iée, #ith special musie composed by Brian Easedale, was
first broadcast by the BEC in Ootober, 1848, during the open=
ing weeks of the Third Programme.(29) The play closely follows
the pattern for poetic radio drama worked ocut MWy Louis MacNeioe
and Edward Sackville«Vest, ILes has accepted many of the dictal
1laid down by these two authors snd adapted them Ito his owmn
particular requirements in an origimal and exeiting work which
led many other "serious® writers to congider radio drama as a
legitimate, individual mode of expression,

In August, 1510, Magellan sailed for South Ameries with a
fleet of five vessels. He put down mutinies, discoverad glants,
found a passage through the land barrier to the Pacific and was
then, himself, killed by matives, Storms and sickmess reduced
his fleat from five to -ohe ship, and only eighteen murvivora
returnsd to Seville three years after they had sat out, The
story of man's first voyage around the world presents a them
of adventure and achievement on an equally granmd seale to
Colunbus’ woyage across the Atlantic, As themes for radio
drama, both are larger and siupler than life, and through their
remoteness from contemporary affairs, more susceptidble to a
broad, sweeping and drarmtic approach.

The Voyage : of Magellan and Christopher Columbug both sube

ordinate everything to getting their story over to the 1istener
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in the most foroeful and entertaining terms poasibie. The
magnitude of these stories plaved great smphasis on merration
to compress tham into a restricted time limit without losing
their continuify, but Les differs fimdamentally from MacNeios
in the construction of his play and its narrative techmique, |
- Columbug is writtsn within a natural time sequence and
describes a series of events through which the action progresses
from point "A" at the begiming of the play, to point "B" at
the end, Its_dramtic nnve!nent may be repressnted by a straight
lina, Ine Voyage of gg-ew n, on the other hand, moves through
2 complete cirels, ending at the seme point in tims and space, .
whare it begane _.

21'5. play beging some time after the ei@:x’cean survivors of
the voyage Lave returned homs., Thsy are homouring a promise
made on the other side of the world to do to the Virgin,
One of the eighteen, an old Sailar, wfolds the story of the
voyage to a blind Beggar, through a series of drametic flashe
backs, and intermediary narrative speschss. when the focus
returns to the street with its drums and mowrnings The Seilor
acts as a convenient means for abridgement -- it ia his
description which allows Lee to cross the Pacific in a spesch --
and as a chorus, commenting or passing Judgement on the action
from the point of view of an old mam obsessnod Wy a sense of guilt
from what he had experienceds Although the technique of
enclosing narrative within merrative and scene within scens
appears extraordinarily complicated for radio, lee avoids con-
fusion by the strong comstruction of his play, which throws the
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dramatised past and the narrated present into a vivid, clesar-cut
Juxtaposi tion. "

The rols of the Begaar, to whom the story is told, is of
vital importsnce, because it is with him that Lee intends the
listensr to identify himself, and by doing 0, to adjuss his
mental attituds to the play. This is facilitated by making
the Begaer blind, end by setting up around him appreximately
the sams conditions as those im which the listener, who alm |
camnot sce, hears the sailor's tale. Today a wyage around
the world 3 an &ll tho familiar event, zo the Begesr is
uged to set l&agenu' 8 voyage in ites proper historical perspec-
tive hyexpressing his disbelief and inaredulity at the Sailer's
¢ale; thus imbuing it with something of its emotional aig-
nificance %0 a parsom who heard it in the 15th Centuvy:

Sailor: Wa are eightesn men who thres years age were young:
we are gick and aged,
for wa have sailed in %error around the world.

Begegar: I hear you, sailor,
o but I do mot believe you.

Sailor: Be patient, listen,
Jet your sharp gyes follow my storye

Thus the play proceeds om t+#o planes: the Sailor's perration
and dialogue with the Begzar spoken above a funeral backgromd,
and retrospectively, Nagellan's voyage sat ageinst a censtantly
changing background, This enshles the story to end where it
begane, The shaps of the play, like the shape of its story, is
8 cimle. |

The jJourmsy, which consists of an action oontinuously naring.

through space as well as time, is mrﬁwlarly suaceptibls to ! /
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radio dramatio treatment, but the lerge camvas this sort of thews
uszally implies, makes the reduction and selection of dramtie
sequences of prime imrortance to the dramatiste If his ssquances
are teo long thelir impact may Do weekemsd %y the nscegsity for
iong passages of marrationm, vet if he inorcases the nusber of
gequencas tc cover ell the Important points in the rogression of
the Journey, the psrts remsin parts, and will not combine 4o
woduea & single all-spbracing effects In hiaz play, lec included
mwt the dramatic incidents of Magellan's woyage, but tipes
incidonts most siifable for radio dramatic presentatiom, The
three years of Magellan's voyags are comsentrated intc sn how's
duration, the Facifie is crogsed in ove short marrative spesch,
and the craw of two hundred end fifiy is remesented by four
sallorse As with Columbus, the dram centres on Nagellanm
hinself, The listener sharas hia enthusiase and hardghip, his
quelling of the mutiny and his unforiunste death.

Zhe Voyuge of Megellsn is consiructed of many short asquenoes,
each advancing the story one stage further, securely held
together by the Sailor's narraticns ise's tachnique is closer
to The Daxk Towep than to The Besauws The sequenses are fot
visualised as separate picturves, nor are thsy so long or so fully
developed as Sackville-West would have likede They .flaw #tnooth~
1y one inte the other, without leosing their distinciness, in &
continuous skresm of brilliamily 1it images, carrying the listener
with thew, dazsling him with sound, then allowing his imagination
& brief resplte in ¢he narrative passages,

iee uscs thres methods %o bridge his sequemces: verbal tran-
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sitions, music and silemcs. ils frequently imposes one speech
on asother, fading out the first as the awna’. eomes upe For
exanple, the first flashback is imtroduced Yy the Sailer, who
describes Mrgellan's zx'epgatibw of the stores for the voyage ~-
md as he speaks the sound of the tellers,moting each itewm
then punctuating 1t with a hamer, fades into the foregrowd,
Waile the sailor's volos fades oute This sound sequence is
repeated twice, to give the effect of continuous acté.on on
tw different levelss Iee even Haces a f1ashback within a
flashback: when the Sailor describes Alvarez's omwasition ¢o .
the woyage, the focus transfers to Alvarsz himself reading over
& letter e 1s about to send to the Kimde In it he mentions
an.iutem«m he previcusly had with Magellan, so the fecus
then tranafers further baek’ o a divect drsmatisation of the
 interview,
Lee makes exeallent use of the dramatic pause, by building
a scene to a loud and exciting climax, then suddenly cubtting it
off, leaving a short peried of silence before the pext sequence
beging, The murder of Mendoza, the mutimous capiain, is on
example: ' _ |
Mendouat(laughs) Pocl «.o f0al oos am I to De aaught by
“words, ha? e.e
(laugh dlokes n s stabbing gabble)

Ewpinoza: Barbosal Berbosel sirike! We have wont
(quick shouts == gilence)

In his use of music, les was considarably influsnced by
Sackville-Veste The trangitional passages are mot =0 long, but
he employs the same technique or suggesting a thems at the end
of one sequence, establishing it, fading it down beneath the
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marration, then taking it out as the next sequencs begins. As
in The Resgue, musiec is used to paint the scemery, establish
atnosphere, as sound effects and to point the climaxes both
within the dialogue and the marvations The misic of a "thetas",
the drums and truspsts of a religious procession,fade im during
the Beggar's epening snnouncement, then resch a climax and mbside
into the rhytim of fumeral drums as the first ssquence cxwwnoes.

As the expository dimlogue mears its end, the Requism comes
up under the Sailor's spesch, swells into a broad orchestral
theme, then mixes into a ringing bell, widch 4s héld buh:l.na-
Magellan's first speech. Here music is used both %o set the
opening scene and establish an atmsrhere of sehmiw and
religiosity, with undertones of deaths The muttering of mwayer
and the mugic of relﬁ.giaua ritual constantly recnr during the
Play == from the opening-Requiem. the Sailor's prayer in the
storm, Hagellan's conversion and baptism of the mt_ivea,, to the
cloaing Requiem which fades wnder the Sailor's last spsech and
ends the play as it began. Mells, brass and percussion
prec;ominah- in ths orcheatra, and lend an overall atmosphers of
privitive, aluost barbaric religious ritual, of much the sum
kind as in Machboth,

Iee employs an unusual "musical” effect to suggest the bleak,
lonely seascape as Nagellan's fleet searches for the straits
around South Ameriom, Behind the Sailor's dssaription of the
cold and the crew's feeling of uttar hopelessness, leo fades
in the barely sudible, thin, high nots of a tone disk, which 1s
interrupted by dlstant shouts and gunfire when the ssareh perty
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returns with nevs of & charnel. In the itomos scene betwssn
Eagellan and Alvaves, his esriy snfagonisi, a distant guitar
fading in and out of the dialegue, heightens the mood of suspense
end intrigues
The first storm st sea is very «indlar %o thg storn geduenen
in The Besous, Instend of fthe cuntomary thunder record, Iee
usss the orchestrat “{Crwaconds of drums from™Grent Sea® and
sudden yell of trass, quick dimimumndo)’s The drans ard lrass
Yreak into the Sailor®as wisunl descriptiom of the stowm, and
 the four membsrz of the crow bogin a quick, frighiened,istin
service, backsd by the mutiering of m@ar- Tis qymbals
wmm the clearing of the wtorm, and the note of ralief is
oxprgased iy the Jedlos ¢ noxt gpoeche Host of lse's sound
effecta are wesanled sxprossionisiienily by muzics The
religious motifs evoke the requirsd atmosphere quickly and
accurately, while the Pew natamaiiaﬁa effects are of grasiar
value and suggestive power beomuse they ars used with gudh econOny .
Sackville-Hest's influgnce ig also apparent in Lee's um of
nisic to intengily o suastein the ewiicnal climsges of the play, |
and to suggest tempe and moed in the sotion. At the first
mention of muwtisy following the texrar of the storm, a drum
rhythn Pades up bshind the dialegme, sugsesting impending evil,
As the sailars anmounce thair Flscontant and bomseickness, each
speeoh is pumetuated by the stroles of a bell and the sequence
gradually builds in exeltement wp to tha finel chorus:

This place burns with ﬂz& iee of hell,
Ist us go homel

The music reaches s sudden orescendo, only to be capped by Magellan,
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his voio2 ringing as if between cliffs of rockse Ies excels
in the use of dramtic contrast by Juxtapoging vislently apposed
emotiong either betmeen t#o sequences or within the dialogus |
itoelf.

The most moving sequence in the play follows the Satlor's
m&aﬁw description of the mzaship &0d hoxror they endured
while crossing the Pacifict |

Sailor:s Amd thek PFonds of hunger and hell came up out
o? the muters aad o salled tirough them demated,
for days that would mot end eee

(A eracked bell. A trickling of water. A lavgh which ends
quickly in 3 long eigh «..)

These fow sound effects immediately svente a praeefial atwdsphare
in a space of a few psconda., “Then siaxrts a &y, sd, brokon
- song, With guitar.” Tn the simplest language and with o stwong -
regular rhythn, a wice sings longlsgly ef the givl e left
behind end of hla esent pPiight:

0 iight are har hawumchos

And warm 1a the lover

Yo Lieg with heor glesying

Above San Rogue,

But I am a satilor

And heavy the Blanbket

And cold the desp oocenn

T bed with todsye.

(Rosa, Rosa de San Roque,

Cold iz the lover T bed with today.)
‘Supsrimpossd on this snuenful lawment, snd in violeni ooutrast
with it, is the Saller®s description, in Wizarre snd heryifying
images, of M orews' hallucinniions:

FRe dleds ond they put him in the ges,
and he floated away like s malon eee
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The sca ix full of melaust
¥atch how they roll and grin end chatter a@a.imt the ghip,.

Tm vividly presentad swotlons, ysarring and despair, are 0B
wyed aimlwwusly to ereats a composite isage suggesting the
torror and hai'iiskip of counkless days wader s blazing san, on
the open, moitlonless Roude | ‘ .

In the d¢linealios of charzcier, lee is closer fo the methods
of ¥zoleica than to those of Sackvilledisgte e selacts only
tro characters for fetailed trestuant, tho Saflor end lagellan
hinsel?, both of wom are drams in broad, swpiabic outlines,
with all but their most essertial treits slimimmted. The Sailor,
diesaze ridien, haunted by memory and obeesned Dy sin, is the
central charscter in the play, sad Shrough his leng marrabive
spaac!_ws,' tonda to overshaden Megeliame lize ip Pirst and forew
most telling a zbary, 2o we oniy msayr sxough of Magellan to make
that story intersatimz and owedible, and to keep him vithin the
dsterer a yange as leader of the expeditiow. He is wresonded
as a nan of fSerce ride and cnuvegs, fia:ity of purposs, stremgth
of character snd breddith of wision,  From the first opposition
to his prelaet to Wiy death he showm wo wrcertainiy, m muepisicnm
of failwre, ¥ losssning of deterwimation. Ik msay respecty
he is very 1iza MacKeice's Colunmbys, hud whore Galmma Puroally
succeedsd, Hagellan failed, Ise suggests thet 1t wae hils over-

- confidence »md pride that alloved him to sat out on the wewdlsws

expedition thich resullied lm his death, Hs 1g wmore masorupdieus
and less tactful then Columbuss TFar from yopular with hisy crew,
Magellan nevertheless commands raspect as s Captaine The Seilos



desecribes him:
We did not love Magellan,
he was sharp as pepper, hard as a turtle,
eraf{y, bloody, cold as pitch,
His eyes were like canons, not the cyes of a mane
Yot he was a mane

00009y too0osaos s Sapn 8

he drove us through ssas no keel has cut before;
he sailed us like a fisnd, out of our knowledges

We did mot love Magellsn, —- but he #as a captein.

The subsidiary characters are inclined to be flat and mebulouse
None show amy marked personal tralts; they only serve in the
furtherance of the plot. Iee apparsntly relies on the actors
t© make them credible people and on the mroducer to create a
dramatic paitern of light and shade from their voicess The four
Marineros, represanting the ships' erews, function only as a
chorus, speaking their reactions to the warious imeidents, comment=-
ing on the action or the bshaviour of their leader.

Ise's dialogue and narration are strongly stylised, yet aimpie,
concentrated and imnediately intelligible, Idlke Hagﬂ!eice anmd
Sackvill e-¥est, he avoids naturalies to maintain a sense of
digtance in cheracter and storye Tor ths most part, the play is
writtsn in a heightened rhythmical prose, designed mrimarily to
. be spoken. Iee's ghort, graceful semtences, and limited but
vividly used vocabulary constitute an adnirable style for rsdio. .
At times it has the quality of besutiful and original poetzy —
the starving men's dreams of home and liagellan's Christian appsal
to the islanders -- but it alwayas holds firmly to the dramatic
line and never drifts into pure embellishment. The lyrical
passages siow an effective simplicity, a striking control of
rhythm and an cmotive content, not desp o compleX but extremsly
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movings The imagery is predamingntly sensucus; we are made
to me, hear and feel the debaucheries of the sallors, the
mutiny, the hardship and wornders of the woysge, It never
ceases to grip the attention and can, in a sentence or two,
spolsen aloud, its dramatic effect would be congidarably greater.

The form of spesch, Les explains im a short Introductory
¥ote to the play, aims "i.s first to capture the eye before
aﬁmpting to moye the other senses, Writter for radio it plans
2o traﬁmit, above all else, a visual experience, and for this
reason the story is %t0ld to a blind beggar, with whom the radio
© listener is identifieds"(pe5.) In Christopher Columwbug
Maclielce took every opportunity %o f111 out his scemo with
visual deseription in an attempt to compemsate for the radio
listener® s blindmesa. » Sackville-West &mt to even greater
lengths in ths long, descripiive passages of Yo Reacuc and Loe
does much the same in The Voyage of Magellan. The chief
danger with visual 'daaéziptign is that too much of it may
eagily result in making the listener conscious of his blinde~
ness, therely destroying the completamess of the pley's illusion ==
" and Lee doeé not esoape this dangore Hisg visunl imegery is
carefully observed and beautifully expressed; the tachmique of
having the story told to a Beggar perfectly sound ~- but the
Beggar does not have to be blind hefore the listener will identify
hirmself with hime Iee hsld the contrary view, and his overe
fraquent reminders to the listenar of the Beggar's blindness
soon become tediously extravagante In his very first speech
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the Beggar announces "My bowl i3 as enpty as my blind eyes.”
The ilor aprroaches him and says: “

I will oit with you in your darkness
and look at this Wright streoet,

Your syes are lils slatea
on which I would write a siory.

. eceottly a blind mam such ags you '
oould see what I have to tell and belieys it.

Magellan's "... &yes were like camons, mot the eyes of a man";
the Marineros "... were all blind at the dam of that Journey.”
In the Sailor's narvatiom, he desoribes the first landing: "This
- land, blind man, was pride amé terror {o our syes." On finding
- the channely "We rejoiced, beggsar, in baing blinder thsny you
are", and arossing the Facific: "Idsten, blind man, that you
may ses the humger and dsath.” In the fatal encowntar with the
Indiang, Merellan is stabbad in the face and his eyes osvered
with bloode One of his officers sses him: "Oh God, blinmd mel
They have staboed him," and bw, 4ooc, is blimded.._ ‘!.'h;q play
closes with the same irritating lusistence:.
Sallor: Ve have sowmo to gay Nass for the living, and for
" the gouls of the desd;
kut you, blind man, if you could look wpon us
who are Fefd,
would not lmow whathor we lived or diade

Begear: Sailar, I do not meed to leok, '
by my ears 1 kwmow your death is already with yousee

This repetitious imagery sugaests timt Jee cannot accept a medium
which omits the visual ssnoe as @pﬁble- of prenanting an sdequate
interpretation of reality. The Beggar's fun-tion is to set the
atory in its proper historical pernéwtiﬁ, and this he does

quite effectivelys But his blindnegs is toodviously a technical



device, a deliberately mamufactured situation mot at all
eszential to the play.

Like the two historical yoetic radioc dvamas which precesded
it, The Voyege of Megellan gwina iis effect by working with
po@tiq intenaity on a basls of facte The stories of Columbus,
Odyaseus and lagellan were well Imown before hard, but in the
hands of three poots who poéseased unusually original winds as
well as a thorough familiarity with the wrequirewents of radie,
they were omce more brought to lif's inm & new foris. Beviewing
the first performancs W&WM - Edward
Sackville-Wost was not impresssd with either the production or
the acting, but for the play itself, he mas full of roserved
admiratiom: "The authenticity of the Puatry was very mresting
and 1ifted the programm on to a mare enduring plane thas thet
usually inhabited by commissioned scripts.”(30)
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vie
Kam'y Reed,

Herxy Rewed's vadie adaptation of Hermn Melville's novel,
Meby Digk,wus first broadeoast im the BEC's Third Programme on
January 26,1947, with epecial music conpossd by Anthony
Hopkins,(S51) Idke the historical dramas of louls MacNeice and
laurie lee, it is a dramatisstfion of a story reasonably mll
knowne But whereas these other two plays Wers bassd upon a
loose framework of incompletely documented fact wwhich allowed
the greatest froedom for imeginative trsatment, Henry Reed
ws tied far more securely to his original material becauss
it already existed as a complete work of arte Although the
Odyssey also existed as a complete work of art, it formed only
the basis on which Edward Sackville-West constructed an entire-
ly original radio opera; he did not pretend for a moment that
his work wag a faithful adaptatiome This, hovever, mng the
aim of Henr;” Reede As he said in an Introduetion to the play,
there were duties to be obssrved towards Melville, his readers
and those who might become his readerse Wheother Sackville-
West consciously thought he was obliged to parform the same
duties to Homer is extremely doubtful.

In adepting a play or a novel for radin, the dramatist
encounters an ethical prohlem: is he to sacrifics fidelity to
the original material in the interests of recreating out of it
a new and complete entity, or is his first responsibility to
preserve the spirit of the coriginal even if it means rejecting
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certain additions or amissions which would improve its effective~
ness in the mew madiuf? Hollywood has provided some mtarimm
exaxples of the former attitude with films faintly resewbling
the play or novel oz which they are said to be basede Wimn the
soript witers, directors, scters and other prople cowcernsd
with the production have all added to or deleted from the origimal
material to suit thelr om rnqxxirmh. and the Company directors
have diztorted it further to suit the raguirements of the

Agerican film audience, the wemult may still be a good film
though it contaims only the slightest trace of the work on which
it 19 baseds Owe of tin bast exanples of mdern adsptation is

is clewerly pressrved in charactsr and atmosphers, James' pross
is trangfonm.ad into convineing Victorian dialogue, and the
charscters, #ith one exception, exerge as the smmct counterparts
of their ariginals, The exception is Morris Townsend, who
- undergoes a alight transfamation as the remlt of a n:mr plqt
alteration which is vital to the dramatic eonstruction of the
Playe

It is eategorieally true that a work of art desigeed for ome
mecium reaquives scngiderable chlanges in fnm, and sometimes in
- content, to adapt it to th@ peculiar requirements of sxether
medium. The adaptor®s task is primarily to mwreserve the splrit
of the original Wy meking only those changes indispensable to
the transfer. The cnly excuse for altering content, as distinct
from the omission of episodes, is to suit the demands of a mew
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form, which will enmable the adapiation to stand on its owm feet
as a complgte work of art., The adaptation for radio of a movel
or stage plnry is further complicated by the tremendcus mf
of compression inwvolveds The averags radio play r*umlfor little
over an hour, and to reduce a novel with the scope -@f, 84y,

at, to that amtmn would be almat impoasibles
Therefore is assensing a radio adaptetion, such aa Henry Reed's

Mohy Dick, two viewpoints mist be m‘miﬂareﬂ:- to what extent

. does it reserws the spirit of the origlnal, and is it a good

radio play in its own right? Obviously the opinion of a
listener will be ocoleurad by #hether or ot he has read the
original, If he bas he will loek for a faithful r&meémﬁan,
1f e hasw't he Will only expect a good radie play,

By far the greatest proportion of radlo drama today consists
of adaptations of films, movels snd playse Many comeroisl
rrogrames cepitaliss 611 th@ fact that myet listaners are
faniliar with the stoxy of their 'plawsg and are content to
produce alipshpd adaptations which yrely for their effect on a
series of reminders to conjure up in the lintener's wind a
plcture of ‘ae origimal, The listener my easily confuse his

. knovledge of the original with what he hwars - and this
intvoduces a third mhiam in the task of asseszing an adaptation.
One thing does, er,m Hom the tangle,; and that is: an
adaptation must bs a good radio play, and disregarding 511 else,
this is what the critical listener is entitled to expects

Edward. Sackville-Weat’ s review of the first performance of
Moby Diek is coloured firom the outset by having read Nelvills's
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novel: ";As a radio script, Mobw Dick sttempted the impossible...”
He regards the movel as a stupendous dram of almnst Samkespesrean
proportions and despite the fact that Reed's play d4d "ees for
long stretches.«. scesed in onsting over ms the sonbre spell of
the bookses” it was impossible %o confine the broad aad powerfil
" atmesphere of ths novel within the limits of » broadcasting

studis, “ir. Reed did mot guite muke i%, but it is doubtful
whether radio couwld evar capture the magnificont sweep, the
emmlative intemsity, the grandeur, yet yenetrating insight into
character such large scale novels present," Despite itgs mary
impressive Peatures, which Sckville-Nest freely admits, the
radio play wis to him & magaifisent but memovable failuree(ss)

Considered from this point of view there ave faw éwel;s whoss
atmosphere, sharacters and incidents could bs cosgletely preserv-
ed in radio adaptations The listemar st shmfwe readjust
his critieal .attihx@e'ané" first Jook for wiwmt ismry Reesd achievaad,
before aritiecieing his shortcomingss |

Reed's play owas mich to the theory of postic radio drama
formulated by Maceice and Sackville-ieate In its broad treat-
ment, dramtic plot and firm construction it resenmdles

, Waile Reed's use o wusic and the solilequy

clesrly derives from The Bescuss Ths play comoentrates on the
cantral drsma of Nslvilla®as navel, the tragedy and symboliem of
the mysterious Captain Ahab and his demoniacal search for the
white wnle; tut irrespective of Whether the aymbolise is gresped

by the listenar, he is eanght up in the exciting action of the play
and his attantion hald rencerselessly toc the ende
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The coms  raction of the play is compact, and although it
covers a Variety of dramatic incidenss, there is ne svererowding
ner ovartaxing of ths listener®g lmagination Wy long ssgionss
- of viclent action. Am slsusat of suspsnse is well malntained
from start to ﬁﬁis’q. Lirst by the mystericus stowmwys, Shen
by the revelation of the Parasves and their pelationsitip to ihab,
Singlly by the mowrting elimex &% the peemuls of Moty Dick
himgelf. The sequences we 1ot cverlong, the Sransitions oG the
1y handled by mueic or sowrd effecia, wiils the enisodssz are |
firmmly beld together by the Jotut nmration of Mappls and Iigmasel.

Ths prologue of the play, Mopple's sexwon in the churoh, is
aduirably conceived btut siructurally unessd: “Openiig muaie,
through which long, fainmt, swddering wirdeg scem o p'as, Fe
are in an echoing chweh.” DBrfortunstely lhs sermom, Wilch is
intendsd 4 pet the maral and religlous tons of the play, is
far %00 long snd toe imedatentiale In w medio play, the
exposition rust quickly irvolve the listersr Im the chmrvacters
and background of the story, bub vot for smme time doss Reed
intimate that the scese is set in Nentuckst, while the character
of Mapple does mot fall inte parspestive wmtil he is heard as
Narrator and Chorus after at least Piftsen miautes of Gislogwe

The prologoe ends with an uprush of muglo which taloss the
listener to the wharf where the cwesking of the Psqued and the
ghouts of the crew indicate her depurture, An atmosphers of
mystery and anticipation 1s well sustained up to the sliasx ef
Fart I — the first whale kumt, of which the listener is givem
a rapid but gulte detailed dewcription. This sequence is
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besutifully mandled and shows Reed's clear understanding and
exploitation of radis technique for the most dramatic effects.
After monihs of voyaging, the first woale is sighted. The
sequence is intreduced By "A mild, swaying musie ... suggestive
‘of imtense cals and heat”, which fades into Cabeco's simple
Iyric to the sccompaniment of o guitare Superimposed om this
are s few lines of érm,"guod humowred disloguee The spell
is broken as Cabeco fininims his song Yeee OR a0 ostave hi gher
than the previous stanses and #hins the mote out into silence.
Pause, Then faint, and far a¥ay thres indictingiishable words
sve oried out from the masthesd ... Tasittege and Daggoo repeat
the ary (There she blows); it is taken up all ovar tho ghip."
The saquence builds up to a thunderous climx as the mt gets
wder way. Tha Yenaion increases, them is the sounéd of
mﬁnir:;g feat, e woment's silence, then s horrivle ory from Ahab
for Pedallah the Parsees The mutiered swpriss of the crew
is followed By a seoond scream from Pip when he zees the terrify-
. ing Parseess Phere 1o the moise of running foet,, of wood
nowing agsinst wood; whispers of surprise from the crew, a
saggeation of nusie 1n the basigrownd, fimlly the roaring
. sound of rops ruming through blodza, and four loud suacks as
the bosts it the watay. Thewe few yound effects whip wp |
excitemmt in 2 matter of ssconis with greater sccuragy and

e roYy thmmaml pages of the mogt frensied dislogue.

The whale hunt, im sll ita wild confusion, is cleverly presanted

Wy altermating the focus between the wen in the boats and Plp
and Mammman who describe the scene fyrom the methead of the
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Pequode A descending awirl of music carries the listener fyOm
the ship to the boats, where shouted orders and the straining
of the rowers ia heard over a great noiss of the ses. Before
this becomes oppressive, it is relieved by anothar sweep of
music which takes the listener back to the masthead, and a
passage of vivid narration follows. After the whizz of tis
harpoons and the frenzied threshing of the whale, the climax
is reached in Pip's excited aries "I ean soe red b100dlese",
punctuated by arescendog of mugic - which riges to fortissimo
then cuts out abruptly. By the caraful use of dialogue and
effects, murle and narration, Part I ends with a marvellously
vigprous climax, while at the seme time the listener has been
equipped with a realis‘bi«é picture of whale hunting in preparation
for the encounter with Moby Diek in Part II, a

The opsning sequences of the sscond half are deliberatoly
written in a lower key as preparation for the appearance of
the White Whale. After an atmosphere of tense oxpsctancy has
been set, there are several minor dlimaxes of imcreasing |
fervom leading up to the mjor climax -- Joby Dick's destvuction
of the ship -~ with which the play endas Dwring the calm
bafora the storm, the Peguod meets several ships whose captains
give news of having seen the wiale. Ahad's determination to
kill it grows more fanatical and infects the rest of the crew,
but as they learn more of the terrible creature, their enthusiamv
wanes, wntil it is only Ahab's foree of character that prevents

Starbuck and the crew from compelling him to return hime.
The violence of a storm and the death of a sailor heighten the
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susperse, The tempo of the action then mmentarily ralaxee
as Ahad quietly confides to Starbuck the reasons behind his
determizgd asearche
Suddenly Ahab
| Yreaks off with a great, astonisbed intake of
Wreath, and then he utters a tremendous ery of
recognition: _
Ahab: THeB-E=ERE] ==

- (his voice is jJoined, as the word extends itself
by three other wwices in the distance).

The 4 Voices: There, thave, thexe she blo-ocoows!

(The cry is taken up all over the ship; genéral
; tmnlt).

fhe greatest problem of the adaptation, Reed mentions in his

Introduction, was the finsl pursuit of Noby Dick, In the movel
' each of the three hunts is described without repetitiveness,
- and all are exciting., He could not cut them dowm to one or

~ tm hunts, Yet three would bacome tsdiouss Se thsy are all
included but treated smmeasiomﬁca:m{ the first by the same
~ cross fading technique betwsen the boats and the masthead as in
the previous hunts the secomd chass is in tha form of a Verse
intermozzo spoken by the spectator Istumel, Then follows a
break before the final hunt, when the focus returns to Ahab. :
The function of the Parsses is revenled and dhab's frenzy of
‘exeitement reaches a posk when he dizcovers Pedallah is missing,
There is a lull in the intensity of dialogue and music befure
the boats are lowered againe The final hnt is represented
mainly ly music punctuating brief mmatches of dialogwe, It
talas on a pew note as the whale rushes among the boats, and,in



a tremendous climmt, charges and smshes the Peguod:
OMNES: (a terrible ery) The Whalel The Whale!
{An infinesimal silence; then music up lowd, and a
roaring and tearing noise, and an evermoug thud as

the whale hits ths ship. It seoms {0 detonate and
is followed by a crashing amd spliswbering, and by -

criss warse then any so fur heard, There is a
great nolse of the ssa youwring into the ship.
Mugio rises and dominmtes everything and at last
subsides behind Ahabees)
He flings his last harpoen gt the winle, "A great Zool..
the whale music pounds out in full end frantic force for
10 gecondse A atrangled dm‘y.is' heard from Ahab..." as
ho is dragged overboaxd ly the rope. He dies with ‘the
name of the great White Whale on his lips, and "The music
surges up in a loud finals."

Reed keeps his action moving in such a way that 4t ig
always visidly to the imner eyes The appearance of the turbanned
w#halers in Part I and the throe hunts i Part II are fine
examples of typically visual acenes transglated into equally
offective aural terms. Moby Diek is a nlay orammed full
of violent action, yet each ineident is pictwuresquely drama-
tigsed without straining the listewer's ear after too meny
divergions. The action is carefully broken up, without los-
ing its continuity, bty brief periods of rest t» case the
continwous straim on the imner eye, which gives the highest
points in the play anm wmisually powerful effect.

An inharent danger in Resd's technique is his tendency o
overload the sound texture. As the Pequod leaves port, there
is a three desp montage: the normml d:i&logm i3 spokan over

fe s0und of flapping sails and Starbuck's shouted orders.



338

The emplicsted effecta of the whale humts, and of the sequeness
in Part I which lsad up to the stom, could easily becone ine
distinet and blur the action without oareful handling by the
producere Wasther Stephan Potter allowed this to happen in
his first production of the play is uncertainm, as o reputsble
crities were somawhat opposad in their viwlé. Philip Hopew
¥allsce contended that it was a production Qf- g;eat Jrecision,
clarity ani evecative pwer(s3), while Edvard Sackville-West,
thinking more of the play than of the performance, ’ma that 3¢
was not altogother Stajzhnn Potterts fault ".q¢ 1f all the
soun? end firy of Part I wers more irritsting than graphic.”(34)
Shouting and confusion cam create gquite & powerful atmwsphere |
provided they are mot allowed to dominate the soumd pattern too
congistently or for too long -- amd this Henry Reed tends to
do. lore effective and sconomical iz his manner of revealing
the fearful Captain Ahab by the fading up and down of the tappisg
- made by his ivery leg. |

Reed's extensive use of masic to take over from the action,
or to add its m emotional colour %o a sequence, is 1a§golv
baged on Sackville-Fest's methods im The Rogcue. Music extends
the action amd points the rapld changes of scene during two of
the whele hunts as the focal paint shifts between the muall
boats chasing the whale, and the ship itself, where a total
inpressior of the action is being describeds A misical motif
symbolises Moy Dick's apmroach and subsequent appoaramcs. Ths
impressive theme stesdily srells to domimate the orchestra in

the great struggle with which the play ende. Masic is alsn
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used as an emotional backing behind the soliloguies to broedem
the effect of the poetic speschs. Ome af the most hosukiful
paesages im Moly Plok occurs when Ceptain Ahak dwells on his
hatred of the whales A the sallors’ shouldng and singing
racedes into the distanee, it is averlald by a long phrased
adaglo melody which s held bebind Ahab's soliloguy:

Abab: (20ftly) I leave a white and turgid wake; pele
watsrs, paler cheeks where'er I sail. Ths envious
biilowg gidelong swell to drown my trackass lek
theme But first: I pass!

Time was when the mulight spomed me, and the sunset

acotheds No mores This lovely lLight, it lights

ot me; I am dammed, most subtly and most maliguntly,

damned in the midst of paradisse, I am madness maddemed.
Of this passage, Roger ¥anvell wrote "After the larger dimension
of action smong the ship'i crew, Aladb's voice in soft closs-up
has an overwhelming emotional emphasis, which is enhanced by
the music behind £¢,"(355) Written in a teightensd, almast
oratorical rese, the soliloquies are imbwed with immense strenth
and beauty through their pronounesd rhytis asd richly asseciative
imagery, In a speech of mingled regret anl sadness, Ahad
addresses the whale's earcass hanging from the mast:

Ahab: ‘4eeThou haat been where bell or dlver never wents
hast alept by many s aailar's side, where slespless
mothers would give their lives to lay them down... A3
yeu cannot see whet man have done t0 YoUess

He gases entranced at the beautiful white form of Hoby Disk:

Abab: ‘Lock, Laeck, mane How beautifilly be alides through
the water his whele, long, dazzling sides; the mes s
os’m again for me and him; Jwmxuriously he spes, his
court of birds attending hime.e Oh beautifol Moly Didk,
wigely thouw hast thy hidsous Jaw beneath the water.
¥o, not the white bull of Jupiter surpasses you! Oh
calm, enticing calm, oh whale, tihou glidest ofses

The dialogue proper consids of highly stylised prose which

<7
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adds a quality of distance or rerctmness to the stoxrye The
santences are for the mest part short, bt the »eadar should
. yemamber that literary punmobistion does not mmrﬁy bear
any remeublapes $o fhe dramatio deliwary of the linsss Whan
read g;oua, and punctuated aooarding to semme and emotion, it '
is clesr that the proce was wribtten by a drematinst with a
sensitive ear for spoken lapgmges Fagy o spesk, amooth
flowing and beautifully elequent, the dZalogue, with its
picturesqne s;nmws imagery and comaand of rhytim, is ideally
sulted to the emotional grandeur of the play,
Sadwi.lle-ﬂest' 8 influence can sguin be seen in Read's
poetie introductions to the scenss in oy Didke Hot only
do they function as marration, setting time and place, condens~
| ing or mmnﬁng on the aceﬂ.en:, but, put into the mouths of .
Isiml and mppla. ‘@hey reaspture s@ﬂsﬂﬁﬂg of ths slngls taeu.s
‘llelvme imposes upon his sory by Isfm uss of the first person
singular. They also serve to ease the listener's hardworked
imagination by providing periods of calm betwsen the storuy,
action-packed narratives Reed's werse ig fairly régulan, -the
lines long, the Smagery mimple and the meaning alwmys explicite
The deawip;ti.m pagssegas are exalied, wefreching ard ﬁvﬁﬂi |
"y.o In the strangled exile of winter

The iceberg bresking south and far from its proper mnﬁnes,

Till a limk in the ice-chain melts, sud the @isd for a lulling moment

Suspends 1ts rospsey song. ﬁ‘w spring kas bagun o entore

The yaek of blosd through the mist, and blood beked in sunlight,
The slither of bleod on the deck, smd Blond in fthe twpest.

Bqually impressive is the swift, racy mmﬁism of tho second
pursul t of Moby Dicks
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the leviathan,

A score of lances in his round, whz'he sides,

Iashes and beats the watare Kepu, men,; bharpoens and boets

Are the white whale's drapings ncWees X

I have seen ledcoons agoiuys md his ohildren

Yearning and torn by the Hydra, eee .
. The mysterious Captain Ahad domimetes the playe Hs is m'o:im
as & fignre of heroie proportions, but less sxphatically than
Laurie Iee®s Xagellams Despite hiz subnormal cbsession, his
famatical intenmsity and courage, Alah is .sﬁ‘ll |/ hasan being. At
times liis obsession is quite insame, but the reasoms behind it
are alweys explicite 4s his entirance in Part I :Ls mrepared for,
the listaner is 3.35 to expect an Ilnnuman maniac, a herd-headed,
unsympathetic slavedriver, but after ‘Iu.a ] i*s‘{: speech iﬁ ip clear
that Ahab iz popular, generous and rcs@eﬂ:teé By his erew, Manatrous
as his passion for vengeance sy he, ho iz o man of swch intense
gincerity and w:il"l' power, that #hs w/mpathy of the ligtemer is
quidkly wom over to him. Aheb's hmanity emerges in hies defriend-
'ing of the smil black oabin hay Pip, win loses his mind efter
falling overboards Their relationskdp in the pley is similar
io that between King Leer ani the Pml.

Starbuck is imdefinitely characterisad, He possesses the
courage to cross Ceptain Ahsh, but krows kim well enocugh %
.realias he will earn Ahab's respect for doing so. Stubkb is a
doﬁghtféi e!mr&eﬁr-, as he coaxes the rowers with "ceolng
matirical gentleuess™ —- "Pull, my children, why don't ye pull?
Why don*% ye ?u*eak your becdbones eh?® The remining saliors
are vaguely differentiated: MNanmmem, the old dresmer; Cebazo,
thie lighthearted, devil-may-care singers Queequeg, the good~
natured Pacific ‘Islander; Ishmesl and Mapple, #ho stand apart
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from the actior as commentatars. In ecupaxrisos with Ahab, nene
of the other characters have much importemss except as fofls |
to him, and for their contribution to» the atory; henoe there
is e neeessity for theu to display amy marked idionymeraning
apart from those of a surface natwere to zive the woducer and
sctors saething 4o work en.

Moy Digk is wmdedbtedly one of the west mucsesefl, exelting
snd fizely written plays for hs microplons,  As a plece of
radio entertaimsent, it is crmplete and nelf-eufPiotent, Wit o
what axtent hias Heed sacceaded in preserwing the epirvit op
ssmntial core of MHelvilln's novel? The book is a Profuse,
ovatorieal and complex work, padked with éumi;atm,md beliing
it all, an zlusive, mbal%l strustures The atyle ranges
fron the mejsstio ¢o tie abmad; 1t has a magnificent breadth |
of vision, penetrating characterisstion and wyeterfous overtones,
yot it abounds with improbadle, rhetorical dislogue. Mol Dick
iz a tremsndouy movel to survive conpression into a wadio play
of only about ninsty mimutes duration, |

In hiz Introduction to the play, Eenry Reed discusses some
of the problams which confremted him in making a radio adaptation
of Melville's nowl. He congidered rome of the conmtents %o
be superfluguge Everything, ixcluding the leng preliminary
chapters on the technisalitias of whsling, of whaling history
a.nd the Gistory of whales are asgwential 4o 2 cumilstive and
" comprehensive piotures *HMelville has chosen a subjsel apd decided
to omit mﬁﬁﬁg relevont to it., He is maﬁnz;' me pertionlar

wopld in all ite completencas.”{p.8.) Whyx the time ayrives fo
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the final parsuit of Noly Dick, he ig detemnlned thak the reeder
should be thwrowdhly familier with evary detail of wheling
technique and therafore de in a position to concentyaie molsly
or the besuly and Serrar of the wixite shale itseu‘, which coptains
the oentrsl msaning of the novele

In redueing ¥elville' s fmnsnwe canvas o the required time
1imit, Feed was obliged %0 omit a lerge mrepevtiod of this waterial,
He rejeoted the dousmentasien in Lavour of the book’s centrel
drama ~= the tragedy of Cepialin Alwb and the symbolice of big
sslf-imposed misning of destructions Aheh i tke tragic hore |
- who meets death through » tpeit in his o7n character and achisves
glay through suffering. FHig wealnewss is irordinate mrids, a
force in his own soul which drives iim beyond the bounds of human
endurance a3 ends fn his own dusthe This overweening self-
confidence is motivated by the great white whale, which b2 Ahab,
iz something larger snd mewe infinite than a spscific anizal.

To schievs alarity and conciseness in the presentation of
Ahad's drama involved some saltevation of Melville's movels In
it, Istmeel survives for no betier rsason then to tell the atoxy
and relate the fimal chapter, but in Heed's adaptetion, ho perighes
with the rest of the arew and the play emds with the deatructicn
of the Paquod instesad of an amticlimaxs Ishmael is before the
microphone more continuouply than he remaing im the zmmm' of
the reader®s attentiom as narrator of the story, while htis poignant
friendship with Quesqueg is olininateds The churector of Wip
is emphagised more in the adaptation than t&m’mwl, 0 veveal
the tumanit.” of Abab and to relisve an &1l amle cast with 2 treble
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voios,e
Rred has nodifled, transvosed axd added to mewy of ths lonug

speechen of Shab end Stavhuck, bt in the main, ke retains the
ranstoungs, the cloguencs of HNalville's yruse, and trangforms

g mmwsaﬁm& iwnn mllcm's dislogues The multifaricus
ineidents, the hugs camvas, the varlety of topies whieh the movel
containg are all held tugsther soldly by the unified tone of _ .
volce iaposed on thom by the $oller of the tale. Beed's
sdaptation is held together By a flm dranatic congtrastion
which Treaks up the high polats of the aclion by pez'iaéa of
- rest and prevents toem from sounding mersly sy a digjuinted series
of *roaring clﬂmxea”. . Tm are algo conneciad by passages of
original narvation pat im;a ths reouths of Napple and Zshmssle

Is restricting hiéf adaptation to ﬁw Amsomiae Caplain ihad's ‘

© guperratural rvevenys, Roed snmesaﬁﬂl,@v avedds the damgars of
digrossion mad suwﬁaﬂity without descaing overinsistent er
- moBotonous. .
| Both Malvills and Beed tell their story ia realisbic temsse
It 43 not Jugsled with to 1t & pttern off symbolimu, but she
aﬁ&rita&l reaning coscpes as vigible objects begin t take on a
new, mystsrioue gignificence. Yhe whale, fox emiaplis, iz geen
clearly and socurately befors it is recomised as a gymbol. -
The aymbolisn of Mpby Dick iz wol such a Tweoiss egualisation of
object and meaning as in The dark Towsp. In both the play and
the novel, it gradually hecames clecver that Akeb is pursuing
| something more than a whale, but its ecxact meanmg is imgnmibh
to define. Rewd sves it as ".es the face and the unquesticmable
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Figmant of God"(me7.), but he refusss to continmm the perrallel.
s because it wuld be false to what lislyille thought akoot
the ambiguities of existance. Aheb, 1iks Promihens, #ill mt
acoept God's Judgment and rebels Iy secking o destroy it.
Sinoe that can oxly mean Seagedy, an‘ sxpedition falls, The
whale is both good and evil, baauty an? torrar, imperturdeble
and all powsrful, To Ahab it rerrogwis all the evil that has
inflicted maskind — hence his iqlacabis purauite But the
whale als> symbolizss the Jadgamt of God %0 Nalville, therefore
Resd corstantly suggeste that Almk's affooty to destroy 1t are
merally wrong. |
The core of lielvilie®s zoval Liss im his chapter on the heauty

and terror of white objests, animate and inmmimates Reod Weans~
fom this ohapter into a magrificet; shmiantly clesr conves-
sation between Napple and Iskmaels

White horass the blizmarml rijens, s siwended Pigure in the nist,

his white volos winding round youe Undar ¢he tyople wve

the white shark glides and waites ‘Mbsness is terrer.
Whitsness is alsc beanly, and the besuty and serror of all hings
is synbolisad by the alhins whalee

¥ithout the slsboratemoss of lelvills and withis a far smller

s00pn, Beed does captmre the mowel’s spdritual theme and preaents
1% inside the framewnk of & radio droee that tuet resmin ese of
the most intelligent, Imaginative and fatltiful transformmtions of
& wrk of art from one medium 4 anothere  "Mhat hetter pratss,”
wrote Philip Hope-Wallace, “shan the word 'adaptation' didn't
come to mind. This JMoby Digk wns not only a perfactly walid
projection in apother wedium of lslvilis's splendid booky i1t was



337
independently and sensually *alive® as a nev film or opera or
vlay, catehing and holding the imagination from start to
finish,"(36)



i (57)’ is t.!;m

Dylan Thomas® play for volges, Undg
most ompletely ariginal and the most thoroughly oetic con~
tribution to the art of broadcast drama. Just as his lyric
poetry was outside the main trends of his time, this plsy has
o precedent im form, content, treatment or stylss The
publication of Zndex Milk ¥ood and a colleotion of his radio
soripts, in conjunction with Thomas' sarly prose, offer a unique
opportunity to trace his development from am obscure, intro-
spective and exceedingly difficult lyrie post, %o & dramatist
who could work at sase within two modsrr entertaiment or art
forms -- radio drame and the film. | |

During the courss of Thomas' careey he displayeé a tendency
towards nore objective and impersonal modes of thought and
expression. This tendency first came umder noties in 1939,
with the publication of seven "poetio-mross” stariss in Ihe Mgp
- of Iowe.(38) Before that tim he had done a considerable
amount of roviewing for literary magasines =~ an occupation
that assumed greater importance in relation #o his purely créative
work as time went on == and he had written the soemarios far
several Pilmg, This latter pursult was very mach in the nature
of kack-work, but through it, he mest have lsarnt the elsments
of Arsmatic technique for more pemuanent productions at a later
time,

The storias in The Map of love show the first manifestation



of maxy elements which characterised Thomas' later prose and
dramatic works, particularly Under Milk Woods The stories
are all set in Wales, most of them with pastaral badgrounds,
and they ewls a small, intensely individual world of thought
‘and fael_ing. Thomas' sensitive psreeption of chrracter is
felt more precisely than it is presnted, but his unusual
eapaémy £ brilliant flashos of imagery permeates the writing,
1940 saw the publication of TW' autobisgraphical stories,
p Y A'(s‘a). They show a shrewder
~ paychologieal insight than the earlier book, and an increasing
ability for swift vivid characterisations The mystical. back=
ground of "The Jarvis Hille" is replaced ky the evecation of a
real Welsh world with an atmoaphere and character of its ow,
which Thomes brilliantly suggests in startling bursts of power—
ful, visual fmagery. Here for the first time is seen one of

his favourite and most chﬂaatari&;ﬁcblitm devices, the
eatalogue of :i.ﬁages, emxmerated at length, to -oduce a cumlstive,
overall effects The no doubt exaggerated list of his Juvenile
crimes in "The Peaches”, the desaription of the faryard in the
game story, and the list of auditory impresgsions in "Just Lile
Iittle Dogs™ are typical exwtplese “
- & Young Dog iaﬁorc mature work than The ¥;
greater accuracy of thought, a more contrédlled and sensitive

use? of language,and through all the stories run an exuberant
sonzse of humowr and a sauqy love of life,

In 1943, Dylan Thomas delivered his first radio talk,
"Reminisocences of Childhood®, which was broadcast on February 15,



It evokes a Brilliant picture of Smanses, the dirty, levely.
in&ﬂatrial town where hemborn, and blends with it,
rcﬁaneeﬁ.ons of his em childhood games am} fanaiea. Ia~
wparaﬁee in the tmm’e of the mript is a poem published
some yeara sarlier o= "Emehhd: in the Pazk" Preﬂmmﬂy
635@1@%&&0 m& nnnedia'bely intemgibb comparea with most
of his poct:"r. it easily blends a:it‘h the matalg:ie but un-
sentinental quality of the tulk. "
. ‘i‘o hear Dylan Thomas deliver a rm’ﬁ.c talk i5 an mfargetmble
, exparisnce His vbice, eloquent, majestic and grand,had a
ramarkable variety and rengee Be ook a temdaus Joy in
what he &d, while.his instinctive sense of comedy and theatre
_ eémbine-& delivery and subject matter into an artiéti_c whole
_ whieh has rarely been equalled by v*any sing’le radio performers.
Thanas was never a member of the BIC ataff, but he did o
congiderable awount of radic work, appesring in features and
| plays, and giving readings f;:r his own or othex people's po_et:y.
Louis MacHeice, in many of whose roductions he appeared, has
said that Thomas Wms & sibfle and Versatils actore He 1iked
to roar and be emotional, but he also liked grotesque character
parts; he "took production” and he knew how to throw 1inos
aWay if required to.(40) |

In the seripts that followed "Reminigcences of Childhood",
Thomas developed a singularly individual approach to the
microphone ,and through it, made hies art and personality widely
knom, His verss was obsaurs, but the persuasion of the pet's
voice and imerpretation did much to increase his popularity
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rent that he was slewly meving
away from the introspective chasurity of hiz early verse as
he found himpelf completely at home with a new, Popular form
of expression. Dwring a oanferoneo with students nt §he
University of Utab, vien he was vigiting ths United States in

ugmm. It became g

Smring 1955, Thawas said:
I¢ is impossible to be %too clesre I am trying for .
more claridy now, At first 1 thought it enough teo
leave an impression of sound and feeling, and lst
ths megnisg ssep in later, but asince I've been glving
these Mroadeasts and reading other men's poetry as
well as my omn, I find it hetter to bave more meaning
at first reading (41)

The hroadeast talks show Thomas' inoreasing interest in
people other than himgzelf, and irn the outside worlde His
vigion turned from an iwwmaxd gsze to a broad and generous
acceptancs of 1ifes, and as bds form of axpresxion hecame npore
oblective, his omn persommlity was geadually excluded frem

his subject mattere At last, in Under ¥

the stage entirely, and what had mevely heen dialogwe becam
dreme From the scripts published in Quite Early Ow
Morning it is obvious that Thomas' transition from prose %o
drane was not only matural but imevitable.(43) "Remimiscences
of Childhood™ and "Semoriss of Christmes” only eoncern idess
related to h:tnselt... His o memoxy is the subJest matter.

The literary styls, buayant, witty and siriking, packed with
inagery and infatvated with words, developed greater éhrny
and directness as his microphone tecimique improved. The |
szmm portmantean words, tlie. eatalogues, the alliterations,
every kind of rhetorical trick, imbue cach ssntence with glerious
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1ife, but the expression is carefully comtwelled and the line
of thought clearly preserved.

"Ruite Early Ome Moming) writtem some ten years hefore, is
ocertainly the original version of Updgr Milk oode It gives
an account of an early morning walk by the poet tihwrough a
emall Welsh seaside town, and though 1t has the same time
ssquence as the later wark, it is limited to the early hours
of the morming, and takes place in wimter following a stom,
not springe Themas describes the dreams of the slseping towm,
then the dreamers getting up and starting their deily businega.
The talk ends with a short "dramatic poem” in which geversl
of the towmspeople speak: Mise May Hughes, "The Cogy", who
becomes Nyfarwy Price in Upder Milk Woods Cap‘sain Tiny Evans
-~ and Parchedig Thomas Fvans who are the profotypes for Captain
Cat (they both possess the ssme ship ~- "$he Kidwelly") and
the Roverend E1i Jemking, Mrs. Ogsore~Pritchard is already
well estadlished: ‘

Dust the china, feed the camary, sweep the drawing roaa.

Angl ggrfgre you let the sun in, mind be wipes his shas.
Phoebe and Clara Tawe Jenkins suggest Polly Garter and Mary Awn
Zailors, #hile Cloth Hall and Nanchsster House stend ready for
Mog Edwardse The small village in the winter demm, deautifully
evoked in mrecise and vivid imagery, provided many of the topo-
graphical features of Llaregyb.

In "Quite Early One Moming" Thomns has almost completely

effaced himgelf, He is recording, not reembering, and the

ligtener's attention is focussed more on what he sees and hears,
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than what he personally feels, Daniel Jones says in the preface
to Under Milk Wood that the succé:s of this esrily broadcast |
induced Thomas to attempt a larger &rametic work sgainst a similar
background, entitled "Ths Town was Med"s Jones dewcribes the
post' s efforts te discover a switable farm, to sort out the
‘froblens of time gequence, nmarration and plote When it wag half
completed, Thomas changed his mind and decided to re-do the
winle thiag, limiting his plcture to the confines of the tomn
and extending his $ime sRQUEnce to form & omplete dnYe The
remult nof this was Under Milk Wood, but between 1945, when 'Quite
Zerly One Morning"” was broadesst, and ;955,% the msjor work
was completed, Themzs wrote several more radio talks, a dramstised
featurs and a film scerario, all of w':tich helped to develop his
dramatic tecinique and imrease his unlerstanding of radio as
a means of exprassion.

"Raturn Journsy”, first broadeast en Jum 15,1947, can best
be described am a dramatised autobiographical talk, though
officially it wuld be ladellsd & featurece On a winter's
evening, the yoet revisits fthe towm where he once lived aza
hay, in search of a rerson who represents his lost youthe |
Through & series of brief drsmatised eplecdes worked into a
central thread of narration, Thomas gives a retrospective picture
of his om dhoyihood, seen in ralation to hiz amrroundings and
contrastad to the yostr, hosb-scarred, snow-eovared eity of
Sraneoa agrinst which the naoration ig sete Although Thomas
is ths narraior, and bis subject matter essentially himself,

he presents an objective reovelation of hiz oun perzomlity
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through the impartial ayss of an apparently casml chasrver,
and through the syss of the pecples the marrator talks with,
who knew Thazas as & youth. "fhe yousg Thowas® he looks for |
could epgily have besn someone elss,
A This feature stovs Thomas' remarkable capacity for laughing
at himself, tmia éhil&mod pursuits and his cwn appearanos.
The marrator describes the boy he is lnoking for to the bar-
paid - gonscne with
Thick blublbes lips; snub Dose; ewly mousebrowa halrg
cre froant tooth broken afitor playing a gmse callec Cats
avd dvgm, in the Memuwid, lhambles; spesaks rather
foncy; $ruculent; plausible; a bit of a shover-off.e.
a borbastic adelescent mrovincial Bokemiane.s
Hs laughs at hls first Job as an sager, eredwlous, ra¥ cub-
reyorter; he laughs at his medium school careqr, where his
only cluim to faws was an "umdispated wight to the ehampion-
ship of the spitiing contest™, and he laughs at his firat youthe
ful encounters with the opposite sex. |
- "Return Jourmay" is a delightiul plece of wriiting, depenting
as much upon sound ss content for the pereeption of xesmimgo
Thomas' style was developing in lucidity and purpose; the
froos has an eagy-flowing, strougly »iytisxical quality, whils
e immgery, precise, vivid and iliwinating, was beoawing
charaeteristicaily his ome. He 4ouches a scene into 1ife with
a2 fow lines o descripties which create in a flash the exact
impression: the wind "slicing up fram the docks” and "“the
dervish smow”s Cosasicnmally there are lapses ink extrawgent
concait when, for instance, he talks of "snowflekes sailing down
the sky like Siberiar confettis. In a fer words of dialogue
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he quickly revesls s charnster: the harmaid, the old reporter,
the man Yy the sss, the park attendante Thomas was growing
incrensingly fond of the catalogue, the lorg list of sdjJectives
or nouns, inages or inmasMst thera are the oy business
fixsa of the towre, ths ablets he dissusyed and m nages of
' 4he people he kuew as a youth.

The tone af ths sevipt is prodomisently mstalgic, an
Immesction that in prebably beightened by Thomes' recsni death
at the age of thirty-nimss The sadasss of the fimal passege,
in which he mourrs bis lost youth, reads like s pyrzontinent
of his death and has mow talon on & ey s;ign:lt'icame! |

NARRATOR |
We hnd reached the lngk gatee Dudk drew around ne and
- the tome ’
I soid: What has becore of him now?
PARK-KEREPER
Dsade
NARBATOR

The Park-Keopar saids
{The Park bell rings)

PARK-KEFPER .
Doade o e Do&de o s D8Ade o e Ditie o e Desiile o o Dewidl e

 "Return Sourvey; Bdward Saakvills-Fest said of its first
broadeast, is an ememdlary plecs of rsdio. The rhythwics)
Prons "eee Carries the whole weight of meleriss and impressions,
g¥seping them eff'ortlessly along on the tide of this pet's
satorishing eloquence, The dwrscters (Mxmas included) loomed
as it were in and out af a dlssolving wab of words, wusie and

soundse Thig is the best may to write for the medium, "(45)
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By 1347, 1t somed Anavidnble that drmmm a&caﬂd he the next
step in "%nm" carcer. Thia massm Ws& Yy
Teniel Jopsg in hig Preface (o Under Milk Wood:
The publicntion of Thomea Collscted Poems iu 1953
merked the endl of one psriod of hix lLitewary devalop-
mand: affer thig, sceording $o his owm wowds, he
ntsoded o ture from the strietly personsl king of
Toetyy o ¢ ores publis fom of expression, and W
Isrpe meoaic dromatic works is particular, where there
- weuid be moope for a1l Mix verstility, for MMz giftg
of humour and gha,wmﬂmmm ea w1l es Ry gendus
for vontiva{pev.)
He had the tectmige nnd drmmatio alility, he cowld mrite liwly,
%z?us,-ke 14%e conversation and he veamcased n wmimge Mhevary
Thomas® first major drewatic work was The Doctor nnd the Tevils,
a sereck play wasd on & sty 1ine by Domald Taylow, abous thy
xerders of Mrike ard Ham, the Sootiish body mwmtcherse(44) A
serecrylay, or sconeric, consists of two parts: dlalogne and
"shonting diractions™, the latter asspring far greater Impoatance
than the "stage directions" in a magé vlay. The £ilm has more
freedem of wovement through time and syuce, 1t iz tled 4o mone.
of the restrictive theatrfesl wiities and it is omglmeted
from a large mwber of hrisf; vism) hapreasions, mmv of which
way go to mske up only one gmll sovne. A seouario weliter
mnat, thorefore, have a strong visual <dramatic ssnse and a
congistensy of wvision In hig approsch {0 the subjlsct if he is to
combine the weny parts in%o s single unified whole.
In The Doctor snd the Davila, Thonss avokes his sseve = the
‘wigting, grimy, poveriy-siricken hovels of Biinhurgh and its
poor, miserable, vicious inhabitents —- with pletarisl clarity
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in g brillfant seriss of venoirating visual Imsgese Vorked
‘into, snd contrasted with the agualor of the lower ordery, is
the preud, harsh and aristoceratic figwse of Dr. Rock, surround-
ed by adulating ciudents or meving witﬁ intelleotual detache
went amony the »ich, coafortablée gurroundings of bils class,

Tas dialogue is of seocondary lmportance, sorving enly o
illustrate the imagerye The charectevisciion of Rodk, the
‘@ntral figure, which must be conveysd primarily by the dialogue,
iz adept but lacks pgychological depthe Tt ig with the wiver
chzzraéters, o ghly carictatures, tha’t Thomas excels ~e Fapllon
axd Brocne, Jerny the rrostitute and all the subsidiazy figures
whose aypearancs is short, but memcrablee They are revealed
with procision ard luminosity through ths sharpwss of Thomas'
camera direciions, He describes Bromme as Mese crack¥ng his
wsy through the crowd, Jumping and finger snapﬁiug, a long

dzmp leer stuck ob the side of his faces"

e Doctor snd the %vila iz s uniqua scripte Bvery detail,
evary objeet, image and nuanoe Is visugliced so completelyy that
a film dirsctor could desive litile morse This scrsen play
8lao shows the votentialities of the form as the basis for a -
visual literature, Just as Under MilX Wood is the perfect
justificatiom for radio drama to possess its own purely aural
literatures Yek in neithar work doeos Thotas require anything
outpide the scope of the camera's eyanor the microphons's eare
In tha one, he thinks in ferms of a serles of plctures,
$1lustratesd by and cumbining with dialogue; in the other he -

thinks in fterms of pure sound, and meaning perceived not from.
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the words alone, but from how they wuld spumd when transmitted
through the medium of radio,. ' .

Under Milk Wood was mot completed until a month before the
poet's death, glthough he had worked on the play internittently
for ten years. In a Prefacs 1;6 the play, Daniel Jones sys
that a tentative performance of the incomplete script was read
during Thomas® third visit to America in 1953 Vhen he returned
to Britain, the BEC urged him to complete the play, s0 he got
to work on it and submitted a finished wersion in October, 1955,
but the text was not finally revised, bor did the poet bave the
opportunity to guide it through rehsarsale Thomas died in
Americs in March, 1954 The HX had scheduled a recording of
his most brilliant radio talk, "A visit to Ameriea”, for broad~
east on March 30,1954, a date which turned out to be the dsy of
his funeral at laugherme, The first broadeast of Under Milk
¥ood was produced by Douglas Cleverton with a distinguished
all-¥elsh cast on January 25,1954, with a repeat two days laters

Under Milk Vood ia mot a "drama™ in ths text-book sense of
the worde It has no plot, mo hero, and no overall conflict,
mental or physical, except for the claghing of soms charactsrs
~ within their om particular, unrelated situationse. The
charncters make no pmychological progress tomrds self understand-
ing; the bad ones remain bad and the good, goode 1In fact all
the characters are exactly the same st the end of the play as
they are at the beginning -= Polly Garter is still mtoﬁ;- ¥r,
Pugh still hates hig wife and lfog Edmards is no aloser to his
 beloved Myfarug Prices Instead of postulating a conflict amd
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leading it to a resolution in a natural time sequence of cause
and effect, Under Milk Vood describes a complete day in the
lives of the inhabitants of a little Velsh fishing village
called Llaregybe The shape of the play is qyelie, its progress
statics Beginning at night it follovs through desm, morning,
afternoon and ends as night falls again, with no change in the
mental, physical or emotional equilibrium of the toms

The play does contain incidents, situations and winature
dramags,but Laere is mo logieal comection between thame It
is episodic rather than dramatic, deseriptive rather than
narrative; a series of dreams, actions, thoughts and memories,
which reveal the frustrations, the delights, the lecheries,
the foibles, the strengths and the weakness/of some typleal
characters in a fictional towmn., Bverything happens but mothing
is accomplishede All the brief, concise and vividly dramatised
episodes are woven into the fabric of a twevoice narration which
m-wtmmmmwgmmmh
What remain in the memory are not the incijents but the
characters, not what happens but the people who make things
hgppen; and not just ome or two, but sly the whole population
ottbta.,nddlﬁlhbzmmm] whﬁw
through the irrepressible frankness of their ows confessions:
hkmwm,'mmﬂmml*hhm
o ho,"” = "I'm faste I'm a bad lote God will strile me dead.
I'm seventeen. I'1l go to hellese You Just wait, I'1l sin
ti1l I blow up." "Me, Miss Price in iy pretty print housecoat,



358
daft at the clothes line, natty as a Jeugy wren, thes pit pat
back to my egg in its cosy, my orisp teas‘b fingers, Wy honde
made plum and butierpet;” Iaxy useleass Nogpod Boyo == "I
want to be gosd Boyo, but mobody'll let me.” Gomsamer Beymom,
the willage schoolteacher who secretly lougs for Sinbad Sailors —
"Oh what can I d6? I'll mewer be refined if I twitchee, I
don'¢ care if he is m... I want % gobble him up, I don't
cara if he dogs drop his aitches... s lomg as he's all
cucumber and hooves.”

The characters are wonderfully real, despite the fact that
fer ave allowed more than a hundred words with which to creats
thelr unforgettable affectss The most formidable of all, the
dissnchanted Pughs, stew in their mutual hatred at thes dining
tables ¥r. Pugh reads from Idves o

with a brown yaper covers
PIRST VWWICE

Alsne in the hissing laboratory of his wishes, Mr.Pugh
stinens gong bad vats and Jeraboams, tiptoes through
spinneys of murdering herbs, agowy dancing in his
crweibles, and mixes especially for Mrs. Pugh a venom=
ous porridge unkmom to toxicologlsts which will saald
and vipsr through her wntil her ears drop off Yike
figs, her toes grow big and black as balloons, and
stesn comes sersaning out of her navsl,

¥R PUCH
You know best, dear.

PIRSY VOICE
says Mr. Pugh, and quick as a flash he ducks her in ra%
S0TUPe : )

RS PUGH

What's that book by yeur trough, Mr. Pugif
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R PUGH

It's a theological work, my dear. Idves g he Great
Seinty,

FPIRST VOICE

Mrs. Pugh seiles, An icicle forms in the cold air of
. the dining-vault.

I saw you talking to a ssint this moming. ':‘u‘ninthny

Garters She was martyred again last night. Mrs Organ

Morgam saw her with Ne Waldo,

From their drsam thoughts, day dreams, songs and memsories, |

a host of acandalous but preposterously real characters emerget
Iord Cutglass, wio liws a life at seigs with sixtye-six clogks ==
"one for esch year of his loony age"; OChexry Oven, two different
peopls when he's drunk or sober, and Mrg. Cherry Owen, who
eonsiders hersslf lucky because she leves them both; Willy
Filly the Postmen, who deacribos the contents of a Biter before
delivering it, and Mrs. Willy Nilly who keeps a kattle on the
boil always ready to steam open the mail; Nrs, Ogmore-Pritcherd,
who dresms of her two hnshands in spotless Bayview - "Aml bafore
you let the sum inm mind 4t wipes its shwes;  Mog Edwards, the
draper mad with love; Iai Bread the baker, with two wives, "one
for the daytime, ome for the night"; lecharous Mr.Waldo,
"rabbit catcher, barber, horbalist, cat dootor, quack"; the
Reverent Bli Jemking, who "visits the sick with Jelly and oems”;
Blind Captain Cat, retired sea captain, who communes in thought
with Rosie Probert, "lazy early Rosie with the Plaxen thaich,
whom he shared with Tom -- Fred the donkeymamsee the one leve
of his sea life that was sardined with women"; and Polly Gartu',



the village doxy, *#ith "body like a Wardrohe™ who sings of
her slx foot lovers and of Idttls Willie Wee who 1iss six
feat deép.

The chagacterc are a!;stehed with a b&oui, good-natirred,
good=lumoured, tolerant gensvositys They are accepted and
inmmortalized by Thomas not for what they have beon or might
become, but stmply for whet they ars, and W per-s'ngdesa ns
to acespt thoa in exactly the same ways There are good
ones, and bad, puritanical and lecherous, parrce and genercus,
but thers is pever any quastion of pasxing an ethical judge
nert o their behaviowrs BEthlcs does vet enter ini ity
goodress and badmess are simply attributes of sharscter like
any other physlcal or paychological treltse As Richard
Church wrote == Weaving their harmonised dastinmies, thess
. Welah folk raise their wices, and old Satan ssems to bo
lingering in the hills behind the tom, gpatlike, sreering
at the fundamsutal innecence wilch no smunt of gin or
indulgence cau wholly dissipetss™(45) Thess prople simply
exist in all their full dlooded vitelity, inviting us to
regaré them as they regard themaelves:

~ Wa are mot whelly bad or gooi

Yho live our lives Under Milk %ood,
And Thou, I know, wilt ba the first
To see our best gide, not owr worst.

Thomas has been accused of a lack of serlousness in his
approach to the affsirs of the worlde "Yo ssy that flowars
w#ither and the seasons change, that the respegﬁble are |
lecherous and young girls esger, is hardly a sufficient
philogoply for a great post.”(46) Chaueer has been erdticised
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on exastly the smre score, Yut few wonld wer dewy that he is
a great oete There are mmy sinilarities betwsen his view
of 1ifz in The Cenkerbury Taleg, and Thomas' in Undew Nilk
Ycoie TBoth poets depict a comple's, selif-cenisined world
wWhone mmz_tams e o legitimaie end in happiness;  they
both share the smss toleration ef ren's wesknegses and éclﬁ.ght-
in Uis goodnenny the e rollicking, bmwly, frmrerransibls
genge of humour; ths zane uniqus and vemetrating obgervations
ths same delich?t ir 51X natural besudy, and extbarance in
their mastary of langusge %) rmyraiion. Fach possessed x
new, complelnly arﬁ.gixaal view of life which fomd mapression
in describing the lives of npdinary isn and wooan. Cuo of
the fugks confronting the poet 1ls % rovesl wesusoctad
bemuly, 4o zive us a now way of loolduy nk thivgs that will
make the familior exeiting end the w&ixm',éaﬁz'wrﬂinw.
This iz what Thooas does, Idke Chaucer, b is mot soncerned
with soralZly: mod meture, tolowance aad Joy in all mesdoind
ave hiz stamdpoiates These iz wo ;ﬂm e morality in 2
$om “Hoad over bells in lowe's _ |

Thomas® pootic vigios is medmainently hemorous, but that
is ot to a7 it eniirely oxcludes the asricus, or dlsplays no
aw tionsl o psychologiesl dmy'&:. The prewiling lightw
hearted, caxic tone of Undez food ie offest by mexy rascagss
which show Thomas' understanding, as well as his general

acceptance, of life. Ths deepest things in the play are ke
#ongse In the haunting meledy and beautifully simpis lyries
of Polly Garter's song - first sung coupleie then svoked iIn
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noztelgic snxdches = o find ihe renvon bekind Moy wmotm
behaviowr: the dsnth of hew £ired lower:

Bat I abmys think as w todls inte Dad
0fF 1ittle Willia Yae who in dewd; dead, dead.

The same vevelation of motive 1 foimd in Valde's song, wfortime-
ately cut im the broadeast werslon. In it be sings of his
boyhood ¢

In Peubroks Cliy whem 1 wus young

I Tved Wy Ale Cantlo Vanp

Sixpence a woak wn W g

For wrking for the ehinublay amiole

Sx eld peiniss he gave e

Mot o Zarthing wore o lows

2n¢ s}l the fare I could afferd

Yas arsndp gin ol mutmraroane
Bofricaded by o Xind young womanhe degided 1o mate the mot of
a fortummte alivetion, watil wow he 18 a hepry-gi-locky |
senpanYink v Ltk "fat plide bandg” mﬂ "l ped Tira"s

In a hunowoualy Intimite solilegy, MYy M:lls, Hern, Borbiuer

Beynow®s “4reazma™, whispars her osarets 4 the ¥ tolen rivrox:

There you gt that mose frem, AT

Got it fyom my father, aﬁly.

¥ou'we got 4t on upside doant

Oh thera's a conkd
Hard worked ard comstantly magged at, Zdly finds ompensstion
for her wmlovelinmess with Neggpod Bayo in the washhoum.

The Reverent Eli Jenkins, villsge pastor und dard, sincsre,

kindly and mediocre, "remerbews his o™ verges and teils them
. 80'%ly to Ceromation trest”. Hiz firek lyrie shows Thomes'
dapA love of Wales, and sspecially suall seaside viliages, In
& comulative series of ungephlstisbed basges, and & rioging

aatelogus of Welsh mane places, the yosm axpresseg a sincere
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love of his cowmtryside snd its peovle, a genuine, heari-fsit
rairiotisms Jhe Baverend bard often spesks for Thomas
himpelfs

Captain Cat ccamunas in memery with hiz 13t Yove, Boale
Probert,in o lyrical disiogue of desply emntinnal pnthest

BOSIE PROBERT

Remenbher her.

She is forgetting,

The earth which filled hor mouth

Is vanishing from hare

Romatnbay me.

1 have fargotten you,

I am aoing dnte the dxvleses of thae Jarkmesx for 9T

1 have forgntien that I was cvexr borne

In the famidiar nantical and sexual imagery of the poew, and in
its haunting roythms which recall the eagy swell of the sea,
Thomas recaptures the hopeless yearning, the impotent desire
and regret of an old man whoge youthful mpreference {'or variety
had led him to ignore his one true love.

The fineat piece in the play is the Song-game of the children.
It is uncertain whether the game is tra,di'kiemlly Helsh or
invented Wy Phomas, but in it he evokes the ruthlsss, cruel,
imocens of children, ag they claim theiy ,re:venga'an the
forfeiting boy — and the sequence ends with a plese of nsrration
which deseribes their pursult in a gushing torrent of words and
imagen:

And the slrill givlas gigels and master avormd him and
scumal r.s they clutoh and thrash, and he bBlubbers amy
dowhhill with his patohed pards fallixng, and his tear-
asplashed blush buerna all the way as the {wismphani
bird-like sisters saresm with buttons in their olowm -
and the bully brothers hont after him his Xittle nilcks

newe ond his wother's shawe and his father's wickedwess
with the docse wild barafooh wonwn of $he hovels of the



hi1ls, It all mosns nothing at all, and, howlimg for
hig milky mum, for her arwl snd bubtitermdill and oo
bresth and welsheakes and Hhe Ok Dirih-sweiling bed
ond mooplit kitohan of her sema, he'll newer forget

xs he paddles blind tome through the weepimg sud of
the world,

The central thread of narretion, wihich dominsates the script
but not the play, heolds ths brief dramatic sesquences togethar,
offects all the trangitions and sets the pmaiie atmoaphare.
Many of these pegsages, descriptive of ochavacter, stmasphere

or action,are lyrical in tomna, woay, evocridrs and packsd Al

-of vivid, L1lwniveting insgerys - Thelr dstinmrighing
characteriatic, as aymsed 2 aome of Thomng' pestry, i
Smmedinte 1ntellimidility. The lidarare atyls, emapletely
the et's o¥p, bat disploying the iisf"l&mca of Gerard Nanley
Hopking more than any other, is ssen at its host 4n the oren=
ing norration:
PIRG® WICE (Vary Sofly)

25 hemgin at the heginnins,

it is spring, woonless night in the gmll tomn, starless

and Mhla-hlack, the cobhlamt=eets silent and the hwmched

courterd -and-rvabbits® wood Limping inviaible dove o the

aloeblask, slow, Wlealk, gwmwblank, fishingheat-bobbing

amas The houees are hlind s moles (though voles see

fine tonight in the smouting, welvat dingles)aee

Ad the anthracite slatuos of the lorses sleop in the

fleids, and the cows in the byres, and the dogs in the

weinosed yards, ard the eats mel in the slant goyners

or looe @y, atreskiag and needling, o the cbe <lioud

ef the roofsess : . "
Thomas achicves his affeet by the use of momal litoyary

deviceg, portle sssceiation axd the emet though snexpaztad words

In the a2bove pausages, csi be seen his fondnews for long treins
of adjectives - "the sloabladk, slow, bWlaek, arowblsck, fishing-

14
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boat-bobbing"; transferred epithsts ~- "the cobblestreets”,
"the blind houses”, young girls "bridesmmided™ and the boys
"dreaming wicked”; the association of images <= "the wate
noged yards" where the dogs are, the "snmouting dingles" whore
the moles burrow at night; "the organ playing wrod” of the
lovers and ' the alant corners” where the cats map; the exact,
wmexpected word which conjures up an image or idea with mathew
matical preeision -- "the bible black night", "quiet as a dmmino®,
night "meddying among the snugperies of habdes", "the anthracite
atatuas”, "the webfoot cocklewomen" and the "4idy wives";
portmanteau words -~ Jollyrodgered, dewgrased, dabfilled, dicky-
bird-watchinge Thomas' favorite devics is the catalogue, a
vivid, rich, acewmlating procession of words strung together
by sense and sound:
ese gphstoppers big as wens, that rainhow as you suck,
brandy balls, winegums, hundreds end thousands, liquorice
smet as sick, ugat to tug and ribbon like another '
red rubbery tongue, gun o glue in girls' curls, orimson
cough drops to gpit blood, icecream cornets, dandelion
and burdock, raspberry and cheryysde, pop goes the weasel
and the wind,

Thomas' wild intoxication with words, mrtim}.arly long Usts
of adjectives and nowms, never lapsss into exaggsration or
irrelevancy. IEach word, sach image, is carefully weighed then
carefully placed into a deliberate patterm, and each plays an
equally important part in a total effect that is the work of a
craf tmnen, not of a casual, haphazard composers

Thomas delights in perfaming every kind of conjuring trick
with words — puns, bawdy Jokes, oconceits, gay or gruesone |
fancies, startling turns of phrase and rhetorieal devices propel
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the listenor!s attention om a gushing steam of inapired petry.
The chsoure introspective images of his lyric poetry have given
‘Way to the common, colloquinl, awift spesch of the charscters,
which provides a emmterpqi:né to the mors litevary, but none
the less enchanting, narratiom, Thomas' stiyle ranges in tone
fma the rhapzodic and exultant to the frivolous and misahievwso
Hs 13 creating a wide interest in poetry, Ric!m.rc} Church mote,
"eee in dringing his rhapsodie contributioR.es as an axperiment
in the art of verse applicable to sound-broadeasting, His
Poetry has alvays besn stuff to hear rather than to read; and
that is all to the good since postry is for performance, being
parﬂy sensuous and shaped on a frmrk of time, like all
music."(47) -
. The lyrieal eVocation of Iﬂmgb, its myasraxiw and changing
a.tmsphm fran daml to dusk, is haau%ifully eomveyed in the
wm rhythm and imgery of the mmﬂom
Time passes. ILdisten. Time passes. -
Come closer oW. o
Only you cen hear the houses sleeping in the streets in
the glow deep salt and silent, black bandaged night, '
Slowly the damm “inches up" and the townspeople begin their early
morning tasks. A oock crows, we hemr Organ Morgen playing the
organ and the spring day comes gloriously to life:
 There's the clip clop of horses on the sunhonsyed cobbles
of the humring strects, hammring of horss shoes, gahbh
quack and cacile, tmtit twitter from the bird ounced
boughs, braying on Donksy Down, Mishaﬂag,piga
are grunting, clop goes the butcher, milk.churns bell,
tills ring, sheep cough, dogs shout, saws sing, Oh, the
Spring whinny and moarning moo from the clog dencing farmseee

The town lazes in Spring sunghine ss "The sunny slow lulling



359
aftermoon yamns and meons through the dozy town.™ All is
contentment, ag the early momming exuberance of the play
settles into a svbdwed bBut jJoyful mellowness. Ceptain Cat
dreams of Rosle mbert, Mae Ross Cottage ms'_deap in
lururious clover and Utsh Watking drives home his cowse Then
it i dusk — "Llaragyb is the capifal of dusk” and "the thin
sight darkens"; but the 1ife of the town is transferred to
 Milk ‘ood: Ja.ék Black! s Gomorrah, Mary Am Sailor's Garden
of Eden and F1% Jepking "greenleaved sermon on the immocence | |
~ of men," | |

As Richard Church says, Under

the very'mlours, the amells, the carasses of air 'masimg over.
the town under the invisible propulsion of the hourse This s
@zite.mg:!;aal and will surely eptablish this poem as a magler=-
plece in its omn kmé."(as) | |
Because the tone of Under Milk Waod is wnsisteﬁtly poetic,
- it must not ke thought '_that the play is literary or bookigh,
the work of an author, as dirtimt from a dramatiste o the
contrarye As one aritic said "It az’phﬂeé on the air 1ike a
bomb =~ but & life giving bomd."(49) Ower a pericd of ten
years Thomas had ample opportimity 4o learn the technique of
radio writing and he achieved a repulstion as a brilliant road=-
caster and a brilliant wrifer of wadio scriptse In Under
M1k Wood he exploits the mediun to its fullest extent; | Richard
Church, in his S1luminating review of the Play, ealls it "Pue
Radio Art"s Thomas' -m-ﬁm, A Play for Volceg, indicates
that he conceived it im terms of sound and meaning; and his



rasterly use of radie techmique is evident throughoute Tihe
wmanner of pa‘ﬂal:mtaﬁan is strongly stylised and eclewvated to
a super realism, but is, at the ssme time, capedls of many
vwariations, Captain Cat's menories are caught as they range
over time and gpace in a dream sequence with Wls dead fsiﬁpﬁa’cu: '

FIRST IROWNND
Remeuber me, Captalu?

CAPEATN CAT
You're Dancing ¥illiamse!

FIRSY DROWMED
_I logt ny step in Nantucket.

, SEGOND IROWKED
Do you see mwe, Captair? the w%ate bone talking? I'm
Tom-Fred, the donkeyman..e w8 shared the sane glrl
onces.. her name was Mrs, Probert.

WOMAN'S VOICE
Rosie Probert, thirty-thrse Duck larg, Come on up,
boys, I'm dead.

Perhaps the most dexterous use of radic teechnicue oceccurs when
the drsams of Mr. Waldo ars cunningly swoked betwesn a chorus
of censorious neighbours comwenting om his seandalous childhood,
then on his adult weaknessess In a mase of tims awitches, of
dreams and reality, Thomas never confuses the listener nor loses
the thread of meaning:

ANOTHER MOTHR ( Soreaming)
Yalde, Val-dnd what you doing with cur ﬁatti"

LITTIR BOY
Give us a kiss, Matti Rie!méa.

LITPIE GIRL
Give ug a permy then,

IR VAIDO
I only got a halfpenny.

PIRST WOMAN
Iips is a pemiye
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The reid hatred of W, and Mrs. Pugh is superbly conveyed
by chifting the foous betwesn the marrators' voices and the
charscters’ savage but foraibly polite conversation at table:
s pu
Peranong with manney's,

SECOND VOICE
snaps Nrs cold Pugh,

s PUGH '
do not mod at table.

FIRST VOICE _
Mr Pugh aringes awakae, He puts on a Softe-soaping smile:
it iz sad and grey under his nicotine-eggyellow weeping
walrus Victorian mougtache wornm thick and leng in mexory
of Doctor Crippen.

MRS PUGH
You ghould wait until you retire to your sty,

SECCND VOICE
zeYs Mra Pugh, sweet as a ravor. His fawning measly
@arter-waile freetez, Sly and silent, he foxes into
kig chemist'’s den and there, in a hisand prussie .
circle of cavldrons and phials iaful with poe and the
Black Death, cooks up a fricassee of deadly night-shade,
pickine, hot frog, cyanide and bat-spit for his nesdling
stalactite hag and bednag of a pokerbacksed nuteracker
wife,

M PUCH
X bey your paxdon, my dear,

SRCOND VOICR ‘
He mumars with a wheedle,

Thomas is a master of dramatis irory.

Technically the seript does have its faults, but they all
stem from the fact that the joet died before he was able to
$irally reviss the play. The town is awakemed from its dresms
by a long, camically prossic guide book to its main features.
The 1dea is bastcally sound, but it fails to come off and only

succeeds in slowing down the course of the playe The long



blind sequemss with Captain Cat has a similar effect on the
ligtener. His commentary on the passers-ly is Just a $rifle
mimg and tekes sanething sway from the atmeosphere of
mﬁe and Sustle Thomas t:mn t0 create as the morning gets
under way. It is Giffioult to understand #hy Captain Cat
ehould be blinde According to Duntel Jomes' Preface he is
interded %0 act as “se.a matural bridge betwsen eye end ear
for the ra.é:io list&ﬂer”(y.ﬁ. ), but the meamn nature of his
fusction here 13 even mere uncertain than that of the blind
beggar ir Fhs Vovege of Magellap, because the listener does
not identify himoelf with Captain Cate The only clus fo the
problem is found in his mme which sugsssts he can cse in the

o dark, and supposedly _he is intended to induce the listener to

dg Likewisse Mnately his Blindmeog 1z not ;@phuimﬁ. :
These sx;;erg;’aeﬁons, slight fiﬁy comparison 'i*i%h the general
quality, would certainly have been smendad had Thomasz lived

to hear the play during rehesrsale '

Even in his comlc style, Thumas is en asswred radio

 technician, Unboended %y any manﬁnma of 1lterature or

the stage, ranging at 7411 through tims and space, his technique
ﬂl@sély ressubles thet of "131%&"-;,. whdch is e.iaentiall? baged
-~ on the sharmoter of ity mediuve, r;a.ﬂia..

: FIRST VOICE
A Bogul catehes ISy Smalls ia the weahbousoe,

Ooh, you e1d wogwll

It is & brand of hunowr oon{vims’y axclusive of the visual
element, and a brapd which could newer be fully appreciated as
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litsvaturse The saxration preperes ua for ¥og Werards by
dessribing him as a pagsionste, hot-bloodad lower, “m_ma:}'le- '
bressted with gyss like blewlampey btut Iasbasd thy hizke
ﬁtchaﬁ, nssal voice of Nog intorest
I om a draper mad #ith lovae I love yoi mwms thep
all the flammelette and calion, candlewick, dimity,
crash and mexdno, tussorw, @reioEng, overon, masiing.
poplin, ticking ana tWwill in the vrinle Cloth Hall of
the world.

. The whole pisy is pevvaded by Newas’ m‘*’.i&"*xm bafy,
frivolnus, Wwitty, tander hut mmmuad penze of m&r& ga‘a
poet is esssntially a comediang the vagw:, metuphydicsl
obssssion with death and sex of hism esrly werse is rézslaeaa ‘
"ty a robust and extrovers love of 1ife. e looks st the
mmdane and aré‘imry; the 1ittle things forgotten, overlscked
or ignored, in evexydsy Lifa, with a‘ﬁm;ixxg; rercapkiopmasss
and a large, sympathstic, good-neibured mderstending - znd
he makes out of 4t all a permanent nwwmesk o the 1doxm~
cragy of his little Welsh townful of peoples  And enloveing
the entire play is a comic vigion "eee onrthy end ripe,an
rrinitive as that in the Medievwnl secular plays, az rosents
as that in Chauser's verse,™(50)

In the Pr&me to Under Milk Wood, DanieX Jomes said dhet |
the poet intended large sccle dramatie works which wuld glve
scope to hip yifts of humour and charseterisation. Unfortns-
ately this besutiful but static survey was all he had tims for
before he diede Te a lucid exposition of the pret's work,
Derek Stanford concluded: _

In this work, Thomag foumd the Cloasn Land which avery
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artist looks for: relesse from cxe's own wrivate
chasrssions and conplets sbaorption inr the outside
worlde Herse, for the first time om such a sosle,
our mogt private of privaie yosts speakg ovd
largely, for all to bear, with a resowmding in-

play be corzidered az high drama., Unlile the
forwer, thnugh, Dnder Milk Yood clearly had ne
pretensions in that direcotion, What it intended,
it aohleved; and that asidoversnt {thowgh wot
properly drametic) ¥as as new and vital and excell-
ont An itself ag anything wrd tier for literary
broadcasting during the last twenty-five yesrs.(R)

If Dylsn Thomas had 1lived longer, it would elmost cewtainly
have maant a substantisl oontributdon, and thevefore improves

_ mewt of guglliy, in the popula» entartaizment forms of vadio,
the £1lm, the thestra snd perhaps Mleviamion, We was ®illing
. to wze as !zzi# ma:‘ﬁ;m.'m forws, ong of siizh has siffered st
the hamiz of camvercislise, the othor chewacteriesd by medio~
ority. The . |

rmmm versatility in ﬁa:lng able %o noncaive two dramatis

; | works in terms =0 xadizcally eppesed without loging his

ind#ividunlity as & poet. _ _ »
Bndsp Mtk ¥ood s by far the most comlatsly ariginal and

enchenting radlo play yet wpitten, snd is muaﬁommy on

snduring contribution to literature. The printed text sugossts,

but doew net entirsly capture the perfection of the bsautifully

produced ond amied broadcogt version. Glorious, uwproardious

. and ezimmsmm, 3% bas immartslised the peeple and plaves

g0 dear %o Dylan Thomas' heart; wnd "ese dnm Ltz proudly

drrvesponsiile gniety, its Imowingness and tendarness end rich
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rhetaric, this play for voices is a fitting epitaph for a
man Who pleyed in such & mesterly wey with woxds.™(52)



R

Since D.G. Bridson paved the way in 1936 with his musice
feature ,The March of the '45, the British Broadcasting
Corporation's record of original etic drama is as distinguishe
ed in quali+y as the number of adapiations of the best plays
from all countries, Iroadcasst in the regular drammtic progransmes,
ig distinguished in quantity., Greek anﬁ Blizabothan drama
have achievad a renaimsancs thﬁmgh broadcast -mesmta‘;ien,
principally because they depand se much upom words and the way
.they are spoken for their scenery, continuity and eharaéteris-
atione The past thirty years, the period that spams radis's
exigtence, has also asen a tremendous increanse in the popuhriey
of poetic drama in the theatre. Whether this popularity is
. at all due to radio dreme is difficult to ascertain.(1),lut it
would seem that the EBC's most valuable wnﬁihzﬁ.‘on t© poetic
drama in both media has deen the crestion o,»:.“a largs and
appreciative audience for it, Radio heg led many groups of
people who norwally would dislike poetry o eny it #ithout
being conscious that they are listening to it, at the same tims
leading them to a fuller consciousness of the form of their
o¥n speech, -

Writing in New Directiong 1937, Ruth Lechlitner sew in radio
drama the main hope of restoring poetryy to its proper place as
.a.» popular, rather than eeatejrie,art, which derives its inspir-



ation, themes, phrasimg, imsgery, symbeols and word meamings
from the people: _
If yostxy is to bscome cnoe more a functionsl art,
if there is to eccur that talked of remaissance of
poetry, it #ill be whon poets lesarn once again t
appeal to the ear of the peoplse The radio can, and
ahould bs, a most effective instrument in the hands
of the modern minstrelses
The poet must not ba wmiw na to think that he
must popularise or write down if he iz % bs appreeiat«
ed by his listeners., Parmns of average intelligonce
(though they have had no fommml techmical traiming im
the recognition of poetry as such), will react intuitive-
1y 40 the rhythms of good oral verse, and grssp figures
of speech, even representation through symbol, with
compl ste understandinge What the radio audience will
demyd of its poets == or its ear will be turned awgy -
are the resources of varbal conviciion, esotional impect,
simplicity of action and motivation, vital and exact
symhols. . A} these, indged, are mot "pulp - populsxity”
ata.naarda, but axioms by which the world's grsatest
verse - dreama has survived through all m.(z)

Sincs 1937 these stetemsnts have proved to be correct. Louis
KacNeice, Bdward Sackvillo-Yest, Iaurie Les, Henry Reed, Iylaa
Thomas and many other contemporary authors have prowved that an
audience does exist which can appreciate the dext #nrk they
have to offers But with the excsption of Iouils Meclisics, the
poets have made only sporadic attempts at the medimme Only
since the beglming of the last war have a few "serious”™ writers
turned to radio, although may have wrltbten commissioned film
sariptse The IBO has mot produced a drametist who has won hils
reputation through this medium alone; an author like the
American, Norman Corwin,whoze ability increased and expanded as
his grasp on the tesimique of radio drams became surer threugh
congtant practise. Radio dvama has given us very few "works

of art® ~ plays which have providsd an sxperisnce thet could



not have been brought about through any other mediums The
quantity of such plays hardly bears cuperimn with squivalent
work writtsn for the 'stage over the same reriode
Neny critics have put domn this state of affairs to the
BBC, which they have accused of being more concerned with its
audienos than the art it ssrves. This is true only &= o fapr
as the HBC bms been ,o.ﬁliged»‘ﬁ rely upon authaws whp m@r&
radié drama as a ocrafé more than an ari, in gupplying a vast
audience with a typs of entertainment likely to appsal to ite
Thia audience in itself by no wesnz constitutes a mi@ to
arte Before eexaminiug the reasons behing the anall quantity
of serious redio drama, it is well to bear in mind what Richard
Hughes stateé in 1%4:
It ig hard to believe it is onlylﬂyears (sinoe the
first wadio play in the world was imitten)e.. For the
. technical advance of the "hlind art” during that time -
. has been such as the historian iz sccustomed to allow
gaveral oenturies fore There ig as wide a time-gap

between that first play ofmine aud the plays in this:
volume, as betwsen Zverymn (shell we say) and the plays

" of Congreve.(3)
Only another twenty years elapsed from 19,% to Dylan Thanas'

between Evaryman and the plays of ShaWe Radie and telsvision
have arrife& and changed se quickly that teehnic&id@mlopunﬁs
have outstripped man's complete understanding of thelr use.
There is .sﬁil much unkmown about hoth media and still room feorr
'expa;-iment. ' |

. There are five major reasons for the camparatively small
mumber of high standard radio plays produced i Great Britains
tha BEC's soale of payments has not been over-generous, there
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has besm an overall lack of merions eriticise of radie Qradia,
and many authara still regard the medium as slightly m |
dige Hut more i.mmrmt' the k'amsitﬂxy nature of the radio
play, together #ith the threat of television smerseding
radis drams sincs 19:56, have led aunthors tfe regard the sng. |
Gimsimaal forn as yet ano ther twantisth century pMmmsmm
which 'aiu soon bs radumdant as new anﬁ more exeiting c!wla?-
rents wm p}.am.
| In 1247, ths British Scciety of Authors, Whose mmmship
 inoludes practically all the active writers in the comtry,
approached the BEC in a Press Confersnce mnwﬁiag the pay=
ment aif az;%hwa for broadosst saripise Thalp chief mplaﬁmﬁs
were ths poverly of fess pald, the unrenzonably wids rights
claimed by the HG, and the high-handedness of the ET's
eontract and f’as-w;bzg department in Sheir negotiations wit!a:
authorsg. |

Although the auifau#a regarded thp BIC as a most {rustworihy
mnd arfistically wall intapgrstad mﬁadeas{:mg erganiabion, their
min sowrse of anpGyance was its owiously inconzistant poliny.
s the largest, single byyer of HBritish writing, and as a

 fornidsble menopoly im the purchase of hromdeast mstaris,

they dsmanded eome stability im ths markete "It 1s ¢pasntinl®,
Johm Puliney wrobs, “that an eslightessd Jtate shull set ot te
ume {he vaat povers of patromage im an ordexrly and vesponsidle
manpers*{4) I the W0 rejacts 2 sevipt 1t kawmes wrthless,
beouuns there is no altermative merket, To zen wiw live iy
their writing this 18 a serious watter. Biward Sackville-Fest



criticisal the position of the author im relation 4o other
artists enplored by the ¥0:
But even 1P his seript is scoepted, the writer
may end by facling he has wasted his time, since the
acale of payment which obtsing nt present is very
far from exubsrant. Y the BEC wants writenrs in
general te becoms move wadio-conscicus = and i
would be madness not to desire this —— the anomalous
wactise of paying fantagtic suws o "stor” hroade
casters, and even to peeple “of cousequence™ Whg
wow mething of the moditile. must give my o a
fairer and more enlightemed systom based on the quality
of ti2 soript and the smount ef trouble it is 1ikely
to have caused its authore In the last six years the
BEC 400 hzs adopted a poliey of payment indefonsibly
glue, minatory and take~it-or-lenve-it, wWhich ig mest
destructive of geodwill and wost embarrassirg to those
wnge business 1% s to comxisaion gariptse. Like
everything else worth having, good broadensting guct
be exyrensive.(5) :
After the 1947 confevence the RBE 3id mesuege the suthor's
weatl by ineressing itz fees for plays and other literaxy
maserial, but it mevertheless remainms ussble to pay the great
wan to produce great worke Unlike the £ilx industry, it
cennot cffer reputadle authers such ax Aldous Huxley, Yerenos
Battigan, Grabame Greeme or Clristopher Isherwood, largs surme
of money for commipsiened szaripias. Xor cnn the EBC wriwal the
Tinancial indneement of a lomg senssn wiich the theatre offers
4 the sucenssful play., - This geemt ¥ havs froubled radie
drooe almost Liwougheus the satire history of its developmente
As esrly as 1028, Baward Liveing wote "It has been mo easy
matior 4% persuade well knowm dramatists o write plays for
the wirelear or to hevs thelr pleys adepied to this mediume.."(8)
minly becanse it mas ot so fivencially rewrding, As long
as tho theatre apd film eve ir a heslthy position they will be

referred, in most cases, to radio drama for one good reason ==
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thay can offer the dramatist moxe momeys It ix significent
that during the depth of Cermany' s econmmic depression in the
early ninetsem=thirties, redio droma flowrighed in thad
oountry as naover before and newer mincs, owing to the lack of
ordinary neasms of m&ét:c;tim in the theatire exd of publlostion
in Mteratwe, Alm, in Australis, where the market for
Australian stagw—MS is alest non-existens, most dramatistis
have bsom dramr to radio dramm, despite the weagreress of tha
faees paid for their scripts, with the result that this form is
of & Teasomsbly high standewd in qemtity end ality, I
the BBC is 4o Intarest the best contesgerary #riters in radie

drama as & anique opportunity ferr imnginative expression.
instesd of rolying wpon eountless adaphutions for ils programmes,
increagzed finamelal inducoment must be the fivet siep.

There still remaing an attitude prevalent sacnget sorious
weitors foday thet to write Ymromdonsts, e §% playas, talks or
somi-dromatised features, ie somemhat infra dig, in the sense
which serious composera often regerd £ilm music as infre dl
Becsups radio i3 2 pudblic ,aa‘sm& end wadio drama & ppular art
faow, thase ariters Wid faat to the ides that an auvttowr must
Gobnue his standards by writlng down to the hege, heteregrnsous,
radio swdience, They charge the salaried seyiyvt-writsr of
doing heck-wrk®™ in o i‘azge aver-adrinistars? gl ic Coxroration
which maat, W 1ts very natwrs, ploy for gafody and to iis
audienca. Again the prepondershice of adapted stage Flays In
BIC programmes, w*hilch Snewitably loss something in their tromse
formation to sult the requirenentx of a completely - diffexsnt
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medive, has proketly discowrsgsf waxy writarse  Although Touis
¥acNeice, g salaried seript-writer himsolf, and the pets
who have written radio dremas since the beginninmg of the last
war, have disproved snch coniswiions, they ave atill made,
probably haonuse eodlo to the perisus writar, has behind 4t .
en unfortunete tadition of mor quelity work duw to economic
conditiens srd the hwwe dsmend for material of all kinipe

Eadio, 1lke other populer ert foame, ouffers fran the lwek
of rasponsible orestiveo erifticieme Redio drewa in fn s more
unfortunate position than the £ilm, forr fastance, becanse the
witiqe of & redie play, published ofter its first performamos,
has 1Litle or no affect on 1%s mox@etive wudlencogs 2
soocesslul ploy em ravaly szpset move than ta verosts, @@
the crimn 731X be audicnce appeal and not favoursble
erittoion. Ediayd Saclville-Wagd, whoe conducted "Hadio Notea®
in The New Statiseman and Wation from Jamuary, 1945, 49 Avgist,
1947, 2232 3n one of his eerly articles 3bnt prrdionlar
criticism of wadlo plays ir hardly worth making, bacsusa Deopls
do rot mant to read alout socucthing thoy way nst 5av¢ heaxd e#é
probebly will mot have enother chiance of herring.(?) Apsrd
fxom regular colemms in o fow weekly popars, which apve read up
s glx daye afler the event, very 1itdls s wriiisn oo ralic
drenss Only = swll propordion of radie oleys reach pullisstion,
and then they do, they are but ocengdorally pavformezd agsine

Jobs: Pudrsy ewmmed mp the wilges maition of vadlc Zram in
Great Britain, when be wridts: -

The hroadenct playarighs 14 » wortal, without eorfein
knowledge, without a great tradition; but with a divorse
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andience, a eensor and the comviction that there is more
financial stability in almost any other field that he
cares to conquer. Hers, moreover, is a field of writing

" with an enmarmous public which does not know what it wants,
and yet lacks the guidanocs and direction of any active
professional criticiass, I% is no wonder that the aucessse
ful radio author is as rere as a dodo, and probably as
ill-provided with the neceassities for a happy working
1lifs in a oomplex civilimation.(8)

Badio writing is a spscialigsd craft which reguires the undivid-
ed attention of practitionsrs who must realise that they are
dealing with a new and immensely powerful mediums  Whether the
conditions could ever exist to attract the bost dramatists to
gpecialise in radio drama ig 'Im'galy a matter of conjecture,
because 1t would seem that noﬂxing can compensate for the ep!mmr
ality of every kind of radio programms. »

The most discoursging factor to the radio dramatist is the
tn'ansienos af his worke Radio drama lacks the permmme of
the filn, the novel and even ths gtage—play It is a constantly
changing art in which the 0ld is soon forgptten in the news
' Hours of research and creative activity may pass in seventy
_minutes, never to be heard againm, and all the adwantages of the

mdiuw - its flexibility; intimaqy and subtlety - can never
compensats for this one, major disadwantage. The "classic”
radio dramas of the nineteen-thirties are very infrequently
resurrected, there are m "return seasons", few plays ever,
reach the attention of the critiecs, enly a handful occupy a
place in libraries and those that do cen wever be read by
prospective amatewr producers because thsre are nonee Neither
eritic nor pblic has a real chanes of digesting or apmreciating

a play which may only be heard once or twices
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Radis droma, even more than the stage dramm and £film, is am
impermament art, When the parformemce is over, it exists only
in the memory of those who heard it, and it dies with them. |
The art, the improvements in ;&edmiqw, the discoveries remain,
The iu&ivﬁuata who pioneered it, wip wrote the masterpiecas,
are forgotten when they ceass to be performed., It is alwost
as though a writer's Dooks or a painter's cavivasss were to be
destroyed upon his death, or whan he decided not to writs o
paint any more,

The ephemerslity of radio drama, heartbreaking to the writer
and anwoying to the listener, muy be mﬂy offset by recoxrded
repeat performemces and publicatiom. Recording alone will
preserve & jlay but will not keep it alive without an audience
% hear ite As the most fugltive of the arts, radio drawa
requires a great deal of repetitiom, but prior to 1945, when
the demand for plays increased and the facilities for their
roduction decreased, there was a prejudies at the BEC sgainst
recorded repeats of any kind of prograsme. During and after
the war, -the 3058 important plays began to be rebroadcast, and
the poaition today 4s slightly happier, although a repeat
perfomaance must depend upon audienes appeal rathsr than the
intrinsic quality of a playe It is not therefore smrprising
that so little original work of more durabls quality has been
written for radio.

Two things keep a mcdern stage play alive, publication and
amadeur pcr!"omnw. Obricusly a radio ylay camnot be perfermed
YW avateurs, despite Richard Hughes' naiwve direction in 1924,
that Danger could be readily performed in o daxkened room with
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the charasters speaking into doxes. Over the last kY years
enly a fox radio plays have hesn pablizheds Iy du Garde Pemoh,
Tyrose Guthrie, Lance Steveking and Philip Wade published |
collected editions during the nineteen~thirtiss; more recent
publications have been the plays of anthors widely lnows for.
their work in other media - Clawence Bane, Rric Linklater,
Dorothy Seayers and the poetss The foundation of a good lihwary
of radio drama has been established and should be encouraged:
for the sake of writers -- as a guide to technique; for listensrs ~-
whe will have inevitably missad a lot during the first produstion
and for whom the second will be all the hetter nfier having read
the taxt; and for readers -~ decaus drama for the radio can
be made more rcadabie than a slags play as 30 much depemds apon
words and it dispenseox o reedily with soene and w.m. In
fact a radio play ought to have moxe claim to pernansnt existence
in printed form than any other type of dxsbe |

Recently, in Creat Britaim and Australia, 5 comercial market
has been created for gramophome records of serious drama by
some of Britain®s fimest companies, of poetry resd by experienced
actors and Qf radio drame performad by the B3C, Iylan Thoamss'
Under ¥ilk Wood is 4fis one radio Dlay whose yermmnence is assured
in 2 set of records of such beautiful quality, that they may
rovide some inspiration for othsr contesporary poets amd drame-
tizts %o atteupi radio playse(®) The publication and recording
of & lerge and Hwrase body of radio drama available for cobe
sulsation Y dramatists, would have an important effect in dis-
pelling the aloofwess and patrorising aftitude in some litsrary
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elrclas 4o this popular art formn, Totil thet dme, wéie dvuva
will comtinde 40 B ignored by nay of those authovs whoss
talexis wuld indiecste tholr alili{y o use it =ith comgidorable
ERG09 88,

An even nore furmidadle bexyior to the sttraction of radio
Eremy wenifested iteel? omly ous year ofter Bichaxd Hughoy hed
written the firat radio play in the werlds Im Aprid, 1925,
Jotn logie Baird Jemonstrated that moving imegss could g iwang-
witted frem one peint to spothere Mine momths after, he
graved conclusively the precticeabilily of television, and within
the mext two yeoars people begen to think of it &g g medium of
entertalmaente Im 1920, the TBC {tock Faird and his expsriments
- under iis wing and Septembor of that year sew e insugmration
of an sxperimental telovision servicee The world's fimst
regular, high definiiion television procramic wus lumwhed e
tugnat 95,1558, et o wany people, the desth Xmil of radi
drans had aiready mzmc'.aé &#ix years betfores Iu July, 1930,
the firot alilempt wos uade %o tedaviss a shord Fiay -- Pirandello's

Xt was produced Yy = imsn

whe kad, in the previcus twy or thren yeszs, brsn dolng zo much
4o explors the tectmigue snd possibilitiss of the radis pliy --
ivoce Sleveldnge. ITronically, Wl Clelgud, win has sver gince
remnined heid of the 3DC radio drame depariment, was o havws
taksn gars, dut fell 111 at the last mowant.

4 degaription of this produetion is set out in Jolm IiLe's
kdstory of the fiwsb tweniy-five years of television, Adweaturs
4m Figioge(10) He 4olis hew the play was cliosen for its sult-
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abiliyy in vise of the limited resourcses at the producar's
diasposal and how zome orude atiompls wers made 3o voxbize the
teehiniquas of yadio and fils,udithout much sucesas,in its
pressntutions  Suifd concludes thad it was impressionistic
rathar than wealistios Hevertinlsss 1t was ths Sivad step
towands volavision!s matuwrily se an ard wediwe, (Pp.40-47: )

The following yeur wa fimd the Syst miggivings ainsd about
the Pulove of radis drummae
Tyrone (Guthrie, amther men vho had helped realise the possibilities

of this foru, predieted its deaths “Fer wy prt, I fesl cube
Vinecd that the fatuxe lies elong the llass of Wwisvizivu, of
oe-ordingtion with othesr aris -~ & vigha of ever growing
alaboration, mchanizstion, centralisution, wost deiressing o
contenplate bat qui‘be inevitables 1n this fugdom with the
viaval arts I believe the wondesst dvaus will loss wost of its
Indlvidvality and its viriue, but il only them, for the first
tlme come intw 1%s o in fomuiar estowms” Four yeurs later
lic 83068 Meee the momsnt televiion bectmez estublished as a
etisfactory iwang of commmicntiol, the tschmigus of radio .
drams #ill bscome obwoletes'{3l) Time hims proved him wrong,
it Catlrie’ s senitimesis have besn contineaily vepeatad by
cihier vadic Gramatists and wyiters up tc the pressnt &WJe

Ledu Garde Peach regarded radio drama as an ars form without
e trodition behind 1% and without a futuro in froné of it —
Yeoo & 3023 of brief, isolated phommmenow™e s thought the
inducemsn® to welts radio plays would disappear beXore the psrlfect
one bod betn produced, and added "1 ghall probably contlame W
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@xperiment until I am confronted with the first successful
broademst of a television playe Then I shall breathe a
deep sigh of relief and begin to experiment all over again."(12)
In 1954, Rudolf Arpheim, perhaps the greatest champion of
radio drama, went one step further amd predicted television's
complete obliteration of radio as a mesns of communication,
Although he refused to prophegy how long the two would develop
side Wy side, he believed people would prefer the spectacls of
television to the thought and feeling of sound broadecasting.(13)

Thirteen years later, Vel Gielgnd maintained that the future
of radio drama would disappear with the perfacting of telsvision.
He conjectured whether there would be time for the broadcast
Play to mrove iteelf as an art form before the postwar T.V.
srvice was brought to a high level of efficiency and delivered
the coup de grace.(14) Since that time crities are still
prophegying the death of radio drama, but the form continues to
thrive.(15) What effect, the\n has television really had upon
radio drama in the past, and what effect could it have in the
future?

The main xeasen behind the earliest of these propheeies was
the analogy dramn from the silent filme The momsnt the extra
dimengion of sound was addsd, people refused to look at amother
silent film, and not all the genuine artistry of the form could
save it from extinction, "Add the sound track to the camera”,
wrote Val Gilelgud, "and the zilent £ilm becomes merely a mussum
pleces Add viewing to the microphone, and the radie play must
follow the same road into Idmbos"(16) Tew predictsd that
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television wuld entirely superseds sourd radio, snd had Rudolf
Arnheim peused a moment to reconsider his opinien, he would
have ssen its foliye Television demsnds the complete, or
almost complete, attention of the vieware Badio, on the
otli:zr hand, is often heard a8 background listening, and mm
prograzmes are designed to this end, especially during the dsy,
When a parson cannot be expected to drop everything elass, sit
down and 1isten. ' The experisnce of the last nime years in
Great Britain and the United 3tates of America would imdicate .
that both radic and television fulfil entirely different
functions as mass communication ,.msdiﬁ, and may therefore co=
exigt quite happily.

Now most people prefer to see ramer than tsar, becauss
sight is far more powerful than sound for the cosmmication
of ideas, and requires far leas effart from the viewer than
hearing alone does from the listemere Better still, peopls
iﬂce‘teseeandbaaratthe same time. The early radio
dramatigts, realised this, and even as they htr&ggled to develop
the technique of a new form, to discover an assthetie for it,
and to persuade a blind audience to mee with its nind's eye,
the Pate Vhich overtook the silent film was an example of what
night ovartake their ovm art as soon as science added a visible
sene to the microphone. To many authors, radio drama must
have aesmed an eitreunly temporary form which could enjoy only
a brief period of survival before it was replaced by a more
powerful mediwm, This fact, together with the transience of
each individual radio play, was an important influence in their

refusal to take radio drama seriously as an art forme
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The BEC's post war television service began in 1946, and
since then, there have been great advances both im programmes
and ¢echmienl raeilif‘:ies, as more and more of the country has
had television made available to ite In Septeumber, 1935, the
EiC' s monopoly ended, and Comrercial television offered it
oconpetition for the first time in the history of Bridish Wroade
oastinge What effact the combined attraction of alternatiwe
services will hayo on radio programmes over the next faw yoars
is slmost impossible to predict,

Up to tho present time, it would sgem that radie has had to
be constantly on the look out for new and exeiting idess to
embat the yotency of sight and sound, althongh the position
of radio drame has remained wnchanged, both in the nurber of
popular plays broadeast and the quality of serious writing done
for the Home Service and the Third Programme. In his
Introduction to Thas Dark Tover axd Othey Radio Seriptg, Iouis
Maclleice voiced the ssntimentis of many authors and listeners
in an expression of hope for the survival of radlo:

It wuld be a great pity if television were ever
eanpletely to supersede sound hroadcasting as the talkies
supersadsd the silent films. The cimewa revelution was
inevitable but through it we lost the wnique pleasure of
mtching a story told vigually, dispensing with peeple's
voiceg. Bul sound alome is for most people more yotent,
wore pregnant, more subtle, than pictures alone and for
that reason -~ regardless of the material pros and cons
of television -~ I hope that soumd broadeasting will
survive, dispensing with people's faces. {p.12.)

Sound Wroadeasting will undoubtedly mnvive, but in what kind
of programmes it is difficult to say. Whether 4t will continue
%o support Lhe popular art forms which have developed within the
medium =~ the variety show, the feature and radlo drams -- is,
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to ventwre a mpfheey, unlikely, because ths people who suppord
these forms are not the people for whom Hacleices considers sound
to be "more potent, more pregnant, more subtle .than pictures?
He was wrong, in suggesting that "mest people” p'efe;-» smmﬁ to
sight, rrobably because he was thinking of a amall, intelligent
and aensitive minority of the radic awdience, the minority
Which supports the Third Programwes Amd here I think lies
the futures of radio d’m. The "ropular” audience, and this
is not meant in any derogatory sense, will mrefar the addition
of sight to sound for their entertainment and will come to
regard radio as something to be listencd to with one ear only,
or simply as a mediun for the comvayance of straight, unadorned
information, But with the Thixd Programme there exists and
will continue %o exlat a demand for specially designed aural
works of art which will provide an experienc; unattainabls in
any other mediums |

As yet radio drama remains a Popular, not an esoteric art
form, and the television play is atill in a very emlwyonic stage
of development. In an age of such rapid develomments in the
entertainment industry, axything eculd happen amr the next few
years; from a resurrection of the arts through these popular
commimication medis, .ta the asrious ramificstions of a
problem now in the procsss of ereation --. that is, the replace-
ment by tolevision, film and radio of all leisure occupations
requiring personal initiative. The potemtialities of the popular
art forms to lead men in the oppogite dlrection, towards a
richer and fuller existence, have besn realised by those contempor-
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ary poets who found in radio a desirable and satiafactory mesns
of expressione Thay restored the humn veice te literature,
showed what could be done or & very high level with the simple
and popular, and proved that the tuste of ardinary people cen
be a3 easlly conditioned to aduire the benutiful and emotionslly
true, as American radie has conditioned them in the oppoalte
direction,

The future msmst look to contemporary welters like Dylar
Thomas = & foet who was ahle to write equally well within two
popular art formse If more dramatists could de induced to use
the radio, f£ilm and television = media readily sccepted aa
 stanjard fams of éntertalmment by the maxy and as art by the
:«‘e# - there would b= a chance of placing these formz on a
nore intelifgent, more artistie, less ocommerelial and leas
standardised basis. It iz Dot a question of giving art to the
people, because audisences cannot be foreed into the acceptanve
of more artistic things; changs or ' imprevenment is unzs
audiencs tastes is a slow, evolutiomaxry prooessse Nor does
it imply a lowering of artistic stamdavds 4o mest the require=
ments of "the mar in the strest"; but it doos imply a faclng
up to the inescapable fact that the literary arts are being
left behing in favour of those dynamie arts whase living appeal
to the ear and sye give the writer acooss to a far wider audience.
Rndio and telovision are the only tws dramtic media which can
Pulfil the first function of a National Thaantre by makdmg their
productions available to the whole nations

*"
a9
(1]
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