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The Adding Machine: The Adding Machine

Reading the scripf: First Read A PLAY IN EIGHT SCENES

* My initialideas and thoughts are that it Elmer Rice
sends a message of appreciating what -=pb
you have because once it's gone you
can't get it back. CHARACTERS

« It also refers to beliefs about souls i s
being reincarnated within different e S
bodies which | am interested tolook into e i
further

« Asimilartheme to a previousscript we plkios —
have explored, Nightsat the Circus, it — -
looks at beliefs about what happens after
you die, and potentially the idea Madule Learning Outcomes
behind judgement and the opportunity
to redeemyour soul if necessary. *  Critically analyse a specific text and dramatic genre from a design perspective and

understand ‘visual communication’.

Although this script takes a very different
approach to a different ideology.

Apply design methodologies in the exploration of a given design brief.

Identify, refine and demonstrate a variety of technical and production processes in the
realisation of appropriately complex design ideas.



others

Even at the end of
the story he has nof
been able to
overcome his pride
and be happy
Hints of
unfaithfulness

>
>
>

Fascinated by Zero for
hiscrime

Modernised feeling to
the characters

Shrdlu:

Trapped soul

wrong person

Can't forgivewhat he's done

Characters: Inifial Thoughts Boss:

Lero: Mrs Zero: Daisy: A [B)%ifzcoz,re,rrﬁegnd Visitors/Friends:
Husband of Mrs Zero || » Wife of Zero > Works with department store] » The Ones, Twos,
Feelsunder » Feelsunder Lero > Murdered by Zero Threes, Fours,
appreciated appreciated by > lIsinlove with > Typical business Fives and Sixes
Doesn’t appreciate her husband (Zero) Lero owner (couples)
what he has » Cares for her > Feels 5 Doesn't notfice or > Gossips
"The North American husband although unnoticed care much for » Typical couples'
Murderer” he does not and lonely anything but his group, of the
Murdered his boss always make her » Suicidal/Com BUSINess time
Viewed as @ happy mits suicide > Traditional
spectacle/animal . . —[|» Craves The Fixer: couples
for hiscrime gumnﬂlewe[s._ happiness > Potentially called »| Smartly dressed
Does notseem to |~ View criminalsas and love - the fixer because » Pretentious
care much about spectacles/animals with the he is set the task of Charles and

frying fo fixpeople Joe:

Life ruined by an outburst

> Wastes herlifel  pefore deciding ~ » Charles=
obsessing their fate God like
over/ero > Decideswho gets figure
another chance or » Knows
not all/seesall
» Grim Reapere > Joe=
Assistant



Expresmomsm

Expre55|on|sm refers to art in which the image of reality is
distorted in order to make it expressive of the artist’s
inner feelings orideas.”

| ke that expressionism offers the opportunity to be
abstract and really experiment with what can be done
for this set idea. There are no guidelines in terms of what
can be present or how something might look.

"In expressionist art, colourin particular can be highly
infense and non-naturalistic, brushwork is typically free
and paint application tends to be generous and highly
textured. Expressionist art tends to be emotional and
sometimes mystical."

» Expressionism examples are generally found in "art of the twentieth century”,
pieces by Vincent Van Gogh among many others, such
as Edvard Munch, fauvism and Henri Matisse, Georges
Rouault, the Brucke and Blaue Reiter groups, Egon
Schiele, Oskar Kokoschka, Paul Klee, Max Beckmann, most
of Pablo Picasso, Henry Moore, Graham Sutherland, Francis Bacon, Alberto
Giacometti, Jean Dubuffet, Georg Baselitz, Anselm Kiefer and the neo-
expressionism of the 1980s.

« Asl'vecome to learn previously, expressionism came around after the First
World War and "after World War Il an abstract form of expressionism developed
in America, known as abstract expressionism."

« Source: The Tate Team (ND) Expressionism hitps://www.tate.org.uk/art/art-
terms/e/expressionism (This is from the current Tate website)



https://www.tate.org.uk/art/art-terms/e/expressionism

Elvsmn Fields:

Also known as Elysium, or the Elysian Plain, in Greek Mythology. Originally it was the
"paradise” to which heroes were sent to live with immortality.

In Homer's writings, "the Elysian Plain was a land of perfect happiness at the end of
me Eorm, on the banks of Oceanus”, Oceanus being the "river that flowed around
e Earth".

However, by the time of Hesoid, an early Greek poet, "Elysium was a place for

the blessed dead" Natural | find this a link to the obvious factor that whereverit is

that Zero and Daisy find themselves after death it is a place for the lingering souls of

those who have died. | find Shrdlu to be a lost soul as he wonders this

?]upkﬁ)os(ejdly pleasant place but can not enjoy it because he can not forgive what
e has done.

| think that maybe this place holds a power of being pleasant but only to those
who can accept and allow it to be, such as how Daisy wanted to do alongside
ZLero, however he could not stay because he could not ignore his pride which
undoubtedlyis one of his biggest issues throughout.

Previously we have looked info the ideology behind Limbo and Purgatory. | found
these very interesting concepts and feel this place could also have some relations
to a similarideology being a place in between life and death where people are
off_ere? the opportunity to stay but often those who do not deserve it are unable to
enjoy it.

Following this scene after Zero refuses to stay he has an interaction explaining how
he will be sent back to earth to live a life worse than the previous, as he has been
doing repeatedly already without knowledge of it. Pur% tory has a purpose of
redemption for people who do not qualify for heaven but are not sent straight to
hell. You could say that this was his opportunity to redeem himself and earn

a pleasant afterlife, but he was unable to pass the test set for him and so was
sentenced to return to a life evenless forfunate than the previous.

Source: Kuiper. K (2015) Elysium: Greek Mythology https://www.britannica.com/topic/Elysium-Greek-
mythology

https://finea

rtamerica.c
om/feature
d/the-
elysian-
fields-
aimee-
mouw.himl

https://m
ythologys
ource.co
m/elysian
-fields/

https://www.crystalinks.com/elysiu

m.himl


https://www.britannica.com/topic/Elysium-Greek-mythology
https://fineartamerica.com/featured/the-elysian-fields-aimee-mouw.html
https://mythologysource.com/elysian-fields/
https://www.crystalinks.com/elysium.html

The Adding Office:

| have found some _
inspiration pieces of Using the presence

the Adding of paper is more
Machine, thinking accurate than the

about the office machines that can
space. | like the be seen used in
long paper lists some examples. As

featured in the the wholg ppin’r .
image to the right, it that Zero is fired is

because they get
gg\(/jvslggwegsise?ps)irﬁfin in a machine Tﬁd’r https://www.wsws.org/en/articles/2008/04/add-a12.htm
that room making ~ @nyone couldrun.
the list longer and His skill of being The image above is a very standard visual to show what

cleverwith
numbers is no
longer needed.https://www.c

longer.

situation you might find Zero and Daisy in for their scene in
the office. However, there are more people behind them

: : which is not something | envisioned when reading the script. |
hicagotribune. . . . :
com/entertain pictured them being very excluded in their ownroom,
ment/theater/ howeverlimagine this is how it might've been for the job in
ct-addina- the time setting it is from.
machine- The final image is closer to what | originally imagined with the
musical- singular secluded table, and this also has the use of the long
review-ent- paper list. This one also features who | would assume to be
Q405 the boss. | think it has captured the dominance well having

20160404- : : . : .
column.himl him towering over Zero as he is sat clutching his papers.



https://www.wsws.org/en/articles/2008/04/add-a12.html
https://pvacentral.ca/adding-machine/
https://www.chicagotribune.com/entertainment/theater/ct-adding-machine-musical-review-ent-0405-20160404-column.html

roject Roles:

The roles are:

« Set Design

« Set Construction
« Set Dressing

« Costume Design
« Sound Design

» Lighting Design
« Scenic Art

My initialinstinctis to take on arole
that is different from what | have
previously experimented with.
Therefore, | consideredthe options of
Scenic Art and Set Dressing.| am very
interestedin the role of Set Designer;
however, | have taken on thisrole
previously. | later decided that | would
like to learn more about the role of a
Set Dresser and chose to look further
into this option.

TASK DESCRIPTION

When it comes to keeping audiences entertained, suspension of disbelief is absolutely critical.
This suspension is enabled through your role as a set dresser. Every object within a shot must
be carefully placed and look as if it is part of a living, breathing world. Your task is to
meticulously place each object so that it doesn’t look out of place in the context of the scene or

the director’s artistic vision.

Having selected the scene from The Adding Machine, you are required to produce a set
dressing proposal and related props for the characters therein. The set dress or personal
prop(s) you design must take on-board Rice’s stage directions. It is necessary to produce full
scale set dresses at this point, models or samples that clearly indicate the look and feel you
want the scene to portray. You are expected to create a minimum of two props that will be
handled by the chosen character. Research, experimentation and ambition all contribute to a

visual portfolio which must include:

* Annotated Script

* Character Analysis

* Your process workbook

* Visual Research and Mood boards

* Initial Sketches and Design Proposals

* Afinal set dress design with reference material

* AFinal Design for the visual appearance and functionality of any personal prop(s) with

reference material.



Expressionism: Notes From First Lesson and Moodle Resources

https://www.sothebys.com/4
n/articles/german-

Expressionism came about around the fime of the First World

War. It more or less began with the work of Brecht (1898 — expressionist-ludwia-
1956) and Wedekind (1917), both German playwrights. The meidners-prophetic-v ision-of
sense of devastation, coupled with frustration at the a-world-at-war

traditional values of the past, strengthened the emerging
Expressionist movement. As we can all imagine the increase in
mental health struggles after the First World War would have
been extreme enough to kickstart such a movementwhere
arfists were expressing themselvesin a new way that has

an emotive approach that attracts such strong reactions
whether positive or negative.

https://www.moma.org/learn
/moma _learning/themes/exp
ressionism/expressionist-
depictions-of-war/

Here | have found two example pieces of Expressionist art that
are each depictions of The First World War:

It was said that the impulse of Expressionism was " the need for
a new start”. They used the word "aufbruch"” which in German
translates to departure.

https://www.ncstage.org/un
categorized/a-dolls-house-
the-original-production/

A Doll's House:

In ferms of theatre Expressionism aimed to demolish the
typical three-act play. Examples that represent the complete
opposite of what Expressionists wanted to achieve are A Doll’s o 8 Py
House or Hedda Gabler, as they both have three acts and os./ vy benchiheatre.or P
. g.uk/plays80s/heddagablerp &
small-scale stories. hp i



https://www.ncstage.org/uncategorized/a-dolls-house-the-original-production/
https://www.benchtheatre.org.uk/plays80s/heddagabler.php
https://www.moma.org/learn/moma_learning/themes/expressionism/expressionist-depictions-of-war/
https://www.sothebys.com/en/articles/german-expressionist-ludwig-meidners-prophetic-vision-of-a-world-at-war

Expressionism: Notes From First Lesson and Moodle Resources

The Scream by the Norwegian artist Edvard Munch was a painting that had an
influence on the Expressionist Movement.

A quote of his:

‘..my whole life has been spent walking by the side of a bottomless chasm,
jumping from stone to stone. Sometimes | try to leave my narrow path and join
the swirling mainsitream of Life, but always | find myself drawn inexorably back
towards the chasm’s edge, and there | shall walk until the day I finally fall into
the abyss. For as long as | can remember | have suffered from a deep feeling of
anxiety which | have tried to express in my art. Without anxiety and illness, | m——
should have been like a ship without a rudder.’ - Munch. E

We discussed about how this particular painting deliberately goes against
traditional compositions. Which s the general idea behind Expressionism. As
well as the portrayal of emotions, such as Munch with his expression of anxiety
as he explainsin the quote. The bold complimentary colours of the
background are emotive and have an intensity about them. You can also
notice the leading linesdirecting you out of the painfing with the central
positioning of the focus point which has a fearful presence. The positionings
and directional guides of the detailing goes against everything that is advised
for standard compositions as previously mentioned, being typically advised to
lead the eye further into or through the image, and positioning focus points or
details within the rule of thirds guidelines.




BAUHAUS - Paul Klee and Wassily Kandinsky:

| have learnt previously about the type
of creativity that is encouraged at
BAUHAUS, being veryfitting alongside
the theme of Expressionism. An artist
mentionedin lesson was Paul Klee, as
shown to the left, he uses bold colour
and simple shapes/forms. Another arfist
from BAUHAUS was Wassily Kandinsky
and | have taken interest to his work
previously, these two piecesl|
particularly enjoy and the one
displayed above | thinkis very suitable
in terms of visualisation for certain
scenes within the script where there isa
busy collection of feelings, thoughts
and emotions. Chaos is a word that |
am taking inspiration by for my initial
experimentation stages, hoping to

- achieve busy situations with loud
colour, shape and forms.




Psycho Analysis and Freud:

Sigmund Freud is an Austrian Neurologistand is the
founder of Psychoanalysis. He was around in the |late
19th Century and early 20th Century whichis when
expressionism was in circulation.

In relation to the script, | found an article about his
theories on Id, Ego and Superego. | felt that it might
link to Zero and his actions throughout the script, in the
sense that he has an imbalance of the three that work
together to influence our personality and behaviour.

It is stated that "an individual with an overly dominant
id migh’rbecomelmpulswe uncontrollable, or even
criminal."Which | thinkis a very good insightinto why
Zero may have acted out in the way he did and
confinuedto believe it was justified, despite his
punishment.

It goes on to explain that "Such an individual acts
upon theirmost basic urges with no concern for
whether their behaviouris appropriate, acceptable, or
legal.” Which again makes a lot of sense when looking
at Zero's behaviourthroughout the entire script.

Sources:

+ Cherry. K (2020) Freud's |d, Ego and
Superego https://www.verywellmind.com/the-id-ego-and-superego-2795951

« Jay. M. E (2021)Sigmund Freud: Austrian
Psychoanalyst https://www.britannica.com/biography/Sigmund-Freud



https://www.verywellmind.com/the-id-ego-and-superego-2795951
https://www.britannica.com/biography/Sigmund-Freud

Something | find interesting about this
Is the change in colourschemeto
create differentmoods. This filmis
obviously very dated, but it has very
inferesting expressionist elements with
the use of angular furniture and
elementsof the set. It'sa very
interesting approach to film and the
fact that it is not filmedin colour has
worked to theiradvantage, makingit
more eerie and dramatic. It has also
allowedfor the added eeriness that
comes from the use of colourfor the
differentscenes.



‘Q_' ois (1927):
-,

This has very useful
examplesof a dark take
on death and life after
death. It also uses
differenttime periods
and many interesting
characters, particularly
the grim reaper figure.

Metropolis has a very similareeriness to The Cabinet of
Dr. Caligari, again being tonal, but with colour tin it's
depending on the scene and the mood.

It also contains an interesting take on creating a
futuristic place, that today might not be far away if not
already the present.




Analysis Questions:

1.

10.
11.

12.
13.

14.

The story follows a man called Zero who works in a department store adding
office, he gets fired resulting in him murdering his boss and getting sentencedto
death for his crime.

| believ e that the message is about appreciating what you have because if you
do not it will all be taken from you.

It has a veryunusuallogic behind the storyline, but | think that it makes it more
intriguing.

Zero has a lot of pride and anger about not getting what he wants. Meanwhile
his wife feels neglected by him and Daisy his potentiallov e interest is suicidal.
Throughoutthereis a lov e interest despite Zero having a wife already, and also
Lero gets executed for his crime and finds himself in an afterlife that eventhen
he feels he deserv esbetter.

The execution, the forbidden love and Zero's inability to accept what has been
offered to him.

| feel as though the main question is whetherZero can see what he's done and
what he has for whatit is instead of always feeling he deserv es better.

The main action, | would say, is Zeros committing murder.

The cause of action is the murder and then following his death sentence.

The resulting action is that Zero is seemingly incapable of ignoring his pride.

The story ends with Zero being told he is doomed to live many lives that will
continueto get worse, but he will always forget as he begins the next life.

Lero'is the protagonist.

Zero would probably feel as though his Boss, The Judge, The Fixer and
Lieutenant Charles are the antagonists of his story, howev erl believe that he is
his own antagonist.

| think both The Fixer and Lieutenant Charles are the most interesting characters
as they both take on roles that may relate to religious figure, but their
descriptions make them seem v ery unusualand nothinglike | would've ever
imagined them kinds of charactersto be represented.

Analysis Questions

1) what is the PLOT? (what is the story about)

2) what is the THEME? (what is the message)

3) what is the LOGIC? (does the story make sense)

4) what is the EXPOSITION? (what are the characters doing/thinking)
5) what is the COMPLICATION? (what is the drama in the story)

6) what creates the TENSION? (what will happen next)

7) what is the MAIN QUESTION? (what problem is to be solved)

8) what is the MAIN ACTION? (what event hooks the audience)

9) what is the CAUSE OF THE ACTION? (what happens to the main
character)

10) what is the RESULTING ACTION? (the answer to the main
question)

11) what is the CONCLUSION? (how does the story end)

12) who is the PROTAGONIST? (the main character)

13) who is the ANTAGONIST? (could be one or more characters)
14) who is the MOST INTERESTING CHARACTER? (not always the
main character)

15) where does the story TAKE PLACE? (location, time period)

15. The time period is said to be set in the
1920's, howeverl feel that there is a strange
v ariation throughout having hints of things
thatrelate to very different time periods,
one in particularis the executioner with an
axe, a death penalty method that would
have been used much earlier in time for
example, and also there is a sense that the
sightseers are from an earlier time, havinga
camera etc.




Scene Breakdowns:

Scene

]
2

Who?

>
>

Y V V

VVVVVVYYVY VVVVVVVYYVY

Zero
Mrs Zero

Zero
Daisy
Boss

Mr and Mrs Zero
Mr and Mrs One

Mr and Mrs Two

Mr and Mrs Three
Mr and Mrs Four

Mr and Mrs Five
Mr and Mrs Six
Policeman

Mr and Mrs Zero
Mr and Mrs One

Mr and Mrs Two

Mr and Mrs Three
Mr and Mrs Four

Mr and Mrs Five
Mr and Mrs Six
An Officer

» [lero
> A Guide
> A group of

Viewers

> Mrs Zero
» The Fixer
> A guard

N A e~~~ 4 N o~

Where?

Mr and Mrs
Zero's
Bedroom

Department
Store Office

Mr and Mrs
Zero's
Dining Room

A Courtroom

A Large Cage

When?
1920

1920

1920

1920

1920 (with
hints of
othertime
periods)

Action?

Asthey are gettingready for bed Mrs Zero nags at
Lero.

Zero and Daisy working in the office, sitting opposite
each other. They bicker as theywork in between
theirown travelling thoughts. The whistle blows and
the shift ends, the Boss enters and informs Zero that
he is being let go. Chaos builds.

Mr Zero comes home from work, late for dinner. Mrs
Zero nags at him again before they welcome 12
gueststo theirhome, six men and six women. During
their group discussions a Policeman arrives at the
door to arrest Zero and Zero announces that he
killed his Boss.

Zero announces his detail confession to the
courtroom, as if his reasons are justified. He is found

guilty.

Mr Zero is sat at a table in the Cage. The guide
comes with the Viewers and exhibit him as an
animal/creature. After they have left his wife enters
and they argue. Aftersheleaves angrily, The Fixer
enters, accompanied by two guards. Finally, a man
with a large axe enters.

Visuals

"Instalment Plan" bed, dresser, chairs,
naked lamp over bed, small window.

Wood and glass partitions, two tall
desks and stools, eye shades,
sleeve covers, pendant electric
lamp, paper piles.

12 Chairs, a hat rack, cigars and
chocolates.

A jury stand, oak table, law books,
three bare white walls, one door.

Stairsup to the wide barred cage, a
naked light, table and chairs, eggs
and ham, wooden spoon, a parcel =
Zero's book, toothpick.



Scene Breakdowns:

Scene

6

38

Who?

VVV VVVVYYVY

>

Judy Grady
Young Man
Lero

Shrdlu

The Head

Zero
Shrdlu
Daisy

lero
Lieutenant
Charles
Joe

Where?

A Graveyard

A Pleasant
Place (Elysian
Fields)

An office
much like the
one from
Scene 2

Character Breakdowns:

Name

Lero

Location(s)

Bedroom
Office
Kitchen
Courtroom
Cage
Graveyard

VVVYVYYVY

Fields)
Afterlife Office

A\

When?

1920
(questionable)

1920
(questionable)

1920
(questionable)

Traits

Proud, angry,
ungrateful, with a
cold and calm
demeanour, selfish.

Pleasant Place (Elysian

Action?

Two characters appear in the graveyard, a
woman and a young man. Therecognise
Lero's grave. Zero arises and meets Shrdlu.

Outdoor space, trees, one larger tree.

Zero is working way as normal when Charles
and Joe arrive and tell him all about how his
soul will continue to be reused as it always
has been. Each time getting slightly worse.

Costume Prop(s)
» Thin,undersized, » Pen, paper
and partially » Cutlery
bald » Blood-stained
> Visor, sleeve collar
protectors, » Wooden Spoon
collar, suit,derby  » His Book
hat

> Black and white
striped prisoner
suit

» Full dress suit of
antiauated cut

Visuals

Tomb stones and monuments, simple
headstones, and an iron fence and gate.

Zero and Shrdlu come tothis pleasant
place. Daisy appears calling for Zero in the
distance. When she reaches his they discuss
the feelings they have for each other. Zero
cannot accept where he is and leaves.

The office space but mor chaotic = twotall
desks and stools,

eye shades, sleeve covers, pendant electric
lamp, paper piles, an adding machine, lots
of paper.

Role Interesting Notes

» Good with numbers
(life revolves around
numbers)

» Can't appreciate
what he has

> Kills his boss

Protagonist.



Character Breakdowns:

Name
Mrs Zero

Daisy

The Boss

The Ones, Twos,
Threes, Fours,
Fivesand Sixes

Policeman

Guide

Location(s)

» Bedroom

» Dining room

» Courtroom

» Cage

> Office

» Pleasant
Place/Elysian
Fields

» Office

» Dining Room

» Dining Room

» Cage (outside)

Traits

Disappointed with
her husband, fed
up and could be
considered a nag.
But nonetheless
cares for him.

Suicidal, miserable.

Businessman,
authority figure.

Clones of each
other, gossips.

Authority figure,
calm.

Judgemental.

Costume

» Middle aged, grey
streaksin her hair

» Long sleeved
cotton nightgown
and stockings

» Apron

» Mourning garments

> Visor, sleeve
protectors

» Straw hat

» Beruffled white
muslin dress, fitted
and too youthful

> Bald
> Well dressed

» Colour coordinated
as husbands and
wives

» Men dressed
identically toZero

> Different coloured
Wwigs

» Police Uniform

» Bue uniform with
peaked cap

Prop(s)

» Cutlery

> Dishes?

» Plate of ham
and eggs

» Zero's book

» Broken
crockery

» Papers

» Cigars
» Chocolates
» Chairs

> Blood-stained
collar

» Folders about
Zero

Role

Protagonist's wife.

Protagonist's Love
interest.

Protagonist's
Victim.

Mr and Mrs Zeros
"Friends"

Small role.

Part of Zeros
punishment.
Leads the

Interesting Notes

> Wantsher husband to
respect her but often feels
underappreciated

> Isin love with Zero

» Commits suicide

> Doesn't want tolive
without Zero

» Replaces Zero with Adding
Machine
» Getskilled by Zero

» Care about little but gossip
and drama

> ArrestsZero

» Encourages the fascination
of criminals
> TreatsZero like an



Character Breakdowns:

Name

The Sightseers

The Fixer

Executioner

Judy O'grady

Shrdlu

Lieutenant
Charles

Joe

Location(s)

» Cage
(outside)

» Cage

» Cage

» Graveyard

» Graveyard

» Pleasant
Place/Elysian
Fields

> Afterlife
Office

> Afterlife
Office

Traits

Judgemental.

Straight tothe

point and casual.

Silent, authority
figure,
intimidating

Bitter.

Miserable, lost
soul.

Authority figure,

knows all/sees all,

straight fothe
point.

Assistant type.

Costume

» Men, women and
children

» Boy = Little Lord
Fauntleroy suit)

» Sky blue padded silk
dressing gown with
wings

» Pink silk union suit

» Jaunty panama hat
with ared feather

» Winged sandals

» Red flannel undershirt

» Shabby and ill-fitting
cutaway

» Silver —rimmed
spectacles

» Middle aged

» Barefooted, panama
hat, and in bright red
tights

» Youth
» Dirty blue overalls and
smuttyface

Prop(s)

» Youth boy =
Camera

» Gold toothpick

» Nail clippers

» Horn rimmed
spectacles

» Folded
newspaper

» Bloodstained
axe

» Cigarette

Role

Part of Zero's
Punishment.

Decider of Zero's
final sentence.

Accompanying
The Fixer.

Small role.

Zero's friend in the
afterlife.

God like figure.

Charles' assistant.

Interesting Notes

» Fascinated by criminals
> TreatsZero like an
animal/creature

» Grimreaper type figure
> Sends Zero to his death

> There torestraint Zero when
needed.

» Claims that Zerowas the
reason she spent some
timein jail.

> Killed his mother

» Cannot forgive himself

> Feels he deserves all
punishment

» Explains toZero how the
world works and how he
will live many more lives.

» Very laid back and finds
humour in Zero's misery.

» Pushed/bossed around by
Charles



Analysing the Script:

THE ADDING MACHINE / 195

Selected Readings

Durham, Frank. Elmer Rice. New York: Twayne, 1970.

Hogan, Robert. The Independence of Elmer Rice. Carbondale: Southern Illinois
University Press, 1965.

Rice, Elmer. The Living Theatre. New York: Harper, 1959.

. Seven Plays. New York: Viking; 1959.

The Adding Machine

A PLAY IN EIGHT SCENES

Elmer Rice
=09

CHARACTERS

i

LIEUTENANT CHARLES
JOE
SIGHTSEERS

SCENE 1 undersized. and partially bald. RSERERDY:s standing

hefovo the dresser arranoing bev Sfor the night. She

is
(A GHEUSEERGD containing an " GSKallmERD She is shapeless in her Uongesleevedcorton mightgounsd
dresser, and chairs. An ugly electric-light She is wearing her shoes, over which sag herSungar=®

e et e

of figures. ;tin. sick o' them. Westerns. All them cowbove

SENFERG)is [ying on the bed. facing the andience. { cidia ~round an’ foolin’ with them ropes. | don't
his head and shoulders visible. HETE iR Sallite icare nothin about that. 1 m sick of ‘em. [ don't

SRSUEERON (25 she takes doun ber hair): I'm get-
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For Lute’s Sueet Suke. 1 like chem sweee licele love | Ie's ac the Peter Stuyvesant Wednesday nighe, so
stories. They're nice an’ wholesome. Mess Twelyer( don’t be tellin’ me you want to go to the Rose-
was sayin' to me only yesterday, “Mrs. Zero,”

s:ns she, “whac I like is one of them wholcsume
smms with just a sweet, simple love story.

‘You're righe, Mrs Twelvey" 1 says. “Thart's
what I like t00.” They're showin' too many
Westerns at the Rosebud.

zsu why they don’c have more of them storices like | miss it, Mrs. Zero,” Mrs. Eight was tellin' me.

bud. Thé Bightsiscen it downtown at the Serand.
They go downtown all the time. Just like us—
nic! I guess by che time ic gets to_the Peter
Stuyvesanc all rc about kickin
Tl s o T e
I'm ;,z-mn sick of | cabaret scene i The Price u? Virtue. They sure are
them. [ chink we'll scare goin’ to the P~ - pullin® some rou;,h stuff in the pncturcs nowa-
Scuyvesant. They got a good bill there Wednes. days. “It's no placc for a young girl,” I was tel-
lin’ (MESIUEleven; only the other day. An' by the
time they ge( uptown_half of it is cut out. But
you n't go /ou Wouldn't go downtown—not if wild } wild horses

ida} night. There's a Chubby Delano comedy cal-
led Sea-Sick. MESITWEV® was tellin’ me about
it. She says it's a scream. They're havin’ a picnic

in the country and cthey sit Chubby next to an/ was to drag you. You can wait till they come
old maid with a great big mouth. So he gets sore) uptown! Well, I don't want to wait, see? I want
an’ when she ain't lookin' he goes and cacches a ) to see ‘em when everybody else is seein’ ‘em an’
frog and drops it in her clam chowder. An’ when

she goes 1o eat the chowder the frog j jumps out of

it an’ right into her mouth. Talk about laugh!

Mrs “Tweli@ was cellin’ me she laughed so she

nearly passed out. He sure can pull some funay
ones. An' they got chat big Grace Darling fea-
ture, A Mother’s Tears. She's sweet. Bur I don't

not a month later. Now don't go tellin' me you
ain't got the price. You could dig up the price
all righe, all righe, if you wanced to. I notice you
always got the price to go to the ball game. Bur
when it comes to me havin' a good time, then

| it’s always “I aint got the price. I gotra start
savin”." A fat lot you'll ever save! | got all I can
do now makin’ both ends meert, an’ you talkin’
about savin'. (

) like her clothes. There's no style to them. Mrs.
1 Nine was tellin’ me she read in Pictureland thac
she ain't livin' with her husband. He's her An don’t go pul-
{ second too. I don't know whether they're di- | lin’ that stuff aboue bein tired. “I been workin’
fvorccd or just separated. You wouldn'c think it i hard all day. Twice a day in the subway's enough

to see her on the screen. She looks so sweer and | for me.” Tired! Where do you get that tired
innocenr. Maybe it ain'c true. 1ou cant betieve ) stuff, anyhow? What about me? Where do I
au you read. They say some Pitesburgh mil- ‘cume in? Scrubbin’ floors an’ cookin' your meals

lionaire is crazy about her and that's why she [ an’ washin’ your dirty clothes. An’ you sittin’ on
ain't livin' with her husband. Mrs. Seven was | a chair all dav. just addin’ ﬁ}zga‘s—hm

tellin’ me her brother-in-law has a friend cthat
used to go to school with Grace Darling. He says
her name ain't Grace Darling 2¢ all. Her right
name is Elizabeth Lugan, he says, an aw them
stories about her gettin’ five thousand a week is
the bunk, he says. She's sweer though. . Mg

wau—for—no-whnistle. | Gon't get no vacations

neither. And what's more [ don'e gee no pay en-
velope every Saturday night neither. I'd like to
know where you'd be without me. An’ what have
1 got to show for it?—slavin’ my life away to
Eightywas tellin' me that A Mother's Tears is the | give you a home. What's in it for me, I'd like to
best picture she ever made. Don © miss it; Mrs. | know? Buc it's my own fault, I guess. I was a
Zero,” she says. “It's sweec,” she says. “Just (fool for marryin’ you. If I'd ‘2’ had any sense, I'd
sweet and wholesome Cry!” she says, I nearly | ‘2’ known what you were from the starc. I wish [
cried my eyes out.” There's one part in it where ( had it to do over again, I hope to teil you. You
this big bum of an Englishman—he's a married | was gom to do wonders, you was! You wasn't
man eo—an’ she’s cthis liccle simpte country | goin' to be a bookkeeper long—oh, no, not you.
>gm An' she nearly falls for him too. Bur she's [ Wait cill you got started—you was goin' to
sittin’ out in the garden, one day, and she looks | show ‘em. There wasn't no job in the store chat

| up and there's her mother lookin' at her, right { was too big for you. Well, I've been waitin'—
out of the clouds. So that night she locks the [ waitin’ for you to get started—see? It's been a
door of her room. An’ sure enough. when every- | good long wait too. Twenty-five years! An’ I
body's in bed, along comes this big bum of an ( aint seen nothin’ happen. Twenty-five years in
Englishman an’ when she won't let him in what | the same job. Twenty-five years tomorrow!
does he do but go an’ kick open the door. “Don’t | You're proud of it, ain't you? Twencv-five years

L fegrges Say

five-chirty. There's no nve-chirty tor me. 1 don’ 't

Can

Joat

paced .

Al Yol Wok o

in the same job an' never missed a day! Thac's

somethin® to be proud of, aint ic? Sitrin’ for
twenty-five years on the same chair, addin’ up
figgers. What about bein' store manager? | guess
you forgot about that, didn't you? An' me at
home here lookin® at the same four walls an’
workin’ my fingers to the bone to make both
ends meet. Seven years since you got a raise! An’
if you chn't get-one tomorrow, I'll bet a nick *
you won't have the guts to go an’ ask for one. [

didn't pick much when I picked you, I'll tell the
wmmrm—uam%??@ﬁ of (et
goes to the Windie and e theshade. A few light-

| N CGok g GReforamomenta) She ain’t walkin’
i around tonight, you can bet your sweet life on
cthat. An' she won't be walkin' around any more
nights neither. Not in this house, anyhow. (§%@
Gy romthENindatR ) The dircy bum! The
idea of in in a house with res-

ctable ple. They should "a™ gave her six
years, not six months. If I was the judge I'd of
gave her life. A bum like that. ( h
eSS ThEREaNHoMEnD) 1 guess you're sorry
she's gone. 1 guess you'd like to sit home every
night an’ watch her goin's-on. You're somethin’
to be proud of, you are! (

MRS. ZERO gets into bed.) You'd better not; start

o nothin’ with women, if you know what's good
N for you. I've put up with a lot, but I won't put
X ‘\d up with that. I've been slavin' away for twenty-
ﬁr‘& five years, makin' a home for you an' nothin’ to
show for it. If you was any kind of a man you'd

have a decent job by now an’ I'd be gettin' some
comfort out of life—instead of bein' just a slave,
washin’ pots an’ standin’ over the hot stove. I've
stood it for twenty-five years an’ I guess I'll have
to stand it twenty-five more. But don't you go
startin’ nothin’ with women:

i (She goes on talking as the curtain falls.)

Won?  SCENE .
Swuw%; 24}?;;@ ¥

m

M\b ‘aged woman. BWMALMM'
sleesesprotectors.

@S .5 aluud figures from u /l/le'T
R nnuim b gt 4& dong

(ﬁm7
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of Stipmwhishsliesteforesier; A s she SeadsbeigureD
ZERO) enters them llptmm
pape which lies before him.

)

@ns (readingalond)® Three ninety-eight.
Forty-two cents. A dollar fifty. A dollar fifty. A
dol'ar twenty-five. Two dollars. Thirty-nine
cents. Twenty-seven ffey.

(ZERON pesulantly): Speed it up a little, can ha?

@us® What's the rush? Tomorrer's another
day.

@ERGP Aw, you make me sick.

@EBY An’ you make me sicker.

@ER6» Go on. Go on. We're losin’ time.

@8 Then quit bein’ so bossy. (She reads.)
Three dollars. Two sixty-nine. Eighty-one fifty.
Forty dollars. Eighe seventy-five. Who do you
think you are, anyhow?

@ERO» Never mind who [ think I am. You
tend to your work.

@S Aw, don't be givin' me so many
orders. Sixty cents. Twenty-four cents. Seventy-
five cents. A dollar fifty. Two fifty. One fifty.
One fifty. Two fifty. I don't have to cake it from
you and what's more 1 won't.

@W6P Aw, quit talkin’.

W I'll calk ali T wane. Three dollars. Fifty
cents. Fifty cents. Seven dollars. Fifty cents.
Two fifty. Three fifty. Fifty cents. One fifty. Fif-
ty cents.

desk. busily amg tbcﬁgm )

@ERONwithout locking up): You make me sick.
Always shootin' off your face about somethin'.
Talk, talk, talk. Just like all the other women.
Women make me sick. i

©RSD (Gisily" fingeringnibe slips): Who do you

think you are, anyhow? Bossin' me around. ]

0
won't.

(They both attend closely to their work, neither
looking up. Throughout. each intones figures during
the other's speeches.)

=

ZEROY Women make me_sick. They're all
alike. wonder
what they do in the workhouse. Peel potatoes.
I'll bet she's sore at me. Maybe she'll try to kill

me when she gets out. I better be careful. Hello
Girl Slays Betrayer. Jealous Wife Slays Rival.
You can't tell what a woman's liable to do. I
better be careful.

| I'm gettin’ sick of «. Always pickin’
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on me about somethin’. Never a decent word out
of you, Not even the time o' day. .

@B | gucss she wouldn't have the nerve at
that, Maybe she don't even know it's me. They
didn’t even put my name in the paper, the big
bums. Maybe she's been in the workhouse be-
fore. A bum like rhal She didn’t have nothin’ on
that one ti " but a shirt.

mw: You mak: me sict
I'm sick-of lookin’ at your face.

Gee, ain't rha: whistle ever goin’ to
blow? You didn't used to be like char. Not even
good mornin' or good evenin’. I ain't done
nothin’ to you. It's the young girls. Goin'
around wichout corsets.

Your face is gettin® all yeller. Why
don't you put some paint on it? She was puttin’
on paint that time. On her cheeks and on her
lips. And thac blue stuff on her eyes. Just siccin’
there in a shimmy putcin’ on the paint. An’ wal-
kin' around the room wich her legs all bare.

@ | wish | was dead.

@Enow | was a goddam fool to let the wife get
on to me. She oughta ger six months at thar.
The dircy bum. Livin' in  house with respect-
able people. She'd be livin' there yet if the wife
hadn’t o' got on to me. Damn her!

OREW | wish | was dead.

@ERSP Maybe another one'll move in. Gee,
thar would be great. But the wife’s got her eye
on me now.

@ms I'm scared to do it though.

80P You oughta move into that room. It's
cheaper than where you're livin' now. I betrer
cell you about ic. I don’t mean to be always pick-
in’ on you

Gas. The smell of it makes me sick.

up and clears his throat. -n
Y Whadja say?
- I didn'c say nothin’.
SRS | chough you did.
#EROPYou thought wrong.

(They bend over their work again.)

@uss A dollar sixcy. A dollar fifty. Two
Ainety. One sixty-two,

@Emom Why cthe hell should I tell you? Fat
chance of you forgettin’ to pull down the shade!

1€ 1 asked for carbolic they mighe get
on to me.

@mmgp Your hair's geeein' gray. You don't
wear them shirtwaists any more with the low
collars. When you'd bend down to pick some-
thin’ up.

QRSR | wish | knew whac to ask for. Girl
Takes Mercury After All-Night Parcy. Woman
In Ten-Story Death Leap.

@ | wonder where'll she go when she gets
out. Gee, I'd like co make a date with her. Why
Aidn't 1 go over there the night my wife went to

‘rooklyn? She never woulda found out.

I scen Pauline Frederick do it once.
W aere could I ger a pistol chough?

1 guess I didn’t have the nerve.

s Ull bec you'd be sorry then thac you
been s0 mean to me. How do I bnow thcagh?
Maybe you wouldn's.

@mmop Nerve! | got as much nerve as any-
body. I'm on che level, that’s all. I'm a married
man and I'm on cthe level.

@S Aoyhow, why ain't | goc 2 right to
live? I'm as good as anybody else. I'm t
fined, I guess. That's the whole noubTe"ou

@9 The time the wife had poeumonia 1”
chought she was goin' to pass out. But sh
didn’c. The doctor’s bill was eighty-seven dol-
lars. (Looking 4p.) Hey, wait a minute! Didn't
you say eighty-seven dollars?

‘Whar?
Was the last you said eighty-seven

A

dollars?
P (consulting the slip). Forty-two fifty.
@EWOP Well, | made a mistake. Wait a mi-
oute. (He busies bimself with an eraser.) All right.
hoot.

Adal

s dot
@RS Six dollars. Three fifceen. Two twen- 'S
ey-five. Sixcy-five cents. A dollar twenty. You %

talk to me as if I was dirt.

@01 wonder if I could kill the wife with- 410

out anybody findin' out. In bed some night.
With a pillow.
ammse [ used to think you was stuck on me.

@Eop 1'd get found out though. They always
have ways.

Quee We used to be so nice and friendly
together when I first came here. You used to ralk
to me then.

@Emgp Maybe she'll die soon. I noticed she
was coughin' this mornin’.

@® You used o tell me all kinds o
chings. Y@_Bmﬂshownm all. Juse
che same, you're still sittin’ here.

“Then 1 could do whac I damn please.

iy Maybe it ain'c all your faule neicher
Maybe if you'd had the right kind o' wife—
somebody with a lot of common sense, somebody
refined—me!

ey

@ Ac chac, | guess I'd get tired of bum-
-nin’ around. A feller wants some place ¢ fo hang
his hac. #

WP [ wish she would die.

@BEB And when you start goin® wome
you're liable to get into trouble. And lose your
job maybe.

Qe Maybe you'd marry me.

(#8860 Gee, 1 wish I'd gone over there that
night.

@Y% Then | could quit workin'.

‘@o® Locs o' women would be glad to get
me.

@IS You could look a long time before
you'd find a sensible, refined girl like me.

W69 Yes, sir, they could look 2 long time
before they'd find a steady meal ticket like me.

@R | guess I'd be to0 old to have any
kids. They say it ain't safe after chircy-five.

‘@mmop Maybe I'd marry you. You might be
all righe, at chat.

I wonder—if you don't want kids—
whether—if there’s any way.
fooking

v

y, what

anyhow? Firsc it's o7 slow an’ then
I guess yeu don't know what you want.

Jk‘ r mind about chac. Just
slow un.
R U gortin' sick o chis. I'm goin’ to
#sk to be crred.

@ - ead. You can't make me mad.

@ Aw, keep quict. (She raads.) Twa for-
ty-t A dollar ewenty. A dollar fifty. Ninety
cents. Sixty-three cents.
you! 1 guess not! You'd be as
bad as the one I gor
_\’ouwouldntcu: if T did ask. Igora
good mind to ask,
P | was a fool to ger married.
Then I'd never sce you ac all.
#me» Whae chance has a guy got with a
woman tied around his neck?
That time ac the store picnic—the
year your wife couldn' you were nice to

thguihes
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next to me in the big delivery wa,

@ENOS | goc a hunch chere’s a big raise comin' ‘BWWJ?CQ

to me.
@ | wonder whar it feels like to be really
kissed. Men—dirty pigs! They want the bold
ones.

@E0® If he don't come across I'm goin’ right
up to the frone office and cell him where he gees

-l wish I was dead.

“Boss,” I'll say, “I wnm to have a talk
“Sure,” he'll ny
Corona_Corona.” "No,” Ill say, "I don't
smoke. " 'Hmu thae?" hell say. “Well, boss,”

I'll say, “it's this way. Every time I feel like
smokin’ I juse take a nickel and put it in the old
sock. A penny saved is 2 penny earned, that's the
way I look at it.” “Damn sensible,” he'll say.
“You got a wise head on you, Zero.”

@A | can’c stand che smell of gas. It
makes me sick. You coulda kissed me if you
waanted 0.

@O “Boss,” I'll say, "1 ain'c quite sacisfied.
I been on the job twenty-five years now and if
I'm gonna stay I gotta see a future ahead of me.”
“Zero,” he'll say, “I'm glad you came in. I've
had my eye on you, Zero. Nochin® gets by me."”
“Oh, I know that, boss,” l'll say. That'll hand

him a 3ood laugh, chat will. 're a valuable
want you fight up
e uh me in the ou're done

addin’ figgers. Monday g you move. up
@8BW Them kisses in the movies—them
long ones—right on the mouth—
#2808 T'll keep a-goin’ right on up after that.
lllshcwmof(kmblldavheu:heym
off.

ONER) That one the other night—The Devil's
Alibi—he put his arms around her—and her
head fell back and her eyes closed—like she was
in a daze.

@@y Just give me abour two years and I'll
show them birds where they get off.

¥ 1 guess that’s what it's like—a kinda

me chen.

P Twenty-five years holdin' down the
same job!

@GNSR We were together all day—just sit-
tin’ around under the trees.

‘@ggp | wonder if the boss remembers about
it bein’ twency-five years.

@A And comin’ home that night—you sat

d: h lsee:hemhkethnlpuummm
fmger everything.

@B Then me for a place in Jersey. And
maybe a licele Buick. No tin Lizzie for mine.
‘Waic «ill I get started—T'll show ‘em.

@ | can see it now when I kinda half
close my eyes. The way her head fell back. And
his mouth pressed right up against hers. Oh,
Gawd! it must be grand!

“sic down. Have a '

£
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eV o Cngv .

(m efficiency experts have recommended the installa-

D « dusty derby, Q) & frousy seraw, S

Butibeisburycs

pemand pays wa attestion 0 hers She sighs and goes
troward the door at the left.)

@EmON(/ooking up): G'night, Miss Devore.

EHO rogether):. The whiscle! (Wizh
grear agility they get off their stools. remove their

tion of adding machines.
RSN sraring @t bim)? Addin’ machines?
@8y Yes, you've probably seen them. A
mechanical device that adds aucomatically.
WP Sure, I've seen them. Keys—and a
l-ndkthtyvuwﬂ (He goes through the motsons.

-Thalu:.TMydorhe-nd:mhdfthe
time and a high-school girl can operate them.
Now, of course, I'm sorry to lose an old and
faithful employee———

-E;nucuu.butwouldyoununduwn

that again?
¢ S twker

Bt she doos war bier bim and exits.
The door at the right spens
and the

soell dressed.)

Thmons (cslling): Oh—cr—Miscer—er——
merseuly.)

MY‘: sir. Do you want me,

-Yes Just come here 2 momene, will

- Yes, sir. Right away, sir. (H#

bis bat. picks i up, seumbies, recovers bimsclf, and
' BOSSy <tery
O Mister—er—er——
SO Zero.

@D Yes, Mr. Zero. | wanted to have a lit-
tle talk with you.
-(‘i‘m ¥ Yes, sir, I been
kinda expectin’ it.
S Yes, sir.
@889 How long have you been with us, Mis-
ter—er—Mister————
=Ry Zero.
@89 Yos, Mr. Zero.
Twenty-five years today.
Twenty-five years! Thar's a long time.
¥ Never missed a day.
_Andyounbemdom;d\eumemrk
all che time?
@WEF Yes, sir. Right here ar chis desk.

@8 Then, in that casc, a change probably
won't be unwelcome to you.

’Nonr it won't. And that's the truth.

Oh, have you?

-lkmdadwughxymludymneyem
me.

@D You were right. The fact is that my

oy . Ee— eins 1o revolve very stowiy.)
it i Farprise Vo e it i) nd ¥0emblS)  organizacion like chis, efbc
ideration-

m® | say I'm sorry to lose an employee
who's been with me for so many years

You will
nh.ryﬁwd:efullmd) And I'll
dxmmymmrynoxtwym-\emofmom
‘mendation-

draw your

‘@EO® Wit 3 minuce, boss. Let me gec this
ngh( You mean I'm canned?
'_“ I'm sorry—no other
alternative—greatly regret—old  employee—
efficiency y—busi busi
BUSINESS——
other. They are

mmﬁdwn{dm
are inaudible.

Mardi Gras.
thunder,

SCENE 3

The 7230 dining room. Entrance door at vicht.
\Dours 10 kutchen and bedroom at Iefs. The walls. as m
the first scone. are paper=? with foolscat sheets covered

EW

the sleivh bells the atemokils siven. the glass-crath.
New Year's Eve, Election Night. Armistice Day, ndv\y@'\

i (“ 7 [ —‘-l':»\}\‘— Q
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with columns of figures. In the middle of the room, <dding machime. TERO raics b ead for & moment
apsrage; a table set for tise. Alowg each side whall sevem, bu: lower: it almost instantly.)
<
At the rise of tbe curtain SRS Senearedy "WWSRMR There's the doorbell. The com

After a few moments the entrance dosw opens and
enters. He hangs.  rack bebind the

pany’s here already. And we ain’t hardly finished
supper. (She rises.) But I'm goin’ to clear off the
table whether you're finished or not. If you want
your supper, you got a right to be home on
time. Not standin’ around lookin’ ac scoreboards.

poes torcard.

and. coming o

Wait a minute! Don't open the

acans place. Hi
abstracted.)
s SRR Well, it was
nice of you to come home. You're only an hour
late and that ain't very much. The supper don't
get very cold in an hour. An’ of course the part
about our havin’ a loc of company tonight don't
matter. (TSI
Ain’t you even gor sense enough to come
home on time? Didn't I tell you we're goin' to
have a lot o' company tonight? Didn’t you know
the Ones are comin'? An’ the Twos? An' the
Threes? An’ the Fours? An’ the Fives? And the
Sixes? Didn't I tell you to be home on time? I

might as well talk to a stone wall.
few moments in silence.

1 guess you musta had some important busi-
ness to attend to. Like watchin’ the

door yet. Do you want the company to see all the
mess? An’ go an’ put on a clean collar. You gor
red ink all over it. (zERO goer foward bedroom door.)
1 should ‘think afcer pushin’ a pen for twenty-five
years, ymdlamhowmdanmdmlgemn
ink on your collar. (HEND &t Vo' badreom. ED
CEWD ‘akes dishes to kitchen, talking as she goet.)

1 guess | can stay up all night now washin’
dishes. You should worry! Thar's what a man's
got 2 wife for, ain't it? Don't he buy her her
clothes an’ let her eat with him at the same
table? An’ all she’s gotea do is cook the meals an”
do the washin’ an’ scrub the floor, an’ wash the
dishes when the company goes. Bus, believe me,
you're goin' to sling 2 mean dish towcl when the
company goes tonight!

Or was two kids havin’ a fight an’ you was the
referee? You sure do have a lot of business to
arcend to. It's 2 wonder you have time to come
home at all. You gotta tough life, you have.
V/dkm.hangupyou:hxmp\um:henm-
bag. Ao’ me in the hot kitchen all day, cookin’
your supper an' waitin’ for you to get good an’
ready to come home! (PSS R TR

Maybe the boss kept you late tonight. Tellin'
you what a big noise you are and how the store
couldn’t ‘a’ got along if you hadn’t been pushin’
a pen for twenty-five years. Where's the gold
medal he pinned on you? Did some blind old
lady take it away from you or did you leave it on
:he;axo(dsebmslxmmmvl:nheb«wghx
you home?

F'll bec he gave you a big raise, didn't he?
Promoted you from the third floor to the fourth,
maybe. Raise? A far chance you got o' gerrin' 2
raise. All they gotea do is put an ad in the paper.

“ There's ten thousand like you layin' around the

streets. You'll be holdin’ down the same job ac

\ the end of another twenty-five years—if you ain't

forgor how to add by thar time.

(Wh RO bedtroom
b.ﬂﬁh!&?ﬁi: MRSIZERD enters from kit~
The
clicking msise it beard again.)

SEENSENE) There's che bell again. Open the
door, cancha? ‘ \2 “"é\_”%:‘lﬁ
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@ Some nain we're havin'.

@y Never saw the like of it.

@R Worst in fourteen years, paper says.

@HEER Y can’t always go by the papers,

W No, thar’s right too.

@B We're liable to forget from year to year.

@D Ych, come ¢ think, last year was precey
bad too.

@ An’ how about two years ago?

E® Still, this year's precey bad.

WP Ych, no gettin’ away from that,

W Mighe be a whole lot worse.

@B Ych, ic's all the way you look at it.
Some rain though.

MISNSEED | like chem lictle organdic dresses.

MRENENR: Ych, with a licele lace trimmin’ on
the sleeves.

SEESE: Well, | like ‘em plain myseff.

e Yeh, what | always say is the
plainer the more refined.

Well, I dont think a litde lace
does any harm.

SESIGNE No, it kinda dresses it up,

W Well, [ always say it’s all a mateer
of taste.

MBS | saw you ac the Rosebud Movie
Thursday night, Mr. One.

O Prccey punk show, Tl say.

@WEP They're gettin' worse all the time.

MASSNSES But who was the charming lady,
Mr. One?

@ENow don't you go makin’ trouble for
me. That was my sister.

MRESWE: Oho! Tha's what they all say.

Mpsmmows: Never mind! I'll bec Mrs. One
knows what's what, all righe.

wRmoNE: Oh, well, he can do wha he likes
—'slong as he behaves himself.

WER You're in luck ac that, One. Far
chance I got of gettin’ away from the frau even
with my sister.

MESRNER You oughea be glad you gor a
8ood wife to look after you.

MBS (in unison). That's righe,
Mss. Three.

@D | guess I know who wears the pants in
your house, Three.

SHSSSESR Never mind. | saw chem holdin’
hands at the movie the ocher nighe.

WS She musta been tryin' to gec some
money away from me.

P Swell chance anybody'd have of
gectin’ any money away from you.
(Geneval lawghier.)

@ They sure are a loving couple.

smmamo; Well. | think we oughea change
the subject.

MEENERR: Yes, lec's change the subject.

@it rocey: Did you hear the one about
the travelin’ salesman?

0, I« seems chis guy was in a slecper.

@ Goin' from Albany to San Diego.

TR And in the next berth was an old
maid.

AP Wich a wooden leg.

o Well, along about midnight-

(They all put their beads togetber and whisper.)

SIS sorto roce): Did you hear sbout the
Sevens?

MEEmes They're gectin® a divorce.
SmEmRNE; [t's che second time for him.
GISIEENER> They're cwo of a kind, if you ask

me.
SBENENS: One's as bad as the other.

(They all put their beads togerber and whisper.)

S| chink chis woman suffrage is the bunk.

@D ¢ sure is! Politics is a man’s business

@M Woman's place is in the home.

@R Thar's ic! Lookin' after the kids,
“stead of hangin’ around the screets.

WWEP You hit the nail on the head that time.

@amp The crouble is they don'c know what
they want.

MRS Men suce gec me tired.

MESNNR: They sure are 2 lazy lot.

MasaggwR: And dirty.
MASEMAEE: Always grumblin' abour some-
thin’

MASEER When they're not lyin'!
Or messin’ up the house.
Well, belicve me, I cell mine
where he gets off.
& Business conditions are sure bad.
@sp Never been worse.
I don’t know what we're comin’ to.
1 look for a big smash-up in about
chree months.
@y Wouldn't surprise me a bit.
@SES We're sure headin’ for trouble.
MESRSIN® My aunt has gallscones.
m“ My husband has bunions.
My siscer expects next moath.
SRSNREREE My cousin’s husband has ery-
sipelas.

@SR My niece has St. Vicus's dance.

smsmme: My boy has fits.

SN [ never fele betcer in my life.
Knock wood!

@ Too damn much agitation, that's ac the
boctom of it.

@R Thar's it! Too damn many serikes.

®mum Foreign agitators, that's what it is.

THREE: oughta be run outa the country.

D What the hell do they want anyhow?

@RED They don't know what they wanc, if
you ask me.

@Xp America for the Americans is what [ say!

@ (in wnisons): That's it' Damn foreigners'
Damn dagoes! Damn Cacholics! Damn sheenies!

Damn niggers! Jail ‘em! Shoot "em! Hang ‘em!
Lynch ‘em! Burn ‘em! (m
som0)

My country 'tis of thee,
Sweet land of liberty!
WESSRSUR® Why so pensive, Mr. Zero?
@EEN;peking for the first time). I'm chinkin'.
s Well, be careful not to sprain
your mind. (Laugher.)
ERSERENOR Look at che poor men all by them-
selves. We ain't very sociable,
@ Looks like we're neglectin’ the ladies.
(The women cross the room and join the men, all
chattering losdly. The doorbell rings.)

‘s Sh! The doorbell!

(The volume of sound slowly diminishes. Again the
doorbell.)

SN guietly): U'll go. It's for me.

(They watch curiously as ZERo goes 10 the door and
opens it, admitting & POUCEMAN. There is a murstur
of surprise and excitement.)

. I'm lookin’ for M. Zero.

(Theyall pointi8220.)

@y I've been expectin’ you.
pouceman: Come along!
@ENBD Jusc a minuce. (He puts his band in bis

Ppecket.)

mmay Whac's he wyin' to pull (He
draus a revolrer.) 1 goc you covered.

R Sure, thac’s all righe. | jusc wane to
give you somethin’. (He takes the collar from his
pocket and gives it 1o the POLICENAN.)

g 5picicusly): What's chac?

@EMO® The collar | wore.
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EEEENEND What do | wan it for?
ZERO: w‘ﬁ.
W (pocketing in: All right, come
'
@ERON (tarning fo MRs. zeRO): 1 gotta go with

him. You'll have o dry the dishes yourself.
rushing forwardy. What are they

@000 (The PoLICEMAN taker bim off.)

7 c“qe 2
ol furnh © )
& e 3

s ONEL YW, THREE, FOURS FIVES o id Sk o
their respective wives. (EERBERTIMESITRArSIbED

hind the busks 7130 0 is seated, bis face buried in bis

vises wnd. going arownd the table ;i TENO o e
shoslder. qERDrises and ies the offcer. T

of the courtrosm. facing the Y. He rocions 1o 760
to 120p, them peints to the jury and resumes bis place
buside the jury box. WV stands there looking at the
Jary. bewildered and balf afraid. TOTRETRARD

3 ., haltingly):
WO beginning 1o speak. halting! gt

killedihims Them lawyers! They give me a good
sciff pain, that's what they give me. Half the
time | don't know what the hell they're talkin

about. Objection sustained. Objection overruled.

What's the big idea anyhow? You ain't heard me
do any objectin’, have you? Sure not! What's the
idea of objectin’? You got a right to know.
What I say is, if one bird kills anocher bird, why
you got a right  call him for it. Thac's whae |
say. | know all about that. I beea on the jury
©00. Them lawyers! Don't lec ‘em £l you full of
bunk. All that bull abou it bein’ red ink on the
bill file. Red ink nothin™t It was blood, see? |
wane you o get chat right—all of you. One,
cwo, three, four, five, six, seven, eight, nine,
ten, cleven, rwelve. Twelve of you. Six and six.
Thar makes twelve. | figgered it up often
enough. Six and six makes twelve. And five is
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seventeen. And eight is twenty-five. And three is
twenty-cight. Eighe and carry two. Aw, cue it
out! Them damn figgers! I can't forget ‘em.
Twenty-five years, see? Eighe hours a day, excep-
tin' Sundays. And July and August half-day
Saturday. One week's vacation with pay. And
another week without pay if you want it. Who
the hell wancs ic? Layin® around the house liscenin®
to the wife tellin’ you where you ger off. Nix!
An’ legal holidays. 1 nearly forgot them. New
Year's, Washington's Birthday, Decorarion Day,
Fourth o' July, Labor Day, Election Day, Thanks-
givin', Christmas. Good Friday if you want it.
An’ if you're a Jew, Young Kipper an’ the other
one—I forger what they call it. The dirty
sheenies—always gettin' two to the other bird's
one. An’ when a holiday comes on Sunday, you
get Monday off. So that's fair enough. But when
the Fourth o' July comes on Saturday, why
you're out o' luck on account of Saturday bein’ a
half-day anyhow. Get me? Twenty-five years—
I'll tell you somethin’ funny. Decoration Day an’
che Fourth o' July are always on the same day o'
the week. Twenty-five years. Never missed
day, and never more'n five minutes late. Look at
my time card if you don'c believe me. Eight
twenty-seven, eight thirty, eight twenty-nine,
cight twenty-seven, eight thirty-two, Eighe an’
thirty-two’s forty an'—Goddam them figgers! |
can't forgee ‘em. They're funny things, . them

) figgers. They look like people sometimes. The

eights, see? Two dots for the eyes and a o for
the nose. An’ a line. Thac's the mouth, see? An'
there's others remind you of other chings—but |
can't talk about them on account of there bein’
ladies here. g m? Why didn't he
shue up? If he'd only shue up! Instead o' talkin'
an’ calkin’ about how sorry he was an’ what a
good guy I was an’ chis an’ that. I felc like say
to him: "For Christ's sake shut up!” Buc didn't
have the nerve, see? I didn't have the nerve to
say that to the boss. An' he went on talkin’,
sayin' how sorry he was, see? He was standin’
right close to me. An’ his coat only had ewo but-
tons on.it. Two an’ two makes four an'—aw, can
it. An' there was the bill file on the desk. Right
where 1 could touch ir. Te'ain'e righe o kill &

. “ehiatyWhen I read all about him in
the paper an’ about his three kids I fele like a
cheapskace, [ tell you. They had the kids' pic-
tures in the paper, right next to mine. An’ his
wife t00. Gee, i “be swell to have a wife
like thac. An’ he lefe
fifty chousand dollars just for a rest room for the
girls in the store. He was a good guy ar that.

Wng bk belt &en \K pesified

Fifty thousand. That's more'n twice as much as
I'd have if | saved every nickel | ever made, Let's
see. Twenty-five an’ y-five an’ y-fi
an'—aw, cut it ouc! An’ the ads had a big,
black border around ‘em; an’ all it said was that
the store would be closed for three days on
account of the boss bein’ dead. That nearly hand-
ed me a laugh, that did. All them floorwalkers
an’ buyers an’ high-muck-a-mucks havin’ me to
chank for geccin® chree days off. I hadn'c oughta
killed him. I ain’t sayin' noth; A
was goin' to give me a raise, see?
ve years. He

never talked to me before, see? Excepe one morn-
in’ we happened to come in the store together
and I held the door open for him and he said
“Thanks.” Jusc like that, see? “Thanks!" That
was the only time he ever talked to me. An’
when I seen him comin’ up to my desk, I didn't
know where I gor off. A big guy like that comin’
up to my desk. I felt like I was chokin’ like and
all of a sudden I got a kind o' bad taste in my
mouth like when you get up in the mornia’. |
didn’t have no right to kill him. The districe
attorney is right about that. He read the law to
you, right out o' the book. Killin' a bird—rthat's
wrong. But there was that girl, see? Six months
they gave her. Tt-was 2 direy trick tellin® ehe cops:
‘onvherilikesehie. I shoulda’t 2’ done that, Buc
what was I gonna do? The wife wouldn'c let up
on me. I hadda do ir. Shenused e6 walk'around
TR Slar 5

\ her undershirt, see? Nothin'
elseion; Just her undershier, An' chey gave her
six months. ¥ “‘M her.

That's the lasc Il
Them  birds—how:dox chey- get- away with e

theupictures. ['ve seen lots o 2
chat, bur k ain'e goe thernerves—in the subway
an’ on the street an’ in the store buyin' things.
Pretey soft for them shoe salesmen, I'll say,
lookin' ac women's legs all day. Them lawyers!
They give me a pain, I tell you—a pain! Sayin'
the same thing over an’ over again. I never said I
didn’c kill him. ne A
tegulsrimusrderer, What good did it do me to
kill him? I didn’t make nothin’ out of i¢. Answer
yes or no! Yes or no, me elbow! There’s some
things you can't answer yes or no. Give me the
once-over, you guys. Do I look like a murderer?
Do 12 I never did no harm to nobody. Ask the
wife. She'll cell you. Ask anybody. 1 never got
into trouble. You wouldn't count that one time
at the Polo Grounds. Thar was just fun like. Every-
body was yellin', “Kill the empire! Kill the
empire!” An' before I knew what I was <oin’ [

57akig (rbereshng

/gnd the pop bortle. It was on account of every-
body yellin® like chat. Just in fun like, see? The
yeller dog! Callin’ that one a strike—a mile away
from the place. Anyhow, the borele didn't hit
him. An’' when I seen the cop comin’ up the
aisle, I beat it. That didn'c hure nobody. It was
just in fun like, see? An' that time in the sub-
way. | was readin’ about a lynchin’, see? Down
in Georgia. They took the nigger an’ they tied
him to a tree. An’ they poured kerosene on him
and lic a big fire under him. The dircy nigger!
Boy, I'd of liked to been there, with a gat in
cach hand, pumpin’ him full of lead. I was
readin’ about it in the subway, see? Right at
Times Square where the big crowd gets on. An'
all of a sudden chis big nigger steps right on my
foor. It was lucky for him I didn't have a gun on
me. I'd of killed him sure, [ guess. [ guess he
couldn't help it all right on account of the
crowd, but a nigger's got no right to step'on a
white man’s fooc. I told him where he got off all
right. The dirty nigger. But that didn't hurr no-
body cither. I'm a precey steady guy, you gottd
admit that. Twenty-five years in one job an' I
never missed a day. Fifty-two weeks in a year.
Fifty-two an’ fifty-two an' fifty-two an'—They
didn’t have ¢ look for me, did they? I didn'e try
to run away, did I? Where was | goin’ to run to!
I wasn'c chinkin' abou it at all, see? I'll tell you
what | was thinkin about—how I was goin’ to
break it to the wife about bein' canned. He
canned me afeer twenty-five years, see? Did the
lawyers cell you about thac? I forger. All that
talk gives me a headache. Objection sustained.
Objection overruled. Answer yes or no. It gives
me a headache. And I can'c get che figgers outta
my head neither. Buc that's what I was zhigkin‘
about—how I was goin’ t' break it to the wife
about bein’ canned. An’ whittMiss Devorewioiild
‘hink when she heard about me killin' him. 1 bet
she never thought I had the nerve to do it. 1'dP
martied. her if the wife had passed out. Id be
holdin’ down my job yet if he hadn't o' canned
me. But he kepr walkin' an’ talkin'. An' chere
was the bill file righe where I could reach it. Do
you get me? I'm just a regular guy like anybody
else. Like you birds, now. (For the first time the
Jurors relax. looking indignantly at each other and
whispering.)

Suppose you was me, now. Maybe you'd ‘2’
done the same thing. That's the way you oughta
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look at it, see? Suppose you was me:

JURORS (rising a5 one and shouting in
anison): GUILTY!

@ERD falls back. stunned for a moment by their
Wociferisness) The JURORS right-face in their places
and file quickly out of the jury bex and toward the
door in a double column.

RO (recovering speech as the a
the'doory. Wait a minute. Jest a minute. You
don’t get me righe. Jest give me a chance an’ I'll
cell you how it was. I'm all mixed up, see? On
account of them lawyers. And the figgers in my
head. Buc I'm goin' to tell you how it was. | was
there twenty-five years, see? An’ they gave her
six months, see?

He “‘lbtfg

curtain falls.)

Waaderwspoony He wears &

 Children—about a dozen in all.)

@I (s20pping in front of the cage): Now ladies
and gentlemen, if you'll kindly step right this
way! (The crowd straggles up and forms a loose semi-
circle around him.) Step right up, please. A little
closer so's everybody can hear. (They move up closer.
@R pays no attention whatever 1o them.) This,
ladies and genclemen, is a very inter-est-in’
specimen; the North American murderer, Genus
homo sapiens, Habitat Norch America. (A fitter
of excitement. They all crowd up around the cage.)
Don’t push. There's room enough for everybody.

NS Oh, how interesting!

loncests- dltime 7 ond Place

« Note: This scene was part of the original scripe. It was omitted, however, when che play was produced, and was performed

for the firsc time (in its present revised form) when the play was revived at the

1956.—ELMER RICE

Phoenix Theatre in New York in February,

of very b black /O 7
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SN (cxciredly): Look, Charley, he's
cating!
GHEREED (bored): Yeh, I see him. *
-(mmg by rore): ThisSpEcimEny ladies
exhibits the ics which
are rypnnl of his kind
Gm a Late Lord Fauntlersy suit.
whinimgly): Mama!
Be quiet, Eustace, or I'll take you
right home.

@O He has the opposiblemthiumbslehe

GO (b0 has been taking motes). What areas
did you say?

SR grumpily): Pre-front-al arcas. He learns
by imitation and has a language which is said by
some eminent philiologists to bear many strik-
ing resemblances to English.

EERRNDURIEEND Pop, what's a philiologist?

@S Keep quiet, can't you, and listen to
what he’s sayin’.

Qo He thrives and breeds fieely 1 captiv-.

iy This ?u“
thauags; shorcly after murdering his boss. (Mar-

murs of great interest.)
Oh, how charming!

@O (sgain taking notes): What was that
last? I didn't ger it.

SENENND (he/pfully): Murdering his boss.

SO Oh—thanks

@B He was tied, conviceed and sen-
tenced in one hour, thirteen minutes and rwenty-
four seconds, which sets a new record for the
territory east of the Rockies and north of the
Mason and Dixon line.

(whiningly): Ma-ma!

@ Be quier, Eustace, or Mama won't
lec you ride in the

-Nownkengaodlook:thun ladies
and gents. It's his last day here.
ExeCURS S0y (Murmurs of interest.)

s Oh, how lovely!

@D What's he eating?

@mesy Ham and eggs.

S He's quite a big eater, ain't he?

@mmm Oh, he don't always eac that much.
You see we always try to make ‘em feel good on
their last day. So abourt a week in advance we let
them order what they want to eat on their last
day. They can have eight courses and they can
order anything they want—don’t make no differ-
ence what it costs or how hard it is to ger. Well.
he couldn’t make up his mind cill last night and

then he ordered eight courses of ham and eggs.
(They all push und stare.)
Look, Pop! He's eatin’ with
2 spoon. Don't he know how to use a knife and
@M (cerbearing him). We don’t dare trust
him with a kaife and fork, sonny. He might try
to kill himself.
‘S Oh, how fascinating!
(reswming bis official tome): And now,
friends, if you'll kindly give me your kind atten-
tion for just a moment. (He takes  bundle of fold-
ers from bis pockes.) 1 have a little souvenir folder,
which I'm sure you'll all want to have. It con-
rains twelve beautiful colored views relating to
the INGRESAMSREIRIMURSEE you have just
been looking at. These include a picture of the

murderer, a picture of the murderer’s wife, the (CHC 0

blood-srained weapon, the murderer ac che age of
six, the spoc where the body was found, the liccle
red schoolhouse where he weat to school, and his

vine-covered boyhood home in southern llhnons‘o‘g(mphl‘d

with his sweet-faced, white-haired old mother
plainly visible in the foreground. And many
other interesting views. I'm now going to distri-
bute these lictle folders for your examination.
(Sotzo vece.) Just pass them back, will you. (In
louder tones.) Don't be afraid to look at them.
You don’t have to buy them if you don’t want
to. It don't cost anything to look at them. (To
the YOUTH, who is fumbling with a camera.) Hey,
there, young feller, no snapshots allowed. All
right now, friends, if you'll just step chis way.
Keep close together and follow me. A lady lost
her litcle boy here one time and by the time we
found him, he was smoking cigarettes and hol-
lering for a razor.

(Much laghter as they all fllow bim off Ig.
dasen As the

2EROfi
crowd goer at left. WRSERER® enters at right. She is
dressed tn mourning garments. Stc carvies a large par-

@
ndventers. TG Looks up and sees ber.)
— Hello.

@SNOP Hello, I didn't think you were comin’
again.

WS Well, 1 chought I'd come again.
Are you glad to see me?

@ Sure, Sit down. (She complis.) You're
all dolled up, ain’t you?

NSNS Ych, don't you like it? (She gets up
and turns about like & mannequin.)

@B Gee. Some class.

SR | always look good in black.

SOV

heamm gy

:

g

7

heiding U S0P ot &

There's some weight to this veil rhnugh Il eell
the world. 1 got a fierce headache.

@89 How much did all rhu set you back?

Sixty-four dollars and twenty
cents. And I gorea get a pin yet and some writin’
paper—you know, with black around the edges.

@E® You'll be scrubbin’ floors in about a
year, if you go blowin' your coin like that.

SNSSENGR Well, I gorea do it righe. It don't
happen every day. (She rises and takes up the par-
@l.) 1 brought you somethin’.

WD) (Fnteristed): Yeh, what?

CESIZEND (opeming the parcel): You gotta
guess.

@EROD Er—er—gee, search

SRy Somethin’ you hlu (She takes ot
covered plase.)

@D (with increasing imterest): Looks like
somethin’ to eat.

CRNREND (vodding): Yeh. (She takes off the top
Pplate.) Ham an’ eggs!

80 (oyfully): Oh, boy! Just what I feel like
catin’. (He takes up the wooden spoon and begins to
eat avidly.) >

SRS (plecsed): Are they good?

Wme (bis mouth full): Sweil.

R (a little udly)- They're the last ones
T'll ever make for yor

@D (busily ulmg) Uh-huh.

SIS ']l cell you somethin'—shall I?

@I Sure.

WpammEn0 (besitamly): Well, all che while
they were cookin® | was cryin’”

@Y Yeh? (He leans over and pats ber hand.)

I jest couldn't help it. The
thoughe of it jest made me cry.

@mge Well—no use cryin’ about it.

Smmmmme: | jesc couldn’t help it.

@D Maybe chis time next year you'll be
fryin' eggs for some other bird.

Nort on your life.

@O You never can cell.

wasamaes Not me. Once is enough for me.

@B 1 guess you're right ac thac. Seill, |
dunno. You might jest happen to meet some
8uy

SEES: Well, if 1 do, there'll be time
enough to think about it. No use borrowin' trou-

@#9 How do you like bein’ alone in the
house?
@S Oh, ic's all righe.
@8 You got plenty room in the bed now,
ain’t you?
Oh yeh. 1A href panse.) It's kinda

Ll “\9%
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lonesome though—you know, wakin' up in the
mornin”and nobody around to talk to.
@EMoy Yeh, I know. It’s the same with me.
emsszmagy Not thac we ever did much talk-

in".
@S Well, thac ain'c it. I¢'s just the idea of
havin' somebody there in case you want to talk.
@RNEERED Yeh, that's it. (Another brief pause.)
1 guess maybe I use r'bawl you out quite a lot,
didn'c I?
@8 Oh well—no use ralkin’ about it now.
MmsmemD: We were always at it, weren't we?
@8 No more than any other married folks,

1 guess.

SRS dubiowsly): | dunno

O | guess | gave you cause, all right.

Smmmmmor Well, I gor my faults too.

@ None of us are perfect.

SEENEENSY We got along all right, at thar,
didn'c we?

S0P Sure! Berter'n most.

SEEEme Remember chem Sundays at the
beach, in the old days?

@ENOP You bet. (With « laugh.) Remember
that time I ducked you? Gee, you was mad!

D (with a laugh): 1 didn’t talk to you
for a whole week.

@B (chuckiing): Yeh, | remember.

g And cthe time | had pneumonia
and you brought me them roses. Remember?

@NB Ych, | remember. And when the doc-
tor told me maybe you'd pass out, I nearly sac
down and cried.

RSO Did you?

IR | sure did.

We had some pretty good times
at chat, dido't we?

@ 'l say we did!

RSN (wirh a sudden soberness): 1t's all over
now.

@ssh All over is right. I ain’t got much
longer.

SR (rising and going over to him): Maybe
—maybe—if we had to do it over again, it
would be different.

@O (raking ber hand): Yeh. We live and
learn.

SBSNEEND (7ying): If we only had another
chance.

@y It's coo late now.

MERSNSERER [c don'c seem right, does it?

@mey It ain'c righc. But what can you do
about it?

Ain't there somethin'—somethin’
1 can do for you—before.
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@R No. Nochin'. Nor a ching,

AU Nochin® ac all?

No. | can’t think of anything. (Sudden-
Iy.) You're takin’ good care of that scrapbook,
ain’t you? With all the clippings in ic?

S Oh, sure. | gor it right on the
parlor table. Right where everybody can see it.

It must be precey near full,
ain'c ie?

@IS All buc abouc three pages.

Well, there'll be more tomorrow.
Enough to fill it, maybe. Be sure to gee them
all, will you?

SRS | will. | ordered che papers
already.

@R Gee, 1 never thoughe I'd have a whole
book full of clippings all about myself. (Sudden-
ly.) Say, that's somethin’ I'd like to ask you.

USSR \Vhac?

@RREP Suppose you should get sick or be run
over or somethin’, what would happen to the
book?

R Well, I kinda thoughe I'd leave it
to litcle Beatrice Elizabeth.

Who? Your sister's kid?
‘eh.

@ Whae would she want with ic?

Well, it's nice to havg, ain'c it’
And | wouldn't know who else to give it to.

@Enoy Well, 1 don't want her to have it.
Thar fresh liccle kid puttin’ her direy fingers all
over it.

SSREERDYH She ain't fresh and she ain’c dircy.
She's a sweet liccle thing.

@mE® [ don't want her co have it.

‘Who do you want to have it then?
gy Well, [ kinda thought I'd likenMi

@D No, it ain'c. It's mine now—or it
will be tomorrow. And I'm goin’ to do what 1
like wich it.

N | should of given it to her in the first
place, that's what | should of done,

SRS Oh, should you? And what about
me? Am | your wife or ain't 12

@ Why remind me of my troubles?

So it's Miss Devore all of a sud-
den, is it? i

G Aw, tic a can to that!

S Why didn’t you marry Miss De-
vore, if you think so much of her?

[ would have if I'd of mec her first.

@ENRRRD (hrieking): Ooh! A fine way to talk
o me. After all I've done for you. You bum!
You dirty bum! | won't stand for it! I won't
stand for ic!

“m
smasbes them on the floor. Then crying hysterically she.
Ieft mmOstandds gazing therue-

‘Dévore t6 have it.
Miss Devore?
@@y Yeh. You kanow. Down at the store.
Ry Why should she have ic?
SEM0P She'd take good care of it. And any-
how, I'd like her to have i
‘smsazERD: Oh you would, would you?

€.

mmmmp: Well, she ain't goin' to have it.
Miss Devore! Where does she come 'd like to
know, when I got two sisters and a niece.

#88g» | don't care nothin’ about your sisters
and your niece.

mmgmnon Well, 1 do! And MissDEVeR@siIRTe
goiniutoigeesic. Now puc that in your pipe and
smoke it.

S What have you gor to say about it It's
my book, ain't i”

I'm

1 e
It's no use, Zero. There are no
miracles.

@mRp [ don't know what you're talkin'
about.

Don'c lie, Zero. (Holding up his

band.) And now thar your course is run—now.
thar the end is already in sighe, Jouwstillsbelicye

done for.

‘thac some chunderbolt. some fiery bush, some

i), 1c un © righe! It ain'c fair! 1
ain't gettin' a square
(wearily): “ Zero.
(Mildly.) Now just tell me why you're not' get-
ting a square deal,
@mmop Well, chac addin’ machine. Was that a
square deal—after twenty-five years?
Certainly—from any point _of
view, except a sentimental one. (LEKIRPRPBE
The machine is quicker, it never
makes a mistake, it's always on time. It presents
00 problems of housing, traffic congestion, water
supply, sanication.
It costs somethin’
machines, I'll tell you thac!
Yes, you're righc there. In one re-
spect you have the advantage over the machine
—the cost of manufacture. Bur we've learned
from many years' experience, Zero, that the orig-
inal cost is an inconsequential item compared to
upkeep. Take the dinosaurs, for mmple They
licerally ace chemselves out of existence. 1 held
out for them to the last. They were damned pic-
turesque—but when it came to a question of the
nitcate supply, 1 simply had to yield. (He egins
to empty and clean bis pipe.) And so with you,
Zero. It costs a loc to keep up all that deljcate
mechanism of eye and ear and hand and brain
which . We an't
afford to maintain it in idlencu—and 50 you've
8ot to go. (He puts the pipe in one of his pockess.)

to buy them

Gimme a chance, gimme another chance!
‘What would you do if I gave you

another chance?

‘@mmy Well—firse ching I'd go our and look
for a job,

THE FIXER: Mdm! figures?

@O Well, [ ain't young enough to take up
somethin’ new,

(mmgmnEn take out 4 palice whistle and Hows
shraly. instantly 1o guards enter.)

Put the skids under him, boys,
and make it snappy. (Hi

pockes, - begans: o clip bis mails s the GUARDS seize

: No! No! Don'c
y! Don't kill me! Gimme a chance!
Gimme another chance!

@y (oochingly): Ah, come on! Be a good
fellow! I¢'ll all be over in 2 minute!

@m0 | don’t wane to die! I don't want to
die! I want o live!
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.S ook at wach other dubiously. Then
one of them walks rather timidly over to
who is busy with bis nails.)

QD (clearing bis throat): H'm!
SEm——/ooking up): Well?
@URMD (1imidly): He says he wants co live.

THE FIXER)

CUNRD rouching bis cap, diferentially): Yes sic!
(He goes back to bis companion and the two of them
drag ZERO out at the back of the cage. still struggling
and screaming.)

\GHESXER puts away bis nail clippers. yawns.
shem goes 40 sbe table and sits on the edge of it From o

 packet be takes an enormous pair of horn-rimmed spec-
tacles. Then from another pockes be takes a folded

.
A moment later the door at the back of the cage

supplement, does not look up.)
@ poarsely): O.K.

THE FIXER

O K.

GWERED (nodding): Oh, all right. (The Max
bows deferentially and goes out at the back. THE PiXER
puts away his spectacles and folds the comic supplement
carefully. As be folds the paper.) That makes a total
of 2,137 black eyes for Jeff.

(He puts away the paper, turns out the electric light
over bis bead, and leaves the cage by the front door.
Then ke takes @ padlock from a pocket, at itto

the door, and saunters off.) @ %\
W}X\ﬁ\
=)

: Whae?

(o "7 scenE 6

HEmRRIIFES—) UDY O'GRADY and @ YOUNG MAN.)
SUDY (adiancong,. Come on, this is the place.
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WOUNGI® (hanging back): This! Why this
here is a cemetery.

@B Aw, quit yer kiddin'!

GRENEEY: You don't mean to say-

B What's the matcer with chis place?

YOENIRE A cemetery!

U Sure. Whar of ic?

You must be crazy.

M This place is all righe, I cell you. |
been here lots o' times.

SEESEMEN® Nix on this place for me!

oy Ain't cthis place as good as another?

afraid of? They're all dead ones here!
They don’t bother you. (With sudden interest.)
Oh, look, here’s a new one.
Come on out of here.

$EIED Wait 2 minute. Let's see what it says.
(She kneels on & grave in the foreground and putting
ber face close to the headstone spells our the inscripison.)
Z-E-R-O. Z-e-1-0. Zero! Say, that's the guy——

WOUNENN: Zero? He's the guy killed his
boss, ain't he?

@BO® Ych, thac's him, all right. Buc what
I'm chinkin’ of is thaclientRORhehooISEOWION
“account of him.

SN W ha: for?

S You know, same old stuff. Tensmsnn
Hotise Taw. (Mincingly.) Seceion blassblas of the
Penal Code. Third offense. Six months.

SDUNGNS: And chis bird:
(contemptuously). Him? He was mama's
white-haired boy. We lived in the same house.
Across the airshaft, see? | used to see him lookin”
in my window. 1 guess his wife musta seen him
t00. Anyhow, they went and turned the bulls
on me. And now I'm out and he's in. (Suddenly.)
Say—say————(She bursts into a peal of langhter.)
DN (nervously): What's so funny?
SUDN(rocking with laughter): Say, votfldn't it
be funny—if—if- (She  explodes ' again.)
That would be a good joke on him, all right. He
can't do nothin” about it now, can he?
Come on out of here. I don't

YOUNG MAN.
like this place.
Aw, you're a bum spore. What do you
want to spoil my joke for?

(A car yammers melliflucssly.)

SRS (5alf bysterically): What's that?

S It's only the cats. They seem ro like it
here all righe. But come on if you're afraid. (They
g0 toward the gate. As they go out.) You nervous
men sure are the limic.

(They go aut throwgh the gate. As they disappear
=0

G (looking abowt): That's funny! I thoughe
I heard her talkin’ and laughin’. But [ don't see
nobody. h:
1 guess [ must "2’ been dreamin’. But how could
1 be dreamin’ when I ain’t been asleep? (He looks
about again.) Well, no use goin' back. I can’
sleep anyhow. I might as well walk around a lic-

cle. (Herises out of the ground, very rigidly. He uears
a full-dress suit of very amtigmaied cui and bis band:
are folded stiffly across. -

B) Gee! I'm st (He slowly walks a few steps.
then stops.) Gee, it's lonesome here! (He shivers and
walks on aimlessty.) 1 should '3’ scayed where |
was. But I thought I heard her laughin’. (Audeusty
smeese is beard. TR0 stands motionless. quaking with

)

v
‘What's that?

SmmmmmRge Ic's all righe. Noching to be
afraid of.

(From bebind a beadstone GUERRE) sppears. He is
dressed in & shably and ill-fitting casaway. He wears
silver-rimmed spectacles and is smoking a cigarette.)

@R | hope | didn't frighten you.

S ril! badly thaken): No-o. It's all right.
You see, | wasn't expectin’ to see anybody.

@B You're 2 newcomer, aren’t you?

amm: Yeh, this is my first night. I couldn’t
seem to get to sleep.

BN | can'c sleep cither. Suppose we keep
each ocher company, shall we?

W8N cagerly): Yeh, thac would be great. [
been feelin’ awful lonesome.

@R (wdding: | know. Lecs make
ourselves comfortable.

(He seats bimself easily on a grave. ZERO tries 1o
follow bis example but be is stiff in every joint and
groans with pain.)

@ I'm kinda sciff.

@EENEP You mustn't mind the stiffness. It
wears off in a few days. (He produces a package of
cigarestes.) Will you have a Camel?

No, I don’t smoke.

SEESEOP | find it helps keep the mosquitoes
away. (He lights a cigarette. Suddenly taking the
cigarenze owt of his mowth.) Do you mind if |
smoke, Mr.—Mr.—2

8 No, go right ahead.

N (replacing the cigarerse). Thank you. I
didn't carch your name. (22RO does ot reply.

=
olog -
Eupe o = 0 o) Lured

W K
Mildiy.) 1 say | didn’t catch your name.

h 1 heard you the first time. (Haitantly.)
I'm scared if I tell you who I am and whac |
done, you'll be off me.

SN adly): No matter whac your sins
may be, they are as snow compared to mine.

@WB You gor another guess comin’. (He
panses dramatically.) My names's Zero. I'm a
murderer.

SO (odding calmly): Oh, yes. | remember
reading about you, Mr. Zero.

SRz lirrle piqued): And you still think
you're worse than me?

S (tbrowing away bis cigarette): Oh, a
thousand ctimes worse, Mr. Zero—a million
times worse.

AWO® Wha did you do?

@S |, 00, am 3 murderer.
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tations of the flesh—in short, o become a vir-
tuous, respectable, and God-fearing maa. (He
groans.) But it was a hopeless cask. At fourteen [
began to show evidence of my sinful nature.

@O (breashlessly): You dida't kill anybody
else, did you?

S No, thank God, there is only one
murder on my soul. But I ran away from home.

S8 You did!

SR Yes, A companion lent me a profane
book—the only profane book [ have ever read,
I'm thankful to say. It was called Treasure Island.
Have you ever read it?

#W9: No, I never was much on readin’
books.

G 1: is 2 wicked book—a lurid tle of
adventure. Bue it kindled in my sinful hearc a
desite to go to sez. And so I ran away from

WRRRN(looking at bim in amazement). Go on! home.
You're kiddin' me! iy Whae did you do—get a job as a
@B®. Every word | speak is the truch, Mr.  sailor?

Zeso. SN | never saw the sea—nor (o the day
@ You only murdered your employer, Mr. of my death. Luckily my mother's loving intui-
Zero. But I— [muderedumnyiiiSened (He wrers  tion wamned her of my intention and I was sent
bis face with bis bands and sobs.) [e2hs Eronaback home. She welcomed me with open arms.
barrified): The hell yer say! “Not an angry word, not a look of reproach. But I
(obbing): Yes, my mother! M¥ b@imld read the mute suffering in her eyes as we
loved mother! S EW9™prayed rogecher all through the nigh.
@B (suddenly): Say, you don’t mean to say (sympatbetically): Gee, that must '3’
you're Mr, ——— been tough. Gee, the mosquitoes are bad, ain't
S (nodding): Yes. (He wipes bis eyes. still  they? (He tries awkwardly to slap as them with bis
quivering with emotion.) stiff hands.)
S | remember readin’ about you in the (absorbed in bis narrative). 1 thoughe
papers. that experience had cured me of evil and I began
@D Yes, my guilc has been proclaimed o think about a career. | wanted o go in foreign
0 all the world. But that would be a trifle if missions at first, but we couldn’t bear the
only I could wash the stain of sin from my soul.
#mop | never heard of a guy killin' his
mother before. What did you do it for?
SR Because | have a sinful heart—there
is no ocher reason.
Did she always treat you square and all
like chac?

choughe of the separation. So we finally decided
that I should become a proofreader.
@gp Say, slip me one o' them Camels, will
you? I'm geerin® all bit up.
S Ceruainly. (He bands zERo cigaretts
and matches.)
glgbnq ) Go shead. I'm listenin’.
By the time | was cwenty I had 2
good job reading proof for 2 firm that printed
catalogues. After a year they promoted me and
lec me specialize in shoe 5
Yeh? That must a’ been 2 good job.
@R I was 2 very good job. I was on the
shoe catalogues for thirteen years. I'd been on
them yee, if | hadn't————(He chokes back a 10b.)
#EOP They oughta put a shot o’ citronella in
that embalmin’ fluid
SN 5ighs): We were so happy together. |

She was a saint—a saine, | tell you.
She cared for me and watched over me as onjy 2
mother can.
@SN You mean to say you didn't have a
scrap or nothin'?

@EEMR: Never a harsh or an unkind word.
Nothing excepe loving care and good advice.
From my infancy she devoted herself to guiding
me on the right pach. She taught me to be thrif-
ty, to be devout, to be unselfish, to shun evil
companions, and to shut my ears to all the temp-
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had my steady job. And Sundays we would go to
morning, afternoon, and evening service. It was
an honest and moral mode of life.

@Y [« sure was.

@R Then came that facal Sunday. Dr.
Amaranth, our minister, was having dinner with
us—one of the few pure spirits on earch. When
he had finished saying grace, we had our soup.
Everything was going along as usual—we were
eating our soup and discussing the sermon, just
like every other Sunday I could remember. Then
came the leg of lamb————(He breaks off. then
resumes in a choking woice.) | see the whole scene
before me so plainly—ic never leaves me—Dr.
Amaranth ac my right, my mother at my left,
the leg of lamb on the wable in front of me, and
the cuckeo clock on the litcle shelf between the
windows. (He stops and wipes bis eyes.)

@ Yeh, bur whae 2

SHRREP Well, as | started to carve the lamb
Did you ever carve a leg of lamb?

SHS No, corned beef was our speed.

@y s very difficule on account of the
bone. And when theres gravy in che dish chere’s
danger of spilling it. So Mother always used to
hold the dish for me. She leaned forward, just as
she always did, and I could see the gold locker
around her neck. I¢ had my picrure in it and one
of my baby curls. Well, I raised my knife to
carve the leg of lamb—and instead I tut my
mother's throat! (He sobs.)  (JLbbbiurit-

#8) You must ‘3’ been crazy!

@R (raising his head, vehemently): No!

I wasn't crazy. They
tried to prove at the trial that I was crazy. Buc
ﬁDr, Amasanth saw the truth! He saw it from the

rs¢! He kaew that it was my sinful nscure—and

CEERQN(trying to be comforting): Well, your trou-
bles are over now.

DD (his woice rising): Over! Do yoy think
this is the end?

@ Sure. What more can they do ro us?

WP (bis  tones  growing  sbriller  and
shriller): Do you think there can ever be any
peace for such as we are—murderers, sinners?

@O (rervously): Keep your shire on, buddy
—they wouldn't do that to us.

EEBRS? There's no —no escape for
us, I rell you. We're doomed! We're doomed to
suffer unspeakable torments chrough all eternity.

(His voice rises higher and higher.) H
laped o

(A erave spens suddenty and a hoad appeirs )

GWIEAD;, Hey, you birds! Can't you shut up
and let 2 guy sleep?

RO scrambles painfully to his feer.)

@ERON(¢0 sHROLU): Hey, put on the soft pedal.
(00 wrought up 15 attend): It won'c be

long now! We'll receive our summons soon.

MEMEES: Are you goin' to beat it or not?
(He calls into the grave.) Hey, Bill, lend me your
head a minute. (A moment later his arm appears
bolding a skull.)

2RO (warningly): Look out! (He seizes SHRDLU
and drags him away just as THE HEAD throws the
shall.)

EEBAD) (isgustedly). Missed 'em. Damn old
tabby cats! I'll get 'em next time. (A prodigious
yawn.) Ho-hum! Me for the worms!

(THEHERD disappears as the curtain fells)
n

place, | wouldn't mind restin’ here a while.
You may if you wish.
@EO¥ I'm kinda tired. I ain't used to bein’
outdoors. | ain’t walked so much in years.
" Sit down here, under the tree.
@0 Do chey let you sit on the grass?

-

(seating bimself): Boy, this feels good.
F'll tell the world my feet are sore. [ ain't used to
so much walkin'. Say, I wonder would it be all
righe if I took my shoes off; my feet are tired.

@EBD: Yes. Some of the people here go
barefoor.

@S Ych? They sure must be nuts. But I'm
goin’ ¢ leave ‘em off for a while. So long as it's
all righc. The grass feels nice and cool. (He
strezches out comfortably.) Say, this is che life of
Riley all right, all right. This sure is a nice
place. What do they call chis place, anyhow?

@mem The Elysian Fields.

@m» The which?

@B, The Elysian Fields.

@O (dubiously): Oh! Well, it's a nice place
all righe.

They say that this is the most desir-
able of all places. Only the most favored remain
here.

@smep Yeh? Well, thac lets me out, I guess.
(Suddenly.) But what are you doin' here? I

; . spud i W thought you'd be burned by now.
. @ERDED (s«dly). Mr. Zero, I am the most un-
W \‘\nppy of men.

tptberir NI SHADLU i1 seen sea
et O 11 11 of m@

dejection. His knees are draun up and bis bead s c\\
buried in bis arms. He is dresed as in the precding M
Sceme.

Anfeunmimelan 2550 He
walks slowly and looks about him with an of balf-
suspicious curiasity. He too is dressed as in the preced-
ing scene. Suddenly be sees SHROLU seated under the
tree. He stands still and looks at bim balf frarfully.
Then, seeing something familiar in him, goes closer.
SHRDLU s unaware of his presence. At last 7ERo rec-
ognizes bim and grins in pleased surprise.)

@oy Well, if ic ain'c ! (He dlaps
SHERD o the shoulder.) Hello, buddy!

(S /ooks p slowly, then, recognizing SN,
be rises gravely and extends bis hand courteonsly.)

SmEm: How do you do, Mr. Zero? I'm very
glad to see you again.

@EREy Same here. I wasn't expectin’ to see
you either. (Looking abour.) This is a kinda nice

@ (in mild astonishment). Why, because
you ain't bein' roasted alive? !

@HRDNY (nodding): Nothing is turning out as
1 expected. I saw everything so clearly—the
flames, the tortures, an eternity of suffering as
the just punishment for my unspeakable crime.
And it has all curned out so differencly.

@S Well, cthac's pretty soft for you, ain't
i?

S (wailingly): No, no, no! It's right and
just that I should be punished. I could have en-
dured it scoically. All through those endless ages
of indescribable torment I should have exulted in
the magnificence of divine justice. Buc this—
chis is maddening! What becomes of justice?
What becomes of morality? What becomes of
right and wrong? It's maddening—simply mad-
dening! Oh, if Dr. Amaranth were only here to
advise me! (He buries bis face and groans.)

@B (trying 1o puzzle it ous); You mean to say
they ain'c called you for cuttin' your mother's
throac?

LW@ ?
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@EEB: No! It's cerrible—terrible! | was
prepated for anything—anything but this.
@as@o Well, whae did they say to you?
(lookir ): Only that I was to come

@ENOD [ don't get it. What do they want you
to understand?

(despairingly): 1 don't know—I don’t
know! If 1 only had an inkling of what they
meant———(Interrupsing  bimself.) Just listen
quiecly for a moment: do you hear anyching?
(They are both silent, straining their ears.)

@ (ar Last): Nope.

. You don't hear any music? Do you?

@8 Music? No, I don't hear nothin’.

D The people here say that the music
never stops.

They're kiddin' you.

- Do you think so?

@aags Sure thing. There ain't a sound.

SURRMP Pechaps. They're capable of any-
thing. But I haven't told you of the bicterest of
my disappointments.

@ Well, spill it. I'm gectin' used to
hearin’ bad news.

‘When I came to this place my firsc
thought was to find my dear mother. I wanted to
ask her forgiveness. And I wanted her to help me
to understand.

@ An’ she couldn’t do ic?

@MW (with a desp groan). She's not here,
Mr. Zero! Here where only the most favored
dwell, that wisest and purest of spirits is no-
where to be found. I don’t understand it.

WNNBMISSNSIEE® (in the distance):: Mr. Zero!
Oh, Mr. Zero! (2ERO raises bis bead and listens
attentively.)

SURDRED (g0ing on, wnbeedingly): 1f you were to
see some of the people here—the things they
do—

@BaRinterrupting): ‘Wait a minute, will you?
I think somebody's callin® me.

B omewhat nearer): Mr. Ze-ro! Oh! Mr.
Ze-ro!

@ Who the hell's thac now? I wonder if
the wife’s on my trail already. Thar would be
swell, wouldn' it?> An' I figgered on her bein'
good for anocher twency years anyhow.

QIS nearer): Mr. Ze-ro! Yoo-hoo!

@m@: No. That ain't her wvoice. (Calling
savagely.) Yoo-hoo. (To sHRDLU.) Ain't that al-
ways the way? Just when a guy is takin' life casy
an' havin' a good time! (He rises and looks off left.)
Here she comes, whoever she is. (Iz sudden amaze-
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ment.) Well, I'll be—! Well, what do you know  And now chey ain't goin' to do nothin’ to him

abour char!

(He stands looking in wonderment as

OOROTREMDENORE) <n7ers. She wears a much-beruffled
white muslin dress which is a size too small and fifteen
years too yourhful for ber. She is red-faced and breath-

Jess.)

an’ it’s kinda got his goar.
P ympatberically): Poor feller!
R Yeh. He rakes it kinda hard.
@EEy: He looks like a nice young feller.
EERE Well, you sure are good for sore eyes.
I never expected to see you here.
ADEER 1 chought maybe you'd be kinda susr-

GRISHN panting): Oh! I thought I'd never cacch  Prised.

up to you. ['ve been followin' you for days—

callin” an’ callin’. Didn't you hear me?

#EEEP Not il just now. You Iool': kinda

winded.

@EE® | sure am. | can't hardly catch my

breach,

@O Well, sic down an’ take a load off

your feet. (He laads ber 0 the tree.)

@RI seer SHRDLU for the first time and shrinks

back a little.)

@EEI's all righe, he's a friend of mine. (To
@NBW.) Buddy, I want you to meet my friend,
Miss Devore.

(rising  and extending his  band
conrteously): How do you do, Miss Devore?

SR (self-conscionsly): How do!

@EReN(;o S8®): He's a friend of mine. (Ts
sHroLU.) [ guess you don't mind if she sits here a
while an’ cools off, do you?

No. no. certainly not.

(Thev all seat themselves under the treesviac and
B are a little self-conscions. sHRDLU gradually be-
comes absorbed in bis oun thaughts.)

I was just takin' a rest myself. I took
my shoes off on account of my feet bein' so sore.

@SB Yeh, I'm kinda tired too. (Losking
about.) Say, ain't it precty here though?

#ESP Ych, it is at char.

Qasly What do they call this place?

#88e: Why—er—ler's see. He was tellin’
me just 2 minute ago. The—er—I don’t know.
Some kind o' fields. I forger now. (To s,
Say, buddy, what do they call this place again?
(UM, bsorbed in bis thoughes, does not hear him.
To ‘-) He don’t hear me. He's thinkin'
again.

him?
@smow Why, he's the guy thac dered his

@EW» Surprised is right. I thoughr you was
alive an’ kickin'. When did you pass ouc?
‘h- Oh, right after you did—a coupla

s

ys.

@ERO) (interested): Yeh? What happened? Ger
hit by a truck or somethin'?

@R No. (Hevitamly.) You see—ir's chis
way . I blew out the gas.
o Jeleomished); Go ont What was che big
idea?

B falreringly): Oh, 1 don't know., You
see, I lost my job.

@B 1l ber you're sorry you did it now,
ain't you?

IS (with convietion): No, 1 ain't sorry. Not
a bit. (Then hesitantly.) Say, Mr. Zero, 1 been
chinkin" (She staps.)

#E6Y Whar?

oS (plucking up courage): 1 been thinkin' it
would be kinda nice—if you an' me—if we
could kinda talk things over.

ZROH Yéh. Sure. What do you wane to talk
about?

B, Well—1 don't kaow—bue you and
me—we ain't really ever talked things over, have

ZEm@o No, that’s right, we ain't. Well, let's
8o to it.

Bmsw [ was chinkin' if we could be alone
—just the two of us, see?

ZEROy) Oh, yeh! Yeh, [ get you. (He rarns 1o

QBB <7 coughs loudly. SHRDLU does mot stir.)

ZBRO (/5 DAIsY): He's dead to the world. (He
turns zo SHROR®) Say, buddy. (No emswer.) Say,
buddy!

SERDED (/oking wp with a stert): Were you
speaking to me?
| @mEEP Yeh. How'd you guess it? I was chink-
in’ chat maybe you'd like to walk around a lictle

SHSY Corro voce): What's the mater. with  and look for your mother.

SERDED (shaking bis head): It's no use. I've

mother—remember?
(SEE® (interested): Oh, yeh! Is that him?
ZEmoy Yeh. An' he had it all figgered our
how they was goin' ¢’ roast him or somethin’.

SHEDLD:
She’s not here.

looked Y . (He ralapses into  thought
again.)

80" Maybe over there they might know.
No, no! I've searched everywhere.

(ZERO and DAssY look ar each other in despair.)

@EROW Listen, old shire, my friend here and
me—see?—we used to work in the same store.
An' we gor some things ro talk over—business,
see?—kinda confidenial. So if it ain'c askin’ too
much

B (;pringing 0 his feet): Why, certainly!
Excuse me! (He bows politely to DAISY and walks off.
DAlsy and BBarch bim antil be has disappeared.)

WO with a forced laugh). He's a good guy at

thar.

(Now that they are alome. both are very self-
conscions, and for a time they sit in silence.)

@RS breaking the sifence): It sure is pretty

here, ain'c ic?
Sure is.

OEE® Look ac the flowers! Ain't they just
perfect! Why, you'd think they was arcificial,
wouldn't you?

FEWOP Yeh, you would.

@AP: And the smell of them. Like perfume.

EENEY Yeh.

@EER 'm crazy abour the country, ain't
you? .

EERGY Yeh. Ic's nice for a change.

: Them store picnics— remember?

@®: You ber. They sure was fun.

@msy: One time—I guess you don't remem-
ber—the two of us—me and you—we sat down
on the grass

@EEO® Sure 1 remember.

@us® Go on! I'll ber you don't.

@EROD 1’1l be I do. It was the year the wife
didn't go.

@R (ber face brightening): That's right! |
didn’t think you'd remember.

@EROD An’ comin’ home we sar rogecher in
the truck.

@RS (eagerly. rather  shamefacedly): Yeh!
There's somethin’ I've always wanted to ask you.

® Well, why didn't you?

OREEP | don't know. It didn’t seem refined.
But I'm goin’ to ask you now anyhow.

@y Go shead. Shoor.

R reringly): Well—while we was com-
in’ home—you put your arm up on the bench
behind me—and I could feel your knee kinda
pressin’ against mine. (She szops.)

becoming mare and more intersted): Yeh—
well, what about it?

‘What | wanted o ask you was—was
it just kinda accidenral?
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@EERD) (with @ laugh): Sure it was accidental.
Accidental on purpose.

@nsy(eagerly)y. Do you mean ic?

Sure | mean it. You mean to say you
didn’c know ic?

HEEE No. I've been wantin' to ask you——

@Row Then why did you get sore at me?

@a Sore? [ wasn'c sore! When was I sore?

@emo That night. Sure you was sore. If you
wasn't sore why did you move away?

ORISR Just to see if you meant it. I chought
if you meant it you'd move up closer. A’ then
when you took your arm away I was sure you
didn'c mean it.

2Eme» An' | choughe all che time you was
sore. That's why I took my arm away. | chought
if 1 moved up you'd holler and then I'd be in a
jam, like you read in the paper all the time
about guys gettin’ pulled in for annoyin’ women.

@ An' I was wishin' you'd pur your arm
around me—just sittin’ there wishin’ all che way
home.

@m0 What do you know abour that? That
sure is hard luck, that is. If I'd "2’ only knew!
You know what I felt like doin'—only [ didn't
have the nerve?

SR What?

2B 1 fele like kissin’ you.

SRS (fervently): | wanted you to.

SR (astonished): You would ‘2’ let me?

‘@mg: [ wanted you to! I wanced you to! Oh,
why didn't you—why didn't you?

e didn'c have the nerve. I sure was a
dumbbell.

@ [ would ‘2’ let you all you wanted ro. |
wouldn'c ‘a’ cared. I know it would 2’ been
wrong but [ woulda't "2’ cared. 1 wasn't chinkin’
about right an’ wrong at all. I didn't care—see?
I just wanted you to kiss me.

EERD (feelingly): 1f I'd only knew. I wanted to
do it, I swear I did. Bur I didn't think you cared
nothin’ about me.

@y (passionately): 1 never cared nothin'
about nobody else.

Do you mean it—on the level? You
ain'c kiddin' me, are you?

@EEE No, I ain't kiddin'. [ mean it. I'm tell-
in' you the truth. I ain’t never had the nerve to
tell you before—but now I don't care. It don't
make no difference now. I mean it—every word
of ic.

@B (dejectedly): 1f I'd only knew ic.

‘®magp Listen o me. There's somethin’ else |
want to rell you. | may as well tell you every-
thing now. It den't make no difference now.
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About my blowin' out the gas—see? Do you
know why I done ic? ’

@me® Yeh, you told me—on account o
bein' canned.

@ | jusc cold you chac. That ain'c che real
reason. The real reason is on account o' you.

ZERG? You mean to say On account o' me pass-

in' Gue?”

@ Ych. Thac's ic. I didn’t want to go on
livin'. Whae for? What did I want to go on livin’
for? 1 didn’t have nothin’ to live for with you
gone. | often thought of doin’ it before. Bur I
never had the nerve. An' anyhow I didn't want
to leave you.

@mop An’ me bawlin' you our, about readin’
o0 fast an' readin’ t00 slow.

@S (reproachfully): Why did you do ic?

zsr0: 1 don't know, I swear I don'c. I was
always stuck on you. An' while I'd be addin’
them figgers, I'd be thinkin' how if the wife
died, you an' me could gec married.

@mmgp ! used to think o' chat too.

@moP An' then before I knew it I was bawl-
in' you out.

Them was the times I'd think o blow-
in' out the gas. But I never did cill you was
gone. There wasn’t nothin’ to live for then. But
it wasn't so easy to do anyhow. I never could
stand the smell o' gas. An’ all the while I was
gettin' ready, you know, stuffin’ up all the
cracks, the way you read about in the paper—I
was thinkin' of you and hopin’ that maybe I'd
meet you again. An’ I made up my mind if |
ever did see you, I'd cell you.

@ENON taking ber hand): I'm sure glad you did.
I'm sure glad. (Ruefully.) But it don't do much
good now, does it?

(BNEW No, I guess it don't. (Swmmoning
courage.) But there’s one thing I'm goin’ to ask

you.
@8O0 Whar's chac?
GRE# o low wice): | wane you to kiss me.
EROP You bet | will! (He leans over and hisses
ber cheek.) .
@msw Not like thac. I don’t mean like that.
I mean really kiss me. On the mouth. I ain't
never been kissed like thac.

(@ERQputs bis arms about her and presses bis lips
to0 hers. A long embrace. At last they separate and sit
side by side in silence.)

GOREW (putting ber hands to her cheeks): So
that's what it’s like. I didn’c know it could be
like that, I didn't know anythin’ could be like
tho..

@Ry (fondling ber hand): Your cheeks are red.
They're all red. And your eyes are shinin’. | nev-
er seen your eyes shinin’ like that before.

@WE® (holding up ber hand): Listen—do you
hear it? Do you hear the music?

2809 No, I don’t hear nothin’!

Yeh—music. Listen an’ you'll hear it.
(They are both silent for a moment.)

S8 excitedly): Yeh! | hear ic! He said chere
was music, but I didn’t hear ic till jusc now.

@MS Ain't it grand?

(@INEP Swell! Say, do you know what?

GEE® What?

@mmop It makes me feel like dancin’,

@AE® Yeh? Me too.

(EERO (springing to his feer): Come on! Let's
dance! (He seizes ber bands and tries to pull ber up.)

O (resisting laughingly): 1 can'c dance. |
ain'c danced in twenty years.

@ENO® Thac's nothin’. I ain’t neither. Come
on! I feel juse like a kid! (He pulls ker to ber fer
and seizes ber about the waist.)

@ Wair a minute! Waic ¢ill I fix my
skirt. (She turns back ber skirts and pins them above
the ankles.)

@8 seizes her abous the waist. They dance
clumsily but with gay abandon. GEER's hair beomts
loasened and tumbles over ber shoulders. She lends her-
self more and more to the spirit of the dance. Bus EERED
soom begins to tire and dances with less and less zest.)

@EMNstopping at last. panting for breath). Wait
a minute! I'm all winded. (He refeases SRS bur
before be can turn away, she throws ber arms about
bim and presses ber lips 10 bis. Freeing himself.) Wait
a minute! Let me gee my wind! (He limps to the
tree and seass bimself under i1, gasping for breath.
GNP looks after bim, ber spirits rather dampened.)
Whew! I sure am winded! I ain’t used to dancin’.
(He takes off bis collar and tie and opens the neckband
of bis shirt. @RI sits under the tree near bim, look-
ing at bim longingly. But he is busy catching bis
breash.) Gee, my heart's goin’ a mile a minute.
@M Why don't you lay down an’ rest? You
could put your head on my lap.
That ain't a bad idea. (He stresches out.
bis head in SRES Lap.)
SRS fondling bis hair): It was swell, wasn't
i’
@EROP Yeh. But you gotea be used to it.
SmSY® Jusc imagine if we could stay here all
the i you an' me togeth Idn't it be
swell?
@ Yeh. Bur there ain't a chance.
QAR ‘Yon't they lec us stay?

@88 No. This place is only for the good
ones. oo

SHE® Well, we ain't so bad, are we?

@8 Go on! Me a murderer an’ you com-
in' suicide. Anyway, they wouldn't stand for
this—the way we been goin’ on.

@RE® | don't see why.

You don’t! You know it ain't right.
Ain't [ got a wife?

@My Not any more you ain't. When you're
dead that ends it. Don't they always say “uncil
death do us part”?

@HROP Well, maybe you're right about that
but they wouldn't stand for us here.

@R Ic would be swell—the two of us
together—we could make up for all them years.

@O Yeh, I wish we could.

GEE® We sure were fools. Buc | don't care.

I've got you now. (She kisses bis forehead and checks
and mouth.)
I'm sure crazy about you. I never saw
you lookin’ so pretty before, with your cheeks all
red. An’ your hair hangin' down. You got swell
hair. (He fondles and kisses ber hair.) !

@I (ecstatically)y: We got each other now,
ain't we?

@N0P Yeh. I'm crazy about you. Daisy!
That's a pretey name. It's a flower, ain't it? Well
—that's what you are—ijust like a flower.

@AW (bappily): We can always be cogecher
now, can't we?

@ As long as cthey'll let us. I sure am
crazy about you. (Suddenly he sits upright.) Wazch
your step!

@A (alarmed). What's the matter?

Zameninervously): He's comin’ back.

@RS Oh, is that all? Well, whar about it?

You don't want him to see us Jayin'
around like this, do you?
1 don'c care if he does.

@y Well, you oughta care. You don't
want him to think you ain't a refined girl, do
you? He's an awful moral bird, he is.

@HER: | don't care nothin’ about him. I don’t
care nothin’ about anybody but you.

@smow Sure, [ know. But we don't wang peo-
ple talkin' about us. You better fix your hair an’
pull down your skirts. (DAIsy complies rather sadly.
They are both silent as suroLy enters. With feigned
nonchalance.) Well, you got back all righe, dida'c

ou?
G 1 hope 1 haven't recurned to0 soon.

@0 No, thar's all right. We were just
havin' a little talk. You know—about business
un’ things
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GNP (boldly): We were wishin' we could stay
here all the time.

SEEDE You may if you like.

RO and BN (in astonishmens): What!

SEED: Yes, Anyone who likes may re-

2mm Buc | choughe you were cellin’

me-
: Just as [ old you, only the most fa-
vored do remain. But anyone may. -
zmop | don't gec ir. There's a caxch in it
somewheres.
gy It don't matter as long as we can stay.
@ (10 sarowe): We were chinkin' about
gettin' married, see? )
@EBER You may or may 0Of, just as you
like.
28809 You don't mean o say we could seay if
we didn't, do you?
Yes. They don't care.
An’ there’s some here that ain’t mar-

ried:
S Yes. '
eV (ro Ggsw): | don't know about this
place, ac that. They must be kind of a mixed
crowd.

@ It don’t maccer, so long as we got each
other.

@ Yeh, | know, but you don't want to
mix with people thac ain’t respectable.

WS (0 srDLU): Can we get married right
away? | guess there muse be a lot of ministers
here, ain’c there?

SHRDLU: Not as many as | had hoped o find.
The two who seem most beloved are Dean Swift
and the Abbé Rabelais. They are both much
admired for some indecent tales which they have
written.

@O (bocked): What! Ministers  writin'
smutty stories! Say, what kind of a dump is this
anyway?

QNS (despairingly): 1 don't know, Mr.
Zero. All these people here are so strange, so un-
like the good people I've known. They seem to
chink of nothing but enjoyment or of wasting
their cime in profitless occupations. Some paint
pictures from morning uncil night, or carve
blocks of stone. Others write songs or put words
together, day in and day out. Scill others do noth-

ing but lie under the trees and look ac the sky.
There are men who spend all their time reading
books and women who think only of adorning
themselves. And forever they are telling stories
and laughing and singing and drinking and
dancin;; There are drunkards, thieves. vaga-
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bonds, blasphemers, adulterers. There is one

@S Thac's enough. | heard enough. (He
seats himself und beging putting on bis shoes.)

QS (anxiously): What are you goin’ to do?

#BROY I'm goin' to bear it, that's what I'm
goin' to do.

WRE® You said you liked it here.

G (looking at her in amazement): Liked it!
Say, you don't mean to say you want to stay
here, do you, with a lot of rummies an’ loafers
an' bums?

@Es®: We don't have to bother with them.
We can just sit here together an’ look ac the
flowers an' listen to the music.

(eagerly): Music! Did you hear music?
Sure, Don't you hear it?

@R No, chey say it never scops. But I've
never heard it.

@ane (/istening): 1 thoughe I heard it before
but I don'c hear nothin' now. I guess I must ‘a'
been dreamin’. (Looking abowr.) What's the
quickese way out of this place?

pleadingly): Won't you stay just a lictle
longer?

@ Didn'c yer hear me say I'm goin’?
Good-by, Miss Devore. I'm goin' to beat it. (He
limps off at right. GRE follows him slowly.)

IS /o QERRED): | won't ever see him again.

Are you goin' to stay here?

BWP Ic don't make no difference now.

Without him I might as well be alive.

S c.aiches ber @ moment,

then sighs and buries

bis head on his arm.)

Nanf e @ R VOQPN B
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# seated complutely absorbed in the op-

the room ZERO

memile presses the heys and
pulls the lever with mechanical precision. He sill

wears bis full-dress sui bus be 1 it sleeve-
ZERO dfinatesy
m
1t coters the floor and toe

A few moments later LUEUTENANT CHARLES and JOE

Jerold

& g
enter at the left. UESTESNSTCHARES is middle-aged

and inclined to corpulence. He has an air of world-
wearimess. He is barfooted. wears a Panama hat.
and is dresed in bright red tights which are a very
bad fit—too tight in some places, badly wrinkled in
others. YO is a youth with a smutty face dressed in
dirty blue overalls.)

CHARIES. (after contemplating QNG for a few

moments): All righe, Zero, cease firing.
looking up, surprised): Whaddja say?

GHARIES: [ say scop punching chat machine.

@I bewildered ). Stop? (He goes om working
mechanically.)

CHARMES (impatiently). Yes. Can't you stop?
Here, Joe, give me a hand. He can't stop.

(OB and CHANIES each take one of GENON arms
and with enormous offort detach him from the
machine. He resists passively—mere inertia. Finally
they succeed and swing him around on bis stool,
CHARLES and gOBmop their foreheads.)

@O (querulously): What's the idea? Can't
you lemme alone?

CHARLES (ignoring the question): How long have
you been here?

@y Jes' twenty-five years. Three hundred
months, ninety-one hundred and thirey-one
days, one hundred thirty-six thousand—

CHARLES (impatiently): That'll do! That'll do!

@O proudly): 1 zin't missed a day, not an
hour, not a minuce. Look ac all I got done. (He
Ppoints to the maze of paper.)

CHARLES: It's time to quit.

@ Quit? Whaddya mean quit. | ain't
8oin’ to quit!

CHANIES: You've got to.

‘@mmEn What for? What do I have to quit for?

CHAmiEs: It's time for you to go back.

@S Go back where? Whaddya talkin'
about?

GHARLES: Back to earth, you dub. Where do
you think?

Aw, go on, Cap, who are you kiddin'?

CiAmEss: I'm not kidding anybody. And
don't call me Cap. I'm a lieutenant.

@8 All right, Lieutenan, all right. Buc
what's chis you're tryin’ to tell me about goin’
back?

CHARIES: Your time’s up, I'm telling you.
You must be precey chick. How many times do
you want to be told a thing?

@O This is the firsc time [ heard abouc
goin’ back. Nobody ever said nothin’ to me
about it before.

@ARIES You didn't chink you were going to
stay here forever, did you? ;

@B Sure. Why not? | did my bic, didn’c 17
Forty-five years of it. Twenty-five years in the
store. Then the boss canned me and I knocked
him cold. I guess you ain’t heard about that——

CHARLES (interrupting): | know all about that.
Buc what's that got to do with it?

@W! Well, 1 done my bic, didn'c 17 That
oughea let me out. !

CHARLES (eeringly): So you think you're all
through, do you?

Sure, 1 do. I did the best I could while
I was there and then I passed out. And now I'm
sittin’ precty here.

CHANEES: You've got a fine idea of the way
they run things, you have. Do you think cthey're.
going o all of the trouble gﬁ%ﬁu,ﬂ soul juse
10 Use it ong = =

Once is often enough, it seems to me.
eHAmEs: e seems to you, does it? Well, who
are you? And what do you know about it? Why,
man, they use a soul over and over again—over
and over until it's worn out. H
Nobody ever told me.

@HANEs: So you thought you were- all

through, did you? Well, that’s a hot one, that

is.

ammmiullenly): How was 1 to know?

AR Use your brains! Where would we
puc them all! We're crowded enough as i is.
Why, this place is nothing bur a kind of repair
and service station—a sorc of cosmic laundry,
you might say. We get the souls in here by the
bushelful. Then we get busy and clean them up.
And you ought to see some of them. The muck
and the slime. Phoo! And as full of holes as a
flour sifter. Bue we fix them up. We disinfect
them and give them a kerosene rub and mend
the holes and back they go—practically as good
as new.

GENOY You mean to say I've been here before
—before the last time, I mean?

CiiARLes: Been here before! Why, you poor
boob—you've been here thousands of times
—fifty thousand at leasc.

@B s uspiciously): How is it | don't remem-

ie

ber nothin’ abou it?

anuEs: Well—chac's parcly because you're
stupid. Bue it's mostly because thar's the ‘way
they fix it. (Musingly.) They're funny that way
—ecvery now and then they'll do something
white like thac—when you'd lease expece it. |
guess economy’s ac the botrom of it though.
They figure thac the souls would get worn out
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quicker if they remembered.
@asm» And don't any of 'em remember?
cHARIES; Oh, some do. You see there's
different types: there’s the type that gees a liccle
betcer each time it goes back—we jusc give
them a wash and send them right through. Then
there's another type—the type that gets a litcle
worse each time. That's where you belong!
B0 (offended): Me? You mean to say I'm
gettin’ worse all the time?
CHANES (nodding): Yes, A little worse each

time.

RO Well—what was | when I started?
Somethin' big? A king or somethin

CHARLES (Janghing derisively): A king! That's a
good one! I'll tell you what you were the first
time—if you want to know so much—a mon-
key.

RN (shocked and offended). A monkey!
cHAmEs (wodding): Yes, sir—just a hairy,
chattering, long-tailed monkey.

Z80P That musta been a long time ago.

CHARLEE: Oh, not so long. A million years or
s0. Seems like yesterday to me.

@ Then look here, whaddya mean by
sayin' I'm gettin' worse all the time?

GHARLES: Just what 1 said. You weren't so
bad as a monkey. Of course, you did just what
all the other monkeys did, but scill it kepe you
out in the open air. And you weren't woman-shy
—there was one litcle red-headed monkey—
Well, never mind. Yes, sir, you weren't so bad
then, Buc even in those days there must have
been some bigger and brainer monkey that you
kowtowed to. The mark of the slave was on you
from the srare-

W@ERQy (sullenly): You ain’t very particular
about what you call people, are you?

@HANES; You wanted the truth, didn't you?
If there ever was a soul in the world that was
labeled slave it's yours. Why, all the bosses and
kings thac there ever were have left their
erademarks on your backside.

@D It ain'c fair, if you ask me.

CHARIES (hrugging bis shoulders): Don't tell
me about it. [ don't make the rules. All I know
is, you've been getting worse—worse each time.
‘Why, even six thousand years ago you weren't
0 bad. That was the time you were hauling
stones for one of those big pyramids in a place
they call Africa. Ever hear of the pyramids?

Z8M6 Them big pointy things?

(nodding): That's ic.
SN0 | seen a picture of them in the movies.
ams: Well, you helped build them. It
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vas a long scep down from the happy days in the
ungle, but it was a good job—even though you
fidn't know what you were doing and your back
was striped by the foreman’s whip. Bur you've
seen going down, down. Two thousand years
180 you were a Roman galley slave. You were on
one of the triremes that knocked the Carthagi-
nian fleet for a goal. Again the whip. But you
had muscles then—chest muscles, back muscles,
biceps. (He feels ZERO's arm gingerly and turns away
in disgust.) Phoo! A bunch of mush! (He notices
that o€ has fallen asleep. Walking over, be kicks bim
in the shin.) Wake up, you muce! Wheee do you
chink you ate! (He turms 19 ZERO again.) And then
another thousand years and you were a serf—a
lump of clay digging up other lumps of clay.
You wore an iron collar then—white ones hadn’c
been invented yet. Another long step down. But
where you dug, potatoes grew, and that helped
fatcen che pigs. Which was something. And now
—well, I don’t want to rub it

2er0: Rub it in is right! Seems to me I gota
precty healthy kick comin’, I ain't had 2 square
deal! Hard work! Thar's all I've ever had!

CHARLES (callonsly): What else were you ever
good for?

NP Well, chac ain't the.

ght 1 Fiad e

body el I
the goat T quie righe here and o a
about defiantly. There is @ thunderclap and a bright
flash of lightning. Scrsaming.) Och! What's thae?
(He clings 1o cxmess:)

uanees Ic's all right. Nobody's going to
hure you. It's just their way of telling you that
they don't like you to talk that way. Pull your-
self together and calm down. You can't change
che rules—nobody can—they've got it all fixed.
I€'s & roten system—but what are you going to
1o about it?

@ Why can't they stop pickin’ on me?
U'm sacisfied here—doin’ my day's work. I don’t
want to go back.

camEss You've got to, I tell you. There's
no way out of it.

@R Whar chance have | got—at my age?
Who'll give me a job?

GHARIES: You big boob, you don't think
you're going back the way you are, do you?

@ Sure, how then?

@ARiEs: Why, you've got to starc all over.

All over?

CVARLES (nodding): You'll be & baby again—a
bald, red-faced liccle animal, and then you'll go
chrough ic all again. Therell be millions ¥

others like you—all wich their mouths open,
squalling for food. And then when you get 4 lit-
cle older you'll begin to learn things—and you'll
fearn all the wrong things and learn them all in
the wrong way. You'll eac the wrong food and
wear the wrong clothes, and you'll live in
swarming dens where there’s o light and no air!
You'll learn to be a liar and a bully and a brag-
garc and a coward and a sneak. You'll learn t0
fear the sualight and to hate beauty. By that
time you'll be ready for school. There hey'll tell
you the truch about a great many things that
you don’t give & damn sbout, and they'll tell you
fies about ail the things you ought to know—
and about all the things you want to know
they'll cell you nothing ac all. When you get
through you'll be equipped for your life work.
You'll be ready to take a job.

G (eagerly): Whatlll my job be? Another
adding machine?

cuamss: Yes. But not one of these antiquac-
ed adding machines. It will be a superb, super-
hyper-adding machine, as far from this old piece
of junk as you are from God. It will be some-
thing to make you sit up and take notice, that
adding machine. It will be an adding machine

_ which will be installed in a coal mine and which

will record the individual output of each miner.
As each miner down in the lower galleries takes
upl:hwelfulofmd,zhzhnplaofhissbmel
will automatically se¢ in motion a graphite pen-
il in your gallery. The pencil will make a mark
in white upon a blackened, sensitized drum.
Then your work comes in. With the great toe of
yourri;h:footywrelsu-levuwhkhfocuml
violet ray on the drum. The ray, playing upon
and through the white mark, falls upon 2 sele-
nium cell which in turn sets the keys obl; t_he
adding apparatus in motion. In this way the in-
divid:-lwouxput of each miner is recorded with-
out any human effore except the slight pressure
of the great toe of your right foot.

o in breatbless, round-eyed wonder): Say,
that'll be some machine, won't it?

GiAnss; Some machine is right. It will be
the culmination of human efforc—the final
triumph of the evolutionary process. For millions
of years the nebulous gases swirled in space. For
more millions of years the gases cooled and then
through inconceivable ages they hardened into
rocks. And then came life. Floating green things
on the waters that covered the earch. More mil-
lions of years and a step upward—an animate
organism in the ancient slime. And so on—step
by step, down through the ages—a gain here,

gain there—the mollusk, the fish, che repeile,
then mammal, man! And all so char.you might
sit in che gallery of a coal mine and operate the
super-hyper-adding machine with the great toe
of your right foot!

@RS Well, then—1 ain't 50 bad after all.

CHAMES: You're a failure, Zero, a failure. A
waste product. A slave to a contraption of steel
and_iron:—The-animal's-instinct, but not his
scrength and skill. The animals appecites, buc
noc his unashamed indulgence of them.. True,
you move and eat and digest and excrece and re.
produce. But any microscopic organism can do as
much. Well—time's up! Back you go—back to
your sunless groove—the raw marerial of slums
and wars—the ready prey of the firsc jingo or
demagogue or political adventurer who takes the
‘:roubk t0 play upon your ignorance and credul-
ity and provincialism. You poor, spineless,
brainless boob—I'm sorry for you!

S [ ling 10 bis knees): Then keep me here!
Don't send me back! Lec me stay!

CHANIES: Gee up. Didn'e I tell you I cap't do
anything for you? Come on, time's up!

@ | cn't! [ can't! I'm afraid co 80
through it all again.
CHamEs: You've gox to, I tell you, Come on,
now!

@ENE What did you tell me so much for?
Couldn't you juse lec me go, thinkin' everythin®
was goin' to be all righe? 1

CHARIES: You wanted to know, didn’t you?

@ How did [ know what you were goin'
to tell me? Now I can't scop thinkin' abou it! [
can't stop thinkin't I'll be thinkin' abour it all
the time.

GHARLES: All right! T'll do the best [ can for
you. I'll send a girl with you to keep you com-
paay.

@B A girl? What for? What good will a
girl do me? i

cismies: She'll help make you forger.

m«dy): She will? Where is she?

q : Waic a minute, I'll call her. (He
calls in a loud woice.) Oh! Hope! Yoo-hoo! (He
turns his bead aside and speaks in the manner of a
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right over, Charlie dear. (He turms 10 z£r0.) Kind
of familiar, isn' she? Charlie dear!
What did you say her name is?

2808 Is she good-lookin'?

CHanuss: Is she good-looking! Oh, boy, wait
uncil you see her! She’s 2 blonde with big blue
cyes and red lips and litcle white teech and—

@O0 Say, that listens good to me. Will she
be long?

‘Cinneesy She'll be here righe away. There she
is now! Do you see her?

@ No. Where?

‘csamees: Out in the corridor. No, not there.
Over farcher. To the right. Don't you see her
blue dress? And the sunlight on her hair?

@ Oh, sure! Now I see her! What's the
macter with me anyhow? Say, she's some jane!
Oh, you baby vamp!

” Citamusss She'll make you forgee your trou-
es.

#8me Wha troubles are you talkin' about?

‘@Hanss: Nothing. Go on. Don't keep her
waiting.

@B You bet I won't! Oh, Hope! Wait for
me! I'll be right with you! I'm on my way! (He
mmbla) out eagerly. OB bursts into uproarious laugh-
ter.

CHARISS) (eying bim in surprise and :
What in hell's the maceer wit;";mw. i
QO shaking with laughter): Did you get that?
He thinks he saw somebody and he's following
her! (He rocks with laughrer.)
ﬁ;mnn (punching bim in the jaw): Shut your
YOE(nursing bis jaw): What's the idea? Can't |
even laugh when I see something funny?
ciaRess: Funny! You keep your mouth shut
or I'll show you something funny. Go on, huscle
out of here and get something o clean up this
mess with. There's another fellow moving in.
Hurry now. (He makes a threatening gesture. jor
exits bastily. CHARESS goes 1o chair and seats bimself.
He looks weary and dispirited. Shaking bis bead.)
Hell, I'll cell the world this is & lousy job! (He
wncorks tr, and siowly

wventriloguist imitating @ distant feminine voice,) AT

Ye-cs. (Then in bis own wice.) Come here, will you?
There's a fellow who wants you to take him
back. (Venrriloquaisly again.) All righ. I'll be
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Project Role:

Although my initial plan was
to take on the role of a Set
Dresser, when findingmore
out about the project | felt
that it would be a missed
opportunity to not take on a
Set Designrole asitissuch a
different approach to what |
have previously taken on,
with the expressionist theme.
| then decided to take the
approach of a Set Designer
whilst also considering the
elementsof a Set Dressing
role throughout.

TASK DESCRIPTION

You are responsible for the creation of the physical space in which the action of your performed
scene takes place. Your output contains all the scenery, furniture, props, appearance and
overall look of the stage or set. Set design is also known as scenic design, theatre design,
theatrical design and stage design. Set design or scenic design have become more popular in
current terminology because they can be applied to television as well. A related and more
recent term, scenography, encompasses the sound, costume, lighting, and all other technical

designs of a theatrical production.

The set/scenery you design should not exceed sixteen square metres in area and a physical
You can of course select your own dimensions within these parameters.

It is necessary to produce a full scale set at this point. Sketch models, scale models and
samples that clearly indicate the look and feel you want the scene to convey are also required.

Research, experimentation and ambition all contribute to a visual portfolio which must include:

¢ Annotated Script

Character Analysis

*  Your process workbook

* Visual research and mood boards

* Initial sketches, design proposals and sketch models
* A 1:25 Scale Model showing your Final Set Design

Provision of appropriate ‘build’ information plus instructions for Set Painting/Scenic Art



Ames Rooms:

* |nour firstlesson we were intfroduced to the idea behind an AmesRoom. |
found this to be an extremelyinteresting concept and am eager to find out
more. | would love to hav e the opportunity to experiment with thisillusion
%oncep’r and think it could be very interesting to incorporate into a set
ideaq.

 Here |l came across two YouTube videos that explain how Ames Rooms
work and how you can create the illusion.

« Scientific American (2012)What Is the Ames lllusion? - Instant Egghead #23, Oct 11
https.//www.youtube.com/watch2v=gJhyuénlG18

* The Royal Institution (2011) Tales from the Prep Room: The Ames Room, Dec
21 https://www.youtube.com/watch2v=EOe08zMBfTA



http://Schttps:/www.youtube.com/watch?v=gJhyu6nlGt8
http://Thehttps:/www.youtube.com/watch?v=EOeo8zMBfTA

VISUCI| Ideos ond Inspiration: S ROOM ILLUSIC

Franz Marc, "Mandrill," 1913

"The basis of the movement came in stark

- contrast with other mov ementsthat preceded it,
which focused on more accurate depictions of

reality and nature."

- Invaluable Team (2019) German Expressionism: A Break From
Tradition https://www.invaluable.com/blog/german-
expressionism/

—

Could this concept be used for an outdoor
spacee Maybe to create an unusualsense
of distance with a distortion that highlights
the uncertainty about where they are.

Musicos By Fabiano Millani

"The word expressionism was first used in 1850,
mostly to describe the paintings where an artist’s
strong emotions were clearly depicted." (More

recent but similar feel to previouspiece.)

- Motta. C (ND) History of _
Expressionism https://useum.org/Expressionism/History-of- LANDSCAPE : m

Expressionism Y
By Priscilla

Batzell
https://pixel
m/profiles/priscil
[a-batzell

THE TREE
https://purnimasamp

' at.wordpress.com/20

' 12/01/24/expressionis

N tirees/

https://pixel
m/featured/tr
: 3 e-on-a-hill-
A . vl cign iNG-sky-
"InHomer's writings the Elysian Plain was a land of perfect Zérgé_zplr:—'igmg: }
happiness at the end of the Earth, on the banks of tzell-

the Oceanus... Later writers made it a particular part of Hades, — expressionist-art;

as in Virgil, Aeneid, Book V|."-The Editors of Britannica (2012) Elysium: lery hir

Greek Mythology hifps://www.britannica.com/topic/paradise-religion
- https://greek-myth.fandom.com/wiki/Elysian_Fields



https://www.invaluable.com/blog/german-expressionism/
https://useum.org/Expressionism/History-of-Expressionism
https://purnimasampat.wordpress.com/2012/01/24/expressionist-trees/
https://pixels.com/profiles/priscilla-batzell
https://pixels.com/featured/tree-on-a-hill-amazing-sky-7626-priscilla-batzell-expressionist-art-studio-gallery.html
https://www.britannica.com/topic/paradise-religion
https://greek-myth.fandom.com/wiki/Elysian_Fields

.!
N

More By Priscilla Bratzell:
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Similarly, to how the work of Wassily Kandinsky caught my
eye | was intrigued by the work of this artist. | enjoy the
chaotic use of colour and busyness. After discovering one of
herimages that | have previously discussed | looked further
and found many more paintings that | find veryinteresting.

- https://pixels.com/profiles/priscilla-batzell



https://pixels.com/profiles/priscilla-batzell

Pinterest Board:

Here | have began
gathering inspiration

for things such as
perspective,
expressionism in film,
shadow work, the
Amesroom illusion, areas
within the script and then
art styles. | also found
some exampleimages
from the film The Cabinet
of Dr. Caligari.

This has helped me to
considerideas and styles
for the project.

23 Behind-The-Scenes s
Facts About Your Favorite...

99 Excellent Examples of w
Forced Perspective...

Photographic Print: Scen... ¢y

@ Art.com
The Cabinet of Dr. Caligari ¢y

@ London Horror Society @ London Horror Society

The Elysian F. fhe Td
Paradise of the Greek...
Paradise of the Greek...

Elysian Fields - The Second ¢y
Coming

“The Elysian Field....." P

Franz Marc - In the Rain -... ¢

G Zazzle

Composition VIl by Wassil... ¢y
Period Prints

./ Period Prints

Spring Forest #7780 Yoga ¢y

The Cabinet of Dr. Caligari ¢y

Why you look different in
height and size in the sam...

This isn't photoshopped -  ¢¥
Funny

Moonlit 8487d Tapestry for ¢y
Sale by Priscilla Batzell...



Project Role and
Group:

As | began gathering ideas and inspiration
pieces, it was brought to my attention that
the types of work | was drawn to were
lookinginto Scenic Art elements.Therefore, |
wanted to follow thisroute as it developed.

Group:
We were assigned groups within the class. | was

paired with Laurie and George.
Roles:

> Set Design: Myself

> Scenic Art: Laurie

» Construction: George

Although have roles within the group and
respecting each others' roles we all blend into
each of the roles in some way. Personally, | have
noticed this due to my discussions about scenic
art with Laurie and then construction with
George. As | am also very interested in the scenic
art elements of this project and George has
shared his thoughts and ideas about the structural
design.

TASK DESCRIPTION

Scenic design is plays a critical role in the film or stage viewing experience. While it's perfectly
natural to be drawn to the practical making side of theatre or filmmaking, those striking visuals

are enhanced by the scenic design and surface treatments.

Having selected the scene from The Adding Machine, you are required to produce a scenic
design proposal and look book. Your designs and treatments must take on-board Rice’s stage
directions. It is necessary to compose full scale scenic treatment at this point; demos and
samples that clearly evoke the sensibility of the scene are also expected. You are expected to
produce samples and compositions that enhance the qualities of the set and characters

therein.

Research, experimentation and ambition all contribute to a visual portfolio which must include:

* Annotated Script

* Character Analysis

*  Your process workbook

* Visual Research and Mood boards

* Initial Sketches and Scenic Design Proposals

* Afinal scenic composition with reference materials and look book.

* AFinal plan for the scenic design, timings and associations with visual elements and

supporting reference material.



Perspective lllusions: Notes From Lesson and Moodle Resources

Forced Perspective:

For Example: Adding the illusion of a road disappearing out of
sight by experimenting with angles until it works, there is no
science to it besides trail and error. Another technique, which
tends to be used in film and for affordability, is using small scale s
models positioned close to the camera to create the illusion of it ﬂ
being life sized in comparison to a person positioned much
further away. (it would require a camera that is able to focus on

more than one focus points)

- https://www.youtube.com/watchev=a3SsBv7ZI348

- hitps://www.youtube.com/watchev=le3cFE2EGHS
- https://www.youtube.com/watchev=429b5Ergizg

The Ponzo lllusion:

Making the eye follow a perspective to make it believe that the
size of other things is smaller or larger.

- https.//www.youtube.com/watch2v=luY4h3Xh738

Drop Off Room:
Drawing or painting based on a perspective pointthat leads the
eye to believe that there is no floor and that the space is a large

plunging space.
- https://reginasilv eira.com/filt er/inst ala%C3%A7 %C3%A30/ABYSSAL



http://-https:/www.youtube.com/watch?v=a3SsBvZl368
https://www.youtube.com/watch?v=le3cFE2EGHs
https://www.youtube.com/watch?v=429b5Ergtzg
https://www.youtube.com/watch?v=IuY4h3Xh7S8
https://reginasilveira.com/filter/instala%25C3%25A7%25C3%25A3o/ABYSSAL

Experimentation:

However, it would be interesting
to use my organic influence in a
less organic setfting to highlight the
ideology surrounding
Expressionism.

My initial experimentation was led by the
use of busy patterns and bold colours. |
did a basic overview of the meanings
and moods that can be encouraged by
different colours and plan to use them
symbolically to represent the overload of
emotions and feelings that are present
throughout the play being very chaotic.
The scene | was particularly interested in
recreating originally was the scene that

A feature of the "Elysian
Fields" that | am
particularly interested in
recreating is the tree. |
have some interesting
visuals where | can
imagine it being an array
of colour and although
not being an average
tree still having the very
organic aesthetic.



Using oll pastels, as | went
through the script, | created
imagery thinking about use
of colour pattern and

- shape. Arecurring theme is
the use of red and blue, red
being mostly to represent
. anger and blue
representing both calmness
and responsibility. Originally,
| would've thought it
conftroversial to use red and
blue together being so
opposite in moods but for
Zero it works as although we
know he has an internal
depth of anger, being what
drives him to kill his boss, |
envisioned him throughout
the script to

appear mostly neutral, with
a cold, calm demeanour.
This adds to the unsettling
psychotic qualities that he
must posses to have
murdered someone as he
did.




Experimentation — Texture, Colour and Tone(3D): Here I created a 3D

experimentation piece that
plays around with paper texture
and manipulation.

| then used water paints fo add
tonal colour and more
definition to the textural effects.

e |
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Experimentation — Colour and Po’r’rernjho’ro raphy:

\ 4

Here | photographed my 2D
colourand pattern
experimentation from different
angles, focuses and distances.
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Experimentation — Angles and Lighting Pho’ro | N

| began experimenting using paper, card,

clay and modeling sticks. The main

featurel was envisioningwas the tree

== from the elysian fields. | also considered

=S\ ideas for creating organic forms that can
&8 be used to create inorganic objects.




Experimentation — Tonal Photography:
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& Here | took more images of my material
experimentation and focused on the tonal
effects they have.




The Adding Machine Film (1969):

« After watching the film, The Adding Machine, | was
surprised by the basic run through of scenery that was
presented. From the script | felt there was a much
stronger sense of unusual scenarios. However, | find
that this allows us to completely reimagine a visual run
through for ourselves.

* The pleasant place or "Elysian fields" was shown as @
beach with a sandy hill, there was no tree like stated
In the script. Therefore, it was a very different visual
from what was expected but offers another vision of
what the place could be.

« Again, differing from the script, Zero meets Shrdlu in
prison before his death. They meet again on the
beach. The film has neutralised many elements of the
distorted reality that is presented in the scripf. fims/653-adding-machine-

« The court scene in the film was presented as a very e 1969 Cue
desperate plea from Zero with some very intense
acting. From the script | imagined a strong example of
his cold but calm demeanour, as he explains that yes,
he killed his boss, but he believes his actions are
justified.

m/cateqgories/1-60-s-



https://www.modcinema.com/categories/1-60-s-films/653-adding-machine-the-1969-dvd

Experimentation:

| chose some imagesfrom the
many | had collected previously
and edited them using
photoshop, altering the vibrance
and conftrast but mostly the hue
and saturation. | wanted to see
how | could change the images
by manipulating the colourand
vibrance of them.

v

/

The firstimage | edited | found effective because without meaning to | had created imagery that works
well for the story The Adding Machine. |l can see a ladder leading to the chaos which | think can represent
the build up of the chaos before Zero's outburst where he kills his boss.

The second image already had the use of bright colours and pattern, so | simply wanted to test out
different colours and tones and | think each one is very effective, | also looked at the differentimages from
different angles to see if it could create another effect.



Experimentation — Painting Technique:
TR N RN After coming across this painting

= : n"";' and being so drawn to the fextural
P paintfing technique | wanted to try to
play around and see if | could
replicate or achieve a similar
appearance with the colours. For a
first attempt | found that it does
create a very interesting effectwhen
the different coloursrun alongside
one another.

~ | looked closer at

__ some areas that were
= particularly
| interesting.

-
—

| created this experimental
piece using heavily
watered-down acrylics and
N applying the paint with a
dabbing motion.



Perspective Manipulation:

|

Here | have began to think about perspective and how it might be able to affect an elementwithin the
set. | wanted to particularly considerhow it might alter the effect an organic shape could have instead of
a more standard shape which issomething more easily translated into the different perspectives.| chose
to considerhow the different perspectives might alter an elementsuch as a tfree which | am interested to

potentially incorporate within the design.




Group ldea:

Here | have began sketchingsome
initial plans and experimentation for %
a. designidea that we each have
offered input into and influenced
with our differing but complimentary
areas of interest and experience.




Drawing SKkills:

We were reintroduced to a drawing technique that allows us to ensure our observational sketches are
accurate. Using hothing more than the pencil you will use to draw with you can find a common points and
commonlengths to refer to and use them as reference to ensure you are incorporating accurate
proportions and positionings within your sketches. With more practice this will offer us the ability to draw

anything with accuracy.

|
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We hav e discov ered
that we work best by
gathering elements
individually and then
finding a way to make
the different elements
of our individual work
come together.

Al

m— ~

We spent a morning having the opportunity to
w experiment with different materials such as card,
. paper, string, paint and sticks. | really enjoyed
- seeing what we were able to produce as a group.

It has helped us to furtherunderstand the dynamic
that works best for us.




Charcoal Observational Sketches:
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Using charcoal, | sketched out
shapes and areas of the
collaboration piece that we had
put together as a group. After
photographing from different
places and angles in and around
the space we had built up |
repeated the same process but
instead sketched shapes and
patterns from within the thing we
had created.

| find that the final page looks as
8 chaotic and busy as the work we
i have originally looked at and

I\ been inspired by helping to

1Y represent the madness that | can
MLy imagine it present within Zero's
mind, although remaining so
neutral on the outside.

The main element that | would
lke to encourage into the design
for this production is the idea that
Zero's mental state is represented
in his surroundings, which
conftrasts with his demeanour.

£






First Set Ideaq:

| wanted to do a quick drawing of what it
Is limagine for a set ideathat | will create
a model of.

It incorporates my idea of using the tree
from the script, George's Ames room and
Laurie's cut out roof, as wellas further
collaboration of designideas and scenic
art elements throughout.

| plan to use clay to make the tree
structure with decorative card pieces as |
have experimented with before.

| will make the room out of white card
and then paint the interiorusing acrylic
and water paints.



~ For the idea we had

| produced within our group of
three, George set himself the task
of discovering the correct
dimensionsto create a
functioning Amesroom.

We then were able to confidently
~ incorporate thisinto our

. design, knowing that we have the
dimensionsto do so. From the
dimensions he was able to gather
| am able to make my own model
of the Amesroom with the
additional elements for our set
ideaq.

Elysian Fields Model:

Measurements given
by George.

| created this structure using white
card, cut with a craft knife at a
scale of 1:25. | then stuck the
pieces together using a hot glue
gun.

ADD STRUCTURAL SKETCHES!!
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Accordingto BBC
News the av erage
height of a Male in t
UK is 5ft 9 and the
av erage women was
5ft 3, therefore | made
a simple cut out to
give asize at roughly
5ft 7 to giveit a basic
estimate of an

av erage for all.

Elysion Fields Model:

Here, using a structure of
cardboard as a base and a wire
central structure, | built up a tree

N shape with modelling clay. | stuck
. the base to the right back corner
of the room using a hot glue gun
= and then all-purpose glue to
7 ensure the base that | built up

ﬁ‘;&ﬁ‘;ﬁc ' info the clay with onto the floor of the room would
(2010) St atistics ' e 10 create the twisted remain intact also. | then

reveal Britain's'Mr | have used this technique for previous tree lke  proceeded to shape the tree
i’;grg/';e. ntiney,  Structures with modelling clay and found it how | wanted and attached the
www.bbc.couk/n  Works well therefore wanted to use it again other end onto the front left side
ews/uk-11534042 knowing it gave an effective visual. 4= UsiNg the same all-purpose glue.


https://www.bbc.co.uk/news/uk-11534042

Elysicm F|e|dS I\/\Ode|: | added another branch element to the tree as | realised that it

would take more to coverthe structure beneath the Ames
room which we wanted for our design to help with the illusion.

® Originally, | i magined the tree being even more abstract,
howeverl have used this technique before for past organic
nature related designs and it is an effective method and here, |
think it works well. | lke the smooth shape | am able to create
with the clay formed around the wire and | think the proportion
~ works well with the silhouette of an average person in the UK

- that | have added in forreference.

The next step was to add ]

background and floor colour, so as | ‘? & A

considered in a sample for my sketch | 4,‘

g,
model, | stuck to tonal water paint. | S ;’r\\

Using my practiced technique on the
flooring and just a simple water wash
. for the backdrop, to suggest
mountains in the distance.

Next, | added some thin paper layers
over the clay, stuck with watered L AL AN
down PVA. This strengthened some l/" hveshown h’ re | tes - \
cracked sections of the clay and also regular paper, thin paper and
offered a very interesting texture for  tissue paper to see which worked

the tree which | first tested onto a best and chose the thin pGper-Osf
scrap piece of card. | felt it workedthe best in terms o

texture and mouldability.




Elysian Fields Model:

| used acrylic paints to paint the tree structure using a dark green for the base colourand then working onto
it with lighter green to add depth. | also proceeded to add more colours overthe base colour making sure
that red and blue are most obvious of all the colours as they are the two main colours, | find fo have the
best symbolism and also are each very bold colours. | like the contrast of the tonal background space
combinedwith the mix of bold colours. My goal for the use of colouris to create the presence of chaos, as |
feel there is constantly a flood of thoughts and feelings throughout despite his neutral demeanour. | want to
take this as an opportunity to experiment with the expression of emotions in the surroundings despite not
being obviousform the character.



E|\/S|Gﬂ Fields Model: Thisis a closeup of a piece by Laurie who traced shadows she
iJ//:/ projected onto a page from 3D structures she had put
together. | copied some patterns and shapes presentin her
image, onto some thin card, and cut the shapes out with a
craft knife.

_~ Thiswas a featfure that we discussed earlierin the design
stages. We felt that this could offer an interesting effectfor
creating textures with the shadows it could create. We fell

e upon this idea after George had made the open ceilingin

WC order to allow a space so that he could positiona feature

g within the space to test the illusion. Looking at Laurie's

/——7 interestingimagery we wanted to incorporate it and so it
i\”i seemedlike an effective option.

| cut the piece down to size
so that it would sit on the
top of the Amesroom. |
plan to experiment with
lighting positioning to see
how it works in the space.




Elysian Fields Model:

H ) " | took | | Here | have
ereis dvideo | TOokKk In d Iow Comple’red this

lit space whilst moving a =g model by adding
torch around the outside. r B ‘ decorative card
* } / pieces that |
previously shaped
and painted with
water paints. | then
used the all-
purpose glue to
stick themto the
“tree structure and
build up a section
he tree
blacing the

| ike the contrast of the sharp shapes that have been created from the cut outs in the ceiling in comparison to the
organic form of the tree feature. Howev er, there are also some sharp forms present in the card features as well as spirals
and curves.




Elysian Fields Model:

Here are some example photos of close-upinternal views
withinthe space. | think the cut-out ceiling offers for some
very interesting detailing, specifically with the shadows it
creates. Along with the textural surface of the floor being
smooth and blended.




EVOIUOTlon Of mOdel = % Unfortunately, the clay

e R cracked and broke the
e ¥ ,a-x; : », e dem.  following day after finishing
- » Mg < e ' this model and required a

¥/ - 4 § fixing.l used the same
paper mdaché technique
for textural purposes to
. patch up the cracks and
- breaks. The base of the
, tree also began comingup
¥ from the surface and
{ needed to be secured.
| plan to use a different
type of clay in future that is
less likely to crack and will
hold betfter.
However, the paper
mdaché worked very well fo
holditin place afterwards,
| willremember this to use it
as a way of making my
clay work hold better in
future. It is not only useful
for texture but also stability.
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Gathering iIdeas as a whole group:
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Here | hav e put together anotherset idea. Taking inspiration

Ano'l'her | d e () fromelements in the mind map of all the different ideas spread Referring back to the st | had made

across the four smaller groups within the class. from the mind map, within this design |
haveincluded the use of floating

Cmd‘ The chao —ay elements, being the sheets of paper
e ’ and the idea of the v ortex spiral that |
would like to be presented as a crack
growinginto the wall as the intensity of
the scene grows. I've also included the
llusion of an Ames room so thatyou

_Hu- u 0’/ can assert a visualdominance
gt

between the characters allowing one
side to appear vulnerable whilst the
Chorocken  other towers abov e, this can be used
@ fo Can between Zero and Daisy and then also
e lpresen - between Zero and his boss. | would also
like to include neon colour, for
o
example you could have a more

neutralbackground thatis fransformed
7 it U under blue light rev ealing strong bursts

|

{

fi N*MV\ﬁ "ﬂ*\j of intense colour.
: Wete RQU‘S\'\ Sﬁmﬁbcwd >

Hemn == = l.t |




Another Model idea:

hitps: .
antigue t-stand-

english-h r-thone
edwardia 730069 R 47

Here | have done a digital drawing of my own personal set idea for Scene 2. This drawing better allows me to display my
ideas for the bursts of colour in the scenic art and the colour scheme throughout. My main goal with the furniture was to
display something that is inorganic as organic. Therefore, | have designed the desk to be a continuous piece that
provides seating and the differentiation in height between the characters to create the sense of dominance and Zero's
view on women. | also wanted to include a variation of style being very modern and futuristic, in terms of the desk and
then aimed for a very basic example of an antique coat stand, this hints towards the play having some unusual elements
throughout that suggest their may be different time periods throughout. The paper stack | have drawn to appear as
though some sheets are floating away, this | took from one of the ideas in the large mind map of having elements floating
in the room adding to the chaotic atmosphere when the tension builds. | also added a door into the Ames room as in my
design plan | imagined that the Boss would enter looking larger with the Ames room illusion whilst Zero is in the far corner
getting his coat and hat, looking much smaller, to represent dominance and vulnerabillity between them.


https://www.londonfine.co.uk/products/antique-bentwood-coat-stand-english-hallway-rack-after-thonet-edwardian?variant=40027300692147

_AI played around a lot with shaping the white card experimenting with how | can get

the shape | wanted or something similar. The first shape | made | was happy with but
when| put itinto the Ames room it was too big for the space.

1| kept playing around until | was able to create a shape that was closer fo my
originaldesign, and | preferred how itlooked, it also fit suitably into the space. |
istruggled with finding an exact measurement forit before hand as itissuch an
‘organically shaped object therefore | wanted to play around with the material and
“discoverwhatworked along the way which | think | did successfully.

.| achieved these shapes by scoring the white cardso that | was able to manipulate
litinto the curves that | wanted.

TN also still managed to get the height different of the seats.
Being positioned further backinthe Amesroom and adding a gradual decrease in width of the furniture piece |

am hopingathat it willfollow the illusion of the Amesroom. It is subtle but effective.




{

Other elements| cut out for the space
were small paper towers and the coat
stand. The paper stacks are made from a
combination of white card and thin card

layered to add thickness with the

additional thin ledges of paper coming
adding a textural towered appearance.
I've also added the thin card at the top

to appear as though sime pages are

beginning to fly off, as if taking off in a

breeze. The coat rack, as previously
discussed was taken from a standard

antique coat stand but simplified, | cut it

from the same white car.

After finishing the structure of the desk

piece, | decided to add a layer of thin
card using PVA glue to hide the score

marks from the surface.

Wh;'nﬂng’rhﬁeﬁ
elements, | used acrylic pdints.

| kept in mind the colour
scheme from my drawing
giving the desk a pale grey
colourwith tonal effects to
enhance the curves.The coat
stand was kept at a standard
dark brown to represent a dark
wood that was popular for a
lot of antique furniture, again
with some basic tonal effects.
The paper stacks | simply made
appear off white and aged
with watered down acrvlic.



Making The Model:

. TS

- ARy /

g (TIEIENEER MR INNE.
Before painting the different elements, | put them into the space to see how they fit and how they could be
arranged. | chose a layout | was happy with and found that it looks interesting with the vortex backdrop
that | added to the interior of the Amesroom walls. | like the chaos behind it and how it can add a
haunting discomfort to the room which | think will work very effectively for the end of scene 2. | kept the
spiral to being very tonal using watered down black acrylic paint. | also kept the hole in the ceiling to allow
for easier accessinto the space. Although | like the subftle but sharp shadows it creates within the space, |
think it could be interesting for a theatre production with lighting coming from about the ceiling.

Following my designideaq, | have continuedthe layout to create dominance between characters, Zero
looking down on Daisy as they work and then followed by Zero being in the far cornerto collecthis coat as
the Boss enters and appears to be towering overhim.




Making The Model:

Finally, | added the coloured patternsinto
the back dop using brightly mixed acrylic
paints to represent the neon colour that |
would want to tfransformin the UV light.
I've continued the recurringtheme | have
ov er patterningl used for my

Ry experimentation stages, highlighting the
chaotic nature of texture, pattern and
— colour.

| am pleased with the finished model of a
simple but other approach to a different part
of the script. | ike the opportunity behind
what can be done with this scene with the
chaotic build up and the intense anger of
Zero being unleashed even though we do not
yet know what exactly had happened.| feel
like it's a good example of how that although
Lero's demeanour is so heutralthe chaos can
be seen happening around him. Something |
mention a lot as it is the main goal | hav e for
this project.

A featurel also wasn't expecting but feel is
veryinterestingis the light coming through the
crack of the door and spiling into the room.

| hav e enjoyed seeing my designs grow from
2D to 3D and seeing the different effects that
you can achiev e whilst experimenting with a
3D space and with different lightings and
photo angles.




Larger Groups:

We decided to form large groups with our small groups halving the
class so that they were two groups in total instead of four. The
groups that joined were decided by which fit best, for example one
of the main indicators for us was that two groups are very interested
in looking atf tonal work whereas another group is very interested in
using a lot of colour and so we then had one larger group looking
at incorporating colour and combining the ideas of the two groups,
whereas the other group did the same but instead focused on
tonal elements.

Now in a group of six | am one of three set designers with the
additional scenic art designer, construction designer, and lighting
designer.

Set Designer: Myself

Set Designer: Freya

Set Designer: Lleucu

Scenic Art: Laurie

Construction: George

Lighting: Cara

YVVVVYVYYVY

Our Nextep was to experiment with the designs we had already
created within our previous groups. Fortunately, we each

were happy to work in a similar format looking at organic shapes
with the strong bursts of colour. We were all also happy to remain
with the idea of using an Amesroom.




Larger Group: Combining ldeas

This idea was created by the combination of
multiple different pieces from our own idea
development in our small group. We began by
taking a 3-D printed model of the Ames room
that George designed and then surrounding it in
different elements that we have gathered along
the way and then also scrap material as a
suggestion for the tree element that we hope to
include around the edges of the Ames room.

We photographed it inside a cardboard box so
that we could play around with the lighting.

From this we were able to imagine further how
we would like our combined design to look.
Something we pictured afterwards was having
the tree come up and around so that it towers
overthe Amesroom, and we can then use it as a
way to suspend a lighting source above. We also
want to include a cut out layer that will create
interesting shadows within the space below. We
planto create our interpretation of the office
space inside the Ames room similarly to how |
designed it within my previous individual set ideaq,
therefore focusing on Scene |l.

Something we want to test out for the backdrop
is the use of neon colour which can be revealed
with a blue light. From here we planto all

play around with this ideq, thinking about colour,
texture, pattern and form.



|ldea Development:

-

After our discussions as a larger group, | created some basic sketches
thinking about the space and the tree elementand how they can work
together effectively.

From this| imagined havingsome smalllight sources suspendedin the
tree above the room and then the cut-out ceilingwould allow for light
to shine through and create interesting shapes on the walls.

| also added hints of colourinto the tree whilstkeepingit at a more
standard colourscheme with the greens. | like that the hints of colour
give the tfree a mystical effect without it being too much.

| also completeda version where | imagined the blue light would be

activated highlighting the neon colours that are hidden in plain lighting.

From this drawing | found that | am
clear on the shaping of the tree,
mostly considering how it will arch
overthe top of the Amesroom
and droop down with the lighting.
| feel like | would like the structure
of the tree to be more textured
and entwined than what | have
presented here, with the addition
of many branches and vines
capturing the room as we later
discussed as a group.

We all like the symbolism that this
can offer being the contrast of life
and death, and almost a hint of
hope and foreshadowing of the
Elysian Fields later in the play. The
fact that the tree would be
growing around the room offers a
sense of age and large lengths of
time, as itis being reclaimed. This
couldreference the long 25
years" that Zero is so proud of.



Colour Schemes:

#4D4B830
#90“50

BLACK SLATE MOSS GREEN SAGE GREEN CREAM

hitps://www.purewow.com/home/kitchen-color-palettes-
for-black-slate-appliances
Nean /?

e U
https://www.pinterest.co.uk/
” 0in/910641987122709588/

Wm%w

Ourgeneral view s of dull earthy
tones for the base of the set but
with hints of dark reds, blues and
greens that when hit with the blue
light all changeto become neon  https://www.color-

#482218

EARTHY

FABMOOD | FA

https://www.fabmood.com/
olive-sage-warm-earth-tone-
colour-scheme-palette/

As a group we gathered
colour schemes from google
looking at ones we felt would

work and then created our and the background colours will hex.com/color-palette/71506
own tones on procreate simply fade into dark as we hope to
altering the colour untilwe remov e all lighting apart from the

were happy withiit. blue light.


https://www.pinterest.co.uk/pin/910641987122709588/
https://www.purewow.com/home/kitchen-color-palettes-for-black-slate-appliances
https://www.fabmood.com/olive-sage-warm-earth-tone-colour-scheme-palette/
https://www.color-hex.com/color-palette/71506

Scenic Elements:

9
.

These are Dutch Pour paintings by Laurie the
Scenic Artist of the group. We used the
darkest painting displayed above as print
outs to create the backdrop for the larger
group experimentation session. We have
each examined the painfings and found
sections that we find particularly effective so
that Laurie can experiment with recreating
some of the textures present. We have also
decided on a colour palette that we would
lke to test with the neon effect.




Neon and UV:

After becoming a larger
group, the other smaller
groups idea included the use
of neon colour and therefore
we all looking further into
how we could include it into
our design idea.

Images from Pinterest

)\ > N

nOY VIS VA

ama;on.co.uk © Dellves o Bethars All ~ neon glow acrylic paint
—

Swansea SA1 1

= All Free Delivery Amazon Outlet BuyAgain Shopper Toolkit Gift Cards & TopUp Vouchers Health & Personal Care Toys & Games

DIY & Tools Deals & Savings  Power Tools  Hand Tools Garden Tools  Hardware & Supplies Electrical Decorating Paint Finder Kitchen & Bathroom Safety & Securi ty Trade &

amazontopup  Get £6 extra on your first Top Up Q Learn more »

Decola Neon Acrylic Colours Set | 6 x 20 ml Fluorescent Acrylic
NIy Paint Glow under UV light (Black Light) | Made in Russia by
Nevskaya Palitra

Brand: Decola
¥ 598 ratings
Price: £15.97 (£133.08 /1) & FREE Returns -

o Pay 3557 9.97: Get £6 extra with your first Top Up. *Terms and conditions apply. Learn more
Note: This item is eligible for FREE Click and Collect without a minimum order subject to availability.

Details
Paint type Acrylic
Surface Bois, Céramique
Roll over image to zoom in recommendation

=E ﬁ ';E; g ﬂ Brand Decola

kil = e Colour Blue
Unit count 120 millilitre
Special feature Non Toxic, Glow
v See more

We all looked at Laurie's About this item
experimental Dutch Pour
painfings which we all
found very effective and
were very eager to play
around more with this idea
incorporating neon paint.
Laurie also stated that she
owned. UV light which
meant we could get the
best results and with ease
from using these types of
paints.

. / NEON GLOW ACRYLIC COLOURS - 6x20ml fluorescent acrylic colours that are glowing under UV light
(black light) and also very bright under normal light

. / PERFECT COLOURS SET - Set contains the following colours: white, lemon, light green, carmine, red,
blue - Acrylic paints set colours can be mixed easily with each other or with water to create different
intensitv and shades

We found some examples of
Fluorescent Acrylic paints and Laurie
was then able to go off and play
around more using the colour
schemes we discussed and trying to
recreate the textures we pointed
out of the pieces she had already
produced. Although we also like the
fact that each pouris unique.



Roles Within Larger Group:

Within the larger group everyone is able to take on their own role as they
were previously, however, being three set designers, we decided it would
be more efficient to take different elements of the set to focus on.

We decided on these roles:

»Freya — Hanging Elemenfs PR
»Lleucu - The double-sided desk A9 &N 7
»Myself —The tree SOAR g

We all can now set off to focus on the designing of these elements looking
at materials, structure and other elements. When looking at the tree
myself and Freya have the opportunity to collaborate. As she is focusing
on floating elements, and we are looking at incorporating said elements
info the tree. Having them hanging from the tree and coming intfo the
room.




For the tree design | think it would
be interesting to take inspiration
from a willow tree, imitating the
drooping branches and leaves. |
think this structure would be
effective consideringwe have
hopes to hang lights and potentially
oftherthings from the tree. We have
also decidedthat we like the idea
of an open top for the space.
Criginally, we considered using the
same technique as our original

idea from our small group, having m;rpgv:gmﬁye;_edorsmd'”
Avatar Tree the cut-out celling for the light to v ector/weeping-wilow-tree-
of Souls - come through, howeverwe ector 5576720

Making the decided against it later. We felt that

free glowin I could be aninteresting source of

some way. light to have some of the drooping

Specifically, lights to hang downinside the

the drooping space with others suspended
branches. above.

hitps://soundcloud.com/user-735341123/enchanted-tree-av atar-tree-of-souls



https://garden.lovetoknow.com/wiki/Willow
https://www.vectorstock.com/royalty-free-vector/weeping-willow-tree-vector-15326720
https://soundcloud.com/user-735341123/enchanted-tree-avatar-tree-of-souls

Tree Plan:

selectionof viewsof an
idea for the free structure
for our groups final model,
including vines growing
form the tree.
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Here | have used George's
measurements again to work out the
sizing of the tree. | made a rough
estimation of what the height could be
and will proceed to experiment with it.



Technical Drawing:
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Technical Drawing:

| have completed
some CAD
drawings to help
me understand the
dimensionsand
how the tree will fit
with the Ames
Room, again using
the measurements
that | received
from George. | had
already done a
quick estimation
previously from a
sketch howeverit
was not accurate
to scale therefore |
felt this would be
another useful step
to take. Although |
did find that

my estimations
were very close.




Digital Tree Samples and |deas.:
| completed more digital sketches experimenting with designs for the

tree looking at colour, the potential of adding lightinginto the tree
itself. | firstwas playing around with just a simple stranded branch
without leavesbut then began considering havingleaves but keeping
the same drooping structure of them. | also played around a bit with
incorporating colourinto the bark and then also taken time to add

1N rsamples.

Completing this sketches has
also made me considerthe
shaping of the base of the
tree consideringa more
curvedand winding shape
with a standard tree trunk
shape or having a less
obvious trunk for the start of
the tree and keeping the
overalltree body remaining
less curved/arched.
Another thing I have looked
at is the depth of which the
leavesreach into the Ames
room through the open
ceiling.




Structural Tree Model:

| used an air-
drying modelling
clay bought
from The Range.
It held much
better than the
previous clay

We decided to make a sketch model for our final design as a group, bu
for this model, as a supporting piece we feltit would be wise to make a|
1:25 scale model showing the materialwe plan to make the tree out of |
and then use scrap materials to represent the form for the larger sketch i
model. This Ames room was designed fo the measurements of 1:25 and i §
then multiplied by three. We found that this was the only, methodthat #
allowedus to get the model to a much larger size to work with.



Before applying
the clay, | used
PV A toensureit
would hold in
place and then
finally, added a
layer of paper
mdaché to seal
the clay and
§ make it more
R sccure in place.
i@ The paper maché
8 layer also adds a
more wrinkled
surface texture
| which | think
* befterfits fo
resemble bark.

| found that after making the scaled
. model it came to a height of
: -~ 4500mm (4.5m) instead of
back th tiall : :
d:ilg 3 gl\éj?/ronedpccgr\l/deé the my estimation of 4000mm (4m) but
| texturaldetail into it. I also N 2 & looking af where it sits here, | feel
- added the vinestructures i ThOT'T should e higher again
allowing for more space for the

1 to the room making it . .
(| appear as though the drooping branchesand hanging
elements.

tree began to grow
around the room.

After creating the full
shape of the tree | went




Thisis the group sketch model that each set designer contributed to, itis a
very basic and fast visualrepresentation of the design we have in mind. |
created the tree structure using a thin card structure and then attaching
scrunched paper with masking tape to show the shape and rough size
along with the example of other elementsincluded.| also included the
reconsideration of height for the free in this structure which | think is more
suited for what we want to achieve.




The large sketch model
we created was
measured to a scale of
1:25 and then multiplied
by 3, howeverwe
discov ered that this
would not be used in
the industry and
therefore decided that
a scale of 1:10was the
most suitable scale to
use going forward.

S’rruc’rurol Sketch Iv\odels

_Here | have Shown the three
structural models displaying the
general aspects that willbe included
~in our final piece.

| think, all togetherthey create a
very well-informedidea of the plans
we have for our final piece. It is @
combinationof a large sketch model
by Myself, Freya and Lleucu, the
\,,;,;;;’rhree Set Designers, and an

= additionallighting model by Cara
“isssthe Liahtina Desianer.




Branches:

This may not
create the willow
tree effect | had
initially in mind for
the tree design
howeverso think
it willwork well

and give @
Freya came across some fake plantsin Wilkos realistic
and sent photos to our group chat for the dppearance
project. We all decided that the smallfern _ f‘, ‘900 T whilst also having
plants would be fitting for the drooping “h‘ ‘{ | something out of
branches, and we have hopes to dip them : ' the ordinary
info neon paint so that they willglow in the UV about it.

lighting.



Jesmonite: According to the Flints catalogue (2018/2019),
Ty Jesmonite has no harmfulsolvents and can be
0 “‘“‘ W applieddirectly to polystyrene whichis ideal for
S what | have in mindfor the tree. It also states that
== it can be moulded and last "virtually indefinitely".
' Here is an example of a mouldthat has been
used previously on another project in the :
university, for a tree. It has a very interesting boy_
, like texture which | think could be very effective” '
It is supplied as a liquid and powder which
should be mixed at 1000rpm for 45 seconds. This
& mixcan then be poured into a mould or used as
J‘ESM' i Wl @ laminate. It can also be stiffenedfor vertical
~ surfaces using a Thixotrope or Retarder.
e Fortunately, it is of low hazard but stillcomes with
recommendations of using goggles, dust

exterior use, 1t 1S harder and has 3
higher impact strength than AC300,
If being yseq outside the D.’Dﬂl.(i
shoulg be protected with Jesmonite
Acryhc Sealer [page 102]. 1t is fire ]
resistant, having achieved a Class 0

Jesmonite Thixotrope Used in the

fire rating under Uliding Regulations BS 476 part i |
:Zlﬁ;:fﬂi‘ﬁﬁzEE”:’;’:':%:a“‘"B'i':“:;'; cs respird tors and g loves. preparation of ACI00 and AC300 gel coats to
used for coverin irectly onto ‘:; S| : reum‘a L o i . | - '
S | think the Jesmonite AC100 would fit perfectly for DD CNT R T
lsizlryéstx:::;:r;e; :;1;":0 longer available, byt we do stock a i [ | S'ump or drape 3 ven'cal Surfaces. mletrom
= 6225 st what | want it to achieve for the free coati Ng. can also be used to make the material into a

— - owcer esin kit size code price
Small kit 1X125kg 1x5kg 15kg  JESACIOOMSK £52.45

s = o the verticalstructure would be very useful. Itis together. Add drop by drop until the desired
e s el &8 also the more affordable option as apposed to St Ao e K

per kilo of mix. [Not to be used with the AC730
Stone Finishes).

Jesmonite AC300 being over£20 more for a small
kit.

code i
JESACI00350K | £775.00)
JESACI00120

. . . . . . paste, which can be used as a filler for repair,
with the Thixotrope, if being applied straight onto | l o' Jolation 2t or o 1 et




Cons’rruc’rlon Plon Flat Conmderohon
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When making the tree for a full sized set |
would make a wooden structure to
make up for the internal strength, and

then layer and sculpt the shape out of . :
polystyrene using a wire cutter. | would the brighter colours into the brown bark

then add a layer of Jesmonite to seal the of the tree texture.

| have re-thought the =i ==
construction plan for the | °
tree and how it will cofg
together for a full size
think that making the §
info 3 separate larger PAts
that will be bolted ’rog ether
and positioned to the
later is a more realistic
approach, as it could
cause difficulty adding
such a big structure to
flats for when it is to be
erected and dismantled.
However, | think that
Having the vines made
onto the flats would still be
suitable.

| also have shown how | plan to blend

¥: shape and add a more organic surface

texture. | ace used a paper mdache layer
& to replicate this effect for the model.



Making The Final Model

The pieces were attached using PVA and
staples. The MDF makes for a strong
stfructure to make up the room. The black
paint left a very nice mattefinish on the
wood, and it made for a very effective
surface to work around. We decidedthat
the room would be completely black so
that when the room was lit up withthe UV
light everything, but the neon paint would
blend into the background.

: The Ames Room
"’ £ Being the Contruction member of our group,

George was given the task of building the Ames
room. Therefore, he measured and cut the pieces
at the scale 1:10 out of MDF. The individual pieces
were then painted black with GoodHome wall

~ and ceiling paint. The top and floor pieces were

cut and painted afterwards as we decided that
adding in the backdrops by Laurie would be
easier to apply before building the structure.




“ shown with the UV
== |ight to the left
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B o= - ) Laurie was able to

As previously mentioned, Laurie incorporate the

is in possession of a UV light, % spiral vortex into it
therefore we were able to test g hichwedll

ey pe———— the painfs under the UV light BN Jgreed worked

eimogedlineranihe - Guring the design process, 1

R, k very well.
Y i wEL
paint that was used the most being able 1o see what paints with hature we were able
fhroughout forthe model work particularly welland what

oicks up the best in the light. to comfortably fit the greeninto

the colour scheme as wellas
Unfortunately, we were not able

. ) the red and then the
to find a blue paint that works surrounding blue glow from the
effectively withthe UV light, 9 J

however being blue itself the ight. .
: From those canvases Laurie
light adds a blue essence to

most things that aren't neon measured and cut pieces to fit

Due to the imoressive alow of 10 The wallsof the Ames room.
PIEssive d They were stuckwithcontact
| the green neon paint as

| displayed and the obvious links adhesiveto give afirm hold.
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g The Final Model: Papers and Books
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Freya's focus for the final model was on the floating paper stacks and
oversized books.

The paper stacks were a recurring part of the design idea from an
early stage, they were Freya's suggestion from the beginning of her
smallergroup idea. They were made from white card cut to scale of
the model, representing A4 pieces of paper. They were soaked in
coffee to give them an aged effect adding a sense of time and then
individually thread onto a piece of invisible string gradually
becoming more spaced out to give the visual that they are floating.
The oversized books were scaled to the same size of the sketch
model we previously completedbeing 1:25 multiplied by 3, again not
industry standard but we liked the exaggerated look of the books.
Effectively enhancing the expressionism presentin our design. We
were fortunately able to 3D print them. They were painted with
acrylic paints after adding a primerto make a better surface to paint
on to. | helped Freya to paint the titles whichwe chose, making them

have humorous hints fo the script. The titles were:
How to get a promotion,

How to kill you wife,

How to kill your boss,

101 ways to die,

Elysian Fields Hotspots,

Why women deserve less,

How to succeed in business with a penis.

VVVVYVYYY



Making The Final Model: Desk,

Stools and Light

Cara's focus for this project, as the
Lighting Designer was her chandelier
design for the model, she was able to
rewire some twinkling lights and fit them
to a foam board cut out into the shape
she wanted. The twinkling of the lights,
although | was sceptical at the
beginning turned out to be very
effective for the design particularly when
looking at how it would work for the
chaofic build.

Lleucu's focus for the design was
creating the desk and stools for the
model. She took inspiration from my
original organic desk design but also
from her own influence looking at the

S ideas behind furniture that is designed to

B have an aesthetic that makes people

feeluncomfortable which goes against
the traditional function of a piece of
furniture. She has done this with elements
such as the legs for the stools being
human legs and the spikes protruding
from beneath the table. She also added
the chain between the legs to make it
appear as though they are trapped.

Like the oversized books the desk was 3D
printed, whereas the stools were made from
clay, and both were painted and dirtied down
with acrylics. She has also added along
scrolling paper between the two sitting areas
with a long list of numbers. As well as the small
details of making Daisy's side sit lower than
Zero's side to keep that visual of physical
dominance..



Making The Final Model: Considering the

Layout
As all of the different elementswere coming

together, we were able to put them into the
Ames room and play around withthe layout.
We were already quite set on the desk
positioning knowing that it needed to be far
enough back for the illusion to work with it but
central enough to be a visual focus point.

We also considered where we could have the
books positioned aswellas some loosely
placed pieces of white card that had been
soaked in coffee, from Freya's process of
making the floating paper stacks. We were
happy with the busy, lived-inspace that it was
beginning to create and how everythingwas
fitting togetherwell.

Using Laurie's UV light we were able 1o see how
it was coming along withthe neon colours in
effect which made us all very excited 1o
proceed and reach the finishing stages and
present our work.




Making TheiFinoI Model: The Tree

—

With the Amesroom and backdrops fitted and complete | was able to start my process of
building the tree. | began by building a structure to build onto with armature wire and a cut off
of white card positioned and stuck with a hot glue gun to the base of the room. After creating
the structure, | began buiding up onto it with the fast-drying sculp clay that | used previously, |
built the free shape up until | was happy with the shape and thickness, making it have curves
and arches but not being too wild with it. | found it useful to also hot glue gun the wire to the
side of the room so that the wire would remain sturdy, and | could build onto the side of the
room with the clay. When it was all built up and | had it positioned how | wanted | went back
over the clay carving into it with a small piece of wire and the end of a paint brush, creating
the texture throughout of the indents. | did this all over but left the branches. Finally, for the
tree structure | added the paper mdaché layer to hold the clay and help keep a strong join
between the tree and the room and also achieving a more interest texture to paint on to.

| contfinued
afterwards straight
onto the outer walls
of the Amesroom
with PVA and then
working onto it with
the clay creating the
vines to maintain the
visual of the tfree
growing around the
room, as | did for the
1:25 model. Again,
followed by a layer
of paper mdaché.




Making The Final Model:
The Tree Leaves

The next step was attaching the
leaves, myselfand Freya worked
together for this stage. She added a
loosely applied coat of the neon
paint onto the fake fern leavesand
then cut them down. We both then
applied them to the branches, after
added brown, mixed acrylic paint to
the branches. We stuck them on
using a hot glue gun with Carad's light
already positioned and stuckinto
place beneath the leaves we had
began sticking overthe wires. We
were very happy with how effective
the leavesappeared. They were very
realistic and although did not have
the drooping effectwe originally
consideredwe tfried to achieve some
drooping strands by gluingon some
smallerextensions to some of the
leavesalready stuck down.




Making The Final Model: Painting The Tree

The next and final
step for the tree was
to paint it. Therefore, |
mixed up a dark

. brown out of my
acrylic paints and did
a coat covering the
entire tree. | then
went back overit
adding lighter tones
onto the raised

= sections to highlight
them and then again
going back through
adding black into the
indents to give the
carvings | added
more dimension.

After finishing the tonal work, | went through again adding red and blue into the bark and blending it out.
This worked very well to keep the continuous colour scheme of the model working well with the backdrop of
the walls. The last detail | added was using the neon acrylic, used for the leaves and backdrop previously,
and blending it intfo the bark with my finger. It was barely visible in normal lighting, but you could faintly see
how it had picked up in the texture of the dried paper maché. | continued the same colours and fechniques
for the vines also, as a continuation of the tree.



Additional Presentation Features:

When preparing for our presentation, as a group we were
eager to add a sense of fun and intrigue to the exhibition
which | think has complimented our work. Therefore, as well
as organising to have the model rev ealedin a separate
room which is small and dark and can be set up with the UV
light, we wanted to incorporate some smaller interesting
elements. In our discussions we had the idea of having a gift
shop presented after the life-sized production of our set.
Therefore, to represent that in our presentation Freya,
George and Lleucu cooperated to produce a Cigarette
Girl tray and we each discussed some ideas for trinkets that
could be bought, which LLeucu then went of and
produced some sketches of ideas. We then wenton to
arrange a mannequin with the help of Laurie sourcing the
mannequins and providing an outfit for our own little
characterwe created for the tray. We also organised the
addition of some popcorn and plastic champagne glasses
in which we would serv e orange and apple juice.

Lastly Lleucu also took the time to print a small example of a | |
gram hidden in a book titled How to kill your boss. 2|
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di’riono\l Presentation Feafures:

These are images of
our presentation/exhibition set up.

For the reveal of
= our modelin the
presentation we
split the audience
in half so that
whilst half were
&= viewing the
model in the small
room the other
~ half had a video
@ fo watch showing
' the process of us
each making our
elementsfor the
model.

To accompany our
Tray Girl (whowe
decided toname
Babara/Babs) we
added two male
mannequins for the
drinks station.




Evaluation:

For this project | really enjoyed looking at a new approach to the design
process, for example, previous projects required lots of factual research
before hand and relied on fime period accuracy and location accuracy
etc. Whereas this project did include that type of research, but | found it
reliedmore on artistic research, discovering different artistic ways to
work and how to developideas from experimenting with materials,
colourand shape or form. | feel that this project has helped me a lot to
improve my model making skillsand encouraged me to thinkin 3D more
effectivelyand accurately. | have had little experience working as an
abstract artist in the past, however, | found that working as an
expressionistincorporates those skills but also allows you to be more
literal. Expressionism opens so many doors as a designer as you spend
less time on worrying about whether something works exactly as it should
and more time experimenting and developing to build on ideas,
allowing a greater sense of creativity.

Somethingl think | could have been more organised with was the
original stages of character and scene breakdowns, although |
managed to complete them, | think they would've served their purpose
best if completed earlieron in the process. | did find that | struggled to
adjust at the beginning with understanding how or when certain things
were needed for the design process, in hindsight| think | could've taken
better initiative and confidence to take it upon myself and spent more
time analysing and researching both factually and artistically.




Evaluation:

As previously discussed, | think | could improve in tferms of working with initiative and confidencein the
earlierstages to build up my research stages. However, | also feel as though, my model making, and 3D
design skillshave progressed but there is still plenty of room forimprovement. | willensure to take forward my
improvement but confinue to work on that area in my future projects. Something | would also like to improve
on in future is my confidence and experience when working out of my comfortzone, although very inspired
by organic forms and natural elements| think it would be useful to experiment more with working
inorganically. | felt| did have some experience within this project whilst trying to understand the structure
and model making aspects of working with an Ames room, howeveritis somethingl am open to gaining
more experience with. But despite this | do not want to stifle the fact that | enjoy working organically and @
flare for it.

In conclusion, | enjoyed working organicallyin terms of form and the process itselffor this project, | found
there was a very interesting fluidity throughout the design process that even made its way into the
combining of individuals and smallerto larger groups. There was a very positive sense of trust present in our
group for each other and our separate roles. It led to a very efficientwork ethic overall for each member.
Additionally, we were able to add a sense of fun and enjoyment to the presentation which many of us were
feeling anxious about, | thinkit had a very positive impact on our presentation performance. Individually |
have become more effective when working with model making, in terms of its impact on design
development and time management for working in 3D. My favourite thing about this design process was
seeing how one person'sideas can combine with others to grow and adapt more and more. Lastly, | am
feeling more confident about my place as a designer and how | can see myselffittingin to a designteam in
the industry.



The Final Piece:

As a group we are all
very pleased with
the final piece we
have produced. The
neon and UV has
allowedfor a very
effective
transformation for
the setideawe have
designed and
created.

| thoroughly enjoyed seeing how
each of our contributions has
come together to make up the
model that we are all very proud
of and were able to reveal during
our presentationin a way that
does itjustice.




