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In Section A, =oma candidates have a Bndancy to wrila too much, given that the marks available in this
saction are significantly iBwear than in sections B and C.

Candidatas should read tha quastions carafully to ansura that thay ara providing all that is raquirad of a
question. This is particulardy parfinant in guastions whara appropriate undarstanding and application of
Echnical languaga are rmquirad.

Thama is an expectation that candidates will be familiar with the dramatic and technical tarms in currant usa.
Cantres are remindad that an extansive glossary is available o assist in tha identification of kay terms.
Furthermara Cantres are reamindad that the written axamination seaks through discussion to isolale and
idantify PRACTICAL application in drama. Literary or analytical appraachas are to ba avoidad and candidata
raspaonsas which focus on namative ar charader par se without axplonng the practical application of dramatic
skills and techniques cannal accass the highar mark bands.

Technical and design guestions damand an approach which is both informad and able b discuss tha
application of Bchnical mathod to tha dramatc intanfion. Cantras which have not taught the basic spaecific
undarstanding of any givan tachnical or design skill should advisa thair candidatas to slear clear of questions
which may require an undarstanding of these amas.

General comments

A numbear of cantres had cleary inveastigalad the context of Talk of the Cify and many candidates displayed a
parcaptive undarstanding of tha piaca, espacially in ralation o plot chaackrs and thair inleractions within
the political and social circumstances of the dmma. It is encouraging that there seams o ba a growing
awaranass of how the alameants of drama can ba applisd effectvaly 1o enhanca parformanca and tha
undarstanding and use of appropriate EBchnical language confinues to improve although thara are still somea
kay tarms which appeaar to ba causing confusion.

Tha davisad piecas hawe shown a more adventurous approach with candidates atempiing o communicalts
quita sophisticated massages in intarasting ways. Cantras seam to be awam that unimaginative approaches
o davising Bnd b lead lo waak responsas to questons basad on the stimuli and this session has sean a
numbear of effective responsas, many of which seak to investigate social issues of significancea.

Comments on specific gquestions

Section A
Questions 1 -6 Talk of the City
Cuestion 1

Most candidates weara abla to scoré full marks hare recognising a pointwheara a valid prop isintroducad.
Mast apled for the taelavision cameara mantionad in the stage direclions wharaas a lBw wara mora
advanturous and suggested usas for notas, sticks, brooms ate. all of which appearad in Scana 2. Howeawvear, a8
significant number scorad only one mark bacausea thay did nol provide adequate justification of eflectiveness
in that they simply refamad to its significance as a prasance rathar than suggesting how it might ba usad
affectivaly.
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Question 2

Though this question was approached with confidence in the majority of cases there were a significantly high
number of instances where candidates clearly did not understand the term ‘pace’. A majority of answers
discussed possible aspects of MILLY DEWS'’s vocal delivery including volume, tone, pitch and even timbre.
Some responses referred to characteristics such as happiness, excitement and enthusiasm but very few
even mentioned pace which is what the question specifically requires. Regrettably, many candidates scored
no marks on this question.

Question 3

There were two approaches common to this question. A number of candidates produced a character
analysis showing the commonalities and dissimilarities between the two characters of CLIVE and ROBBIE.
This scored no marks. Others recognised that practical application was required but unless they gave
specific examples of what actors could actually do to illustrate the possible relationship and what this
demonstrated they could not achieve full marks.

Question 4

This question was generally well answered with many candidates scoring full marks. Most could identify two
of ARNOS’s characteristics and say how they would bring them out. The characteristics chosen had to be
clearly defined however and where only a vague sense of intention or inclination was given marks could not
be awarded.

Question 5

Again there was a good range of effective responses with many candidates perceiving how the character of
HONKER might control his vocal delivery. The most insightful responses were able to cite elements of
volume, tone, pitch, breathing and energy. Most candidates were able to score at least two marks on this
question.

Question 6

Responses mostly recognised the hints from the text about ISABEL'’s individualism. Her appearance, dress
and demeanour were all recognisable in the answers. More able candidates were able to expand upon this
within the context of her feelings for CLIVE and her enjoyment of teasing ROBBIE. The best answers
included reference to the potential for the character’s physicality and vocal qualities.

Questions 7 — 8 Devised work
Question 7

All candidates were able to identify a character but a number were unclear about how the character helped
to move the action along. A number of candidates restricted their answers to a narrative description of the
events of the piece, with occasional references to their character. Stronger responses were able to point to
actions or moments where the character said or did something which impacted upon the plot. It is not
sufficient to say that the character was central to the plot, however, because this does not necessarily
indicate how they moved the plot along. Successful answers had to explain what the character actually did to
make a difference to the energy, atmosphere, pace, tension etc. which in turn impacted upon the action.

Question 8

Many responses showed that candidates were less than secure when it comes to discussing the specific
application of gesture. A very high proportion of responses talked about gesture in the generic sense without
actually saying what the gesture was e.g. ‘We used lots of angry gestures in this scene to show how the
crowd felt...” The question calls for a discussion of specific application such as ‘shaking fists’ or even ‘wildly
staring eyes’. Where gesture was considered generically marks were not awarded. Even further from the
intention of the question were those candidates who considered gesture in abstract ways such as a political
gesture for example. This type of answer too did not score any marks.
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Section B
Questions 9 — 11 Talk of the City
Question 9

A few candidates were able to suggest an imaginative, comprehensive and detailed sound design. This
included a consideration of the many options presented by the broadcasting studio environment and the
creation of atmosphere both indoors and externally, with particular emphasis placed on the opportunities for
sound effects to create the busy station environment. More frequent and less confident responses focused
more on music and in some cases this was their exclusive concern, reflecting on the style, period and genre
of the music, its volume and its fading up and down and thereby narrowing the context of the question. Such
answers were unable to access beyond the middle band of the assessment criteria.

Question 10

This question was in the main answered well. Candidates seemed to understand the role of BERNARD.
Many wrote at length on the way his character might manifest his transition from one environment to another.
They were able to identify and explain his strengths and vulnerabilities and discuss them in great detail. Here
of course lies the danger, since over-analytical responses do not always perceive the need to apply a
practical process to the discussion and clearly explain what the actor might do to demonstrate the product of
this analysis. The best answers managed to maintain a sound balance between in-depth analysis
(understanding) and practical, communicative demonstration (application).

Question 11

A significant number of candidates responded well to this question focussing mostly on the contrast between
the reality of the outside world and the forebodings of war and the privileged, hermetically sealed
environment of the broadcasting studio. The most successful answers concentrated on characterisation,
relationships and the creation of atmosphere in which the suppressed tension might be released. Other
responses tended to focus on set, lighting and costume and in doing so ran the risk of becoming fixated on
technical and design disciplines rather than directorial ones thereby not scoring so highly.

Section C
Questions 12 — 14
Stimuli

Of the three stimuli the photograph proved the most popular, closely followed by both the poem and
the quotation.

Question 12

Regardless of which stimulus was chosen this question caused problems for candidates, a worryingly large
proportion of whom ignored the question’s insistence on vocal projection and articulation and went off to
discuss all manner of challenges and problems faced by the cast including space, energy, set, lighting and
even absenteeism. It is unclear why this question was so commonly misinterpreted. Few candidates who
opted for this question scored highly but those that did included challenges such as ambient noise in open
air performances, poor acoustics in venues and the delivery of choral speech and songs.

Question 13

This question appeared to be enthusiastically welcomed by those that chose it. One or two responses really
maximised the opportunities provided by a well-equipped theatre and there were some imaginative and
workable set designs. Sadly, with all these opportunities for implementing an original and effective set many
candidates focused on lighting and for many the lighting design became the set design. Though this in itself
is not unheard of in the professional context it is a shame that candidates did not take their opportunities to
consider options for practical set design applications. Wherever clearly explained valid suggestions were
made they were credited, however.
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Question 14

All responses were able to cite a central message, even if only a very elemental or simple one, that they
wished to communicate through the piece. Some went on to describe this message in great detail and in
doing so ran a risk of producing lengthy narrative. Clarity of understanding of the intended message was
sufficient for many to score marks in the upper part of the middle band of the assessment criteria but for a
response to score highly in the upper band there needs to be a significant level of evaluation. This means
that it is not sufficient for a candidate to write that a specified action or technique ‘shows’ something. The
requirement is for them to go further and say why it showed the thing discussed and how effectively it did so.

Real evaluation is challenging for some candidates and this question was answered well by a relatively small
number.
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DRAMA

Paper 0411/12
Written Examination

Key messages

e Some candidates continue to ignore the allocation of marks; often writing more for a 2 mark question
than for one of the essay questions in Sections B or C that carry 25 marks.

e The improvement in responses based upon the devised work continues and there is greater
evidence of the work actually being performed.

e Two of the questions in Section C required candidates to evaluate their work; this was generally
superficial and lacked reflection on how the actual performance had realised what was intended.

e A number of candidates attempted the design question in Section B who were evidently not prepared
for such a question and would have been better served by attempting another question.

e Whilst Centres are evidently using the glossary provided in their teaching more, some of the
technical language used presented some challenges most notably ‘pace’ and ‘physicality’.

e In essay questions, the mark scheme is incremental, with the middle and upper bands moving from
understanding or process into application or evaluation. To gain access to the upper band,
candidates must first meet the criteria for the middle band. In other words, there must be
understanding AND application or process AND evaluation.

General comments

Many candidates evidenced how the elements of drama can be applied effectively to enhance performance.
This attracts higher marks than answers which tend to respond in general terms rather than tying specific
comments about aspects of performance to particular points in the text/performance. There is also growing
evidence of the understanding and use of both appropriate technical language and practitioner influences
and techniques. However, these can only attract high marks if there is also evidence of relevant, appropriate
and specific application.

Most candidates had clearly worked as part of a group to prepare and perform a single piece of devised
work. A number went to considerable lengths to justify their work in terms of how it responded to the chosen
stimulus; this is not a requirement and takes up valuable time. However candidates do need to be explicit in
the points that are made so as to make their intentions clear to an examiner who has not seen the
performance. While examiners do not want lengthy narratives about the pieces, candidates should be aware
of the need to provide sufficient relevant detail to enable a person who has not seen the performance to
understand the points they are trying to make.

The approach to devising was varied. Many of the devised pieces seemed to be both imaginative and
creative, with evidence of experimentation with different styles, including children’s theatre, docudrama and
physical theatre, clear dramatic intentions and a strong sense of audience. Such approaches provided the
candidates with much more understanding and experience that they could incorporate into their answers and
thus improve their chances of accessing the higher levels within the mark scheme. Conversely, mundane
and unimaginative approaches to devising tended to lead to weak responses; pieces that simply aimed to
entertain, with success evaluated in terms of assertions about how much the audience laughed, generally
provided candidates with too limited an experience to allow them to reach the higher levels in the mark
schemes.

Many candidates wrote their answers in far too much detail, often completely ignoring the allocation of
marks. There was also a tendency to supply more than the number of points specified in the question, for
example in questions 3 and 4. There was a particular trend seen this year in the number of responses that
did not focus on the question that was actually asked. Candidates sometimes provided quite sophisticated
responses that were mostly irrelevant and therefore could not be credited.
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Comments on specific questions

Section A
Question 1

There were numerous props cited in the text and, therefore, candidates were expected to use this
information. A few candidates listed items that are classed as ‘set’ which could not be credited. Most cited an
appropriate prop, but a few responses were too vague about its use to gain the second mark.

Question 2

Many candidates did not understand the term ‘pace’ and therefore gained no marks. Those candidates who
showed understanding of the technical language were able to use the text well in supporting their answer.

Question 3

Candidates needed to show that they understood the relationship between Rex and Leonard, that is that Rex
is a junior member of staff at the radio station and Leonard is keen for him to know his place in the
organisation. There are a number of encounters between the two characters through which Leonard clearly
puts Rex in his place. This question caused some problems for candidates. Many wrote at great length but
said very little that could be credited. There were lots of suggestions about how the relationship could be
shown which did not specify the aspect of relationship that was being illustrated. A number suggested three
or more different ways of showing the same aspect of relationship, often by citing vocal elements, gesture,
facial expressions etc. Such a mechanistic approach to using the elements of drama in their responses
provided weaker responses.

Question 4

This also caused some problems. Many failed to identify two valid character traits. Indeed in many cases it
was evident that candidates did not really understand John and some ignored the information that was given
in the pre-release material. There was a tendency to isolate aspects of John’s actions or reactions in the
specified extract and present them as character traits. Once candidates had gained the first mark for a valid
aspect of character, they were usually able to go on to say how it could be brought out in performance, thus
gaining the second mark also.

Question 5

Controlling delivery was somewhat loosely interpreted and so most candidates made some valid points
about vocal elements related to the speech in question and gained two marks. A fair number had some
notion of context and gave specific examples but very few were able to present responses that displayed a
clear understanding of how to control the vocal delivery and the way in which different lines might be
approached.

Question 6

This elicited a similar response to the previous question, with most gaining at least two marks and many
three because of an implicit understanding of context and a good number of suggestions for delivery directly
related to particular points in the extract. A high proportion of candidates did not really understand the
context of this speech which is an integral part of accessing the full range of marks available.

Question 7

The response here was very varied, with many choosing an aspect that related to their overall dramatic
intention for the piece, which made it harder for them to specify particular examples of what they did to make
the aspect memorable for the audience. Therefore, many relied on general or quite vague comments and a
significant proportion of candidates simply recounted the plot of their piece, without further reference to
making it memorable for the audience. Candidates who chose to focus on a particular dramatic moment in
the piece tended to reach the higher levels in the mark scheme.
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Question 8

This question provided challenges for many candidates, some of whom lost sight of the question and drifted
into general discussions of proxemics or simply repeated their narration of the plot of their piece. Some never
got to grips with the idea of varying the physical distance between performers, even though they may have
had some interesting things to say about their use of space. As always, there were a number of candidates
who really focused on the question and who had obviously worked with creativity and flair on the creation of
their piece, so that they were able to supply a clear and, in some cases, proficient response.

Section B
Question 9

This was not a very popular question and, in many cases, those who attempted it did not have sufficient
technical knowledge to access the full mark range. Most candidates were able to make a limited range of
valid suggestions about the use of sound in a production of the piece, linking their suggestions to fairly
general aspects of the extract; their ideas were frequently centred on the use of music either to help set the
scene or create atmosphere. Only a few were able to apply sound design at specific key points in the extract,
with the better candidates explaining their decisions in terms of meeting the intentions of the piece and
enhancing the audience’s experience. Many did not really attempt to explore the practical potential of the
play’s focus on the medium of radio and only a few acknowledged the opportunities for sound design
provided by other aspects of the piece, for example in the supermarket scene. A small number wrote with
some authority on technical matters, which would only gain credit if the response also met the assessment
criteria in terms of demonstrating practical understanding with references to the extract.

Question 10

This was the most popular question in Section B and candidates generally showed a good understanding.
Susan’s appearances in the piece were relatively limited but most were able to pick out at least a few valid
character traits, although some of the weaker candidates’ responses contained rather contradictory
statements without any attempt at justification. Contradictions were most evident when candidates worked
through the extract, picking out points about character and making suggestions for performance as they went
along, although some of the stronger characters adopted this approach with success. Another approach was
to deal with a range of character traits in turn; again the better candidates were able to link quite developed
understanding of character, clearly evidenced from the text, with a variety of practical suggestions for
performance approaches expressed in terms of what the actor would actually do in order to communicate
effectively with the audience. Perhaps the most difficult approach for candidates to manage effectively was
when they worked from aspects of performance, such as voice, gesture, costume or make-up, and then
sought to apply relevant approaches to character performance, with or without relevant references to the
extract; this tended to result in responses that did not merit a mark in the Upper Band in spite of evidence of
clear application because the understanding of character was not demonstrated.

Question 11

This was another popular choice although only a few candidates were able to show really developed
understanding of the theme of frustrated ambition throughout the play. However, most candidates showed
some understanding of the director’s role, although one or two concentrated on that to the exclusion of any
detailed consideration of the extract. Although many were able to cite examples of ambition or frustration,
overall understanding of the theme was seldom evident. Some, who considered the piece in terms of
performance, tended to explore a range of aspects, including technical matters such as set, costumes,
props, sound and lighting, although many did not manage to keep their ideas relevant to the director’s role in
bringing out the theme in a performance. Again, many candidates managed either some understanding or
some application, but few succeeded in combining the two. It was common for candidates to give a general
introduction that clearly evidenced understanding of the question, but then to offer random practical
suggestions as to how they might bring various aspects of particular scenes out in performance without
linking them to the theme identified in the question.
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Section C
Question 12

This was a very popular question which, generally, was quite well done. Most managed at least a response
that provided some detail of who wore what and why. While it is very appropriate to use costume to enhance
the drama by helping to set a piece in time and place and to communicate information to the audience about
character, status, relationship etc., many eschewed such practical and workable approaches in favour of
highly dubious symbolic aspiration, often based on a fanciful notion of colour-coding that would be
completely lost on the audience. That is not to suggest that colour is unimportant in costume design,
because clearly it is, but candidates must make their justifications clear and include sufficient detail that will
demonstrate exactly how their designs will communicate their intentions to the audience. There was a
tendency to make only general references to the devised piece, although there were some very impressive
responses, in which candidates discussed exactly how the actors used their costumes to assist them in
communicating with the audience in very specific ways and at clearly identified points in the piece.

Question 13

This question was probably almost as popular as question 12 and provoked a wide range of responses. Most
were able to show some understanding of character relationships within the piece, although some attempted
to subvert the question and explored the relationship between actors and their audience, which had a part to
play in evaluation but was not what the question was about. This question sometimes elicited a narrative or,
at best, descriptive response from weaker candidates. Sadly, this sometimes happened where the devised
pieces were rather more imaginative in dramatic style and techniques, as they did not always have clearly
defined characters but adopted more of an ensemble approach. However, in these cases the better
candidates were still able to access the higher levels in the mark scheme by exploring the interaction
between actors across the range of roles they played in the piece and evaluating them in terms of realisation
of intention and impact on audience. It was interesting to see character development techniques, such as
hot-seating and role on the wall, being utilised in the process of character development, but candidates
sometimes forgot that the primary focus of this question was the evaluation of their success in creating
character relationships in performance for an audience, which might include, but should not end with, the
techniques used to build individual characters during the preparation process.

Question 14

This was not quite as popular as the other two questions. Unfortunately, some candidates did not understand
the term physicality at all and wrote about everything except how the actors used their bodies in
performance. Many of the others simply regurgitated the material they had used in answer to question 8.
However, there were a number of excellent responses, which explored and evaluated their use of physicality
in a variety of pieces of devised work. Some adopted a nuanced and sensitive approach to physicality in
essentially naturalistic or realistic pieces, while others fully exploited the potential for communicating their
dramatic intentions through the use of highly inventive, energetic, disciplined and effective examples of
physical theatre techniques.
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DRAMA

Paper 0411/13
Written Examination

Key messages

e Candidates should read the questions carefully and ensure that they provide all that is required of a
particular question. Equally, they should not use their time providing information that is not asked for in
the question.

e Literary approaches to answering questions must be avoided. Where questions ask the candidate to
provide advice on how a dramatic role should be performed, it is not enough to recount the story or to
provide detail of the character’s personality, attitudes and relationships without making clear how the
character should be heard and seen on stage in order to convey those traits.

e In Section A, candidates should observe the number of marks available for each question. Lengthy
responses for 2 to 5 mark questions are not necessary and will result in less time to respond to the
essay questions in Sections B and C which are worth 25 marks. Two sentences to answer a 2-mark
question and up to seven sentences to answer a 5-mark question should be regarded as a limit. The
best responses are those that are well-considered and expressed succinctly — often in fewer sentences
than the limit here indicated.

¢ Candidates need to consider carefully their choice of question in Sections B and C. For example,
Centres which have not taught the basic technical or design skills, such as sound design in this year’s
paper, should advise their candidates to steer clear of questions which require extensive understanding
of these areas.

e In Sections B and C candidates should support their knowledge and understanding of dramatic
concepts with practical examples of how these ideas can be applied in performance or detailed
evaluation of the success and effectiveness of the piece, from conception through the developmental
process and to performance. Invariably, questions in Sections B and C will require candidates to offer
such analytical comment — how something can be achieved and why it was effective. Purely narrative
responses attract very few marks.

e Candidates who have engaged practically with their devised pieces to performance standard tend to
show greater confidence with the questions in Section C.

e Candidates should be familiar with the dramatic and technical terms in current use. An extensive (but
not exhaustive) glossary is provided in the syllabus to assist in the identification of key terms.

General comments

Centres, by and large, and year by year, are demonstrating a greater understanding of the syllabus
requirements, and candidates are showing greater knowledge of the technical aspects of performance with
appropriate use of performing arts vocabulary. Fewer candidates are hampered by a lack of subject-specific
knowledge. The appropriate and knowledgeable use of performing arts vocabulary is essential if candidates
are to score highly, although it is not enough to reference these without giving precise explanation. For
example, candidates may refer to ‘body language’, ‘tone of voice’ etc. as a means of showing how a
character/role might be (or was) played but with no further description of what the actor might do in order to
achieve the desired effect. Candidates should refer to particular points of action in the text or devised piece
rather than making generalised comment.
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The responses to the questions about the play extract displayed a wide range of ability although there were
fewer candidates achieving marks in the lower mark bands than in previous years. It was clear in many
instances that the recommendation that the text be performed, at least informally, had been heeded. As all
the questions on the play extract were concerned with eliciting responses that demonstrated an
understanding of how to transfer ‘from page to stage’, candidates who had practical experience of American
Days were likely to be at a distinct advantage.

With the questions relating to devised work, while many candidates demonstrated the ability to link theory to
practice, there was still a tendency to offer too much narrative content. There was a sense that, in some
cases, practical work was insufficiently realised or inadequately developed, and there was evidence that
some candidates lacked an understanding of key dramatic ideas. As always, candidates who planned their
time and strategy carefully produced confident responses with the strongest coming from those candidates
who had explored ideas fully in performance. These were able to reflect critically on their own actual
experience of creating drama — they were, in fact, able to write about the application of creative ideas and be
able to evaluate their effectiveness in performance.

There was a marked improvement in the way candidates approached the discussion of technical issues and
less evidence of inadequate understanding of costume, lighting, sound and set design in the theatre, all
playing their part in the communication of dramatic meaning through sign and symbol. Yet there are still
some areas where confusions lie with the most telling being in relation to properties (props) and the set, its
settings and furnishings.

In a few cases the quality of candidates’ handwriting gave cause for concern and Centres are requested to
encourage their candidates to write legibly. Candidates whose work is illegible are self-penalising, since
credit cannot be awarded for ideas that cannot be deciphered.

A few candidates attempted to answer all the questions in Sections B and C and in such cases marks were
awarded to the answers which addressed the greatest number of assessment criteria. Naturally, because of
the time required to produce a strong answer for a 25-mark question, such candidates were unlikely to score
above single figures for each section. Centres are reminded to advise candidates about this aspect of the
rubric before they sit the examination.

Comments on specific questions

Section A: 1-5
Question 1

Most were able to access this question and score full marks. There were one or two instances of candidates
identifying props that were not mentioned in the text but the props were appropriate and creatively used —
the mark scheme, however, did not allow for this. Some took imagery from the dialogue such as the tapes
and whilst identification could be credited, effective use was unlikely to be. There were a number of
candidates who identified the fridge as a prop and then went on to describe its function as a piece of set.

Question 2

Many candidates mistook pacing for delivery giving suggestions for intonation, or pitch/ volume with a small
number confusing pace of delivery with pacing around the room. There were several over long answers,
possibly due to the change of attitude demonstrated by the character, but despite this, only one piece of
advice was required. There were, however, a lot of good responses identifying moments in the extract where
pace of delivery would naturally change and why.
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Question 3

This proved to be quite a difficult question for some. A large number of candidates mistakenly talked about
proxemics or SHERMAN's facial expression towards IAN when, in fact, SHERMAN was in a different part of
the building and on the other end of the phone therefore not on stage at all. Many candidates were able to
provide evidence of the relationship between the characters but did not provide examples of how to show
this in performance, and thus could not be credited.

Question 4

This was one of the most successful Section A questions as most candidates had a sound grasp of
SHERMAN's character and were able to identify two character traits with answers that demonstrated
understanding of how to show these in performance. Candidates with the best responses made valid
suggestions about the character and then succinctly gave advice for portrayal in a couple of sentences.
Others, perhaps keen to demonstrate their understanding of the character gave lengthy responses that could
not receive additional credit. (Please see ‘key messages’ above.)

Question 5

Most candidates understood this question and seemed to grasp fully the purpose of GARY’s monologue.
There were, however, several candidates who neglected to make actual explicit reference to specific lines.
Most candidates focused on pace (slow/fast) with some including pause and stuttering. Better answers were
able to connect specific moments in the text to changes in GARY’s perceptions and attitude as the
monologue progressed. There were also those who dominated their response with directions on movement
and physical gesture which could not be credited.

Question 6

There were generally good answers to this question. Candidates demonstrated understanding of
opportunities for physicality and expression in order to give an impression of LORRAINE’s character to the
audience. Most were able to identify her as a shy, timid character, but some felt she was a little more devious
than first thought — whilst this is an interesting take on the character, there is little if anything to suggest it in
the extract. The best responses did pick up from the text that there were occasions where she needed to be
portrayed as ‘standing up’ to SHERMAN.

7-8 Devised Work
Question 7

This was a very successful question with the majority of candidates being able to identify the most dramatic
moment within their piece and therefore earn at least one mark. There were some excellent answers with
some good levels of detail as to what the moment was and why it had greatest impact. Some candidates
were unable to be specific in their identification of the ‘moment’ and discussed whole scenes, but most were
able to justify their choice in relation to dramatic effectiveness.

Question 8

There were many good answers with candidates understanding scene changes and the
technical/performance means by which they achieved outcomes. In better responses, candidates were able
to discuss not only the scene changes, but also the transition of mood/atmosphere/tension and release with
some excellent examples of critical evaluation. However, several candidates simply listed the blackouts and
movement of furniture rather than analysing how they were managed. Some candidates simply wrote that
they had no scene changes and therefore nothing to write about.

Section B: 9-11 American Days
Question 9

This was the least popular of the three questions in this section. The best responses showed understanding
of how sound can be used in a largely naturalistic piece to support location and enhance drama with
sophisticated discussion of external sounds being heard and varied according to, say, the opening and
closing of the door. Suggested use of leitmotif for each character with description of instruments and their
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timbre showed clear understanding of the text but not of the play’s style. Others discussed a range of sounds
and effects but these were not always fully developed, whilst a few wrote a paragraph or two about sound
design and then went on to explore set, costume and make-up.

Question 10

This was the most popular choice with some excellent answers. The responses all seemed to have a good
grasp of the character of TALLULAH and were able to make some excellent references to specific lines and
how they should be delivered. Some understood the significance of the role in relation to other characters
and could provide examples of her effect upon them and her changing attitudes according to her own
confidence levels. Some, whilst showing good understanding of the character, did not give any textual
evidence when making suggestions about how the character could be portrayed and thus could not be
awarded marks in the higher bands. A small number focused unduly upon considerations of costume which
could only be fully credited when linked with communication of character.

Question 11

This response tended to be from candidates who were able to attain higher mark levels and, on the whole,
showed some excellent creativity. There were some real attempts made to lift the extract from the page with
a clear sense of directorial vision. Whilst there were some otherwise sophisticated answers, there was
sometimes a lack of attention to the second part of the question — bringing out the theme in performance —
with the result that able candidates were losing marks by too much discussion of their directorial ideas at the
expense of demonstrating too little application in terms of how these ideas would be achieved in
performance. Some candidates focused on the whole picture — not only how the actors would perform but
also how other aspects of the production, such as set, costume, sound and lighting would contribute to the
intended directorial vision. These candidates fared better, as a rule, than those who concentrated on a single
element such as character.

Section C: 12-14 Devised work
Question 12

This was the most popular question from Section C and most often combined with question 10. There were
some excellent responses to this question that showed a real understanding of the development of the
devised work from initial idea to final performance. There was a pleasing amount of theoretical
understanding and ability to identify the influence of existing practitioners on the final work and the devising
process. The best responses often followed a point, example and explain/evaluate structure with others
tending to provide too much narrative content. In order to access the higher band marks, candidates needed
to be able to relate explanation of the content to its development from an original idea.

Question 13

This question was also a popular choice — the idea of contrasts seemed to be a fundamental consideration in
much of the devised work and it was clear that many candidates had a sound understanding of the intention
of their piece and how contrasts were used to meet this intent. Most answers contrasted roles, their purposes
and attitudes and costume; some included contrasting themes and others provided details relating to other
technical aspects such as set, lighting and sound. Whilst these discussions could be impressive on their
own, in order to attain higher marks, candidates needed to provide detailed evaluation of the outcomes of the
use of contrasts, particularly in a performance context.

Question 14

This was the least popular choice in this section. Character analysis was variable with the best answers
describing several traits of the character and how these were revealed through the development of the action
and made explicit to the audience through acting skills and the relationships with other characters. Several
pieces had stylized use of roles as opposed to developed characters and these answers tended to be less
successful at showing how personality was dramatised.
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Paper 0411/02
Coursework

General comments

The session ran smoothly in terms of administration, with most Centres being very well organised for
submission dates. There was a good level of accuracy in the completion of the paperwork, and Moderators
reported very few errors of addition or transcription. The two most common problems were a) where Centres
did not include the ICMS forms for all of the candidates, or b) the opposite, where all the work and the forms
were included, but the Centre did not identify a moderation sample. The ICMS forms for all candidates must
be sent to Cambridge, and the Centre should draw from this total a sample of six candidates whose
performance work should be sent. This sample should include the highest- and lowest-marked candidate,
with an even spread across the remaining candidates.

The quality and relevance of the comments provided on the ICMS forms was variable. Most Centres
provided fulsome, helpful remarks that indicated precisely where credit had been awarded, although a
minority provided hardly any comments at all, and others merely quoted what was in the assessment criteria.
Moderators emphasised the importance of explaining how and why a particular mark was arrived at, drawing
on the criteria for assessment and making clear what the candidate had done to warrant the mark awarded.

Nearly all candidates stated their name/number at the beginning of the recording, dressed exactly as they
would then appear in the performance. It would also be helpful in addition if Centres could reinforce this on
the ICMS forms with an accurate description of what candidates were wearing and a physical description
(hair, glasses, relative height, etc.).

Recordings of performances

The overall quality of the DVDs was better than in previous sessions, and many Centres chaptered their
discs, which was very helpful. Some Centres did not use a static camera, which meant that candidates were
not always seen in full. There were relatively few technical problems with the recordings themselves,
however: a few DVDs had been damaged in transit, and there were also some MP4 format DVDs that did not
play on an Apple Mac. A number of recordings suffered from high levels of extraneous noise, which was
sometimes distracting to the performers.

Text-based performances

Moderators reported that the standard of work seen was generally consistent with that submitted in previous
sessions, although there appeared to be greater accuracy in the application of the assessment criteria this
session.

Monologues

This was generally a very strong aspect of the work of most candidates, where they were in complete charge
of the success of the performance. Most candidates were able to showcase acting skills that were honed and
refined through a specific text, and there was strong evidence of effective rehearsal with very few memory
lapses and some excellent articulation and enunciation. A number of candidates struggled with spoken
English and gave performances that were very far from being ready for an audience to view.

It was evident that most candidates had considerable empathy with the role they were acting.
The strongest candidates presented their pieces with conviction, conveying their character and context to

their audience with a real sense that they understood how to create effective performance. They delivered
their lines in a very confident manner and interpreted the performance text in a mature and sophisticated
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way. Excellent phrasing and timing, coupled with a strong stage presence and keen awareness of audience,
was apparent in many Centres.

There were fewer static performances than in previous sessions, although some Centres provided all
candidates with a desk, chair and phone for their monologues. This encouraged a one-size-fits-all approach,
which was not helpful to any of the candidates in the Centre since it restricted their approach to gesture and
physicality.

Many Centres offered a wide variety of texts, calling for different styles and techniques. It was pleasing to
see candidates extending their knowledge and understanding of theatre across different historical periods
and styles. Although not compulsory, some Centres paid careful attention to set and costume where period
drama was tackled. This was commendable and helped candidates get into character and develop
stylistically. Some candidates, however, did not seem particularly aware of the style of the play from which
their monologue was taken. It was not always evident that candidates had researched the whole play and,
on occasion, monologues were presented out of context.

Group-text

The quality of group repertoire pieces was generally good.

Moderators reported seeing some outstanding performance work, which was both dynamic and engaging.
The majority of candidates understood the need for a strong performance focus and where there was a real
sense of theatrical discipline, the work was powerful and impactful. It was pleasing that many candidates
performed to a live audience.

Candidates who performed in appropriate performance spaces to live audiences were much more successful
in performance. This added a sense of occasion and raised the level of the candidates’ performance skills,
which were generally absent in classroom or corridor settings.

It was pleasing that there were few examples of scripts on stage this session.

The choice of text was the most significant factor in determining the success of the pieces and the strongest
candidates performed challenging texts with confidence and commitment. Some of the contemporary pieces
and the more culturally relevant texts were very successful, although traditional playwrights such as Oscar
Wilde also continued to be popular. Some groups were let down by limitations in the texts that were given
them. A few Centres showed an inappropriate reliance on the work of D M Larson, whose plays — although
readily available on the Internet — are largely intended for classroom performance rather than the stage.

Devised performances

Moderators reported that, although there were some effective pieces, many candidates’ devised work was
less strong than their repertoire performances.

The strongest work reflected an understanding of a range of dramatic techniques and approaches. These
pieces took risks with ideas, characters and situations, often using physicality, mime, music and non-
narrative structures to create exciting and innovative work. Some non-naturalistic pieces were powerful and
effective, and there were examples of some excellent physical work inspired by DV8, Frantic Assembly and a
range of experimental practitioners. There was also some very effective politically inspired work, which at its
best showed sensitive awareness of issues in the history of individual countries. It was also pleasing to see
mature responses to political and ecological issues, avoiding the more obvious teenage angst.

Many devised pieces were, however, predictable or clichéd, often lacking in physicality or development of
characters beyond the stereotypical. Many candidates attempted to explore topics that were often unsuitable
for them, as they lacked sufficient understanding of the issues. As a result, the level of performance skills
was often lower because the dramatic material itself was not especially challenging, and candidates needed
to think more creatively as to what they could do to showcase their acting skills.

Assessment Objective 2 was frequently over-marked by Centres as credit was awarded for effort rather than
outcome. Comments on the ICMS forms indicated that marks had been awarded because candidates had
impressed their teachers because of their high level of motivation and/or attitude rather than ability to create,
shape and refine dramatic content. This accounted for many of the adjustments in marks.
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Frequently-used plays for repertoire performances

Alan Ayckbourn

Samuel Beckett

Steven Berkoff

Bertolt Brecht

Anton Chekhov
Caryl Churchill
Shelagh Delaney
Denise Deegan
Euripides

Dario Fo

Bill Forsyth

Athol Fugard
John Galsworthy

John Godber

Nicolai Gogal
Lorraine Hansberry
John Hodge
Henrick Ibsen
Eugene lonesco
Sarah Kane
Charlotte Keatley
Dennis Kelly

Mike Leigh

Mary O’Malley

Arthur Miller

Joe Orton
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Absent Friends
Confusions

Invisible Friends

The Norman Conquests
Waiting For Godot

Metamorphosis
The Trial

Fear and Misery of the Third Reich
Happy End

Mother Courage

The Seagull

Top Girls

A Taste of Honey

Daisy Pulls It Off

The Trojan Women

Accidental Death of an Anarchist
Gregory’s Girl

No Good Friday

The Fugitive

Bouncers

Shakers

Teechers

The Government Inspector

A Raisin in the Sun

The Collaborators

A Doll’s House

The Bald Soprano

4:48 Psychosis

My Mother Said | Never Should
DNA

Orphans

Abigail’s Party

Once a Catholic

All My Sons

Death of a Salesman

The Crucible

The Ruffian On the Stair
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John Osborne

Harold Pinter

Dennis Potter
J B Priestley
Mark Ravenbhill

Willy Russell

Peter Shaffer

William Shakespeare

Neil Simon

Sophocles
John Webster

Oscar Wilde

Tennessee Williams

Mark Wheeler
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Look Back in Anger

The Birthday Party
The Caretaker

Blue Remembered Hills
An Inspector Calls
Pool (no water)

Blood Brothers
Educating Rita
Shirley Valentine

Amadeus
Equus

A Midsummer Night's Dream
Hamlet

Julius Ceasar

King Lear

Much Ado About Nothing
Romeo and Juliet

The Taming of the Shrew
Twelfth Night

Plaza Suite
The Odd Couple

Antigone

The Duchess of Malfi

A Woman of No Importance
Lady Windermere’s Fan

The Importance of Being Earnest

A Streetcar Named Desire

Too Much Punch for Judy
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Grade thresholds taken for Syllabus 0411 (Drama) in the May/June 2016 examination.

minimum raw mark required for grade:
maximum raw
mark A B C D E F G
available
Component 11 80 51 46 42 37 32 25 18
Component 12 80 51 46 42 37 32 25 18
Component 13 80 55 49 44 39 34 27 20
Component 2 120 100 84 69 58 47 29 11

Grade A* does not exist at the level of an individual component.
The maximum total mark for this syllabus, after weighting has been applied, is 200.

The overall thresholds for the different grades were set as follows.

Option ng::g‘;ff:tsof A |l Al Bl c| Dbl E|F | G
AX 02, 11 167 | 148 | 129 | 111 | 95 | 79 | 54 | 29
AY 02, 12 167 | 148 | 129 | 111 | 95 | 79 | 54 | 29
AZ 02,13 172 | 152 | 132 | 113 | 97 | 81 | 56 | 3
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Maximum Mark: 80

Published

This mark scheme is published as an aid to teachers and candidates, to indicate the requirements of the
examination. It shows the basis on which Examiners were instructed to award marks. It does not indicate the
details of the discussions that took place at an Examiners’ meeting before marking began, which would have
considered the acceptability of alternative answers.

Mark schemes should be read in conjunction with the question paper and the Principal Examiner Report for
Teachers.

Cambridge will not enter into discussions about these mark schemes.

Cambridge is publishing the mark schemes for the May/June 2016 series for most Cambridge IGCSE®,
Cambridge International A and AS Level components and some Cambridge O Level components.

® IGCSE is the registered trademark of Cambridge International Examinations.

This document consists of 19 printed pages.

1 CAMBRIDGE

{:pP International Examinations L [Turn over
Need a home tutor? Visit smiletutor.sg

© UCLES 2016
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Cambridge IGCSE — May/June 2016 0411 1
Section A

Identify a moment where a prop is mentioned in Scene 2. Give one example of how you
could make effective use of that prop.

The first mark is to be awarded for identifying a prop mentioned in the text of Scene 2. The
second mark is awarded for suggesting one effective usage of that prop.

If a candidate identifies a prop not mentioned in the text, award no marks.

1 mark Identifies a moment where a prop is mentioned in Scene 2.
and/or
1 mark Gives an example of an effective use of that prop.

Total = 2 marks
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You are advising the actor playing MILLY DEWS on how to pace her lines in Scene 1
(between lines 98, ‘Hello, hello, everyone’ and 104-5, ‘...for those at home to enjoy’). Give
one piece of advice, and say why she should follow it.

MILLY DEWS is described as having a ‘fragile, rather nervous manner’ but is also part of a group
of people who are ‘well-practised, at home in their world’. Her radio character is upbeat and

cheerful.

1 mark An appropriate piece of advice on pacing.

and

1 mark An appropriate justification for giving this piece of advice.

Total = 2 marks
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Look at lines 589 (‘At the start of any enterprise, between two comparative strangers...’) to
633 (‘The form was good’) Suggests three ways in which the actors could show how
CLIVE and ROBBIE relate to each other.

CLIVE is described as having ‘sharp features, natural authority and is elegantly dressed’. He
holds very high position at the BBC, and has helped to draft the Abdication Speech for King
Edward VIII in 1936. CLIVE’s background is in the mysterious and distant ‘Talks’ department,
whereas ROBBIE is in Entertainment as the host on ‘Friday Night at Eight’. Despite their not
hitting it off immediately, at the end of Scene 2, CLIVE invites ROBBIE to come and work for him.

This excerpt is a power play as CLIVE tries to find out more about ROBBIE.

Allow suggestion for any credible means by which the relationship might be shown.

1 mark A valid suggestion as to how the relationship could be shown.
and

1 mark A valid suggestion as to how the relationship could be shown.
1 mark A valid suggestion as to how the relationship could be shown.
Total = 3 marks
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You are performing ARNOS’s speech from line 711 (‘Splendid’) to line 727 (‘It's American
of course, the tune -’). Suggest two aspects of his character that you would want to bring
out and, for each aspect, say how you would do it.

ARNOLD GROVE is the Head of the Spoken Word at the BBC, and is affectionately known as
Arnos, after the London Underground station called Arnos Grove. He is a man of fifty, with ‘a
large blustery manner’. At this point, he offers a diversion to the seriousness of the forthcoming
broadcast of the coronation of King George VI and demonstrates a party trick by fiddling with the
wireless dial. There is plenty of potential in his speech for physicality, bold talking, and absurdity.

1 mark An aspect of character that could be communicated to the audience.
and

1 mark An indication of how that aspect could be brought out.

and/or

1 mark An aspect of character that could be communicated to the audience.
and

1 mark An indication of how that aspect could be brought out.

Total = 4 marks
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You have been given the role of HONKER. How would you control your vocal delivery
between line 299 (‘There you are! Hello, I'm Harry Wallace’) and line 346 (‘You'll get the

knack! Ready?’)?

HONKER'’s real name is Harry Wallace, but he is called Honker because he honks out the phrase
‘marvellous, marvellous, marvellous’ all the time. There is an element of buffoonery about the role
and yet his purpose in this excerpt is to reinforce the absurd point about the BBC’s ban of the use
of radio costumes on television. They were acceptable when no-one could see them, but not now
they can be seen. His bluster about using real people in Trafalgar Square is an absurd distraction
from the reality of the situation.

Volume is the most obvious feature of HONKER’s delivery, but answers might also include
reference to breathing, tempo, intonation and vocal pitch.

1 mark Able to make a general point about how to deliver the lines.

2 marks The candidate offers one or two suggestions as to how to control the
delivery.

3 marks A clear discussion as to how to control the delivery, with good use of
examples.

4 marks A clear discussion as to how to control the delivery, and the way in which
different lines could be approached.

Total = 4 marks
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Look at line 805 (‘So you’re a peasant really?’) to line 853-54 (‘That must be a little difficult
for you’). As the actor playing ISABEL, what impression would you want to give to the
audience, and how would you do it?

ISABEL first appears in Scene 2, and is described as being in her thirties, fashionably dressed
and with a witty unpredictable manner. She is a friend of CLIVE, and confesses to ROBBIE that
she loves CLIVE. Here in Scene 4, she teases ROBBIE about his newly-established working
relationship with CLIVE, whilst at the same time revealing how her job involves a good deal of
people-watching.

1 mark Some rudimentary ideas about ISABEL.

2 marks Some rudimentary ideas about the intended impression of ISABEL and a
general comment about how to create this.

3 marks A competent grasp of the intended impression of ISABEL and some
indication of how to create this from the text.

4 marks A clear discussion of the intended impression of ISABEL and several
suggestions of how to create this from the text.

5 marks A proficient discussion of the intended impression of ISABEL, with several
detailed suggestions of how to create this from the text.

Total = 5 marks
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Choose one of the characters in your devised piece and say how that role helped to move
the action along.

The focus of the question is on identifying one of the characters in the devised piece that was
important in moving the action along. This may take a variety of formats, but credit any
understanding of how the role functioned to move the drama along.

1 mark The candidate is able to identify a character in the devised piece.

2 marks The candidate is able to identify a character AND make a general comment
as to how that role moved the action along.

3 marks A competent explanation of the chosen character, with some specific
indication of how that role moved the action along.

4 marks A clear discussion of the chosen character, with several relevant examples
of how it moved the action along.

5 marks A proficient discussion of the chosen character, with relevant and detailed
examples of how that character moved the action along.

Total = 5 marks
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How effective was the use of gesture in your devised piece? Give examples to support

your answer.

Allow a broad interpretation as to what constitutes gesture, if necessary making allowance for
facial expression, or broad discussions of physicality. Candidates should be credited for specific
examples taken from the piece.

1 mark The candidate is able to identify a single use of gesture in the piece.

2 marks The candidate is able to identify a single use of gesture in the piece AND
makes a general comment about its effectiveness.

3 marks A competent explanation of the use of gesture, with some specific indication
of its effectiveness.

4 marks A clear discussion of the use of gesture, with several relevant examples of
its effectiveness.

5 marks A proficient discussion of how gesture was used, with relevant and detailed
examples of its effectiveness.

Total = 5 marks
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Section B

your design ideas will enhance the drama.

The extract is set mainly in broadcasting studios, although the non-studio scenes are also

You have been asked to design the sound for a performance of this extract. Discuss how

important atmospherically. There are many opportunities for the sound designer to take aspects
of the stage directions and turn them into a sound design. However, there is much more to sound
design than this, and credit should be awarded to candidates who demonstrate a clear
understanding of the ways in which the use of sound can enhance and deepen the experience,
rather than simply creating a file of sound effects.

Candidates should outline:

« their ideas for the sound design.

+ the way these support and enhance the setting of the extract.

» the specific possibilities for sound within the extract, outlining relevant points of interest in
relation to the given stage directions, and other possibilities implicit in the dialogue

Marks should be awarded as follows:

Shows a sophisticated practical understanding of sound design and offers
creative solutions
23-25 e Comprehensive discussion of sound design showing sophisticated
understanding of how it would enhance the drama.
o Excellent, practical suggestions with sustained and detailed reference to g
the extract. =
3
Shows a perceptive practical understanding of sound design and its =
challenges &
20-22 e An assured discussion of sound design, showing perceptive _é
understanding of how it would enhance the drama. c
¢ Insightful practical suggestions with frequent and well-selected 3
references to the extract. g;_
o
Shows a detailed practical understanding of sound design and effect =
e An effective discussion of sound design showing detailed understanding
17-19 of how it would enhance the drama.
e Well-formulated ideas although there may be scope for further
refinement; consistent and appropriate references to the extract.
Shows secure understanding of sound design
14-16 e A consistent understanding of sound design which is mostly workable; | o
there may be some suggestions of how it would enhance the drama. T .%
e A good level of detail with some appropriate references to the extract. 8 £
Shows some understanding of sound design % %
11-13 e Variable understanding of sound design some of which is viable; there g 2
may be limited suggestions of how it would enhance the drama. =
e A focus on the more obvious aspects of the extract.
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Shows undeveloped/superficial understanding of sound design
8-10 e A few partially formulated ideas about sound design.
e A superficial approach to sound design based mostly on description with
little reference to the extract.
Identifies one or two examples of sound design | o
5-7 ¢ Rudimentary suggestions based on isolated references to the extract. < O
e Response is predominantly narrative. E §
w £
Simplistic response g e
2-4 ¢  Shows little understanding of sound design. 9 §
e Response lacks supporting detail.
01 No answer/insufficient response to meet the criteria in the band above.
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10 You have been cast in the role of BERNARD. How would your performance communicate
his character to an audience.

BERNARD first appears in Scene 2, where he is described as ‘a dark-haired’, short, good-looking
young man in his early twenties’. He plays the role of the Baron Freiher von Brandis, who is
meant to be a tourist exploring London. It transpires that BERNARD is himself Jewish, and his
role is a means of introducing a profoundly disturbing point in the drama about the suffering of the
European Jews.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of the varying aspects of the
role
e A comprehensive discussion of how the role could be played, showing
23-25 sophisticated understanding of the character and its significance in the
extract. g
e Excellent, practical suggestions with sustained and detailed reference to =
the extract. _S
a
Shows a perceptive practical understanding of the varying aspects of the role &
¢ An assured discussion of how the role could be played, showing '
20-22 perceptive understanding of the character. 2
¢ Insightful practical suggestions with frequent and well-selected 3
references to the extract. ’g
[
Shows detailed practical understanding of the varying aspects of the role 2
¢ An effective discussion of how the role could be played, showing detailed
17-19 understanding of the character.
e Well-formulated ideas although there may be scope for further
refinement; consistent and appropriate references to the extract.
Shows secure understanding of the varying aspects of the role
14-16 ¢ A consistent understanding of the character, which is mostly viable. o
There may be some examples of how to play the role. .%
e Agood level of detail with some appropriate references to the extract. =
»
Shows some understanding of the varying aspects of the role o
11-13 e Variable understanding of the character, some of which is viable. There 2
may be limited examples of how to play the role. ?
e A focus on the more obvious aspects of the character. T
©
Shows undeveloped/superficial understanding of the varying aspects of the g
role 5
8-10 o A few partially formulated ideas about the character. E
e A superficial approach based mostly on description; occasional reference
to the extract.
Identifies one or two examples of the varying aspects of the role | e
5-7 e Rudimentary suggestions based on isolated references to the extract. T2
e The response is predominantly narrative. 3 §
o=
04 Simplistic response 3 §
e The response shows little understanding of the role. ==
0-1 No answer/insufficient response to meet the criteria in the band above.
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11 ‘Talk of the City explores the tension between the glamorous world of entertainment and
the more serious issues of the time.’ As a director, how would you bring out this tension
in a performance of the extract.

Stephen Poliakoff’s play has a number of themes, most of which are apparent in the extract from
Talk of the City.

e The strangeness of having to maintain a world of glitz and glamour, which is seen by no-one,
as the programmes are on radio only.

e The tension between the entertainment function of the BBC and its remit to report news
e The juxtaposition of the frivolous and the serious in the play.

Allow credit for any appropriate suggestions with evidence from the text.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of the play and its style and
offers creative solutions
23-25 e Comprehensive discussion of the director’s intention with sophisticated
understanding as to how it can be realised in performance. c
e Excellent ideas with sustained and detailed reference to the extract. -.%
(&)
Shows a perceptive practical understanding of the play and its style and =
offers creative solutions &
20-22 e An assured discussion of the director’s intention with perceptive '
understanding of how it can be realised in performance. 2
¢ Insightful ideas with frequent and well-selected references to the extract. 3
Q
Shows detailed practical understanding of the play and its style oy
e An effective discussion of the director’s intention with detailed >
17-19 understanding of how it can be realised in performance.
e Well-formulated ideas although there may be scope for further
refinement; consistent and appropriate references to the extract.
Shows secure understanding of the play
e A consistent understanding of the director’s intention which is mostly
14-16 viable; there may be some suggestions of how it can be rea_lised in o
performance. Good understanding of the opportunities provided by the ._g
text. c
e A good level of detail with some appropriate references to the extract. g
[}
Shows some understanding of aspects of the play 2
e Variable understanding of the director’s intention, some of which is ?
11-13 viable; there may be limited suggestions of how it can be realised in -
performance. s
e A focus on the more obvious aspects of the extract. ﬁ
Shows undeveloped/superficial understanding of aspects of the play g
8-10 e A few partially formulated ideas about the director’s intention. =
e A superficial approach based mostly on description with occasional
reference to the extract.
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Identifies one or two examples of how the director could approach the play |
5-7 e Rudimentary suggestions based on isolated references to the extract. T2
e Response is predominantly narrative. 3 é
o=
2_4 Simplistic response % §
e Shows little understanding of how to direct the play. ==
0-1 No answer/insufficient response to meet the criteria in the band above.
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Section C

12 What challenges did your devised piece present in terms of vocal projection and
articulation? How effectively did you deal with these challenges?

Simplistic answers may focus only on volume, perhaps reflecting on whether the actors were
audible. Such answers might dwell on audibility and clarity. There might be comments about

English not being the mother tongue, which can be credited if there is an assessment of what
could be done in the context of the piece.

Stronger answers may relate articulation and projection to other dramatic features, perhaps

breathing, posture, physicality or proxemics, and the way in which dialogue is more than simply
the delivery of words on stage. There may also be references to intended impact, and dramatic
moments that could have been improved through better control of vocal projection and

articulation.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of vocal projection and
articulation
23-25 e A comprehensive discussion of the challenges of vocal projection and
articulation
e Excellent, practical evaluation of how effectively these were dealt with; c
sustained and detailed reference to the devised piece. o
©
Shows a perceptive practical understanding of vocal projection and 2
articulation &
20-22 ) An_assu_red discussion of the challenges of vocal projection and T
articulation o
¢ Insightful practical evaluation of how effectively these were dealt with; E
frequent and well-selected references to the devised piece. =
o
Shows detailed practical understanding of vocal projection and articulation g—
¢ An effective discussion of the challenges of vocal projection and
17-19 articulation.
e Well-formulated practical evaluation although there may be scope for
further refinement; consistent and appropriate references to the devised
piece.
Shows secure understanding of vocal projection and articulation
¢ A consistent understanding of the challenges of vocal projection and
14-16 articulation. There may be some evaluative comment. _cls 2
o A_good level of detail with some appropriate references to the devised = 'E
piece. 2.
2
Shows some understanding of vocal projection and articulation g 3
11-13 e Variable understanding of the use of vocal projection and articulation. =S
There may be limited evaluative comment.
e A focus on the more obvious aspects of the devised piece.
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Shows undeveloped/superficial understanding of vocal projection and
articulation
8-10 o A few partially formulated ideas about the use of vocal projection and
articulation.
e A superficial approach based mostly on description; occasional reference
to the devised piece.
Identifies one or two examples of vocal projection and/or articulation | e
5-7 ¢ Rudimentary suggestions based on isolated references to the devised ° 0
piece. s §
e Response is predominantly narrative. f =
Q -
c
2_4 Simplistic response E §
¢ Shows little understanding of vocal projection or articulation.
0-1 No answer/insufficient response to meet the criteria in the band above.
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13 You have been invited to perform your devised piece at a local theatre and have the
opportunity to design a set. Discuss the details of your set design and how it would
enhance the drama.

Allow for a number of creative solutions here. It is possible that no set design was used for the
actual performance, but that does not matter since the focus here is on the possibilities of what
can be achieved in a new venue, which may have a different size performance space, and more
technical potential. The question calls for understanding as to what set design would now be
desirable in the light of the new venue.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of vocal projection and
articulation
23-25 e A comprehensive discussion of the challenges of vocal projection and
articulation
e Excellent, practical evaluation of how effectively these were dealt with; c
sustained and detailed reference to the devised piece. o
©
Shows a perceptive practical understanding of vocal projection and 2
articulation &
20-22 e An assured discussion of the challenges of vocal projection and T
articulation o
e Insightful practical evaluation of how effectively these were dealt with; _§
frequent and well-selected references to the devised piece. =
o
Shows detailed practical understanding of vocal projection and articulation g—
e An effective discussion of the challenges of vocal projection and
17-19 articulation.
e Well-formulated practical evaluation although there may be scope for
further refinement; consistent and appropriate references to the devised
piece.
Shows secure understanding of vocal projection and articulation
e A consistent understanding of the challenges of vocal projection and
14-16 articulation. There may be some evaluative comment. o
e A good level of detail with some appropriate references to the devised -_g
piece. c
8
Shows some understanding of vocal projection and articulation %
11-13 e Variable understanding of the use of vocal projection and articulation. I
There may be limited evaluative comment. ?
e A focus on the more obvious aspects of the devised piece. T
©
Shows undeveloped/superficial understanding of vocal projection and ﬁ
articulation 5
8-10 e A few partially formulated ideas about the use of vocal projection and g
articulation.
e A superficial approach based mostly on description; occasional reference
to the devised piece.
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Identifies one or two examples of vocal projection and/or articulation |
. . . . c
5_7 ¢ Rudimentary suggestions based on isolated references to the devised o 0
piece. 5 "g'
e Response is predominantly narrative. 'E =
O -
[
94 Simplistic response § S
e Shows little understanding of vocal projection or articulation.
0-1 No answer/insufficient response to meet the criteria in the band above.

Need a home tutor? Visit smiletutor.sg

© Cambridge International Examinations 2016




Page 19

Mark Scheme Syllabus | Paper

Cambridge IGCSE — May/June 2016 0411

14 What message did you wish to communicate in your devised piece? How successful were
you in achieving this?

The focus of the question is twofold: the ‘message’ of the piece itself (which may have taken

many different formats) and the success of the actors in communicating that message in
performance. Allow for a variety of responses depending on what the candidate suggests is the

‘message’.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of the intended message of
the piece
23-25 e A comprehensive discussion of the message of the piece.
e Excellent, practical evaluation of the success of communicating the
intended message, with sustained and detailed reference to the devised g
piece. =
L
Shows a perceptive practical understanding of the intended message of the -
piece g
20-22 ¢ An assured discussion of the message of the piece. _é
e Insightful practical evaluation of the success of communicating the c
intended message with frequent and well-selected references to the 3
devised piece. o
o
Shows detailed practical understanding of the intended message of the piece :JQ'
¢ An effective discussion of the message of the piece.

17-19 e Well-formulated practical evaluation of the success of communicating the
intended message, although there may be scope for further refinement;
consistent and appropriate references to the devised piece.

Shows secure understanding of the intended message of the piece
e A consistent understanding of the message of the piece. There may be o
14-16 some evaluative comment. f=
e A good level of detail with some appropriate references to the devised 2
piece. 3
o
Shows some understanding of the intended message of the piece 3
11-13 e Variable understanding of the message of the piece. There may be S
limited evaluative comment. I
e Afocus on the more obvious aspects of the devised piece. '?;
Shows undeveloped/superficial understanding of the intended message of the ﬁ
piece g
8-10 o A few partially formulated ideas about the message of the piece. =
e A superficial approach based mostly on description; occasional reference
to the devised piece.
Identifies one or two examples of the intended message of the piece | =
5_7 ¢ Rudimentary suggestions based on isolated references to the devised g ,g
piece. c ©
. . . o 0O
e Response is predominantly narrative. = =
— s g
2_4 Simplistic response 9 §
¢ Shows little understanding of the message of the piece.
01 No answer/insufficient response to meet the criteria in the band above.
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Section A

Identify a moment where a prop is mentioned in Scene 3. Give one example of how you
could make effective use of that prop.

The first mark is to be awarded for identifying a prop mentioned in the text of Scene 3. The
second mark is awarded for suggesting one effective usage of that prop.

If a candidate identifies a prop not mentioned in the text, award no marks.

1 mark Identifies a moment where a prop is mentioned in Scene 3.
and/or
1 mark Gives an example of an effective use of that prop.

Total = 2 marks
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You are advising the actor playing NICOLA on how to pace her lines in Scene 1 (between

lines 226, ‘A little louder...” and 245, ‘Oh good — thank you’). Give one piece of advice, and
say why she should follow it.

Nicola’s voice is described in the extract as ‘extremely flat, unemotional’ when she is first heard,
and she is also very quiet and nervous when she is talking to LEONARD BRAZIL on the phone.

1 mark

An appropriate piece of advice on pacing.

and

1 mark

An appropriate justification for giving this piece of advice.

Total = 2 marks
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Look at lines 81 (‘Why do you keep on doing this?’) to 99 (‘You’re not, yet’). Suggest three
ways in which the actors could show how LEONARD and REX relate to each other.

REX is clearly a junior member of staff at Leicester Sound, and LEONARD is keen for him to
know his place in the outfit. There are a number of encounters between the two actors through
which LEONARD delivers a series of put-downs to REX, which provide the context for this short
passage in which there is a verbal skirmish between the two.

Allow suggestion for ways in this might be done, and also for ways in which REX might respond.

1 mark A valid suggestion as to how the relationship could be shown.
and

1 mark A valid suggestion as to how the relationship could be shown.
and

1 mark A valid suggestion as to how the relationship could be shown.

Total = 3 marks
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Look at lines 546 (‘You must be enjoying all this anyway...’) to 585 (‘Always trying to put
them off...’). Suggest two aspects of JOHN’s character that you would want to bring out
and, for each aspect, say how you would do it.

JOHN is described as small, and ‘a shiny, red-faced man’. He is clearly a consummate
broadcasting professional, able to put up with the treatment he receives at the hands of
LEONARD and maintain his high standards. He is also able to vocalise his thoughts about the
inappropriate nature of LEONARD’s behaviour whilst the show is on air, but manages to maintain
a balanced demeanour.

1 mark An aspect of character that could be communicated to the audience.
and

1 mark An indication of how that aspect could be brought out.
And/or

1 mark An aspect of character that could be communicated to the audience.
and

1 mark An indication of how that aspect could be brought out.

Total = 4 marks
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You have been given the role of JIM’S VOICE. How would you control your vocal delivery

between line 846 (‘... mean, don’t you agree with me Leonard...’) and line 879 (‘WHAT
would | do with a -’)?

JIM does not appear on stage. The audience hears his voice over the telephone. He is a
frequent, irate caller, intolerant of vandalism in the local area and other social ills, and talks on at
length to LEONARD, who quickly tires of the call and tries to cut him off. The skill of the actor lies
in sustaining the intensity of the delivery so that LEONARD cannot get a word in. However, the
actor also needs to avoid too great a level of initial intensity or the role will lack credibility.

Answers might include references to volume, breathing, tempo, intonation, and vocal pitch.

1 mark Able to make a general point about how to deliver the lines.

2 marks The candidate offers one or two suggestions as to how to control the delivery.

3 marks A competent grasp of how to control the delivery, with good use of examples.

4 marks A clear discussion as to how to control the delivery, and the way in which different
lines could be approached.

Total =4

marks
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How would you advise the actor playing LEONARD to deliver the speech between line
1115 (‘No need to fear, Nicola is here’) and line 1145 (‘...SHOUT IT OUT’)?

At one extreme, LEONARD is an on-air control freak who has the microphone and invites the
contributions of others simply to bolster his own ego. At the other, he is a showman, whose
delivery has little sincerity, but is more focused on entertainment. The speech shows
LEONARD’s increasing disintegration, which contrasts with his considerable charm at the start of
the extract.

There are several other possibilities, so allow credit for any realistic suggestions.

1 mark One piece of advice about how to deliver the speech.

2 marks Some rudimentary ideas about how to deliver the speech.

3 marks A competent grasp of how the speech might be delivered, with some references to
the text.

4 marks A clear discussion of how the speech might be delivered, with several references
to the text.

5 marks A proficient discussion of the speech might be delivered, with several detailed
references to the text.

Total=5
marks
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7 What aspect of your devised piece did you most want the audience to remember, and what
did you do to achieve this?

The focus of the question is on identifying the aspect of the devised piece that the group wanted
to stay in the audience’s mind. This may take a variety of formats, but credit any understanding of
what the candidate did in order to achieve this.

1 mark The candidate is able to identify the aspect they most wanted the audience
to remember.

2 marks The candidate is able to identify the aspect they most wanted the audience
to remember AND make a general comment as to what they did to achieve
this.

3 marks A competent explanation of the chosen aspect, with some specific
indication of how they made it memorable for the audience.

4 marks A clear discussion of the details of the chosen aspect, with several relevant
examples of how they made it memorable for the audience

5 marks A proficient discussion of the chosen aspect, with relevant and detailed
examples of how they made it memorable for the audience.

Total = 5 marks
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In what ways did you vary the physical distance between performers in your devised
piece, and why?

The performance space in which the candidates worked may have been large or small, cramped
or cavernous, but this does not matter since the focus here is on the relationship of performers to
each other rather than the performance space itself. This is not therefore a question about the
nature of the space, but about the way the characters related to each other in that space.

1 mark The candidate is able to identify one variation of physical distance.

2 marks The candidate is able to identify one variation of physical distance AND
make a general comment as to its purpose.

3 marks The candidate gives a competent explanation of variations of physical
distance, with some specific indication as to their purpose.

4 marks A clear discussion about variations of physical distance, with several
relevant examples as to their purpose.

5 marks A proficient discussion about variations of physical distance, with relevant
and detailed examples as to their purpose.

Total = 5 marks
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Section B

9 You have been asked to design the sound for a performance of this extract. Discuss how
your design ideas will enhance the drama.

The extract is set mainly in a radio studio, although the non-studio scenes are also important
atmospherically. There are many opportunities for the sound designer to take aspects of the
stage directions and turn them into a sound design. However, there is much more to sound
design than this, and credit should be awarded to candidates who demonstrate a clear
understanding of the ways in which the use of sound can enhance and deepen the experience,
rather than simply creating a file of sound effects.

Candidates should outline

¢ their ideas for the sound design.

o the way these support and enhance the setting of the extract.

e the specific possibilities for sound within the extract, outlining relevant points of interest in
relation to
the given stage directions, and other possibilities implicit in the dialogue
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You have been asked to design the sound for a performance of this extract. Discuss how
your design ideas will enhance the drama.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of sound design and offers
creative solutions
23-25 | * Compreheqsive discugsion of sound design showing sophisticated
understanding of how it would enhance the drama.
o Excellent, practical suggestions with sustained and detailed reference to the S
extract. =
L
Shows a perceptive practical understanding of sound design and its challenges oy
¢ An assured discussion of sound design, showing perceptive understanding T
20-22 of how it would enhance the drama. T
¢ Insightful practical suggestions with frequent and well-selected references to 8
the extract. =
<3
Shows a detailed practical understanding of sound design and effect :>°'
o An effective discussion of sound design showing detailed understanding of
17-19 how it would enhance the drama.
o Well-formulated ideas although there may be scope for further refinement;
consistent and appropriate references to the extract.
Shows secure understanding of sound design
14-16 | * A consistent understarjding of soupd design which is mostly workable; there =
may be some suggestions of how it would enhance the drama. 5
o A good level of detail with some appropriate references to the extract. §
()
Shows some understanding of sound design E
1-13 | * Vari_aple understar)ding of soupd design some of which is viable; there may S
be limited suggestions of how it would enhance the drama. I
e A focus on the more obvious aspects of the extract. g
o
Shows undeveloped/superficial understanding of sound design %
810 | ® A few partially formulated ideas about sound design. g
o A superficial approach to sound design based mostly on description with
little reference to the extract.
Identifies one or two examples of sound design
5-7 | ¢ Rudimentary suggestions based on isolated references to the extract.
o Response is predominantly narrative. .é _5
© ©
Simplistic response a2
2-4 | « Shows little understanding of sound design. “;’ €
o Response lacks supporting detail. 9 §
0-1 | No answer/insufficient response to meet the criteria in the band above.
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10 You have been cast in the role of SUSAN. How would your performance communicate her

character to an audience?

SUSAN, described in the character list as being ‘extremely volatile’, is a work colleague of

NICOLA and they are both employed as assistants at Liptons Supermarket. They discuss
stealing food from the store, but they are afraid of being caught by the security detective. Their

conversation is largely functional and is interrupted by the booming voice of LEONARD that is
played over the radio. An important dramatic function of the role is the way she develops the

conversation with NICOLA about entering the radio competition, during which she engages in the
ardent physical activity of manufacturing the dummy. Allow credit for any other point that can be
sustained from the extract.

Marks should be awarded as follows:

23-25

Shows a sophisticated practical understanding of the varying aspects of the role

¢ A comprehensive discussion of how the role could be played, showing
sophisticated understanding of the character and its significance in the
extract.

o Excellent, practical suggestions with sustained and detailed reference to the
extract.

20-22

Shows a perceptive practical understanding of the varying aspects of the role

e An assured discussion of how the role could be played, showing perceptive
understanding of the character.

¢ Insightful practical suggestions with frequent and well-selected references to
the extract.

17-19

Shows detailed practical understanding of the varying aspects of the role

¢ An effective discussion of how the role could be played, showing detailed
understanding of the character.

¢ Well-formulated ideas although there may be scope for further refinement;
consistent and appropriate references to the extract.

Upper band — application

14-16

Shows secure understanding of the varying aspects of the role

¢ A consistent understanding of the character, which is mostly viable. There
may be some examples of how to play the role.

¢ A good level of detail with some appropriate references to the extract.

11-13

Shows some understanding of the varying aspects of the role

o Variable understanding of the character, some of which is viable. There may
be limited examples of how to play the role.

e A focus on the more obvious aspects of the character.

Middle band —

understanding
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Shows undeveloped/superficial understanding of the varying aspects of the role
810 | * A few partially formulated ideas about the character.
o A superficial approach based mostly on description; occasional reference to
the extract.
Identifies one or two examples of the varying aspects of the role
5-7 | « Rudimentary suggestions based on isolated references to the extract. -,_!, _S
o The response is predominantly narrative. § §
&5
. o ; c
2.4 Simplistic response 39
e The response shows little understanding of the role. ==
oM No answer/insufficient response to meet the criteria in the band above.
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11 ‘City Sugar explores the theme of the frustrated ambitions of its characters.’ As a director,
how would you bring this out in a performance of the extract?

The focus of the question is on the ability of the director to bring out relevant means of exploring
frustrated ambition. There are numerous manifestations of the theme of frustrated ambitions,
affecting most of the characters.

The lack of opportunity for most of the characters.

The petty squabbles and bickering that ensue from the ‘total’ environment of work.

The frustration of a man with a huge sense of self-importance, trapped in an unfulfilling job.

The tension between Leonard wanting to work in London, and the local situation of Leicester

Sound.

e The portrayal of Nicola and Susan stuck in a supermarket job where their every move is
watched, whilst their dreams are of fame and fortune.

e The attempts of Rex to make headway in his career, constantly put down by Leonard.

Allow credit for any appropriate suggestions with evidence from the text.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of the play and its style and offers
creative solutions

23-25 | ¢« Comprehensive discussion of the director’s intention with sophisticated
understanding as to how it can be realised in performance.

e Excellent ideas with sustained and detailed reference to the extract.

Shows a perceptive practical understanding of the play and its style and offers
creative solutions

20-22 | ¢ An assured discussion of the director’s intention with perceptive understanding
of how it can be realised in performance.

¢ Insightful ideas with frequent and well-selected references to the extract.

Upper band - application

Shows detailed practical understanding of the play and its style

¢ An effective discussion of the director’s intention with detailed understanding of
17-19 how it can be realised in performance.

¢ Well-formulated ideas although there may be scope for further refinement;
consistent and appropriate references to the extract.

Shows secure understanding of the play

¢ A consistent understanding of the director’s intention which is mostly viable;
14-16 there may be some suggestions of how it can be realised in performance.
Good understanding of the opportunities provided by the text.

e A good level of detail with some appropriate references to the extract.

Middle band -
understanding

Shows some understanding of aspects of the play

e Variable understanding of the director’s intention, some of which is viable;
there may be limited suggestions of how it can be realised in performance.

e A focus on the more obvious aspects of the extract.

11-13
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Shows undeveloped/superficial understanding of aspects of the play
810 | ® A few partially formulated ideas about the director’s intention.
¢ A superficial approach based mostly on description with occasional reference
to the extract.
Identifies one or two examples of how the director could approach the play
5-7 | « Rudimentary suggestions based on isolated references to the extract. -é _E
e Response is predominantly narrative. E §
& 5
. o ; c
2.4 Simplistic response 52
e Shows little understanding of how to direct the play. ==
0/1 No answer/insufficient response to meet the criteria in the band above.
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Section C

12 Discuss the costume design for your devised piece. How would your costumes enhance

the drama?

Allow for a number of creative solutions here. It is quite possible that no costume design was
used for the actual performance. The focus, however, is on the design that would be most

appropriate in the light of the performance. It might be expected that candidates will refer to the

character list for inspiration but allow credit for any viable, justified solutions. Answers should
focus on design rather than manufacture of the costumes. Candidates may find it helpful to
include sketches, which should be credited if relevant. Marks should be awarded as follows:

Shows a sophisticated practical understanding of costume design and offers
creative solutions
2395 | * Comprehensive discussion of costume design.
o Excellent, practical suggestions as to how the costume design would enhance
the drama. The proposed solution is completely workable and there is g
sustained and detailed reference to the devised piece. =
3]
Shows a perceptive practical understanding of costume design and its challenges =
o An assured discussion of costume design. g
20-22 | « Insightful practical suggestions as to how the costume design would enhance '
the drama. The proposed solution is workable and there are frequent and 2
well-selected references to the devised piece. 3
e
[«*)
Shows a detailed practical understanding of costume design oy
o An effective discussion of costume design. >
17-19 | ® Well-formulated practi_cal suggestions as to how_the costume design woul_d
enhance the drama with consistent and appropriate references to the devised
piece. The proposed solution is workable although there may be scope for
further refinement.
Shows secure understanding of costume design
14-16 | * A consistent understanding of costume design which is mostly workable; g’
there may be some suggestions of how it would enhance the drama. S
o A good level of detail with some appropriate references to the devised piece. s
[74)
Shows some understanding of costume design 3
11-13 | * Variable understanding of costume design some of which is viable; there may S
be limited suggestions of how it would enhance the drama. I
¢ A focus on the more obvious aspects of the devised piece. "%
o]
Shows undeveloped/superficial understanding of costume design 9
810 | ® A few partially formulated ideas about costume design. g
o A superficial approach based mostly on description with occasional reference =
to the devised piece.
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Identifies one or two examples of how costume design could be used
5-7 | ¢ Rudimentary suggestions based on isolated references to the devised piece. |
e Response is predominantly narrative. T -,S
< ©
Simplistic response ; ..2
2-4 | « Shows little understanding of costume design. 3 "qé;
o Response may be typified by a diagram only with no supporting detail. S
0/1 No answer/insufficient response to meet the criteria in the band above.
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13 What character relationships did you intend to create in your devised piece? How
successful were you in doing so?

It does not matter what the actual relationships in the piece were. The important thing here is that
candidates should be able to discuss them in detail and evaluate their success in achieving their
dramatic intention. Marks should be awarded as follows:

Shows a sophisticated practical understanding of the intended character
relationships in the piece
23-25 | ¢ A comprehensive discussion of the character relationships in the piece.
o Excellent, practical evaluation of the success of creating these relationships,
with sustained and detailed reference to the devised piece. c
o
Shows a perceptive practical understanding of the intended character 5
relationships in the piece S
20-22 | ¢ An assured discussion of the character relationships in the piece. ?
¢ Insightful practical evaluation of the success of creating these relationships, 2
with frequent and well-selected references to the devised piece. 3
E
Q
Shows detailed practical understanding of the intended character relationships in %
the piece
17-19 | * An effective discussion of the character relationships in the piece.
o Well-formulated practical evaluation of the success of creating these
relationships, although there may be scope for further refinement; consistent
and appropriate references to the devised piece.
Shows secure understanding of the intended character relationships in the piece
14-16 | * A consistent understanding of the character relationships in the piece. There
may be some evaluative comment.
e A good level of detail with some appropriate references to the devised piece. s
o
[+}]
Q
Shows some understanding of the intended character relationships in the piece g_
1-13 | * Variable understanding of the character relationships in the piece. There may I
be limited evaluative comment. 2
e A focus on the more obvious aspects of the devised piece. 3
[«})
]
Shows undeveloped/superficial understanding of the intended character E
relationships in the piece
8-10 | ¢ A few partially formulated ideas about the character relationships in the piece.
o A superficial approach based mostly on description; occasional reference to
the devised piece.
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Identifies one or two examples of the intended character relationships in the piece |
5-7 | « Rudimentary suggestions based on isolated references to the text. T o
o Response is predominantly narrative. 8 =
5 &
S, S c
24 Simplistic response o
¢ Shows little understanding of the character relationships in the piece.
0-1 | No answer/insufficient response to meet the criteria in the band above.
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14 What were the most important aspects of physicality in your devised piece? How effective
were they?

This question gets to the heart of an essential component of drama, which is the bringing to life of
believable characters and the extent to which candidates have been able to create rounded,
physically varied, roles.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of the physicality of the piece
2395 | * A comprehensive discussion of the physicality of the piece.
o Excellent, practical evaluation of the effectiveness of the physicality, with
sustained and detailed reference to the devised piece. 5
-§
Shows a perceptive practical understanding of the physicality of the piece ©
20-22 | An assured discussion of the physicality of the piece. ?
¢ Insightful practical evaluation of the effectiveness of the physicality, with o
frequent and well-selected references to the devised piece. E
3
Shows detailed practical understanding of the physicality of the piece oy
¢ An effective discussion of the physicality of the piece. =
17-19 | o well-formulated practical evaluation of the effectiveness of the physicality,
although there may be scope for further refinement; consistent and
appropriate references to the devised piece.
Shows secure understanding of the physicality of the piece
14-16 | * A consistent understanding of the physicality of the piece which is mostly
appropriate. There may be some evaluative comment.
e A good level of detail with some appropriate references to the devised piece. §
(3}
o
Shows some understanding of the physicality of the piece s
11-13 | * Variable understanding of the physicality of the piece some of which is .c',
appropriate. There may be limited evaluative comment. 5
o A focus on the more obvious aspects of the devised piece. ﬁ
3
Shows undeveloped/superficial understanding of the physicality of the piece s
810 | * A few partially formulated ideas about the physicality of the piece.
o A superficial approach based mostly on description; occasional reference to
the devised piece.
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Identifies one or two examples of the physicality of the piece |

5-7 | « Rudimentary suggestions based on isolated references to the text. T o
o Response is predominantly narrative. 8 =

5 §

Simplistic response c;> <

2-4 _ , . -
e Shows little understanding of physicality.

0-1 | No answer/insufficient response to meet the criteria in the band above.
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Section A
Look at the start of Scene 2, as far as line 222 (‘They’re all listened to’), and identify a
moment where a prop is mentioned. Give one example of how you could make effective
use of that prop.

The first mark is to be awarded for identifying a prop mentioned in the text at the start of Scene 2.
The second mark is awarded for suggesting one effective usage of that prop.

If a candidate identifies a prop not mentioned in the text, award no marks.

1 mark Identifies a moment where a prop is mentioned at the start of Scene 2.
and/or
1 mark Gives an example of an effective use of that prop.

Total = 2 marks
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You are advising the actor playing IAN on how to pace his lines in Scene 2 (between lines
691, ‘You can take your time...” and 719-720, ‘You’re quite lucky to be here at all’). Give
one piece of advice, and say why he should follow it.

This focuses on IAN’s interaction with LORRAINE as she pretends to be able to play the piano.
The piece of advice should focus on IAN’s pacing as he gradually becomes more annoyed with

her.

1 mark An appropriate piece of advice on pacing.

and

1 mark An appropriate justification for giving this piece of advice.
Total = 2 marks
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Look at lines 72 (‘lan ... lan’) to 100 (‘Are you still there?’). Suggest three ways in which
the actors could show how SHERMAN and IAN relate to each other.

SHERMAN is described by lan as ‘the top guy you can see’ at IBC records, and lan also reveals
that some people have waited five years to see him. SHERMAN is completely aware of his own
power and authority with regard to those auditioning before him, as well as his authority over IAN.
IAN, however, has clearly learned methods of presenting situations to SHERMAN in a way that
helps to persuade and this passage is concerned with exactly that.

1 mark A valid suggestion as to how the relationship could be shown.
and

1 mark A valid suggestion as to how the relationship could be shown.
and

1 mark A valid suggestion as to how the relationship could be shown.
Total = 3 marks
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Look at lines 235-236 (‘You seen about Zat’s single?’) to 267 (‘There’s no need to be
nervous’). Suggest two aspects of SHERMAN’s character that you would want to bring out
and, for each aspect, say how you would do it.

The role of SHERMAN is central to the drama, not least because of the length of his speeches in
comparison with all of the other characters. This is one of his longer speeches, and allows a good
deal of opportunity to focus on aspects of his character such as: enormous energy, strong
presence, authoritative, bombastic and used to exerting absolute power. The final line apparently
stands in contrast to this as SHERMAN tries to reassure the teenagers.

1 mark An aspect of character that could be communicated to the audience.
and

1 mark An indication of how that aspect could be brought out.

And/or

1 mark An aspect of character that could be communicated to the audience.
and

1 mark An indication of how that aspect could be brought out.

Total = 4 marks
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You have been given the role of GARY. How would you control your vocal delivery
between lines 461 (‘You want to know?’) and 480481 (‘...the police are all really
crude...’)?

At this point in the extract, GARY is attempting to demonstrate his familiarity with New York in an
attempt to impress both SHERMAN and the other teenagers. His description is based on
exaggerated stereotypes of the city, and it is unclear whether he has actually visited New York.
The resulting description of his trip to New York has an intensity and power that has not so for
been evident and the challenge for the actor is to deliver this without becoming frenetic.

Answers might include references to volume, intensity, breathing, tempo, intonation, and vocal
pitch.

1 mark Able to make a general point about how to deliver the lines.

2 marks The candidate offers one or two suggestions as to how to control the
delivery.

3 marks A competent grasp of how to control the delivery, with good use of
examples.

4 marks A clear discussion as to how to control the delivery, and the way in which
different lines could be approached.

Total = 4 marks
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Look at lines 384 (‘You’ve got it upside down. | can’t read it’) to 423-424 (‘[Has back to
them, with finality.] Right’). As the actor playing LORRAINE, what impression would you
want to give to the audience, and how would you do it?

LORRAINE is a nervous teenager, is five feet tall, and therefore barely looks her age. She is
clearly intimidated by the power of SHERMAN'’s physical presence and is hesitant talking to him,
although this changes to indignation when he does not believe that she has told him the truth

about her age.

1 mark Some rudimentary ideas about LORRAINE.

2 marks Some rudimentary ideas about the intended impression of LORRAINE and
a general comment about how to create this.

3 marks A competent grasp of the intended impression of LORRAINE and some
indication of how to create this from the text.

4 marks A clear discussion of the intended impression of LORRAINE, and several
suggestions of how to create this this from the text.

5 marks A proficient discussion of the intended impression of LORRAINE, with
several detailed suggestions of how to create this this from the text.

Total = 5 marks
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Describe the dramatic moment that seemed to make the most impact in your devised
piece, and say why you think this was.

The focus of the question is on whether candidates can identify a significant dramatic moment,
and then demonstrate a reflective understanding as to why it was effective.

1 mark The candidate is able to identify the moment that seemed to make the most
impact.

2 marks The candidate is able to identify the moment that seemed to make the most
impact AND makes a general comment as to why.

3 marks A competent explanation of the moment that seemed to make the most
impact, with some specific indication as to why.

4 marks A clear discussion of the moment that seemed to make the most impact,
with several relevant examples as to why.

5 marks A proficient discussion of the moment that seemed to make the most
impact, with relevant and detailed examples as to why.

Total = 5 marks
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How did you manage scene changes or transitions from one section to another in your
devised piece? How effective were these scene changes or transitions?

The focus is on the means by which changes of scene or transitions were managed and how
effective they were. Allow credit for a variety of means of making transitions at various scales
between different sections/scenes.

1 mark The candidate is able to identify scene changes/transitions in the devised
piece.

2 marks The candidate is able to identify scene changes/transitions AND make a
general comment about their effectiveness.

3 marks A competent explanation of the scene changes/transitions, with some
specific indication as to their effectiveness.

4 marks A clear discussion of the scene changes/transitions in the piece with several
relevant examples of their effectiveness.

5 marks A proficient discussion about the scene changes/transitions in the piece,
with relevant and detailed examples of their effectiveness.

Total = 5 marks
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Section B

9 You have been asked to design the sound for a performance of this extract. Discuss how
your design ideas will enhance the drama.

The play is set in a record company and there are several opportunities for the sound designer to
take aspects of the stage directions and turn them into a sound design. However, there is much
more to sound design than this, and credit should be awarded to candidates who demonstrate a
clear understanding of the ways in which the use of sound can enhance and deepen the
experience, rather than simply creating a file of sound effects.

Candidates should outline

e their ideas for the sound design.

o the way these support and enhance the setting of the extract.

e the specific possibilities for sound within the extract, outlining relevant points of interest in
relation to the given stage directions, and other possibilities implicit in the dialogue

Marks should be awarded as follows:

Shows a sophisticated practical understanding of sound design and offers creative
solutions
2395 | * Comprghensive discussion of sound design showing sophisticated understanding
of how it would enhance the drama.
o Excellent, practical suggestions with sustained and detailed reference to the E
extract. ©
2
Shows a perceptive practical understanding of sound design and its challenges Y
¢ An assured discussion of sound design, showing perceptive understanding of how ‘f
20-22 it would enhance the drama. °
¢ Insightful practical suggestions with frequent and well-selected references to the §
extract. —
8
Shows a detailed practical understanding of sound design and effect :Q-
¢ An effective discussion of sound design showing detailed understanding of how it
1719 would enhance the drama.
o Well-formulated ideas although there may be scope for further refinement;
consistent and appropriate references to the extract.
Shows secure understanding of sound design
14-16 | * A consistent unde_rstanding of sound design which is mostly workable; there may _g’
be some suggestions of how it would enhance the drama. S
e A good level of detail with some appropriate references to the extract. I
()
Shows some understanding of sound design 3
11-13 | * \/ariable undergtanding of spund design some of which is viable; there may be 5
limited suggestions of how it would enhance the drama. I
¢ A focus on the more obvious aspects of the extract. g
Qo
Shows undeveloped/superficial understanding of sound design o
8—10 | * A few partially formulated ideas about sound design. E
e A superficial approach to sound design based mostly on description with little =
reference to the extract.

Need a home tutor? Visit smiletutor.sg
© Cambridge International Examinations 2016




Page 11 Mark Scheme Syllabus | Paper
Cambridge IGCSE — May/June 2016 0411 13
Identifies one or two examples of sound design | <
5-7 | e Rudimentary suggestions based on isolated references to the extract. o O
e Response is predominantly narrative. E §
=
Simplistic response “;’ e
2-4 | o Shows little understanding of sound design. 9 §
¢ Response lacks supporting detail.
0-1 | No answer/insufficient response to meet the criteria in the band above.
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10 You have been cast in the role of TALLULAH. How would your performance communicate

her character to an audience?

TALLULAH is probably the most intelligent and the most talented of the three teenagers who are
auditioning for SHERMAN. She has bright orange hair and conveys a sense of confidence in her

appearance and her ability. She is the most impressive performer when it comes to actually

singing.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of the varying aspects of the role
e A comprehensive discussion of how the role could be played, showing

23-25 sophisticated understanding of the character and its significance in the extract.
o Excellent, practical suggestions with sustained and detailed reference to the s
extract. =)
3
Shows a perceptive practical understanding of the varying aspects of the role =
e An assured discussion of how the role could be played, showing perceptive &
20-22 understanding of the character. |
¢ Insightful practical suggestions with frequent and well-selected references to the E
extract. 8
Q
Shows detailed practical understanding of the varying aspects of the role o
o An effective discussion of how the role could be played, showing detailed >
17-19 understanding of the character.
o Well-formulated ideas although there may be scope for further refinement;
consistent and appropriate references to the extract.
Shows secure understanding of the varying aspects of the role
14-16 | ® A consistent understanding of the character, which is mostly viable. There may be _g’
some examples of how to play the role. S
o A good level of detail with some appropriate references to the extract. I
0
Shows some understanding of the varying aspects of the role S
1-13 | * Variable understanding of the character, some of which is viable. There may be §
limited examples of how to play the role. I
¢ A focus on the more obvious aspects of the character. %
o
Shows undeveloped/superficial understanding of the varying aspects of the role o
8-10 | ° A few partially formulated ideas about the character. g
e A superficial approach based mostly on description; occasional reference to the =
extract.
Identifies one or two examples of the varying aspects of the role I
5-7 | ¢ Rudimentary suggestions based on isolated references to the extract. 2 :g
e The response is predominantly narrative. 3 é
Q -
o_q | Simplistic response 3 é
o The response shows little understanding of the role. - =
01 No answer/insufficient response to meet the criteria in the band above.

Need a home tutor? Visit smiletutor.sg

© Cambridge International Examinations 2016




Page 13 Mark Scheme Syllabus | Paper

Cambridge IGCSE — May/June 2016 0411 13

11 ‘American Days explores the challenges facing those seeking fame and fortune in the
music industry.’ As a director, how would you bring this out in a performance of the
extract?

Stephen Poliakoff’'s play has a number of themes, which are apparent in the extract from
American Days. These include:

e The setting-up of the power relationship between SHERMAN and IAN, and between IBC and
the teenagers who have come to audition

e The tension between the thrill of landing a recording contract and the angst of the audition
process.

e The frustration of the other characters having to deal with SHERMAN, who has a huge sense
of self-importance and imposing his will on them

e The potential of the characters to rub each other up the wrong way through being in close
proximity

e The petty squabbles and bickering that ensue from the ‘total’ environment of the record
company

Allow credit for any appropriate suggestions with evidence from the text. Marks should be
awarded as follows:

Shows a sophisticated practical understanding of the play and its style and offers
creative solutions
23-25 | ¢  Comprehensive discussion of the director’s intention with sophisticated
understanding as to how it can be realised in performance. c
o Excellent ideas with sustained and detailed reference to the extract. -%
3]
Shows a perceptive practical understanding of the play and its style and offers creative =
solutions =3
20-22 | ¢ An assured discussion of the director’s intention with perceptive understanding of |
how it can be realised in performance. 2
e Insightful ideas with frequent and well-selected references to the extract. 3
]
Shows detailed practical understanding of the play and its style oy
¢ An effective discussion of the director’s intention with detailed understanding of >
17-19 how it can be realised in performance.
o Well-formulated ideas although there may be scope for further refinement;
consistent and appropriate references to the extract.
Shows secure understanding of the play
e A consistent understanding of the director’s intention which is mostly viable; there o
14-16 may be some suggestions of how it can be realised in performance. Good ._g
understanding of the opportunities provided by the text. =
e A good level of detail with some appropriate references to the extract. E
()
Shows some understanding of aspects of the play 2
11-13 | Variable understanding of the director’s intention, some of which is viable; there :|’
may be limited suggestions of how it can be realised in performance. o
e A focus on the more obvious aspects of the extract. E
Shows undeveloped/superficial understanding of aspects of the play %
810 | * A few partially formulated ideas about the director’s intention. E
o A superficial approach based mostly on description with occasional reference to
the extract.
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Identifies one or two examples of how the director could approach the play I g
5-7 | ¢ Rudimentary suggestions based on isolated references to the extract. 2 =
e Response is predominantly narrative. 3 L
=
o_q | Simplistic response 3 o
e Shows little understanding of how to direct the play. 42
0N No answer/insufficient response to meet the criteria in the band above.
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Section C

12 What was the original idea behind your devised piece? How successful were you in
developing it?

In order to be able to evaluate the development involved, the candidate will need to offer some
clear statement as to the nature of the original idea underpinning the piece.

This idea may have then developed considerably during the working process, given the
collaborative nature of the work for this task.

Evaluation should be based on specific features of the work, rather than on a subjective review of
how the candidate/s felt about the performance.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of the original idea and the way in
which it was developed
23-25 | ¢« A comprehensive discussion of the original idea behind the piece.
o Excellent, practical evaluation of its development, with sustained and detailed
reference to the devised piece. _E
Shows a perceptive practical understanding of original idea and the way in which it %
was developed >
20-22 | ¢ An assured discussion of the original idea behind the piece. I
¢ Insightful practical evaluation of its development with frequent and well-selected T
references to the devised piece. 8
Shows detailed practical understanding of the original idea and the way in which it was 3
developed DQ'
17-19 | An effective discussion of the original idea behind the piece.
o Well-formulated practical evaluation of its development although there may be
scope for further refinement; consistent and appropriate references to the devised
piece.
Shows secure understanding of the original idea and the way in which it was
developed
14-16 | ¢ A consistent understanding of the original idea behind the piece. There may be
some evaluative comment. @
e A good level of detail with some appropriate references to the devised piece. 9
o
Shows some understanding of the original idea and the way in which it was developed S
11-13 | ® Variablg understanding of the original idea behind the piece. There may be limited .t',
evaluative comment. S
e A focus on the more obvious aspects of the devised piece. g
Shows undeveloped/superficial understanding of the original idea and the way in B
which it was developed =
8-10 | o A few partially formulated ideas about the original idea behind the piece.
e A superficial approach based mostly on description; occasional reference to the
devised piece.
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Identifies one or two examples of the original idea I
5-7 | e Rudimentary suggestions based on isolated references to the devised piece. 2 4
e Response is predominantly narrative. 3 =
5 =
2.4 Simplistic response g e
o Shows little understanding of the original idea behind the piece. -
0-1 | No answer/insufficient response to meet the criteria in the band above.
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13 As you worked on your devised piece, what contrasts did you create? How effective were
these contrasts?

It does not matter what the actual contrasts in the piece were. The important thing here is that
candidates should be able to discuss them in detail and evaluate their effectiveness.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of contrasts
2325 | * A comprehensive discussion of the contrasts created.
o Excellent, practical evaluation of the effectiveness of the contrasts, with sustained c
and detailed reference to the devised piece. 2
©
=
Shows a perceptive practical understanding of contrasts E
20-22 | * An assured discussion of the contrasts created. o
¢ Insightful practical evaluation of the effectiveness of the contrasts, with frequent 'cls
and well-selected references to the devised piece. =
]
Shows detailed practical understanding of contrasts g
o An effective discussion of the contrasts created. [
17-19 | ¢  Well-formulated practical evaluation of the effectiveness of the contrasts, although >
there may be scope for further refinement; consistent and appropriate references
to the devised piece.
Shows secure understanding of contrasts
14-16 | * A consistent understanding of the contrasts created which are mostly effective.
There may be some evaluative comment. @
e A good level of detail with some appropriate references to the devised piece. 9
o
Shows some understanding of contrasts o
o Variable understanding of the contrasts created, some of which are effective. !
11-13 e . T
There may be limited evaluative comment. s
¢ A focus on the more obvious aspects of the devised piece. ﬁ
=
Shows undeveloped/superficial understanding of contrasts o
8-10 | * A few partially formulated ideas of the contrasts created. =
o A superficial approach based mostly on description; occasional reference to the
devised piece.
Identifies one or two examples of contrasts I
5-7 | ¢ Rudimentary suggestions based on isolated references to the devised piece. 2 4
o Response is predominantly narrative. 3 'E
) S
o_4 | Simplistic response 3 e
e Shows little understanding of contrasts. ~
0-1 | No answer/insufficient response to meet the criteria in the band above.
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14 Choose one role from your devised piece. Discuss how the personality traits of that
character were dramatised.

The focus of the question is on the building of the character, and its realisation in performance.

Marks should be awarded as follows:

Shows a sophisticated practical understanding of how to dramatise the character’s
personality traits
23-25 | ¢ A comprehensive discussion of the character’s personality traits.
o Excellent, practical suggestions of how to dramatise the character’s personality c
traits, with sustained and detailed reference to the devised piece. o
1]
Shows a perceptive practical understanding of how to dramatise the character’s 2
personality traits Y
20-22 | ¢« An assured discussion of the character’s personality traits. T’
¢ Insightful practical suggestions of how to dramatise the character’s personality S
traits with frequent and well-selected references to the devised piece. s
Shows detailed practical understanding of how to dramatise the character’s 8
personality traits 8
17-19 | * An effective discussion of the character’s personality traits.
o Well-formulated practical suggestions of how to dramatise the character’s
personality traits, although there may be scope for further refinement; consistent
and appropriate references to the devised piece.
Shows secure understanding of how to dramatise the character’s personality traits
14-16 | A consistent upderstanding of the characterfs personality traits. There may be
some suggestions of how they were dramatised. @
e A good level of detail with some appropriate references to the devised piece. 9
o
Shows some understanding of how to dramatise the character’s personality traits S
11-13 | * Variablg understanding of the charact_er’s personality traits. There may be limited .t',
suggestions of how they were dramatised. 5
e A focus on the more obvious personality traits. g
Shows undeveloped/superficial understanding of the character’s personality traits B
8-10 | ° A few partially formulated ideas about the character. =
e A superficial approach based on limited understanding of character; occasional
reference to the devised piece.
Identifies one or two examples of the character’s personality traits I
5-7 | e Rudimentary suggestions based on isolated references to the devised piece. 2 4
e Response is predominantly narrative. 3 "E
-
24 Simplistic response % e
e Shows little understanding of personality traits. -
0-1 | No answer/insufficient response to meet the criteria in the band above.
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2
STIMULI

Choose one of the following three stimuli and devise a piece of drama based on it. You should work in
groups of between two and six performers. Your piece should last approximately 15 minutes.

In the Written examination, you will be asked questions about your piece that will cover both practical
and theoretical issues.

Stimulus 1

Quotation: ‘Neither a borrower nor a lender be’
From William Shakespeare’s Hamlet [Act 1, Scene 3]

Stimulus 2
Poem: Me and My Work by Maya Angelou

| got a piece of a job on the waterfront.
Three days ain’t hardly a grind.
It buys some beans and collard greens
and pays the rent on time.

’Course the wife works too.

Got three big children to keep in school,
need clothes and shoes on their feet,
give them enough of the things they want
and keep them out of the street.

They’ve always been good.

My story ain’t news and it ain’t all sad.

There’s plenty worse off than me.

Yet the only thing | really don’t need

is strangers’ sympathy.

That’'s someone else’s word for
caring.

Need a home tutor? Visit smiletutor.sg
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Stimulus 3

Photograph: Port Authority (Mystery No. 12), by Mac Adams (1975)
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4
EXTRACT

Taken from Talk of the City by Stephen Poliakoff
These notes are intended to help you understand the context of the drama.

Stephen Poliakoff’s play Talk of the City was first performed by the Royal Shakespeare Company at
Stratford-upon-Avon, England, in 1998.

The play is set in 1937, just before the start of the Second World War. It depicts the early years of
broadcasting at the British Broadcasting Corporation (BBC). On a lighthearted note, it shows the way
that performers and announcers used to dress formally, even though they could not be seen on radio.
There are also some more serious underlying historical themes. These include the rise of Hitler and
the Nazis in Germany, the Spanish Civil War against fascism, and the constitutional crisis in Britain
caused by the abdication of King Edward VIII. The play also hints at the reluctance of the BBC to report
the mistreatment of Jews by the Nazis.

At that time, the BBC broadcast from its headquarters at Broadcasting House and also from Alexandra
Palace (an exhibition centre), both in London.

The play is in two Acts, and the extract consists of a slightly shortened version of the first six scenes of
Act 1.

Characters

Robbie a radio-show host in his mid-thirties

Dredge a dancer in her early twenties

Daphne a studio manager in her thirties

Mabs a radio performer in his late fifties

Milly Dews a singer and radio performer in her twenties
Clive a broadcasting executive in his thirties

Honker (Harry Wallace)
Isabel

Bernard

Assistant

Arnos (Arnold Grove)
Dancing Girls

© UCLES 2016

a junior studio manager in his mid-twenties

a researcher, a friend of Clive, in her thirties

a Jewish actor from Germany, in his early twenties

a trainee newsreader, in his twenties

Head of the Spoken Word at the BBC, aged about 50.
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Act 1

The play opens in February 1937.
Scene 1
The Radio Show.

The back wall of the sound studio is flecked with Art Deco
pieces that can shine at various stages in the play. The floor has
a severely beautiful pattern on it, evocative and formal.

The bells. The Big Ben chimes before the news broadcast. We
hear an educated voice, who starts to read the news.

‘This is the National Programme. Copyright reserved.

‘Here is the news summary and sports bulletins. They are
followed by ‘Friday Night at Eight’. You will then hear something
about an event in British air travel’

The lights come up. The musicians come on and take their place
followed by DREDGE — a young London woman in her early
twenties — and two DANCING GIRLS. All three of them are in
full costume. They stand waiting as other news items follow.

‘Barcelona is reported to have been shelled by an unknown
vessel today, very little damage was done and when the shore
batteries opened fire the vessel went away’

MABS enters, a man in his late fifties, large appearance with
a soft, self-deprecating manner. He is holding a leather binder,
and a small yellow suitcase. He stands waiting, taking his
position at his microphone. The news continues.

‘The insurgents claimed today to have captured various places
near Malaga and to have taken prisoner some thousands of
militiamen.

ROBBIE enters. He is in his mid-thirties, dressed in full evening
dress, his energetic appearance trapped in his immaculate
radio clothes. He is also holding a leather folder. He stands with
authority by the microphone.

Turn down the news please ... [He turns to the musicians.]
Gentlemen, | have a new signal, watch, please. [He does a
hand signal like a conductor.] It is for a slow dark tempo ... I'll

show it to you once more ... you too, Dredge ... I'm calling it
the skimmer. [He grins at DREDGE in her costume.] You look
glorious.

[Laughs] Do |? Pity nobody else can see it, isn't it!
But | can. [He grins.] Isn’t that enough?

The news continues, half heard. DAPHNE enters, in her thirties,
sharp, rather strict appearance but with a hint of something
more playful underneath.
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Seen the new sign?

| certainly have ... in moderation only please. Now, [ Tapping his
script] the words of your Parisian interview with Milly are quite
complicated, | hope you’ve studied them — careful of trips, and
no deviation.

[Smiles] Deviation, forbidden! Absolutely.

[Handing him a folded note] But there is a note for you — since |
know you love last-minute surprises. Thirty seconds everybody.

ROBBIE is reading the note.

It's rather aggressive, and self-important, isn’t it?

It certainly is. [Reading aloud] ‘| need to see you. Might be able
to fit you in on Wednesday. Who is he? | have never heard of
him.

He’s second or third down from Arnold Grove, Head of the
Spoken Word.

Oh, he’s from ‘TALKS’! Of course — explains the deadly tone. [He
looks up.] Is he here, do you think? Tucked away somewhere up
there?

MILLY DEWS comes running on to take her position, fragile,
rather nervous manner, she stands near ROBBIE at the
microphone.

There you are, Milly. Fifteen seconds everybody. [Glancing
round] Mabs, remember.

Yes, don’t get my pages stuck together this time. My hands are
nice and dry today. [Places yellow suitcase at his feet]

And the suitcase is the wrong colour [She smiles.] | don’t like
‘wireless lies’, you know that. [As she moves off, to ROBBIE] To
the back of your mind now ... the note.

One of the big red lights on the set springs on. They are standing
waiting, staring around and up, very respectful, well-behaved
and formal, in their evening dress and costumes as the news
swirls around them.

It seems to get longer and longer the news, these days.

The other red light flicks on. ROBBIE begins to sing, the girls
dance when ROBBIE makes signs, the whole atmosphere is of
people well-practised, at home in their world.

[Singing] IT'S ‘FRIDAY NIGHT AT EIGHT’, AND HERE WE ARE
AGAIN.

[Singing] Here we are again.

And these are some of the delights we have in store.

The musicians play, the girls dance. As ROBBIE alters the
tempo with hand signals, there is a sharp dramatic change.

[Spoken] We have of course Inspector Bonnington of Scotland
Yard, with a new mystery to solve. [Assuming upper-class,
understated, throwaway voice] So Sergeant Ostler, where are
you dragging me off to today?

0411/11/T/PRE/M/J/16
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[As Sergeant Ostler] Well, sir, news has come in of a baffling
murder ... in south London ... it's being called ‘The Blue
Suitcase Murder'.

[As Bonnington] You sure the local chaps can’t handle it?

[As Ostler] No, they’re completely stumped ... it's definitely a
case for our top detectives.

[As Bonnington] ‘The Blue Suitcase Murder’ ... Sounds a little
over-dramatic to me. | suppose we better go over there and
nose around. [Sings] IT'S ‘FRIDAY NIGHT AT EIGHT’, AND
THESE ARE SOME OF THE DELIGHTS WE HAVE IN STORE.
[Spoken] The girls are dancing, the music changes because we
are delighted to welcome back Milly Dews.

Hello, hello, everyone.

Milly, you’ve been very busy, haven’t you?

[Reading from script] Very busy, Robbie.

[Reading] You've been to Paris since we last saw you?
[Reading] That’s right. Wonderful Paris, croissants, a trip down
the Seine, and some marvellous music. [She sings a lyric in
French.] [Spoken] | brought back a song or two for those at
home to enjoy.

Milly has been collecting songs like she collects hats. She
brings a whiff of the continent to our shows, a taste of WHAT'S
ABROAD. [Sings] It's ‘Friday Night at Eight’ and these are some
of the delights we have in store. [He looks up, makes his hand
signals, the music darkens, he speaks with surprising intensity.]
And Mr Tudor Baines will be here to give us an extract from his
current success here in London, ‘Dark Waters’. The scene is
a rusty old cargo boat, moored in a dangerous port, bobbing
slowly on dark waters. [ The music plays, ROBBIE connects with
the mystery, with feeling.] The water is thick with debris, foul
smelling and full of secrets. You may wake up still thinking about
these chilling events tomorrow morning.

[Singing loudly] IT'S ‘FRIDAY NIGHT AT EIGHT’, AND THESE
ARE THE DELIGHTS WE HAVE IN STORE.

The music continues as MABS, DREDGE, the DANCING
GIRLS and MILLY exit. ROBBIE stops the music abruptly with
a hand signal, the red lights snap off, the musicians leave, the
lights change on stage. ROBBIE sits in the middle of the stage
and starts taking his shoes and socks off.

[Muttering intensely to himself] The rhythm wasn’t right.
DAPHNE enters.

A taste of the continent. [ROBBIE /ooks up.] It should have been
just a taste of the continent, not a whiff. And you plopped in that
phrase about abroad — it came from nowhere.

[Smiles] Unforgivable.

Of course. The approved text is paramount — as you well know.
[Amused but respectfull] Don’t worry — it will always be
paramount.

The DANCING GIRLS and DREDGE come back on, still in
costume but soaked with sweat. MABS follows them, looking
like he’s given his all.
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[To DAPHNE] But what about THE SHOW?

The broadcast ... it was not bad.

I's never the show — she always calls it the broadcast!

And you should be pleased | do. But there were lapses. The
‘Dark Waters’ introduction was a little intense.

| didn’t deviate!

No — but you dwelt ... things got a little disorganised around
there —

| noticed.

They turn. CLIVE has entered and is standing on the edge of the
area. He has sharp features, natural authority and is elegantly
dressed. He is in his thirties.

You noticed did you? And who might you be?

| think this must be the author of your note, Robbie.

Clive Lynn-Thomas and yes, | sent you a note. | need to see you.
[Startled by his confident manner] You wanted an appointment,
did you? We’ll have to look in the book and see where | can fit
you in. [Indicating DAPHNE who’s holding a ledger] It will be at
least a fortnight.

At least ...

| think it would be much better if it was right now.

You do, do you! Well, that’s impossible.

[Indicating ledger] Then keep looking.

The only possibility | can see in the next three weeks, is the
day they’ve asked you to appear on television ... you know this
television enterprise.

No, 'm not doing that. Nobody who’s anybody appears on
that! But | have other plans for that time. [DAPHNE turns page,
ROBBIE looking at CLIVE] | told you it wouldn’t be easy ... [He
moves.] So what else did you ‘notice’ while you were up there ...
did you have a good time?

A good time? No. It's not the expression I'd use.

It's not, is it!

[Dangerous grin] | think certain expressions are occurring to us,
aren’t they. Obviously we don’t draw the great stars like those
that appear on ‘Monday Night at Eight’ we all know that — but
this was a good show —

You must have got wrapped up in Inspector Bonnington’s
investigation, surely?

[Calmly] No, that was embarrassing.

ROBBIE turns startled.

I’'ve never understood why all wireless detectives have to talk out
of the corners of their mouths like that — and never get excited.
[Dangerous smile] Because that’s what they do. And | always
get my man, don’t I, as you may have noticed.

[Pugnacious] He always gets the murderer.

[Moving] Now I think you’ve already outstayed your welcome ...
so if you'd excuse us ...

[Calmly] But you do something unique in your show.

Unique! Do I? And what is that?

You have a medley at the start telling the audience what is
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something unique. The show itself is mere fluff of course, the
usual variety items and Victorian melodrama — and that tedious
Bonnington. But the medley is interesting. You move from light to
dark, and you stay on the dark longer than expected, not afraid
to linger.

You show an instinctive sense of structure.

They are all staring at him.

Yes, really.

| call it ‘instinctive’, because | have no idea if you realise you
are doing it or not. [He smiles.] But there we are. [To DAPHNE]
Found a time yet?

I’'m off. It’'s incredible, isn’t it! Can you believe this character! Get
him out of here. [He exits.]

| rather feel you’re going to have to wait to see us. [She exits with
MABS.]

CLIVE calmly takes out cigarette case.

[Astonished] You can’'t smoke here. Nobody can smoke in this
building. Ever. You know that.

Don’t worry.

You mean you’re above the rules! Are they all as bad as you in
TALKS?

Oh, most of them are far worse. No they are. [He smiles at her.]
Hard to believe, | know.

ROBBIE re-enters, standing barefoot.

| forgot my shoes. [He walks over slowly to get them.] ‘Instinctive
sense of structure’, indeed!
You may think it’s ridiculous. But you do have it.

ROBBIE picks up his shoes.

You should go and do this television experiment you know.
Really? What on earth for?

Because it'll be interesting. It’s a terrible journey of course, miles
away in north London, but it can’t fail to be worth a look.

| can’t go.

Why not?

| have things to do — I’'m buying an umbrella, for the Coronation.
The Coronation isn't till May.

It's important I'm prepared. | missed the Abdication speech,
that great moment. When everybody, the whole nation was
sitting round the wireless set. And you know why, why | wasn’t
listening? Because | had to study my script for my interview with
Milly Dews the next day. | had to study for our ‘spontaneous’
chat. [He looks at CLIVE.] Did you hear it?

[Smoking] Your interview with Milly?

No, the Abdication speech.

Well, | sort of had to ... | helped draft the speech.

You did what!

| gave my notes to our Director-General, Sir John Reith, and he
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[Truly startled] You helped write the speech!?

I’'m afraid so.

[Recovering] Well, no wonder this world here ... the world of
variety is a bit of a shock to you! If that’s how you spend your
time!

No, no, no shock. It's been fascinating. [Moving to exit, he turns.]
And we will definitely have that time together.

ROBBIE looks at DREDGE.

What a snob!

[Moving] Yes ... he dares give me advice ...! Instinctive structure
... we don’t realise what we’re doing ... it’s all an accident ... he
gives me instructions! [He stops in the middle of the stage.] I'm
definitely going to buy the umbrella.

BLACKOUT

Scene 2
Alexandra Palace.

In the blackout, the screams of a trumpeting young elephant,
and the deeper urgent, throaty grunts of a young rhino.

ISABEL standing alone for a second as the sounds fade away.
She is in her thirties, fashionably dressed. She has a witty,
unpredictable manner. She is drinking tea out of a badly chipped
cup. The floor is sprinkled with animal droppings.

Upstage the only prop is a single, rather sinister-looking original
television camera.

HONKER, a very enthusiastic rather innocent man in his mid-
twenties, comes rushing on with a broom.

Just got to get rid of these last traces ... then the smell will go as
well [He starts sweeping the droppings up.] or at least nobody
will know what it is, which is just as good.

| rather like the smell. I's most unexpected — like being at the
circus.

Well, you know radio people, they can be a little grand.

| certainly do know — and you're right, I'm not sure they’re used
to performing surrounded by rhino droppings.

[Sweeping dung] Rhino and elephant droppings in this case.
They'’re late, aren’t they?

Oh, everyone is always late coming here! Which is useful today!
[He rushes off to get dustpan.]

[Amused, staring at droppings which are now in a pile] | won’t
offer to do anything — because you seem to have it under control.

ROBBIE sweeps in, in a good suit, fine new shoes and overcoat.
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it’s like travelling to the moon getting here! [Moving around] And
| can’t believe the smell — that has got to go.

They had a baby elephant and a baby rhino here. They both got
stuck in the lift apparently, poor things.

Snakes, they didn’t have any snakes, did they?

| believe they had one or two snakes yes.

That could be it! | can see the camera staring at a dead snake
for half an hour for one of those interludes they’re so fond of!
Anyway now show me to our dressing rooms please ...

No. [ROBBIE turns, surprised] I'm sorry | don’t work here. 'm a
friend of Clive Lynn-Thomas, I’'m meeting him here.

So there are two of you now! Popping up to watch me perform.
[He looks across at her standing by the droppings.] You know |
never thought I'd meet a friend of Clive’s standing next to a pile
of dung.

You know Clive well?

| met him once — for a few minutes.

[Lightly] | see. Well, first impressions are pretty accurate when
talking about Clive. [She smiles.] But I'm not sure you really
know him yet.

HONKER enters, greeting ROBBIE.

There you are! Hello, I'm Harry Wallace. People, I'm afraid,
call me Honker ... so feel free ... [ROBBIE about to speak]
I's because | honk out all the time apparently, ‘marvellous,
marvellous, marvellous’. So ... [He gets down on his knees,
sweeping up dung.] It's marvellous to see you.

It’s ... interesting to be here.

The whole entourage enter. DREDGE, and the DANCING
GIRLS, all three dressed in fur coats, and their finest show
costumes. MABS is in a splendid coat, top hat and cane as if
for a wedding. DAPHNE is in her working clothes and holding a
large notebook.

We’re complete.

[HONKER turns and stares at the stunningly dressed group, the
women looking gorgeous.] What a wonderful sight!

We thought so ... [Showing off her costume, under her coat] we
made a real effort.

I's marvellous to see you. It's a feast ... for the eyes. Clearly. But
| just want to say, and | say this very reluctantly, and | realise
the stupidity of it all, but we can’t allow wireless costumes on
television. We’re not permitted to do that.

Silence

That'’s idiotic.

We can’t be seen like this?! We haven’t got anything else to
wear.

It doesn’t seem to me, to make total sense ...

But nobody has ever seen them when they dress up on the
radio! These girls have never been seen by anybody. They’re
totally unknown, completely fresh. You must make an exception.
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| know | know, it's senseless. But there’s trouble for me if | break
these regulations. It’s all to do with budgets and departments
and money — and other ludicrous things.

DREDGE and the other girls stare back at him.

[Very quiet] You mean there’s no possibility at all that we can be
seen?

HONKER s rushing off.

[To ROBBIE] | told you they probably couldn’t appear. | warned
you. You can be seen, because you’re being yourself.
[Startled] I'm being myself?

HONKER comes back with a small table.

But there are freedoms here. Other freedoms, | like to think.
Our show, ‘Trafalgar Square’, that's what we call it, has real
people. People we found in Trafalgar Square, normal people,
like the man who cleans Nelson’s Column. And a typical tourist,
a foreigner’s impression of London. [Breezily to ROBBIE] You've
seen the scripts? They’re simple, aren’t they. When you read the
interviews, look up every other sentence, up down, up down,
and look at the interviewee. You'll get the knack! Ready? [He
exits.]

[Taking scripts out of pocket, nervous laugh] Ought to be able to
do this, meeting everyday folk, good working-class boy like me.

DREDGE, MABS, the DANCING GIRLS and ISABEL move
towards exit.

We could have appeared as ourselves.
[Lightly] You will. Somewhere. And without the smell.

DAPHNE takes ROBBIE’s overcoat off and exits. HONKER
re-enters with two chairs.

Il soon be seven o’clock. Hang on tight. [He exits.]
The lights changing, focus on the small table and the camera.

At least | managed to bring my own musicians. [He does his
hand signals. Music starts. He moves to table, puts the scripts in
front of him. Stands for a second alone. To himself] Remember
you’re appearing as yourself ... [He sits facing us.]

[Voice from above, hushed.] Ten, marvellous, nine, marvellous,
eight, marvellous, seven six five, marvellous, four incredible,
three two terrific, one, marvellous. Zero. [His voice booms out as
ROBBIE prepares himself in front of us.] Ladies and gentlemen
we welcome you to the British Broadcasting television service,
broadcasting from Alexandra Palace, London, and it is our
pleasure to present ‘Trafalgar Square’.

[ROBBIE looks up.] Hello I'm ... [He hesitates for a second.] 'm
Robbie Penacourt ... and this is “Trafalgar Square’ ... [ROBBIE
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[From above] Oh dear — | forgot to warn him about his hand
signals.

[Does signal, music stops] And the first person we’re going to
meet this evening is Mr Robin Tucker who is the person that
cleans Nelson’s Column. [Pause, nobody enters, ROBBIE
glances around at the script.] | think he cleans Nelson himself,
the actual figure of Nelson, right at the top of the column.
[Nobody enters.]

[Off] Go on, go on, go on. We’re having a problem with Tucker.
Do the paragraph about where we are.

So ... while we’re waiting for Mr Tucker. [He shuffles papers.]
I’'m Robbie Penacourt ... I'm appearing tonight as myself. [He
does hand signal, low music, and finds the right page] Maybe
you'd like to picture where we are, we're in the great crumbling
Alexandra Palace, a vast old building of exhibition halls, high
above London. [He improvises.] And it's absolutely miles from
the centre!

[Off] Back on to script two ... we have the next person, script
two! Everything is back on track.

BERNARD enters, heads for the table and the pool of light.
ROBBIE holds up his hand very formally and stops BERNARD.
ROBBIE is shuffling his papers wildly. He stands up, starting
the music again with signals, and then beckons to the camera,
instinctively responding to the technology.

Bring the camera forward ... closer, closer ... point it at the
chair! [To audience] We’re having a moment’s Interlude now,
ladies and gentlemen ... THE CHAIR.

He walks up to BERNARD in the shadows. BERNARD is a
dark-haired, short, good-looking young man in his early twenties.

[Lowering his voice] Who are you?

I’'m the Baron Freiher von Brandis.

You'’re the typical tourist? ... | don’t think — | don’t think | can
find your script. For the interview. And it may not look good if we
share.

[Confident, unfazed] That’s all right, is it not? [He slips his script
in his pocket.] We could just try to talk.

Without a script? How would we? We wouldn’t know what’s going
to happen ... [He looks at BERNARD.] If we do ... what about?
About the city, this great English city that I'm in. That’s why I'm
here.

ROBBIE moves back to table and into light with BERNARD.
ROBBIE stops the music with signals, sits in chair.

This is the end of the interlude now. You’re watching ‘Trafalgar
Square’. And now we meet, this is the Baron Frei ... Frei —

The Baron Freiher von Brandis.

He is a tourist ... a foreign eye. [He looks at BERNARD, smiles]
and we’re trying to talk ... about ... London, the centre of this
country and the Empire ... [Suddenly] So was it much grubbier
than you expected, when you first saw it?
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what | think, it is a great warren, a city afraid to show itself, to
declare itself.

You mean it’s full of secrets? That’s right, you're right, Baron.
[To audience] In fact, in a few weeks, maybe here in ‘Trafalgar
Square’ there will be the secrets of London ... who knows, look
out for it! Right here on ‘Trafalgar Square’.

And I will tell you something else, and this is very interesting —
the day | arrived, just a few months ago, on a train coming from
the white cliffs of Dover, and I'm from Leipzig, a quite dark city at
the depth of winter, and it is night now, and I’'m looking out of the
window of my train, as we enter London — and | couldn’t believe
my eyes. The whole city is shining! | thought this is the most
amazingly bright, well-lit city I've ever seen. All of it is revealed.
Itis like day!

[Excited, moving in his seat, jumping in] | know what you're
going to say! | know what's coming! ... It was the night the
Crystal Palace burnt down, last year wasn’t it? When it lit up the
whole of London as it burnt. Wasn't it?!

Yes. Correct!

What an amazing night to arrive, in a foreign city! Your first night
fresh from Europe and you're greeted by that!

Yes, the sky was completely red.

It was, and you could see everything and everybody so brightly.
All the couples out walking arm in arm, or kissing in corners,
every nook was lit up! It was so un-English. [He starts the music
with a signal. To audience] | wish | could tell you some of the
things | saw that night ... saw people do ... things even | had
never seen before! [He lifts hand to make the music louder. He
cuts the music dead and the lights change.]

ROBBIE moves around stage incandescent. BERNARD stands.
HONKER and DAPHNE run on.

| have never, NEVER ever been so embarrassed ... in my whole
life. This is one of the worst moments. | cannot believe how
amateur this oultfit is. [He moves.] | make no apologies for being
a radio beast ... | will be monstrous. If | have to. That was a
disgrace.

[Trying to calm him] It wasn’t too bad, Robbie — honestly, you
survived ... it wasn’t that embarrassing.

It was a shambles ... no wonder television is a laughing stock.

It was a roller coaster. Heart-in-the-mouth stuff, | had no idea
what was going to come out next.

It was an outrage.

It was fine.

CLIVE is entering with ISABEL. He is calm, and elegantly
dressed.

So you are here!

Absolutely. | told you | would be. [He moves.] No, it was a shock
to hear something so unprepared ... probably the only time
that’s ever happened, either here or at Broadcasting House.
That may well be true. [DAPHNE makes notes in her large
ledger.]
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know why I’'m asking him!

Yes — it was like watching a traffic accident.

[Stops] What? | thought you said it was OK?

[Calmly continuing] In the sense that it's unrepeatable — that
element of surprise ... it just happened.

Unrepeatable — an unrepeatable accident. But worth seeing!

It had danger.

[Lightly] And what's more hardly anybody is watching so it
doesn’t matter what happens here. The rest of the world couldn’t
care a hoot.

Yes, sadly only two thousand people have televisions ...

Yes — that is what | am thinking. That is why | enjoyed it so much.

They all turn and look at him.

You were very good, Baron, very good indeed. | couldn’t have
done it without you.

Thank you. Yes | was thinking the following while it was
happening ... For one reason or another, because of charitable
work my family is concerned with in Germany, | have been
seeing a lot of refugees over there, aliens, you know how they
are followed and policed and checked up on. [He laughs.] |
was thinking — the only place | have felt | wasn’t being watched
recently, was just now on television! Yes! [He smiles.] A very
good sense of being free from prying eyes!

ROBBIE watches him, carefully intrigued.

The other significant feature of course is — there’s no record.
What happens here has already disappeared into the ether.
There’s nothing to say it ever took place.

Thank God for that!

Come on, everybody, let's go to the Dive! [To ROBBIE] That’s
where | put your entourage — it's our little hut, where we’re
allowed to drink. [He grins.] Which is marvellous! Come on, let’s
celebrate.

I’'m not sure that’s the word I'd use — celebrate the fact that
Robbie is still in one piece perhaps. [She exits.]

An excellent idea. [He follows.]

I will join you.

BERNARD stops. They look at each other.

Don’t run away. You were superb. [He turns back.] As for you two
... there’s something a bit sinister about you being here. What
are you up to?

What are we up to?

Yes. That's right ... Why are you studying me like this?
[Emollient] He has something to put to you —

[Rather grandly] Yes. | want you —

[Softening itf] He has a request —

| wantyou to —

He would like you —

[/gnoring this] | want you to come and work for me.

[Very startled] Work for you?!
That’s correct.
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Silence, ROBBIE staring at CLIVE

| don’t follow. I'm just a song and dance man.

Precisely. [Pause]

| don’t understand ... [Holds up hand and moves] No! | don’t
want to hear! I'm going to the Dive. Right now! Where | belong!

BLACKOUT

Scene 3
Broadcasting House.

A young man’s voice starts reading in the educated BBC tone,
but a little over-eager.

‘In the House of Commons this afternoon the Under Secretary
for Foreign Affairs was asked whether he had seen Herr Hitler's
recent assurances about the neutrality of Holland and Belgium.
Lord Cranbourne replied that he did not think that the position
resulting from Herr Hitler's statement a week ago was clear
enough for him to say anything on the matter.

We see the ASSISTANT, a young man in his twenties dressed
in similar suit to CLIVE, modelling his appearance on him. The
ASSISTANT s reading the news sitting on a chair, while CLIVE
moves around him listening.

[Looks up at Clive] Was that all right?

It was excellent ... but if you want to sound exactly like the
original, you need the slight reassurance in the voice — that
everything is all right in the world really, that these great matters
are in careful hands.

Oh yes of course, | should do that.

[Reassuring tones] ‘The meeting with Herr von Ribbentrop, the
German Ambassador, was merely routine ...” or those wonderful
words when the old King died ... ‘the King’s life is moving
peacefully towards its close ...’

‘The King’s life is moving peacefully towards its close ...’

Once more ‘the King’s life is moving peacefully towards its
close ..’

[More effortless gravitas] ‘The King’s life is moving peacefully
towards its close ...’ That’s nearer, isn’t it?

Yes, it was tinged with the tone, it was good.

ROBBIE enters.

Well, I'm here. Don’t ask me why.

| think the other six news items can wait.

[Jumping up] Absolutely, Mr Lynn-Thomas. | will go back to my
normal duties now. That was a very good observation, thank
you.

Yes, he’s good at observations!

I’'m sure Arnos will be impressed.

Arnos?
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Oh, | mean Mr Grove. You know everybody calls him Arnos
Grove, after the stop on the Piccadilly line, on the Underground.
[Embarrassed] Sorry, shouldn’t have mentioned that. (Very
respectfull Thank you again. [He exits.]

ROBBIE moving watrily, a little closer.

My assistant. They are selecting some standby newsreaders ...
in case of problems ... he’s having a go.

Will he have to dress up in the full garb, you know evening dress,
stiff collar, even for the audition?

Of course ... [Watching ROBBIE.] It's amazing, isn’t it — the way
this organisation behaves. It is only fifteen years old, and yet
it has become an instant cathedral of broadcasting, managed
to create all this sham venerability — so people have difficulty
remembering a time when it didn’t exist.

In reality it is so young, but in spirit —

I's never been young?!

Slight pause

Good.
[Grins] | get a ‘good’ ... [Moves] | got a ‘good’! I've survived the
first round.

CLIVE looks across at him.

At the start of any enterprise, between two comparative
strangers, this is really one of the most difficult moments — this
now ... isn’t it?

Absolutely, | agree.

When one doesn’t know each other’s tastes, opinions. [Slight
pause] If | was to say for instance Henry James is the most
compulsive story teller there has ever been, bar none, bar
absolute none. Dickens is sentimental claptrap, not fit for
grown-up consumption, and J.M.W. Turner couldn’t paint for
toffees ... [He turns.] What would be your reaction?

Silence

[Swallows] If you were to say that — I'd play for time definitely!
[He moves.] Obviously. [Looks at CLIVE] But eventually I'd say
— that remark you made, that was the most absolute complete
rubbish I've ever heard.

Right. | see. Good.

Another ‘good’ ...? Not quite such a big one.

Pause

[Fingering the records carefully] Did you get that recording of
my programme ... those records?

Yes.

Did you listen to them?

Yes.

Tell me absolutely frankly what you thought ... Holding back
nothing.
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| thought, without doubt ... it was the best programme that I'd
ever heard about Friesian cows.

CLIVE smiles.

Good. I'm glad you thought so.

If you don’t mind me asking — how much time did you spend on
it?

Oh, it was not too bad. About eight and a half months.

Eight and a half MONTHS! You’re not serious — in that time —
You’ve done a thousand medleys, | know. [He smiles.] The
programme should have been at least twice as long of course.
But it was an hour long already!

It would have been better at about two and a half hours. |
would have been able to include all the history. [Forcefully] And
listeners would have stayed with it. | assure you.

Well I would have stayed. [Grins] | think.

But you liked the form? The real farmers, going on location
as they say — the shape, beginning with the sound of a calf
being born, the dark, surprisingly prolonged section in the
slaughterhouse.

[Amused, but impressed] The form was good.

CLIVE moves with records over to where gramophone is built
into the wall.

Is that more of it there?

No, [He smiles.] something even more interesting. [He turns,
having put on record.] You know | said how little time all this has
been here.

The record starts, a woman’s voice talking softly. ‘I can’t
remember where it was, or when it was, but it went like this ...’
She begins to sing a ballad.

Yes. Why is this woman’s voice important? Who is she? Was
she here at the beginning? The very start of this place?

No. It doesn’t matter who she is — the fact is, she’s already dead.
This person here is singing to us, not from beyond the grave,
but while she’s in her grave. Until very recently we couldn’t hear
people’s voices after they were dead. Nothing remained. Their
sound, their voices, had gone for ever. And now, in this very
building — there is a whole room of the voices of the dead.
[Moves] | hadn’t thought of it like that.

We tend to forget how quickly we get used to ideas like that.
[He stops the record.] And now, with the Abdication of the King,
which the whole nation — apart from you — listened to. And with
the Coronation about to happen —

[Suddenly] This is an essay in power you're giving me? ... Isn’t
it! An essay in the power of the instrument — It’s an essay, with
demonstrations!

I’m not lecturing you, | hope.

No, no no. [Urgent] Tell me why I’'m here, Clive!

Pause
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I had a radical thought while doing the Friesians ... that project
was pure, of course. But —

Yes?

I had an unprecedented thought for the next project —

Yes?!

To use somebody from Entertainment, in a ‘Talk’. Somebody
who can sing and play many parts — to help both dramatise
and document the world we'’re living in. Instead of doing a
straightforward documentary or talk, we engage the listener
from an unexpected direction.

That is a startling thought!

CLIVE is about to continue.

Wait a moment, wait ...! [He moves, thinking] Entertainment
colliding with the world of Talks! Me in a documentary! That is
revolutionary! [He looks at CLIVE.] What is the subject?

I thought the subject would be English apples.

[Stunned] English apples? Why?

[Breezily] Evocative subject, moving from orchard to orchard,
there are some wonderful stories behind certain kinds of apples,
there’s the Egremont Russet, the Laxton’s Fortune, the Ellison’s
Orange. We take something seemingly simple and reveal its
mysterious history — [He stops.] Does the principle appeal to
you?

The principle certainly ... but —

The principle appeals. Good! It will need careful handling
through the bureaucracy here, of course. | will need to write a
very lengthy proposal document.

Maybe the subject matter ... we could discuss a little further?
Find an alternative ... ?

ARNOS enters. He is a man of about fifty, with a large blustery
manner, but flashes of beadiness coming through.

Clive, just dropping by ... nothing formal.

[Surprised] Mr Grove ...

[Quick nod in the direction of ROBBIE, then back to CLIVE] |
wanted to let you know — as soon as | heard — the paper, the
one | asked you to write about the Empire Service, well, the
Director-General is very pleased, very pleased indeed.
[Carefully watching ARNOS] That’s excellent news ...

‘Elegant’ and ‘incisive’ — those were some of the words being
used, | believe. You usually come up trumps, don’t you!

[Sharp smile] That’s very gratifying ... and all those reservations
you had, were those noted and discussed?

My reservations? ... [Blustery laugh] They can’t have been
very serious, can they — because they’'ve already slipped the
memory! Now — the Coronation. Got to help me out there, Clive
— what we broadcast surrounding the Coronation ... many
countries listening, got to be judged perfectly. New task, new
paper!

Fine. I'll start right away.

Splendid. [He moves over to radio in wall and switches it on.
Dance music pours out of it.] Just watch this — | want you to

665

670

675

680

685

690

695

700

705

710

watch ... It's my party trick at\{ae MGmAN ntof VR Autor.sg

0411/11/T/PRE/M/J/16 [Turn over



ROBBIE:
ARNOS:

CLIVE:

ROBBIE:

ARNOS:

CLIVE:

ARNOS:

ROBBIE:

ARNOS:

ROBBIE:

ARNOS:

ROBBIE:

CLIVE:

ROBBIE:

ARNOS:
CLIVE:
ARNOS:

ROBBIE:

ARNOS:

ROBBIE:

ARNOS:

© UCLES 2016

20

impression on everybody I've done it to so far. Are you listening
carefully? ... It may not work today, of course. [He slowly starts
twiddling the knob on radio.] So you move the dial — through all
those squeaks and bumps ... never know what they are ... we're
going into France now, we’re in France. [The same dance music
pours out.] You see ... and now we move the dial again — and
here we are, not sure where we go next, | think this is Belgium
... and what do we have? ... [Same dance music pouring ouft]
And then again with Germany ... and if we're lucky, if we'’re very
lucky — [A snatch of German talk comes out of radio. ARNOS
disappointed] No ... [A moment later, the same tune, but
different arrangement bursts out. ARNOS turns, triumphant.)
There! [Music playing] Isn’t that interesting? — the same music
everywhere! It's American of course, the tune —

It's called ‘Laughing in the Night’, [ARNOS turns.] the tune.

Yes. Is it? Who are you? | don’t think | know who you are.

I’'m sorry, | should have —

I’'m Robbie Penacourt ... [ARNOS /ooks blank.] Robbie
Penacourt ... from ‘Friday Night At Eight’.

Oh yes of course, of course.

And this is Arnold Grove.

Head of the Spoken Word. Pleased to meet you. Forgive me not
recognising you ... but this is a very unusual encounter for me,
somebody from the Entertainment Side.

Don’t worry about it. [Grins] I'm used to it.

[Staring at Robbie] I'm afraid I’'m usually out on Friday nights ...
Occasionally, | catch Inspector Bonnington, isn’t it? Yes. | think
that’s good value, not quite as good as Inspector Hornleigh on
Mondays, but you're right on his taill [Moving off] Keep at it,
keep it all going ...

[Suddenly] Can | ask you something?

ARNOS turns, surprised.

Yes. What is it?

If Mr Lynn-Thomas here — this is a revolutionary thought, Mr
Grove ... But if he was to ask me to perform in a talk, to help
dramatise that particular subject, either a historical matter
or something happening now, if | was to sing songs and play
people ... doing voices —

In the documentary — to help people understand the topic.

To engage them from another direction! Would that be
acceptable? In principle?

Silence

What a truly extraordinary notion.

It is, yes — but that doesn’t make it necessarily unwise.

It's so radical — it goes beyond the revolutionary.

That’s why it’s exciting.

[Moves] What would one call it? It's a very complicated idea for
the listener, they could get confused between what is proper
fact and what is entertainment.

Depends how one does it! But the principle is not ruled out? [He
smiles.] Is it?
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aspects ... and of course refer it to others as weall. [Ta CLIVE]
Furthar discussion will follow ... [He axifs.]

He didn't rule it out!

M.

| hope you dont mind ... that | did that.

It took me by surprise ... [He moves thoughffully:] but it was an
excallent move.

| thought I'd cut through everything. Smack him with it, whan he
was totally unprepared. You raaly don't mind?

[Smiles] No. It was very bold. You grabbed the chance. | approve.

BLACKOUT
Scone 4

Nightclub. The Night Out.
Dance music playing, as in a Gshionable nightfcilub.

ISABEL in a rich evening gown, siftting on a high sfool, holding
a drink. BOBEBIE siffing next fo her a Wile disfance befween
them, an another high sfool. He also has a drink and is a ffle
unsfeady. Ha is it a dinner jackaf, his bow fio askew

| think he’s angry with me. | interfered when | shouldn't hawve.
He doesn't get angry easily...

Why do | mind? I've only just met this man — and already | seem
to want his approval. It's crazy! [He dinks.] | DON'T CARE [He
avinks.] He fbrecas you to care what he thinks, doesnt he ... he
even gave me a sort of cultural test —which | failed misarably! ...
And then | found myself womying about it afterwards, all down
the streat ... !

The Dickens versus Henry James test?

That's the one.

He hates Henry James — [She smikes.] | expect you passad.
Really? He talked to me about apples as well.

Mow that I've never heard him do.

And the funny thing is FMm from the country. | know all about
apples. He thinks I'm a factory worker originally, I'm sure he
does ... with machine oil coming out of my ears. Or a coal miner.
All intellectuals think like that — if they know you're working class.
[Dvinking] When in fact you were brought up in a field of
cabbages?

Meary. Tumips. Mear Swaffham, in Morfolk. My parents wene
farm labourars. As a boy | ran up and down behind tham as they
workad the fields. [Holds up hands] Hormy hands of the soil.
[Wam, feasing smile] So you're a peasant really?

Yes. 'm a country boy who came to the big city ... [He fums
fowards the music] | hate this tune ... [He does one of his hand
signals, fowards the musicians, sef-mocking smila.]

You're not on your show now — they're beyond your control.

| have no influence now, away from my variety studio! [Sfaning
at ISABEL in har evening drass] And what about you? | know
nothing about you?

| thought you'd never ask!

[Grins] Been waiting for my chance. What's your relationship
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That’s not difficult. | love him.

Yes. Yes. | thought so. Are you going to get married?

Maybe ... who knows.

And do you do anything else? | have a feeling you work at
something.

| observe.

Yes, I'd noticed that! | do too — when | remember.

No, | observe professionally. When the King abdicated, various
people got very interested in the reaction of the masses, in
‘primitive reactions’ as they were called. In measuring them
scientifically.

Primitive reactions — | know all about those!

Yes — so they recruited people to conduct surveys, into what the
masses were really thinking — by sitting in pubs, standing in bus
queues, being amongst them at the races. Mass observation.
Noting everything down they saw and heard. [She smiles.] | do
that.

Wait a minute — you're studying the masses by sitting in pubs,
and listening to what they’re saying as they play darts?!

| write down what | see.

And then you draw conclusions! From what's happened in this
one pub?! Those are their typical primitive reactions to such and
such a subject? You can’t be serious.

| just collect evidence, | don’t interpret it. [Smiles] Not yet
anyway.

But / might walk into this pub ... and sing a burst of one of my
medleys. Tell some jokes. What would that signify?

[Laughs] No, you wouldn’t be a very good subject ... No.

Why not?

Because you make these ... these rather surprising leaps of
thought ... between subjects.

How do you know that isn’t typical? | may be a perfect example of
a farm labourer’s son ... [He drinks.] The whole thing’s rubbish —
I's not rubbish to try to work out for the first time what the mass
of people are thinking, rather than just guessing — or not caring.
And all the time you’re doing this, you have to blend in — don’t
you? In each pub, each bus stop ... [Staring at her in her
splendid dress and her posh manner] That must be a little
difficult for you.

CLIVE enters with a drink, he is also in evening dress.

No, she’s very good at that ... she has chameleon-like qualities
[Touching her briefly] — haven’t you — that come as a real
surprise.

There you are ... [She smiles.] Tell Mr Penacourt what | do isn’t
rubbish.

It certainly is not ...

[To ROBBIE] He’s using it for his work too.

Yes ... she feeds me little pieces from time to time ... when
she picks up something relevant ... And they’re surprisingly
interested in it at Broadcasting House.

Before, they had absolutely no idea what their listeners thought
of their programmes — the mass of the audience — the ones who
would never dream of writing letters.
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[Grins, to ISABEL] So you become one of the masses?! [He
mimics in cartoon cockney] ‘Cor blimey, luverly weather we’re
‘aving, aren’t we, darling!” [To ISABEL] Come on, do it for me ...
I'd love to see you blendingin ...

No, no it’s not like that ... | just give off the right aura. [ROBBIE
smiles.] No, | huddle, or bend my head, dress right, | don’t need
to talk. [The music changes and she gets up.] Do you want to
dance? Clive doesn’t dance.

No. | just dance professionally. [He drinks some more, looking at
them both.] But | feel I'm being recruited for something. You are
spies, the two of you! And you have targeted me ... we should
be on a night train, going somewhere, with the blinds drawn! —
shouldn’t we!

Of course | have recruited you, [He smiles.] it goes without
saying.

[Facing them] The thing is | don’t think it can possibly be just
English apples, it's not just apples.

We’ll do the apples first, nice and simple —

No. I'm not that big a fool ... there is something else. You're
such a pure practitioner ... eight months on Friesian cows! —
Using somebody like me ... it must be because you can’t do
whatever it is you want to do any other way. [He gets up.] Oh,
let it be more, Clive ... | want it to be more... [He moves to the
music, dancing with ISABEL, but not holding her close.] I'm not
dancing ... not in front of him ... this isn’t dancing. Let it be about
America — because | know America well. Never been there but
| think about America all the time ... let it be about America,
Clive! You've been there lots, haven’t you?

Yes ... | have paid fairly frequent visits. In fact, | wrote one of
my first reports there on the harmful effects of advertising on
broadcasting.

| can see you striding around New York, lecturing the Americans!
Telling them ‘you’re too commercial’! [He turns.] What is our real
mission, Clive?

How much have you been following, week by week, what’s going
on in Europe?

Oh no — please. Not that ...! [He moves.] First apples, now this!
Answer my question — how much have you been following?
Well, | open a newspaper from time to time ... and occasionally
| glance at the bits about abroad.

That’s more than most do.

And anyway Herr Hitler is too easy to do, everybody can do him.
Admittedly he is not portrayed on the wireless — but you just
have to click your heels and scream. [Grins] No challenge for
somebody with instinctive structure!

Music playing

And tell me — what about what’s happening to the Jews there?
In Germany?

[Puzzled where this is leading] The Jews? Well, there are some
restrictions, aren’t there, temporary things going on ... because
of the rebuilding of Germany.

Pause
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So —this is our project. We will follow a day in the life of a Jewish
man, a real day, a real man, though his name is changed. This
is who you will be, Robbie. He is middle class, respectable, a
lawyer, once a pillar of the community, who has also written some
rather beautiful songs. We will follow him during a ‘normal day’
and see how many normal things he is prevented from doing,
how many things we accept as our right have been taken away
from him. And at the end of the day he is arrested. His liberty is
taken away. You will portray this man and sing his songs.

[Very disappointed] No, Clive, no — that’s absolutely out! Nobody
will listen to something like that for a start —

They will. This is how to make them listen ...

They want to forget about any difficulties out there! And /
don’t want to be involved in politics either. I'm not allowed to
associate myself with that. | knew this would start to happen,
the spinning of a left wing web, communism, you’ll have me
fighting in Spain soon, and not just on the radio!

Neither of us are communists, Robbie, that isn’t the issue.

[To ROBBIE] Stop jumping to conclusions —

You're the one who’s jumping to conclusions ... We don'’t really
know what'’s going on in Germany, do we? We don’t! And all their
attitudes are different there, anyway, and we can’t tellthem what
to do, can we?! It's not for us to lecture them ... And we certainly
don’t want to annoy them — ... the whole idea is preposterous.
You’re contradicting yourself, Robbie — you wanted the project to
be much much more than apples, and now you’re running away
from it.

Oh, I am, am I! 'm sorry I've had about all | can take from you, |
have been patronised from the first moment — informed | do my
work by accident, despite myself! I'm encouraged to make a fool
of myself on that television experiment, because you're interested.
That was worth it, wasn't it, Robbie?

[Looking at both of them] Everything is so clear to you two, isn’t
it?! — So blindingly obvious ... with your surveys, and all the time
you have to spare on just one topic ... Well, / don’t have that
time, and | DON'T CARE IF | DISAPPOINT.

But | do.

What does that mean — that's meaningless ... You care if |
disappoint you — that's A LIE. I'm just a crude entertainer, a
compere, who sings a bit and dances a bit, and has everything
written for him. That's me ...! And he doesn’t care. And now I'm
off. The useful clown, that you found, that you picked for your
own purposes, is scampering off — to the rest of his life! Which is
looking pretty good at the moment ... Pretty bloody good!

BLACKOUT
Scene 5
The Walk to the Station.
The sound of taxis and distant train doors slamming, as if from
a mainline railway station. During this scene the sound of trains

and whistles growing gradually louder and louder, until they
completely surround us.
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You really have to go?

Yes. | must go. | have to go back — my life is there.

Yes, | know. [He moves.] In these last few minutes, Bernard —
you must tell me what to do about Clive. [Mimics] Clive Lynn-
Thomas. | can’t get rid of him, he is pushing and pushing at me
... attacking my confidence all the time. But there’s something
so challenging about him as well. And he has such different
values, he doesn’t care about my show, what stars are on it
... [Suddenly] Which reminds me, | haven’t heard if the Silver
Minstrels are going to be on on Friday...

[With feeling] To hell with the Silver Minstrels!

You're right. Here you are, going in a few minutes, and I’'m talking
about the Silver Minstrels!

Pause for a second; as ROBBIE /ooks at BERNARD, the sound
of the trains and the platform whistles become louder.

This is a shocking time to ask such a question ... but it is the
sort of thing you often can only ask when somebody is about to
leave. Not that I've ever asked a question like this before —
What is it, Robbie?

The Baron Freiher von Brandis ... it’s such a fantastic name ...
It's like something from the book, The Prisoner of Zenda ... |
know.

Is it your real name? Are you the Baron Freiher von Brandis?
No. I'd like to say it's half my real name ... but it isn’t. When |
arrived at Woburn House, you know, where most aliens report in
London, so many people were passing themselves off to each
other with titles and funny names, | did so too. It's very useful for
getting invited to parties, all sorts of things.

You’re Jewish, aren’t you?

Yes. [Smiles] That’s correct.

| thought so ... | knew it. [He looks at BERNARD.] It's awful to
ask this now too —

Better to ask it, than to think about it after I've gone.

How difficult are things for Jewish people, in Germany now?
There are problems, of course there are. It isn’t good. | find it a
difficult question to answer in this country. Because a few people
ask you ... and you start to tell them — and you quickly realise
they really don’t want to know ... perhaps only half a sentence
at the most ...

Yes, | know. | suppose I'm like that ...

| tell you — | went to a very grand wedding in Buckinghamshire,
with lots of people with names like Farquhar-Buzzard and
Babbington-Semple, being a Baron was really useful, as you
can imagine — ‘You must know the von Stauffenbergs?’ people
kept asking me... .

| wish I'd been there. [He mimics in a foolish upper-class voice.]
As you passed yourself off as a Baron to the Mallenby-Deeleys
— Erskine-Mars.

Yes, you would have been very interested. There was an ltalian
waiter who shouted at all these upper-class guests [He mimics
an ltalian accent] “You're taking the wrong plate! Stop it at
once! Stupido! I'm telling you get in the queue and wait for your
strawberries. They were terrified of him! | wanted to support
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I love the idea.

You were on the wireless, yes, [ROBBIE turns.] the night before,
| was staying in this big house and they switched on the wireless
and there you were.

| was! That’s a wonderful picture! All of them listening to me ...
But they switched you off — and went out.

[Loud] | really must get off Friday nights! Everybody goes out ...!
If | was on Monday nights, I'd be coming out of every window, in
every street.

Loud, piercing platform whistles

I’'m sorry — I'm being incredibly self-centred ... absorbed in my
show.

Another loud whistle
So — this is goodbye then. [He goes.]

Goodbye ... [As the whistles blow, ROBBIE calls powerfully.] Be
carefull Take care of yourself!

BLACKOUT

Scene 6
Broadcasting House.

Clock ticking, after the shrill sound of the whistles. ASSISTANT
and CLIVE together above the main set.

[Very nervous] ‘This is the National Programme, copyright
reserved ..." Just clearing my throat.

It will be all right, just a few slow deep breaths.

| can’t believe this has happened already, I've only just got
the standby job, and now here | am ... and all those people
listening ...

They just hear the news, they don’t see a face. That reassuring
voice is what matters, be careful not to get too involved, that’s
all, too urgent — they don’t want any immediacy. You’re going
into their living-rooms, they may even be eating ... they’re used
to the news being something far away.

That’s right. | know ... you think | can do it?

Of course you can.

| will always be grateful for this, Mr Lynn-Thomas. | shan’t forget it.

Red light flicks on, above the main stage. ASSISTANT now
alone, starts reading the news in perfect young BBC voice.

‘This is the National Programme, copyright reserved. Here is
the news summary and sports bulletins. They are followed by
‘Friday Night at Eight’, and then you will hear some stories of
adventures at sea and on land. [Pause] Important changes
in the German Cabinet are announced tonight, they affect
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On stage MABS, DREDGE and the DANCING GIRLS stand
waiting. DAPHNE and ROBBIE close to each other downstage.

Promise me you are not upset.

Why should | be upset?

Because | talked to him, | discussed things with him, without
you present.

Why shouldn’t you discuss things with him? He is a very rude
man — but he’s also highly intelligent and interesting.

There’s no question of me working with him ... spending days
and days with him.

Well, | guessed you might feel like that.

And there’s absolutely no question of me ever discussing things
with him again — without you being there.

That’s good. That’s reassuring.

We’re a partnership. You are the structure of my whole life.
[Holding her, warm smile] Aren’t you, Daphne?! ... A partnership
made in broadcasting heaven.

[Warm laugh] Speak for yourselfl But 'm glad there will be
no secrets between us. Nothing going on behind my back ...
Everything involving us will be completely honest ... ?

No secrets, ever. | swear —

MILLY comes running on.

Enough chatting, forty-five seconds everybody! [She exits.]
[Indicating DREDGE and the DANCING GIRLS] Don’t they look
beautiful?
We always look beautiful! Fat lot of good it does.
[Grins] People can sense it, I'm sure, they can feel you breathing,
you exude through the air.
[Studying his script] Inspector Bonnington is going to Windsor
Great Park today ... to solve the Gravel Path murder. And
Sergeant Ostler goes fishing ... [He mimics Bonnington.]
‘Windsor Great Park, not an area | know particularly well ... why
can’t the local chaps see to it, Ostler?’ [To ROBBIE] | catch two
brown trout — and have to cook them for you! ... And you are
jolly polite to a duke ...
[Reading the news above them] ‘In an important speech in the
Czechoslovak Parliament today, the Prime Minister Hodza refers
to Herr Hitler's speech and to that of Field Marshall Goering ...
[Looking up from her script] So it's Amsterdam today. And my
tulip song!
[Listening to the news] His protégé is reading the news, and I'm
going to be talking to Milly about tulips!
[ Twittering on] I've had an approach, | have to tell you, from
‘Monday Night at Eight’. You wouldn’t mind me going on there,
would you? Of course it's a great honour to be on your show,
but they have a hook up to America once every six months
. if it was one of those shows, | couldn’t turn it down — not
broadcasting to America!
You must accept, Milly, of course. [To himself, wistfully] A hook
up to America ...

The red light goes on, the music intro starts.
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[Suddenly] What if we tear up this tulip chatter, and talk about
something completely different, Milly, just see what happens.
Where the mood takes us?

Don’t play jokes like that, Robbie, please.

The other red light flicks on.

[Sings] It's ‘Friday Night at Eight’, and these are the delights we
have in store. Milly Dews is here again.

[Reading] Hello, everyone. Hello, I'm back again from my travels.
[Improvising] Could be the last time, folks, Milly is here!

MILLY looks startled.

[Back on script] You've been to Amsterdam among the canals
and the tulips?

[Reading] Well, Robbie, | was singing, if not in the tulips, then
about the tulips. Red, red tulips. [She bursts into a couple of
lines of the tulip song.] That’s just one of the songs | brought
back — for all of you — from old Amsterdam!

BLACKOUT

MILLY continues to sing the tulip song during the scene change.
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2
STIMULI

Choose one of the following three stimuli and devise a piece of drama based on it. You should work in
groups of between two and six performers. Your piece should last approximately 15 minutes.

In the Written examination, you will be asked questions about your piece that will cover both practical
and theoretical issues.

Stimulus 1

Quotation: ‘Neither a borrower nor a lender be’
From William Shakespeare’s Hamlet [Act 1, Scene 3]

Stimulus 2
Poem: Me and My Work by Maya Angelou

| got a piece of a job on the waterfront.
Three days ain’t hardly a grind.
It buys some beans and collard greens
and pays the rent on time.

’Course the wife works too.

Got three big children to keep in school,
need clothes and shoes on their feet,
give them enough of the things they want
and keep them out of the street.

They’ve always been good.

My story ain’t news and it ain’t all sad.

There’s plenty worse off than me.

Yet the only thing | really don’t need

is strangers’ sympathy.

That’'s someone else’s word for
caring.
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Stimulus 3

Photograph: Port Authority (Mystery No. 12), by Mac Adams (1975)
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4
EXTRACT

Taken from Talk of the City by Stephen Poliakoff
These notes are intended to help you understand the context of the drama.

Stephen Poliakoff’s play Talk of the City was first performed by the Royal Shakespeare Company at
Stratford-upon-Avon, England, in 1998.

The play is set in 1937, just before the start of the Second World War. It depicts the early years of
broadcasting at the British Broadcasting Corporation (BBC). On a lighthearted note, it shows the way
that performers and announcers used to dress formally, even though they could not be seen on radio.
There are also some more serious underlying historical themes. These include the rise of Hitler and
the Nazis in Germany, the Spanish Civil War against fascism, and the constitutional crisis in Britain
caused by the abdication of King Edward VIII. The play also hints at the reluctance of the BBC to report
the mistreatment of Jews by the Nazis.

At that time, the BBC broadcast from its headquarters at Broadcasting House and also from Alexandra
Palace (an exhibition centre), both in London.

The play is in two Acts, and the extract consists of a slightly shortened version of the first six scenes of
Act 1.

Characters

Robbie a radio-show host in his mid-thirties

Dredge a dancer in her early twenties

Daphne a studio manager in her thirties

Mabs a radio performer in his late fifties

Milly Dews a singer and radio performer in her twenties
Clive a broadcasting executive in his thirties

Honker (Harry Wallace)
Isabel

Bernard

Assistant

Arnos (Arnold Grove)
Dancing Girls

© UCLES 2016

a junior studio manager in his mid-twenties

a researcher, a friend of Clive, in her thirties

a Jewish actor from Germany, in his early twenties

a trainee newsreader, in his twenties

Head of the Spoken Word at the BBC, aged about 50.
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Act 1

The play opens in February 1937.
Scene 1
The Radio Show.

The back wall of the sound studio is flecked with Art Deco
pieces that can shine at various stages in the play. The floor has
a severely beautiful pattern on it, evocative and formal.

The bells. The Big Ben chimes before the news broadcast. We
hear an educated voice, who starts to read the news.

‘This is the National Programme. Copyright reserved.

‘Here is the news summary and sports bulletins. They are
followed by ‘Friday Night at Eight’. You will then hear something
about an event in British air travel’

The lights come up. The musicians come on and take their place
followed by DREDGE — a young London woman in her early
twenties — and two DANCING GIRLS. All three of them are in
full costume. They stand waiting as other news items follow.

‘Barcelona is reported to have been shelled by an unknown
vessel today, very little damage was done and when the shore
batteries opened fire the vessel went away’

MABS enters, a man in his late fifties, large appearance with
a soft, self-deprecating manner. He is holding a leather binder,
and a small yellow suitcase. He stands waiting, taking his
position at his microphone. The news continues.

‘The insurgents claimed today to have captured various places
near Malaga and to have taken prisoner some thousands of
militiamen.

ROBBIE enters. He is in his mid-thirties, dressed in full evening
dress, his energetic appearance trapped in his immaculate
radio clothes. He is also holding a leather folder. He stands with
authority by the microphone.

Turn down the news please ... [He turns to the musicians.]
Gentlemen, | have a new signal, watch, please. [He does a
hand signal like a conductor.] It is for a slow dark tempo ... I'll

show it to you once more ... you too, Dredge ... I'm calling it
the skimmer. [He grins at DREDGE in her costume.] You look
glorious.

[Laughs] Do |? Pity nobody else can see it, isn't it!
But | can. [He grins.] Isn’t that enough?

The news continues, half heard. DAPHNE enters, in her thirties,
sharp, rather strict appearance but with a hint of something
more playful underneath.
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Seen the new sign?

| certainly have ... in moderation only please. Now, [ Tapping his
script] the words of your Parisian interview with Milly are quite
complicated, | hope you’ve studied them — careful of trips, and
no deviation.

[Smiles] Deviation, forbidden! Absolutely.

[Handing him a folded note] But there is a note for you — since |
know you love last-minute surprises. Thirty seconds everybody.

ROBBIE is reading the note.

It's rather aggressive, and self-important, isn’t it?

It certainly is. [Reading aloud] ‘| need to see you. Might be able
to fit you in on Wednesday. Who is he? | have never heard of
him.

He’s second or third down from Arnold Grove, Head of the
Spoken Word.

Oh, he’s from ‘TALKS’! Of course — explains the deadly tone. [He
looks up.] Is he here, do you think? Tucked away somewhere up
there?

MILLY DEWS comes running on to take her position, fragile,
rather nervous manner, she stands near ROBBIE at the
microphone.

There you are, Milly. Fifteen seconds everybody. [Glancing
round] Mabs, remember.

Yes, don’t get my pages stuck together this time. My hands are
nice and dry today. [Places yellow suitcase at his feet]

And the suitcase is the wrong colour [She smiles.] | don’t like
‘wireless lies’, you know that. [As she moves off, to ROBBIE] To
the back of your mind now ... the note.

One of the big red lights on the set springs on. They are standing
waiting, staring around and up, very respectful, well-behaved
and formal, in their evening dress and costumes as the news
swirls around them.

It seems to get longer and longer the news, these days.

The other red light flicks on. ROBBIE begins to sing, the girls
dance when ROBBIE makes signs, the whole atmosphere is of
people well-practised, at home in their world.

[Singing] IT'S ‘FRIDAY NIGHT AT EIGHT’, AND HERE WE ARE
AGAIN.

[Singing] Here we are again.

And these are some of the delights we have in store.

The musicians play, the girls dance. As ROBBIE alters the
tempo with hand signals, there is a sharp dramatic change.

[Spoken] We have of course Inspector Bonnington of Scotland
Yard, with a new mystery to solve. [Assuming upper-class,
understated, throwaway voice] So Sergeant Ostler, where are
you dragging me off to today?
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[As Sergeant Ostler] Well, sir, news has come in of a baffling
murder ... in south London ... it's being called ‘The Blue
Suitcase Murder'.

[As Bonnington] You sure the local chaps can’t handle it?

[As Ostler] No, they’re completely stumped ... it's definitely a
case for our top detectives.

[As Bonnington] ‘The Blue Suitcase Murder’ ... Sounds a little
over-dramatic to me. | suppose we better go over there and
nose around. [Sings] IT'S ‘FRIDAY NIGHT AT EIGHT’, AND
THESE ARE SOME OF THE DELIGHTS WE HAVE IN STORE.
[Spoken] The girls are dancing, the music changes because we
are delighted to welcome back Milly Dews.

Hello, hello, everyone.

Milly, you’ve been very busy, haven’t you?

[Reading from script] Very busy, Robbie.

[Reading] You've been to Paris since we last saw you?
[Reading] That’s right. Wonderful Paris, croissants, a trip down
the Seine, and some marvellous music. [She sings a lyric in
French.] [Spoken] | brought back a song or two for those at
home to enjoy.

Milly has been collecting songs like she collects hats. She
brings a whiff of the continent to our shows, a taste of WHAT'S
ABROAD. [Sings] It's ‘Friday Night at Eight’ and these are some
of the delights we have in store. [He looks up, makes his hand
signals, the music darkens, he speaks with surprising intensity.]
And Mr Tudor Baines will be here to give us an extract from his
current success here in London, ‘Dark Waters’. The scene is
a rusty old cargo boat, moored in a dangerous port, bobbing
slowly on dark waters. [ The music plays, ROBBIE connects with
the mystery, with feeling.] The water is thick with debris, foul
smelling and full of secrets. You may wake up still thinking about
these chilling events tomorrow morning.

[Singing loudly] IT'S ‘FRIDAY NIGHT AT EIGHT’, AND THESE
ARE THE DELIGHTS WE HAVE IN STORE.

The music continues as MABS, DREDGE, the DANCING
GIRLS and MILLY exit. ROBBIE stops the music abruptly with
a hand signal, the red lights snap off, the musicians leave, the
lights change on stage. ROBBIE sits in the middle of the stage
and starts taking his shoes and socks off.

[Muttering intensely to himself] The rhythm wasn’t right.
DAPHNE enters.

A taste of the continent. [ROBBIE /ooks up.] It should have been
just a taste of the continent, not a whiff. And you plopped in that
phrase about abroad — it came from nowhere.

[Smiles] Unforgivable.

Of course. The approved text is paramount — as you well know.
[Amused but respectfull] Don’t worry — it will always be
paramount.

The DANCING GIRLS and DREDGE come back on, still in
costume but soaked with sweat. MABS follows them, looking
like he’s given his all.
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[To DAPHNE] But what about THE SHOW?

The broadcast ... it was not bad.

I's never the show — she always calls it the broadcast!

And you should be pleased | do. But there were lapses. The
‘Dark Waters’ introduction was a little intense.

| didn’t deviate!

No — but you dwelt ... things got a little disorganised around
there —

| noticed.

They turn. CLIVE has entered and is standing on the edge of the
area. He has sharp features, natural authority and is elegantly
dressed. He is in his thirties.

You noticed did you? And who might you be?

| think this must be the author of your note, Robbie.

Clive Lynn-Thomas and yes, | sent you a note. | need to see you.
[Startled by his confident manner] You wanted an appointment,
did you? We’ll have to look in the book and see where | can fit
you in. [Indicating DAPHNE who’s holding a ledger] It will be at
least a fortnight.

At least ...

| think it would be much better if it was right now.

You do, do you! Well, that’s impossible.

[Indicating ledger] Then keep looking.

The only possibility | can see in the next three weeks, is the
day they’ve asked you to appear on television ... you know this
television enterprise.

No, 'm not doing that. Nobody who’s anybody appears on
that! But | have other plans for that time. [DAPHNE turns page,
ROBBIE looking at CLIVE] | told you it wouldn’t be easy ... [He
moves.] So what else did you ‘notice’ while you were up there ...
did you have a good time?

A good time? No. It's not the expression I'd use.

It's not, is it!

[Dangerous grin] | think certain expressions are occurring to us,
aren’t they. Obviously we don’t draw the great stars like those
that appear on ‘Monday Night at Eight’ we all know that — but
this was a good show —

You must have got wrapped up in Inspector Bonnington’s
investigation, surely?

[Calmly] No, that was embarrassing.

ROBBIE turns startled.

I’'ve never understood why all wireless detectives have to talk out
of the corners of their mouths like that — and never get excited.
[Dangerous smile] Because that’s what they do. And | always
get my man, don’t I, as you may have noticed.

[Pugnacious] He always gets the murderer.

[Moving] Now I think you’ve already outstayed your welcome ...
so if you'd excuse us ...

[Calmly] But you do something unique in your show.

Unique! Do I? And what is that?

You have a medley at the start telling the audience what is
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something unique. The show itself is mere fluff of course, the
usual variety items and Victorian melodrama — and that tedious
Bonnington. But the medley is interesting. You move from light to
dark, and you stay on the dark longer than expected, not afraid
to linger.

You show an instinctive sense of structure.

They are all staring at him.

Yes, really.

| call it ‘instinctive’, because | have no idea if you realise you
are doing it or not. [He smiles.] But there we are. [To DAPHNE]
Found a time yet?

I’'m off. It’'s incredible, isn’t it! Can you believe this character! Get
him out of here. [He exits.]

| rather feel you’re going to have to wait to see us. [She exits with
MABS.]

CLIVE calmly takes out cigarette case.

[Astonished] You can’'t smoke here. Nobody can smoke in this
building. Ever. You know that.

Don’t worry.

You mean you’re above the rules! Are they all as bad as you in
TALKS?

Oh, most of them are far worse. No they are. [He smiles at her.]
Hard to believe, | know.

ROBBIE re-enters, standing barefoot.

| forgot my shoes. [He walks over slowly to get them.] ‘Instinctive
sense of structure’, indeed!
You may think it’s ridiculous. But you do have it.

ROBBIE picks up his shoes.

You should go and do this television experiment you know.
Really? What on earth for?

Because it'll be interesting. It’s a terrible journey of course, miles
away in north London, but it can’t fail to be worth a look.

| can’t go.

Why not?

| have things to do — I’'m buying an umbrella, for the Coronation.
The Coronation isn't till May.

It's important I'm prepared. | missed the Abdication speech,
that great moment. When everybody, the whole nation was
sitting round the wireless set. And you know why, why | wasn’t
listening? Because | had to study my script for my interview with
Milly Dews the next day. | had to study for our ‘spontaneous’
chat. [He looks at CLIVE.] Did you hear it?

[Smoking] Your interview with Milly?

No, the Abdication speech.

Well, | sort of had to ... | helped draft the speech.

You did what!

| gave my notes to our Director-General, Sir John Reith, and he
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[Truly startled] You helped write the speech!?

I’'m afraid so.

[Recovering] Well, no wonder this world here ... the world of
variety is a bit of a shock to you! If that’s how you spend your
time!

No, no, no shock. It's been fascinating. [Moving to exit, he turns.]
And we will definitely have that time together.

ROBBIE looks at DREDGE.

What a snob!

[Moving] Yes ... he dares give me advice ...! Instinctive structure
... we don’t realise what we’re doing ... it’s all an accident ... he
gives me instructions! [He stops in the middle of the stage.] I'm
definitely going to buy the umbrella.

BLACKOUT

Scene 2
Alexandra Palace.

In the blackout, the screams of a trumpeting young elephant,
and the deeper urgent, throaty grunts of a young rhino.

ISABEL standing alone for a second as the sounds fade away.
She is in her thirties, fashionably dressed. She has a witty,
unpredictable manner. She is drinking tea out of a badly chipped
cup. The floor is sprinkled with animal droppings.

Upstage the only prop is a single, rather sinister-looking original
television camera.

HONKER, a very enthusiastic rather innocent man in his mid-
twenties, comes rushing on with a broom.

Just got to get rid of these last traces ... then the smell will go as
well [He starts sweeping the droppings up.] or at least nobody
will know what it is, which is just as good.

| rather like the smell. I's most unexpected — like being at the
circus.

Well, you know radio people, they can be a little grand.

| certainly do know — and you're right, I'm not sure they’re used
to performing surrounded by rhino droppings.

[Sweeping dung] Rhino and elephant droppings in this case.
They'’re late, aren’t they?

Oh, everyone is always late coming here! Which is useful today!
[He rushes off to get dustpan.]

[Amused, staring at droppings which are now in a pile] | won’t
offer to do anything — because you seem to have it under control.

ROBBIE sweeps in, in a good suit, fine new shoes and overcoat.
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it’s like travelling to the moon getting here! [Moving around] And
| can’t believe the smell — that has got to go.

They had a baby elephant and a baby rhino here. They both got
stuck in the lift apparently, poor things.

Snakes, they didn’t have any snakes, did they?

| believe they had one or two snakes yes.

That could be it! | can see the camera staring at a dead snake
for half an hour for one of those interludes they’re so fond of!
Anyway now show me to our dressing rooms please ...

No. [ROBBIE turns, surprised] I'm sorry | don’t work here. 'm a
friend of Clive Lynn-Thomas, I’'m meeting him here.

So there are two of you now! Popping up to watch me perform.
[He looks across at her standing by the droppings.] You know |
never thought I'd meet a friend of Clive’s standing next to a pile
of dung.

You know Clive well?

| met him once — for a few minutes.

[Lightly] | see. Well, first impressions are pretty accurate when
talking about Clive. [She smiles.] But I'm not sure you really
know him yet.

HONKER enters, greeting ROBBIE.

There you are! Hello, I'm Harry Wallace. People, I'm afraid,
call me Honker ... so feel free ... [ROBBIE about to speak]
I's because | honk out all the time apparently, ‘marvellous,
marvellous, marvellous’. So ... [He gets down on his knees,
sweeping up dung.] It's marvellous to see you.

It’s ... interesting to be here.

The whole entourage enter. DREDGE, and the DANCING
GIRLS, all three dressed in fur coats, and their finest show
costumes. MABS is in a splendid coat, top hat and cane as if
for a wedding. DAPHNE is in her working clothes and holding a
large notebook.

We’re complete.

[HONKER turns and stares at the stunningly dressed group, the
women looking gorgeous.] What a wonderful sight!

We thought so ... [Showing off her costume, under her coat] we
made a real effort.

I's marvellous to see you. It's a feast ... for the eyes. Clearly. But
| just want to say, and | say this very reluctantly, and | realise
the stupidity of it all, but we can’t allow wireless costumes on
television. We’re not permitted to do that.

Silence

That'’s idiotic.

We can’t be seen like this?! We haven’t got anything else to
wear.

It doesn’t seem to me, to make total sense ...

But nobody has ever seen them when they dress up on the
radio! These girls have never been seen by anybody. They’re
totally unknown, completely fresh. You must make an exception.
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| know | know, it's senseless. But there’s trouble for me if | break
these regulations. It’s all to do with budgets and departments
and money — and other ludicrous things.

DREDGE and the other girls stare back at him.

[Very quiet] You mean there’s no possibility at all that we can be
seen?

HONKER s rushing off.

[To ROBBIE] | told you they probably couldn’t appear. | warned
you. You can be seen, because you’re being yourself.
[Startled] I'm being myself?

HONKER comes back with a small table.

But there are freedoms here. Other freedoms, | like to think.
Our show, ‘Trafalgar Square’, that's what we call it, has real
people. People we found in Trafalgar Square, normal people,
like the man who cleans Nelson’s Column. And a typical tourist,
a foreigner’s impression of London. [Breezily to ROBBIE] You've
seen the scripts? They’re simple, aren’t they. When you read the
interviews, look up every other sentence, up down, up down,
and look at the interviewee. You'll get the knack! Ready? [He
exits.]

[Taking scripts out of pocket, nervous laugh] Ought to be able to
do this, meeting everyday folk, good working-class boy like me.

DREDGE, MABS, the DANCING GIRLS and ISABEL move
towards exit.

We could have appeared as ourselves.
[Lightly] You will. Somewhere. And without the smell.

DAPHNE takes ROBBIE’s overcoat off and exits. HONKER
re-enters with two chairs.

Il soon be seven o’clock. Hang on tight. [He exits.]
The lights changing, focus on the small table and the camera.

At least | managed to bring my own musicians. [He does his
hand signals. Music starts. He moves to table, puts the scripts in
front of him. Stands for a second alone. To himself] Remember
you’re appearing as yourself ... [He sits facing us.]

[Voice from above, hushed.] Ten, marvellous, nine, marvellous,
eight, marvellous, seven six five, marvellous, four incredible,
three two terrific, one, marvellous. Zero. [His voice booms out as
ROBBIE prepares himself in front of us.] Ladies and gentlemen
we welcome you to the British Broadcasting television service,
broadcasting from Alexandra Palace, London, and it is our
pleasure to present ‘Trafalgar Square’.

[ROBBIE looks up.] Hello I'm ... [He hesitates for a second.] 'm
Robbie Penacourt ... and this is “Trafalgar Square’ ... [ROBBIE
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[From above] Oh dear — | forgot to warn him about his hand
signals.

[Does signal, music stops] And the first person we’re going to
meet this evening is Mr Robin Tucker who is the person that
cleans Nelson’s Column. [Pause, nobody enters, ROBBIE
glances around at the script.] | think he cleans Nelson himself,
the actual figure of Nelson, right at the top of the column.
[Nobody enters.]

[Off] Go on, go on, go on. We’re having a problem with Tucker.
Do the paragraph about where we are.

So ... while we’re waiting for Mr Tucker. [He shuffles papers.]
I’'m Robbie Penacourt ... I'm appearing tonight as myself. [He
does hand signal, low music, and finds the right page] Maybe
you'd like to picture where we are, we're in the great crumbling
Alexandra Palace, a vast old building of exhibition halls, high
above London. [He improvises.] And it's absolutely miles from
the centre!

[Off] Back on to script two ... we have the next person, script
two! Everything is back on track.

BERNARD enters, heads for the table and the pool of light.
ROBBIE holds up his hand very formally and stops BERNARD.
ROBBIE is shuffling his papers wildly. He stands up, starting
the music again with signals, and then beckons to the camera,
instinctively responding to the technology.

Bring the camera forward ... closer, closer ... point it at the
chair! [To audience] We’re having a moment’s Interlude now,
ladies and gentlemen ... THE CHAIR.

He walks up to BERNARD in the shadows. BERNARD is a
dark-haired, short, good-looking young man in his early twenties.

[Lowering his voice] Who are you?

I’'m the Baron Freiher von Brandis.

You'’re the typical tourist? ... | don’t think — | don’t think | can
find your script. For the interview. And it may not look good if we
share.

[Confident, unfazed] That’s all right, is it not? [He slips his script
in his pocket.] We could just try to talk.

Without a script? How would we? We wouldn’t know what’s going
to happen ... [He looks at BERNARD.] If we do ... what about?
About the city, this great English city that I'm in. That’s why I'm
here.

ROBBIE moves back to table and into light with BERNARD.
ROBBIE stops the music with signals, sits in chair.

This is the end of the interlude now. You’re watching ‘Trafalgar
Square’. And now we meet, this is the Baron Frei ... Frei —

The Baron Freiher von Brandis.

He is a tourist ... a foreign eye. [He looks at BERNARD, smiles]
and we’re trying to talk ... about ... London, the centre of this
country and the Empire ... [Suddenly] So was it much grubbier
than you expected, when you first saw it?
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what | think, it is a great warren, a city afraid to show itself, to
declare itself.

You mean it’s full of secrets? That’s right, you're right, Baron.
[To audience] In fact, in a few weeks, maybe here in ‘Trafalgar
Square’ there will be the secrets of London ... who knows, look
out for it! Right here on ‘Trafalgar Square’.

And I will tell you something else, and this is very interesting —
the day | arrived, just a few months ago, on a train coming from
the white cliffs of Dover, and I'm from Leipzig, a quite dark city at
the depth of winter, and it is night now, and I’'m looking out of the
window of my train, as we enter London — and | couldn’t believe
my eyes. The whole city is shining! | thought this is the most
amazingly bright, well-lit city I've ever seen. All of it is revealed.
Itis like day!

[Excited, moving in his seat, jumping in] | know what you're
going to say! | know what's coming! ... It was the night the
Crystal Palace burnt down, last year wasn’t it? When it lit up the
whole of London as it burnt. Wasn't it?!

Yes. Correct!

What an amazing night to arrive, in a foreign city! Your first night
fresh from Europe and you're greeted by that!

Yes, the sky was completely red.

It was, and you could see everything and everybody so brightly.
All the couples out walking arm in arm, or kissing in corners,
every nook was lit up! It was so un-English. [He starts the music
with a signal. To audience] | wish | could tell you some of the
things | saw that night ... saw people do ... things even | had
never seen before! [He lifts hand to make the music louder. He
cuts the music dead and the lights change.]

ROBBIE moves around stage incandescent. BERNARD stands.
HONKER and DAPHNE run on.

| have never, NEVER ever been so embarrassed ... in my whole
life. This is one of the worst moments. | cannot believe how
amateur this oultfit is. [He moves.] | make no apologies for being
a radio beast ... | will be monstrous. If | have to. That was a
disgrace.

[Trying to calm him] It wasn’t too bad, Robbie — honestly, you
survived ... it wasn’t that embarrassing.

It was a shambles ... no wonder television is a laughing stock.

It was a roller coaster. Heart-in-the-mouth stuff, | had no idea
what was going to come out next.

It was an outrage.

It was fine.

CLIVE is entering with ISABEL. He is calm, and elegantly
dressed.

So you are here!

Absolutely. | told you | would be. [He moves.] No, it was a shock
to hear something so unprepared ... probably the only time
that’s ever happened, either here or at Broadcasting House.
That may well be true. [DAPHNE makes notes in her large
ledger.]
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know why I’'m asking him!

Yes — it was like watching a traffic accident.

[Stops] What? | thought you said it was OK?

[Calmly continuing] In the sense that it's unrepeatable — that
element of surprise ... it just happened.

Unrepeatable — an unrepeatable accident. But worth seeing!

It had danger.

[Lightly] And what's more hardly anybody is watching so it
doesn’t matter what happens here. The rest of the world couldn’t
care a hoot.

Yes, sadly only two thousand people have televisions ...

Yes — that is what | am thinking. That is why | enjoyed it so much.

They all turn and look at him.

You were very good, Baron, very good indeed. | couldn’t have
done it without you.

Thank you. Yes | was thinking the following while it was
happening ... For one reason or another, because of charitable
work my family is concerned with in Germany, | have been
seeing a lot of refugees over there, aliens, you know how they
are followed and policed and checked up on. [He laughs.] |
was thinking — the only place | have felt | wasn’t being watched
recently, was just now on television! Yes! [He smiles.] A very
good sense of being free from prying eyes!

ROBBIE watches him, carefully intrigued.

The other significant feature of course is — there’s no record.
What happens here has already disappeared into the ether.
There’s nothing to say it ever took place.

Thank God for that!

Come on, everybody, let's go to the Dive! [To ROBBIE] That’s
where | put your entourage — it's our little hut, where we’re
allowed to drink. [He grins.] Which is marvellous! Come on, let’s
celebrate.

I’'m not sure that’s the word I'd use — celebrate the fact that
Robbie is still in one piece perhaps. [She exits.]

An excellent idea. [He follows.]

I will join you.

BERNARD stops. They look at each other.

Don’t run away. You were superb. [He turns back.] As for you two
... there’s something a bit sinister about you being here. What
are you up to?

What are we up to?

Yes. That's right ... Why are you studying me like this?
[Emollient] He has something to put to you —

[Rather grandly] Yes. | want you —

[Softening itf] He has a request —

| wantyou to —

He would like you —

[/gnoring this] | want you to come and work for me.

[Very startled] Work for you?!
That’s correct.
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Silence, ROBBIE staring at CLIVE

| don’t follow. I'm just a song and dance man.

Precisely. [Pause]

| don’t understand ... [Holds up hand and moves] No! | don’t
want to hear! I'm going to the Dive. Right now! Where | belong!

BLACKOUT

Scene 3
Broadcasting House.

A young man’s voice starts reading in the educated BBC tone,
but a little over-eager.

‘In the House of Commons this afternoon the Under Secretary
for Foreign Affairs was asked whether he had seen Herr Hitler's
recent assurances about the neutrality of Holland and Belgium.
Lord Cranbourne replied that he did not think that the position
resulting from Herr Hitler's statement a week ago was clear
enough for him to say anything on the matter.

We see the ASSISTANT, a young man in his twenties dressed
in similar suit to CLIVE, modelling his appearance on him. The
ASSISTANT s reading the news sitting on a chair, while CLIVE
moves around him listening.

[Looks up at Clive] Was that all right?

It was excellent ... but if you want to sound exactly like the
original, you need the slight reassurance in the voice — that
everything is all right in the world really, that these great matters
are in careful hands.

Oh yes of course, | should do that.

[Reassuring tones] ‘The meeting with Herr von Ribbentrop, the
German Ambassador, was merely routine ...” or those wonderful
words when the old King died ... ‘the King’s life is moving
peacefully towards its close ...’

‘The King’s life is moving peacefully towards its close ...’

Once more ‘the King’s life is moving peacefully towards its
close ..’

[More effortless gravitas] ‘The King’s life is moving peacefully
towards its close ...’ That’s nearer, isn’t it?

Yes, it was tinged with the tone, it was good.

ROBBIE enters.

Well, I'm here. Don’t ask me why.

| think the other six news items can wait.

[Jumping up] Absolutely, Mr Lynn-Thomas. | will go back to my
normal duties now. That was a very good observation, thank
you.

Yes, he’s good at observations!

I’'m sure Arnos will be impressed.

Arnos?
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Oh, | mean Mr Grove. You know everybody calls him Arnos
Grove, after the stop on the Piccadilly line, on the Underground.
[Embarrassed] Sorry, shouldn’t have mentioned that. (Very
respectfull Thank you again. [He exits.]

ROBBIE moving watrily, a little closer.

My assistant. They are selecting some standby newsreaders ...
in case of problems ... he’s having a go.

Will he have to dress up in the full garb, you know evening dress,
stiff collar, even for the audition?

Of course ... [Watching ROBBIE.] It's amazing, isn’t it — the way
this organisation behaves. It is only fifteen years old, and yet
it has become an instant cathedral of broadcasting, managed
to create all this sham venerability — so people have difficulty
remembering a time when it didn’t exist.

In reality it is so young, but in spirit —

I's never been young?!

Slight pause

Good.
[Grins] | get a ‘good’ ... [Moves] | got a ‘good’! I've survived the
first round.

CLIVE looks across at him.

At the start of any enterprise, between two comparative
strangers, this is really one of the most difficult moments — this
now ... isn’t it?

Absolutely, | agree.

When one doesn’t know each other’s tastes, opinions. [Slight
pause] If | was to say for instance Henry James is the most
compulsive story teller there has ever been, bar none, bar
absolute none. Dickens is sentimental claptrap, not fit for
grown-up consumption, and J.M.W. Turner couldn’t paint for
toffees ... [He turns.] What would be your reaction?

Silence

[Swallows] If you were to say that — I'd play for time definitely!
[He moves.] Obviously. [Looks at CLIVE] But eventually I'd say
— that remark you made, that was the most absolute complete
rubbish I've ever heard.

Right. | see. Good.

Another ‘good’ ...? Not quite such a big one.

Pause

[Fingering the records carefully] Did you get that recording of
my programme ... those records?

Yes.

Did you listen to them?

Yes.

Tell me absolutely frankly what you thought ... Holding back
nothing.
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| thought, without doubt ... it was the best programme that I'd
ever heard about Friesian cows.

CLIVE smiles.

Good. I'm glad you thought so.

If you don’t mind me asking — how much time did you spend on
it?

Oh, it was not too bad. About eight and a half months.

Eight and a half MONTHS! You’re not serious — in that time —
You’ve done a thousand medleys, | know. [He smiles.] The
programme should have been at least twice as long of course.
But it was an hour long already!

It would have been better at about two and a half hours. |
would have been able to include all the history. [Forcefully] And
listeners would have stayed with it. | assure you.

Well I would have stayed. [Grins] | think.

But you liked the form? The real farmers, going on location
as they say — the shape, beginning with the sound of a calf
being born, the dark, surprisingly prolonged section in the
slaughterhouse.

[Amused, but impressed] The form was good.

CLIVE moves with records over to where gramophone is built
into the wall.

Is that more of it there?

No, [He smiles.] something even more interesting. [He turns,
having put on record.] You know | said how little time all this has
been here.

The record starts, a woman’s voice talking softly. ‘I can’t
remember where it was, or when it was, but it went like this ...’
She begins to sing a ballad.

Yes. Why is this woman’s voice important? Who is she? Was
she here at the beginning? The very start of this place?

No. It doesn’t matter who she is — the fact is, she’s already dead.
This person here is singing to us, not from beyond the grave,
but while she’s in her grave. Until very recently we couldn’t hear
people’s voices after they were dead. Nothing remained. Their
sound, their voices, had gone for ever. And now, in this very
building — there is a whole room of the voices of the dead.
[Moves] | hadn’t thought of it like that.

We tend to forget how quickly we get used to ideas like that.
[He stops the record.] And now, with the Abdication of the King,
which the whole nation — apart from you — listened to. And with
the Coronation about to happen —

[Suddenly] This is an essay in power you're giving me? ... Isn’t
it! An essay in the power of the instrument — It’s an essay, with
demonstrations!

I’m not lecturing you, | hope.

No, no no. [Urgent] Tell me why I’'m here, Clive!

Pause
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I had a radical thought while doing the Friesians ... that project
was pure, of course. But —

Yes?

I had an unprecedented thought for the next project —

Yes?!

To use somebody from Entertainment, in a ‘Talk’. Somebody
who can sing and play many parts — to help both dramatise
and document the world we'’re living in. Instead of doing a
straightforward documentary or talk, we engage the listener
from an unexpected direction.

That is a startling thought!

CLIVE is about to continue.

Wait a moment, wait ...! [He moves, thinking] Entertainment
colliding with the world of Talks! Me in a documentary! That is
revolutionary! [He looks at CLIVE.] What is the subject?

I thought the subject would be English apples.

[Stunned] English apples? Why?

[Breezily] Evocative subject, moving from orchard to orchard,
there are some wonderful stories behind certain kinds of apples,
there’s the Egremont Russet, the Laxton’s Fortune, the Ellison’s
Orange. We take something seemingly simple and reveal its
mysterious history — [He stops.] Does the principle appeal to
you?

The principle certainly ... but —

The principle appeals. Good! It will need careful handling
through the bureaucracy here, of course. | will need to write a
very lengthy proposal document.

Maybe the subject matter ... we could discuss a little further?
Find an alternative ... ?

ARNOS enters. He is a man of about fifty, with a large blustery
manner, but flashes of beadiness coming through.

Clive, just dropping by ... nothing formal.

[Surprised] Mr Grove ...

[Quick nod in the direction of ROBBIE, then back to CLIVE] |
wanted to let you know — as soon as | heard — the paper, the
one | asked you to write about the Empire Service, well, the
Director-General is very pleased, very pleased indeed.
[Carefully watching ARNOS] That’s excellent news ...

‘Elegant’ and ‘incisive’ — those were some of the words being
used, | believe. You usually come up trumps, don’t you!

[Sharp smile] That’s very gratifying ... and all those reservations
you had, were those noted and discussed?

My reservations? ... [Blustery laugh] They can’t have been
very serious, can they — because they’'ve already slipped the
memory! Now — the Coronation. Got to help me out there, Clive
— what we broadcast surrounding the Coronation ... many
countries listening, got to be judged perfectly. New task, new
paper!

Fine. I'll start right away.

Splendid. [He moves over to radio in wall and switches it on.
Dance music pours out of it.] Just watch this — | want you to
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impression on everybody I've done it to so far. Are you listening
carefully? ... It may not work today, of course. [He slowly starts
twiddling the knob on radio.] So you move the dial — through all
those squeaks and bumps ... never know what they are ... we're
going into France now, we’re in France. [The same dance music
pours out.] You see ... and now we move the dial again — and
here we are, not sure where we go next, | think this is Belgium
... and what do we have? ... [Same dance music pouring ouft]
And then again with Germany ... and if we're lucky, if we'’re very
lucky — [A snatch of German talk comes out of radio. ARNOS
disappointed] No ... [A moment later, the same tune, but
different arrangement bursts out. ARNOS turns, triumphant.)
There! [Music playing] Isn’t that interesting? — the same music
everywhere! It's American of course, the tune —

It's called ‘Laughing in the Night’, [ARNOS turns.] the tune.

Yes. Is it? Who are you? | don’t think | know who you are.

I’'m sorry, | should have —

I’'m Robbie Penacourt ... [ARNOS /ooks blank.] Robbie
Penacourt ... from ‘Friday Night At Eight’.

Oh yes of course, of course.

And this is Arnold Grove.

Head of the Spoken Word. Pleased to meet you. Forgive me not
recognising you ... but this is a very unusual encounter for me,
somebody from the Entertainment Side.

Don’t worry about it. [Grins] I'm used to it.

[Staring at Robbie] I'm afraid I’'m usually out on Friday nights ...
Occasionally, | catch Inspector Bonnington, isn’t it? Yes. | think
that’s good value, not quite as good as Inspector Hornleigh on
Mondays, but you're right on his taill [Moving off] Keep at it,
keep it all going ...

[Suddenly] Can | ask you something?

ARNOS turns, surprised.

Yes. What is it?

If Mr Lynn-Thomas here — this is a revolutionary thought, Mr
Grove ... But if he was to ask me to perform in a talk, to help
dramatise that particular subject, either a historical matter
or something happening now, if | was to sing songs and play
people ... doing voices —

In the documentary — to help people understand the topic.

To engage them from another direction! Would that be
acceptable? In principle?

Silence

What a truly extraordinary notion.

It is, yes — but that doesn’t make it necessarily unwise.

It's so radical — it goes beyond the revolutionary.

That’s why it’s exciting.

[Moves] What would one call it? It's a very complicated idea for
the listener, they could get confused between what is proper
fact and what is entertainment.

Depends how one does it! But the principle is not ruled out? [He
smiles.] Is it?
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aspects ... and of course refer it to others as well. [To CLIVE]
Further discussion will follow ... [He exits.]

He didn’t rule it out!

No.

I hope you don’t mind ... that | did that.

It took me by surprise ... [He moves thoughtfully.] but it was an
excellent move.

| thought I'd cut through everything. Smack him with it, when he
was totally unprepared. You really don’t mind?

[Smiles] No. It was very bold. You grabbed the chance. | approve.

BLACKOUT
Scene 4

Nightclub. The Night Out.
Dance music playing, as in a fashionable nightclub.

ISABEL in a rich evening gown, sitting on a high stool, holding
a drink. ROBBIE sitting next to her a little distance between
them, on another high stool. He also has a drink and is a little
unsteady. He is in a dinner jacket, his bow tie askew.

| think he’s angry with me. | interfered when | shouldn’t have.
He doesn’t get angry easily...

Why do | mind? I've only just met this man — and already | seem
to want his approval. It's crazy! [He drinks.] | DON'T CARE [He
drinks.] He forces you to care what he thinks, doesn’t he ... he
even gave me a sort of cultural test — which | failed miserably! ...
And then | found myself worrying about it afterwards, all down
the street ... !

The Dickens versus Henry James test?

That’s the one.

He hates Henry James — [She smiles.] | expect you passed.
Really? He talked to me about apples as well.

Now that I've never heard him do.

And the funny thing is I'm from the country. | know all about
apples. He thinks I'm a factory worker originally, I'm sure he
does ... with machine oil coming out of my ears. Or a coal miner.
All intellectuals think like that — if they know you’re working class.
[Drinking] When in fact you were brought up in a field of
cabbages?

Nearly. Turnips. Near Swaffham, in Norfolk. My parents were
farm labourers. As a boy | ran up and down behind them as they
worked the fields. [Holds up hands] Horny hands of the soil.
[Warm, teasing smile] So you're a peasant really?

Yes. 'm a country boy who came to the big city ... [He turns
towards the music.] | hate this tune ... [He does one of his hand
signals, towards the musicians, self-mocking smile.]

You’re not on your show now — they’re beyond your control.

| have no influence now, away from my variety studio! [Staring
at ISABEL in her evening dress] And what about you? | know
nothing about you?

| thought you’d never ask!

[Grins] Been waiting for my chance. What's your relationship
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That’s not difficult. | love him.

Yes. Yes. | thought so. Are you going to get married?

Maybe ... who knows.

And do you do anything else? | have a feeling you work at
something.

| observe.

Yes, I'd noticed that! | do too — when | remember.

No, | observe professionally. When the King abdicated, various
people got very interested in the reaction of the masses, in
‘primitive reactions’ as they were called. In measuring them
scientifically.

Primitive reactions — | know all about those!

Yes — so they recruited people to conduct surveys, into what the
masses were really thinking — by sitting in pubs, standing in bus
queues, being amongst them at the races. Mass observation.
Noting everything down they saw and heard. [She smiles.] | do
that.

Wait a minute — you're studying the masses by sitting in pubs,
and listening to what they’re saying as they play darts?!

| write down what | see.

And then you draw conclusions! From what's happened in this
one pub?! Those are their typical primitive reactions to such and
such a subject? You can’t be serious.

| just collect evidence, | don’t interpret it. [Smiles] Not yet
anyway.

But / might walk into this pub ... and sing a burst of one of my
medleys. Tell some jokes. What would that signify?

[Laughs] No, you wouldn’t be a very good subject ... No.

Why not?

Because you make these ... these rather surprising leaps of
thought ... between subjects.

How do you know that isn’t typical? | may be a perfect example of
a farm labourer’s son ... [He drinks.] The whole thing’s rubbish —
I's not rubbish to try to work out for the first time what the mass
of people are thinking, rather than just guessing — or not caring.
And all the time you’re doing this, you have to blend in — don’t
you? In each pub, each bus stop ... [Staring at her in her
splendid dress and her posh manner] That must be a little
difficult for you.

CLIVE enters with a drink, he is also in evening dress.

No, she’s very good at that ... she has chameleon-like qualities
[Touching her briefly] — haven’t you — that come as a real
surprise.

There you are ... [She smiles.] Tell Mr Penacourt what | do isn’t
rubbish.

It certainly is not ...

[To ROBBIE] He’s using it for his work too.

Yes ... she feeds me little pieces from time to time ... when
she picks up something relevant ... And they’re surprisingly
interested in it at Broadcasting House.

Before, they had absolutely no idea what their listeners thought
of their programmes — the mass of the audience — the ones who
would never dream of writing letters.
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[Grins, to ISABEL] So you become one of the masses?! [He
mimics in cartoon cockney] ‘Cor blimey, luverly weather we’re
‘aving, aren’t we, darling!” [To ISABEL] Come on, do it for me ...
I'd love to see you blendingin ...

No, no it’s not like that ... | just give off the right aura. [ROBBIE
smiles.] No, | huddle, or bend my head, dress right, | don’t need
to talk. [The music changes and she gets up.] Do you want to
dance? Clive doesn’t dance.

No. | just dance professionally. [He drinks some more, looking at
them both.] But | feel I'm being recruited for something. You are
spies, the two of you! And you have targeted me ... we should
be on a night train, going somewhere, with the blinds drawn! —
shouldn’t we!

Of course | have recruited you, [He smiles.] it goes without
saying.

[Facing them] The thing is | don’t think it can possibly be just
English apples, it's not just apples.

We’ll do the apples first, nice and simple —

No. I'm not that big a fool ... there is something else. You're
such a pure practitioner ... eight months on Friesian cows! —
Using somebody like me ... it must be because you can’t do
whatever it is you want to do any other way. [He gets up.] Oh,
let it be more, Clive ... | want it to be more... [He moves to the
music, dancing with ISABEL, but not holding her close.] I'm not
dancing ... not in front of him ... this isn’t dancing. Let it be about
America — because | know America well. Never been there but
| think about America all the time ... let it be about America,
Clive! You've been there lots, haven’t you?

Yes ... | have paid fairly frequent visits. In fact, | wrote one of
my first reports there on the harmful effects of advertising on
broadcasting.

| can see you striding around New York, lecturing the Americans!
Telling them ‘you’re too commercial’! [He turns.] What is our real
mission, Clive?

How much have you been following, week by week, what’s going
on in Europe?

Oh no — please. Not that ...! [He moves.] First apples, now this!
Answer my question — how much have you been following?
Well, | open a newspaper from time to time ... and occasionally
| glance at the bits about abroad.

That’s more than most do.

And anyway Herr Hitler is too easy to do, everybody can do him.
Admittedly he is not portrayed on the wireless — but you just
have to click your heels and scream. [Grins] No challenge for
somebody with instinctive structure!

Music playing

And tell me — what about what’s happening to the Jews there?
In Germany?

[Puzzled where this is leading] The Jews? Well, there are some
restrictions, aren’t there, temporary things going on ... because
of the rebuilding of Germany.

Pause
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So —this is our project. We will follow a day in the life of a Jewish
man, a real day, a real man, though his name is changed. This
is who you will be, Robbie. He is middle class, respectable, a
lawyer, once a pillar of the community, who has also written some
rather beautiful songs. We will follow him during a ‘normal day’
and see how many normal things he is prevented from doing,
how many things we accept as our right have been taken away
from him. And at the end of the day he is arrested. His liberty is
taken away. You will portray this man and sing his songs.

[Very disappointed] No, Clive, no — that’s absolutely out! Nobody
will listen to something like that for a start —

They will. This is how to make them listen ...

They want to forget about any difficulties out there! And /
don’t want to be involved in politics either. I'm not allowed to
associate myself with that. | knew this would start to happen,
the spinning of a left wing web, communism, you’ll have me
fighting in Spain soon, and not just on the radio!

Neither of us are communists, Robbie, that isn’t the issue.

[To ROBBIE] Stop jumping to conclusions —

You're the one who’s jumping to conclusions ... We don'’t really
know what'’s going on in Germany, do we? We don’t! And all their
attitudes are different there, anyway, and we can’t tellthem what
to do, can we?! It's not for us to lecture them ... And we certainly
don’t want to annoy them — ... the whole idea is preposterous.
You’re contradicting yourself, Robbie — you wanted the project to
be much much more than apples, and now you’re running away
from it.

Oh, I am, am I! 'm sorry I've had about all | can take from you, |
have been patronised from the first moment — informed | do my
work by accident, despite myself! I'm encouraged to make a fool
of myself on that television experiment, because you're interested.
That was worth it, wasn't it, Robbie?

[Looking at both of them] Everything is so clear to you two, isn’t
it?! — So blindingly obvious ... with your surveys, and all the time
you have to spare on just one topic ... Well, / don’t have that
time, and | DON'T CARE IF | DISAPPOINT.

But | do.

What does that mean — that's meaningless ... You care if |
disappoint you — that's A LIE. I'm just a crude entertainer, a
compere, who sings a bit and dances a bit, and has everything
written for him. That's me ...! And he doesn’t care. And now I'm
off. The useful clown, that you found, that you picked for your
own purposes, is scampering off — to the rest of his life! Which is
looking pretty good at the moment ... Pretty bloody good!

BLACKOUT
Scene 5
The Walk to the Station.
The sound of taxis and distant train doors slamming, as if from
a mainline railway station. During this scene the sound of trains

and whistles growing gradually louder and louder, until they
completely surround us.

925

930

935

940

945

950

955

960

965

970

Need a home tutor? Visit smiletutor.sg

0411/11/T/EXIM/J/16



ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

ROBBIE:

ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

ROBBIE:

BERNARD:

© UCLES 2016

25

You really have to go?

Yes. | must go. | have to go back — my life is there.

Yes, | know. [He moves.] In these last few minutes, Bernard —
you must tell me what to do about Clive. [Mimics] Clive Lynn-
Thomas. | can’t get rid of him, he is pushing and pushing at me
... attacking my confidence all the time. But there’s something
so challenging about him as well. And he has such different
values, he doesn’t care about my show, what stars are on it
... [Suddenly] Which reminds me, | haven’t heard if the Silver
Minstrels are going to be on on Friday...

[With feeling] To hell with the Silver Minstrels!

You're right. Here you are, going in a few minutes, and I’'m talking
about the Silver Minstrels!

Pause for a second; as ROBBIE /ooks at BERNARD, the sound
of the trains and the platform whistles become louder.

This is a shocking time to ask such a question ... but it is the
sort of thing you often can only ask when somebody is about to
leave. Not that I've ever asked a question like this before —
What is it, Robbie?

The Baron Freiher von Brandis ... it’s such a fantastic name ...
It's like something from the book, The Prisoner of Zenda ... |
know.

Is it your real name? Are you the Baron Freiher von Brandis?
No. I'd like to say it's half my real name ... but it isn’t. When |
arrived at Woburn House, you know, where most aliens report in
London, so many people were passing themselves off to each
other with titles and funny names, | did so too. It's very useful for
getting invited to parties, all sorts of things.

You’re Jewish, aren’t you?

Yes. [Smiles] That’s correct.

| thought so ... | knew it. [He looks at BERNARD.] It's awful to
ask this now too —

Better to ask it, than to think about it after I've gone.

How difficult are things for Jewish people, in Germany now?
There are problems, of course there are. It isn’t good. | find it a
difficult question to answer in this country. Because a few people
ask you ... and you start to tell them — and you quickly realise
they really don’t want to know ... perhaps only half a sentence
at the most ...

Yes, | know. | suppose I'm like that ...

| tell you — | went to a very grand wedding in Buckinghamshire,
with lots of people with names like Farquhar-Buzzard and
Babbington-Semple, being a Baron was really useful, as you
can imagine — ‘You must know the von Stauffenbergs?’ people
kept asking me... .

| wish I'd been there. [He mimics in a foolish upper-class voice.]
As you passed yourself off as a Baron to the Mallenby-Deeleys
— Erskine-Mars.

Yes, you would have been very interested. There was an ltalian
waiter who shouted at all these upper-class guests [He mimics
an ltalian accent] “You're taking the wrong plate! Stop it at
once! Stupido! I'm telling you get in the queue and wait for your
strawberries. They were terrified of him! | wanted to support
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I love the idea.

You were on the wireless, yes, [ROBBIE turns.] the night before,
| was staying in this big house and they switched on the wireless
and there you were.

| was! That’s a wonderful picture! All of them listening to me ...
But they switched you off — and went out.

[Loud] | really must get off Friday nights! Everybody goes out ...!
If | was on Monday nights, I'd be coming out of every window, in
every street.

Loud, piercing platform whistles

I’'m sorry — I'm being incredibly self-centred ... absorbed in my
show.

Another loud whistle
So — this is goodbye then. [He goes.]

Goodbye ... [As the whistles blow, ROBBIE calls powerfully.] Be
carefull Take care of yourself!

BLACKOUT

Scene 6
Broadcasting House.

Clock ticking, after the shrill sound of the whistles. ASSISTANT
and CLIVE together above the main set.

[Very nervous] ‘This is the National Programme, copyright
reserved ..." Just clearing my throat.

It will be all right, just a few slow deep breaths.

| can’t believe this has happened already, I've only just got
the standby job, and now here | am ... and all those people
listening ...

They just hear the news, they don’t see a face. That reassuring
voice is what matters, be careful not to get too involved, that’s
all, too urgent — they don’t want any immediacy. You’re going
into their living-rooms, they may even be eating ... they’re used
to the news being something far away.

That’s right. | know ... you think | can do it?

Of course you can.

| will always be grateful for this, Mr Lynn-Thomas. | shan’t forget it.

Red light flicks on, above the main stage. ASSISTANT now
alone, starts reading the news in perfect young BBC voice.

‘This is the National Programme, copyright reserved. Here is
the news summary and sports bulletins. They are followed by
‘Friday Night at Eight’, and then you will hear some stories of
adventures at sea and on land. [Pause] Important changes
in the German Cabinet are announced tonight, they affect
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On stage MABS, DREDGE and the DANCING GIRLS stand
waiting. DAPHNE and ROBBIE close to each other downstage.

Promise me you are not upset.

Why should | be upset?

Because | talked to him, | discussed things with him, without
you present.

Why shouldn’t you discuss things with him? He is a very rude
man — but he’s also highly intelligent and interesting.

There’s no question of me working with him ... spending days
and days with him.

Well, | guessed you might feel like that.

And there’s absolutely no question of me ever discussing things
with him again — without you being there.

That’s good. That’s reassuring.

We’re a partnership. You are the structure of my whole life.
[Holding her, warm smile] Aren’t you, Daphne?! ... A partnership
made in broadcasting heaven.

[Warm laugh] Speak for yourselfl But 'm glad there will be
no secrets between us. Nothing going on behind my back ...
Everything involving us will be completely honest ... ?

No secrets, ever. | swear —

MILLY comes running on.

Enough chatting, forty-five seconds everybody! [She exits.]
[Indicating DREDGE and the DANCING GIRLS] Don’t they look
beautiful?
We always look beautiful! Fat lot of good it does.
[Grins] People can sense it, I'm sure, they can feel you breathing,
you exude through the air.
[Studying his script] Inspector Bonnington is going to Windsor
Great Park today ... to solve the Gravel Path murder. And
Sergeant Ostler goes fishing ... [He mimics Bonnington.]
‘Windsor Great Park, not an area | know particularly well ... why
can’t the local chaps see to it, Ostler?’ [To ROBBIE] | catch two
brown trout — and have to cook them for you! ... And you are
jolly polite to a duke ...
[Reading the news above them] ‘In an important speech in the
Czechoslovak Parliament today, the Prime Minister Hodza refers
to Herr Hitler's speech and to that of Field Marshall Goering ...
[Looking up from her script] So it's Amsterdam today. And my
tulip song!
[Listening to the news] His protégé is reading the news, and I'm
going to be talking to Milly about tulips!
[ Twittering on] I've had an approach, | have to tell you, from
‘Monday Night at Eight’. You wouldn’t mind me going on there,
would you? Of course it's a great honour to be on your show,
but they have a hook up to America once every six months
. if it was one of those shows, | couldn’t turn it down — not
broadcasting to America!
You must accept, Milly, of course. [To himself, wistfully] A hook
up to America ...

The red light goes on, the music intro starts.
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[Suddenly] What if we tear up this tulip chatter, and talk about
something completely different, Milly, just see what happens.
Where the mood takes us?

Don’t play jokes like that, Robbie, please.

The other red light flicks on.

[Sings] It's ‘Friday Night at Eight’, and these are the delights we
have in store. Milly Dews is here again.

[Reading] Hello, everyone. Hello, I'm back again from my travels.
[Improvising] Could be the last time, folks, Milly is here!

MILLY looks startled.

[Back on script] You've been to Amsterdam among the canals
and the tulips?

[Reading] Well, Robbie, | was singing, if not in the tulips, then
about the tulips. Red, red tulips. [She bursts into a couple of
lines of the tulip song.] That’s just one of the songs | brought
back — for all of you — from old Amsterdam!

BLACKOUT

MILLY continues to sing the tulip song during the scene change.
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2
STIMULI

Choose one of the following three stimuli and devise a piece of drama based on it. You should work in
groups of between two and six performers. Your piece should last approximately 15 minutes.

In the Written examination, you will be asked questions about your piece that will cover both practical
and theoretical issues.

Stimulus 1

Quotation: ‘Some rise by sin, and some by virtue fall
From William Shakespeare’s Measure for Measure [Act 2, Scene 1]

Stimulus 2
Poem: On Aging by Maya Angelou

When you see me sitting quietly,
Like a sack left on the shelf,

Don’t think | need your chattering.
I’'m listening to myself.

Hold! Stop! Don’t pity me!

Hold! Stop your sympathy!
Understanding if you got it,
Otherwise I'll do without it!

When my bones are stiff and aching,
And my feet won’t climb the stair,

| will only ask one favor:

Don’t bring me no rocking chair.

When you see me walking, stumbling,
Don’t study and get it wrong.

‘Cause tired don’t mean lazy

And every goodbye ain’t gone.

I’m the same person | was back then,
A little less hair, a little less chin,

A lot less lungs and much less wind.
But ain’t I lucky | can still breathe in.
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Stimulus 3

Photograph: Rome, 1958 by Carlo Bavagnoli
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4
EXTRACT

Taken from City Sugar, by Stephen Poliakoff
These notes are intended to help you understand the context of the drama.

This version of Stephen Poliakoff’s play City Sugar was first performed in 1976. The action takes place
in three locations: a radio studio at ‘Leicester Sound’ (a fictional local commercial radio station); at
the frozen foods counter of a supermarket called Lipton’s; and in Nicola’s bedroom. Leicester is an
industrial city in the English Midlands, two hours’ travel from London.

The central character is Leonard Brazil, a small-town disc-jockey (DJ) with big aspirations. However, he
is increasingly disillusioned with his job of trying to create an artificial world of glamour and excitement
for his young — and mainly female — audience.

The play is in two Acts. The extract consists of a shortened version of Act 1.

Playwright’s note

It is important that Leonard’s style as a disc-jockey is not too transatlantic, but his own special blend
of relaxed charm, sudden fluent bursts of energy, and barbed comment. He is totally in control of his
medium, and his actions round his desk and controls should suggest a master disc-jockey.

The tension inside him which explodes later in the extract should build up gradually, both on and off
the microphone — his considerable charm in the first scene, both to his audience and to Rex, getting
progressively more and more sour, until eventually it becomes savage.

However, he never allows himself to over-step the mark completely when he is on the air, even in his
huge speeches at the end of the first Act.

Characters

Leonard Brazil A disc-jockey at Leicester Sound. In his mid to late thirties,
extremely polished appearance, but dresses stylishly rather than
ultra-fashionably. Considerable natural charm, even when being
aggressive.

Rex 21 years old, a mixture of eager awkwardness and cockiness. He
has a likeable naive manner.

Nicola Davies 16 years old. Totally flat voice, but a very determined manner
underneath the quiet, completely blank exterior.

Susan 16 years old, extremely volatile.

John A small shiny man, in his late fifties, totally accepting manner; tidy,
neat, completely dedicated to his job.

Mick 17 years old, shy, overjoyed to be working where he is.

Angela Caller to Leonard Brazil’s radio show.

Rita Caller to Leonard Brazil’s radio show.

Jim Caller to Leonard Brazil’s radio show.

Ross Member of pop group.

Fat Man’s voice Supermarket security man.
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ACT 1

Scene 1

The studio at Leicester Sound. LEONARD BRAZIL is sitting
at the record desk. REX is in the engineer's box. A pop
record fades over a blackout.

[Into the microphone] Welcome back to the LB show ...
LB — the two most important initials in the country. LB on
five hundred and fifty waves — that’'s a lot of water. [Loud]
Five hundred and fifty medium waves! [Smiles] Sorry.
‘You can do better than that, Brazil. ‘Yes Boss. In a few
minutes we have something for you, something special.
[Beginning to open letters on the turn-table desk] | have
a few letters in front of me — I've been struggling to open.
| have one from Mrs Lee, Mrs D. Lee, saying that did |
know there was now an excellent restaurant in this fine city
of ours, and its name is The Aubergine. And now, the
lovely, the scintillating, the mind-expanding Lynsey De Paul.
[Over the beginning of the record, which he has switched
on] Nobody need fear — Lynsey De Paul is here ... [He turns
a switch, after a few bars so that the music now plays
silently while the record goes round; he drops his pen onto
the desk, pause] That was terrible. [He flicks the intercom
to speak to REX in the box.] That was a real stinker.
A loosener — and a very loose loosener at that. [Pause, he
continues to the intercom] Come in here ... [Pause, louder
into the intercom] Get yourself in here, right now!

REX enters behind him.

I’'m here.

That’s better.

I've brought a drink.

How kind ... [Slight smile] Trying to placate me are you? ...
What is it?

Lime juice; it’s a free sample of one of the commercials we're
carrying this week.

It looks like a congealed shampoo. [He puts it to one side.
Suddenly staring at REX; loud] Now, why haven’t you filled
these up?

| was going to.

Going to! Everybody keeps on telling me how efficient you are,
how fortunate | am to have you. | have yet to notice. Go and do
these now. [LEONARD hands REX sheets of record titles to
be filled in.] 1 warn you, it's a particularly grisly lot. [Smiles]
| seem to have played pap for an entire week — might as well
have stuck the stylus into cotton wool. [REX moves slightly]
And why hasn’t my mail been checked ...

[Embarrassed] Sorry, | ... By the way — I've left an item there
— [He indicates the desk.] —you might like.

You have, have you? Worse and worse, Rex ... You're having
a good day, aren’t you? [Smiles] | don’t like suggestions very
much, you should know that by now.

Yeah but | thought — you could ... | wanted ...

No! [He turns suddenly to the microphone, turns on the
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was Miss De Paul. 'm now struggling with another letter
on pink paper — it's from Mrs Joan Parsons saying ‘Dear
Leonard, Is it true or false that you were a teacher in another
life?” Well, now, | don’t know about another life, Joan, but |
was in this one, yes. | trained as a teacher as it happens,
before | slipped into the record business, and when all that
went up in a puff of smoke, | slipped back into the classroom,
until of course | heard the call of Leicester Sound. | thought
that everybody knew that, Joan. [Smiles] A joke. And a note
here from a theatre group calling itself the Gracious Players,
saying, could | give a free plug to their production of the late
Dame Agatha Christie’s Towards Zero on Saturday at the
Town Hall, Hinckley, which seats one thousand five hundred
people. No wonder they wanted their free mention. And I'm
now being handed by the ever-dependable Rex, a piece of
paper on which is written ‘DON'T FORGET’. And if you don’t
know what that means, | do, and I’ll tell you in a moment, for
we have a real thriller coming up; but to change the subject
— [Putting on a record] — | have lost some weight. In fact
I've lost so much weight, I'm floating out of my seat, floating
round the studio. [Normal] While our friend Rex is gaining
all the time, I'm afraid, he’s approaching sixteen stone now,
can hardly fit into his box. Enough of this gibberish. ‘DON’T
FORGET means competition time. We have a stunner for
you in a moment ... till then, let’s flash back into the dim,
distant past of last week. [He switches on a record; ‘It's
Gonna Sell A Million’; and turns the sound off after a couple
of bars.] That was better — that was very slightly better.

He gets up and walks.

[Entering] Why do you keep on doing this?

Doing what?

You know ...

Putting weight on you, you mean — making you an obese
lump. It's my rather dismal little joke.

| thought ... you were the one for the truth over the air.

| allow myself this one slight distortion.

But people will discover, won’t they?

No they won’t, nobody’s ever going to publish a picture of
you, are they?

Yes. [Pause] The local press might.

[Smiling] Not with shares in this station they won't. In fact
a total wall of silence could be preserved about your real
size for evermore. In fact, if | wanted, | could pump you up
steadily to twenty-five stone and then burst you. [Pause]
Sorry. [Smiles] Don’t worry, | do it to everyone that works for
me.

So I've heard.

So there’s no need to look injured. You're not, yet.

[Moves to go, slight smile] By the way, I've got Capital Radio
from London on the line.

[Without looking up] You'll have to be more convincing than
that. Been listening to jabber and gossip, have you?

| suppose so, yes.

Well, don’t.

[Watching him] Everybody knows anyway. Are they going to
make an offer then?
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It's just possible. Everything’s possible. | shouldn’t bank on it.
For the afternoon show ... [Smiles] They’ll be sending spies
up here. They’ll be sitting in pubs with transistor radios and
earplugs, listening away. You'll have to give them the whole
works.

[Looking up] Will 1?7 Get it readly.

Itis ready. | —

[Cutting REX off, he swings round to the microphone and
switches on the monitor speakers, fading down the end of
the record.] And now, a special competition. You heard me
— a mind-tingling competition. And by my side is the ever-
dependable Rex, sweating slightly, what have we got as a
prize, Rex?

[Nervous, standing by the microphone and speaking into it,
putting on an almost BBC voice] We have their latest LP —
the Yellow Jacks’ latest!

[Brash voice] Tell us the title, Rex — please tell us the title.
‘High Up There’.

That’s a fine title — is it a fine record?

It's very exciting Leonard, it really is ...

[To the listeners] And you can have it a whole two or three
weeks before it’s in the shops, be one of the very first people
in the whole country to have it. And what is Rex going to
make us do? ... Well, | think he’s been fiddling with his audio
tapes.

| have indeed —

And what have you done with your tapes?

I've slowed them down — rather a lot.

[Loud] Tell me Rex, what effect does this have on the
listener?

What?

[Very fast] What effect does this have on the listener?

What ... well it ... [REX dries completely, stands helpless]
l...

LEONARD presses the button: a tape of the Leicester Sound
jingle cuts off REX’s floundering.

Enough of this gibberish. [Normal voice] OK, sweets — this
is it. Rex is going to play one of the songs in the Top Eleven,
and it has been slo-0-0-0-owed do-0-0-own, so it sounds a
little different. And you’re going to give us the singer and the
song aren’t you ... Double five three zero four is the number
to ring ... that’s right. [Humphrey Bogart voice] Play it again,
Rex.

REX back in his box, switches on a tape of ‘The Proud One’
by the Osmonds at half speed.

[After a few bars, LEONARD reduces the volume on the
monitor speakers and talks into the intercom to REX; off the
air] Sounds a little more exciting like this doesn'’t it. | shall
always play it like this in future. [Suddenly loud] All records
will be played at quarter speed and we’ll talk that slowly too.
REX has come out of the box.
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I’'m ... sorry about messing things up, | didn’t mean to ...

Of course you didn’t —

You took me by surprise, | didn’t think ... I'm sorry, | won’t do
it again.

No of course you won’t. You won'’t get another chance to.
Now get back into your box where you belong. [He returns to
the microphone and switches it to go live again. Loud] Rex —
what have you done to my favourite song? OK, sweets, who
can be the first caller? — race to your phones, dial furiously
... I'm touching the first prize now — all fourteen tracks of it ...
we’re handling the two of them with rubber gloves up here —
and we’re keeping them in an incubator at night, in case we
can hatch a third. Seriously now — [He’s put his headphones
on.] —we have a caller; and the first caller is ...

[On the telephone, amplified through the monitors] Hello?
Hello ...

[Softly] Hello there ... what’s your name, love?

Angela ...

Lovely. Have we ever talked before?

No, never —

Fine. You at home Angela?

Yeah — I'm at home.

Good — well, let’s go straight into it Angela, into the unknown
... [Signalling to REX, who switches on the slowed-down
tape again, in the background] Who do you think the noise
is, this slo-0-ow noise?

Is it — “The Proud One’ by the Osmonds?

Angela, you're r-r-r-0-0-0-0-ight! Well done! [REX speeds up
the record to the right speed and plays a few bars. LEONARD
signals to REX and the volume is reduced.] There we
go — clever girl. 'm dropping your prize into Rex’s hand, to
be wiped spotless, and posted, jet-propelled towards you
Angela. Bye, love. Let’s have the next one Rex. [REX plays
a slowed-down version of ‘I Can’t Give You Anything But My
Love’ by the Stylistics. LEONARD gets up again.]

[Staring at LEONARD] | really like it, you know — [Slight
smile] — if I'm allowed to say so, how you always touch
something when you'’re talking about it, even if it's the wrong
record, like just now.

Yes. | like that too. It's the actor in me. It's what makes it
reasonably good. [Staring round the studio] Where is the
nauseating object anyway? [He sees the Yellow Jacks LP and
picks it up.] Have you read the back, with Ross — [American
voice] — the lead singer speaking his mind. [Normal voice]
Take an example at random — ‘Ross numbers among his
favourite things: walnut ice-cream, honeysuckle, genuine
people, starfish, and sunburnt bare feet. [Loud] You realise
we’re going to have to play the utterances of this imbecile all
this week. [He switches on the microphone suddenly.] Hello
— what’s your name please?

Rita.

You listen often? —

Yes ... yes | do.

160

165

170

175

180

185

190

195

200

205

210

Need a home tutor? Visit smiletutor.sg

0411/12/T/PRE/M/J/16



LEONARD:

RITA:
LEONARD:
RITA:
LEONARD:
RITA:
LEONARD:

NICOLA’S VOICE:

LEONARD:
NICOLA:
LEONARD:
NICOLA:
LEONARD:

NICOLA:
LEONARD:

NICOLA:
LEONARD:
NICOLA:

LEONARD:

NICOLA:
LEONARD:

NICOLA:
LEONARD:

NICOLA:
LEONARD:

NICOLA:
LEONARD:

NICOLA:
LEONARD:

© UCLES 2016

9

[Smiles, soft] Good, that’s how it should be. Let’s go straight
into it then love, into the nitty gritty — who do you think it is?

| think it's — [She gives the wrong title.]

Well, Rita, you're wrong, I'm afraid.

No 'm not ... am 1?

I’'m afraid so.

You sure? ... [Louder] | was certain. You —

[Cutting her off] ’'m sorry love, you're wrong; keep listening
though, for a very important reason ... bye for now. [TV
chat-show host voice] And let’s go straight in to the next
contestant! Coming up to Big John with the news at three
o’clock. One down, one LP to go — round, crisp and shiny.
What's your name please?

[Extremely flat, unemotional] Hello.

A little louder please — what’s your name?

[Very quiet] Nicola Davies.

A little louder.

[Loud] Nicola Davies.

Nicola Davies. That's very formal. Are you at home, Nicola
Davies?

Yes.

A little louder — you’ve got a very nice voice, Nicola. So, to
win this LP, that Rex is just slipping into its beautiful see-
through sleeve — who is it, Nicola?

It's the Stylistics and — [She gives the wrong title]

I’m afraid, Nicola ...

[Correcting herself] No, it's ‘1 Can’t Give You Anything But
My Love’.

Well Nicola — I'm afraid your first answer is the only one |
can accept ...

Oh ...

But you were very close — and so, as you’ve given us all your
name, Nicola Davies — I'm going, actually, to give it to you.
Oh good — thank you.

Just for you, Nicola Davies, but on one condition — and that
is —

[Nervous] What is that?

You listen for just one more moment, because | have
something rather extraordinary to announce to everyone ...
I’m going to be running many competitions this week — but
one of them is different — for, to tie in with the great Yellow
Jacks’ concert here in this city on Saturday we’re running
THE COMPETITION OF THE CENTURY ... and the prize
is actually meeting one of the boys. How do you like that,
Nicola Davies?

Yes ... what do you do?

And not only that — the winner will ride to London, after the
concert, in their car, sitting with them, and what is more they
will then spend four whole days in London, the capital of this
fine country, at the expense of Leicester Sound. That's OK,
isn’t it? — Nicola?

Yes ... what do —

[Cutting her off] So everybody tune in tomorrow, for the
first stage — you too Nicola — [His voice quieter, smiles] —
you never know — what your luck might be — we might even
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10

speak again. [He puts down the phone and drops his pen
onto the desk, quiet pause]
We’re off.

BLACKOUT

Scene 2

In the blackout: a radio commercial.

SHARP TRANSATLANTIC VOICE: We are going DOWN! DOWN! DOWN! Yes,

SONG:

SUSAN’S VOICE:

SUSAN:

NICOLA:

SUSAN:

NICOLA:

SUSAN:

NICOLA:

SUSAN:

NICOLA:
SUSAN:
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everything’s down at Lipton’s. Shop at Lipton’s where eggs
are down — [Echo effect] — DOWN! DOWN! Bacon is down
and what’s not down’s not up.

LIPTON’'S MAKES THE GOING EASY, LIPTON'S MAKES
THE GOING GREAT!

As the song continues, there is a sudden explosion of white
light. Stage lights come up to show supermarket scene.

The music of the commercial breaks into pop music, playing
in the background. NICOLA is standing by the fridge, staring
ahead, pale-faced.

[Off-stage] Nicola?

NICOLA doesn’t react. SUSAN enters and stands at a
distance from NICOLA.

Nicola? Here ...

NICOLA glances up. Suddenly SUSAN crosses over to the
fridge, very sharply.

[Surprised, nervous] You shouldn’t have come over. You
know youre meant to stick to your own counter. [Sharp]
You'll be seen any moment, you know.

| won’t. [She feels her tunic.] I'm tired after that rush, and it’ll
soon be starting again. [Pulling at her tunic] | get so hot in
this all over. What’s that — let’s see that ...

Nothing.

[Making a grab for it] What you got a postcard for, with
nothing on it?

Stop it! You'll get it wet. [She puts the postcard back.] Look,
if I'm seen talking to you, by the camera — [ They both glance
up.] — we’ll both get it, won’t we? You just have to make a
wrong move, and he’ll see you, won’t he?

Don’t worry, I'm watching out. [She smiles.] It's coming
now. [SUSAN ducks.] You know what happened yesterday?
Something exciting. What do you think — a cat got in here,
it did. Just after you'd gone. Came through the stacks of
cheese crackers up there, suddenly there it was. In here!
You know, spitting and everything. Made a change. Didn’t
last long — you missed it!

Yes.

[Loud] | wonder if anything else will get in here soon.

270

275

280

285

290

295

300

305

310

Need a home tutor? Visit smiletutor.sg

0411/12/T/PRE/M/J/16



11

LEONARD BRAZILS VOICE: [Suddenly piping up] That was — [Title of record]
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Don’t fear, Leonard Brazil is here. Hello there, wherever you
are, whatever you'’re doing, and a special hello to you. [As if
to all the girls, but strangely personal] Yes, you down there,
I’'m saying hello to you.

He’s quite loud today.

Yes, he is.

[Running on] I've got a lot of goodies coming up, and no bad
‘'uns. Every sound is freshly picked up here, ‘specially for
you, that’s why they’re so ripe and full of flavour. Juicy! You
don’t believe me, well, it’s true.

The music begins.

He’s talking a lot today, isn’t he?

Very soon that special something | promised, Stage One ...

Yes.

Until then, let’s move on to the year 2000 and maybe we’ll
be listening to this. [He plays ‘Long Haired Lover From
Liverpool’.]

[Looking into the fridge] 'm so hungry, aren’t you? Can'’t
stop feeling hungry ...

Careful, what you're doing. He'll kill us if he sees.

[Her hand inside the fridge] It's horrible inside here. We
could fuse this fridge, you know — just have to get the right
thing. [She pulls at something inside the fridge.] Once saw it
happen, all the food melts slowly, goes soggy and bad, and
it all floats in a big kind of mush, you can pour the whole lot
out like a lot of soup. [She pushes the fridge.] It moves too,
you see!

[Shouts] Mind! [SUSAN springs back as the camera pauses.
Nervous] He’s seen us now. Think. Youre going to get us
sacked at any moment now.

| wouldn’t mind that — | wouldn’t. Anyway, he’s asleep most
of the time, the guy who watches it. Up in the office. | saw
him through the door once. He’s very fat. I‘'ve heard all about
him, he sits there all day, with one of his socks off, picking
his toes, and eating the stuff, while he watches.

He doesn’t do that, does he?

Yes — he used to be a policeman, you know. So, have you
stopped taking things, then?

No, but they’ve started searching us, haven’t they?

Yes. [She puts her hand into the fridge.]

It's coming round again. Careful!

Nicola ... let's take something now, right now.

[Astonished] What?

Come on — take that! [She throws NICOLA some food.]
And that ... and that ... [Throwing a huge bundle of food at
NICOLA]

Look, stop it, Susan. Stop it, it's coming ...

A large can drops out of her hands and rolls along the floor.
At the same moment, the music cuts off.

Silence
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NICOLA turns, frightened and bewildered, and rushes out in
front of the fridge to pick up the can.

[On the radio] Don’t move, folks, stay right where you are,
because yes, it's me. See you Saturday.

Those few words were spoken by you know who, Ross. Il
be playing some more of his dulcet tones tomorrow.

Shhh! | want to really listen now.

[Strangely gentle, as if half-aimed at her] So have you got a
pencil ready —is it in your hand? We’ve come to that moment
you’ve been waiting for since yesterday ...

[Loud] You’re not going in for that competition, are you, you
cant ...

Sssh! Be quiet.

Come on, now then, are you ready, because I'm only going
to say it once, so pin back those ears of yours, and listen ...
ready...

Sudden silence

[Loud]What’s that ... [Just silence.]

They’ve switched it off.

[Smiles, teasing] Yes — they must have known what you were
going to do.

They would switch it off then!

[Silky, nauseating, menacing] Can Miss Lyle come into the
office please ... Could Miss Lyle come here immediately,
please ... immediately ...

[Loud, defiant] It’s not us ... it's that old woman, seen her
thieving ...

[Moving backwards and forwards] They were only going to
say it once, weren’t they? How can | find it out?

You can’t go in for that competition. You won the record
yesterday. They wouldn’t even let you start.

I must find it out, probably won’t be something like this for
ages — where’s the building that it comes from?

No idea. They’d never let you in, either.

No. [She turns.] I'll phone them up then. | know the number.
[Smiling] Can’t use that phone. Only for supervisors.

| don’t care. [She moves.]

[Loud] Mind! Nicola! [The camera stops ... the camera
pauses ...] You'll never get over there without being seen.
He’s watching now. [NICOLA stares across at the phone]
Miss Lyle ...

It's worth a try. I'm going to. [She moves in front of the fridge,
sideways, crouches, dashes furiously for the phone; one
second pause, then she immediately starts dialling furiously,
bending to keep her head down.]

We hear a very loud ‘engaged’ tone. NICOLA slams the
phone down and immediately starts dialling again. This
happens repeatedly.

You're going to get seen! [NICOLA glances up, freezes as
the camera passes] It's on you!
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loud ‘engaged’ pips] | hate that noise. [She moves back to
the fridge, not caring if she’s seen or not.]

There you are. | told you.

[Suddenly piping up] What about that, then? What did you
think of that. Super, dooper as they say in Russia. That was
only the start, remember, wasn't it?

It would happen, wouldn’t it?

Of course I've been asked to repeat it, say it again for you
that weren't listening, yes — | mean you. Which is against the
rules, and I'll probably be fined an enormous sum of money
and get banned for life, but I'm going to, just for you.

Hear that?

OK, sweets. Here’'s Stage One again. The First Great
Stage, and it is: if you could go anywhere in the world
you can think of, with one of the Yellow Jacks, which one
would you choose, where would you go, and why. [Jokey
voice] Youre not allowed to choose me, and the thirty
best ones get through to Stage Two. That's not so difficult
is it? In fact it’s the easiest | could make it for you — isn’t it?
And now ... [Music starts. He cues the record.]

Now you know, don’t you?

Yes, leave me alone now.

Your postcard’s filthy, you know.

Yes, but | can still write on it, can’t I?

Are you OK then? It's over to you. [The music coming up
loud] I'm waiting for you, aren’t I? [Music loud]

BLACKOUT

Scene 3

The studio. LEONARD BRAZIL is standing by his desk. A
record is playing silently. A spool of tape is going round —
and we hear LEONARD'’s personal jingle over the speakers.

LB..LB..LB..LB..
LB...LB...

Behind him, MICK, 17 years old, nervous manner, is
dragging in four large sacks bulging with postcards.

[Flicks off the jingle, swings round] What are you doing with
those?

[Nervous] | ... 'm carrying them in here ... Mr Brazil.
Nothing is allowed in here, you know that.

Yes ... Mr Brazil.

[Staring] What are they?

[Very nervous] They’re bags ... | ...

Yes?

Replies from the listeners. Rex is finishing sorting them ...
you see ... and there’re so many we thought you'd like to
see them.

[Casually] Did you? [He puts his hand into one of the bags
and pulls out postcards.] All these are replies, are they?

You really got them to write in all right, didn’t you ...
Mr Brazil?

LB ... [He turns the volume up]
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[Struggling to pick them up] Yes, of course.

This place is meant to be the nerve centre of the city, isn’t
it? And you fill it with all this stuff. Go on, we have very little
time.

He brings up the record volume and goes on the air. As he
does so, REX enters, stops MICK picking up the bags, and
they both stand and watch LEONARD from the side. At the
end of LEONARD s piece over the air MICK leaves silently.

That was Peters and Lee and ‘Welcome Home’. And now
I've got something to say, folks. [Tone changes] Very soon
on this Wonderful Wednesday we have Big John with all
the News In The World — till then, let’s explode with a raving
cataclysmic ditty from 1968, the Rolling Stones and ‘Street
Fighting Man’. [Explosion of sound. LEONARD listens for
a moment, sees REX and cuts it out suddenly] What you
doing?

[Standing staring] | was watching you.

That's not permitted, especially the amount you do. Your
ogling is getting on my nerves. Why do you do it?

Because it really interests me, doesn’t it? [Smiles] Have you
heard anything from Capital? [Fast] Do you think they’re
listening now and going to ...

[Sharp] That, Rex, is a forbidden subject, and you know it is.
Come on, we have three minutes to go.

[Still standing there] Yes, Leonard ... | wondered if ... | just
happen to have an item here | thought you might like or
perhaps even ...

You could have a quick spot and read it yourself? That’s
what you were going to say, wasn't it? You’re pushing, aren’t
you lad.

BIG JOHN enters; a shiny, red-faced man.

Hello there, everyone. [Smiles] Two minutes to go.

The lad’s being pushy.

Is he? That’s no surprise.

[Nervous suddenly] I’'m sorry, | didn’t mean ...

We’ve got to go on to Stage Two in two minutes, go on ...
get out! [He switches onto the air without a break, fading
down the record] Hello sweets — stand by. Very soon now
you'll have ‘you-know-what’ — till then, here’s ... [He plays
something very cheap and nasty. As soon as he’s faded out,
he swings round and cuts back like lightning into his talk with
REX, who has left the studio.]

[Loud] And you make one mistake, Rex, and you’re fired —
do you hear that? [Quieter] That boy makes me nervous.

| didn’t know that was possible.

[Flicks round, stares at JOHN] You look particularly cheerful
today, don’t you, John?

Thank you. I'm in very good form, yes.

As usual, you've probably got a train disaster and a couple
of mass murders there — [Tapping JOHN’s file] — and your
cheeks are positively glistening — bright and rosy.
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Thank you. [Smiles] But | haven’t got anything really
spectacular now — maybe by tea-time something will come
in.

[Slight teasing smile] Good.

What's this I've just heard about approaches from the Big
Wide World, from the actual Capital Radio. Are they going
to...

You didn’t hear anything of the kind. [Loud] Nothing of the
kind.

[Startled] I'm sorry, | didn’t realize ...

No, you don’t, John. You see this. [He picks it up.] This piece
of paper — that is the COMPETITION OF THE CENTURY.
[He holds it up.]

[Looking at it] Yes, it’s a real cash box week, this week, isn’t
it? One minute, fifteen seconds to go ...

And you know what ... [He pauses] I've done something
which I've never done before, John. I've picked out an
average girl for this competition. Yes, | picked out her voice.
| home in on her each time | go on the air, home in on that
voice. And | imagine her face. It would be funny if she knew,
wouldn’t it?

[Hardly looking up) Really?

In fact, each time | pass by the window, | half expect to
see her — a small dot standing right down there, staring
up towards here, her spectacles flashing — if she wears
spectacles. [He glances at JOHN, who is not listening.]
You're the only one that knows that yet, John.

Yes. I've got no tongue-twisters today, luckily. One minute to
zero. Peppermint? [He sucks one himself]

[He taps JOHN's file.] Got any earthquakes locked in there?
No thank goodness. Nothing like that.

Perhaps you should have.

[Suddenly looks up] You must be enjoying all this anyway —
it's your greatest week ever, isn’t it?

Oh, l am. | am.

After all, you’ve always been wonderful at whipping people
up, getting them to TUNE IN. You only have to say the
word ...

Yes?

Just have to breathe over the air. They’re all waiting for you
now.

[Standing over controls] That's right, John. Got your little
furry mascot ready, have you? Go on, hold it up!

[Holds it so that LEONARD can see€] Yes, of course | have.
Ten seconds to zero ...

You dropped it yesterday in mid-sentence. Hold on to it very
tightly, John. [He flicks on the switch, fades out the music]
That was the cuddly sound of — [He gives the name of
the record. His tone changes, becoming personal.] We're
coming to you very soon now, love, so don'’t fret, don’t worry
... It's three o’clock and here’s Big John with all the News In
The World.

BIG JOHN starts reading the News, world items of extreme
unrest, mingled with local items. As he reads, LEONARD
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crosses to the far end of the studio, out of microphone range,
and calls out remarks to him, trying to put him off.

[Smiling] You know, John, | don’t seem to be able to believe
anything you say today ... I'm talking through the News,
John ... | think your mascot’s going to fall ... [He begins to
cross over towards him.] Perhaps you need a tickle.

LEONARD crosses to JOHN who'’s reading the News
unwaveringly and begins to tickle him under the chin, and
then under the arms, in the ribs. JOHN shifts in his chair, but
keeps reading. LEONARD crosses to his desk.

[On the air] And now back to Leonard, and that Competition
of the Century.

Our thanks to Big John for reading the News so nicely and
so firmly. Stand by, love, any moment. [Music plays. He fades
it down.]

Somebody’ll hear you one day, Leonard. Always jealous of
people taking away your microphone, aren’t you ... even for
a moment. Always trying to put them off ...

Rubbish! Anyway, | never manage to ... [Suddenly really
abusive] Competitions have an effect on me.

[Entering loudly and suddenly with a trolley completely
smothered in objects] Here you are!

[Facing him] What are those?

They’re your bribes.

[Sharp] My what?

Your bribes, Leonard — from the girls.

[Completely surprised] They sent all those? Why?
[Scrambling over the trolley] There’re hundreds of them. A
watch — nicked from her dad, probably. A T-shirt with your
initials on it, some cheese, some socks with toes, a whole
cake with you on it, and lots of photos of themselves.
[Staring at them, quiet] All for me ... ? [He picks up the
photos and stares at them.]

[Moving over to the huge stack of bribes] You're doing very
well out of this, aren’t you? | don’t know what you’re worrying
about. [Feeling objects, poring over them] We’ve never had a
response like this. Could live off this for a month. [Casually]
| wonder if there’s anything there for me. [He picks up the
watch, or the cheese.] | could do with this. [He pockets it.]
John! Go and find some more News. Something worth
listening to, for once.

JOHN goes.

[Urgent] We’re very late now. [He glances down at the
photos, then throws them on his desk.]

[Looking at the photos] What were you looking for?

[Sharp] Nothing. | wasn’t looking for anything. [Slight smile]
What am | going to make them do next, then?

[Astonished] | don’t know. They will do absolutely anything,
those kids. They’re desperate just to get into the studio and
meet you, and then the Yellow Jacks and everything as well!!
The last concert the Yellow Jacks did here, a girl asked
Ross, begged him to sign her lip. | saw it, and he did and |
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jam jar, so the signature wouldn’t come off.

Stop that — you’re not going to talk like that in here —
understand! / don't like it. [He switches on music, goes onto
the air]

[As LEONARD does so] I'm sorry, Leonard.

Hello, sweet. How are you then? Good. | wish you could see
the sight up here. The studio is brimming with your answers,
they’re hanging everywhere. Rex is just handing me the
postcards — perhaps your postcard, enabling you to get
through to Stage Two. Hurry, Rex! Had a hard job sorting
them, have you, Rex?

[Entering into the double act] Yes, Leonard. We've been
simply wading through entries.

You nearly drowned our Rex, love. Pity you didn’t send a few
more. [He begins to read the cards briskly] Diane Williams of
30 Sutton Road says she’d like to go to Scotland with Peter
and climb mountains with him because he’s afraid of heights.
Quite a sadist, aren’t you, Diane. Thank you for that. Pam
Lawrence of 10 Rosendale Avenue says she’d like to go to
London with Ross, because that's what the real prize is. |
like that, a real realist, there. Pam will go far, won’t she. And
Nicola Davies of 35 Poole’s Road — rather a grubby postcard
isn’t it, Nicola — says she’d like to go to Kenya with Ken, that’s
a Nicola-type joke, and go on safari because Ken looks so
good in a suntan and so I'm sure, would you, Nicola. You're
through all the way to Stage Two now. Get your lead pencil
ready ... [Music is playing]

[Nervously] What happens if we don’t think of something,
Leonard?

What indeed, Rex. [Slight smile] Disaster.

Perhaps some sort of race ...

There is of course something staring us in the eyeballs right
at this moment! Isn’t there?

[Staring at the desk] What?

It isn’t original. It's been used in America several times. [He
picks up the T-shirt]

[Excited] What is it?

They might just enjoy it. Just.

What is it, Leonard?

[Swings round] And it is: they have to make a portrait dummy
of Ross, or any of the others, life size.

What?

A model, effigy. A dummy of one of the Jacks, out of old
clothes, like a guy, stuffed full and life size. That’s the idea,
Rex.

That’s ... that’s pretty good, in fact, it’s brilliant. [Loud] It is.
I's not at all. It’s not even good, but it'll just do.

[Quiet] It's great.

[By the controls] Just listen to that.

What?

You can almost hear all their small ears pressed against
the radio waiting for it. The Competition of the Century. [He
brings up the theme music really loud.]

You knew the answer all the time, Leonard, didn’t you?

Rex is coming over with all of Stage Two in his hands.

625

630

635

640

645

650

655

660

665

670

675

Here itis, Leonard —all of it. N@eﬂ@ﬂ@rﬁm%ﬁbﬁﬂgit smiletutor.sg

0411/12/T/PRE/M/J/16

[Turn over



LEONARD:

LEONARD:

SUSAN:
NICOLA:
SUSAN:

18

Thank you, Rex. [His tone is suddenly personal, almost
gentle.] OK, what we want — what | want you to do is
very simple and a little special, for the next stage of our
remarkable obstacle race to get to the Yellow Jacks and
London Town, where everything is still possible. | want you
to make, in the next two days, a model of one of the boys —
[Laughs] — one of the great Yellow Jacks, a model of Ross,
or Dave, or Ken, or Pete. ‘What do you mean, Leonard?
Make a model? A dummy? How on earth do | do that,
Leonard? — That’s impossible!” Well, what you do is you get
some old clothes, and stuff them with paper, and copy his
face from a picture, and use some wool for his hair, or go to
a gentlemen’s hairdresser, or even a ladies’. [Gentle voice]
‘Please could | borrow your shavings?’ No, seriously, don’t
spend any money on it, and get it to me at Leicester Sound
by five o’clock Friday. Do you understand now? And the two
who make the most wondrous accurate models will become
the finalists, and come up here. That can’t be bad. It’s not.
So do your best, and hurry, won’t you. Good hunting.

A blast of music, as he brings in a record.
[Very abrasive] | DON'T LIKE COMPETITIONS!
Music up again.

BLACKOUT

Scene 4

NICOLA’s room. Radio playing in the background. NICOLA
pulling out a pile of magazines methodically from under
the bed and from the side of the room, and a pile of cans,
packets, etc. that she’s taken from the Supermarket. SUSAN
wartching.

What you doing with all of this?

There’s not much time.

[Suddenly grabbing a poster from the pile] Hey! you've got
one of these. Who's it of? [She unfolds an enormous pin-up
poster of a star, holds it up and looks at it.] Oh, him!

LEONARD BRAZILS VOICE: [On the radio] That was — [Name of record] How are

NICOLA:

SUSAN:
L.B’S VOICE:
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you doing then? Yes, | mean you, whoever you are, wherever
you are, you with the sticking-out ears. That’s right, keep it
up, you haven’t got long.

Yes. [She works even faster collecting all the objects
together.]

He’s hurrying you now.

[Continuing straight on] Rex’s bulky shape is beside me
here in the studio as always. [Sudden mock surprise] Hey,
he’s moving away now, don’t leave me, Rex, don’t leave me.
I’'m alone and afraid that raindrops might start falling on my
head — [Tone changes] —and yours too.
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Music begins. ‘Raindrops Keep Falling On My Head.’

You know, | think he liked me a bit or something when | rang
in ... He spoke to me longer than the others, different.

He only spoke to you different from the others because he
was waiting for the News to come up.

[To herself] Ready now! [Worried] I'm running out of time,
come on! [She suddenly pulls the dummy out from under the
bed, all in pieces, the huge torso, the decapitated head, the
hands, the feet, the arms, elc.]

Look at it! You'll never finish that in time.

Got to. Got to fill it up, make it stiff.

[Picking up some of the supermarket objects] What are
these?

Things I've taken from the shop. They’re all going inside. No
use to me. I'm sending them all in this.

[Picking up a pot of paint] How did you get all this paint?
Saved lunch money.

[Startled] What have you been eating?

Haven’t. Don’t need to. So | go for days without eating if |
have to. And can.

You'll starve to death, you will. [Suddenly, she picks up the
head and a foot.] Is this Ross?

Yes. He’s the easiest to do, his face is very simple.
[Suddenly loud] He’s very big.

Yes, | made him big. So he’d notice it.

We can do anything we want with him, now all his bits are
here. We can stand on his face. [She stands on it.] Can’t we?
Pull his tongue out. [She picks up the torso.] Pull his shirt
off ...

[Loud] Don’t do that, Susan. You'll tear him — it'll tear.

Yes! [Firm] You're really stupid, do you know that? Even if
you get this ready and Leonard just happens to pick it out,
which he won’t, even then you haven't really started. He can
go on forever with you if he likes, on and on and on.
[Determined] | know that ...

[Suddenly piping up] Hello, how are you doing. Yes, | mean
you, yes you, with the popping eyes and sticking-out ears.

They both suddenly stop and stare at the radio.

| hope I'm not interrupting you, am I, because a lady wrote
to me to say she had the radio on when, lucky lady, she was
giving birth to a baby son, Dominic, and the first sound Baby
Dominic heard on this earth was yours truly’s ugly grating
tones pouring out. I’'m getting worse and worse, aren’t |?

During this speech, SUSAN has crossed to the wireless and
picked it up right at the beginning of LEONARD’s speech
and turned the volume down. Then she sings loudly above it.

Hear him. [She holds the radio up with LEONARD’s voice
pouring out of it.] That’s the nearest you'll get to him ... this!
It is not any nearer than that! [She puts the radio down next
to NICOLA, having turned the volume up.]
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And now you, you down there who have entered the
Competition of the Century, time is running out. Here’s some
music for you. [Music begins]

Yes! Quick. [She speeds up the stuffing of the dummy with
the Supermarket objects.] You're going to help now.

[Loud] Why?

Because I'm going to get there. Into the building and see
him.

[Quiet] You won't ...

Come on, there’s no time at all now. Paint that yellow, quick!
If 1 have to ... [She takes a big brush and splashes huge
dollops of yellow paint on the dummy’s body. NICOLA stuffs
the legs.]

Good. Hurry ... paint.

[Sploshing bright yellow paint on the torso. Gradually her
paint strokes get faster and faster] When they played at
Coventry, Ken had a blue belt, the others had yellow as
usual. | don’t like this colour, sort of sick-looking. They ought
to change it. You know | had to get back after the concert — it
was twelve or after in the night.

[To herself] Come on ... [She stuffs the legs and the head.]

| didn’t think | could get back. It was raining really hard,
straight in your eyes. | got onto the road, started hitching —
all these huge lorries went past, enormous. And you know,
they all had their radios on. Yes! | could hear. It was Leonard
Brazil. It was. He was coming from every single lorry. But
none of them stopped.

[Quiet, determined] Come on, quick.

[Painting fast] So | stood straight in front of one of them and
waved, and he had to stop, or flatten me, and he stopped
all right, and he opened his door, all smiling and everything,
and | got in, and you know what, the seat next to him was
still warm, it was all covered with chocolate. Somebody had
been sitting there just a moment before — a girl.

[To herself] Faster.

| knew he was going to try to kill me then, yes, on the
motorway, in the dark, on the side, where nobody could
see. And I'd hear Leonard Brazil on the radio, and suddenly
itd stop, and I'd be dead, and they’d find me in pieces like
this — [Indicating the dummy as she paints] But nothing did
happen. Nothing at all. [Pause, she stops painting. Lightly] |
wanted it to.

[Suddenly very loud] Oh! Look Susan, it’s still not nearly full.
[She stares at the legs and then into the torso.] We’ve got to
fill it up now ... [Moving about, agitated] Now!

Put this in anyway. [She crumbles the huge centrefold picture
of the pop star. As she does so, they both suddenly look up
with a jolt and stare at all the posters and ornaments in the
room. The same idea hits them both.]

[Loud] Yes! Come on. Everything ...

They suddenly tear down all the posters and ornaments —
everything in the room — and throw it info the stomach of
Ross. The action begins swiftly and ends furiously. It lasts
under a minute. NICOLA takes everything off the chest of
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He’s got to be full.
[Loud] Yes.

SUSAN's pent-up violence comes out in her attack on the
posters, whereas NICOLA is more methodical, but also very
fast. The music on the radio ends. They strip the room.

[His tone very personal] Hello there how’s it going, then ...
Yes, you? You down there. Keeping at it, are you, love, that’s
good. [He brings up more music or a commercial]
[Throwing in objects] Goon ...in ...in ... In ...

Come on down. [She pulls the lightshade off and throws it in.]

They are both exhausted. The outburst ends, the torso is full.
NICOLA lifts it up. They both stare at it.

It’s finished.

BLACKOUT

Scene 5

The studio. Night. A phone-in programme. The voice of a
caller, JIM, about forty, on the telephone, coming out of the
monitor speakers. The receiver of the telephone is off, lying
on the desk. LEONARD BRAZIL is standing some distance
away, at the back of the studio, smiling and listening.

[Heard first in the blackout] | mean, don’t you agree with me
Leonard, about these vandals, hooligans, whatever you like
to call them, | mean, everywhere | go | actually see things
being smashed up, | see them doing it, and writing things
on walls and everything. | mean, | saw some young thugs
— | don’t want to use abusive terms, especially on your
programme, Leonard, and | certainly won’t do so, but these
men — they weren’t just boys, they were grown men, and
they were standing round this flower bed of red tulips, and
they pulled up every single one, they were pulling them out,
by the roots, and treading them into the ground ... the whole
lot ...

[He flicks off the switch to cut off the caller in mid-sentence,
silence, he smiles.] Why do they ring me, explain me that,
why don’t they phone each other ...? [He flicks the switch on
again.]

... and even more. And apart from that, | don’t know if you
find this, | mean as an important person, and obviously
on the air — but | mean — these filthy phone calls — people
ringing me up.

[Turns the volume down, speaks to REX again through the
intercom] Is he going to start being rude — I think he is. Thank
goodness | only have to do this twice a week — [He turns the
volume up again.]

... you see what | mean, | don’t want to mention anything
filthy over the air of course — [LEONARD holds his finger
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but I'm always getting wrong phone calls, people talking
to me about things | don’t know anything about! You know
the feeling of course, being a famous person Leonard —
somebody rang me the other day, started talking about
my horse, how he wanted to buy it, get hold of it, | mean |
don’t have a horse. [Loud] What would | do with a horse?
[Suddenly very loud] WHAT would | do with a —? [LEONARD
cuts him off]

[Smiling, very calm] I'd like to say goodnight now, Jim, thanks
for that call, it was a Jim-type call. The time is 9.23 on the LB
night show on this Competition Friday in Competition Week,
so hold on tight, love. It's raining up here, raining black
buckets just outside, so let’s take a dip into the soft inside of
Nostalgia Corner, go back to the golden days of 1967.

Music: ‘See Emily Play’ by Pink Floyd. The volume is turned
down after a few bars. LEONARD takes off his headphones.

That's enough. | don’t want any more calls — you've already
put through too many. [He gets up] | hate that smell of new
paint from the corridors.

REX enters from the box.

[Loud] And also I've decided I’'m not going to do my spot
tonight.

What do you mean? Why not?

| have reasons. Got to cope with Stage Three. [Loud] I'm not
doing it. That'’s final!

Some people tune in specially for it. | mean you must do it
this week of all weeks ... we’ve never had so many calls, so
many entries ... if you would ... it would ...

| should, should 1?7 No. I've always hated phone-ins. [Pausing,
he suddenly stares at REX.] You realise we’re almost alone
in this building, we’re surrounded by empty corridors. You
and me. That's a terrifying thought. | usually have my rest
from you at this time.

I know. | asked to do extra time specially.

Did you? [Staring at him] You know, youre the most
ambitious thing on legs I've ever seen.

That’s not true. | only want to hang on to my job, don’t 1?
| only want to become good at it.

Only that? | don’t believe it.

And | enjoy working on your show, of course.

Don'’t try to tell me that’s the only reason for this fantastic
obsessional attempt at efficiency.

Yes, of course.

[Smiles] No it’s not.

[Quiet] Of course, eventually | want to geton ... that’s natural,
isn’t it? [Smiles] | want my voice up in lights, eventually.
[Quiet] That’s very good, Rex ... for you.

[Unblinking] It’s your expression.

[Surprised] Is it?

| heard it over the air, before | was working here. | still listen
to you all the time. | even sit and listen to you at home, on my
days off, when you’re on.
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[Astonished] You don’t really do that, do you?

Yes. [Smiles lightly] There’s nothing you’ve said that | don’t
remember, nothing! I’'m sort of photocopying you really — all
the time.

[Slight smile] So that’s what you’re doing. | wish you'd stop it.
[Moving away from him] You know what you are, Rex, you're
reptilian. You ought to get yourself another job — | mean that
— and quick.

Why should I? This is better than anything else | could be
doing. And after all, you're good aren’t you? You are. In fact,
Leonard, you could actually be the greatest, the best DJ
there’s ever been. | wonder what the people from Capital
Radio are thinking. You must have got it.

[Loud] | told you not to. [He flicks a switch.] 9.26 on the LB
night show in Competition Week. We all had a great time
at the open air concert last week, didn’t we — it was a true
festival, a celebration if ever there was one — the greatest.
But I've been asked to point out by the po-lice — we did leave
rather a mess, didn’t we. It was six feet high in some places;
the farmer couldn’t find his sheep. Seriously, friends, let’s try
to be cleaner next time, it’ll save a lot of hassle. It’'s black and
soaking wet out now, pelting towards us. Next, the results of
Stage Three — stand by, love, this is it, now, after something
from the summer of ’67 when all those young things bounced
down the hot streets of our glorious London.

Music: ‘A Whiter Shade of Pale’ by Procol Harum. It continues
to play under dialogue, quietly.

Come on. Bring them in. We’d better get this over.

Yes. [He doesn’t move.] You're playing a lot of oldies tonight.
Yes. [Abrasive] I'm in a sentimental mood, aren’t |1? You're
much too young to remember, of course. | know exactly what
it was like. [Loud] Exactly.

Yes.

[Staring straight at him] But it's undeniable, Rex, that the
music we were producing seven or eight years ago, was
alive. That is incontestable. It had gut, it was felt, and it
kicked, sometimes savagely. [He smiles.] Because, of
course, everything seemed possible. [Pause. He smiles.] |
was even quite militant in a quiet way. [Smiles] We thought
things were changing and all that romantic crap.

[Smiles] Of course you did.

Don’t stand there with that idiotic grin on your face!

[Doesn’t move] No.

[Smiles] You'd better get on with it, hadn’t you, before |
decide to take revenge.

REX goes. LEONARD talks to him as REX prepares offstage.

You should have been at the open air concert at the
weekend. It was vile. It was a perfect example. [Smiles,
slightly mocking] A grey shabby echo of the time when
festivals really were celebrations.
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LEONARD puts on another record in the current top ten. The
sound of the record explodes through the speakers as the
dummies are brought in.

[Enters, smiling, with twenty-five dummies on a trolley, piled
high.] You’ve got to make the final choice.

| don’t believe it. [Pause] | just don’t believe it!

[Smiling unconcerned] What’s the matter?

You mean they did it — they actually made them?

Yes, of course.

[Picks one up] We could be in Los Angeles, couldn’t we —
except it's even worse. Look, they’ve even painted fingernails
on them, bound to be toenails under that. [He pulls at their
shoes and hair] Probably their own new clothes too — or
their little brother’'s. They must have worked all through the
night on these obscenities. Why do they do it — tell me, why?
Because you told them to do it.

You could drop anything over the air into that pool and they’d
gobble it up. [He feels one.] What have they got inside them?
Feel this — feels as if it's stuffed with cans, and packets of
frozen food! And all their magazines — clogged with them!
How many of these ghastly objects are there?

Twenty-eight.

[Has picked up another] This is rapidly becoming a
madhouse. We're being invaded by all these. Are they all
there?

All the best ones. | put some in the canteen — they’re propped
up in chairs — as a joke when people come in tomorrow.

As a joke? [LEONARD looks at the labels on the dummies,
looking for NICOLA's]

Which two are you going to choose ... ?

These two’ll have to do.

[Looks at the cards] Louise Prentiss and Jane Harris. A good
choice.

All right, get hold of them quickly, get this dealt with and ...
[He suddenly looks up] Whose is that one?

[Looks at the card] Nicola Davies.

Really — Nicola Davies. | thought so. Well let’s have her
instead shall we. Scrub that one.

Why? You chose the other one.

Do as you’re told.

Pause

But why Nicola Davies?

[Looks up] | picked her voice out, that’s all. I've been using
it. [He looks at the dummy] They look more and more like
home made corpses — take them away.

They’ll make pretty good photos in the paper tomorrow,
anyway.

[Looks up] | don't like that.

[Looks up] What?

| don’t like it do you hear? You ought to have stopped me
thinking of it.

I should have ...
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[Really working himself up] What do you think you’re paid for?
| mean this idea was trash. It was unpleasant! Incompetent,
lazy — [He throws the dummy down.] —it’s trash.

Why? It was your idea Leonard.

You're a disaster really, aren’t you — with absolutely no
imagination. Nothing! A complete catastrophe.

[Loud] | didn’t think of it, Leonard, did | — it wasn’t me —
[Cutting him off] You’re an idiot aren’t you?

It wasn’t me, Leonard — was it?

Get out of here, go on.

REX doesn’t move.
Go on, get out.
REX moves out quickly.

[Shouting] You're fired. Fired! You really are this time. | don’t
want to see you in this room again. You leave tomorrow.
[Complete silence for a moment. He faces the record desk
and fades out the record.] That was the Loving Spoonful
and ‘Summer in the City’, and this is the Competition of the
Century. And now we have come to that solemn moment —
the finalists — the two people who are going to come all the
way up here. Rex has written the two names out in red ink
— you all did so well — showed enormous determination —
the greatest in England. But the two who got through — the
two names on the card are — Jane Harris and Nicola Davies.
Jane and Nicola have won through to the Final. [Fanfare. It
fades down]

[Quiet, matter-of-fact, over the intercom] | can only get one
of them, Mr Brazil, the other one has gone to bed, she must
have been very confident ... I've got Nicola Davies for you.
Put her through then, Rex. [He fades out the fanfare.] Hello
there Nicola Davies.

[Over the monitor, quiet] Yes, hello.

Hello there Nicola — | don’t know if you’ve been listening to
your radio — but I've rung to tell you, in front of the listening
thousands, that you have reached the Final, the final round,
of Competition of the Century —

Pause

[Flat, unsurprised] Have | ... Oh good.

[Louder] Did you ever think you could make it, Nicola?
[Matter-of-fact] No.

Are you tall or short, Nicola?

Not tall, quite short.

That’s funny. Rex said you were tall, | said you were short —
you've got a short voice. Ross’ll like that. ’'m looking forward
to meeting you, Nicola Davies, tremendously. Aren’t you?
Yes, | am. | am, Leonard ... [Flat] ... very much.

Good ... that’'s good. Nicola’s going to be coming up here —I'm
sure we’ll get on. Tomorrow’s going to be an extraordinarily
good day, isn’'t it? There’ll be some big surprises, I'm sure,
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to the LB spot?

Oh, yes.

Well, Nicola, | have news for you. You are in it, you are in the
LB spot. For each week, for those of you who have never
listened before, and if there are any they’ll be hung, drawn,
and fined — LB has his spot, when he unleashes a few things.
Are you still there, Nicola?

Yes. I'm here.

Well, you’re high up, high up in the LB spot — high in the
clouds. And the first — the first LB moment is, it's my birthday
today, so I'm told, which is a lie because it’s at least two
years until my next birthday, and our friend Rex — who is
definitely getting ideas — has made a cake. A cake out of
melted down records. Seriously, folks I've been thinking
about London, for a number of enormous reasons — London,
capital of this fine country of ours. And of course it's the
prize in the Competition of the Century. [Fast] | was walking
along Carnaby Street the other day, Nicola, it shows how old
| am, | can pronounce that name correctly — the street that
made the world swing — you should see what it looks like
now — it looks like a museum street, it needs its glass case
— especially as half of it has been knocked down. [Smiles]
We mustn’t get bitter! [Funny voice] Your mouth tastes bitter,
Brazil, it's going black round the edges. Remember where
you are. You can't let the side down like this, Brazil. It's an
important moment. Brazil, what are you doing? [Quieter]
What does he think he’s doing? No ... seriously, everybody,
London’s still an exciting place — the most exciting place. The
only place to be. Mustn’t get obsessed by all our yesterdays,
they’re gone thank goodness, must get obsessed by all our
tomorrows. [Like a machine] Hear hear. Hear hear. Don’t spit
on the animals. | said, don’t spit on the animals — where’s
Nicola Davies — where is she? Still there, Nicola?

Yes, Leonard, I’'m still here.

[Smiles] The rain is slashing at the window. I'm afraid, Nicola,
if it gets to me | may melt ... I'm afraid. Hear that, Nicola?
Yes. | heard.

No need to fear, Nicola is here. | have a note here, what do
DJs really do while they're playing records? That's a good
question. | hate to tell you. Some read the papers, some
play the stock-market, call up their stock-brokers between
records — that’s true, folks — some call up their lady friends.
[Smiles] And some long to scream obscenities over the air!
The mad DJ. And they all use words so sumptuously for your
pleasure. Do you ever listen to your words, Brazil? Never,
thank goodness, but never mind. Everybody needs us, after
all — [Lightly] — we’re the new jokers of the pack, we're the
new clowns, we tell it how it should be. And we’re going to lick
the blues. Each week | try to lick the blues — this time with a
flysprayer, | have it out, 'm spraying it, I'm spraying them now,
they’re falling to the ground, curling up black and dead, legs in
the air — we’ve done it. Don’t spit on the animals. We’re going
to make it aren’t we, get through to the other side, of course
we are — and if you've just seen some horrible things, on the
television, bomb blasts, unemployment, politicians, and all
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listen to me, sensibly! Then remember, no need to fear, we're
going to lick it, so Shout it out! Things can only get better
and better — so Shout it out! We have the greatest day of the
century tomorrow, so there’s something to look forward to, so
let's Shout it out! Yes, you, madam, get out of the bath, and
Shout it out! And you, love, Shout it out! Throw that away, lad,
and SHOUT IT OUT! Come on Grandad, SHOUT IT OUT!
You too, Nicola Davies, SHOUT IT OUT! Let's have some
real music. | said SHOUT IT OUT! LOUDER! | can’t hear
you, don’t spit on the animals — this is nineteen hundred and
seventy eight, this is Len Brazil — this is Crazy Competition
Week — be there tomorrow — and once more SHOUT IT OUT!

Music stops after crescendo. REX has entered, stares at
LEONARD. Total silence, long pause.

Oh hell.  wasn’t going to do that. [He flicks a switch. A record
comes on, incredibly loud. The lights fade.]

END OF ACT 1
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