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CHAPTER X

IHTRODUCTION

Modern drams has evolved to the point where develope
ment of plot and characterisation are net the only elements
essentlal in construeting & good play. The work must give
an insight into preoblems relative to contemporary life and
must demaud of the audience an active particlipation. ILeonid

Andreyev's He Who Gets Slspped is a play which, desplte 1ts

agey fulfills these demands. Its philosophy 1s as conten=
porary as the works of any modern playwright., A4lthough the
theme and approach to the ylay are modern, the siyle is most
unusual, belng more presenistionsl than representational,
more theatrieal than realistic, The play is worthy of
intereat not only becouse of the vnicue style but alsc
because, in splte of the appropriateness of content and style
for a contemporary audlence, 1t has remained relatively une
knovm. It 18 a play sometimes read in literature classes,
seldon ever produced in n theatre.

This thesi:, presented in the form of a2 production

book, is a study of the play He Who Cets Sla

vy

ped, with ob-

servations about ite author, lLeonld Andreyev. Included are

1
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the complete script of the play with all stage directions,
costume and set designg, technieal plots and schedules, an
afialyasls of the play and of additional works by Andreyev,
and 3 brief blograprhy of the playwright,

This thosis L& an attempt to present a written and

graphice 1llustration of the steps a director nmust zo

through in preparing He tho Jets Slapved for production.

ﬂé;i”:"~ ”, ——
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CHAPTER II
LIFE AND PHILOSOPHY OF THE AUTHOR

Russia from 1800 until 1910 was more fertile in
the field of dramatic literature than it had been ever
before or has been since. A look at Russian playwrights
of this period not only glves a picture of the progress
of Russian drama but indlcates the guality of the harvest
reaped in dramatic lliterature. Anton Chekov, accepted by
most as Russia's foremost playwright, had written Uncle

Vanya, Ihe Three Sisters, and The Cherry Orchard, and was

having them produced by the Moscow Art Theatre. He had
been preceeded by Pushkin, Gogol, Turgeniev, and Tolstoy
and was followed by Gorkl and Andreyev., It was into this
era of Husslian drama that a writer who was to defy the
established quest for realism was born. This man was to
branch off from the main stream of Russian drama as com-
pletely as Chekov had in preceding years.

Leonid Nlkolaivich Andreyev was born on August 9,
18711 in the city of Orel, about two hundred miles south

of the cultural center of Russia, Moscow. Andreyev's early

IErnest B. Watson and William B. Iressey, Contemporary
Drama (New York: Charles Seribner's Sons, 1941) p. 414,
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1ife was burdened with unhappiness and poverty. Despite
his meagre means, he managed to graduate from the Univer-
slty of lMoscow with a dezree in law at the age of twenty-
slx. Because he had suffered emotionally due to his
poverty, Andreyev experienced severe mental anguish which
caused him to attempt sulcide three times during his early
manhood.

In a desperate attempt to find a profession which
was satlisfying to him, Andreyev, whose distaste for law
was exceeded only by his fear of poverty, was led to
support himself by painting, newspaper reporting, and

fletlon writing for the Moscow Courier. While he was

penning fietlonal short storles for the Courier, one of
his pleces attracted the attention of the realist play-
wright Maxim Gorki who was reaching his productive height
at this time. It was Gorki whe gave Andreyev the badly
needed encouragement and assistance that were teo lead him
into a literary career,

These men whose personallities and philosorphies were
diametrlcally opposed should have been, from all locieal
etandpolinte, natural esemles. The contrast of the two men
ls seen no mere clearly than in their attltudes toward
thought, For example, Gorki's respeet for thought and the
mind were very high, "Thought 1z the source of all that
exlsts, out of 1t arose everything that is seen and felt by

man,"

2 . 3
Deamag of Modernlsm. Tdited by Moses and Campbell.
(Boston: Litile Brown and Co., 1941) p. 88,
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pAundreyev's philosophy toward thought revealed

eynicism and distrust, "Thought lures man to the abysses

i

of inexplicable mysteries, . . deceives him, 1t leaves

him in painful and impotent loneliness in front of all

that is nysterious and itself vanishes."z Andreyev's

was 2 personality which opposed itself and refused to

realize a means by which 1t could be unifled. idctlve

protest and utter despailr were constanily at war withln

him, His ldeals were high; and when they were not reallzed,

he was unable to reorganize his life and thoughts to accept

that whieh had bhaprened, For example, in the last years

of his 1ife he served the Xerenski Government; but when

that party was overthrown, he becane 8 flerce anti-Rolshev-

lst, an asctlion which led him lato a self-lupcsed exile.

Andreyev's psychologiceal makeup was not steble at any time

during his life; and when he died in 1919, his personality

still held that element of nysticise which had fascinated

Gorkl and his readers and had been prevalent in his work.
Most of Andreyev's work is composed of highly symbolic

tragedies which seek to reveal the mysterlous elements of

the world and 1life., His plays can most easily be compared

with those of lMezeterlinlk. These two méan held as their basic

goal a statie theatre, a theatre ¢f mood rather than movement,

3I’bid., p. 88,
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where nothing overt ha:pens and everything lmmaterial is
felt. @wmmﬁ should depsnd on the creation of 8 mood
rather than movement and ahonld be the result of Intellec-
tual experience rather then overt setlions and events,
Both men thourht that the theatre should be more like o
poom which eliminstes sotion and replaces 1t with soul or
truth than s mere presentation of the externmals of life,
They eondeavorsd o olivinste physieal action and replace
it with 2 spiritusl experience whleh reletes te the soul.
Action, they felt, wus an ebataole To dooper underetanding,
and worde were the only true way of expreesing a nore
universal life. Both pen firmly belleved that the conlenw
perary theatrs was inelfeotive and felled to sxpress the

true drema of man’s soul, Feeterlink beat states his theory

I bave grown %o bellove that an ¢ld nan
geated ln his arsechslr, waltiaz ratlently
wlth kisz lamg beslide him; slven uneonscious
ear te all the ebernal laws that relgn
about hls houme, Interyroting, without
conprehending, the silence of doors and
windows and tﬁa gquivering volee of light,
pubmitting wlth bent hsad to the presence

of bis soul and of dentiny, . « motionless
a3 he Lo, does yel in reality live n desper
more humaz, and mere universal life than the
Jover who sirangles his mletress, the captaln
who conquers in battle or the husband who
aveuges honors « « oIindeed, 1t lo not in the
acticone but in the worde thet are found the
beauty and groatness of trgﬂwﬁiam that aye
truly beautlful and great,

Aaurice Maeterlink, Treas

Ppe 105-106, ad and Co., 1898)
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Andreyev strove for his lideal of physieal action
only when absolutely essential and attempted to introduce
nental actlon which he felt eaptured more effectively the
spirit of man, If the play could, like a poem, express
the essence of man's exlstence and his soul, then the
theatre would have finally obtalned, in Andreyev's opiaion,
the status of art., To hinm plays had to become more truthful
1f the theatre were to live up to his ldea of its obligation,

Is action in the accepted sense of movement

and visible achlevement on the stage, necessary

to the theatre? Wot so since in nmodern 1life

aspects tend to wilthdraw farther from external

activitlies and go deeper into the pecesses of

the soul and toward mental action.

To Andreyev the strugpgle of man is based on &
confliet between intellect and nature, what is natural and
what is soclal,

Cnce man has become the foundation of sccial

11fe, all connecting boundaries and points of

contact heretofore existing between hinm and

nature dlsappear, He is not merely left in

lsoliation but about him is Fformed a desert, a

vagt soclal chasm, . + « If the individual

cannot establisgh a direct bond between his

personal exlstence and the law of nature there

resultg the tragedy: Personality rencunces the

world.,

Andreyev, whose soul had really found no rest, dled
in 1919 in a self~lmposed semi-cxile necessitated becsuse

of his politiecal views. Throughout hls life Andreyev had

-

Plays by Leonld Andreyev. Translated by Clarence L.
Meader and IFred Newten Scott. Andreyev's quotation in the
preface, "Life and Philosophy" (New York: Seribner's Jons,
1925) Pe Xiio

6Ibid., ps Xvii,
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been very much alone desplte belng married twice and
having at least a few friends.
Perhaps, if a2 man's life cen be summed up in a
words, Gorki's evaluation of Andreyev best does this,

To Andreyev man appeared poor in spirit, a
creature interwoven c¢f irreconcilable contra-
dictions of instinet and intelleect, forever
deprived of the possibility of attaining

lnner harmony. All his works are vanity of
vanitles and self-deception. And, above =11,
he 1s the slave of death and all his 1life long
he walks draggsing its chain,?

7Maxim Gorkl, Reminescences (New York: Dover
Publications, 1946) p. ’



CHAPTER III
ANALYSIS OF THE FLAY

Leonid Andreyev 1s a philosopher siriving to
grosp an ultimate not Just external reality. He feels
that the mind is the controlling element in all human
exlstence, not that the mind necessarlly benefits man
but that it controls him, and that external reality is
merely a facade which often hides the ultimate reality
within. However, in attemptlng to achieve this end he
could not resirict himself to Symboliem or Realism. "I
am not the slave of either symbolism or realism, but they
are my servants -- now the one, now the cther.“l As &
result of this method of writing, Andreyev's plays ore
very difflcult to claseify as symbollism or realism.

This combination -~ or diversity -- of styles ig no

better reflected than in his major work, He Who Cets Slavped.

In thls play Andreyev makes the actlon totally realistic.
The scene of the play is set in an all«nurrose room of s
rermanent Furopean cirecus, Throughout the play, rehearsals,

rerformances, everyday financial problems and retiy arguments

& '
Prank VW, Chandler, Modern Continental flaywrights
(London: Hayes and Bros., 1931) p, 112.

o)

-



10
are used to show the realistic aspects of the circus; dut
the dlalogue he gives to these realistic people 1s something
more than common speech., Zinalda's dialogue with He about

WA "

anting love 1s definitely not "shop talk™ even though she
is speaking of her lions. Alse, He's discussion with
consuela concerning her worlk with Bezeno 1s far more than
backstage geossilp, Thie inconsistancy in the development

of the play iln terms of the realistic and symbolie aspecis
of the work are often quite dlsturbing., It is difficult

to decide in which style the author is working. "Although
the play seems to hint deeper meanings, indreyev 1s reported
to have sald that 1t was really all on the surface, and that

he was laughing at the lesson-hunting public."2

Perharps Andreyev dld not write He Who fets Slanved

g a "symbolio" drama, but there are some facets of the play

o

which carry symbolle meaning. WYWhile these characters are
developed ag ordinary people in the action of the play,
through his dlalogue /ndreyev has given them additional
importance, The symbolism exists on two levels, the first
being solely within the seript and the second reflecting
the personality of Andreyev himself., The character He, in
the first 1nstance, could very eaglly represent intellect
mocking the common man through their mockery of him., He

deliberctely makes himself a fool, and the world mocks him

®Ivid,, p. 128,

1 (1 »
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delightedly, thereby making itselfl more ridlculous than
the clown 1t meeks, Consuela could be ldeal beauty,
"she who gets loved"; the Baron, coarse acquisitiveness;
the Count, shrewd commercialism., In the second instance,
with theAylay reflecting the playwright's personallity, He
ig Andreyev, Consuela is an 1dyllic dream which he would
keep pure at any cost, and the CGentleman is life whlch has
robbed He of all thet makes existence worth while. The
first exmuple 1ls an obvious lnterpretation of the secript.
The second ls a possible, even probable interpretation,
However, these are only two levels of the symboelism poscible

in He Who Cets Siarved 1f lndeed elther of them is correect,

vhether these concliusions coinolde exactly with Andreyev's
intentlion in writing the play is impogzidble to determine,
nor is 1t of y&rameant importance. The uge of symbolism

13 20 perszecnal that a single response either on the part of
a person or an sudience ls virtually impossible,

Ho matter what synmbol is used in drama its connotations
and meanings will be different to each persen ian the audience.
Becauze of each indlvidual's varylng experiences no symbol
or symbelizatlon can be unilversally interpreted the same,

It 1s for thls reason that the wrliter feels the symbolie

nature of fe Who Gets Slapved should be used as a guldeline

for the production and not as an end in itself., 7The gsymdbeliam

o

of the play can do muech in helplng to define the style and

1 = \

-
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type of production, but it should not be used as a stirict
pattern which must be religlously fellowed.

He Who Gets Slapred deals with the members of a

permanent c¢lreus located outside a provinecial town in
france. The star attraction of the elrecus lg Consuela

whose father, Count Mancini, is negoticting her marriage

to the Baron, an 0ld roué for whom she ecares nothing,
Recause of the highly sheltered 1ife she hasz led, Consuels
also scorns the young acrobat who edmires her, malnly be-
czuge she does not understand hig feelings for her. The
acrobat in turn disdaline Zinalds, the femsle lion tamer,

who adores him in spite of the faet that she 1s the mistress
of Papa Briquet, the circus manacer.

Into this complex situation enters a atranger of
gensitivity and intelllgence who has besn stripred meterially
end intellectually of all that he had worked for., Defeated
and robbed not only of his wife but of his ldeas, he offers
to serve as & clown. When asked his nsme, he says that he
is tc be called "He who gets slapped"., In the elrcus, 8s in
life, he achleves sueccess in his role as the elown and finds
in Consuela & new inspiration., Ne declares his love to her
and warng her about the Baron's deceitfulness, OConsuela
proves ag unreeponsive to him as to the Baron and the acrobat.

In the last sot, durlng a beneflt rerformance after whlch
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ghe 1s to be married, He begs Consuela to drink a2 last
toast with him. As they are dying from the poisoned drink,
the Baron rushes out and comnits sulelde, an action prompted
by the Russian superstition that whoever dies next after
the woman he loves will possess her in death., The curtain
falls with He saying that the Baron shall not have her for
he 1s coming too,

The play is mede up of four acts of arproximately
equal lenzth. The exposition in Act I 1s accomplished
through couversation between the Count, Brigust and Zlaaida,
COther exposlitional elements within the »lay are revealed
through character development., #or instance, the fact that
Consuela is not the Count's real daushter 1z not exposed
until both of these characters are partially developed,

The audlence then has had & chance to see Consuela's
devotion to the Count and lg, therefore, doubly aware of
faneini's deceltfulness. The plot develops according to
atandard practice Irom expositlon to incldent (Ne's Join-
ing the clrecus) to complication (Ne's love for Consuels,
her engasement to the fHaron, He's conversation with the
Gentleman) to climax (the end of the third aet with Ne's
questlion to the Baron; "can you walt?") and finally to
denouement (the deamth of Consuela, the Paron and He, )

Jlepped, like Moeterlink's The Intruder
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iz a play which requires and evokes 2 specific mood or
atmosphere. In the \nireyev work, the tawdry tinsel and
glamor of the clreus is ever present, constantly exerting
ite force over the characters, The cireus is to its people
total 1ife, and no existence outside itz realm 12 vanted
or needed. The circus i1s, in faect, the motivational force
for the action. The clrous provides e with the only environe
nent which he feels can free him from the sutside world, It
is algo thls same slsment, the e¢ircus, that providzs the
cbaracters with the only environnent in whiech these inoli-
dents could take place. In no other situation, under no
osther eolreumutanges, could the setion of this rlay have
cecurreds For thles reassn then the cireus itself permentes
every actlon, every character, making them theatricsl and
giving them & quality of uwareslity. The miliew controls
the characters rather than vice versa and, as a result,
the clrous beconmes a charscier itmelf,

The set for the production is a larze room cluttered
wilth posters and props. It must exhiblt the omnirresence
of the clreus in the lives of the characters. The walle of
the roem are cpagque at floor level and gradually fade into
transpareney showlng the rigging and instruments of the
cireus ring in the backpround., fven though the room is

completely deflined by walls and celling, the environment of
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the circus pervades., The existence of the circus as a
whole, as a way of 1llfe, physically over~shadows the
reallstic gqualities of the room. To increase this effect,
the lighting instruments located on the rigging are used
to 1lluminate the room, The entire staze plcture is large
and spacial so that there is a feeling of openness and
freedon,

Andreyev states no specific period or time for the
actlon of the play; however, it is usually set in the early
1900's., Because of the unrealistic qualities and the theatri-
cal background of the circus, the writer has decided to styl=
ize the costumes of the circus people by making them modern
in design. The stylizestion is achleved by exaggerating
specific qualities of the character. TFor exanple, Consuela's
purity, innccence and naiveté should be exhibited quite bold-
ly. The use of white or light colored materials of very soft
texture will reflect these elements and this, combined with
a soft low neckline, will help to reinforce the qualities
within her personality. Zinalda's costume, 1f made of a
hard-locking, almost metallie material and cut so that the
lines are severe and stiff, will demonstrate her hardness
and aggresslveness. These deliberate stylizations will sive
the theatrical qualities which the play requires by making
character tralts and personalities physlecally apparent.

Due to their inabllity to see 1life as anything other
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than a strusggle for possession, the characters not involved
in the circus except through their contact with the circus
people (such as Count Mancini, the Baron, and the Gentleman)
should seem stiff and inflexible., Therefore, the flambouancy
and theatricality of the circus people is in vivid contrast
to the strict, unylelding austerity of these other characters.
The writer feels that this dlsparity will best be seen if
the "outsiders" are costumed using some of the features of
the early 1900's. The high collars, stiff fronts and tapered
pants which give the formal, almost confining appearance of
the men's clothing of the period will project the reality
which these characters possess.

In He Who Gets Slapped the author has combined two

styles of play writing which at first seem to be in complete
opposition, Upon further conslderation it becomes apparent
that this diversity serves the purpose of focusing and
strengzthening the major theme of the play. The reality of
one group of characters loses 1ts truthfulness in the theatri-
cality of the other. The circus pecple whose 1life 1s ruled
by an extreme non-reallity emerge as the more truthful and
real of the two groups of cheracters. Thig theme itself 1s
one of oprosition and contrast and Andreyev has dealt with
1t by using this same method -~ contrast. That element 1s
also strengthened 1ln the costumes and setting so that the
show 2s a whole gtates a proposition about reality and then
contradicts 1t by reveallng the truth as sham and sham as

truth,



CHAPTER IV

THE COMILETE SCRIPT AND STACE DIRBUTIONS

LHORID ANDREYERV

(4dapted by Judith cuthrie)

17




HE WHO CETS SLAPIED: Cast of Charscters

Consuela - A4 bareback cirecus rider, known as "The
Bareback Tango Queen®

Count Mancinl -« Qonsuela's father

He -~ A clown in Briquet's ecircus

Sriquet - The manager of the c¢lrcus

Zinaide = A llon tamer, Briguet's unmarried wife
Alfred Bezano - A Jockey and bareback rider
A CGentleman

Baxron Regnard

Jim Jackson « The chief clown

Tilly - & muslical clowm

Polly -~ A musiecal clowm

Thomas

Angelica

And others - Artistes of Briguet's cirous.

(The action takes nlsceé in & eireus in a r»rovineial

clty in Prance)

18
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Act I: Scene i

A very large, rathepr dirty room, with whitewasz
The room is used for many PUrpOSEs. It is the
Papa Briguet, manager of the cirecus: here he 2

little desk. It ie the cloakroom of some of tu& actors.
It 18 also the room where the cast gathers between calls,
during rehe raals or performaLces. Again 1t 1¢ a checkroom
for used cirecus property. The walls are coversd wlth clrcus
anpnouncements and glaring pogters.,

The time is morning In the circus hzll a rehearsal is
solng on, and grgourwt,aug are velng maedle for the evenling
performence. A& the curtaln goes up, the cracking whlr

and the shouts of the riding master are heurd from the ring.
Tilly and FPolly are 8¢ mehearsinn Jumping through hoeops. UR
nter Count MuuCiﬂlc They go on rehearsing and lgnore him,

MANOIRI

Cood moming. (Yo ansver Crosses %o 3§ of Polly and Tilly.)
Good morning to you, rogua& and vagsbonds. {(Xo enswer,

Orosses further.) Oounit Hancirnl dces you the henor of
wishlng you a good morning.

TILLY and POLLY

(Without stopping work.) Good morning.

MANCINI
Yhere is uansuﬁla° (Fo anmewer.) I said where iz my
daughter? (Xo answer.) I seld where is ny daughter, the

uountesm Consuela?

Busy.

Where 12 your little manager person, where is Papa Briquet?

TITILY and POTIY



What are you dolng?
TILLY and 20LLY
BUSYy .
HAGCINI
i wonder if you could oblige me. . +(Crosses closer to

T and P.) I saild I wonder if you couid oblige . . . little
temporary financlal ., . » 20 stupid . . . 8bsurd, really . . .

4

left oune's check book 1n a -=- never mind, Could you be so
kind, « « 1little favor.

TILLY snd POLLY

(imptying pockets aund showing linings,
enpty. (T and P dance M bhack through

L~

A
it docy. Dater

Briguet UC.
BrIQUED
sonjour, mnes eunfants,
TILLY and POLLY
Good mornlag, Papse Briquet.
TOLLY
(Confidentially.) That Mancini 1s about.
BRIGUET
(Crosses hastily to desk and puts away cash box.;, 5o early?
FOLLY
(Crossing D with him,) Yes.

BRIQUET
Wnat doegs he want?
POLLY

The usual., Don't lend him anything, Papa. He's no more a
count than I am. T1lly's in bad form today.
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BRIQUET
Why?
FOLLY
Says he's not well., Says his throat's sore,
BRIQUET
Shall I look at 1t?
POLLY

Yes, please, papa. (Briguet calls Tilly over. While
he is looking at hls throat Mancini reaprears.)

BRIQUET

Iittle wider please., Oh, it's nothing. Paint it with
lodine.

POLLY
I told him it was nothing. Conme on,
MANCINI

(Crosces L of Briguet.) Mm! . . . Doctor Briquet! . . .
Better be careful -~ you're not qualified.

BRIQUET
(Signals P and T away. They exit UC.) They only want a
little looking after. They're all so fussy about their
health -~ almost as nervous agzs the animals,

MANCIRNI
His throat's Just burnt with drink. That's all. Those
two get sozzled. Every night. Sozzled. Absinthe. Vell,
I méan! 1It's theilr morals that want "looking after,"

BRIQUET

(3its at desk.) Oh, shut up, Maneini! I'm tired of you.
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MANCINI
Count Mancini a votre service! (Sits in chair DS of
desk,) O0h, look, I wonder if you could oblige me . . .
a little temporary financiel . . . Left one's check book =-=-
well, somewhere . . , absurd of course . « « 1little favor,
BRIQUET
Yo, 4nd I won't have you "touching" my asrtistes,
MANCINI

(He stands.) Touching -~ {Crosses L of desk.) quel
phrase! 7The indignity!

BRIQUET
(Turns chair to face M.) Tired of you, poking your nose

into everything. You worry the artistes. One day they'll
turn on you and I shan't stop them,

MAKCINT

As a man of entirely different society -- l'alta soclety --
I can't be expected tc treat your artietes as equals ...
Nnow you ... I do you the hounor ¢f speaking toc you quite
informally.

BRIQUET
(slightly threatening.) Well . . o, Well . . . Really!
HMANCINI
Never mind . « « 1t's all a Joke, 3till if your artistes
did turn nasty . . . ever seen this, Briguet? (Draws a
stilletto.) Useful little thing. Oh, by the way I found
such a girl out by the gas works yesterday. Oh, well, I
know you don't approve . . . but chacun & son gout . . .
and anyhow what about you and Zinaida . . . does everybody
know you're not married? I say, lend me a hundred f{rancs.
BRIQUET
Hot a sou,
MANCINI

Then I'll take Conguela away and that'll be that.
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BRIQUET
You threaten that every day.
NANCINI

And so would you if you were az hard up ac I am, &8s
shamefully hard up, Iisten, (Crosses to B.) you know

as well as I do that I've got to keep up the prestize

of my name , . . somehow . ., . and all because of the
misfortunes of my ancesitors I have to make my daughter,
Consuela, the Countess Veronica, an equestrienne . . . 2n
equestrienne . . . Just for bread and butter.

BRIQUET
You spend too much on women , . . you'll eand up in prison,
MANQINI

Prisoni Of course not. (Crosses a little away, then

turns to face B.) Why, I've got to live up to my name,
haven't I? The Mancinis are known all over Italy for their
love of women. 1Is 1t my fault that I have to pay such
terrible prices for what my ancestors had for nothing?

What do you know about family tradition? You're nc better
then a -~ well, we won't ssy what., Now, I don't drink end
I stopred rlayiug cards after that . . . well, case. &o
need to laugh., Now 1f I glve up women what will be left of
Mancini? Only a coat of arms! So . . . in the name of
femily tradition . . . lend me a hundred francs.,

BRIQUET
No, I've teld you I won't,

MARCINI
You know I let Consuela keep half her salary . . . perhaps
you think I don't love my child ., . . my only little
daughter: 411l I have left to keep alive the memery of her
sainted mother. How ecan you be so hard, (Fretends to cry
into a dirty hanky.)

BRIQUET
What you mean is she's sllly enough to gilve you half her

salary. Turns his back on M,) No, no, Mancini, I've had
enough of you,
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(Zinailda, the lion tamer enters UC. She is burningly
beautiful, Her quiet gestures at first glance glve an
impression of languor, She 1s Briguet's unmarried wife.)

ZINAIDA
(B stands.) Good morning.

MANCINI
{Crosses vy to her, falls on his knees and kisses her hand.)
Madame Zinaidal This barbarian , . . this boor . . . may
pierce me with his dagger but I cannct contrel this cutburst

of my love! Nadame , . « Count Mancinl has the honor of
soliciting one look from those lustrous eyes.

AINAIDA
(To B.) lioney?

BRIQUET
Yes.

ZINAIDA

(Orosses SL end siis on end of sofa.) Den't give him any,.
MANCINI

(Cets up and wipes his knees.) Duckhess! Don't be so hard-
hearted! I am no lion, no tiger, no savage beast for you
to tame » + o« I am a poor nmedest domestic puss who begs,
gaum, ghum ., . « (eating noises) for a saucer, a little
saucer of milk,

ZINAIDA

Jackson says you've got a teacher for Consuela -~ whatever
for?

MANCINI

(M site on sofe beside Z.) The sgolicitude of a father,
Duchess, the never-ceasing care of a loving father. The
terrible misfortunes of our family, when I was a child,
have left thelr mark on her education. Friends! The
daughter of Count Manecinl, the Countess Veronica, Xnown to
thousands as Consuela, 1s scarcely literate . . « 15 that
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to be? . . « And you, Briguet, you ask me why I need
money !

ZITNAT DA

Swindler!
BRIQUE

(Crosses to R of sofa.) What's che belang taught?
HMANCINY

Everything. A student has been giving her lessons, but

I had to get rid of him yesterday. He fell in love with
her, the cheek of 1t] He miaowed cutside ker door like a
eat, ZEverything, Briquet, everything that you don't Inow

e o o literature, history, astrouomy, ornithology, phiio-
sophy, orthography, mythology « « «» I don't wish my daughter

(Fnter twe young zirls in nractiee dress. They sit on
bench US, )

ZINAIDA

BRIQUET

(3its on stool.) You are & fool, Maneinl. (In a didactilc
tone,) What is the point? What does she need with book-
learning? While she's here she needn't know anything about
that kind of 1life . . « ordinary life « « + audience life.
What's geosraphy? « « « I would be twlce as happy if I
didn't know any geograrhy. If I were the government I would
forvid artists to read books. Let them read the posters,
That's enough. (Polly and Tilly and another actor enter.
Pand T sit on steps. The actor joins the girls.)

Consuela ig a fine artist «« now: tmt ns soon as yon teach
her « + « mytholoey « « « 2and she bepginsg o read, she'lld

be good for nothing, she'll get moody, morbid, Lt'li makre
ner miseradble, and she'll go and polson herself . . . Oh,

I ¥now these books. « « « All they teach is immoralities
and how %o kill yoursslf,

PIRBT GIRL

I love the serials that come cut in mags.
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BRIQUET

More fool you. And you'll tske a wrong turning. Belleve
me, my friends, we ought to forget entirely what happens
in books . + « » How ecan we understand what happens in
bookS. « &

VANCINT

Briguet, you are zn obscursntist! An enemy of enlighten~
ment, ' '

BRIGUET

And you are a fool. (Stands, crosses back to desk.) You're
one of the public, and what has it taught you? If you'd
been born in a circus like me, you'd know something. Edu-
cation is nonsense. Ask Zinaids -- she's done all that
book~learning . . . she knows everything they teach. . .
geography, mythology, I don't know what 0lcgy « « « « Has

it made her any happler? Has it made her any heppler? Tell
them, my darling.

ZINAIDA

Ch, leave me out of this, Louis.
3
| MawoINI

{(Crossing to B.) Oh, g6 to blazes . . . and when I listen
to your asinine phillosophy I want tc fleece you for more
than a hundred francs . . » two hundred . . . 2 thousand!
My God, what 2 manager . . . & stingy old skinflint . . .
that's what you are « « « . Listen, my honorable vagabonds
« « o he pays you starvation wages. I'll make you give
Consuela a ralse. Tell me, who is it who brings in full
houses every night? You? A couple of musical donkeys?
Tigers? ILlons? VWho cares for those starveling cats?

ZINAIDA
Please leave my tlgers alone.
VARCINI
(Crogsing to Z.) I beg your pardon, Zinaida, on my word

of honor I didn't mean to hurt your feelings . « . I'm
captlvated by your bravery . . . jour grace ., « . you are
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a heroine . + + « I kiss your tiny hands. But what do
they understand about heroism? (Tango offstage played
softly. Ue continues with enthusiasm,) ZIisten: (He
turng to the cothersd Tell me, ¥esuvieurs, mesdames, who
but Consuels cnd Bezeno bring them in? That Tango on
horseback + « « 1% 13 divinel CGodl « « « its maglc would
geduce aven His Hellness the Pope.

POLLY

Yes, 1t's & wonderful trick! Aind whose ldee was 117
Bezano'g?

MANOINI
(Crosses U to T and ¥.) Ideal! 1deal The boy Fezeno's
in love, like a cets That's the 1ldeal =ut wiat's en
fdea without a woman. You wouldn't get fur with Just an
ldea, would you, Paps Briguet? You can'i do wiihout
Jouzuele .

BRIQUED
We've got & contract with Counsuela,

HMARGINI
Such & meycenary mind,

ZINATDA
Ch, give him the money and let him gol

HAMCGINI
(Crosses quickly te B.) Tenl Pifteen! Don’t bve stingy,

Pepe « » » Lor the sake of fumily tradition -« twenty, I
gwear on my word of honor I can't do with less. (Briguet

hands him twenty lrancs, Honelwmisntly«) MNercl o « » thank

YO

LZLEAIDA
Borrow from the Darol.

MANCINI

Baron Negnard?
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ZINALIDA
fes,

MAROQIRY
My friend the banker?

ZENALIDA
If he 1o 2 bankey.

MANCIRI
(Crosses olowly to 2. Suech & sordld supgestion from such
besutiiul lips! One doean’t po %0 & wmon lilke She Baron for
& 1it¢ls, squallid, paliry, petty, piffling sunm like thlg,
fon don't understand, beantlful ledy; the Baron is o person
who thinks in termsz of nilliong -« no! Billlions. 3illions,

ZIRALDBA
Tou're up to zomething. And Be's up to socething. NMen
1ike that don't come hanging round here for nothing, any
more than you 4o,

MANCINT
Love of art, my dear,

ZIRAI NS
You're an out and oudt 0ld eswindler.

MANQINT

ind you're an out and osud old duskers (3its on L end of
sbia, An artiste enters UC -- apparently an athlete,)

ATHLETE

Tapa Briquet, there's a gentlenman from another world to
gsee you,

AQTRESS

Another world? A ghoat?
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ATHLETE
Bver seen & ghost drunk?

BRIGURY

If he's drunk I'm cut, Thomes, does he want to see ue
or the Count?

ATELETE

You., (B crosses a little UC.) He'sm not drunk, Faepa,.
P'risps he is 2 zhost,

BAKCIEI
Ig he & gentlemen? Th? 2 person like nel

ATULETE
Tes. (Crosses UC.) 1%11 go and feteh hiwm, Ye exits,
The whip craecks in the ring. The Tanzo sousnds very low
and dlstant -« then oomes veerer -- louder, Silence.)

ERIQURT

W

(Crosses to %, Touches her arm.) Tired?
FAS T
{Crawing beck a 1ittle.] No.
FOLLY

(Croasee dewn above sofa,] Your blg brown lion is nervous
today, ¥Yadame Zinslde,

ZINALDA
Sultany You've been teasing hin,
POLLY
I played a tune from "Traviata" to him and he howled,

That would make 2 good turn, wouldn't 1t, Papat It's an
idea?

*

u\‘; i
i
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(He enters UC followed by Athlete,(Clown and two other
artlsts. He 1s middle-aged and glain, but his strance
face has a lively expression.)

HE

(Bowing and smiling.) Excuse me . . . Are you the
manager?

BRIQUET

Yes. (Crosses UC to He.) How do you do? 3it down.
Polly, a chair, .

HE

Oh, please don't bother =-- (Looks around.) Your company?
Delighted to + . .

MANCINI

(Preening himself he crosses above sofa to He.,) Count
Mancini.

BRIQUET
And tell me your name?

HE
I haven't got one yet, You usually make up your own
names, don't you? I haven't thought of one . . . yet.
Perhaps you'll help me. I have thought of something

but I'm afrald i1t may sound a little . . . out of key
. » L] k) boo}(iSho

BRIGUET

SIS

Bookish?
HE
Yes. Too highbrow. (They all look surprised,) These
two gentlemen are clowns? I am so proud to meet them.
(Shakes hands with them., They make funny faces.)
BRIQUET

Look here . , . what do you want me to do for you?
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E
Oh, no, I want to do something for you, FPapa Briquet.
BRIQUET
Papal But you aren't like . . you don't look like . . .
HE

(Reassuringly) I could become "1likxe" . ., . 3hall I
imltate these gentlemen?

BRIQUET
(Involuntarily.) Are you drunk, sir?
HE
I don't drink . . . it's jJust my personality.
BRIQUET
Where did you work before, my boy? Are you a jongleur?
HE

No, I'm afraid not, but I'm glad, Papa Briquet, that you
think of me as one of you,

MANCINI
But you look . . . distingué . . . quite the centleman.
HE
Evasively) Good of you to say so.
BRIQUET

Well . « « what d‘you want? My company 1s full up. VWhat
do you want?

HE
(Pause) I want to be a eclown. (3ome of the actors smile.)
BRIQUET

You're asking rather a lot, What can you do?
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HE

Nothing. I can't do a thing! That's funny in ltself,
isn't 1t?

BRIQUET
Not to me.

Al

(Rather helpless, but looking round smiling.) We must
lnvent something.

BRIGUET
Something . . . bookish?

(Jackson, the clown, enters UC slowly without being
noticed by the others., He stands behind He.)

Yes . + . & nlce little speech, for instance, on some
religlous theme ... some little debate amons the clowns.

BRIQUET
Debatel Uhat the helll This 1s a circus, not a college.
HY

(Sadly) Oh, I'm sorry . . . something else . . . something
funny about the creation of the world and its rulers.

BRIQURT
Wionderful, . . and get my licence suspended?
JACKSON

(Crossing to H.) Don't you llke the rulers of the world?
I don't either. Shake hands,

BRIQUE
Our chief clown. The famous Jackson.
HE

Thls 1s a great honor . . . yvour genlus has glven me such
great pleasure ., . .
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JACLSOK

Very nice of you to say so,.

BRIQUET

He wants to be a elown, VYhat about him, Jim?

JACKBOE

{3igns b0 He to take off hig coat., Twms hinm round and
examines him critically.,) Clown? Hm . « + let's look =
you, Take off your hat , , . turn round . . ., smile , .
Zo on, wore, Hroader . « + DM . ¢« o One could do something

with that face. (
gomersault?

(3ighing) Xo.

How old are you?

3adly) 1 suppose you can't even turn a
2 43

JACKGON

EB

Thirtye-nine, Iz that too 0ld to dezin? (Jackson whistles.)

(4fter a pause,)

BRIGUET

But I've told you, you know, we don't

need you, we're full up. (Z crosses U to B,) ¥e'll let

you now,

ZIKAIDA

(Aside) Touls, take him on,

BRIQUET

What on earth shell I do with hinm? He's drunk,

Thank you, lMadanme,
tamer? Whoge wond

HE

Aren't you Madame “inalda, the lion
erful courage and beaubty . « .

ZINATADA

Yes, but I don't lilke flattery.
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HE
But this isn't flattery.
MANCINI
You're evidently not used to high society, my dear, This
gentleman expresses himself with sincerity, beautifully
phrased . « « and it 1s bad manners to . « . well « + o
as forme~ ° oI"’“
(Consuela and Bezano enter UC.)
CONSUELA
Oh, are you here, Daddy? (Crosses to M.)
MARCINI
Yes, my child. Are you tired, pet? (Kisses her.) May
I introduce my daughter, sir , . the Countess Veronica . « o
rnown on the stage as Consuela, the Bareback Tango Queen,
Have you ever seen her?
HE
Yes, she's beautiful.
HANCINI
of course! (Z exits UC.) ZEveryone acknowledges it! And
how do you like her name? Consuela . . . I took it from
a novel by George Sand., It meens "consclation.”
HE
Quite a reader,
MARCINI
Oh, that's nothing, In splte of your strange wish I can
gsee, sir, that you are a person of one's own ¢lass .+ o
I must explain that only the terrible misfortune of our
anclent clan . » . 3ic transit, gloria mundi, sir . . .
CONSUELA
shut up, Daddy. Where's my handkerchlef, Alfred?
BEZANO

Here you are.
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CONSUELA

(Shows 1t tc He.) Real Venetlan lace . . . d'you like
1t?

HE
(Bowing) Bezutiful! Papas Briquet -- the more I see the
more I want to stay! On the csne hand -~ a Count, on the
other . + . {Makes a face.)

JACKSON

That's not bad . . . listen . , . rack your brains . . .
think of something. Everybody here thinks out his cwm
line of business.

HE

(Hand to head, thinking, pause,) Think . . . Think . . .
Eureks!

POLLY
That means "got 1t" . . « well?
HE -

¢

I'11 be He Who Gets Slapped 1 Q « the Munny Man Who Gets
Knocked About, (All laugh) | You see . . . I've made you
laugh « + o and that's not easy. (A1l now serious, Folly
sighs,) i §
z
TILLY |

No, it's not easy. »nid you ﬁaugh, Folly?
POLLY

Like hells Did you?
TILLY

Yes, I laughed, (Imitating an instrument, he sings & little
tune, )

JACKEON

"He Who Gets Slapped." Yot bad.
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I rather llke 1t myself., It suits my personality . . .
and, friends -~ I've found 2 name, How's this -- "HE"?

JAQKSOR

(Thinking) "HE." Not bad.
CONGUELA

(In a singing volce.) "HE" 1s so funny! "“HE" like a dog!
JACKSON

(Smacks HE, who exciaims. General lsughter covers his
exclamation.) "He Who Gets 3lapped!"

POLLT
(Ia badby telk.)! He says he wants some more!

W

(Smiles, rubbing his face.) So unexpected! How funny!
You didn't hurt me 2 bit , . . but my face burns!

(Again there is loud laughter. The clowns bleat and cackle
and bark., Mancini assumes & bored air and looks 2t his
wateh, The two girls exit UC.)

JACKSOY
Engage him, Papa Briquet . . . new blood.
MANCINI

(Looking at wateh.) Mind you, my dear sir, Pava Briquet
is a perfect old miser -~ if you think you'll cet good
money here you've come to the wrong shop. A slap . . . a
blow , . + & euff . . . what are they worthf fThree &
penny! Go back to the besu monde, you'll mske more there.
Whyi TFor & slap -- Just a tap as one might say -- my
friend the Marquis Justi got damages to the tune of fifty
thoug ==

BRIQURT

Don't interfere, Manclul. (Crosses to desk.) wWill vou
look after him, Jackson?
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JACKSON
I don't mind.
FOLLY

(Crosses to He.) D'you like music? Reethoven on broom-
aticks? Mogart on bottles?

HE

I'11l be everlastingly grateful if you'll teach me. A
clovn: A funny men! The dream of my chiidhood! “hen

all my friends at school were thrilled by Flutarch's

heroes and the wonders of science . . . I dreamed of
clowns, Beethoven on broomsticks, Mozart on bottles —= I
have been looking for this all my life! Oh, but listen ...
I must have a costume.

JACESON
Oh, dear! You don't know much. (Putting finger on his
forehead.) 7You don't think of & costume just like that,

I've got a rising sun Jjust here on my costume, (Strikes
hls posterior.) I took two years to think it out,

HE

Yes, I must think too. (Jackson snd He cross L.)

MAWNGINI
And I must go. Consuela my child, get dressed. (7o He.)
We're lunching with Baron Regnard, a friend of mine, the
banker.

CONSUELA
But Daddy, I can't go. Alfred says I nmust work.

(Al% the eircus people but Bezano, Polly and Tilly exit
Uuc.

MANCINI
Work: Indeed.: And do you eall this equitation work?

Mere antics, pour falre passer le temps. Antics! This
1s gerious . . . money.
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CONSULELA
Oh, Daddy!

MANCINI
Just think of the positlon you put one 1ln! One promises
the Baron . , , the Barom expects one , , . It's impossible.
Oh, I'm getting qulte hot,

CONSUELA
But why does the sllly old Baron matter?

MANCINI
¢iel! Do you hear that, 0 Heaven!

BBZAN0

She must rehearse, (7o Consuela.) If yvou are rested
we'll start.

MANCINI
Rehearse! I mean! Young man, you must be mad! Mad!
I allow you ~- in the cause of art, solely in the cause
of art -~ to develop ny daughter's physlque, and you . . «
CONSURLA
Oh, never mind, Daddy, run along and don't be silly. of
course we must work. G0 and have lunch wlth your Baron,
Oh, and Daddy, you forgot your clean handkerchief =zgain,
I washed it for you yesterday.
MANOINI

(Ashamed, blushing.) Absurd! Xy linen is washed by the
laundress while you play with your dolls . . . you don't
know what you're saylng . . . these people might thilni,
heaven kunows what., Ridleulous. I'm going.

CONSUELA
Shall I wrlite him a little note?

MANCINI

(Angrily) ILittle note! Your little notes would make 2
horse laugh! Good-by. (He exits UR followed by T and P.)



CONSUELA
(Laughing) Oh, and I love writing! Do I really write

badly? Did you like my note, Alfred? Or did it make
you laugh?

BRZANO

(Blushing) No. I didn't laugh. Come on, Cousuela,
(They go out, meeting Zinalda entering.)

THAT

Are you going back Lo work, Bezano?
' BEZANO

(Politely) TYes. There's gtill a lot of work to be done
on the new tango., How are your lions, Madame Zinaida? I
expect they're feellnz this weather,

CONSULSLA
(Calling him from the ring.) Alfred!

ZIRAIDA

You're being called. You'd better go. (B exits UC, She
crosses to Briquet.) Filalshed?

BRIQUET

JAGEBON

Then so long t111 the show. G0 on thinking about a costume,
HE, and I'1ll think too, Be here at ten tomorrow and I'll
work with you. Jon't be late or I'll cateh you an extra
clip on the mug.

HE

I1'll be here., (Jackson exits UC.) What a kind man! All
the people around you are so kind, Papa Brigquet. (Il crosses
to B.) I suppose that good-~looking young fellow is in love
with Consuela, isn't he? (Laughs)
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ZINAIDA

Not your buslness, Nosy Parker., How much doesg he want,
Papa?

BRIQUET

Just a minute, (Turns to H.) Iisten, HE, I don't want
to make a contract with you,

HE
Just as you like , . . don't let's talk about money . . .
we can trust one another , . . let's wait and see what I'm
vorth to you and then . . .
BRIQUET

(Pleased) Now that's very decent of you. Really, Zinaida,
the man doesn't know anything.

ZIHAIDA

All right . . . better take his particulars though., (She
slts in chalr DS of desk,) VWhere's the book?

BRIQUET
Here, (To H.) %We have to keep & rezister of all our
artistes you know . » . It's police regulations . . .
then if we have trouble or a suicide or that . . . (Tango
and calls heard from the ring.)

ZINAIDA
What's your name?

H‘E

(5miling) He Who Gets Slapped! That's what I chose. Or
don't you like 1t?

BRIQUE

Oh, yes, we like 1t, but we must have your real nane.
Haven't you got a passport?

HE

(Confused) A passport? No . . « oh, well, yes . . . I
mean I have . . « but I had no 1ldea the rules here were so
atrict, %What do you want 1t for?
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(Zlnalda and Briquet look at one ancther. 7 pushes
book aside.)
ZINATDA

Then we can't engace you, We can't et on the wrong
side of the police Just for you.

BRIQUET

Oh, by the way . . . you don't know, she's my wife. She's
quite right, you know . . . you might zet kicked by a

horse . . « have an accident or something . . . never

know., I don't care myself . . , but the authorities think
different. 1If anythlng happens, well, that's that, and I
don't want to know any more . . . but they want to know . . .
oh, well, I suppose 1t's necessary . . « I don't know . . .

Got a card?
HE

Well, yes, I have . . . but you do understand I don't
want my name known?

BRIQUET
Some 11ttle? ... er ...%
HE
Something like that. Look here, can't we imagine that
I've zot no name? That I've lost 1t? ILike an umbrella?
Or that someone's taken 1t by mistake? When a stray dog

walks in, you don't ask him his name, you Just glve him
another ... that's all I am, HE the Dog. (Iaughs.)

ZINAIDA
Why don't you Just tell us your name . . . no one else
need know,
HE
Honestly?
ZINAIDA
Honestly.
HE

All right., (Hands Z his card. She looks, hands 1t to B.
Both look at HE.)
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BRIQUET
Well, 1f thls 1s true, sir . . .
HE
Oh, for heaven's sake -~ this doesn't exist any more ., . .
thls 1s something that was lost ages a0 « « « 1t's Just a
lost umbrella . . . forget it . . . I've forgotten it.
I'm the funny man who zets knocked about. That's all.
BRIQUET
Listen , » . forgive me, sir , » « but I agk you « . . are
you drunk? I'm sorry to have to ask it, but you look a
it & & 4
HE
No. But please don't call me sir,
ZINATIDA
It's his business after all, (Hides the card.) I knew
there was something funny about you. You've seen that
Bezano is in love with our egquestirienne and you see that
I love my Brigquet?
HE
(Also smiling.) Oh yes. You adore him,
ZINAIDA

I adore him, Now take him, Bricuet, and show him the ring
and the stables., I must finlish these.

HE
The c¢ircus ., . . the spangles ., . . the ring, where 1
ghall get knocked about . . . Come on, Briquet, let's go
e o« » until I feel the actual sawdust under my feet, I
shan't belleve 1it.
BRRIQUET

All right., (Xlisses Z.) Come on!
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SLRATDA

Half a mo'l HE, you're a clever man . . » perbaps you
can explaln . . .

HE

What?
ZINATDA

Well «= I've got & man who looks after the cages . . .
Just an ordinary, low type sort of men ., . « we don't
really know anything about him , , . he only cleans the
gages, He zoes lpn and out without so mueh &g looking at
the ilons . « « perfectly at home., Why d'vyou suppose that
18? Yobody knows him , « « everybody hiocws me and everye-
body's terrified of my dolng it, but . . « 2nd he's guite
stupid « « « you'll probably come across him -« but doen't
ou think of goling into the cages, my Sultan wouldn't

1L bash you zhout,

BRIQURT
(Displeaned) ©Oh, don't go on about that, Zinaida,
SINALIDA

(Laughing) ©Oh, =211 right, Well . « . you go on, oh, and
Iouls, send Beznno in, I want a word with hiwm,

(B and P exit UC. 2Zinalda looks again at the card then
hides 1t, 5he walks gqulekly up and down the room, stops
and listens to the tango whieh ends abruptly. She stands
motionless, staring at the dark door throusgh whilch Besano
comes, )

BEZANQ

(fnters UC.,) D'you want me, Madame Zinaida, becaouse I
haven't much time, (7 looks at him silently, B flushes
and frowns., Turns 1o go0.)

4IBAIDA

Bezano! (le stops.) DBezano! People keep telllng me
you're in love with Consuela, Are you?
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BZANO
We work together,
- I NAl DA

(rauze) Alfred, tell me the truth, Are you in love with
her?

BRZIANO
(Looks straight into her eyes, froudly.) I'm net in love
with anybody. How could I be in love wlth Consuela? She's
here today, and gone tomorrow, Her father might take her
away. Anyhow, who am IY A Jockey? My father waes a cobbler
in #ilsn, Consuelal . , « I can't even talk about it any
more than ny horses can. How could I love Consuela?

ZINAIDA
(z starts slowly upe.] Do you love ma?

BEZANO

Ho, I told you that before.

ZIHATIDA
Mot even 2 little bit?
BRZAKQ

Yause) I'm afraid of you,
ZIBAIDA

(tepresses a cry, controls berself and shute her eyes.)
im I very frightening?

BRZANO
You're very bveautiful -- like a gueen, sort of, Almost
as besutlful as Consuela, But I don't like your eyes.

Your eyes order me to love you, And I don't like being
ordered about, I'm afrald of you.

ZINAIDA

I'm not orderins you, Bezano, I'm begging,
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BEZANO

Then why don't you look at me? I know why. You Xknow
yourself that your eyes can't beg. Lion tamer.

ZINAIDA
sultan loves me,

BEZARO
Then why ls he so sad?

ZINAIDA

Yesterday he licked my hand llke a dog.
BEZANOQ
And today he would have torn you to plieces, lle sitares and
stares out of his cage as though you were the only one he
saw. He's afraid of you and he hates you. D'you want me
to lick your hand like a dog?
LINAIDA
No. (Passionately) I want to kilss your hand,.
BEZAWO
(Severely) I'm ashamed when you say thincs 1like that.
4ZINATIDA
(Controlling herself.) Ho one should be so eruel to anyone
as you are to me, (Crosses to level with him.) Alfred! I

love you. No, i'm not ordering you, Look at me!l I love
you, (Pause, B stvarts to go.) Alfred . . .

Don't say it again ever., I don't like it. I shall have to
pack up. When you say "love" it sounds like cracking a
whip. It's disgusting. You know it is. (He turns and
zoes out, HY comes in,)

HE

Oh, I'm 80XTY « «» ¢« I « ¢« « € . « « beg your pardon.
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Z2INATDA

(Turns. Crosses qulekly.) Nosy Parkering again . . .
d'you really want 2 smack?

HE
No. I Just forgot my hat. I didn't hear anything.
ZINAT DO
I don't care 1f you did or not.
HE
May I take my hat? (Cets hat off sofa.)
ZINAIDA
Yes, if it's yours, HE -- could you love me?
HE

(Laughs) I? Love? Now look at me, Zinaida . . . Have
I zot the face of a lover?

ZINAIDA

One could love a face like that.
KR

That's because I'm happy . . « because I've lost ny
unbrella . s . because I'm drunk . . . because I'm not
drunk. ., o Oh, I feel light-headed like a young girl at
her first ball , . « Oh, it's so lovely here. Hit me . . .
beat me , . . knoek me about . . . I want to begin my part.
Ferhaps 1t'll do something to my heart . . . perhaps I shall
feel love ., « + love! (As if listening to his own heart

wlth pretended terrcr.) D'you know? I can feel it!
(In the eilrcus the tango is played again.)

ZINAIDA
(Ilstening too.) Love for me?
HE

ko. I don't know yet. Love for everybody. IListen!
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They're danecing . . . Consunela is very beautiful!

boy's very beautiful, too. He looks like a Greek god ,

like a statue. TLovel! (4 pause.)

ZINAIDA

HE
What are your orders, Queen?
ZINAIDA

HE «= how can T make my lions love me?

{Curtsin)

The
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ACT I: Scene 1ii
Same scene. Durling the show. Music and laughter are
audible offstage.
Consuela and the Baron occupy the stage. Consuela is
dressed for the performance, with & shawl round her
shoulders. The Baron stands in front of her, a tall
stout man in evening dress, a rose in hils buttonhole.
Grasping the ground with feet well apart, he gazes at
her heavily with spiderlike eyes.
BARON

(R of sofa.) Ig it true that your father has introduced
you to lMarguis Justi? A very rich man?

CONSUELA

(On sofa.) No, he's joking. I've heard him %talk about
the Marquis, but I've never met him,

BARON
And do you know that your father is a charlatan?
CONSUELA
Oh, you mustn't say that . . . Daddy's such a dear.
BARON
Did you like the jewels?
CONSUELA
Oh, yes, they were lovely! I was very sorry when Daddy
sald I must send them back. He sald 1t wouldn't be at
all the thing to keep them. I cried.
BARON
Your father is a beggar and a charlatan,

CONSUELA

I don't think you ought to say such nasty things about
him, He's . .+ o«



49

BARON
Let me kiss your hand, (He takes her hand,)
CONSUELA

No, no, it isn't done! When one says how do you dao or
good-by, yes. HNot at any other time.

BARON

Everyone 1ls in love with you. (He slowly crosses above
sofa to L.) That's why you and your father think so much
of yourselves, Who 1s thls new clown called HE? I don't
like him. There's something odd about him. Is he in love
with you? 1I've caught him looking at you as . +

CONSUELA
0f course not., He makes me die laughing., D'you know he
got fifty-two slaps last night . . . we ¢ounted., Fifty-
two! Daddy sald, "Think if they'd been gold louis!"

n

{
1
1

BARON '
(Sits beside C¢.) And Bezanc, Consuela -« d'you like him?
CONSUELA
Ch, yes, very much, He's so handsome! HE says Bezano
and me make the most beautiful couple in the whole world.
He calls him Adam and me ®ve, Adam and Eve, he calls us.,
But that's not nice actually, is it? Buit HE does go a bit
too far, doesn't he . « . actually?
BAROH
D'you have much conversation with HE?
CONSUELA

Oh, quite a2 lot really. But I don't understand him really.
It's like as though he drank.

BARON

Consuela « « « that's Spanish , . . conscolation. Your
father's an ags. Consuela, I love you.
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CONSUELA
Oh + o o well . . . you must talk that over with Daddy.
BAROH

Your father's 2 rogue. He ought to be handed over to the
police. I can't marry you.

CONSUR
Daddy says you ca&n,
BARON
No, I can't., And suppose I shoot myself? (onsuela, you
8illy girl, I love you unbearably. I'm mad, I suppose.
I ought to be behind bars. Why do I love you, Consuela?
CONSUELA
You'd better marry me, you know.
BAROW
I've had a2 hundred beautiful women, but I simply didn't
notice them, You're the fir:zt one I've ever really loved.
I can't see any other girl but you. Does God make men
fall in love? Or is 1t the Devil? In my case, obviously
the Devil. ILet me kxiss your hand.
CONSUELA
No. (A pause.)
BARON

What sre you thinking sbout now, Consuela? I suppose you
do think?

CONBUELA
(sighing) I don't know why, I Just feel so sorry for
Bezano. He's so kind when he teaches me; and hig 1little
room is g0 tiny.

BARON

Have you been to hils room?
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CONSUELA
o, HE told me about it. (Smiling.) TIisten! Hear that
nolse? HE's getting kmoocked about. PToor thing! . + + 1t

doesn't hurt, though, 1t isn't like real. The intermission
1s dve soon.

BARON

- (Throws away his cicar and falls to his knees in front of
her.) Consuela!

- CONSUELA

Please don't! . . . Do get up « + , Flease, let go ny
hand : & «

BAROH
Consuelal
CONSUELA
Please get up: It's disgusting. You're so fat! (¢ erosses
UR. B gets up and crosses Just above sofa. It is inter-
mission, Applause and voices offstare. (Clowns and sctors
rush in; there is much chatter, nolse and movement, and
congratulations for HE,)
POLIY
A hundred slaps! Well done, HE! Good for you!
JACKSON
Not bad. XNot bad at all! You've made gquite a hit.
TILLY
He was the Professor tonight, and we were the Boys. Here
goes! (Gives him a clown's slap. Laughter and noilse,

greetings to the Baron, whlch he barely acknowledges.
Enter Mancinl, Crosses UC to Baron.)

MANCINI

Succes fou! . . . Ah, Baron, how are we? Succes foul
How the public does love to see the other chap getting
knocked about, That's what they want! A whipping boy «=-
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a scapegoat, eh? (Aside) Your knees are dusty, Baron;
brush them, (Aloud) mmm , . . dust everywhere . . .
Olrcus life! Consuela, my dear child, how are you?
(General chatter., Dnrinks are brought in UR,)

CONSUELA

(Searching and calling.) BDezano! Alfred!

HE

Recognlze me, Baron? (Crosses to him,)

BARON
Yes, I do,
HE
oh?
BARON
You're the clown, HE.
HE

Right. He Whe Gets Slapred. Forglve me asking, Baron,
but you got your Jewels back all right? (The Baron is
very surprised.) I was asked to return them 4o you, so
n&turally L & ¥ »

JACKSON

(Bringing HE a2 drink.) Have a wet, you've earned it.
Belleve me, ladies and gents, thls young man will go far,
I'm an old elown . o « I know my stuff ., . . I know what
people like ., . . but today, my boy, you outshone even me.
A cloud has covered ny sun. They're sick of backe-chat . .
tired of talky-talk, It's knockabout they want , . . slape
stick, slapstick every time. They long for someone tc get
inocked about . « . they yearn for someone to get lnocked
about . . ., they dream sbout it when they get home, Chin
chin, HE. He took as many slaps 28 « « « Oh o, + « made
hls century.

TILLY

Bet you he didn't.
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POLLY
Bet you he did.,

TILLY
I'11l count next time.

VOICE

The front rows weren't laughing.

JACKSON
O0f course not. They're too near. They were lasughing all
right up in the gods. The pgods are the right distance
awgy. Skoal, HE!

HE

Skoal! But Jackson, look here, you cut me . . . you
didn't let me finish my speech, you butted in just as I
was getting going. (Briquet enters UC. Crosses down to H.)

JACKSON
Putting your foot in it, old boy. Politics -- 2all right ~-
nanners -- all right -- but religion -~ never touch it.

Take 1t from me, ny boy, I Just shut you up in time -~
didn't I, Papa Briguet?

BRIQUET

Mals certainement . +» « 0f course. Where do you think you
are, HE? This isn't a college.

TILLY

(Defending HE.) But st3ll , . . to cut in on a person's
B8 + » o« I MEAND , .+ o

BRIQUET

(Plously) The point is, & person has no business to say the
kind of things that need shutting up unless they happen to
be drun. . . I'11l have a drink,
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VOICE

Drink for the boss!

BRIQUET
Hot pleased with you tonight, HE., 7Tryvinz to be clever
at the expeunse of the sudlience. They don't like it.
It's not what they pay for. (Drinks) Zottoms up! No ==
what they want is a good clean slap -- biff! Yang!
erash! They like that, 1t's nice, It makes them laugh,
and then they'll love you. But that clever-clever stuff
of yours == well, it's not nice, it's mnasty.

EE

They laughad,

BRIQUET
On the wrong side of their faces.

JACKSOR

Just what I tell him., Bit more of that, and you'll get
then ugly. '

BEZANO
(Enters UC. Calls to ¢ from top of stairs.) Oh, there you
are, Consuela =-- I've been looking for you. Come on!
(They exit, followed by the Baron.)
HE

But listen . . . times have changed . . . audlences hL.ve
changed + o

JACKSON
Here, what's the ldea -~ teachlng me my business?
HE
Ch, no, Jackson -- don't be angry. After all, it's a sort
of game isn't 1t? ~- the most wonderful sort of pgame -=-

glorious! One goes on == into the ring -- there's music --
there are the people -~ Lord, what a house! And there's me,
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in my make-up, feeling fine. 1It's like a dream. You can
hide behind all this -=~ (indicating costume and mask,)

and you can act -~ free to do anything, free to say anye-
thing . . . lilke being drunk. Oh, surely you understand?
(To Jackson.) Tonight, I was a philosopher, & great men

» s« o I walked 1like this -- (Orosses DG, imitating,) I
told them how wlse I was, how great =- superlatively

great -~ how God lives in me, how high I stood above the
earth, how glory shone about my head and then —=- and then
-~ and then you slapped me in the face, Jim, and there was
an enormous laugh, so I sald to you, "What are they laugh-
ing at?" and you gave me another, and then after you'd
hit me a dozen times, I suddenly said, "I do believe the
Vice~Chancellor wants me at the College!"™ (. ackson

boxes hls ears. Laughter. Holding face.) Here! Uhy

did you do that? :

JAQKSON
Because you asked for it, Trying it on us. Save that
stuff for the customers., (A bell rings. All exit UG
chattering, except He and Mancini.)

BRIGUETZ

Come on, boys . . « Act two, please! 4Act two beginners,
pl@&ge » » ™ 2 i

MANCINI

You're not on in this, are you?

HE
Ho, This is my walt.
MANCINI
Want a word with you.
BRIQUET

(0Offstage) Beglnners, act two . . « all on, please . . .
(Music from the direction of the ring.)

MARCINI

HE, you've got something my ancestors never had.
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Oh?

MANCINI
Yes, UlMoney. Let's have another on you. (Orders drinks

from walter who 1s clearing up glasses and debris left
by the crowd.)

HE
(Sits on SL sofa.)

You look depressed, Mancini, (Stretches -- tired.) ¢Ch
dear == I'm tired == a bit old for getting knocked about
-= g hundred slaps at my age! Yes, you look down in the
mouth., How are things goling with that glrl of yours --
out by the gasworks?

MANCINI

Terrible ., . . difficult . . ., complications . . . (Sits
on stool.,) Parents!

HE
Prison?
MANCINI
Prison! HE, I'm Joking, but there's tragedy in my heart.
You understand me, but even you can't explain this passion
e » » 1t'1)l be the end of me. Why can't I like the things
that are allowed? Even at the moment of my ecstasy I'm
conscious of the law . . . the policeman's always walting
to tap me on the shoulder, Oh, dear!
HE
Can't you settle things somehow?
MANCINI
Can't I get money somehow?
HE

What about the Baron?
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MANCINI
Oh, thati Just biding his time, the 0ld bloodsucker.
He'll get what he wants too. One of these days you'll
see me give him Consuela for ten thousand francs =- or
five.
HE
Cheap!
MANCINI
Did I say it wasn't? You kunow those jJjewels -- well,
when I sent them bagk == damn honesty! -= I didn't even
tinker with the dlamonds.
HE
Why not?
HANCINI
Don't tell me he wouldn't weigh then.
HE
He won't marry her.
MANCIRI
Oh, ves, he will. I know him, There've been heaps of
women before, but thls is the first time he's ever been

in love, Devil take him wlith those big cars! FHave you
seen that car?

HE
Yes, Let the Jockey have Consuela,
MANCINI
Bezano? (ILaughs) Nonsense! Oh, I know, it's all that
gtuff about Adam and Eve. But -~ please -~ no. Clever,
of course, mals pas convenable.

HE

Or let me have her.
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MANCINI

Are you a millionalre? I'll thank you not to try to be
funny. They say the prisons in this country are fright-
ful == frightful, and no discrimination of any kind made
between people of one's own class -- decent people -=- znd
Just rifferaff, Are you laughing at me?

HE
No.
MANCINI
(Angry) One can't tell -~ made up like that,
HE
He won't marry her., It's obvious, What is Consuela?
She's completely uneducated., She talks like a char. You'd
take her for a char == except on horseback, of course.
Don't you think she's very silly? (donchalantly)
MANCINI
No. And you are. What does a woman want to be educated
for? You amaze me! Consuela is an unpolished jewel, And
only a donkey could fail to notice her sparkle. (Confi-
dentially) D'you know what happened? I tried to polish
her,
HE
I know . « » you got a tutor, Well?
MANCINI
(Nodding his head.) Alarming! (Crosses, sits on sofa.)
Went too fast. Had to sack him, Another month, and she
would have kicked me out. Those old diamond merchants in

Amsterdam are clever. They keep btheir preclious stones
unpolished and fool the thieves. Ny father taught me that,

HE

The sleep of the diamond. So it 1s only sleeping. You
mow a thing or two, Manelnl,
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MANCINI

The women of Italy! . ., . Do you know what blood 1t is that
flows in thelr veins? The blood of Hznnibal ., . . of a
Medlel . « . of a Borgla . .+ . of & dirty Lombardy peasant
« » « 0f a Moor, In her all forms are possible, as in our
marble, Strike here -- out gprings a washerwoman! Strike
there ~- a sloppy street girl with a screeching volce!
Strike their -~ but gently, gently -- for there rises a
queen. A goddess -=- the Venus of the capitol, who sings
like a Stradivarius to draw tears from the eyes, An Itale
lan woman is . ., .

HE
And what will the Baron make of her?
MAWCINI
A baroness. But there is a fly in the ointment.
HE
Ch?
MANCINI
Yes. What wlll become of me? A year after the wedding -~
within a year, a little year, I shan't be allowed into
their kltchen. (Crosses L.} Think of it! I! (Count

Haneinl -~ and she no more than the simplest, vulgarest,
1ittle &« . . oh!

HE
What? You aren't her father?
MANCINI

Damme, I'm not myself today. lHeavens! Not her father?
Can't you see the likeness -~ the eyes, the mouth ==
(Suddenly sighing., Crosses back to sofa and sits.) Oh,

ny dear sir, how unhappy I am! Here am I -=- 2 nobleman --
almost beaten in my struggle to uphold the honor of my

name; and there -« out in the sudience ~= gits that old
beast, that old elephant, that old spider, staring, staring
at Consuela . . . But he must, he shall marry her. Nous
verrons., All my life I have been preparing for this battle.



And when do you think ., ., , (Stops and listens., Fause znd
sllence from the ring.) Iuunny silence! Very quiet out
there!

MANCINT
(Indifferently) 1Is it? It may be quiet out there, but
here (touching his head) here there is a storm, a whirle
wind. ©Shall I tell you a funny thing -- a freask of nature?
For three centuries the Counts Mancini have had no children.

HE

Then how were you born?

MANCIKI
8sh! That is the secret of our sainted mothers. Ve are
too fastidious to trouble ourselves with & matter that a
peasant can manage better. (Thomas enters UR.) Yes? The
manager ls on the siage.

THOMAS

(Crossing toward M.) I've been sent round from the front
with this. It's from the Baron Regnard. (Gives letter.)

MANCINI
(Crosses quickly to T.) Isg he waiting for an answer?
THOMAS
No; he's gone,
MANCINI
(Vervously opening note.) Oh, my God! My Godl
HE

(To Thomas, who is on his way out.,) Where have they got to
in the show?

THOMAS

Madame Zinalda and her lions., (He exits.)
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HE
¥hat on earth's the matter with you?
HMANOIRI
What? What? (Dances about gaily.) 7That's whatl
HE
Oh, come on == tell mel
HAKCINT
Give me ten francs, quick «« it's in the bag. Listen,
BE,; if by the end of the manth I've not got & oar of ny
own =« bigger than the Daron's -- you can sglap my facel
(Briquet enters f{rom UQ, crosses $0 U5.)
HE
¥hat's the matter, Fapa? What is 1t% (Crosses to B.)
| BRIQUET
I can't bear 4tl . « « I can't!
BB
What is it? Are you 1117
BRIGUET |
I ean't wateh it! Vhy dees she do 1t? Oh, ohe nust
give up this aet! She's madl 0h, I couldn't wateh 1%,
AR, those licns'll tear her to pleces.
MANCINI

Pull yourself together, Briquet! the does 1t every night,
Don't be & baby. Ought %o be ashamed of yourself,

BRIQUST
No. This time she's mad. And what's the matter wlth the

audiense? ot & sound - atill as deathy I couldn't
stand 1%, IListen! What's that? (All llsten., Silence.)
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MANCINI
I'11 go and see, (Starts Uo,)

BRIQUEY
(Yelling) Nol Don't! You're not %0 . o . Ch, God, what
a profession! You mustn't look at her, You mustn't look at
those awlul, awful lions! I4's wicked to leok at things
like that, I ran away, &9, they'll tear her to pieces,

HE

That's all right, You keep quiet, Paps Briquet, and
you'll be all right in a minute. What a fuss to make!
You'll be 2ll right «=» have & drink, Mancini, zet him o
drink,

BRIQUETD
oy I don'$ want one., (Pause) If only 1t would end!
Rever in all my born days & « « (Thunderous aprlause,
The nen on stage relsx.)

KMANCIHI
There you are, you see. It's all right.

BRIQUET

(laughing snd erying) 1I'1l never let her do 1t agaln. . .
DOVOY 4 « o HEVEY 4 o s Dot LT I live 10 Do o ==

HE
Sshi Here she is. (7 enters UC. Distraught == like &
mad Vietory. ALl behave as if afraid of her, She crosses
to 8Cs 7111y snd Polly follow, later Consuela and Dezano, )
BREIQUET
(Orossing to her.) You've gone mad) You're o madwoman!
CINAT DA
§oe Ko o & « I'm not mad, Were you watehing? wWelly
TILLY

Pull yourself together, Zinaida,
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ZINAIDA
ere you watching too?

BRIQUET
(To Z,) Come home , . . time you came home ., « (To the
others.) You can all carry on here. (To Z.) Come honme,
Zinaida,

POLLY

You can't go, Papa, you've got to lock Up.

ZINAIDA
(Laughing happily.) oh, Bezano, Bezano ., ., ., Alfred!
Did you see? My lions do love me? (Bezano does not

answer, exits UR. Z wilts and grows pale. Briquet bends
low over her.)

BRIQUET

Fetch a chair, someone! (7 gets chair, someone calls
for brandy.) What is the matter, my darling? (0ld waiter
brings brandy. )

MANCIHI
(Running about.) She must be kept guiet! Clear out == all
of you . . . eclear out! I'll arrange everything, Papa
Briquet , . . leaye everything to me. Her Shayl == where's
her shawl? She's cold.

TILLY

(Talking baby talk.) Would you like some pretty musie?

VANCIRNI

(Giving her brandy.) oDrink ., ., . Duchess . . . drink,
(Zinaida drinks 1%t as though it were water. Consuela falls

on her knees in front of Zinaida,.)
CONSUELA

Oh, my darling . . . you are cold . . . your poor dear
little hands . . . oh, my darling . . .
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ZINAIDA
(Pushing her away gently.) Home . . . I'll soon be all
right . . . 1t's nothing really . . . I'm Very « o o

Home . . . You stay here, Briquet . . . you must. I'm
all right,

CON3UELA
Have my shawl, Are you ¢o0ld?

ZINAIDA
No.

BRIQUET
Oh, Zinalda! Why do you do it? Why do you want those
awful lioms to love you? It's all that terrible reading
and that . . . things we aren't meant to know. (7o HE,)
Do you understand, HE? You read books too -- you try to
explain to her, she might listen to you. Tell her wild
beasts can't love human beings . . . they don't . . . they
can't -~ can they? ZExcept in olden times . . . magic . .
gods and goddesses and that. You talk to her.

HE

(Kindly) Well, I think they can only love their own

kind., (Gently) And I must say I think the same thing
applies to us.

BRIQURT
Yes, yez, Of course . . . stands to reason. ITaw of
nature, Anything else would be , « . well . . . not
natural, wouldn't 1t, H®
HE
Yes, I think you're right, Briquet.
BRIQUET

(Kindly) There, you see, you dear silly woman ., . . we
all agree,

MANCINI

Oh, Mon Dieu, Briquet . . . forecing your illliterate point
of view on a cultivated woman!



ZINAIDA
(Faint smile.) I'm all right now.

BRIQUET
My darling!

ZINAIDA
pon't fuss, Louls, I'm going home,

BRIQUET
Can you manage alone?

MANCIBI
Churl! And shall Count Mancinl desert a woman in disiress?
I, Count Maneini, shall escort her home. Set your boorish
heart at rest., I shall escort her., Thomas! == a convey=-
ance! Madam's cloak, someone! Out of the way, Briquet!
You are as clumsy as a hippopotamus! There, there, gently
does 1t! (To Consuela.) I shall return for you, my child.
(A1l exit UR except HE and Consuela, Iaughter and shrieks

from the ring. Consuela unconsciously strikes an affected
pose, sits on sofa.)

HE
Consuela!
CONSUELA
fhat? « « o dear HE « +
HE

Where did you learn to look like that? TYou look like a
statue . + « you look like Psyche . + »

CONSUELA

I don't know == (Sighs) It's a sad night tonight, isn't 1%,
HE?

HE
Mm, (8Sits on stool.)
CONSUELA

Are you sorry for Zlnalda?
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HE
What did she do?
CONBUELA
Ohy I didn't wateh., I shut my eyes all the time. Alfred
says she 1s a cruel woman, but she isn't. She has ever
such nice eyes and tiay hends , . . but they're always
cold, like as though she was dead, actually. UWhat does
she do it all for? Alfred says it's all rizht when she's
Just brave and doesn't get sort of exeited, but that when
she's sort of exclted it's kind of disgusting. Is that
true, HE?
HE
She's in love with Alfred.
CONSUELA

(Surprised) DBezano? My Alfred? Does she love the same
way &s otvher people?

e
2

les -= but a bit more, perhaps.

Alfred? ¥No, that's nonsense. (Pause) That's a marvelous
costume, HE -« did you think it ocut yourself?

HE
Jackson helped me,
CONSUELA
Jackson is so kind. All clowns are kind.
HE
I'm not. I'm horrid.
CONSUELA
(Laughs) 0h, no! You're not! You're the kindest of them

all, Oh dear! Alfred and me are on scoon, Will you watch
me?

E Tt
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HE
0f course., I always do. How beautiful you are, Consuela,
CONSUELA
Iike Eve?
HE

fes, If the Baron asks you to marry him, will you say
yes?

CONSUELA
Of coursei That's all Daddy and I are walting for.
Paddy sa2id yesterday he thinks the Baron's as @oo& as
in the bag. I don't love him, of course, but I'11l be his
loyal and faithful wife. Daddy wants to teach me to play
the piano.
HE

His loyal and faithful wife. Did you make that up your-
self?

CONSUELA

0f course . . . Why ever nct? Toor thing . . . he loves
me ever sgo much, EE, darling e

HE

CONSUELA
(Moves closer to HE.) M@, what is love? F=verybody goes on
talking about love. Even Zinalda. PFancy Zinaida being in
love! ©DPoor Madame! Hasn't thls been a sad evening?
HE
Hmm ?
CONSUELA

Did you paint that expression on your face yourself?
(Fe noda.) I don't mow how you do it, 21l of you . .
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I tried a make-up like that once, but I only made ever
such a mess. I wonder why women can't be clowns? You
are qulet, HE. D'you feel sad too?

HE

No, I feel happy tonight. Give me your hand, Consuela -=-
I want tc read 1t.

CONSUELA
Oh, can you? You clever thing! But don't you just make
up a lot of stuff like the gypsies . . . D'you see good
luck in it? (They both bend over her hand.)
HE
Yes, there 1s good luck in it, but . . . Hullo! This is
funny! Ah, Consuela! What have we here? (Acting) I
tremblel I do not dare foretell! . . .
CONSUELA
Oh, don't be so silly!
HE
e o« o foretell the fateful signs . ., .
CONSUELA
What do the gstars say?
HE
This is what the stars say . . . but their voices are
faint and far away, and their light is pale like the
ghosts of young glrls. They've cast their spell on you,
Consuela, beautiful Consuela, and you stand at the thres-~
hold of eternity.
CONSUELA

I don't understend, Does 1t mean I shall live a long
time?

HE

Yes ., . . look how far this line goes. Consuela, you will
live forever.,
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CONSUELA

There, you see, you are lying -~ you're no better than a
gypsy

HE
But it's written here ~-=- look, silly -- here is eternal
life. ILove and glory. IListen to Jupiter! He says,
"Goddess, thou must not marry anyone born of mankind" -

and Consuela, 1f you marry the Baron == you'll be lost . . .
and you'll die.

CONSUELA
Will he gobble me up?
HE
No. You'll die before he's had time to gobble you up.
CONSUELA
And what's goling to happen to Deddy? Isan't there anything
about him? (She laughs and softly sings the waltz that is
being played offstage.)
HE
Don't mock the stars, Consuela. Their spell is powerful
and dark., Your fate is decrsed., Iven Alfred whom you
love 1n your heart of hearts cannot save you. He is a god
%00 =~ a lost god. He is locked in a deep sleep. He is

a lost god who can never find his way to happiness again.
Forget Bezano.

CONSUELA
I don't understand a word . . . there aren't gods really,
are there? My tutor told me about them, but he said it

was all myths or something . . . Faney my Alfred belng a
god! (She laughs.)

HE
Forget him, Consuela, I am the only one who can save you.

CONSUELA

Oh, HE! (laughs)
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HE
Look, there's my name written on your hand.
CONSUELA
Is He Who Gets Slapped written down too?
HE
Yes., The stars know everything. But look . ., . this is
about me too. Consuela, welcome me . . . I am an 0ld god
in disguise. I have come down to earth to love you, just
to love you, silly 1little Consuela.
COHSUELA

What a funny god! (lavghing, she starts toc stand but HE
pulls her down.)

HE

No, don't laugh. The gods don't 1like it. The gods get
sad and die when they're not believed in. 0Oh, Consuela,
my love, my Joy, welcome this god! Iisten! One day -
a men found that his soul was sublime, and he went mad.
He trembled with an angulsh nct of thls earth and he
reallized the immense loneliness of the divine soul.

COR

w2

UELA
I don't even know what language you're talking.

HE
The language that willl awaken the sleeping jewel.
Consuela, welcome your god whoe was pitched from the
helght llke a stone . . . who came to earth to live -- to
act -~ to be everlastingly drunk with happiness. Hail,
Goddess: (Kisses her hand.,)

CONBUETLA

Oh, don't . . . let go my hand. Do stop reading my hand.

HE

Sleep. 4nd when you wake, remember. Remember the time
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when you rose from the sea. The blue sea and the foam,
Remember the sky and the gquiet breeze from the east and
the murmur of spray at your marble feet.

CONSUELA
(With her eyes shut.) I seem to remember . . . £O oORn,
HE

(Takes her by both hands and leads her to C.) Don't you
see the waves breaking? Don't you remember how the mer-
maids sang their songs, thelr happy songs? The mermalids
shining blue in the blue waters., Can't you hear the sun
singing? Singing like & golden harp? Can't you see the
hand of Cod spreading light and love over the world? Can't
you see the mountains in their blue cloud of incense sing=
ing their praise? Remember, Consuela . . . remember the
mountains . . . remember the sea . « . (Pause, commanding
her.) Remember, Consuela,

CONSUELA

(Opening her eyes.) Oh, HE, I was feeling so happy and

now I've forgotten it all., ¥No, not quite all ... go on

« « » tell me again , . . it sort of hurts. I can hear sort
of talking . . . no sort of singing, saying "Consuela" . . .
Go on, HE. (Pause. The tempestuous gallop heard from the
ring. Fouse.) Oh, HE =~ that's Alfred galloping! That's
his tune!

HE
(Furiously) 7Porget Alfred! I love you, Consuela, You
are the insr%ratlon o; my heart . « « I love youl (She
hits him,) VWhat == 1
CCNSUELA
(Angry) TYou've forgotten who you are . . . You're He
who Gets Slapped . o « (HE iurn away, nead lowered.)
a god who gets slapped « . . perhaps they slapped you out
of heaven.
HE
(Turns back quiekly.) Stop! I haven't finished acting.
CONSUELA

oh, then you were acting) You did it so well you quite
took me 1in,
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HE
I'm the funny man who gets slapped in the face.
CONSUBLA
You're not cross with me for hitting you? I didn't want
t0 == not really -- but you were so ridiculous ... but

now you're all right again., You're very clever =-- or are
you drunk?

HE
Hit me again.
CONSUBLA
Ho.
HE

I can't act unless you do.
COHUSUELA
(Touches him geatly.) There!
HE
Don't you know that you're a queen and I'm a Jester?
And don't you know that all queens have fools, and that
thelr fools always love them and always get beaten for 1t?

CONSUELA

Do they?

»at
e

0f course. Beauly hag a fool. 8o hag Wisdom -~ her court
is full of fools, and the sound of whipping never stops

all through the night. But no fool was ever ziven so sweet
a slap as you've Just gilven me., He Who Gets Slapped has

ne rival . . . (Someone appears at the door. HE notices
and acts more exaggeratedly. Crying loudly, he falls on
his knees,) Have pity on me! I am only a poor jester!

(Enter UC an Athlete and a Géntleman from the audience.
The Gentleman is very comme 11 faut and carries a hat,)
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CONSUELA

(Embarrassed) That's enough, HE . . . pecple are
listening!

HE
(Cetting up.) Who dares to enter the palace of my queen?
CONSUELA

You've nade me feel better, I'm not so sad. Good=by!
I'11 write you a little note! (Exits UC.)

ATHLETE

(Laughing) This 1g a knockabout man, sir . . . oh, he is
a one! HE, this gentleman wants to see you.

HE

At your service, sir. (The Athlete exlts UC. The two men
approach each other,)

GENTLEMAN
30 here you are.
HE
Yes, here I anm,
GENTLEMAN

I ean hardly recognize you, my dear . . . (About to speak
his name.)

HE
(Flercely cutting in.) HE. That's my name. I haven't
any other name., He Who Cets Slapped. And while you're
here, don't forget it.
GENTLEMAW

(Bxpressing surprise at his manner.) Your manner has
certainly changed:
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It's how we 211 behave here. Take it or leave it. (Cross L)
GENTLEMANW
(Humbly) Have yon forgiven me?
HE

(After a pause, turns to G.) Have you brought my wife
here, too?

GENTLEMAN
Ch, no, I'm alone, | ‘
HE
Have you parted already?
GCENTLEVAN

No. Ve have a son, After you disappeared so suddenly,
leaving that insulting letter . . .

I{E

(Crossing toward G.) Insulting? Can you still feel
insulted? %What brought you here? Yere you looking for
me, or is it just chance?

GENTLEMAN

I've been searching for you -~ for six months -- all over
the place =~ and tonight, Jjust by chance, I happened to
come to the circus. We must talk it over . . . don't you
think perhaps . .  we must,

HE

(Pause) Der Doppelganger -- the specter that can't be
laid. (rause) Talk things over! Very well. Ieave your
address at the stage door, and I'll let you know when I can
see you. MNow you must go. (Proudly) I'm busy. (The
Gentleman bows and goes out., He does not return the bow
but stands with outstretched hand in the pose of a great
men who shows a boring vigsitor to the door,

(Curtain)
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ACT II: Sceune 1

Same scene. Norning, before rehearsal., HE is walking
thoughtfully up and down the room, The Centleman enters
UC., HE does not see hinm,
GENTLEMAN
(Stepping forward.) Good mormning.
HE
(Turning round absent-mindedly.) ©Oh it's you.
GENTLEMAN
Am I early? I don't seem to be expected . . . (Comes
down the stairs.) Am I disturbing you? . . . You made this
appointment yourself so . « .
HE
Let's get down to buslness.
GENTLEMAN

(Looking round with distress.) I would have thouzht you
would have asked me somewhere else . ., . your home . .

HE
This 1s my home.
GENTLEMAW
But we will be disturbed.
HE
All the more reason for getting it over. Well?
GENTLEMAN
(After a pause,) May I sit down?
HE

Of course . . » mind! That one's broken.
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GENTLEMAN

(Afraid, pushes the chair away and looks helplessly round.
Bverything seems to him dangerous and strange. HE watches
him indifferently. G sits on bench UC.) You look even
more extraordinary dressed like that. Yesterday it was a
dream « « « but today . . »

{

-
=

I told you my name, my name is HE,
UENTLEMAN

Must you be offensive?

Yes. Well?

GENTLEMAN
(Looking round.) I hardly Xnow . . . everything here is
80 «+ » +» these glaring lights . . . 2ll those animsls, I
saw them when I was looking for you . . , this smell . . .
this junk . . . and you! A clowa! You in a ecirecus . . .
it's scarcely credible. Yet, when all ocur friends said
you were dead, I was the only one that didn't agree, some-
thing told me you were alive ., . . Still in these surround-
Ings it 1s scarcely credible.

HE

(Crossing to 1C.) You sald you had a son. Ig he like me?
GENTLEMAN

Llke you?

HE
fes, TVomen often have children by a new husband who look
like the old one., Has that happened to you? (Laughs)
And your book 1s a great success I hear?

GENTILEMAN

I don't know what you mean,
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(Ironicelly) Don't you? Never mind, Why did you try to
find me?

GENTLEMAN
My conscience . .,
HE

(Crosses a little to G.) Surely you haven't a conscience,
Or did you think you hadn't taken guite everything I had?
I've nothing left now . . . except my clown's get-up . . .
not quite your style. Get out,

GENTLEMAN

(Stands, crosses to H.) You can't forgive me, that your
wife, » «

HE
To hell with my wife,
GENTLEMAN

Really?! (Scund of whip cracking and puppy crying.)
TJhat ' s that °

HE

A dog belng taught new tricks, (¢ winces.) Yes, the
process of learning is sometimes painful.

GENTLEMAN

(Crosses DL by stool.) It's so difficult for me . . .
it's so difficult to talk here . . . in these surround-
ings., If you cared so little for your wife, who loved

you and thought you a saint, why did you take suech a
drastic step? DIunning away and hiding here? (Hypocrit-
lcally} I know 1t's not entirely deserved. I suppose

you want to take your revenge by embarrassing us with your
degradation., But why sre you Jealous of my success? You
were always so lndifferent to applause . . . or was your
indifference Just an act? And when I, a more successful

rival s . &
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HE
(Laughs) nival? , . . youl
GENTLRHAR
But my book!
HE

(Crosses t0 G.) Are vou still teldng to me about your
book? ‘

GERTLEMAN
I'm so wnbappy.
s
Why?
GEATLEMAN

(Sits on sofa.) Flease, will you Torgive me? I ém
incurabdly «+ » « irrevocably wnhevpye

EE

Why? ¢« « « Tour book le an lumence @UCO8SSE . . » you arve
famous « « « overy dizty rag of 2 newspaper ls full of

you and iaur notions. 4And who knows me? Who ean eope
with my highfalutin philosophies? You take ny ldeas and
make them popular by malking them vulgar. And theon, as
Jackason says, you knock them cold, I feel as though I

was walking down a long corridey lined with dlstorting
irrors « « » 2ll réflecting an inage of myself, You are
a distorted image of ne, your ideas are a distortion of
mine, Your son «- he's like mo, lsn’t he? iy image dize
torted. How ugly my son must be i{ he'sm like wme. Yhy are
you unbappy? You haven't been found out yet . . « dbut how
can you be found out? You're always within the law « «
The only reascn you're tormenting yourself about my wile
i that you're not legally married to her , + . Marry her,
I'm dead. Or isn't my wife enough? D'you want my ideas?
D'you want my fame? Keep themi I bequeath them to you,
ny lawful helr . « « I am dead ., o + 2and dying I forgave
you, (Vakes a stupldly plous face aud then bursts out
laurhing. The ¢ ralises his head, stands, and bending
forward looks etralght into ji'se eyes.)
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GENTLEMAN
What about my pride?

HE

Pridel . « o don't come so near me . « » And to think
that once I was really fond of you and theught a lot of
you . o o my shadowl

GENTILEMAR
I am your shadow,
HE

(Moeking him,) Ohy you're wonderfull Iisten . . . tell
e o « » truthfully « +» « 40 you hate ne?

GENTLEMAN

Yes., ¥With all the hatred there is in the world, 82it
dowhi.

HE
Ave thome your orders? (He sits on stool.)
GEHTLEHMAN

Yes. Thank you. I hate you. I am respscied and famous,

I have a wife and son, (Laughs bitterly.) But my wife
loves you. Your genlus is our favorlte toplc., Ve talk
about you even in bed, Ve love you even in bed., (ile
grimsces,) It is for me to wince. Yes, my son will be
like you + + « When I wanit %o rest from my ordinary work
and 0 %0 my desk o my own books and my own pen, I find
you there . « « I can never pet away Irom you. Dven at
nizht, when I'm left to wy own thoughts + « « in my wretch-
ed brain I'm haunted by your image,.

e

(8peaking slowly.) Thls iz rich, The robber turns ocut to
be the vicetim., The robber weaps and walls because he

can't enjoy the Iruits of the erime., (Stands, faces G.)
You are not my shadow = I'll %ell you whet you are -- you
are the mob, You live on my ldeas and you hate me, My
breath 13 stifling you + « « you're ehoking with hatred and
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you try to smother your pride, but you follow in my foot-
steps, but in the wrong direction , . . (Crosses 2.) yes,
thig is rich. (Walking about, smiling.) Tell me, would
1% be easier for you if I were to dle?
GENTLEMAN
Yes, But you don't look 1like a man who + « .
HE
fes ,» o » death , + « of course . .
ENTLEMAN
Do sit down.
HE

All right, (Gets chalr by desk and sits to L of it,)
Well?

GENTLEMAN

Of course I daren't ask you to die, but vyou won't ever
come back, will you? Don't laugh., (Approaches He and
tries to take his hands, with abasement,) Won't you
forgive me?

HE
(Stands) Don't touch me . . . get out. (Inter Ti1ly end

Polly UR, playing as in first aet., ¥or a long time they
do not see the two men.

3
b

7

LLY

Oh: Good morning, HE. (T orosses to HE and § erosses
DR.) We're rehearsing . . . March of the Ants, Polly's
got 10 ear . « .

HE
Por the benefit?

POLLY

Yes. I bet you've got something new up Jyour sleeve?
(Crosses to T.) You are a dark horse , . . Consuela told us
Jou were rchearsing something. She's golng soon.
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Really?

TILLY

Zinalda told us. She wouldn't get a benefit otherwise,
would she? GShe's a good girl.

POLLY

Don't walk like an elephant, you're an ant. (They exit
UC, playing.)

GENTLEMAN
Are these your colleagues? Very extraordinary,
HE
Nothing here is ordinary.
GENTILEMAN

You used to be so well turned out, (Indicates his clothing.)
and look at you!

HE
(Looking at himself.) Why, it's pretty! There's the
rehearsal beginning . . . (starts UC.) You must 0 NOW v...
you're in the wey.
GENTILEMAN
But you haven't answered my question. (Crosses to H.)
HE

(Listening to strains of Tango heard offstage.) What
guestion?

GENTLEMAN
Please tell me . . + will you ever come back?
HE

(Listening to music.) Never., Never. Never.
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GENTLEMAN

Thank you. (Gets up, starts to go but stops.) I'm going.

HE

Never. Never. HNever, Yes, go and don't come back,
you have your uses there . . . but not here.

GENTLEMAN
But supposing something happens to you . . . you're
quite 2 strongz men, but in these surroundings . . . accl-
dents might happen . . . how shall I find out? Do they
know your name here?
HE
No. But you will find out . . . anythlng else?
GENTLEMAY
Can I be sure? Are you speaking the truth?
HE
Yes, yes. Never. (Takes G to UR door.)
GENTLEMAN
May 1 come to the clrcus sometimes?
HE
0f course. You're the publiec . . . but don't ask for
free seats. Why do you want to come? Are you fond of the
clrcus?
GENTLEMAN
I want to watch you. Perhaps I shall understand. I know
you well enough to think you must be here for a reason. . .
but what? (Looks short-sizhtedly at HE., UE grimaces and
thumbs his nose.) What?l! (Offended) What's that?
HE

My reason . . . Good=by, Marqulis, my regards to your
easteemed consort and eharming son. (Maneini enters UC.)
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MANCINI
(Descends stalrs and crosses to H and G.) You revel in your
part, HE! Whenever I turn up you're acting away . . . &
glutton for work!
HE

(Introducing.) The Marquis of Chateau lowhere -- Count
Maneini.

MANCINI
(Preening) Delighted! D'you know this eccentric, Marquis?
(Touching HE patronlzingly with his cane.) Hasn't he got
an attractive little phiz?

GENTLEMAN

(Embarrassed) Yes, I have had the pleasure. (Going)
Delighted to have . « .

HARCIRI
(Crossing to sofa,) Delighted . . .
HE
(Showing him out.) Take care, Marquis . . . it's dark in
the passage . . . there are some steps . . . unfortunately
it's not possible for me to see you out.

GENTLEMAN

(Quietly) vWon't you shake hands? ¥We shan't ever meet
again,

HE

There's no need . » « I hope to meet you == in the Kingdom
of Heaven . . + You'll be there, won't you?

GENTLEMAN
(Dis@ainfully) How you have changed . . . You are a clown!
HE

I am He Who Cets 3lapped. Good~by, Marquis.
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GENTLEMAN

Good=by. (Looking HE in the eyes. Very quietly.) Are
you mad?

HE

(Just as quietly., His eyves wide open.) I'm afraid you
were never so right in your life. I am mad. (He shows
him out, with a big, affected gesture, a sweep of his
hand and arm from his head to the floor. ILaughs.)
Marquis, au revoir!: (The Gentleman goes out. HE comes
skipping back and takes a pose next to M.) Mancini!
Let us dance the Tango! Mancini! I adore you!l

MANCINI

Sits on sofa, plays with cane.) You forget yourself!
You are a dark horse, 0ld boy, but I always guessed you
were a person of one's own class . « . you're so easy to
talk to., Is thls Marquis the genulne article?

HE
Absolutely hallmarked, like you.
MANCINI
A pleasant face! BPut at first I took him for an undertaker.
Oh, HE: When shall I say farewell to these dirty walls and

Papa Priquet and these silly posters and these common
Jockeys?

HE
Soon nowv.,
MANCINI

Ohy, HE! I wilt in this milieu . . . I'm turning into a
horse myself . . . you know what high society means . . .
one 1s addquately dressed . . . one goes to receptions . . .
one indulges in witty exchanges . . . one plays occasional
baccarat -~ without cheating! (ILaughs)

HE

And in the evening one slinks out to the suburbs where one
is considered a man of honorable intentions,
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MANCINI
And plecks someone up? (Laughs) I'll wear a black silk
mask and footmen shall follow me to guard me from hol

pollol . . + look, HE! TLook at my stlletto! D'you
think it ever had blood on 1it?

HE
(Acting sham fright.) Oh!
MANCINI
Ass!
HE
What about that girl out by the gas works?
MANCINI
The parents are completely satisfied . . . but completely.
They bless my name., (Laughs.] Apropos . . . what make
of car d'you think the best? Money no object! (Briquet
enters UC, crosses to desk. M crosses to B, they shake
hands. HE sits on SL.) Ah, Papa Briquet!
BRIQUET

Well, Manecini, you've got your farewell benefit for
Consuela at last., But only because Zinaida , . .

MANCINI

It's done you a good turn too . . . the Baron's bought
up all the grand clrecle -- every reservable seat. What
more do you want?

BRIQUET

I've got very fond of Consuela . . . very sorry to part
with her, Don't know why she's leaving . . . she's got
honest work « . « good friends . . . the atmosphere . . .
what more does she want?

MAXCINI
She doesn't. But I do. (Laughs) T asked you to give her

a raise, Stingy! And now, Director, will you change me a
thousand-franc note?
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BRIQUET
(Silghing, turns to desk.) All right. Give it me.

MANCINI
(Nonchalantly) Tomorrow . . « I left it at home., (All
laugh.) WYWe're going to motor cut to the Baron's villa
today =-- they say it's tout a fait the thing.

HE

(Sits up.) What for?

MANCINI
Oh, the whim of a billionaire! He wants to show Consuela
his hothouse roses and he wants to show me his cellar,
He's calling for us here. (Consuela enters UC, almost
erying, crosses to 4. H stands.) What's the matter, my
1ittle Consuela?

CONSUELA
Oh, Daddy! 1It's Alfred! He mustn't . . . he's no
business to shout at me . . . he nearly hit me with the
Whip « « »

MANCINI
(Rlazing) Briguet!: I call on you as Director . . . what
are these? Stable manners? . . . To strike my daughter
with & horse whip? Some Jjockey! I am outraged!

CONSUELA
Oh, Daddy. Don't create . . . ! (M starts UC.)

BRIQUET
I'11l speak to him,

CCNSUELA

(stops M.) Oh, please don't . , . Alfred didn't mean to
s o o 1t was silly of me to tell you . . . he's sorry
himself,
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BRIQUET
I'11 have a word with him a2ll the seme.
CONSUELA
Oh, don't go at him, he didn't mean it.
MANCINI
He must be forced to apologize . . . the brute!
CONSUBLA
But he has apologlized . . . How silly you are . . . I
couldn't do the act., I was nervy . . . it's all nothing.
Oh, HE dear, Owz:;od morning, How that tie sults you.
(B starts Un.) Where are you going, Brigquet? To Alfred?
BRIQUET

No, home, Zinalda sent you here love . . » she's still
resting. (Exits UR.)

CONSUELA
Zinalda's so gwuet. Daddy, why 1s everybody so kind to
me now? Because I'm going away? (HE moves a little toward
C.) Have you heard the march Tilly snd Polly are going to
play? PFor the benefit? It's ever so noveliy!

MANCINI
Yes, we're getting a wonderful benefit.

CONSUELA

Yes, aren't we? Daddy, I'm so hungry . . . let's have
some sandwlches.

HE
1'11 feteh some, my Frincess., (Exits UR.)
CONSUELA

Oh do, please! (Calling after him.) Not cheese! I hate
it}
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(Mancini and Consuela are left alone., He scrutinizes her
wlth a searching eye.)

MANCINI
You look . . . peculliar, my child . . . I don't know
whether it's an improvement or not . . . have vyou been
crying?

CONSURLA
Well, a tiny bit . . . I'm so hungry.

MANQINT
Didn't you eat any breakfast?

CONSUELA

o, that's why I'm so hungry . . . you forgot to leave
me any money.

MANCINI
Oh, mon Dieu! How forgetful . , . but we shall get a very
good dinner today, so don't eat many sandwiches, Yes, I
like it . . . you must ery often . . . it washes off that
naiveté . . . you look more . . ., feminine,

CONSUELA
Am I very nalive, Daddy?

MANCINI

Very. Too much so., All very well in some types. But
not you. Besides, the Baron . . .

CONSUELA
Nongensge: The Baron . . « I'm not all that naive. B3But
you know Alfred was so horrid to me ... even you would have
eried, God knows . .

MANCINI

Tut! Tut! Never say "God ¥nows" , . . 1t isn't done.
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CONSUELA
Well, I only say it te you. (Circus noises and music
heard offstage.) Oh, listen, Daddy! That's Alfred's
new number . . . That's the new trick. Jackson says
he's bound to break his neck . . . poor thing!
MABCINI

(Indifferently crosses and sits on sofa.) Or his legs
e « « Or his gpine . . . they a2ll break something in the
end., (Leughs) Brittle toys.!

CONSURLA
(Listening to the musicec.) Oh, how I shall miss it all!
Daddy, (crosses to him.) the RBaron promised to make a
ring for me to gallop in whenever I want. D'you think
he's Just showing off?

MANCINI

Ko, he's not showing off. And don't say that about 2
Baron.

CONSUELA

Doesn't matter. Oh, 1t must be lovely to be rich! You
could do anything.,.

HANCINI
(Enthusiastically) Zverything. Oh . . . our fate will
be decided today, my child. It's touch and go with the
Baron.

CONSUELA
(Indifferently) Is 1t?

MANCINI
Touch and go! I'm almost certain he'll propose today.
(Laughs) Hothouse roses! And among the roses a spider's
web to catch our dear little fly!

CONSUELA

(Indifferently) Horrid old spider! Daddy? Oughtn't I
to let him kiss my hand?



90

MANCINI

of course net: You don't know, pet, what these men are
like.

CONSURLA
Alfred never kisses my hand.

MANCINI
Alfred? Alfred 1s & younz puppy « » » he mustn't dare,
One can't be too careful with men like the Baron . ., .
nice men . . . today he would kiss your little finger .
tomorrow your wrist and the day after . . « oh, I don't
know what.

CONSUELA
Really, Daddy: « + o I mean! « «

MANCINI
Ohy I kNow « + «

CONSUELA
I don't want to hear nasty talk. I shan't half give the
Baron a slap « « « better one than HE gets, 1f he only
as much as tries.

MANCINI
(Leprecatingly) 411 men are like that.

CONSUELA

They aren't., Alfred isn't. (Starts UR.) Where's HE
wlith the sandwliches?

MANCINI

The bar won't be open at this hour, he's gone round to
that little Greek place. Consuela, I must warn you . .
a father's duty « « « don't trust HE. Something about
him . . + snake in the grass ., . . snake in the grass .
(Cestures, twirling his finger close to his forehead,)
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CONSUELA
(Crosses to stool and sits.) bh, you say that about

everyone, I know HE. He's such & kiand man and ever so
fond of me,

MANCINL
(Darkly) Something behind it.
CONSUELA
Oh, Daddy! I'm sick of your advice.

HE

(Pnters UR, puffing, with sandwiches. Crosses to C.
she stands, then sits again and eats.) lHere Consuelsa.

CONSUELA

Oh, lovely fresh ones! . . . You are puffy: . . . oh,
thanks ever so. (Bats,.,) HE, do you love me?

HE
Yes, my Princess. I'm your Jester.
CONSUELA
And when I go, will you find a new princess?
HE

(Making a ceremonious bow,) I shall follow you, my
peerless one, I shall carry the white traln of your dress
and use 1t to wipe away my tears. (Pretends.ta ery.)

MANCINI

(Leughing) TIdiot! But what a pity those beautiful olad
days are gone . » o when in the courts of Mancini dozens
of motley jesters received thelr kicks and half-pence,
And now « « s the last of the Mancinls, to see a Jester,
must go to & circus! And is he my Jester? No . . . he
18 anybody's who ecan pay. Democracy is stifling usi
Demoeracy needs jesters! Just think of 1t, dear sir . .
the check! . . « Well, when I'm rich I'll employ you.
That's that.
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CONSUELA
Oh yes, Daddy, do!
HE

And when the Count is tired of me and kicks me with his
noble foot, then I'll come %o my Princess and ., , .

CCNSUELA
(Laughing) . « . get another kick! (Stops eating,)
There, I'm done. . . hanky, Deddy . . . sticky fingers.
You've got another. Oh dear, work agein . . . what a life.
MANCINI

(Anxiously) Don't forget.

No, I won't forget.

MANCINI
(Looking at watch, stands.) Yes « « «» time . ., . he wants
me to call for him when you are ready . . . make your
tollette before I come back, (Laughing and bowing, he
exits UC.) BSignori, miel complinmenti.

CONUSUELA
(3its on sofa and covers herself with her shawl,) HE,
come and talk to me. You know, when you've got your
make-up on you're very handsome, but you look nice now,
too. (Pats sofa.)

HE

(Ssits) Consuela, are you going to marry the Baron?

CONSUELA

(Indifferently) I belleve so. The Baron 1s touch and go.
Here's half . » + you eat it. (Gilves him sandwich.)

HE

Thanks., (Eats) Do you remember my prophecy?

‘,.‘\ ¥
i
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CONSUELA
Which one? FHow funnlly you swallows ILike it?
HE
MMmm,., That i1f you marry the Baron . . .
CONSUELA
Oh, that! But that was only Joking!
HE
Who knows « « » sometimes a Joke is true. The stars
never prophesy in vain, If it's difficult for humans to
talk ,» . o think how difficult it 1s for a star.
CONSUELA
(Laughing) Yes, indeed.
HE

-

S0, my dear, if I were you I should think twice. Suppose
you should die., Consuela ., . . don't marry the Baron.

CONSUELA

(Thinking) that is death?
HE

Ho one knows -~ like love -«=- no one knows. Bud your
dear little eyes will be closed aud you won't be here,
The music will play alone and mad Bezano will gallop
alone and Tilly and Polly will play their tunes without
you « « « Tilly Polly., Tilly Polly « « « tillly polly
polly polly . « » (Hums)

CONSUELA
Don't, HE darling. I'm sad enough as it is. (Pause)

HE
Have you been crying?
CONSUELA

Yes.

i 4
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HE
Why?
CONSUELA
Alfred upset me a bit, Nothing really. (With her hand
to her heart.) 1 feel something here. HE, I must be
111,
HE

You're not 1ll. It's the spell of the stars. Consuela,
it's your fate,

COUSUELA

Rubbish, Why should the stars bother with me? Tell
me a falry story about the blue sez and the beautiful
gods. Are they all dead?

18

They're alive, but they're sleepilng.

CORNSUELA
In the woods? Or in the mountains? Could I ever nmeet
one? Just think, supposing I met a god and he took a
look at me. I'd run away. (Leughing) When I had no
breakfast this morning I got so bored and I thought ...
think if a god appeared with some feood and as I thought it

I heard someone calling "Cousuela." (Crossly) Don't
laugh.

HE

I didn't lavugh,
CONSUELA

It's true., But he dldn't come, he only called and went
away, It's sad, isn't 1t? Oh, why did you remind me . . .
I1'd forgotten . + « the sea , . « (closing her eyes.) « « «
and there was something else ., +

HE

Remember, Consuela.
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CONSUELA

No., (Opening her eyes.) I've forgotten, Seen my benefit
poster? It's Daddy's idea. The Baron likes 1it.

HE

(Slowly) Consuela, my Frincess, don't go to the Baron
today.

CONBUELA
Why? (Pause.)
HE
(Lowering his head slowly.) I don't wish it.
COWSUELA
What cheek!
HE

(BEis head still lower.) I don't wish you to marry the
Baron . o o I shan't allow it . . . I implore you.

CONSUELA

(Angry laugh.)} ©Oh! Then who ean I marry, if you please?
You're out of your mind . . « "I shan't allow it" . . .
well! Who'd'you think you are? You're & funny man, they
could kieck you out any minute. I'm tired of you . . .
your silly old storles are all right, but whean you start
interfering . . « then you deserve a slap . « » is that
why you do 1t? (She stands,)

HE
(Stands up.) FYorgive me, Consuela.
CONSUETLA

(Crossing UC a little.) You like it when they slap you
and laugh at you . « » I shan't forgive you. I know.
(Imitates Mancini's gesture with her hand.) "Something
in it" . . . ever so nice for a bit and then . . . "obey
me"! , . » well . » + I'm not that sort of girl. You can
just gzo on carrying my train, that's all you're good for.

See?
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HE
I see everything, my Princess, and I see how low your
Jester's lying at your feet. (Crosses slowly to her and
kneels.,) Away down there his little bells are Jjingling
¢« +» « he kneels and prays . . . he was impertinent and
lost his tiny reason. TForgive him!
CONSUELA

(Laughing) ©Oh, all right . . . (Helps him up.) I forgive
you. Now can I marry the Baron?

No « « « but what does & princess care for the opinion of
a doting slave? '

CONSUELA
D'you know why you're forgiven? . . . not because of all
that talk, but because of the sandwiches, Poor old HE.
You'll be at my feet again and I'11l whistle and . .
HE

(Kn?els agein.,) And I'1ll come to heel! (Bezano enters
UC,

BRZARO
oh! (FE stands.)

CONSUELA
Ig it time to rehearse again?

BEZANO
Yes, shall we start, Consuela?

CONBSUEL
You aren't crogs any more?

BEZANO

pon't be offended because I shouted at you . « « you know
when you are teaching . « .



=k

'

97

CONSUELA

Goodnessi Of course I Ynow ., « « you're much too good to
have to teach & allly like me,

BEZANO
(Gaing up the stairs.) Come on then. (They start to go.)
HE

Here! Wait & minute, both of you . . . stand side by
gide . . +» (They stand side by side, 111 2t ease.)

BEZAN
¥hat's the game, HE?
CONSUELA

(Langhing) Iike Adam and %ve? You are am idiot! I'm
going to change my shoes, Alfred. (Starts to exit,)

HE

(Calling after her.) How about your father and the Baron?
They're coming for you eny minute,

CONSUELA

Oh, let them, Doesn't matter. (Exits. B starts to
follow, ) :

HE
Don't go, Bezano.
BEZAN

(stops and turns.) Well, what d'you want? I've not got
much time,

HE
Bezano, do you love Consuela? (FPause)
BEZANO

That's not your business. You want to lknow too much. I
don't know you, You're not one of us, How do I know I
can trust you?
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EE

Do you know the Baron? (Jumps up on UC bench.) Listen

e« ¢« o 1t's difficult to say this . . . she loves you.
Save her from that old spider. Can't you see the webd
he's weaving round her? Get out of the vicious cirele.
Kidnap her . . . X111 her . . . take her to heaven . . .
take her to hell . . . but don't let her marry the Baron,
That sort of man profanes love. And if you're afraid to
kill Consuela == kill the Baron,

BEZARO
(With =2 smile,) And who'll kill all the other men?

HE
She loves you.
BEZANO
DPid she tell you that?
HE

What human pride! And you're a god! Don't you want to
believe me? Do you mind my not being one of you? Look
at me ., . . I'm not lying, am I1? Oh, I know I'm ugly,

I make idlotic faces and they laugh at me, but can't you
see I'm a god? Behind all this -~ a god like you.
(Bezano laughs.) What are you laughing at?

BEZANOQ

You were talking llike you did that nlght when you said
the Vice-Chancellor sent for you from the college.

HE
(sees that B cannot understand him so he returns to the
"acting vein".) So I am ., . . (Jumps off bench.) "And
I do believe the Viece-Chancellor wants me at the college."
BEZANO

(Angry) WNow look here, you can get yourself knocked about
i1f you like, but don't let me in for 1t., (Starts to go.)

HE

Bezano!
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HE
Bezano!
BREZARD

And never talk to me about Consuela, And never tell me
I'm @ pode I don't like it., (Bezano exits UC. IHe
erosses DR alittle., Stops, throwe back his head in
noliseless laughter. The Baron and Manecini find him in
thlis position when they enter.)

MARCINI

(Laughing) ¥hat spirlt! Laughing and alons! (UZ to HE,)
shut up « » « you'll break something.

13
(Bowing exaggeratedly.) How do you do, Baron, Greetings,
Count, You must forgive me , . . the funny men was amusced
at his own joke . . . busmen's holiday, Baron!
MANQIRI

You've got your head screwed on . . . shall I ask Papa
Brigquet to zive you a benefit?

RE
(More exaggerated bows) If you will be so kind, Count,
| MAROINT
Oh, now you're overacting. Think of the slap you'll get
at your bemeflt, when on ordinary nights they strike you
llke a2 gong: A strange profession, Baron,
BARON
Very strange, Vhere's the Countess?
MANCINI

8he shall be fetched « + o the dear child ., . . heart
and eoul in her work, They eall these antioes ¥ork, Baron,

BARON
I oan walt, (5its in chair, his silk hat on his head,)

“\i ¥
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MANCINI
No need, I wlll hurry her up. (7o HE.) ¥Entertain
the Baron! (Exits UC. HE strides about the stage,
smiling and glanecing from time to time at the Baron.
The Baron slts with his legs spread apart and his chin
on the top of his cane. S8ilk hat on his head., He is
silent.)
HE
Shall I entertain you, Baron?
BARON
No, I don't like clowns.
HE
And I don't like barons. (Pause. HT puts on his bowler,
takes chalr by desk. Flaces it opposlite the Baron. Looks
him in the eyes. Pause.) Chatty aren't you?
BARON
Ro.
HE
Tapping floor with foot.) 0Can you walt a long time?
BARON

A long time.

L]
H

Until you get 1t?
BARON
Until I get 1t. Can you?

HE

ALY

Yes, I can. (Both look at each other silently, their
heads close together. From the ring one hears the strains
of the Tango.)

(Curtain)



Jol
ACT IX: Coene 1%

The farewell perflormance. IEriquet 3its on sofa having
bls shoes shined by one of the artistes; Jackson, by the
bench, is blowlng up colored balloons; itwo Jockeys, 5L,
are dressing and making up.

JASK30H
Parewell performancel (Spits.)

BRIQUED
We're gold out, you know,

JACKSON
If you eall it sold out,

BRIQUET
The SBaron's bought up every resservable seat =-- every
reservable seat, And pald zood money - it'z not jJust
paper,; you know,.

JACKSOR
It's all one, DBarvons in the stalls and Zgyptlan nunmles
in the ecirele, I know thelr sort -- not a laugh out of
them -~ I zet bellyache from frisht,.

BRIQUET

Ohy well; se do I, So does everyone -« all the artledes,

all the aninmals. The animals seem to know something's up.

JAQKSOR
I hope HE gives them a bit of thelr own back,
28D JOOKEY
Have you seen the Zaron's roses, Papa?
BRIQUET

Tes.,
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2ND JOCKEY
Have you, Jackson?
JAOKSON
Yes.,
BRIQUET

Shut up. XNo one's talking to you. @Get on, You'll be
late.

1ST JOOXTY
They must have cost thousands.
2ND JOCKEY

The Baron's got his own hothouses -~ they won't cost him
a penny.

13T JOCKEY

But there's a whole truek full, You can smell them a
mile off. The whole ring's to be covered,

21D JOCKEY
Oh? Only the ring? What else?
18T JOCKEY

It's taken thousands of roses and rosebuds to cover the
ring. It's like a carpet. A carpet =~ 1f you please ==

2ND JOCKEY

I must say it's an idea, The Tango on 2 bloocd=-red carpet
of blood-red roses in the middle of winter. Iice.

ARTISTE

A beautiful carpet of beautiful roses for a2 beautiful
young lady on o beautlful . . .

BRIQUET

Shut up! (Bezano's music heard offstage.) That's Beszano
on,
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LST JOCKEY
Consuela will gallop on roses. What about Bezano?
2ND JOCKEY
Bezano wlll gallop on thorms.
JACKSON
One of these days that young man will break his neck.
He tries to fly ==~ like a god. It's not nice watching
him, It's not like honest work.
BRIQUET
To tell you the truth, it's not been like honest work
slnce these Barons started coming about., What do they
want -« coming about? It gets my goat. . . If I were the
government, d'you know what I'd de? I'd set up iron bars
between those sort of people and us,
JACKSON
And who'd be in the cage -~ them or us?
BRIQUET
Us of course. ie're the decent people -- we're the animals,
JACKSON
Poor little Consuela.
IST JOCKRY
Yes, I wish she weren't leaving.
JACKSON
E'm very sorry for poor little Consuels,
18T JOCKEY
So am I,

2ND JOCKEY

S0 am I,
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BRIQUET
It's her lookout., It's her funeral. (Pause, TFnter 3rd
Jockey UR. COrosses breathless and running to clothing
rack 5L, gets costume, then crosses up to UC door. The

pace of the whole scene now quickens.) VWhere the hell
have you been? You'll be late, Hurry up.

3RD JOCKEY

Tooking through the peep=-hole.
13T JOCKEBY

(Low) Hope HMadame didn't cateh you at it.
3RD JOCKEY

To see the house, You should see . . . give me my boots,
quieck . . . have you seen the Baron's roses?

ALL
(shouting) Yes.
3RD JOCKEY
They smell like . .
JACKSON
cet on and don't talk.
3RD JOCKEY

You should see the audience -- 1t's a real gela., And
hear them. 7You can hear the hum , . . It's a wonderful
night, Papa, 1isn't 1t?

BRIQUET

S0ld out -- not an empty seat. Nearly your call, bous.
(Dismigses the boot-cleaner,) Thanks, Marco. (Marco
exits UC,)

SED JOCKE

Give me my coat. And I saw Madame Zinalda . . .
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BRIQUET
Ch? VWhere?
3RD JOCKEY
Down by the cages.
BRIQUET
(Displeased) Oh, what was she doing?
JRD JOCKEY

Looking at the lions, And I saw HZ «- looking all worked
up.

JACKSON
It's all this damn gala.

3RD JOCKEY
Madame doesn't half look blazing. She was taking the
mike out of old . . . (0Other Jockeys nudge him as Zinailda
appears., HE comes with her, entering UC.)

ZINAIDA
What the devil are you boys hanging about for? You ought
to be standing by. (Crosses DC to Briquet. HE crosses
to Jackson,)

1ST and 2ND JOCKEYS

Yes, Madame , . . we're ready . . . just going, lMadame.

3RD JOCKE

It's a wonderful gala, Madame, it's one up for Papa
Briquet., You don't often get Barons and people like . .

ZINAIDA
(Shouting) Shut up! Shut up and get dowm to the ring!
BRIQUET

Tou'd better go. (Boys exit UC.) Tala-tol, maman.
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ZINAIDA

(Striding about.) My God, what a night!
(Artiste enters UC, in a panic.)

ARTISTE

Papa, papa, can you come a minute . . .
BRIQUET

(Stands) What is it?
ARTISTE

It's that Madam 0'Malley Romanoff,

BRIQUET
What about her?

ARTISTE
SHe won't go on.

BRIQUET

(Crossing UC.) Drunk again?
ARTISTE
Hysterics.
BRIQUET
Well, I don't care, (Turns away.)
ARTISTE
But when she sets up all the animals . .

BRIQUET

The animals! My God! (Exits quickly UC followed by

the artiste.)
JACKSON

Gala performance! (Exits UC.)
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ZINAIDA

HE, what were you doing g0 near my lions? You gave me
a fright.

HE
(Cresses down to her.) Oh, my queen, I only wanted to
hear what they were saying about the beneflt . . .(paces

back and forth.) they're walking round and round in their
cages growling.

ZIKAIDA
All thie excitement makes them restless. Vor heaven's
sake, HZ,; stop pacing round snd round, I'm thankful
Consuel's going, Have you heard about the Baron's roses?
HE
I've heard of nothing else. Bridal bouguets!
ZIBAIDA
(fushing bouguet zside, crosses to mofa,) More here %too!l
s o o« H0sZes, roses all the bloody way. Yes, it's a geod
thing she's going . « « she's out of place here and she
dlsturbs our work + . . she's too pretty to be im a company
like this and too . . » 2¢gessible,
BB
But her nmarriage 1s perfectly legal.
LZIBAIDRA
Az Af I care.
HE
Splders need new blood sometimes, Think, Zinaida, what
attractive 1ittle aspiders they'll have . . « with faces

like thelr mother snd stomachs like their father . .
¥hat oould be better for any e¢lrous?

ZINAIDA

Rather sarcastic aren't we, tonight?

— i-.
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HE
I was having a good laugh.
ZINAIDA
Were you?
HE
Yes. (Pause) How's Bezano feeling about tonight?
ZINAIDA

I haven't spoken to him, D'you know what I think, my
dear? I think you're out of place here too.

HE
(Pause) What d'you mean by that? (Crosses to Z)
ZINAIDA
Just what I said. As a matter of fact Consuela's got
a rotten bargain . . . what'll she make of the Baron in
spite of all that money? Did you guess that Consuela'’s
not Mancini's daughter?
HE
(startled) Does she know she isn't?
ZINAIDA
No, why should she? She's a little nobody he plcked up

in Corsica and he's using her for business lnstead of
pleasure. But he adopted her legally.

HE
(Ironically) Nice to have everything legal, isn't 1t?
ZINAIDA

(Crossing I of sofa.) Yes, you are sarcastic tonight! . . .
I've changed my mind, HE, you'd better stay with us after

all.
HE

Wwon't I be out of place?
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ZINWAIDA

Not when she's gone. (Crosses above sofa to Ceanter,)
You haven't been here long enough yet to know how lovely
it really is! How good for body and soul! Oh, I Imow
how you feel . . . I used to be the same, for ages I
longed for security . . . I wanted to cage myself up . .
« to chaln myself to something.

HE
To Bezano?
ZINAIDA

Not only Bezano . . . anything to feel safe. I was
dreadful about Sultan . . . (Crosses to desk to get
clgarettes, HP sits on sofa.) Oh, but it's all nonsense
thls longing for security. 3ut it's sort of painful . . .
getting rid of it. ILike getting rid of old employees

who pinch things. Leave Consuels salone . . . let her go
her own way.

HE
Cars and Jewels?
ZIKAIDA

Well, of course., If the Baron doesn't buy her, someone
will ., . . everything pretty gets bought up. I know how
1t'11 be . + . (Crosses to stool and aits.? she'll be a
raging beauty for the first ten years, people will look
round at her in the street, then she'll begin to rouge a
little round the eyes and smlle a bit too much and then .

. »
HE

She'll take her chauffeur or her butler as her lover?
You're a good guesser, Zlnalda,

ZINAIDA

Aren't I right? IListen, 1t's no business of mine, but

I'm sorry for you, it's no good strugsling against fate,
I 1like you, only don't mind what I'm going to say == you
are ugly, you're not young any more and you're poor and .

. Ll
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HE

And my place 1s in the sawdust, looking up at the raging
beautles., (Laughs) Suppose that's not what I want?

ZINAIDA

What does it matter -- what you "want"? I'm sorry for
you but you're a strong man and there's only one thing to
do == forget her,

HE

And you call that being strong? That comes funnily from
you; Zint¥a, when you want to be loved by a lion! VWhen
you are ready to risk your life for a moment's illusion
of power « « . illusion of love, if you 1like . . . and
you tell me to forget! (Fnter Briquet and Manecini, UC.
The latter 1s in exagcerated evening dress.)

ZINAIDA
(Whispering to He.) So you Wiil stay with us after all?
HE
Yes. (B ande cross DC. H and Z meet them.)
MANCINI

And how are we, my dear lady? 7You are radiant, my dear
lady. I vow you are magnificent! Your lion would be an
ass (laughs) 1f he did not kiss your hand, as I do.
(Kisses her hand. Seriously.) WMy friends! My daughter
Consuels -- the Countess -~ and the Baron have expressed
their wish to bld farewell to the whole company.

HE
Hhmm, The Raron?
MANCINI

0f course, Auguste, as well. They want to meet here durlng
the intermission, 50y I ask you to assemble here and fetech
the others, the more presentable ones, that ls ~« but please,
not too nolsy . . . not too ecrowded. HE, will you be so
kind, my dear sir, as to run to the bar. Tell them to

bring drinks . . « champagne , , ., glasses ., . .
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HE
At your service, Count. (Starts off UR.)
MANOCINI

Wailt a moment: You're in a new costume . . . black!
Rather funereal for a funny man.

HE

I'm not a funny man, Only a poor sinner . . . Dding
penance. (Bows like a clown, exits UR.)

MANCINI

Clever chap . . . but no good!
BRIQUET

Ohy it's for the new finale in honor of Consuela . . .
MANCIHNI

Oh v+ ¢« +» by the way « . » wWhat do you think of my new
sult, Zinaida? Your taste is infallible! (Spreads out
his lace tie and lace cuffs,)

ZINAIDA
Perfect. Quite the gentleman,
MANCINI

Do you think 1t's 2 tiny bit too far-fetched? Who wears
gilks and satins now? This drad democracy will dress us
all in sackeloth . . « or whatever 1t's called. (Sighing)
Auguste tells me this jabot's not quite the thing. I'm
afrald he's right, I've got a bit circusy. (MR and &
walter return UR carrying champagne and glasses, They
prerare everything on the desk.) Mereil! . . . But please
« +» « no popping corks! No chinking glasses! Nothing
rowdy. All must be refined -~ discreet. Oh! the bill?
Send that to Baron Regnard. (Zlnalda takes a bottle of
cognac from the table and moves away with it toward sofa.)

BRIQUET

(Trying to take bottle from her.) Nama, Mama, Mama, please,
not tonight.
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ZIWAIDA
Oh, Louls, leave me alone.

BRIQUET
But, Mamouchka ., ., .

ZINAIDA

Leave me alone, (Crosses to left end of sofa, Artists
and company enter UQ., B and ¥ cross to desk.)

ANGYXLICA

Is this where they're going to have the . . . 000!
Champagne !

BRIQUET

I'11l trouble you to behave yourself and who asked you to
come anyway?

ANGELICA
I met the Count in the passage, he told me to come.
BRIGQUET
(Angrily) Oh all right, if he sald so, but there's
nothing to carry on about . . . don't have too much,
Angelica, or you'll come %to grief. How i1s she shaping
in the new routine, Thomas?
THOMAS
0« Ko
ANGELICZ

How cross Papa Zriquet i1s tonight! (¥nter Tilly, Polly,
HE and 211 the actors in their costumes,)

TILLY
(Longing for it.) Do you really want champagne?
POLLY

(Longing for it.) I don't want it a bit, do you, Tilly?
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TTLLY

And I awfully don't want it, HE, do you know how the
Count walks? (Imitates lManeini, Taughter.)

FOLLY

Ohy let me be the Baron . . . take my arm . . . Oh take
care, ass, you trod on my best family tree!

ANGELICA

The act's nearly over . . ., Consuela's doing her waliz
now. (A1l listen to waltz being played offstage. Tilily
and Polly sing it softly.) 7For the last time! (Sees
the bouguet.) Oh, are those her flowers?

(All listen . . . suddenly there is a crash of applaude,
shouting, scrcaming. Much movement ., . . the actors pour
chanmpagne, lore come in talking and laughing. When they
notice the Director and champagne they are shy.,)

VOICES

They're comlng . . . what a night . « . no wonder with
all the cirecle . . . think when they see the Tango . . .
don't be jealous . .

BRIQUET

(Crossing to Zinalda,) Silence! Quiet! Don't push!
(Aslde to Zinaida.) Cheer up, Zinaida , . , high soclety!

(Baron and Consuela enter UC. Baron is stiff and correct.
Meneinl 1s serious and happy. Consuela is hapvy. The
Baron has a blood-red rose in hils buttonhole. All applaud
and cry "Brave! Bravo!")

CONBSUELA

(Crossing to !, center.) Oh, my friends . . . oh, my dears
¢« o o Daddy, I can't . . . (Baron crosses to 1€ft of C.)
(Consuela throws herself imto Mancini's arms and hides her
face, Manclini smiles over her head at the Baron., Baron
smiles slightly but remalns earnest and immobile. A new

burst of applause.
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BRIQUET
Th&t'll do » . 9 Ohildren » e . thﬁ.t‘ll dO $..% 9

MANCINI
Well, well calm yourself, child, How they all love
yous (Steps forward.) Iadies and gentlemen . . . Lhe
Baron Regnard has done me the honor of asking for the
hand of my daughter in merriage . . . my dauzhter, the
Countess Veronlea, who jou umovw as Consuela, Please fill
your glasses!

CONSUELA
No. Tonlght I'm Consuela . ., . I always will be Consuela.
(Crosses to Z, falls om her aeck.) Darling Madame,
(Fresh applause. Baron crosses to her,)

BRIQUET

Shi Silence! Fill your glasses! What are you 2ll stand-
ing about for? . . ., As you've come, you may as well drink!

TILLY
(Baby talk and trembling.) They're very shy . . . you
take your glass flrst, and then we all will . . . (They
take thelr glasses. Valter brings glasses to Consuels
and Baron., She holds his sleeve with left hand, in her
right she has the champagne which spills over.)

BARQH
You're spilling your wine, Consuela!l

CONSUELA
Oh, never mind, I'm shy, Are you shy, Daddy?

MANCINI
S81lly child! (An awkward silence.)

ALL

Speech! Speech!

a
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BRIQUET

(Attempt flowery speech.) Countess! (Baron crosses

to Center.) As mansger of the circus . » . Who was so
happy « « » to have . o , & manager . o « (kissing her,)
Oh, Consuela ., . , (Shaking his head sadly,) It's all
that awful, awful book readinp! (Weeps and kisses her.
Laughter and applause, Clowns cluck and bark, bleat and
express thelr emotions in meny other ways, The Rarom is
motionless, isolated, People elink glasses with him in
an emmense hurry and step aside, ¥With Consuela they elink
willlagly and cheerfully., She kisses the women,)

JAQE 30N
(Crossing UC.) JFray saftlg for a speechi Consuela, I
put out my sun, After you've gone 1t will be night s & &
You've been & good girl and a steady worker., We've all
loved you « » » and now & » » all we'll have left of you
will be your little tunme, (411 hum the Tango.)
CONBUBLA
Ohy Alfred, there you are . « » I've been looking for you!l
BEZANO
Congratulations, Jaroness)
GONSUELA
Chy Alfred + o+ o« I'm Consuels . + »
BEZANQ
Yes, in the ring, but now you're going to ba a baroness,
(Crosses from 3R to ¢, elinks her slass, Crosses on o

UL of sofa, Nencini smiles at the Baron., The Baron is
2t1ll motionless,.)

BRIQUET

Shut up, Alfred , . « you're upsetting her . . . she's a
good glrl.

CONBUELA

oy 1I'm all right =
ANGELICA

You must gall her Consuela if you're going to do the
f,ago with he? tonight,

> A/ ——

~ -

— 2k \

=
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TILLY
May I congratulate you, Consuela? (Crosses to her,) NMay
I drink your health? Polly's already dead of grief and I

shall die scon == I've no stomach for fat, (laughter,
The Baron shows displeasure, General movement,)

MANOINI

Assez! PFnough! Talsez-vous! friends . . « the inter-
misslon 1ig over!

CORSUZRLA
{Pisappointed.) ©Oh, and this is so lovely!l

BRIGUET
Ohy we can have a minute or two more , . . Thomas, tell
them to hold up the Intermisslon , . . (Thomas exits UC )
The bandcnmd play something . + » (Ralsing hie glass,
speaking spontanecusly.) Consusln . « « D8 happy » o »
like you were with us . . « (Slacerely) Ve will always
remenber you and love you « » « I can't say any wmore,
(Applause, compliments. Consuelz is almost erying.)

MANCINY
(Crossing to C.) Don't be so upset, my child . «» « it's
golng too far . « « restraln yourself., I had no idea

you'd take this little comedy to hesrt., Auguste . « »
look at this 1ittle hesrs:

BAROW
There, there,
CONSUELA

I'm all right, really « « « (Tango heard offstage,
exelamntiona.s Oh, listen, Daddy?

BRIQUET
Your tune, It's for youl
QONSUBLA

Isn't that sweet of them? My Tango! Who'll dence my
fango with me? (Looks for Bezano who turns away sadly.)
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BARCN
Very well o + » I cen't dance . o . but I can hold tight
¢ o+ o (Takes Consuela's arm and stands in the center of
a cirele which has formed.) Dance Consuela . . . (He
stands, pulling Consuela to him susgestively.)
MANCINI
(Applauding) Brave! . . . Bravo!
ZINAIDA
Disgusting!
CONSUELA
o, I can't dance like that . . . let go! (She goes to 2
and embraces her as 1f hiding herself. lusic goes on
aylig. 7The Baron crosses behind stool. There is a
ostile silence among the company, )
| MANCINI
(Aloéne) Bravo! Bravo! FPerfect! TFerfect!
JACKSON

Hot qulte perfect, Count. (Tilly and Polly imitate C and
B without moving from their places.)

TILLY
(Squeaking in a girl's voice.,) Let me go!

POLLY
o « + « Iwon't, ., goon, .. dance! (The music
stops abruptly. CGeneral too loud laughter, The clowns
bark and roar. Papa Brigquet gesticulates to re-establish
sllence., The Baron apparently as indiiferent as before.)

MANCINI

Really, these vagabonds forget themselves! It reeks of
the stable! What can one do, Auguste?

BARON

Don't get excited, Count,

PRIVERSITY OF OKLAHOMA
LIBRARY
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HE

(Approaching the Baron, holding his glass.] May I be
allowed to propose a toast?

BARON
Certainly.
HE

Let us drink to your dance. (Snlggering laughter from
the crowd.)

BARON
I don't dance.
HE

Then how's this? . « « let us drink to those who can
wait untlil they get it.

BARON

I don't drink toasts I cannot understand. (A woman's
voice calls out, "Bravo, HE!" Sniggering laughter again.
Jackson takes HE by the arm.)

JACKSON

lLeave him alone, HE . . . the Baron's not in the mood
for Jokes.

HE

But I want to drink with the Baron . . . what else can
one say? Baron! . . . let's drink to the glip 'twixt cup
and 1ip! (Spills his wine, The Baron turns his back on
him indifferently. Music plays in the ring. The bell

rings,)
BRIQUET

(Relieved) All on . . . m'sleurs, dames . . . to the
ring . . « All on for the finale. (The crowd becomes
anmaller as artists begin to exit UC. € follows group
UL, Baron and Mancini cross to desk. Tilly and Polly
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lean agalnet ladder UL, Angelloa sits UR.)
MANCINI

(Sxceitedly whiapering to Baron.,) Auguste . . « Auguste,
don't take any nctice . o « it's , . .

BRIQUET
(Aslde to Zinelida,) Thank heavens that's over. (3ighs
with relief, he must blesme someone and turns anzrily on
Z+) VWell, Yaman, you always enjoy & scene . « « but this
time o + o« Yeally « « «» 4t wags ,  »

ZINAIDA
Oh, Louls, shut up.

HE

{(Approschling Counsuela.,] I was only walting my turn,
Frincess . + « thers was such a2 crowd round you.

CONGUELA
Was there? 1'm alone now, Come and tell me, IE, what
you sald when they all laughed? I couldn't hear . . »
what was 1t 211 about? :
HE
I was belng funny.
OONBUELA
Oh! please don't get him worked upti He's so horrid when
he's cross., Did you see how he squeezed my arm? I nearly
eried « . » (With tears in her eyes.) Fe hurt me,
HE
Don't marry him « « « it's not too late.
CONSUELA
bon't go on mbout 1t, It is too late,
HB

shall I take you away?
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CONSUELA

Where to. (Laughs) How could you? (He starts to speak.
Gently.) Don't say any more, Oh, you do look ., « « Do
you love me too? Oh HE, don't love me . . . please don't
e o« o Why do they all love me?

HE
You're so beautiful,
CONSUELA

(Crosses UC,) Ho, no o+ « & I'munot . ,» . they mustn't
love me, I was still a tiny bit happy but when they saild
all those nice things about my going away as 1f I was
dying == I thought I should cry . . . Don't let's talk , .
Let's drink to my happiness! What are you doing?

HE

(Throwing down her glass,.,) I'm throwlng away the glass
you drank out of before. I shall give you & new one . «
(Crosses to desk.) for another toast . . . to drink with
me this time . . .

MANCINI

(Coming to Consuela,) It's getting awkward, Veronical
Auguste iz too patient, walting for you while you stay here
gossiping with this clown . . . stupid secrets . . . Every-
body's looking at you . . « it's getting quite noticeablel
You must break yourself of these hablts.

CONSURBLA

(Loudly) Leave me alone, Daddy. I'll do as I please,
Do leave me alone,

BARON
Don't bother her, Count. Consuela! (Crosses to M.) Talk
to anyone you like as much as you like., Cigar, Count?
(Mancini and Baron move back to desk.)

HE

(Giving glass to Consuela.) Here you are: To your happi-
ness and to your freedom!
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CONSUELA
(Taking glass.,) VWhere's yours? Ve must e¢link glasses.
HE
Leave me half of yours?
CONSUELA

Must I drink such a lot? HE, darling, I shall get
drunk . « « I've still got the finale.

EE
You won't get drunk., (Lovingly) Have you forgotten
that I'm an old god in disguise? (As to a child,)

Drink . + « I've charmed the wine . . . it's got magic
in 1¢t.

CONSUELA

(Hesitating and looking &t him.) You have got kind eyes!
You look g0 . . &

HE
Because I love you. Look in my eyec and drink . . .
glve yourself up to the megic . . . sleep . . . and wake

« + « and remember. Remember your own country . . . your
OWIl 888 + « « JOUr OoWn sky.

CONSUELA

(Putting the glass to her lips.) Shsll I see it? Is that
true?

HE
Yes, awake, Goddess, and remember the time when you rose
from the sea . . . remember the sky and the guiet breeze
from the east and the murmur of foam at your marble feet.
CONSUELA

(Drinks, Pauses.) There! (Passes him the glass. He
drinks,) What's the matter? Are you lauvghing or ecrying?

HE

I'm laughing and crying.



122

MANCINI
(Pushing HE away.) Now come on. Countess, I've had
enough. I can't put up with it even if Auguste can,
Come along. (To HE.) Be off with you, sir!

CONSUELA
I'm tired.

MANCINI
Not too tired for gossip, not too tired for drink, not
too tired for clowans. Brigquet, isn't it time for this
child's number?

CONSUELA
I'm tired, Daddy.

ZIWAIDA

Look here, Count, don't be hard on the girl . . . Get
some black coffee . . . can't you see she's not well?

BAROHE
That's the matter, Consuela?
CONSUELA
Nothing « . . Just . . . (HIE crosses and sits on steps.)
ZIMATIDA
(Crosses to Consuela and Manecinli and leads ¢ to sofa.)
Let her rest ., . . she's been on her feet all day . »
all this exeitement . . . git down, ducky, and rest.
(Wraps her up.)
CONSUELA

But there's still the finale, (Shuts her eyes.) Are
the roses ready?

ZINALIDA

Yes, ducky, they are . . « (As to a child.) You'll have
guch a wonderful carpet . . . you'll Just fly over it!
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POLLY

(Polly and T1lly oross Just above sofa and Angellea
erosses to right of sofe.) Would you like some pretty
musle? 8hall we play you & pretty little tune?

COESUELA
Oh, yes, do. (She smiles and shuts her eyes., The clowns
sing a soft 1llttle song + » « "Tilly-rolly, Tilly-Polly"
« & » coneral silence, [ sits on steps with his face
turmmed away, Jackaon watches him out of the corner of
hls eye and drinks lazlily. The Baron in his usual pose,
wide and heavily spreed lesgs, stares at Consuela, She
glves a sudden ery.)

S2IKAIDA
What's the matter? (Really elarmed for the first time,)

HARCINI
¥y ehild] Are you 1117 Xeep guite quliet.

BARCE
sha's overexeltied.

CONSURTLA
It hurts . + + here, (Hand to heart,) Daddy? I'm
frightened .  « what is 137 (Starts to stand,) I can't
stand up » « « (Falls on divan, her eyves wide open,)

MANCINI
{(zunning about, fussing,) PFeteh a doctor ., « « Codl
This 413 appalling « « « Auguste . « « Baron, it has never
happened before . « . nerves! nerves! nothing but nerves!

BRIQUET
Feteh a doctor! (Angelica exits UR.)

JADESON

(suddenly very frightened.) HE? What's wrong with you?
EE? (Crosses to HE.)
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HE

(Crosses to Consuela.) This is death, my little Princess.
I've killed you. You're dying., (All are in terrible
agltatlion. The Baron is motionless and sees only
Consuela, )

MANCINI

(Eissing) It's a lile! vVillain! You damned clown . . .
you've poisoned her , . . feteh a doctor!

HE

4 doctor can't help. You're dying my little love,
COnsu?la! Consuela! (Bezano enters UC, croscses above
sofa,

BEZANC

Where's Consuela! We're on next. That's our . . . (He
gees (Consuela.)

CONSUELA

(In a far-away voice.) Is it t¥ue, HE? Don't frighten
-me, I'm so frightened. Is this death? I don't want . .
HE, my darling HE, say it's all a joke . . . my darling,

precious IE.

HE

(Pushing the Baron away, he stands in his place in front
of Consuela.,) Yes, it 1s a joke. Can't you hear me
laughing? Everybody's laughing, silly. Don't laugh,
Jackson. She's tired. She wants to go to sleep » . . how
can you laugh, Jackson? Sleep my derling, sleep « « «
sleep, my 1little heart . . . sleep, my dear love!

CONSUELA

All the pain's gone, Why did you pretend? You frightened
me, You sald I would live forever, didn't you?

HE
(IAfting hls arms as 1f trylng with all his strength to

11ft her soul higher.) Yes, Counsuela, forever. S5leep . .
rest o o o how lovely 1t 1s now! How bright it is!
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CONSUELA
Yes, lsn't 1t? All those lights, is that the ring?
HE

No, 1t's the seas and the sun. Such wonderful suanshine!
You are the spray . « » flying to the sun! You're so
light . + + you haven't any body . . . fly higher, my
lovel Higher! (She dies. HE moves sway.)

BRIQUET
(To Zinalds, slowly.) Is she asleep, Mama?
ZINAIDA

(Letting fall the dead hand.) I'm afraid not, Louls,
she's dead. (7The clowns and Briquet weep. Mancini is
overvhelmed. Zinaida crosses to Bezano. The Baron and
HE are motionless, Mancinl falls on his knees in front

of Consuela, )
JACESON

(Draws out a large, bright handkerchief and cries.)
ihat have you done, HE? Why did you come here? ( He
sits on Beneh UC. Music heard from the ring.)

" T R U i iy
BRIQUET

(Fussing) Stop the musiei They're mad . . . what a
tragedy. (Tilly exits UC. Zinaida strokes the top of
Bezano's head., When he notices her he takes her hand and
vresses 1t to hls eyes, The Baron tears the rose from

his buttonhole,)
ZINAIDA

(St1l11 stroking Bezano's head.) Iouls, call the police.
MANCINI

(wak1n§ from stupor.) The police . . . yes, call the
police! I am the Count Maneini , . . Count Maneini ., . .
it's murder! . . .{Starts up to HE.,) You'll hang for it
¢« « o you demmed fool + « « (Briquet stops him.,) You
murderer! You thief! I'll kill you myself!
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BRIQUET

(Trying to shut up Maneini.) I will fetch the police . . .
keep quiet, I am golng . . i pull yourself together.

BARON

Yelling.) I am
I saw hinm

-

(Starts off UR slowly, then quickl
a witness, I saw . + « I am 2 witness ., . .
pu'ﬁ the Paison Into & « » I & & o (EXitS)

JACKSON

g0 1t is truve . . &
aked for it this

asyg

(Wringing his hands.,) Poison . . .
Oh, HE, now you've asked for it, you've
tine,

ZLNAIDA
(To Jackson.) Leave his soul in peace, Jim. After all
he loved her . . . happy Consuelal

THOMAS

quickly UR, pointing to his head.) Quick!

(Entering
. He's dead . « . he's shot himself!

The Baron . .
BRIGUET

(Throwing his arms up.) God! The Baron: Vhat a terrible

thing for the box officel

MANCINT

(Incoherent) The Baron . « « N0 o « + but why . . « the
Baron's 4 + « 40 something . .

BRIQUET
Be qulet, Mancini, Who'd have thought it? , . . such
an lmportant gentleman . . .

oy o

L

(With difficulty.) The Baron? (Laughs) Then the Baron
went off, pop:

JACKSON
(Shocked, crosses up to 1%.) chi That's a shocking thing
to say . + o a2 man's Just killed himself and you go on
f0oling « » o (Alarmed) What's the matter, HE?

7
/

o
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T
E W]

(standing up, using all his strength, speaking powerfully.)
7illed himself? So you really loved her, Baron, You loved
my Consuela. And you wanted to get there Lirst., Lo . « »
I'm coming, Consuela, don't listen to him. (Sterts toward

the sofa. I'm coming, I'm coming., (He catches at hils
throat and falls. Other actors run to him.)

(Curtain)



CHAYTER V
CHARACTER ABALYSIS

In order to develop an sccurate desisn concept it
is imperative that the desipgner be completely familiar
withk each of the characters, Thus an analyslis of each
of the maln charscters is essential,

Consuela is a very pretty girl of nineteen or
twenty whose innocence is the dominant facet of her pere
sonality. ©She has been kept as 1lnunocent as possible so
that she might be exploited. Her unresponsiveness to He
and %o Dezano 1s primarily beceause she does not understand
that they truly love her. She has never been gilven the
chance to experience any profound emeoticnal feelings and,
ag a result, is not able to involve hersslf deeply esnough
to discover what love iz, Her 1ife 12 a2 shallow and unfule
filled one, but this is completely without her knowledge.
Thus her innocence not only inhibits but protecis. Her
marriasge to the Baron is merely one of convenience, QOone
suela agrees to marry only because the Count reguests i,
she iz totally unable to combat gulle and deception bee

cause she 1o completely without deceit herpelf and cannot

128
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see thls characteristic in others.

Count Maneini, Consuela's guardlan, is a greedy,
materialistic man, He found Consuelsa when she was very
young and has played the part of her father so that he
may explolt her as a financial investment, ZFor this
reason the Count permits Consuela to perform in the circus,
taking a large percentage of her wages. Because his only
interest is keeping himself financlally stable, he uses
Consuela to get whal he cannot obtaln through his family
name., He feels that money will reingstate his former aristo-
cratic status. As black as the Count may seem, he is not a
complete blackguard. His frantic struggle tc be an aristo-
erat often makes him more pathetice than villalunous. The
man's continual grasping for wealth and position is quite
obviously a battle he cannot win., The Count only manages
to enmesh hlmself deeper in the pettiness from which he 1s
trying to escape.

Briguet 1s the Manager of the circus, All the members
of the troupe call him "papa" and indeed he treats them as
children, As he says in the play: "All they want is look-
ing after", He is Clrcus personified and rejects the out-
side world because of his mistrust of it. Briquet feels
that the world is of no concern to the artists, that it
only depresses them to the polnt where they are unable to

function as they should -- as artists., His affair with
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Zinalda 1s a lasting emotional involvement for him, not
merely an ianfatuation.,

Zinalda, the lion tamer of the circus, is hard and
aggressive in both professional and personal matters. Ehe
is not, however, entirely cold or unfeeling. This aggresse-
lveness and hardness often cause her to present a face to
the world which disclalms any sensltivity, & quality which
she does possess. By mlstaking her sensitivity for wesk-
ness she hides not only that facet of her life but also
her need to be loved. The sirength and couraze she has
when working with her lions disappears when she comes in
contact with other people. This is her true weakness, a
weakness she does not realize., She 1ls Briquet's mistress
not because she 1g deeply in love with him, but because
she has the need for a type of love which she finds with
him == & love whilch asks nothing in return. Her infatu-
ation with Bezesno is merely that -~ an infatuation. She
pursues him because he l1ls young and good looking and, more
importantly, because he 1s & challenge much like the taming
of a young lion.

He is a man of sensltivity and intelligence. He
has completely withdrawn from the world due to the injustice
of having hlg wife stolen and hls ideas plagiarized and bas-

tardized. He enters into the world of the circus to escape
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reality by losing bilmself in the theatricality of this
new world, In his role as the clown, He can laugh at
the world outside the cirous while 1t moecks him, He
is able to get his revenge on those peoyle of the world
from which he has disassoclated himsell because the
ridlculous costume and aections of his character make the
truths he utters incomprehensible to his audlence, But
even when He 1s sotliug his gayest, a sense of tragedy
bangs about him, reinforcing his sense of futllity. e
was nade a foul of in the outslde world and in his new
world he is not jJust 2 fool but "the fool", Ils feellng
of futllity is helshtened because he 1z also aware that
he oan achlieve no full satisfaction because his goal is
to be listened to and understond by the world and not te
mock that world, His love for Consuela is wvery deepg
but when he sees there lz no chance of her reciprocating,
he chooses to loge her wiliingly %o Begzano rather than
have her %taken by the Baron. He feels that Dezano can glve
her love, 2 kind of love which she needs and of which the
Baron iz lneapable, A comblunation of his fealings ee
love and protection e« prounpt his killineg of Consuela
when he realizes that the Zayon wants her only for persenal
deslres and éelf elevation, Thus her death 1s not destructe
ive but constructive since 1t saves her from the realities

of the world she has been too ilnnocent to see.
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Alfred Bezano, Consuela's partner, is a handsome
young man of twenty-three whose physical attractiveness
feeds his youthfulness and pride -~ qualities which
greatly contrast him with the older and more experienced
members of the troupe. He is accutely aware of Zinaida's
desire for him but treats her with disdain ~- a dilsdain
prompted by his love for Consuela and, in a larger part,
by his honest admliration for Briguet, Since Consuela is
unaware of his feelings for her, she does not respond to
him; therefore, Bezano's pride will not permit him to
risk telling her of his love.

Baron Regnard i3 an aristoeratic hypocrite who
scorns those beneath him in soclal position. He is con-
temptuous of all the circus people with the expeption of
Consuela whom he accepts because of her beauty and because
he can make her over as he pleases. The Baron is much
more a villain than Mancini since his acquisitiveness,
which 1s the dominant element of his personality, has grown
far beyond the relatively petty avarice of the Count.

The Gentleman, who is responsible for He's position
as we know it, is the personlfication of the inhumanity
and materialistic qualities of the world which the clown
has left, After stealing He's material wealth and intellec-
tual achievements, the Gentleman finds that he is much une-

happier then ever before -~ 2 consequence he cannot under-
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stand, In a direet confrontation scene He reflects a
new-found confidence which the tentleman apparently had
before but has now lost. Again the Gentleman cannot
understand the situation., Loglcally he should be happler
and moye self-assured than the clown, The Centleman's
bewildernent at his state grows even o the point of bhee
coming defeat; but since he does not reallze the reasmon
for his predicanment, the defeat iz even more cruel and
lagting than that of the clowm,

There are other minor characters and extras in the
play whoge cnly purpose is Lo leund atwmosphere and mood %o
the seript, Thuse charscters within this group who are
named ares rolly, Tilly, Thomas, Aungelica and Jim Jackson,




CHATLER VI
STYLE OF PRODUCTION

Due to the highly romentic and theatrical dlalogue

and situvations in e ¥ ete Slavped, the writer feels
that the entire production requires a broadening and
emphasis which 1s impossible %o obtain in standard
theatrieal realism, The audlence must be aware that this
iz no ordinary losatlion with ordinery pecple. These are
cheracters whoge lives are bullt sround nonereality, a
nonsreality which the speotators must feel shapes the
entire play.

Mrat of all, there are two groups of people in
the soript »- the artists of the eireus and those pecple
outelde the c¢ireus world. As the wrlter interprets the
seript, 1t 12 the artisis who are resl, leaving the "out-
giders” as mere fagndes. This faot enters greatly into
the atyle of the production beosuse the audience nust
gsee one group as the truth and the other ss sham. To
helghten the feeling of conirast, the ascting style of the
elreus people should be brosd and remanticized with a great

deal of emoticn while the other group is restrained to the
134
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point of seeming mechanical.

With these two opposing styles of acting introduced,
the entire production must then necessarlly be in aceord-
ance with the group which 1s to be most real. Thus the
play as a whole 1s quite theatrical To make that group
not in the cilrous very much out of place.

The set, though a falrly realistic room at first
glance, seems to dissolve into an arena where the lives
of the circus people are enacted as though they were
gtil1l in performance. Thus the non-reality of the char-
acters is seen literally. The artists carry thelr per-
formances into private life, making the distinction between
"onstaga" and "offstaze" almost nonezistent to them.. S0
when a scene of dialogue is ended, the fading of the lights
on that area and the change of focus to another area through
this same method help to carry out the idea of perpetual
performance, These people have, in a gense, played another
scene, even though 1t has been real.

By using these obviously theatrical technigues in
dealing with reality a depth is given to the artists which
otherwise would be lacking. By the same token the people
outside the clrcus are seen as shallow and two-dimensional.
The writer fesls that that was Andreyev's aim in writing

the play. The non-reallsilic often contains more truth than
the realistic,






TABLE 1§

PROPERTY PLOT

Set Frops

Ladder

Hoop

Parbells Upstage Left
lephant Stool

Banner

Hoop On Stand

Wagon Upstage Uight
Elevhant Stool

Desk _

Twe Chalrs Dovuostage Right
Ledper and Pen (in desk)

Sofs

Zlephant Stool Downstage Left-Center
Bench Upstage Center
Clothes Rack ‘ Dovmstage Left

Aect 1. SGeene 1
Folly = loop
deneinl - Cane (=2tiletto in handle)
Briguet -« Paper jioney
Nezanc = Handikerchiefl {(for Consuela)
He « Calling Card

Act I, GSecene 14
Baron = Cigar
Walter -~ 3lxteen glasses, Two Trays
Waiter - Brandy (for Maneini)

Act IXI., GScene i

He « Two Jandwlches

137



Act

Jagkson
Artiste
Walters

Bouguet

el

-

II. ©OSecene i1

Falloons
shoe Polish, nag

Twenty Champagne Glasses, Two Trays, Three

Bottles of Cham

s One BDottle of Cognae

of Roses on Sofa (for Consuels)
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CHAPTER VII

MUSIC TOR PRODUCTION

Throughout He Who Gets Slapred, the author calls

for various musical numbers to be used as background for
the circus. However, he does not specify anything partic-
ular other than the type, such as waltz, tango, or gallop.
In choosing the individual pleces for this production I
have tried to use music that is Furopean in flavor and
fairly unknown in America,

The tango used as Consuela's theme is "Johnny", a
gsong wrltten by the CGerman composer, friedrich Hollander,
and her waltz is "Parlami di me" by Ninc Rota, an Italian
composer, Bezano's gallop is "on regret rien" - one of
Edith Plaf's songs written by Vaucaire and Dumont, and the
mugic for the clown song "Tilly-FPolly" is "The Laughing

Generals" from Kurt Weil's Johnny Johnson. Another French

song, "Bravo pour le clown" by Loulguy and Contet is used
ag the Overture., The other incidental music consists of:
"1l teatro de soure" by Rota, "Figh Allied Command" by

7eil, and the traditional "Entrata del gladitori".
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TABLE 2

COSTUME CHAR

Character

Consuela: Act I, ©Scene i and Act II, Scene 1

Body - Blouse, Wrap-Around Skirt, Tights
Feet - Ballet Shoes
Accessories - Shawl

Consuela; Act .I, Scene i1 and Act II, Scene ii

Body - Leotard, Tights
Feet - Ballet shoes
Accessories - Shawl

Menmeini: Aet I, Scene i, Act I, Scene 1i and Aet II, Scene i

Body =~ Coat, Pants, Shirt, Tie, Suspenders

Fegt « Shoes, Socks and Spats

Accessories - Studs, Cuff-links, Stick Pin, Gloves
and handkerchief

Meneini: A4ct II, Scene 11

Hea

Ha:

He:

Body - Jabot, Coat, Pants, Shirt, Cummerbund,
Suspenders

Peet = Shoes, socks and Spats

Accessories - Studs and Gloves

Act I, Scene i
Head - Hat
Body = Overcoat, Coat, Vest, Shirt, Pants, Tie
Suspenders
Feet -~ Shoes and Socks
Accegsories - gtuds, Cuff-links, Gloves

Act I, Scene ii
Head - Tat
Body - Shirt and Overalls
Feet - Socks and Spats
Accessories - Tle

Act 1I, Scene 1
Body -~ Coat, Pants, Sweater
Teet - Shoes, Socks
Accessories - Belt

Act II, Scene i1
Head -~ liat
Body = Shirt and Overalls
Feet -~ Black Socks, Spats
Accesmories - Black Tile
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COSTUME CHART: Continued,

Briguet: All scenes
Body - Coat, Shirt, rPaats, Suspenders
Feet - Shoes, Socks
Accessories - Studs, Cuff-links, Tie

Zinalda: Act I, Scene i and Aet II, Scene i
Body =~ Blouse, Sash, Fants
Feet - Boots
Accessories -~ Bracelet, Zarrings

Zinaida: Act I, Scene ii and Act 1I, Secene ii
Body - Blouse, Pants
feet - Boots
Accessories ~ Cloves, Belt

Bezano: Act I, Scene 1 and Act II, Scene i
Body = Pants, Shirt
Peet « Ballet Shoes
Acceasgories = Belt

Bezano: Act I, Scene il and Act II, Scene i1
Body = Tights, Shirt, Cummerbund
Feet - Ballet Shoes

Gentlemans Act I, Scene il
Head - Hat
Body -~ Qvercoat, Coat, Panits, Shirt, Suspenders
feet - Shoes, Socks
Accessgories - Studs, Cuif-links

Gentlemans Act II, Scene 1
Head - Hat
Body - Pants, Shirt, Coat, Suspenders
Feet - Shoes, Socks
Accessories -~ 3tuds, Quff-links, Tie

Baron: Act I, Scene 11 and Act II, Scene 1
Head - Hat
Body = Overcoat, Coat, Pants, Shlrt, Suspenders
Peet =~ Shoes, Socks, Cpats
Accessories - Studs, Cuff-links, Tle, Cloves



Baron: Aet :LI‘ Seene 11
Head - lat
Body « Tnileoat, rants, sShirt, Vest, Suspenders
P80l - 'ﬂmeﬁg EGQKS, Smtﬁ
Accessories =~ Studs, Cuffelinkas, Tlie, Gloves

Polly: Aot I, Scene 1 and Act IY, Seene &
Body - Jump Sult
Teet - Jhosg, 3coks

Pollys Act I, Soens 11 and Aet IX, Scene 11
Jead -« Hat
Body « Doubled, Trunks, Tighis
Peet - Choes
Acosssorisy - Rulf, garter

Tilly: Act I, Scens 1 and Act II, Scens 1
Body » Jump Sult
Tget =« Shoes, Hocks
Accanzoriss - Soarf

Ti1ly: Aot I, Zecans 11 and Act IT, Secene 14
Head = [at
Body « Doublet,; Trunks, Tights
Teet « Shoes
Acoegsories - Collar

Thomass Act I, Seene 1 and Aet I1I, Scene 4
Body « Shirt, Tights
Teet - Ballet Choes, Sooks
Accessories - Beld

Thomass: Act I, 3eene 11 and Aot IT, Scene 11
Body - “hirt, Tlghts
Peet « Boots, Soocks
Accessories « Pelt

Jim Jackson: Aet I, Seene 1 and Aet II, Sgene 1
Body - Shirt, Sweater, rants
Feot « Shoes, 3o0ks
Accessories - Delt, Ascol




143

COSTUME CHART: Continued.

Jim Jackson: Act I, Scene ii and Aet II, Scene 1i
Head - Hat
Body -~ Clown Suit
Feet - Shoes
Accessories - nuff, Gloves

Angelieca; Act I, Scene i and Act II, Scene i
Bedy - Blouse, Pants
feet - Ballet Shoes

Angelica: Act I, Scene 1l and Act II, Scene ii
Head -~ Ieather
Body = Leotard, lesh HHose
Shoeg - leels
Accessories - Darrings, Gloves

Artiste: Act I, Scene 1 and Aet II, Scene 1
Lody = Panis
Peet - Ballet 3hoes, Socks
Accessories - Delt, Towel, Wristbands, lecklace

Artiste:; Act I, Scene i1l and Act II, Sceunege il
Boedy - Trunks, Tights, Vest, Cape
eet = Ballet Shoes
Accessories - Wristhands

Assistant: Act I, Bcene 1 and Act II, Scene 1
Body -~ Blouse, Wrap-Around Skirt
Peet -~ Sandals

Assistant: Act I, Scene ii and Act II, Scene 1l
Head - Peather
Body - Leotard, Mesh Hose, Cape
TPeet - Heels
Accessorleg -~ Farrings, Gloves

Dancer: Act I, Scene 1 and Aet II, Scene 1
Body =~ Shirt, Tlghts, lMesh Hose
Teet - lHeels
Accegcories - Searf

|
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COSTUME CHART: Continued.

Dancer: Act I, Scene il and Aect II, Scene 1i
Head « Jewelry
Body =~ Ialter, Harem Pants, Vells
Accessories - Two Rings, Tive Rracelets, Sarrings

Athlete: Act I, Scene i and Act II, Scene 1
Head -~ Beret
Body - Sweater, Pants
Fget « Shoes, Socks

Athlete: Act I, Scene 1i and Aet II, Scene 1ii
Head « Turban
Body =~ Harem pants, Cummerbuand

Clown: Act I, Scene 1 and Act II, Sceue 1
Body - Smoking Jacket, Tee Shirt, Pants
feet = Shoes, Socks

Clown: Act I, Scene il,and Act II, Scene ii
Head = Hat
Body - Clowm Suit
Peet = Shoes, Socks
Accessories - Ruff, Gloves

Walter /1: Act I, Scene i1 and Act II, Scene ii
Body < Coat, Shirt, Pants
"eet =« Shoes, Socks
Accessgories - Studs, Tile

WAITER #2: Act I, Scene 1i and Aect II, Scene i1l
Body - Shirt, Pants
I'eet -~ 3hoes, Socks
Accessorlies « 3tuds, Tle, Apron
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TABLE 3

LIGHTING SCHEDULE

Instrument No., 1

Type - 8-inch ®llipsoidal
Location - 2nd Beam
Purpose - Up Left Area
Lamp - 750 T 12

Scene - All

Instrument No, 2

Type - 8=-inch Ellipsoidal
Location - 2nd Beam
urpose - Up Left Piller
Lamp - 500 T. 12

Scene - All

instrument No. 3

Type 8-inch Elllipsoidal
Location - 2nd Beam
Purpose = Up Center Area
Lamp - 750 T 12

Scene - All

Instrument Ho. 4

Type - 8-inch ¥llipsoidal
Location -~ 2nd Beam

Purpose - Up Left Center Filler
Lamp - 500 T 12

Scene - All

Instrument No. 5

Type - S-inch Ellipsoidal
Location - Z2nd Beam
turpose - Up Rlght Area
Lamp - 750 T 12

Scene - All

Instrument No. 6

Type = 8-inch Ellipsoidal
Location - 2nd Beam
Purpose - Up Rlght FPiller
Lamp -~ 500 T 12

scene - All
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TABLE 3: continued

lustrument Ho. 7

Typve = Seineh Bllipsoidal
Location - 2nd Beam

Furpoge « Up Right Center *iller
lamp « 500 T 12

Seene = All

instrument No, 8

Iype « O«inch Tilipsocidal
Location - 2nd Bean
Furpese -« Up Left Axea
Lamp « 750 T 12

scene - All

instrument Ho. 2

Type - Beinch 21lipsoidsl
Location « 2nd Peanm
Purpose « Up Left Plller
Lamp - 500 7 12

3eene - 4ll

instrument No, 10

Tyre = J=inech Zllipsoidal
Location - 2nd Beanm
Furpose « Up Center Ares
Lamp « 750 7 12

3cene - All

instrument HNoe 11

Type = S«lnch Ellipsoidal
Location - Znd Beam

Purpose = Up Left Center Flller
Soene - All

instrument Ho, 12

Type - Seinch %llipsoidal
Logatlon - 2nd Ream
Purpose ~ Up Dleht Area
Lanp - 750 T 12

Scene -~ All
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TABLE 3: (Continued

Instrument No. 13

Type = 8-inch Bllipsoldal
Location - 2nd Beam
Purpose =~ Up Right Filler
Lamp « 500 T 12

scene All

Instrument No. 14

Type - 8-inch Ellipsoidal
Location - 2nd Beam

Purpose -~ Up Right Center Piller
Lamp - 500 T 12

3cene - All

Instrument No. 15

Type = 8-inch Ellipsoidal
Location~-1lst Beam

Furpose - Down Left Tiller
Lamp - 500 T 12

Scene - ALl

Instrument No. 16

Type -~ 8=inch Ellipseoidal

Location - lst Beam

Purpose -~ Sofa Speelial

Lamp - 750 T 12

Scene - Act I, Scene 1; Act II, Scene 1; Act II, Scene ii

Instrument No. 17

Type - 8-inch Ellipsoidal
TLoestion - lst Beam
Purpose - Down JTeft Areca
Lemp -~ 750 T 12

Scene - All

Instrument No, 18

Type = O=inch Hllipscoidal
Location -~ lgst Beam
Furpose - Stalr Speclal
Lamp - 750 T 12

S5cene - Acet 11, Scene 11
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TABLE 3: continued

Instrument No. 19

2

Type - 8-inch Ellipsoldal
Locatlon - 1lst Beanm

Purpose - Down Left Benter Plller
Lamp - 500 T 12

Scene - All

Instrument No. 20

Type - 8-inch Ellipscidal
Loeation -~ lst Beam
urpose - Dowm Center Arese
Lamp - 750 T 12

Scene - All

Ingtrument lNo. 21

Type « 8-~inch Bliipsoidal
Location - lst Beam
furpose - Up Left 3pecial
Lamp - 750 T 12

Scene - Act II, Scene ii

Insgtrument No., 22

Type - 8=inch Elllpscidal

Location - 1st Beam

Purpose - Desk Speclal

Lamp - 750 7 12

Scene -~ Act I, Scene 1i; Act ITI, Scene ii

Instrument No. 23

Type - 8=inch ®llipscidal

Location - lst Beam

Purpose - Down Rlght Centexr Filler
Lamp - 500 T 12

Scene - All

Instrument No, 24

Type - O~-inch Bllipsoldal
Locatlon - lgt Bean
Purpoge - Down Ieft Mller
Lamp -~ 500 T 12

Scene = All
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TABLE 3: (Continued

Instrument No. 25

Type - S-inch #llipsoldal
Location - 1lst Beam
Purpose = Down Right Area
Lamp - 750 T 12

Scene -~ All

Instrument No., 26

Type = 8~inch Ellipsoidal
Location -~ lst Beam
Furpose « Down Left Area
Seene - All

Instrument Ho., 27

Type - O-lnch Fllipsoidal

Location - lsgt Beam

Purpose - Zofa Special

Lamp - 750 T 12

Scene - Act I, Scene 1; Act II, Scene 1; Act II, Scene il

Instrument No,., 28

Type - 8~inch Bllipsoidal
Location - lzt Beanm

Purpose - Down Left Center Filler
Lamp - 5C0 7 12

Scene All

Instrument No, 29

Type - O=-inch ©llipscidal
Locatlon -~ let Beanm
Puryose - Down Center Area
Lamp - 750 T 12

Scene - All

Instrument No. 30

Type - 8-lnch Ellipsoidal
Locatlion - lat Beam

Purpose - Down Right Filler
Lamp « 500 7 12

3cene - All
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TABLE 3y gontlaued

instrument No, 31

Type «~ Selneh Z1lllpscidal
loeation - lst Deaw

Purpose » Down Hight Center PLller
lamp - 500 T 12

Jeene - All

Instrument No, 32

Type =~ Beinch Ellipscldal
Toeantion - lzt Beam
Purpose « Up Ieflt Special
Tamp - 750 1 12

Seeng -~ Lot II, Scene 14

instrument Ho, 33

Type = 8«luch Ellipsoldal

Locatlon - lat Bean

Purpose « Desk 3peeclsl

Lanp - 750 T 12

Seene - Act I, Scene 113 ‘et 11, Scene il

Ingtrument Ho, 34

Type = Gwuinch 51lipsoidal
Logation - lst Bean
Purpose - Down Right Area
Lamp - 750 T 12

Seene =~ All

Ingtrument Ho, 35

Type = Seinch Elllipscidal
Locatlon « lst Beam
Purpose = Stalr Speoial
Leamp « 750 T 12

Seene - Act II, Scene 11

Instrunent Yo, 36

Type = O-inch Fllipsoidal
Locatlion « 1ot Beam

Furpose » Down Risht Tlller
Lamp - 500 T 12

Jeene - All
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TABILR 3, Continued

instrunent NOo 22

‘ype = Owineh 3llipsoldal
Location « “tare Left Slot #1
arpese - Up =2ight Center wWall
LMQ - 500 7 12

seene - All

instrument No, 55

iype - Seinch ¥1lipsoidal
Locatlon « Stare Left slot 71
Murpess - Up Center wall

lany « 500 7 12

Seene - ALl

Instrument No, 39

Trpe - Deinch Ellipsoidal
{oeation « Stare Left 8let #1
Aarpose « Up 2igbt wall

Jeene - 311

instrument No. 40

iype = OC@ineh Ellipsoidal
Location - Stare Left ilot e
Jurpese - Up Center Door
amp « 750 7 12

Geene - A1l

instrument o, 41

Iype = G-inech mllipsoids
Location - Htage Rizht olot 1
Jurpose « Up Left wall

Scene - 411}

Ingiruzment u h2

Tyre « Beinch Ellipsoidal
Locatlon « stare ?ight slot §i
Purpose - Up reft Center Wall
Lamp - 500 T 12

Jeene - 411
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TABLE 3; gontinued

Type = Geinch Blilpsoidal
location - 3tage 7ipght 3lot 42
Furpose - Up Center wWall

ianp - 500 T 12

Seene-All

Ingtrunment Mo 44

Type « Beinch 21lipsoidal
Locatlion - Stage Ripght ot 42
Marpose - Up Center Door

Lanp - 750 T 12

Scene -~ All

Ingbrument Ho, 45

Type = Seinsh Fresnel

Location « Stags Left Pole
Furpose « d8t Decoration

Lamp - 750 T 20

Scene -~ 4fet I, Scene 14 Act 11,

Instrument lo, 46

Tyre = O-inch Fresnel

Locatlion « Stage left role
Furpose - Set Decoration

Lamp « 750 T 20

Scene - Act 1, HSceme ii; iAot II,

Type - C=inch Presnel

Location - Up left Center Tole
arpose -~ Set Decoration

Lamp = TE0 T 20

Seene = Aet I, Scene ii; Aet 11,

Tnstrument No, L8

Type « Oelneh Fresnel

Location « Up Left Center role
Jurpose « Set Decoration

Lamp « 750 T 20

Scene « Act I, Scene 133 Aet 11,
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TABLE %3 pontinued

Instrument No, 49

Type » Oeingh Fresnel

Lecation - Up Right Center role
Marpose - Tet Tecoratd on

Lamp « 750 T 20

teene - Aot I, Seene ily Aot II,

instrunent Ho, 50

Tyre = S«inch Frasanel

Logatlion - Up Right Center pole
Furpons - 38% Daporation

Lamp « 750 T 20

Soene - A2t I, Scene 11; Aot II,

Instrunent Ho,., 51

Tyre « Seinah Fresmel
Logation - Up Right Center role
Parpose - Set Dozoration
Lamp - THO T 20
Seene - Lot I, Scense 11; et 17,

?nsﬁ*um&nt Hoy 52

Type -~ Seineh FPresnel

Logation « Jtage Right role
Purrose - St measration

lamp - 750 T 20

Teene - Aet I, Geene 113 Aet 11,

Ingtrument No, 5%

Typn « Ceinch Fresnel

Loocation - Stage 7igbht Fole
rurposs - Jat Deeoratlion

Lamp - 750 T 20

Secené - Act 1, Soene 11; Aet II,

rnstrusnent No, 54

Type - Ceinch Ellipscidal
Loecation - Iatton

Purrcse « Cyclorvama 3pots

Lamp « 750

Jeene - Act I, Scene %1i; Act II,

10
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TABLE 3: Continued

Instrument Jo. 55

Type « Seinch Flllpsoldal

Lopcation - Batbon

Purpess -« Cyclorama Ipots

TLanp - 750 T 12
deene -~ Act I, Zeene

lostrument NG, 56

313

het T1y Ycene

Type - Oeinebh #llipsoidal

Location - #atton
Puypoae - Cyclorams 3
iomp - 750 © 12

seoene -~ Acv I, Soene

Instrument Ho, 57

pot

% &

het 11, Scene

Type - Belneh Zllipscidal

Lovation - Dation
Purpocse - Cyclorama 3
Lemp « 750 7 12

Seene - Apnt [, Seeane

Ingiyrument Yo, 53

pot

1i;

A ol T % oy, o
Aet 11 s SOBAB

Type - Seinch T1lipsoldal

Looention - Babton
Purpose - Cyclorsus 3
Lomp - 750 T 12

vot

Scene « Act I, Scene 113 Aot II, Secene

Ingtrunent Hoes 59

Type = Selnch Tllipeocldal

Loeation - Patton
Furpone « Cyclorama 3
Lamp - T5C T 12

Jeene -« Act 1, Seene

Instrument Mo, 60

fype - Geifpet, O-lich

vot

14

e

\/J

;»"—&i’i:’ﬁ 11, scens

clorama oot

Location « Daze of Cyeloranma
Yarpose « Light Cyelorama

Lamp = 500 TAR 40
seene « All
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TABLE 3: Continuad
Instrunent No, 61
Typa = C~faet, Ow-inches Cyclorama Foot
F :
Lecation - Page of Cyelerama
Turpese ~ Light Cyclorama
Tamp = 500 PAR 40
sgene - All
,I;;"__:‘t-z:;l“r’ 'i‘t‘ :‘:O. 62-2 é
Same as above

Speclal Lavender

1 19
2 20
5 21
& 22
o i 3 4
-

£

ol
25
30

k-7 4
38
29
50

§ob Pok il b an]
w3 G\

Instrunents Ko, 5
Instruments Ko.
Instrument No. 55

the
7.8 Ljue ron

All of

a«

55 and

Oyeclorema Foot Lights have

GEL COLOR

Ragiard Anber

29 45
31
32 AT

11 33 48
2 3% 45
i3 35 50
14 36 51
24 41 1”2
26 42 53
e 47

4, 56 and 57 have 1o gels

55 have red gele
has blue gel

red, gresn,

L)

ielle
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TABLE

4

MASTER CUE SHEET

Cue No, 1

')ui)\l. C‘U@ bl Lightlﬂg*‘-l

Sue -~ House to Half

Method - Stage Manager
Cue Ko, 2

Dept. Cue = Souwnds-l

Sue - Start Crerture

u?“f‘.{!()d L :: u,s., g 1] '32,‘. ‘;w.' ey
Oue No, 3

depd, Cue - Lizhting-2

(ue ~ Stage Up

Tethod - Stazge Monaper
Cue No. 4

nephs. Cue - Lightiang-3

Jue - Touse out

¥ethod -~ Ttage Maasger
Cue No. 5

Dert. Cue -~ 3tage Manager

Cug - Cu rtaiﬂ

Yethod -« Stage Manager
Cue HNc, ©

Davt. Oue = Lighting-4

Cue - Oyclorama Lights Up
Foathod - Tigual
Cue Ho, 7
vepv. Cue - 3ound-2
Cue =~ Whlp Cracks and Zhouts

Mathod Visunl
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MASTER QUE SHEET: Continued

Cue No,., 8

Dept. Cue -~ Lighting-4
Cue -« Lights Up In Room
Method - Man: "Good morning"

Cue No. 9

gue

Dept. Cue =~ Sound=~3
Cue -« Tango
Method - Man: "When I kiss your hands"

No, 10

Cue

Dept. Cue - Sound-4
Cue « Whip Crack. Tango stop
Method - Visual: Exit of Athlete

Bo. 11

Cue

Dept. Cue - Sound~5
Cue -« Tango and Calls From Ring
¥ethod - Briquet: "A suicide or that. . ."

No. 12

gue

Dept. Cue - Sound=6
Cue - Tango Stop
Method - Visual: Zinaida's Cross

Ho, 13

cue

Dept. Cue = Sounde7
Cue - Tango
Method -~ He: "I can feel it"

No. 14

Cue

Dept. Cue - Lighting-5
Cue -~ Cyclorama Up, Spot On He and Zinalda
Method - He: "Like a statue."

Nol 15

Dept, Cue -« Stage Manager
Cue = Curtain
Method - Zinaida: ", . . lions love me?"
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MASTER CURL SHEET: Continued

Cue No., 16

Dept., Cue = Lighting-6
Cue - Curtain Lights Up
Method - Stage Manager

Cue No, 17

Dept. Cue - Sound-8
Cue =~ Tango
Method - Twenty Second Qount

Cue No., 18

Dept. Cue -« Sound-9
Cue =~ Fade Tango. Up Circus Noise
Method - Ten Second Count

Cue No, 19

Dept. Cue « Lizhting-7
Cue - Cyeclorama Up. Room Up
iethod - Stage Manager

Cue No. 20

Dept. Cue « Stage Manager
Cue = Curtain
Method = Visual

Cue XNo. 21
Dept. Cue = Sound-1l0

Cue ~ Applause
Method - Consuela: "You're so fat."

Cue No, 22

Dept. Cue =« Lighting-8
Cue = Cyclorama Change
Method - Consuela: "You're so fat."

Cue No, 23

Dept. Cue - Sound-ll
Cue = Bell Ring
Method - Jack: ". . . for the cuctomers,”




e
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HASTER QUE SERE?: Contiouved

Lue Mo, 24

Jepts Cue « Sounde-l2
fue -~ MHusle
Hethod « Priquet: ", . 4 211 on plesse,"”
g log 2%
Derte Tue « Soundel’
Oue » Fade ﬁu sdes Up liclise
Hethod « He: ".,. « settle things somehow.”

T8pts. Oue = Lisghtinges
ue e Cyelerame Change
Hethodie Man: ", o . vulgarest, little ., . . ohl”

lepte Cue - Sound-l4
Cue - Fade loloe |
Fethod - Mant ". + . he shall marry her.,”

e lioe 28
Hept. Cus « Soundels
ua » Loud Applaouvee
Hethod = %riquak* "o o » 811 By born days."
tepte Cue » Lishting-10

fue - Change Cyolorama
Hethod « Man: "4 o + 1%'s all right,”

pt, Cue - Fet
lue » Pade Aﬁpiauaa
Hethod «» Iriquets "You're a madwoman,"

ept, Cue = Joundel?
gue = Laughter
Hothod « Naneinl: ", , . return for you my eohild. "



HASTER CQUE SHZRET: Continued

Cue Yo, 22

Dept. Cue « Sound=-19
Cue =~ Fade lauzhter
Hethod « He: "¢ 4 . will you sey yes?”

ue 0. 52

Dept, Cue « Lishting«ll
Cue = Change (yclorenms
Method « Consuels: ", , . what is love.,"

cue HGy 2&

Depts Cue » Jound-19
Jug - Waltz |
tethod = Hes ". 4 + what the stars say."

gue N0
Depts Cue « 3ound 20

Cue = Fade %aliz
vethod - He: ", ., . rerember the sgea."

Depts Cue « Sound 21
Cus = Callop
“ethod « Consuela: "0o on He,"

gua ifo X 21

Deytse Cue « Lighting-1l2
Cue < Change Cyelorams
viethod - "Go on le,"

Cue Hc, }8

Lept. Cue « Sound-22
Cue « Thirty Second "ade - Gallop
Hethod » le: "Have pity on me,"

cue N o
Depte Cue « Lighting«l3

Cue ~ Hoom Fade - Spot on e
ethod = He: "I'm busy,"



11

198

HASTER OUR SHRRTS

tue Ho, 40

Dept, Cue ~ Jound-23
Cue - Musice

tontinued

Hethod =« Visual, From ILighte

Gua rfﬂ ﬂl

Dept, Cue = Stage Manager

Cue «» Curtaln
Yethod » Visusl

e o, 42
Depts Cue - Iighting-l4
Cue - fouse UP
Method « Gtage Manager
gue Mo, 473

Depts Cue = Sound-24
sue -« Pade Kuzle
Method =~ Ztege Manager

Cue Ho, 44

Dept. Cue - Jound-25
tue - “nitre Act
“ethod -« Stage Manager

we Mo 1;?'

Dept, Cue « Lighting-15
Cue - louse To Half
Hethod « Stage lManagey

Que lo, 46

Depts Cue « Tirhtineg-l6
Cue - 3tage Up

“othod « Stage Manager
gue Mo, 47

Dept, Cue « Lighting-l7
Jue = Housme Out

Method « Stapge Manager

(Intermission)
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MASTER QUE SHREET: Continued

ue ¥o. 4

Depts Cue ~ Htage Hanager
fue « Curtaln
Method = Stage Manapey

Qus Yo, 49

Depts Cue - Jound-206
Jue « lFade Music
Hethod « Gentleman: "Cood morning."

gue o, 50
Depts Cue -« Sounde27
Cue = Whlp Crack. Puppy Telp
Hethod « Gentleman: “"ieally.”

Depts Cue « Jound-28
Cue = Tango
¥ethod - GCentleman: ". . . answered my question.®

2 Ho

Dept, Cue - Sound 29
Cue = %ind Tango
Method -« Man: "I left 1t at home.”

Cue H

Depts Tue « Sound-30
fue « Music and Shouts
Method -~ Consuelay "I only say 1t to you."

g
L 4

Dept, Cue « Sound-31
Cue « Twenty Second Pade « Musie
Yiethod « Mam: ", o« . our dear little fly,"

Depts. Cue « Lighting«18
Cue « Cyclorama Up., Room Down. Spote on He and Baron.
¥ethod = He: "Shall I entertain yous"
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MASTER QUR SHEERT: Continued

Cue Lo, 56

Dept. Cue » Sounde32
Que « Tango
Method - He: "Yes I can,"

Gue No. 57

Dapts Cue - Stage Hanager
Jug « Curtain
Hethod « Visual

Cus Mo, 58
Ioept. Cue « Lighting-19
Cue « Jurtain ILishis Up
Method -~ Jtage Manager

Cue Ho

Depts Cue » Sound-33
Uue « Oross Tade Tango and Clrous Holse and Musie
Hethod - Five Zecond Count

504 60
Depts Cue = Lighting-20

tue « Cyclorama Up. Room Up
Yethod = 5‘{;&&:@ Yanaper

Depts Cue « Stage Manager
Cue = Curtaln
Method » Stage Manager

gue lic, 02

Depts Cue = Sound-34
Cue « Jusic
Hethod » Artist: ". , . lady on a beautiful"

gue Yo, 62

Depts Cue - Sounde35
Cue « Twenty “econd "ade « Nusic
Method « Jaek: ", + o this damned gala,"
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HASTER OUn SHEET: Continued

Gue No, 64

Dept, Cue = Sound-36
Cue « Fade Up = Hew Musle - 10 Seconds
Method - He: ". , . pave me a fright,"

Cue Ho, 65
Depte Cue = Sounde37
Jue - End HMusic _
Hethod - Briquet: "Flease not tonlght."”

Cue Lo, 66

Lept, Cue - Sound-38
Sue « Fade Up Walts
fiethod - Tilly: ", « + how the Count walks?"

Depts Cue = Sounde-39
gue « Ind Husic. &yglauﬁﬁ
Hethod « Angelica: e« » « bhose her fLlowers?"

Cue e, 68
epts Cue « Lighting-21
Cue - Change Cyclorama
Hethod - Briquet: ", . . quiet don't push,”

gue Ho, 69

pepts Cue = Sounde40
Cue - Pade Up Tango
#ethod « Man: "lLook at this little heart,"

Cue Jice 7O

Depte Cue « Soundedl
Cue -~ Ctop Tango
Hethod - Polly:r "Co on, dance,”

i

K

Dopte Cue = Sound-42
Cue - Music and Dell
Method = Het "« o o twilxt cup and lip."
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HASTER oUW SHEET: Continued

Sue No, 72

Depts Cue « Lighting-22
Cue = Uyclorame Change
Hethod = Iriquet: "All on for the finale,"

Cue No, 73

Depte. Cue - Lighting-23

Oue - Twenty Second Fade On “oom, Srot on He and
Consuela,

Method - He: “walting my turn, Trincess,”

Dept. Cue - Soundesd
Cue - Tuenty Second Music Fade
Hethod =~ He: ‘“Walting my turn, Irincess,"

gue o, 75

mybe Cue = f:igﬁtiﬁgﬂa4
bus - Gyclorama Change |
Hethod « Polly: "rlay you & pretiy tumes™

gue o, 76

s

Deplse Cue ~ Soundedd
fue = Tango
Hethod « Jack: “Why 314 you come heres"

gus Zo, 17

Depte CUe = Sound-4s
ous - Tange Louder
Hethod « He: "I'm coming,"

gue Xo} T8
Depts Cue « Lipghting-25
Cue =~ (yclorama Up Pull., Room Out
liethod ~ He: "I'm coming,"
‘We’.‘-"
Depte Cue = Stage lanager
Oue = Curtaln
Method - Jtage Manager
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MASTER CUE SHEET: Continued

Cue No. 80

Dept. Cue ~ Sound-46
Cue « End Musle Abruptly
Method - Visual

Cue No. 81

Dept. Cue «~ Lighting-26
Cue - House Up
Method ~ Itage Manager



CHAPTER VIII
CONCLUSION: RBVALUATION OF STYLE AND WORXS

After 1906 and until hls premature death in 1919,
Andreyev was perhaps the most popular dramatist in Russia,
but his playes proved to be shortelived and 4id not remain
in the natlonal repertory. His fame was as fleeting as
it was striking and bolisterous. In the years preceding
the First World ¥War each play by Andreyev was an event
follovwed by heated controversy amonz eritlcs end specta=-
tors, but hkis plays were forgotten before his death, never
to be revived under the Soviets. A4s a flerce opponent of
Communism, Andreyev wazs banned from the Russian press for
a long time and 1t was not until 1960 that the reprint of
his selected plays and stories was finally authorized, His
works, however, sank into obllvion not only because of their
political overtones but also because "they were dated and
could hardly appeal to the modern readar".‘

Between 19051917, Andreyev wrote twenty-seven plays
of varylng quallity. Of these, however, half a dozen may

be considered great., The subject matter which he chose

1Bnre Slonim,
soviets. (Cleveland:
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was quite varied, but much was undoubtedly suggested by
the events and conditions of his time. The early 1900's
in Russia, indeed in all of Europe, was a time of wars,
assassinations, misery for the lower classes and unrest
and pessimism in the world of thought. Much of his
materlal, however, was derived from his own mind, one
which perhaps viewed the world through slightly faulty
lenses and, as a result, distorted its product.

Andreyev's treatment of his material covers the

gamut of styles from wildest fantasy in The Black Maskers

through allegorical abstraction in The Life Of Man to

convinelng realism in Katherine Ivanivna; but whatever

the method, symbolism is always present in a greater or
lesser degree. "Andreyev's true field is symbolism, the
portrayal of the inner 1life of man by some outer spectacle."2

It is in He Who Gets Slapped that Andreyev has most

perfectly arranged his combination of symbolism and spec-
tacle. The spectacle of a circus with its stir of action
and excitement Juxtaposed with the search of a man to find

a world he has already lost, has been acclaimed by more
audiences than any of his other works., Whenever this play
was produced abroad, 1t was highly recelved by the audiences;
and the resumption of its productlon by educational theatres

after World War Two showed that it had not lost its stage

appeal.

2
Ibido. Do 1250
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The bombastic, rhetorical, and artificial character
of Andreyev's highly romanticlzed style remains, however,
the main defect in his plays. In the same way as CGorky's
realistic dramas, the symbolic plays of Andreyev are
essentlially a closed chapter in the history of theatre.
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