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INTRODUCT LON

In the early days of cinema, even before the advent

of sound, certain assumpbions were made aboul source materisls

Film producers sought oul stage stars to be their actors, and
they payed enormous prices for the "rights" to stzge play

But they learned, gradvally, that stzage actors were unsuitable

for the new mediuvm and that even successful the ﬂTTLC&l
productions appeared static and lifeless when transferred to

the screen. The Famous Player movie houses still in existe

,\

today recall that early and unsuccessful experiment, George

Au101 assumed that "famous players in:fomon plays" wonld
provide the movies with an infallible source of rmaterisl.
Too, it was felt thal since novels provided suitable material
for the film producers, so novelists conld write directly
for the secreen. Parsmount was a rioneer in this srca, but
the industry learned that "whereas & novel is valunshle, =

2

novelist is not." It tock & long time for the men of the

4-

cinema to realize that the novel and the stage play were not

"cinenatic"

1

Lewis Jacobs, The Rise of the Awerican Film (New
York: fTeachers Collese Press, 1968), p. 218.

2

1bid., 326.




Some form of adaptation had to be brought to play before
literature and theatre could make a sultable transition
to the motion pilcture medium. Andr% Bazin haé said that
3
"the drama of adaptation is the drama of popularizationf.
This 1s not entirely true. The drama of edaptation is
rather the drama of ensuring thal what has been effective
in one form is as effective in another. The worst
adaeptation is that which is tedious. This is especially
true in instances where the original has been regarded
as a work of art: p@rfeét in form, in content, and in
its oapacity to attract the interest of the reading or
theatre-~going public.

Those who did effect successful transitions rom
the theatre snd from the realm of literature were
scenarists, men snd woment who understood the new visual
mediun. They thought in pictures. Moreover, they thought
of pictures that were not limited by the conventions of
the proscenium nor by literal descriptions. It was their
job to prepare the "shooting script", en extremely complex
scenario that visualized the entire film project. The
image became more important than the word. Some directors,
like D. W. Griffith, ignored the shooting script, but this
was only because he was, in efflfect, a writer-director
himself. He wrolte his films &s he proceeded. Lesser
S -~ S

i s . i
Andre Bazin, What is Cinena?, ed. and trans.

Hugh Grey (Berkeley end Los Angeles, 1967), p. 65.




3
directors were completely at the mercy of their scenarists,
and very often the writers made an easy and successiul
trensition to the role of director.

With the advent of sound, film became static once

again., The problems of picking up dialogue with primitive

sound egulpine tended to cause the directors to rivet
their sters to thevfloor. Movement becamc an annoyance,
a delaying fector, and en expensive luxury. The whole
nerch towards the supremacy of the scenarlist hzad to begin

again. In the introduction to the text of his screenplay,

Last Year st Marienbad, Alain Robbe=Grillet provides an

indication that what the silent film directors realized
in the 1920°'s is about to be introduced, in the'guise of a
new concept;, once again. Bobhe~Grillet makes this assertion:
"concelving of & screen story, 1t secus tq me, would mesn
already concelving Qf it in images, with all the detdil
this involves, not only with gestures and secttings, but to
the camera's position and movement, as well as to the

1y
sequence of shots in editing." But Thomas Ince; a
fastidious director of the second decade of this century,
insisted on a shooting script that "in its specifications
of camera position, angle, action, and trensition . . .

approximated the finished filwm as completely as writing

Sl e - - - -

Alain Robbe-Grillet, Last Year at Maricenbad,

trans. Bichard Howard (New York, 1962) p. 8.



could." This form of theoretical parellellsm occurs
again and agein in an examination of film from an aesthetic
viewpoint. The visuzl media afford a narrow plot to work.
It is not possible to keep drawing new theories from film
and television. In this sense the "new" ideazs about film

arc always modifications of older concepts The courtesy

that Alain Resnais, the director of Last Year at Marienbsd,

granted to Robbe-Crillet by adheri ing stirictly to the

spirit of the screenplay was a courtesy habituvally

followed by the famous Russian {ilm direcior Eisenstein:

He "looked on the work of the film director as a direcct
continuvation of the creative work that begins with the
scenario writer, and consequently he atteched special
importance to the director's ability to find the production
solution that should express the ideas of the scenario

most ewactly and vividly from every viewpoint including
that of its compositional structure."

The concern with adaptation, however, is really an
indication of the infancy of the visual media Original
screen and teleplays are regarded as temporary stopgaps.
Some item taken from one of the more established "art forms"
seens more aesthetically acceptable, The struggle conducted
A T - . -

6Jd00bn, The Rise of the Amerlican Film, p. 219.

Vladinir Nizhny, Lessons with Fisenstein, trans.

and ed. Ivor Hontagu, Jay L‘vda (New York: Hill and Wang,
1962), p. 19




by the new directors and writers is to reverse this
snobbery. Henry Miller in an essay concerning Bunuel
argués that film should be regarded "as an actuality, a
something which exists, which has validity, just as nusic

or painting or literature. I am strenuously opposed to

P,

those who look upon cinenz as € mCdLUﬂ to exploit the

other arts or even synthetize them, The camera is not

another form of this or that, hor is it & synthetic product

of all the other this-and-thats. The cinema is the cinems

and nothing but. And il is gquite enough. In fact, it is
7

magnificent,"

However, adaptation persists as a source for
teievision and the films. And since it is possible that
there are filmic or visual adaptations and non-visual
adaptations, this thesis is an attempt to provide the
necessary concepltual -background to enable the student of
literature to transform the images summoned up by words to
the image itself.

The first question that must be asked is, "Why
does a play, or a novel, or a teleplay, or & screenplay
exist in quite different forms?" There are all types of
answers, but the most telling is assoclated with the

realization that the form derives from situvation. Plays,

7
Henry Miller, "The Golden Age" in IFilm: An

Auvlbology, ed. Daniel Talbot (Berkelecy and Los Angeles,
1967), p. 376,




most frequenlly in our culture, are deszgigned to be
prerformed within a prosceniuvm arch. This would be a
physical situvation. Films end television programs are
constructed through the utilizetion of, respectively,
photographic and electronic equipment. Thisg, then, would
be a technological situation. The form, therefore, could
be described as an enforced recognition of the strengths
and weaknesses of the produotidn mediuvm.

Adsplation must be performed by a scenarist who
fully understands the form in which the original material
exists, and the form to which the msterial nust be
transformed. This is a more onerous suggestion than might
at'first be realized. For example differences exist
between mediuvms as closely releted as television and film.
A scenarist can hot assume thal aedaptation to these visual
media of a novel, or a short story, or a poem would
involve the same considerations. The scenarist must be
concerned with what hils audience sees. And what they sece
on o television screen and on a film Screen are inc%inad
tco have different production values, different levels of
impact.

Irf we are correct in assuming that the scenarist
should envision the production as & completed entity -
much as en architect designs & house before it has any
physical realily -~ then he should be concerned with such
concepts as pictorial balance, the placement of objects

in the screen, the size of the images, the relationship



of one element of the picture to other elements. This is
precisely where the first Stumblihg block is encountered,
The shape of the film imsge and the shape of the television
image are quite different. The film»image is rectangular.
The television imege cant meke up its mind whether to be

a square or a modified circle. This probleu exists with

35 mm film and 16 mm £ilm and standard television transmission.

i\,

It is only aggravated when one considers processes such as
Cinemascope, or indeed any process that toys with the
height-width ratio. But beyond this obvious difference
there are less obvious characteristics. For example,

film -~ at its best -~ 1is a high resolution mediwm, while
television hes a lesser degree of pilctorial definition.

TV presents a fragmented or broken image. It is like a
furrowed field criss-—crossed by five hundred and twenty-five
scan lines. This causes television to he addicted to the
close up. Alfred Hitchcock In an interview with Fran%ois
Truffavt talked about his reluctance to use the extreme

close up in his pictures because of the physical reaction

p
8
of the audience. A hand or a face thirty or forty feetl

wide 1is indecd disconcerting. Bul the closeup on television
yields-only a life-sized or even less than life-sized image.

A wide shot on TV renders the imsge insignificant. The

small image on TV is less seen than essumed; it 1s completed

- - e =

g —
Francois Truffsut, Hitchcock (New York: Simon
end Schusters 1967) p. 162,

O\ -



in the mind.

Further, 1t 1s impossible to write effectively for
film or television without having in mind the audience.
In the movie theatre the viewer 1s a member of & captive
auvdience., Usually after paying the price of admission
there is a tendency to remain ﬁo see the feature through
to 1ts completion even if it 1is uniﬁteresting. Television,
viewed in the home, with alternatives immediastely available,
is incredibly vulnerable to the state of nind of the
viewer. That's why movies can afford to begin with s long
list of credits, while TV tends to begin with its most
exciting or intriguing elements. The attention and interest
of the sudience must be captured in the first few moments.

The medium molds the foram. And for this very
reason television teoﬁnique continues to evolve while film
technigue has tended to stabilize. Video tape can do
everything that can be sccomplished with film, and it can
do it faster. Even as little as three years ago this was
not true. Bul television technology moves along al break
neck, or break budget speed. Video tape can run in slow
motion, fast motion, stop motion. Edits ére instantansous
and accurate to one thirtieth of & second; so precise, in
fact, that full animatlion 1s now possible. The television
image has a special immediacy. The director sees the

electronic image as it is recorded and knows that on



playback he will see this sane image. There is no real

need to wait for rushes as one does in film. The recorded
sequences are imaediately available right after recording.
But video tape has its own peculiar problems too. The

canera edgulpment tends to be bulky and immobile. The
pedestal caneras reguire smooth concrete floors to
facilitate movement, or elaborate scaffolding in instances

of exterior shooting. In additipn, the barrage of

electronic equipnent -~ the camera ceontrol units, the audio
mixing boards, the extra lighting, the video recording

units - all demand a powerful source of electricity.

There is avchangé to lighter equipment, but for the moment
television is unusuelly bound to the studio or the expensive
robile unit. Normally those using t}é medium are reluctant to
embark upon editing, and so the TV image tends to consist of
long zooms and trucking rather than rapid montage. Any other
approach to production represents tremendous cost.

BEven film prepared directly and precisely for television
is different from fila prepared for movie house presentation,
TV fila projection devices are geared to 16 ma., But filn
projected through the telecast equipment is less effective
than the "live" electronic image. Film begins as a two
dimensional image, it is broken dowh into electrical

Y

impulses, and re-~formed on the picture tubs of the receiver
' p)

conplete with the furrows mentioned earlier. For this

reason film on television tends to lose its dimension. An
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electronic imsge of a "live" or video taped studio chueﬁoe
has a completely different quality than the electronically
transmitted film image., 1In fact, one of the basic taboos
of television production is never to place a video taped
imege and a film source image back-to-back,

Peouljar1y9 just as the novel influvenced early
film, just as the contemporary film is influencing the
novel, film 1s now being trensformed through the influence
of television. Hitchcock, mystified by the "new cinema"
asked Fran%ojs Truffaut in the course of an interview why
plots were no longer in fashion. In his answer Trufifaut
suggested that the impeact of television te Oanque and the
television documentary had brought about The transition,
Television is a medium in an incredible hurry. It just
cannot wait for exposition and unimportant detail., Tt is
all action; all movement, all hysteria., And, for its
part, the docunentary, sgain a2 staple of the television
diet; has taught the eye to recognise natural lighlting es
opposed to theatrical lighting. The documentary tends to
use real people in real situations in real seltltings, Since
reality is more ilmportant than mere attractiveness, the
docume niqry utilizes films thsat rely less upon great light
intensities. It shows the lmprovisational and mobile
characteristics of the camera. Documentaries, of course,
are seldom on video tape. They exist as 7films "dubbed"

or recorded on video tape. The impact, however, is clear.
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It is only necessary to examine Tony Richardson's

relatively traditional Look Back in Anger (full of static,

carefully composed images) in relastion to The Loneliness of

the Long Distance Runner, produced, respectively in 1959 and 1962,

to observe the revolution brought about by the influence,
primarily, of television.

It was this new influsnce that caused the sense of
disconfort with the older films. Television, quite as much as
the Italian school of neorealism‘« born of a financially
iapoverished ané largely make-~do industry = produced a change
in visual appreciation. Even the techniques associnted with the
French “Ney Wave" cinema can be traced to television. Cindna
Verite is a good example. What the television news camera man
was forced to record through restriciing circumstances, the
motion picture director chose to use as a considered production
approach in the preparation of feature films. There was no
need to film with an unstable camera, but a generation of
television viewers was conditioned to associate reality
with imperfect technique, and so artificially unstable shooting
was transposed to ths studio. Once the Hollywood film had
beaen thought of as technically perfect. Today it is often
damned because the production values are too "glossy", too
careful, too static. Alain Robbe«~Grillet is sensitive to the
old stylistic tendency when he says:

Everyone knows the lincar plots of the old-fashioned

cinema, which naver spares us a link in the chain of

all-too-expected events: the telephone rings, a man picks
up the receiver, then we see the man on the other end

of the line, the first man says he's coming, hangs up,
' walks out ‘

Sl T wfas e . = . 5 ey X 3
Sntmea ea the gex L pa ok /

o

mn



the door, douwn the stairs, gets into his car, drives
through the streets, parks his car in front of a building,
goes in, climbs the stairs, rings the bell, someone opens
the door, etec. In reality, our mind goes faster ~- or
sometimes slower. Its style is more varied, richer and
less reassuring: it skips certain details, it repeats
and doubles back on itself. And this mental time, with
its peculisrities, 1its gaps, its obsessions, its obscure
areas, 1ls the one that intere@ts us since it is the tempo
of our emotions, of our life.

But what becomes an artistic credo in the words

of this French novelist and film scenarist was born in

commercials on televislion and in the efforts of the

teleplay to retein its fickle avdience. For this is the

age of boredom, of superfluity. The novel speaks to us

in short, choppy sentences. The film startles us either

with outlandish situations or fantastic rapidity. All of

art formns rely on shock.

.

The interesting ldea is that shock can be either

&

related to speed or slowness. The Russian film-makers

realized this and it is a concept that could well be

absorbed by practitioners in television and film. Shock

placed vpon shock loses its impact. Shock placed after

calm elements is heightened. The seguence of visuzls,

guite apart from movement or sound, cen produce feelings

of fear, anxiety, gaiely, or sorrow. The scenarist must

realize this, because on the strength of his ingenuity a

sequence from a2 novel or a play can make a successful

.

Robbe~Grillet, Marienbad, p. 9.
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transition to the screen. The old apologists for the
limitations of the process of adaptation were, in fact,
admitting their own limitations. Alexandre Astruc in his
essay "The Birth of a New Avant-Garde: ILe Camg%a~8ty10“
sald this:

Scriptwriters who adapt Balzac or Dostoievsky excuse
the idiotic transformations they iwmpose on the works from
which they construct thelr scenarios by pleading that the
cinema is incapable of rendering every psychological or
metaphysical overtone. In their hands, Balzsc becomes a
collection of engravings in which fashion has the most
important ‘place, and Dostolevsky suddenly begins to
resemble the novels of Joseph Kessel, with Russlian-style
drinking=bouts in night c¢lubs end toika races in the snow.
Well, the only cause of thesec compressions is laziness
and lack of imagination. The cinems of tToday 1s capasble
of expressing any kind of reallty.™

Astruc mskes a great claim here., He suggests that

Fal

any bhook can meke the transition to the {ilm,

=

‘he
tendency of the scenarist to draw together the physical
images identified in the story along with the usually
faithfuvl recording 5? direct dislogue at the expense of
the psychological -~ even metaphysical considerations, is
considered not only wrong but unnecessary.

I have no doubt that the validity of Astruc's
assertion, for behind his statement lies the appreciation
that the peculiar fluidity of the camera can impart

information on & level beyond narrative or dialogue, He

has touched upon the importance of filmic pace. HHe has

10
Alexandre Astruc, "The Birth of a New Avant-Garde:
La Canera~Stylo", in Peter Grahan, ed., The New YWave

(London: Secker and Warburg, 1968), p. 20,
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ealized that there is a largely untouched potential .-
inherent in editing approaches, music and sound patterns,
and the spatisl capecity of the camera eye - that can
communicate ideas without recourse to clumsy verbslizing,
Thus the art of the teleplay and the screenplay is
essentially the art of achieving pace., The film or the
television medium can tell a story in any of a nunber of
ways But there 1is, in s sense; a correct wWay: a way
that is generated by the form itself. Mind you, the
vocabulary of fillmic pace is suffici { vy wide to allow for
individual styles that are vaelld in themselves. But the
film makérs who have achieved an Ld ntity for their filwms

are still only touching upon the surface of whalt will be

v

possible. Antonioni fascinates the academic community

partly because his art reacts against the tight restrictions
of pacing., His films unravel at a constant speed, denying

form. Eisenstein expended his ingenulty in exploring
pacing: the use of rapid cutting, the properties of
certain forms of camera movement, the effect of specific
types of framing or camera angles. In fact, Antonioni
represents a reaction to the broad Eisenstein approach,
Filmic slternatives were being exhauvsted, The Eisenstein
vocabulary was being overused. Antonioni did not develop
a new vocabulary; he merely avoided the technigue of
editing in favour of the technigue of sustained shooling.

It was this choice that forced him, eventually, to toy



with changes of focus, odd framingu, and experiments with
depth of field, The Antonioni method is a method of
reaction: his style proceeded from the peculiar box into
which he had inserted himself. In any event it is

XS

disastrous for the scenarist of the film director-writer

to adopt & technigue and remaih with it. Bazin noticed
the "strange acceleration of a,othulLC continuity which
characterizes the cinema. A writer way repeat himself
both in material and form over half e century. The talent
of a film-maker, if he does not evolve with his art, lasts
ll

no more than five or ten years."

Despite Antonioni and his success, the essential
e€lement in the creation of a visual adaptstion 1s pace and

the sense of changes in motion. In the investigation of

The Loneliness of the Long Distence Runner, Jules el Jim,

Dr. Jekyll and Mr. hvd(, and to some degree Psle Horse,

Pale Rider and Ledy Windermere's Fan considerations of
correct pacing lie behind the most significant changes
made in the original materizl, The adaptor, more than

anything else, is interested in & production that will

e

"play well". Presumably almost any sacrifice can be made

to achieve this goal.

11
Bazin, UWhet is

273
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In preparing the screenplay Sillitoe retained the
essential events of the story, but he transformed his characters,
gave them a specific identity and iﬁposed 2 heavy structure
on the film. FBFach scene of the motion picture is fashioned
as a unit which carefully interlocks With the scene following,
and the whole story moveg steadily and plausibly towards the
point where Colin Smith, the runner, refuses to cross the
finishing line of the cross-country race.

The ilm, as a subject of examination, makes one
point glaringly clear: 1T 1s possible to experiment with
intricate editing, or to toy with charscterization, and
lighting, and music; but the story and the meaning of
incidents must be unmistakable. The sudience must be told
again end again what is essentlal to a correct interpretation
of thg film., Indeed interpretation may be too subtle a word,
for filwm, in the main, cannot afford Tto be subtle. Subtlety
is a luxury ~- and a dangerous luxury. For example, bhecause

the race is important in The Loneliness of the Long Distance

Runner its significance must be contvinually underlined. In
the scene-by~scene analyslis which follows this "underlining"
just escepes being blatent.

It would be well to remember, however, that Tony
Richardson, the director, has a peculiar attituvde towards
the structuring of a film. He believes, obviously, in the
preeminence of editing over other elements in {ilming

technique. 1In this he falle into line with the attitudes of



16
a man such as Eisenstein. And yet Richardson escapes the
precision of the Bussian-influenced schools by being
haphazard: his lighting of sets is careless, his framing
is often obvious and convenlional, his unwarranted use of
"tricks" to rescue the pace of hisg film -~ 2l1ll of these
elements give the illusion of spontaneity.

Thinking back to my first viewing of The Loneliness

of the Tong Distance Buaner, I found the film enjoyable --

if & 1little slow. Too, I recall being impressed wilth the
complexity of the editing, pasrticularly in the race seQuence.
It did not occur to me then that the film wass in any sense
obvious. In fact, it appcared reasonably subtle., It's

the type of film where, after a screening, a friend might
ask, "But why didn't the boy win the race?" Richaerdson and
Sillitoe laboured so that this question would be unnecessary,
The fact thalt 1t has to be asked at all says something about
the possibility of subtlety in the film medium.

In any event,; quite beyond the imposition of structure
and a clarification of the story there asre major differences
that exist in a comparison of Sillitoe's original work with
the story-line of the filmic version, In Siilitoe!s short
story the main figure has an anonymous qusality. le is more
representative of a certain type of mind produced by a certain
type of background than a true individual. The life of the

original characler is surrounded by psychologicsal rickets,
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He lives in a home-~cetting wherg his mother is an obvious and
open whore. His only associate -~- the boy who robs the
bakery store with him -~ is a frail looking bult violent young
man who periodically attacks people because of a real or
imagined slight. Sillitoe's hero 1s & dullard. His mind
cranks out concepts slowly, and his whole view of life is
filled with nalice. In the past he worked in a fectory, but
when his Dad died of cancer the .insurance money meant an
extended holiday for him and & spending spree for his "Mam".
He's an able runnsr, but "nails" tear at his gut. And after
his early morning training sessions at the Borstal Detention
Centre he develops pleurisy. He's the boy who never wins.

In and out of Bemand Homes, he's an'inoorrigible. Yet behind
his toughness there is a pathetic cuslity, and the reader is
moved to a sense of pathos for a wasted 1life, His refusal

to win the race is his big bid to establish his presence,.

It is significant, though, that his bid is a negetive gesture.
Be only has the power to say no. There is no capacity within
him that is affirmative,.

The film sdaptation paints a completely different
picture. The runner becomes Colin Smith, end before the end
of the film he assumes a truly heroic steture. The portrailt,
however, betrays Richardson's political philosophy by
transforming Smith into a left-wing vision of "the noble

working man". Smith is only idle because he senses the
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brutalizing effcct of the labouring environment. The
vulgarity of television commercialism obviously disgusts him,
and the platitudes of a Tory politician speaking on television
move him to laughter. All of Swmith's problems derive from
an economic basis. His homelife fell apart, not because

Mrs. Smith was promiscuous, but because his father "never
could bring enough money into the house", But despite this
deprivation Smith remains manly, virile and strong in the
face of a soclety that is decadent and feministic. He is

so much better than the men who bait him, imprison him, and
guvard him. He is so much 5etter than the ordinary run of
Borstal inmates, He®s a loner, the man who will set things
in perspective, the revolutionist ~- and given half a chance
he will eradicate the errors of the world. In short, he is
Man secen through the eyes of an optimist.

But why.was this radical infusion of personslity
necessary? Why this complete change in identity? The reason
lies in the fact that the film could not be trusted to project
a non-person like the original "Colin". That's why the
young man in the screen version has & nice, cheery friend in
place of the short-sighted psychotic individual he spends
time with in the book. That's why the film protagonist has
a sweet young lady friend rather than a "tart". Sillitoe's
vision of the knock-abouts of Nottingham was completely

realistic. Richardson, like many middle-class idealists,
§
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sentimentalizes the image. In fact, Richardson may, to some
extent, be unaware of the differencgs -= other than necessary
changes -~ in the transition from book to script and
subsequently to the filming. An analysis of the film should
make this clear.

To reveal changes in interpretation, and to effectively
demonstrate the structuring of the film the following method
has been adopted. On the left of the page, designated by the
title "scene"; the visval element of the film is described.
Immediately to the right there is a description of the sound
which is associated with the video. In paragraph form
significant details are described dealing with either
"interpretation" or the method whereby this particular scene

contribuvtes to the pacing or form of the film.

SCENE A, Camersa follows the SHITH: "Running's slways been

runnsr as he pads along road a big thing in our family.
in countryside. : Especially running sway from

the police. 1It's hard to
uwnderstand., All I know is

! that you've got to run. Run
without knowing why through
fields and woods., And the
winning post's no end even
though balmy crowds might be
cheering., This end is daft.
That's whalt the lonelinessg of
the long distance runner feels
like."

In éhooéihg this scene as a starting point Richardson has
selected the "race" as his framework.' It is this aspect of
the story that will give a rigorous form to an otherwise
unstructured narrative, 1In the short story this segment, in
.

a differcnt form, and with a different mood, appears about
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two thirds of the way into the asccount. By moving it to

the beginnming of the film, prior to the credits, Richardson
sets up the importance of the reace and, to a degree, explains
the title of the feature,.

Sgpﬂﬁwﬁ. Titles superimposed on
the shot of the runner.
I“U IC: SETTING OF "JERUSALEM".
?,L MUSIC RECURS T”Nobunoul
THF PI‘
A%

In the use of this music Richardson assumes a familiarity
with the words of this musical seltting of William Blake's
poem. It might be valueble to recall the verses so that
the full irony of the background theme wlilll be fully understood:

And ¢id those feet in ancient tine
Walk upon England's mountains green?
And wes the holy Lemb of God

On England's plessant pastures seen?

And did the Coutenance Divine

Shine forth upon our clouded hills?
And wes Jerusaelem builded here,
Among these dark Satanic Mills?

Bring me my Bow of burning gold:
Bring me my Arrows of desire:

Bring me my Spear: 0 clouds unfold!?
Bring me my Chariot of fire!

I will not cease from Mental Fight,
Nor shall my Sword sleep in my hand,
Till we have built Jerusalemnm
In England's green and pleassnt land,
The last stanza has a revolutionary fexrvor, and it is part

of the key to the understanding of Richardson's treatment of

P

Ihe T.oneliness of the long Distance Runner to appreciate that
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he earnestly wsnts his £ilm to have an impact. He does not
want to prcsp t an image of a sick boy. He wants to change
society. He wants to buvild "Jerusalem"

SCENE C,  Interior of truck The guards in this scene express

tra n°porttn young men to doubts about the usefulness of
Borstal. Pan shot shows this lenient approach to
handcuffs. Intercuts show "correction", This suggestion
faces, primarily focusing is linked with an idea expressed
attention on Smith. There in the short story that the
are cutaways to Tho bleak, "in law" people would really
cold, winter landscape as like to stick them up ageinst a
the truck passes by. We wall and "let them have it" if
see, from Smith's viewpoint, "they'd ever known what it means
the first glinmpses of the to be hones? . Smith thinks of
manor-like Borstal home. the "in laws" as acting out of

insincerity.

SCENE D. Induction sequerce.
In a DWJJLnTy atmosphere the
prisoners are given their
uniforms. As a voice bellows
out orders Richasrdson makes
use of speeded up motion to
show the quick reaction of the
1nw31,ue

The new boys are Smith has his first confrontation

the offTice of the with the governor. He refuses
GOVPTHOL of the Borstal to call him "Sir". The governoxr
home , talke aboul effort and co-operation

summed up by a phrese that
indicates his philosophy: "IF
you play ball with us, we'll play
ball with you!"
"If you play ball with us; we'll play ball with you" is

used by Sillitoe in the short story to give the governor &

sort of fleeting identity. Identity is not of extreme

importence in the original form. But for the purposes of the

film where we see the governor and observe his mannerisns

and his way of dressing, the image of the governor 1S very
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concrete, Sillitoe and Hichérdson, though, may have felt
the neceésity to retain the phrase to establish snother
bridge between the literary and the filmic approaches. It
isn't completely necessary, but fhe phrase 1is one that is
apt to be remenbered by the reader and he is gulled, in a
sense; into accepting the Redgrave interpretation of the
character as being correct.

SCENE E. (Continued) Stacey
18 introduced to the prisoners
as thelr "house leader",
Although he hes a vicious

face he is polite and compliant
in relation to the governor.

As soon as the young inmates The dielogue is crisp and
arc led oubt by Stecey the direct. The governor informs
governor addresses his the coach that for the first
asslstant end the director time in history "a public

of athletics. school has joined forces with
us" for a sports day. Furthermore,
it is noted that a specisal
challenge cup has been offered
for the cross—country race. The
coach agrees that this is
Borstal's "best chance", and
the governor asserts that

"o .

tacey will win it for usi"

The scenario, thus far, is the very model of economy.
Nothing is said which does not either add to ouvr understending
of the characters or advance the action. Several ideas hsve
emerged: the governor is a sports enthusisst, he rewards
good athletes (as he obviously rewarded Stacey), the cross-
country race is extremely important, and Stacey is the man to

win it.
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SCENE F, As the new boys When two of the new boys argue
are led through a corridor Stacey breaks up the struggle

to their dormitory Stacey and tells them that co-operation
and Smith have a is rewarded. The better they
disagreement. co--operate the faster they get

out of Borstal. He insists
that he won't stand for any
activity that will damage the
record of the "house", Smnith
snickers,

STACEY: "What are you laughin'

at?"

SMITH: (LEERING) "I wondered

if you were the governor's
assistant!"

STACEY: (THREATENTNG) “You'll

find it pays to play the
governor's game hexre.,"

It should be pointed out here that Stacey does not exist
in the short story. He is merely a means whereby the
governor's attitude towsards reformation is blackened., If

31

Smith is somehow “"good", then Stacey is unrelieved evil.

And yet the governor can trust Stacey to be a leader purely
on the basis of his athletic skill. For this reason the
governor is plctured as suffering from a moral blindness,

He isn't actively bzd; he merely blunders into a position of
evil. 1In the book the governor wss seen only from the
distorted viewpoint of a sick young man, He had no character
save through this prism. PBut Richardson changes this., He
accepts ﬁhe idéa that the governor is a men of weak moral
vision and he renders him pompous and incredibly vulnerable

to Smith's inner strengths.



SCENE G. 1In the dormitoxy ' PIAYEB A: "Use your loaf., He's

just before "lights out". As the Aluy‘"
Stacey passes two boys

playing checkers he slaps PLAYER B: "What's the daddy?"
the board with his towel. .

One of the boys decides PL,Yqﬁﬂéi “"Well, he sort of
to react, but he is stopped runs things around here!"

by his friend.

The camers dollies down past
beds and then pans to Smith
sitting quietly in his bed.
In the midst of & jumble of
canaraderie he is alone.

Agein Stacey's precminence is.underlined and Smith is set
apasrt as a brooding loner, Now that this relationship has
been carefuvlly emphasized it is possible for the film to
spend some time on character delineation., In the sequence
following the dormitory scene Smith is led into a room for
an interview with the school psychologist. This episode is
only hinted at in the book, bult in the film it is used to
emphasize Smith's force and understanding. In the course of
an inane psychologlcal testing proccss the specialist is
pictured as a thin-livpped; bloodless worm of a man trying,
clumsily, to earn Smith's confidence, It becomes apparent,

however, that Smith is superior to his inguisitor end

anticipating the direction O‘ the questions he turns the

interview into a gane.

SCENE H., The governor and The psychologist questions the
the psychologwst are on the wisdom of emphasizing sports
ramparts of the Borstal over an investigation of
manor. They engage in a emotional problems. The

short debate. governor has an obvious

antipathy to these new "training
school" methods,

In this scene neither man's viewpoint is presented as

admnirable. The psychologist, although he seems Lo be on the
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right track, has failed -~ in the previous scenc -- to cope
with Smith. The governor, for his part, has yet to be proven
wrong. Perhaps he is correct after all, AL this stage in

the film one respectable alternative ~~ that of fhe
psychologist ~~ has been destroyed. -Only the governor has

the oppertunity to make Smith an "in law". As soon as this
roint is made, the governor notices something remarkable going
on on the playing field.,

SCENE, H., (Continued) The
governor, watching a soccer gauc
through his field glasses, sees
that Smith has managed to
outrun Stacey. Stacey, on the
field, is a paroel.of
S'JCIOUQH ess. He pushes and
shoves., Winning is incredibly
important Lo him, Smith,
however, is annoyed by Stacey's
tectics, and il is this, more
than the desire to scorc & goal
that goads him into action.

v

Once again Smith is presented s being motivated by

lavdable principles. In fact Stacey's behaviour is only
possible because of the attitude of the athletics coach who

is acting as referee. Stacey is a commodityshe must be
encouraged end protected. The other boys cry for Justice:
“What's the matter ref.,have you swallowed y'r whistle?",

but only Smith has the ability and the sense of this injustice
to enable him to successfully challenge Stacey and what

Stacey represents.

Stacey in the R:  (To athletics coach)
- "H; AN TUN We'd tter keep ar
shower room gives Smith a © C?J TP“: e st e
dg.rk: J-OO];, lhD {SOVOTHOT eye o l'll)ﬂ.

enters looking for Smith.



The governor goes Lo Smith's

shower bocth to personally

congratulate himn.
GOVERNOR: (As he moves away
from Swmith, but still within
earshot) A thing like this could
be & turning point in his life,
It's not hard to guess what kind
of home 1life that lad had,"

The progression of these scenes is important for the
eventual impact of the film, We have élready seen that the
psychologist regards Smith as the object of an experiment,
while the governor admires Colin only as a potential runner.
The governor cennot see personsl quallities. He is as willing
to pass over Stacey as he would be willing to pass over Smith
if one of the other boys proved faster. In the light of this
lack of compassion the last line uttered by the governor is
soneithat out of character. But it is an c¢ssentisl line, 1t
is reguired to prepare tﬁe audience for the first great
spatial and time leap in the film. The words: "1It's not
hard to guess what kind of home life that lad had" form the

bridge to Colin's home, and the tense of the statenent carries

AL

1

the sudience into the p=zst. Later, once the pattern has been

set and the audience. has been prepsared to accept that Borstal

it

represents the present and that "home" represents the past,
Richardson can make the transition back and forth with complete

ease. But in the initilal stages he must not confuse the
=

viewer. The statement, then, may be blatant, but it is

utterly necessary.
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SCENE J, The home., Smith's Tmmediately, Vithout pause,
mother works at the firervlace. script offers the asudience
There is an emphacis on the essentwa informatjon about
cramped quarters and the Colin's 1ife- Otv”e. The wmother
noise. sneers at hin "T never get
help from yoL It is noted
that the father is hopelessly
111l After Mrx s. Smith recounts
the course of the illness Colin
tells her not to worry, that
"things will be alright", She
snaps back, "Don't be daft. Even
the doctor said it's no use
hoping."

v
o

This scene paints a Temar,~b1y complelbe picture of Colin's
background in a short space of time: his mother works, he
doesn't, Hig father is dying of cencer and there is no hope
for his recovery. -The house is small, cramped, and there is
a shortasge of money. The emotional climate 1s very bad, and
Colin is constantly balted and nmﬂaéd at.

Sillitoe, originally, eunphasized the home 1ife. DBut all

the detall is added by the film., The father®s reluctance
to trust doctors makes the transition unscathed, hut the
mother-son relatlonchip 1s changed considerably, and Colin's

attitvde towards his hecl

; Colin leaves the
house. We see the oulside
enngonmnntc The house igs
called a "pre'fab" set in a
pitiful garden in the nidst of
industrial buildin Colin
weets his friend, and thew
go Tor a wualk,

Ag they pass some cars they
one that is vnlocked wiid >
keys fn the ignition and they
proceed on a jaunt.
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"Jaunt" is the correct word, for in Richardson's view

this twosome never scts with evil intent. They are merely
J

:_J

- X
acsa

borrowing the car. They fully intend to raburn it, 2
against the sordid atmosphere of the household, their
adventure becomes light, comlc, and lively. But, it should
be noted, the car theft scene is artificially imposed After
211, the film must have pace, and so far it has moved slowly
and sombexrly to build up information. The robbery does not
occur in the short story, and the only event that could

arallel this theft is an account of the rather sorry

disruption of & picnic by the original Smith and his halfl-

witted friend. The car episode is a bit of allegro vivace

to make up for a heavy lump of lavgo. The film must, of
necessity, be paced 1like a piece of music., A leng, slow

passage would evenbnally become tedious, The brightness at

2]

LY

this point 1s essential, HMoreover, it is nci oul of keeping

with Bichardson's view of Colin's personality. Smith can be

-

morose and taciturn, but here he is with a stolen hat tipped
on the back of his head and a =gilly, devilish smile playing
over his rugged face. OSmith is human, after all. This
attempt to produce lightness causes Richardson to use a
technique that seems ocut of place with the realism of the
presentation. Unwilling to rely on the acting and the

i

situvation to produce the feeling of huwmour, Richardson sctually

speeds up the film so thsel the two thieves move Jerkily and
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unnaturally. It is a rather cheap device.
In the next four scenes Colin and lMike take their girl
friends out into a wasted 1nouslxjA1 landscape to make love

and talk about life, the two psls Jjostle money out of a

5

ganbling mechine and share the "take", éhd finally Colin
returns home to find his father dead. There is an interesting
element here, however. In this sequence the dez2d parent is
not actually seen. This visual is resecrved for the end of
the film when Smith is involved in the &ll-imporltant race and
Richardson attempls earnestly to make Colin a sympathetic
figure.

From the shock of the death scene we are returned by a
direct cut to a racing session where Smith is in competition

with Stacey.

E L. Stacey runs STACEY: (THREATENING) "Get
aggreaqn\e1y Uhon Smith backi Get bacuf”
begins to overtake him he

threatens him,

When the rsce is completed, The governor is limpressed with
Smith having won, tThe coach Smith's performesnce and he
and the governor single promises that he'll he trained
Colin out. for the cross-~country run.

GOViPTJQ?__w (HARDLY LOOKING AT
STACHEY) With Stacey's help, of

course,

M. On the way to the

wers Stacey intercepts

Smithe. Tb"re is a fight.

The coach stops the action

and the governor entcrs the

room and promises

disciplinary sction.

§::@“_N Smith and prisoners In conversation with his fellow
in a workshop. inmates Smith suggests that he's
letting the "in laws" think that
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he's "house trained". But, he
inglsts, "I ain'tl”

The governor enters, and in One of the prisoners, after the

the course of a Lour of governor has passed, blurts out
inspection he smiles at in disbelief: "He Smiled at youl"
Smith. '

In this last scene there are two elements at work. First
of all, Smith has to work hard to assure his friends that he

will not play the role of & favourite, and the governor has

demonstrated that he 1s not so much interested in behsviour ~-
after all Smith had been involved in & fight -~ as in winning.
Smith said it in the book and he says it again in the film,
he's thought of as & race horse.

In the next two scenes the viewer 1s dropped back, without
warning, into the past. This transition in time and place is

now accepted by the avdience and no additionsl necessity

remains for elaboraste preparaltion for these moves back and

forthe.

S The funeral, and Colin mentions that the bosses
the LCID to the fa P*ory to were glad to gel rid of his
pick up the favher's father. It was he who led the
insurance money. strikes to get pay ralises and

insurance beneflits.

In the short story there is no indication that Colin is
interested in the Trade Union movement, but in the film he
seens well aware of the tenets of unionist philosophy. The
implication is that Colin's father, too, was a tireless
fighter for social Justice.

SC{ﬁg‘P Mrs. Smith and her
son enter their house with
the five hundred povnds, The
younger children- in the
family are very excited., A

hand held shot shows lirs
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Smith entering the kitchen. MBS. SMITH: (TO BOYFRIEND)
Her boyfriend is waiting "Couldn'*t you have waited till
there. he was cold, then!"

At this point there is an important change
In the short story Colin notes that his mother

"knockin' aboult with other blokes" and that hi

of emphasis.
has been

s father

realized this., In the film the "fancy man" malkes his

appearance only after the father is dead, So
Smith isn't bad, in any real sense, shets just
society. Richardson, for all his revolublonary
a very puriténioal view of life, and his prota
be "“"good",

SCENE Q: 1In the garden of Stacey announces

the Borstal home, Sta cey and "browned off".

a group of boys are working. Thc governor only

"certs" and that
now fox the figh
One of his ijCﬂ
"But you are a ¢
Stacey answers,

)}

shots in the final racing sequence where he 1is
backs. But it is significant Lhﬁt the scene i

is necessary. We already know everything that

even Mrs.
put upon by
fervor, has

gonists must

that he is
He states thsat
bets on
he's in for it
t with Smith.
ds argues,
erti" And

1" l W gt

tacey disappears from the film except for three brief

n the garden

he reasserts.

However, Bichardson -~ and Sillitoe as the wooaon\st ~mfeel

1

that this informstion must be recapped so that
will not be bewildered by the scene to follow.

3 4

junped in terms of time and location, but the

the audience
The film hses

4

story line

canmot be disturbed., The audience must be brought up to date

continually.
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SCENZ R, In the cafeteria the
supervisors notice that Stacey
is wissing. 7o creste
confusicn the boys stage a
riot. It is apparent in
some of the raid shots that
Smith is considered the
source of Stacey's plight.

Since there is no Stacey in the book, there is also no

Y s

riot. Bul Richardson uses the riot for two distinct reasons:
it tends to show the assumptlon building up in the minds of
the prison inmastes that Smith 18 on the way to bheconing a
"deddy" or a favourite, and it provides another change of
pace in the film, It tekes the orderly flow of events and
tosses them up in the sir for a while. The scene is full of
action, rapid movemsnt, and shots by hand-held ceneras. The

sequence does little to advance the story, but it is necessary

to bresk vp the slow progression of events.

Teachers' meeting The governor turns a deaf ear
by governor, to the suggestion that the riot

5
could have been Smith's fault
He decides that the event u111
neither interfere with a concert,
scheduled for later thal evening,
noxr the sports day., And if the
onlooker could have been in any
doubt about the importance that
sports day the governor undecrlines
the underlining,

GOVEBNOR: "It's no secret to
any of you that I regard this
opportunity of joining forces
with a public school on our
sports an Ly a8 a great step
forward in our history -- in
Borstal history."

When the other instructors leav
the coach zlone in the roon thh
the governor, the coach says:
"It's a pity about utaoby.” But



the governor answers, "We'll take
that cupi"

"You're thinking about Smith?"
the coach questions.

"Well, T've geen some runners in
my time. Believe me he'll
surprise us all,"
With this scene the film reaches a point of stability.
The technique has been established, the characters have been
rendered, and the move towards the race has been fully
mounted. What remains, beyond the final race, is exposition,

Or, to put it bluntly, more of the sane.

The climax of the filwm is found in the rasce sequence at

03]

the end of the story. It is not only, in cinematic terms,

the most interesting aresa of the film, it is also an entire
rgéumgrof the feature. 1In fact there is some feeling that

the earlier seguences only exist to "feed" this last flurry of
images,

Unmistakeably this area of the film belongs to the director
and the director alone. BRowever if the scenarist would carc
to sharpen his fillmic skills an anslysis of Richardson's
approazch is a valvable addition to the writer's motion picture
vocabulary and technique,

In the shot breakdown that follows emphaSis is placed on
the rhythm of the cuttinz. The sound element associasted with

the pictures is almost tolally ignored simply becauvuse the

AR
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story is adequately told without the addition of audio.

Visual pace is what matters in this instance.



Figure 1. The Governor and Smith in the garden.

36
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The length df shots or sequences is indicaled in either
feet or frames. In 16 mm film there are 24 frames to a second
and thirty-six frames to a foot. One foot, therefore, cquals
one and a half seconds. |

Quite arbitrarily, I have choseh a starting point for
this race sequence., What should be noticed, however, is that
before ewmbarking on the race Richardson takes the time toe
re~establish ildeas he considers necessary for the comprehension
of the outcome of Colin's actions. Too, notice should be
taken of the changes in the "speed" of the editing. The
explanatory sequences in the garden and in the cafeteria hsve
a conventional editing technique. That is, the vieﬁer senses
that he is within the confines of one scene. There is no
attempt to give a feeling of disruption., The actions presented
take place within a single time reference wifhout sweeping
changes in aspect or location. But once the introduction is
over the pace of the editing becomes nervous and sharp, the
framing tends to caricature individuals, and time 1s made

elastic.

SHOTS DESCRIPTION AND SIGNIFICANCE OF SHOTS TIME
1 GARDEN. Governor znd Smith in garden. 38 i,

Smith is told,; once again, of the
importance of the race. OSmnith is
compliant and polite. (Fig. 1)

N

CAFETERTA. Smith meets an old friend 70
who has newly arrived at Borstal. The
friend is told, by other boys at the

table, of Smith's special stature and
status. Smith's friend wonders, out

loud, about Smith's "loyalty".
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”XUL"IQEL Expensive cars arrive at 24
Borstal. Chairmnan of the Board of

Governors from the "public" school chats
with governor of Borsfn] He expresses

the hope that the Borstal boys will win.

DRESSING ROOCM. Public school boys meet 59
the Borstal boyo, There is a difference

in sccent and in physical appezrance.

Best runner for public school asks, "Who's
the competiltion here?" and is 1nuroduoed

to Smith. This simple device focusecs
attention on Smith and his key opponent.

BAND. The speed of cutting increases 6
noticeably here. There are five close

up shots of the brass hand in & short
periocd of time. This increasing speed

has & comic effect, but it also - in
combination with the shots that will

follow «w increaseu tension.

Wide shot of crowd. 1

Pan of trophies. 2 1/2
Varied of crowd. k!
Bight detail shots of crowd, 11
Boys run out on field in single file, Vi

The public school hoys ]ooc sleek and

well fed. The Borstal boys look

cramped and ragged.,

Crowd reaction. 2 1/2

Public schecol boys run to their position 2 1/2
for review.

Band and crowd. ' 1 1/2

Tight of wealthy women. It should be

noted here that in his framing Richardson
tends to use an element of what could be
called caricature. He uses the shots of
the elderly women and the military men to
represent the establishment. But he is not
in the least haphazard aboul his choice of
framings., He purposely uses obvious
framings. He distorts our viewpoint and
forces us to see the "Establishment" as he
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sees the Establishment. Thus the wealthy

women are almost too well dressed, and the
officers look like Colonel Blimps,

Tight shot of well dressed young people. 1 1/2

REVIEW OF ATHLETES, In this lengthy 16

sequence, relalively speaking, the
public school bhoy and Colin 2re singled
out by the reviewers for special comnments.

Tight of public school boy. 1

Tight of Colin Smith, Notice the 1
symmetry of the cutting. One foot of

film for the public school athlete, one
foot for Colin. Richardson is insisting
that if Smith can beat this msin

opponent the victory can be his. He hsas

no intentlion of tricking the audience,

he 1s chamneling thelr assumptions into

a specific path,

Governor takes his place at the trophy L
table., K

Racers joz and warm up in preparation 1
for the race.

Tight of race line, 1
Smith Jostles his main opponent as he 2 1/2
gets into line. They look seriously at

each other.

Public schocl boy's parents, identified 11/2
in the sound track by their comments,

look anxious. The father ig a nilitary
officer, the mother is dressed in furs,

Starting line of race. 1
Public school boy's "parents. (They 3
express the hope that the Borstal runner

will win.)

Excited crowd. Union Jack flaps in the 1
background.

Public school boy's parents. 1/2

Bace line-up as boys gelt ready. 2 1/2

Trophies, 1



Figure 2,

The Governor and the

40



30 Tight of governor. 1/2
31 Recers as they Jjostle on starting line. 2 1/2
32 Tension on the face of the starting 1

official.

33 Newspaeper photographer takes a flash 1/2
picture.

N

34 Well-dressed onlookers,

35 Tight of governor with the Union Jeack 1 1/2
waving just behind him. He smiles
encouragement at the runners. The
framing in this instance is blatant,
but in the rush of the cutting it does
not appear obvious.

This specific image is drawn directly
from the short story. Here is the
original description: "So the blg race
it was, for them, watching from the
grandstand under a fluttering Union Jack,
a race for the governor, that he had been
weiting for . . "7 (Fig, 2)

36 Starting gun goes off, 1/2
The preparation for the race has been
ordinately long. Time has been expanded
to create & feeling of tension. The
cutting is short and choppy, bul the
event that draws our attention -~ the
actual start of the race -- is delayed
agein and agein, This is a technicue
that is vuvsed by Eisensteln in Potemkin.

37 The runvers move away from the starting 1 1/2
line,

38 The Borstal boy audience yells 2
vigorously.
Whenever Richardson cuts to the Borstsal
boy eudience they weave and move within
the frame like a disorderly, unorganized
nass,

Public school boys applaud politely. 1

w
\O

]
Alan Sillitoe, The Loneliness of the Long Distaence

&

Runner (London: W. H., Allen, 1966), p. U4l.




Figure 3.

The physical pain of Sulth.
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Face of insipid military officer. 1/2
This element of pholographic caricabture

is true to the sense of the short story.

The original Smith's description of

people tends to be sour and exaggerated:

"The pop-eyed potbellied governor said to

a pop-eyed potbellilied Member of Parlisment
who sat nexlt to his pop-eyed. potbellied

whore of a wife « . " (Short story, 39.)

Long shot of runners, 1 1/2
Crowd reaction. 1 1/2
Governor at trophy table.. 1 1/2
Wide of brass band, 1
Governor at trophy table, He sits so 3
that his face is partizally behind the

trophy.

Metched cut to wide shot of runncrs 2

agalinst skyline,

Detall of race. There 1is an emphasis
placed on the effort and physiecal pain
of Smith. At this point the cutting
pace has eased. The tension would be
impossible to sustain, so the azudience
must be allowed to relax for a few
moments so that the effect of the final
stages of the race will be heightened., (Fig. 3)

N
-3

FLASH BACK. Governor and Borstal boy 2
(Colin) in garden.
Colin and public school boy are : 5

emphasized in racing shots.

FLASH BACK. Fence at Borstal home. &

FLASH BACK. Scene drawn from the earlier 1
Toboeay sequence wWhere Colin draws money

box out of drawer in the bakery office.

FLASH BACK. Prison gate opening, 1/2

Extreme tight shot of Colin's face as he 1 1/2
runs. Richardson balances the flash

backs with references to the present so



Figure 4.

Extreme tight shot of Colin,

b
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that the viewer retains his sense of
orientation,

FLASH BACK. Wide shot of towers at
Borstal houe.

Colin runs.

FLASH BACK. Trophy. (BEight frames)

FILASH BACK, Pan of Colin's living room
at home, He sees untouched painkiller
that had been purchased for his father.
He rushes into his father's bed room.
There is no conclusion to the shot, but
e realize that he has found his father
dead.

Extreme tight shot of Colin's face as he
runs., He is in physical pain, and a
relationship 1s established beltween his
memnory of his father's death and the
resultant anguish with the effort of the
TaCcE, ‘

FLASH BACK. Cemers, in hand held follow
shot, moves after FOWin as he walks
slowly into his dingy bcdroom

FLASH }“Ch Colin's mother slaps his

face. (walvc frames )

Extreme tight shot of Colin's face as he

runs. Agsin the pain of the slap and the

pain of rumning are associabed. (Fig. 4)

Crowd aopplavds politely as first stage
of race has been completed. Pan to
governor as he looks, pleased, at his
watch.

Detail of the race. The competition
between the public school boy and Colin

is emphasized., Colin is behind at this
point, but his opponent seems hurried
and concerned. Considerable time is

invested by Richardson in re-establishing

the race. There must be no opportunity
for the asudience to forget that the race
represents the "present" especislly in
the barrage of flashbacks that will

follow.

L
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Figure 6. Colin and his €riend,
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72

76
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FLASH BACK, The trophy. (Twenty--two

Back view of public school boy from
Colin's point of view.

FLASH BACK. Quick cut of Stacey drawn
from an earlier sequence where he
demanded that Colin fall back, Colin

recalls what his victory did to Stacey.
Tight shot of Colin. There is lens
flare. The effect suggests heat and
effort.

Running feet,

Colin passes public school boy. After

this lengthy sequence Richardson senses
that it 1s safe to introduce a flurry of

flashbacks with a few glimpses of the

race Iinlterspersed. He is certsin, at

this stage, that the audience will not
bz confused.

FLASH BACK. Detective at door of

Colin's home to guestion him ebout tne
bakery store robbery.

FLASH BACK. Door opens to reveal Colin.

??jbfll-«fO de .O father., (Fig. 5)
Tight of Colin's face.

FLASH BACK. Pinball machine.

FLASH BACK. Colin and his friend count
money stolen from bakery store. (Fig. 6)

Another view of same event.

FLASH BACK., Colin burns pound note of
his dad®s insurance money.,

FLASH BAC] g: Interview with Bowrstal
psychologist
FLASH BLCK,  Full face shot of Colin's

girlfriend.

FLASH BACK. Trophy.

BACK. Full face shot of girl-
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Fece shot of Colin as he runs in race.
There i1s lens flare,.

Governor's facc,

Governor raises his field glasses. The
camera offers a cover shot and the
governor is seen in CCl .tion to the
trophy table.

Extreme wide of playing fleld as one
runner is secen on the horizon.

Governor checks the runner with his
field glasses,

Wide of playing field,

Borstal boys realize it is Colin and they

become excited.,

Wide of crowd as they become animated,
Shots eighty-five and eighty-six are
drawn directly from the short story.
Smith, in this excerpt,; describes his
view of the crowd and the fleld:
"They*ve seen me and they're cheering
now and loudspeakers set around the
fiela like elephant's ears are spreading
out the big news that I'm well in the
lead, and can't do anything elsc but
stay there." (Short story, 50.)

Tight shnot of  loudspesker.
Back shot of crowd looking ouvt to field.

Wide shot of Colin =28 he runs towards
finish line.

Trophy table and minister,

Wide shot of winning line as audlience
yells excitedly.

Detzil of Colin as he runs..
Crowd from Colin's point of view.
Reaction of crowd and the Borstal boys.

Tight of Colin's face,

48
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Trophy table,
Tight of Colin's face,

Detective's face. FLAS!

Poper ripped from wall as 28
search room for money hidden after the
bakery robbery. FLASH BACK.

Extreme
pain,

tight shot of C olin in physical

Governor and chaelrman look anxious,

Two teachers urge Colin on,

&)

Colin,

i 1)
tage there is an interesting

s

o

Y
($34

.'
tion in relation to hA

D

> L
element. When Colin 1is seen tF
tends to be welatively long. The
hysteria of the onlockers is emphasized
by rapid cutting. :

[ &

()

r

e

in a tight shot, slows dowu‘ At
!

‘rom his point of

1

riev.

-y

Crowd

Very rapld zoomn to cross-—countiry
EJ"O}, Ve

EBxtreme tight shot of Colin as hs
There 1s lens {lar

Face of Tory politicisn on TV screen
extolling the virtues of Great Britain.
}'I '\F}TI BACK

J;.Q

ASH BACK. Stacey is beat up by a

Borstal instructor in a cell.

Extreme tight shot of Colin,

A Ao
}): ‘L\/_{\ . \‘l‘('

Colin slows doun,
Governor's reaction.

Hilitecy officer's rezction,

Instructort®s recaction.

49
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1 1/2
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2/3

2/3



114

11

R

116

117

118
119
120

121

Minister attempts to reassure governowr,
"Runners often do this sort of thing",
he says,

A series of erratic jump cuts on Smith
25 he comes to a dead stop.

'LASH BACK. Shot of Stacey.

FLASH BACK. Boys in cafeteria where
the suggestlion was made that Smith was
disloyal.

Trophy. (Shield)
Trophies.
Cross~country cup.

Tight shot of Colin as he breathes
heavily.

FI,ASH BACK. Tory on TV,

FLASH BACK. Governor's face from

earlier sequence,
FLASH BACK. HMother slaps Colin's face,

FLASH BACK. Stacey is punished.

Bxtreume tight shot of Colin‘'s face,

FLASH BACK. Tight shot of dead father,

Extreme tight shot of Colin's face,
FLASH BACK. Boys in cafeteria.

FLASH BACK. Girl friend.

FLASH BACK. Fence at Borstal.

Wide of Colin as he stands stock still,

breathing heavily.
Trophy.

Colin.

h1/2

31/2

12

2/53

1/3
1/3
1/3

1/3

1/3

1/3
1/3

1/3

1/3
1/3
1/3
1 3/h



FLASH BACK.

Colin,

Colin burns father's
insurance money.

Crowd from his point of view.

Governor and minister both urge him to

run.

Borstal boys surge within frame and
encourage him to run.

Minister yell
Coach yells.

Governor cups

S

hands and

Borstal boys yell.

o
L
L.d
s
0
B

Crowd at finish line yells.

Extreme tight shot of Colin,

Borstal boys

Coach yells.

surge and yell.

Borstal boys yell.

Governor and minister,
resignation appears on governor's

A look of

Borstal boys move wildly within frane.

Officer and w

Borstal bhoys.

ife yell.

Another officer and wife yelling.

Borstal boys.
Another view.
Another view.

Governor and minister.

Coach yells,

"Runi"

51

3/4

1/3
1/3
3/l
1/3
11/2
3 1/2
1/2
172
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158
159

160
161
162
163

Young officer and wife.

Governor. He looks grim.

Loudspeaker. The ammouncer has sgpolted
another rumner. This, of course, adds
urgency to the scene.

Colin stends still,

ide of crowd.

Borstal hoys surge.

Another view as the Borstal boys move in
a confused mass within the frame.

Young officer and wife yelling.

Borstal boys.
Borstal bhovs.

Minister yells.
Borstal boys.

0l1ld officer and wife.
Borstal boys.
Governor's face.
Colin's face;

Governor's face., He turns avey with an
expression of disappointment and defeat,

The public school boy, hewildered, runs
past Colin.

Wide sholt of onlookers shot from behind
Coline.

Borstal boys move wildly within frame,

1§

Tight shol of Colin as he wipes
perspiration from his face,

Wide shot of Colin and the sudience.
Colin's back 1s to the camera. The

1/2
1/2

1/3

1/4

1/M
1./3

/4
1/
1/
1/k
2 1/3

2 1L/

i}
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crowd is wildly esnimated, and Colin is

standing casuslly. The scene fades to

black.

This type of analysis forces the scenarist to
appreciate that he has travelled oulside of a literary world
into a world of ireges. Pictures take the place of sentences,
a visual sequence supplants a paragraph, and pace can create
a mood. In short, the scenarist has encounﬁered non-verbal
forms of communicetion. Words snd collections of words fall
back and share the same type of importance as sound effects
or music backgrounds. Camera movement end editing usurp the
role of the cerefully written phrase. For it is not sufficient,

in good film, thal a crowd should be animated within a frams,

.
<

or that they should shout hysterically. The speed of editing

- could infuse inanimate objscls with the same sense of urgency.
For example, Rlchardson does very 1little within a frame, His
approach to editing in scenes where dialogue 1is signifiéamt

is very conventional and unexciting., In fact his set up shots
tend to he rough. Often the lighting is clumsy, and camers
movement - used grudgingly -- is daringly casusl and irregular
Bichardson relies on editing to give his film a sense of
momentum.

.The -Loneliness of the Long Distance Runner is

peculiarly useflul for the scenarist as-a blueprint for the
construction of a reasonably effective scenario, The approach
employed here by Sillitoe and Richardson couvld be effectively

followed and ev

0]

1 pushed to a higher level of subt

e
¢

It
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18 not a great film, but it is an excellent etude, And upon.
close examination it offers a new vopabulary to the writer
who 18 making the transition from purely written material

to the visual formats of television or the film,

The fact remains, however, that in nost respects
the short story and the screen play present two different
accounts about two totsally different people. Does this mean
that Sillitoe's original could not be sdapted and still
retain its identity? Or does it sinmply mean thet Richardson
took a convenient Tramework and imposed his own view of
reality? The second alternative is the nore likely. With
much the same treatment Sillitoe's Smith could have found
his way to the screen. Bult he would have besen weak,
unattractive, sickly and pathetic. The film would have been
forced into the reslm of the documentary and Colin Smith would
have stood, away from the finishing line, a mental invealid,
It may have been this.more than snything else thait caused
the transition. TFor this is not Sillitoe's picture, it is
Richardson's -~ and Richardeon has a sense of commercisl

realities,
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JULES AND JIH

Whereas The Loneliness of the Long Distance RBunner
retzins the physical aspects of the Sillitoe short story and
does violence to the original view of 1life, Jules and Jim
distorts the physical situation while retaining the flavour

. - 8 1/ -y ¥ x 1 1 0
of the Henri-Pilerre RBoche novel., However, at the outset it

should be pointed out that Jules and Jiwm presents less o

o
A3

problem for the adaptor primarily because of its filmic
quality. The book reads like a scenario., Descriptions are
SPafe, dialogue tends to be straightforward snd short, and
there is a high degree of momentum. Situation follows
situation in rapid suvccession, and the characters flit by
without the welilght of any great philosophical subtlety. It
is & book that cries for visuvalization. Actions and motivalions
are intact and reazsonable, but it is difficult To envision
the characters. They exist. One is taller than the other.
Their backgrounds are hazily sketched., But, in reslity, the
reader is offered very little information about the personae.
It is rather incredible that Fran%ois Truffaut and

Jean Gruault managed to make the adaptation so close to th

®

spirit of the book in the light of the fact that they changed,

radically, meny of the elements which at first glance would

%)
&



appear as essential to the identity of the story. Changes
in the sequence of cvents end in the time-framework of the
account are of 1little importence. But Truffaut also dared
to change the motivation behind the actions of his characters,

In so doing he made the story slighter but hardly less

7
effective. He performed the task that Roche's novel demands:

he pictorislized the adventures of Jules end Jim, and -~ to
nake uvup for enforced deletionsg -- he sought out filmilc
equivalents for described emotions, or to supplant omitted
events. This effort, in itself, marks Jules and Jim as

being on a higher plane than The Loneliness of the Tong

Distarice Runneyr. DBazin provided a critical tool for this

type of evaluation when he claimed that adaptors are open
to eriticism when they violate the essence of a work where

]' Y
this violation was not inevitable ' 71 great deal
of the information imparted in Jules and Tlm while non-
verbzl 1is truve to the spirit of the verbal or perhaps more
accurately, the literary form. Pictures, mood, music, even
the type of movement of images within the camera frame, all
generate an impression that closely duplicates the Roche
original.

This is not to suggest that Truffaut's main

o e .
object ive was to retain the essence of Roché's Jules and Jim.

In my own mind the outcome may have been partially accidental.

Truffavt's intervest lay in meking a2 film. The story offers

o B3
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burns up the track to the voint where you have't

even time to rcad the names of the stations it races
through. We're getting the footage, we're making the
numbers. In no case can all this expenditure of
nervous energy result in a masterplece, which requires
absolute control of all the elements, but at best
something that's alive. (Cshiers, pp. 15 - 16.)

What, though, are the enforced differences in
screenplay and novel? And what is the significance of these
differences? The novel begins its account in 1907 by
describing the blossoming friendship of two young men,

Jules and Jim. Jules is small, tender, gentle, intellectual,
and an Austrian Jew. Jim 1is much more aggressively masculine,
and a French Roman Catholic. Their friendship is unusually
e » - -~ 4= S 4= 3 S n 1 ’ - 2 g
warm, and as a result it 1is suspect. As Boche phrased it:
"The. regulars at the bsr scon concluded, withoul the two
voung men realizing it, that their relstionship must bhe
abnormal," There is, however, no direct suggestion that
this 1s true. And though they are called Don Quixote and
Sancho Panza thelr association 1s hardly mature enough to be
termed homosexual. They are friends in the same sense that
small children are friends. Jules has difficulty with women
friends end increasingly he relies on Jinm to absorb theilr
amorous tendencies while he enjoys their companionship., In
fact, there is the feeling thal Jules plus Jim equals one -

one man, that is. Woman after woman enters the story. All

feel attached to Jules, but all end by becing bedded by Jim,

3 g
Henri-Pierre Roche, Jules and Jim, trans, Patrick
Evens (London: John Calder, 1963), p.

Q
e



Figure Te

Catharine, Jim and Jules.
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In addition to anonymcus young women at the start of the

story, there are a number of importaent femzle charzclters in

the novel, only a few of whom make the transition to the
screenplay: ILucie, Gertrude, Lina, Magda, Odile, Kate,

Annie, and Gilberte, Annlie disappears completely, but Lucie,
Gertrude, lMagda, Odile and Kate are packaged as the screenplay's
unpredictable Catherine. Catherine is-all of these wonen.
She performs some of the actions: they perform in the novel,

she says some of the things that they, under widely differing
circumstences, say. But this is not dazmaging to the story,

purely because the novel and the film both seek to present

the image of male friendship in relation the hungry demz2nds
of female friendship. The film, though, has tender L0 be

mora nisogynic than the book because in

=

the person of Catherine, embodies what

women wWithout thelir more positive aspects. For much the same

reason the film becomes dominated by Catherine, and the
story®s emphasis switches Trom the peculiarly strong
friendship of the two men to the compelling attractiveness

of the woman they both love so intensely. Truffaut may have
ealized this and he attenpted to restore something of the

novel's balance and perspective by introducing a very rapid

montage at the opening of the film in which a series of

ions are hinted at. But the montage cannot offset the

flirtat
dominating inflvence of Catherine's presence, especially as

played by Jeanne Moresu. (Fig. 7)



61

Jules rcmains fairly intact in the Jjourney from
word to image, In the film, however, Jules is much more
charring. The screenplay generally resorts to simplification.
If a situvation must be explained at length, then it is

eliminated. This hss an interesting effect: it reduces

childlike, more whimsical than Roche's drawing., Truffaut
exbracts the shadows from Jules' character. For in the book
Jules suspects his own physicsl inadequacy and he shrouds his
fears in a bhsrrage of words. He can be completely atl ease
with Jim, but in the company of Jim and women, he becomes
antagonistic. He forces his opinions and monopolizes the
conversation. But he 1s guile content to allow Jiﬁ to take
over the amorous responsibilities if he can be permitted to
.enjoy the presence of the women he finds attractive. When
'he tells Jim not to consider him as an obstacls in relation
to Kate, he is only foilowing a pattern that has bheen
established before.

Jules is not a3 unfailingly loyal to Jim as the

.3

screenplay suggests. He senses that he is Jim's intellectual

superior and he makes his opinion known:

Jules said to Lucie: "Jim isn't very intelligent."
Lucie's eyebrows went up. "He doesn't need to be."

Her eyebrows came down again, "le's like a hound that
simply follows the scent." Lucie smiled. "He crumples

his nose up, looking for his fleas," Jules went on,

carried away by the comparison. 1h3y laughed sinultaneously.
"He looks in your eyes for a moment," she said, "then

he puts his front paws on your shoulders end licks your

face and you fall over! . . . He turns round and round
before lying down. 1L*'11l be yeazrs hefore he gets himsell
settled, " (3gzglj 29.)



Besides, Jules has a masochistic side. He enjoys suffering.

He absorbs the ill-treatment he receives at the hands of Kate

7
for more reasons than those associated with pure.love. Roche

makes this point gquite clear; Truffaut does not! In this
sequence Jules is speaking:

"Hermann often alttacked me there but never anywhere
else; it was like a ritual., 1 could have made a slight
detour and avoided the embankment, but I never did
Besides, I liked Herwmsnn, rezallyl"”

"For his own sake?" sa2id Jim, "Or because he hit you?"
"Both," said Jules. (Novel, 28.)

Jim is simplified in the transition too. In the

filn he has a2 relationship with & young woman named Gilberte.

No reason is offered in the screenplay for his offhand; rather

Bohemian treatment of this remarkebly faithful young woman,
But Roche tskes great care to point out that atl one point

Jim and Gilberte had considered marrisge: "They went to see

]

a doctor specializing in eugenics; he told them their
children wouldn't be strong. In eddition, they would have
had to share Jim's mothexr's flat for a while, which alarmed
Gilberte. They decided to make no change." (Novel, 120.)
The film would heve had a difficult time revealing this
information other than through dialogue or direct narration.
And Truffaut, while he resorts to some direct narraltion, is
exceedingly unwilling to enter into lengthy conversations.
Above 211 he wishes to keep his film in motion. Uhen
characters do talk at any lenglh, they usually walk at the
same time. Truffasut, apparently, has a fear of the static

IJ_H

Canera. his fear would give him ample reason to slash

)
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The narrating voice sets the scene.

VOICE (off): The statue, recently excavated, was

in an open-air museum on an island in the Adriatic,

They decided to go and see it together, and set off

immediately. They had both had similar light summer
suits made for themselves, (Screenolay, 19, )

The implication is, of course, that they see the attractive

statue,

)

are enamoured with it and immediately set out to
inspect it at closer range. The screenplay pops them from

Paris to an island in the Adriatic on the strenzth of a whinm,

L5, L

The novel, fast as it 1s in presenting scene changes, takes

much leonger to establish Jules and Jim's contact with the
enchenting face. (Fig, 9)

Jules and Jim went to Grecce.

For months they had bheen preparing for this journey

at the Bibliothegue Nationale. Jules had ferreted out

the essentizl books for Jim. YWhen Jim wes tired of

reading he wenlt and joined Jules, whom he found

surrouvnded with large plens of ruined temples; Jim

vould reconstruct them with the help of hooks, Jules

had polished up his ancient Greek and had ecwbarked on

learning modern Greek. (Novel, p. 68.)
They see Albert's slides when they meet him in Greece, and
their decision to "go and seec it together" involves a relstively
short Journey.

This example is typical of the way in which Truffaut

changed the atmosphere of the novel. Bul one genses tha

5

1

Trulffaut was aware of the imbalance he had crested and from

S

time to time he tried to restore the flavour of the originel,
Roche's Jin is a male equivalent of Kate in the sce-

saw of thelr stru

e {or dominance, while Jules 1is zlwun

)

s at

the fulcrun, But Jim is never es arbitrary with Kate, or

[



any of thg other women in the story, as Truffsuvt would lead
us to believe, When Jules' marriage is obviously beyond
reparation, it is then -- and only then -~ that Jim attempts
to woo Kate. But as Jim and Kelbte struggle to make their
relatlionship work, they seem doomed to misunderstand each
other. Truffaut appreciated this when he prefaced the film
by having Jeanne FMoreau speazk These words over a dark screen:
"You said to me: I love you., I said to you: welt, 1 was
going to say: take me., You said to me: go away."
(Screenplay, 11.)

The book's Kate is completely different from the

5]

screenplay's Catherine., In the ad

v
.

aptation Catherine is
several wormen. Her actions and her words -- especially in

the early part of the film ~- are largely borrowed. The

reason for this telescoping could be explained by consideratio

%

.

to strengthen Jeanne MHoreau'

of econony, or by the need s
part, or to introduce Catherine earliecr into the {iim than
the actual story would dictate —-~ after all Kate does not

appear until fourteen chapters have elapsed in & novel of

gsome thirty-Ffour short chapters. But the creation of

Catherine from the fragments of the other misplaced women in

the story has a curious effect on the. film., Catherine assunes

a dominating interest while at the same time her ilmage

becomes a little contradictory and confused. From & masculine

ertrude she borrows the feeling that she would like to mate

with Napoleon. (MNovel, 18; Screenplay, 34.,) Frouw Lucie she

66
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extracts her sympathetic stance,

Jim's past: "You've been in love, Jim;

Why didn't you merry her?" (Novel,

253

But the greatest debl ic to 0dile.

. < A
slimly, in the screenplay as Therese,

her most vivid traits. Originally it w

the "lying letters”.

Odile who kept the vitriol. And- it was

with Jules and Jim to the sea side,

These situational extracts

Her behaviour is mad and

this

sympathy for Catherine, and the closing
TR ™ . - a
its tragic quality. Xate, for Roche, is

She is free becasuse she is amoral. She

egquivalent of the hgel/ schean supermen:
ill; she

with no i1l wi demands a

y vd
ides, as Roche explains,

Suzed

weakness, Bes

but "he hadn't the stuffing

16, )

friend"

hushand or lover." (Novg}, Kate

because he is strong. There is never

however, that she is stronger

Truffaut atitaches a

‘.D

2]

She ages in the course of the film,

that both Jin and Jules

including

Odile existls
. 9

but

(Novel, 42; SCLCCholvy,

nalke Catherine

malicious,

amiration;
"Tules
to make a sa
finds

any

sense of defeat

and

are tired of her

the interest in

I cen feel you have.
Screenplay, 70.)

somewhat
Catherine extracts
as 0dile who burned
29,) It was

Odile who trs

velled

(ovel, 43; Screenplay,

something of &

Precisely

coloration it is dLlliOUWt to develop any

double-cuicide loses

2 heroic figure.
is the fenale
she wreaks havoc
she despises
was o
tisfactory
Jim attractive
doubt in her nind,
to his

there is a feeling

eccentricisn,

delicious

Kate
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suffers no such denouvement. AL the close of the book Jules
thinks of Kate as brillisnt and gay, severe and unconquerable,

"Kate~Alexasnder~the~Great, Kate~Rose~of~the~Winds; Kate

dissrmed for a while by his surrender; and Kate eventually
enslaving him, binding him with & thong to her victorious

chariot, subjecting him to her triumphal progress.," (Novel, 237.)
Even Jim is no match for Kate, and in the moments prior to his
death at Kate's hands he has once again surrendered his will
to her., (Novel, 235.)

The most complex aree of the film is located in the
first few sequences leading vp to the introduction of
Catherine, Bve TVbhtﬂg that is unique ebout Truffesut's filmic
style is represented here, along with .the intricate restructuring
that lays the groundwork of the story., What is reproduced in
the following sequences, then, 1s not the entire film version,
but that section that deals with necessary expnository information.
The format used to anaiyse this opening portion of the film is
the same as the format adopted in the investigation of The

PSR B PN

neliness of the lLong Distance Bunner.

» A: The  JEANHE HOREAU (off): You szid to me: I love
screen is you. I sald to you: walit. I was going to
black, say: take me. You said to me: go away.

These words, broadly speaking, provide the theme for
Jim and Catherire's relationship, And yet the film puports

to be about Jules and Jim. The 1lines do not occur in the

ct
G

novel, and their insertion at this point represents an attemnp

5}

-
Vi

on Trufiaut's part to shift the emphasis to the love relationship
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rather thaen the triangle of affection that exists, inter-

mittently, between Jules, Jim, and Catherine.

", B: The credits HUSIC: THi MUSIC TS BIASH.
appﬂzr over a rapid :

montage of scenes showing

Jules, Jim, Sabine (the

dauvghter of Jules and

Catherine), and Albert.

Catherine does not

appear in this rather

frenetlc scguence.

The rapidity of the montageée may be an effort on
Truffaut's part to offset the uncinematic recourse to the
narrating voice at the start of thz filn., The off-canersa
voice continues for approximately one minute .and twenty
seconds. The shots over which the narrator speaks tend to
be guite short. The impression of speed is avgmented by

Truffaut's penchant for movement within the individual shot,

™

That is, if the camera 1s still, the characters tend to
nove, If the characters do not move, the camera is placed
in action, And if the characters' movements arc leisurely
the camera accentuates that movement by panning or swish
panning.

To this point the novel and the film mirror one
another almost exactly. One small alteration is the year of
the opening action. The novel begins in 1907, while the film
commences in 1912, This is a modest change, but Truffavt nay

have wished to avold the difficulties associated with the

aging of the chsrecters. As it is he has to show them through

]

the course of the Flrst World VWar ar

1__

d the early twenties, An
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additional five years would have made a significsnt difference.

SCENE C:  Jules and
Jim in = variety of
situations while the
off-camersa voice’
gives their blography.

Dy Thé}§se is
seen in the company
of an anarchist., ©She
is attacked and flees,

This particular mesns of encounter with Tharese —-
finding her with an anarchist -- does not exist in the novel.
, - . ) . .
Roche tends to introduce his characters casually. DBesides
2 3 4. R & - M- f - i o - - 4. 8 " 1 de A a4
0dile -~ the originsal Therese -~ does not appear until chapter
eight of the novel after Juvles and Jim have wmet Lina, "a
beautiful young poppet with a teasing wit"., (Hovel, p. 13.);
Lucie, & long-skulled, Gothic beauly; Gertruvde vhose beauly
was "classical Greek";. and Ha o was "gquiet and pleassant",
(Novel, p. 15.)

— . : R R s B E e

Therese, in the ilm, serves no useful function in
the exposition of charascter other than as an early statement
of the ghallownmess oft 2 woman's affection., Iim'c,.:,-_c‘, she 1is
interesting end Truffsut psints her restless energy with a

specific filmic techniague. For example in two of the sequences

a

in which she appears Trulffsasut vtilizes a2 three hundred end

o}

-

sixty degree pan., In a sense, then, the cinematic approszsch

to both editing and camera movement adds to the restless, gidd

flavour of Therese's personality. (Fig. 10)

Here is a shot break-down of the original meeting:
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Jules and Jim walk into the camera shot. 3 feet (16
Camera pans to accommodate their
movement .

Anarchist and girl argve. There is 15 feet
movement within the f{rame.

Cut in the middle of a swish pan to 1 foot
|

Therese ruvunning forward

Cut as she caltchaes up to Jules and Jim. 3 feet
She locks arms with them and is carried

forward. The camcrs pans To accentuat
their movement.

Cut to wider pan as 1

T chey caerry her 1 foot
forvard.

. . g N . .
Disgsolve to WHCroFc Jules end Jinm in 10 feet

: 8
cab. The sholt ig static.
Outgide Jules' aparitment. 7 feet

Interior. Jules walks forward in 1% feet
darkness.

oS R

Thévese’s face in darkness, _ 29 Trames
' Jules lights the lamp. 2 feet
P .
; Therese's face 1it. 23 frames

. Jules waelks back. Camera pang to 3 feet
accomnodste mobion.

. Jules and Thgrgse
pans to aocornodaLe ench
situation, Thsat is, new
achieved by framing, and
rather than by cuts.

\ . L) . L) 1
1k, Thérése imitates a steam engine with a 15 feet

cigarette in her mouth, The camera
follows her around the room from Jules
back to Juleg in a three hundred snd
sixty degree pan.

The restless camera creates an ilmpression sbhout

CL

mm )

erese that 1s beyond the realwm of acting of purely verbal
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Gilberte and Jim,.

Figure 11,



s

description. Her gadabout personality is effectively set.
This is not to say that the film treatment of other characters
is a great deal slower, but Truffaﬁt reserves a certain
carnival air for the unpredictable Therése and thereby
parallels the Odile in the book in a Véry economical manner,
Briefly, while talking of editinz and camera movement,
it is important to take notice of Truffaut's camera style.
For exanple, Truffaut's editing fails to establish the kind of
rhythm present in Richardson's work. Rarlier, in the previous
chapter, mention was made of the symmetry of Richardson's
cutting. There is no such symmetry - except for one notable
exanple = in the work of Truffaut. Motion is everything for

the French director. One feels that he is uncomfortable with

editing. It runs counter to what he feels a Tilm should be
Consequently he edits in what seemns an arbitrary fashion. In

this one area he appears as a journeyman rather than a maste:

3

craftsman. I say "appears" because he has consciously rejected
the cliches of editing in favour of other means of achieving the

action and variety. Just as Antonioni rejects

conventional pacing, Truffaut rejects conventional "cutting".

15. Jim and Gilberte Gilberte atteapts to convince Jim
in bed. that he should stay with her. He

refuses by sug ge%ttno that that
wounld be against their "conventions".
(Pig. 1l.)

In the novel Gilberte is not introduced until page

g

one hundred and nineteen, and the exact scene we find in the

screenplay 1s not dunlicated in the text. Besides the
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Therese and the flirtation,

Figure 12,



screenplay does
serious
since Catherine
who enjoys the

necessary
characters. Ornce
composite
created wilthout
brought into the

the

sexual normality of

avdience‘'s

impediment
is
attentions
that Gilherte
again, like
creature,
her,
storyline at

early introduction of their

realization

not bother to point out that there is a

in Gilberte and Jim's relationship. But

introduced early, and

of Jim have been eliminated, it is

fulfill the functions of those other

Kate and Albert, she is a

The balance of the plot can not be

and she must be

established early to be

convenient intewrvals. Moreover,

relationship stresses the

Jim. Truffaut teakes pains to direct the

to the fact that he is examining the

friendship of two men and rnothing more sinister.

"SCENE F: Therese, Jules LQ§3&¢*“‘m”mmamw3“‘“TOD 1C.

and Jim enter a cafe. The men discuss Shakespeare in a

. formless argument,  ignoring Therese,
As spon as they are scated

Therese begins to flirt

with a young men to her

left. Still unnoticed by

Jules and Jim she
moves to the side

mechanical piano,
and the young man

stands,
of a
She

exchangze commont‘ and
leave the cafe, much To
the immealate SH.DP]
of her escorts. (%lgu 12)
Here is a shot break-down of this sequence:
. ! . - 7 X . S s —
d Jules, Jim and lhe ese enter the cafe, 9 feet
The camera pans with them on a fairly

tight shot.

T h'i L“Si e

2 sees man in bar., The line of her 6% feet
gaze 1s emphesized by a pan of the camera
to "see" the related leook of the man who has

attracted

her

attention.

since the other woman
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A ,

F Therese and the str
mechanical plano, a
cafe door. The cam

id exit through the

anger rise, go to the 2L feet
T
ere follows their

progress as they pass the window. Then the
camera continues 1ts pan past blank walls
to see Jules and Jim once again,
Here is another instance where the camera moved full

circle. The tooﬂnJOUD and the charascter of ”horcs are
associated and the camersa movement has made o statement sbout

this rather harebreined young woman,

J f = s ~ ke
When lh)T ‘O leaves Jules is momentarily "dumbfounded™

ts to Jim that he "wasn't in love". (Screenplay, 17.)

but he asser
Immediately Jules shows Jim pictures of German girls of whon
he is fond. In this manner, in a2 short space of time, Lucle
and a certain Brigitta and an equally anonymous Helga sare

dismissed. Associations which took considerable Lime in the

riovel are effectively dealt with in a

"SCENE G: Jules and Jim visit VOICE: (off) The photographs

Albert®s studio to see showed a crudely sculptured
slides of antiquities. They woman's face wearing a lranguil
become fascinated with the gmile Vhlon fascinated then . . .

Tace pictured in one of the (Screenpla 18.)
transparencies.

There is an odd omission here -~ a significant change
in emphasis ~- which seecms unuwarranted and somewhat wasteful.
K? 2 ) 113 .
In the novel Roche writes of the statue her smile vias a
B

floating presence, powerful, youbhful, thirsty for kKisses and

perhaps for blood." (Novel, 72.) "Iranquil" is substituted

for "powerful", and the ominous cualily of the statue is
completely missing in the Truffault screenplay. It would have

been easy to make this insertion, especially since Truffaut



had already opted to use, once again, the off-camera voice,

ot

But despite the omission, this is precisely the flavour that

o

N
D

the cinematographic technique generates: both Catherine and

n
:-

)
i

the tue look ominous because of the Tilming approsch.

u

Truffaut uses two similar, rather radical cinematic techniques,

with & more casual sequence sandwiched in between:
i " Jules and Jim in Grecce. They descend a Ly feet

flight of

2 Wide shot of statues out in the open. 1% feet
3. Redical pans from stetue to statue, This 7 feet
involves framing on a specific statue for
a very short time then swiftly changing the
point of view to yel another statue, and
SO 01, '

L, Attention is now focussed on the statue with 6 feet
*}e weird smile., There are Thrée separate
is

9

cuts, and assocliated with each cult there is
a pen, Altern=te pans move in opposing
directions. This has a startling, weaving
effect.

This type of shooting 1s mirrored when we first sece

e

Catherine. Truffavt, by & filmic means, estalilishes a
relationship between the woman and the statue., At the same

time, though, he does not tzke any chances and he allows himselfl

feeg ¢

e

recourse to the off camera voice. He simply caonot trust the

audience to achieve the visuval tie-in on their own. The
sequences leading up to Catherinefs first appearance are
worthy of examination:

Trucking shot of VOiCcE (off) Jules and Jim

train. Tetvrned home, full of the
revelation they had seen . . .

and Paris took them gently

back.




The shots of Paris are authentic scenes Tilmed at
the turn of the century. Occasionally, in the body of the
film, Truffauvt inserted material he had borrowed from the
Service CID{WDLOgIaPhiQLO de 1'Armgé and Films de La Plgaade.
On a reasonably small budget he attempted to achieve an
accuracy of atmosphere through the use of this matevial.

For the most part the inclusion works Very well, primarily
because Truffsut in his other shooting was able To give an
antiogue flavour to what was, in fact, modern. Where he was
led astray, perhaps, was in the emphasis he gave to The war
when, for a few moments, the film turns intoc a documentary.
The fighting sequences secm unduly empuasized. Thelir main
funcetion, however, 1s to divide the youthfulg unattached
adventures of Jules, Jiwm and Catherine from the more sedatbe
contact they establish after the nprf’pro of Jules and
Catherine has taken place,

Interior and At & rest interval Jules and
shots of the Jim talk about Julss® new book.

gquss1uw where Jules and
Jim engage in athletics.

The discussion aboul the bHook -- a Llightly disguised

autoblography ~- offers Truffauvt the opportunity to re-cap the
entire relationship of Jules and Jim prior to the entrance of

1eTine .

yt

Cat

R 3

While in the shower Jules tells Jim that several girl

friends of his will be arriving from Munich. Jules wants Jim
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The shots of Paris are authentic scenes filmed at
the turn of the century. Occasionally, in the hody of the
film, Truffaut inserted material he had borrowed from the
Service (1n{ﬁat0xrawhwouo de 1'Angé and Milms de La Plgaade‘
On a reasonably small budget he attem?ted to achieve an
accuracy of atmosphere through the use of this naterial.

For the most part the inclusion works very well, primarily
because Truffaul in his other shooling was able to give an
antigue flavour to what was, in fact, modern. Where he was

1

led astray, rhaps, w

n

s in the emphasis he gaeve to the war

when, for & few moments, the film turns inte a documentary.
The fighting sequences secm unduly ewmpnssized., Thelr main
function, however, is to divide the wouthful, uvnattazched

sdventuvres of Jules, Jim and Catherine from the more sedale

¢

1

contect they establ

ish after Tthe marriazsge of Jules and

Catherine has taken place.

IHECTLOT and At a rest interval Jules and
i shots of the Jim tallk about Jules' new bhook,
gymnasi where Jules and
Jim engage in athletics.

The discussion aboul the book -- a Llightly disguised
avtoblography w-- offers Truffaut thes opportunity to re-~cap the
entire relationship of Jules and Jim prior to the entrance of
Catherine.

While in the shower Jules tells Jim that several girl

b

friends of his will be arriving from FMunich. Jules wants Jim
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“to be there". (Screenplay, 20,)

SCENFE K: Dissolve to exterior
of Jules' house, Threc young
women appear, coming down a
flight of steps. Jules and
Jim, who heave bc@ﬂ seated on
the ground, Jjump tec their feet,.

The succeeding shots form the statue-~Catherine
association. Here l1s a listing of the shots and thelr timings

to demonstrate how Tthis associstion is egtabplished:

1 Catherine walks dowmstairs, 2 Tect
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B Full face wider,

=
N
=
-
bl
Jab)
iy
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0]

6. Profile, wider.
e Full face from front and closer. 18 frames
Bs Zoom to profile, 10 frames

9. Cut to hold shot on extreme Ttight of 19 frames
profile,

The eccentric shooting encountered in the treatment of

o
')

the statue is repeated, if nol exactly, at in the same

spirit. Thus Catherine and the statue are welded. However,
the impression is nailed to the ground in the unadventurous
use of the narrating volice: "The French girl, Catherine,
had the same smile as the statue on the island. Her nose,
her mouth, her chin, her Fforehead, h=2d the nobility of a

province which she had once personified as a child

in a religious festival. The occasion took on a Grecamlike



quality." (Screcnplay, 25.) The use of cutling in this

sequence 1is threatening, even disturbing, and Catherine's

L

first appearance in the film is emphatic and challenging., It

little matters that Truffsut's "French girl" was a "Germanic
besuty" in the originsl, (Hovel, 77.) Or that her religion

L&)

is changed from protestant to RBomzn Catholic. The essence of

ZC

the story has been unchanged., It's almost as though there
were an elemental underpinning to a story that must not be

changed, and a surface appearance that has very little actual

LHED

Ingmar Bergmsn, talking of adaptation, said that "The

only thing that can be satisfaectorily transferred from that

original complex of rhnythms and moods-is the dizlogue, and

1 may offer

st

even dialogue is a sensitive substance whic
6
resistance,"” This is true, however, only when the adaptor

looks for the physical elements in the original story. He
may search out the ﬁnuncfﬂnce of the settings, The accents

with which the words are spoken; he may even wrestle with the

=

problem of transforming thoughts into dislogve, But
all secondary considerations, What Truffsut demonstrated in

Jules and Jim is that a certain essence must be captured.

Perhaps the story should even be distillied into three sentence

or two sentences, or one sentence, And if thal sentence

accurately defines what is expressed in the film, then the

these are

ol

S

Ingmar Bergman, "Film ha
in Richard Dyer MHacCann, ed. lm: 3 }
(New York: E. D, Dutton and Co., Inc., 1966), p. 1”3
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film could be structured on that sentence. Everything could be
changed: the time, the setlting, the words uttered -- it would
not metter. Truffaut changed non-—essentiel elements, and he
made an interesting film out of an interesting novel. HMHoreover,
he made & film thalt is like the novel. BRichardson, for his
part, kept non-essentlials and discerded the elements that
defined Sillitoe's short story.

Everything can be violated -~ except the spirit.



TV
THREE TELEVISION ADAPTATIONS

Electronic television is slower than film. Its very
technology mitigates against speed. It is a medium that is
reluctant to edit, and consequently its normal means of
recording images is more expansive than film. Television
takes lengthy looks; it prefers to nove in a slow gliding
motion rather than cut; and the pan shot associated with an
incredibly lengthy zoom is one of the indices of a television
production. |

Traditionally, although this may change under the
force of a newer, lightweight technology, television -- in
its electronic guise -- has been content to stay inside the
studio. Normally exterior shots are kept to an absolute
minimum, and because of self-imposed limitations television
drama has many of the same characteristics as stage drama:
it tends to be talky, explanatory, and lacking in visual
variety.

The three adaptations examined in this chapter:

Dr. Jekyll and Mr.

S st | A ——e -~

Hyde, Lady Windermere's Fan, and Pale

Horse, Pale Rider, all -- in varying degrees -- suffer from
this impediment in television production. FEach attempted

to overcome this "slowness" by different means; and each, in

a3
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varying degrees, was successful as an entertainment, while
only one of the teleplays could be called an effective
adaptation.

In an investigation of Robert Louis Stevensonts
famous story in relation to the adaptation by Ian McLellan
Hunter, one wonders if Mr. Hunter ever read the original
version. Rather, it appears that Hunter's story is based
on earlier screenplays: perhaps the 1932 production starring
Fredric March, or the 1941 film which featured Spencer Tracy,
Ingrid Bergman and Lana Turner. Like the Frankenstein

stories, the tale is lost in a cloud of stories loosely

)
based on popular myths about the original masterpiece. There
is no indication whatsoever that Hunter wrestled With any of
the profound gualities of Stevensonts "mystery". Because of
this, a classic is turned into a melodrama.

The differences that exist between the original and
the teleplay are very great. According to Stevenson Dr.
Jekyll is a pleasant man with a certain wildness of character.
He tries to be upright, in what we would now call the
Victorian sense, but he feels the need to engage in what he
calls "undignified pleas ures".l The object of his experiment

is to split his dual nature so that he can be good --

unhampered by his evil side, and evil -~ unencumbered by

L

Robert LOUlq Stevenson, Strange Case of Drt Jekyll
and Mr. Hyde (New York: Current Opinion, 1922), p. 379.



conscience:
If each, T told myself, could but be housed in separate
identities, life would be relieved of all that was
unbearable; the unjust might go his way, delivered
from the aspirations and the remorse of his upright
twin; and the just could walk steadfastly and securely
on his upward path, doing the good things in which he
found his pleasure, and no longer exposed to disgrace
and penitence by the hands of extraneous evil. (Novel, 375.)

Dr. Jekyll wants to indulge himself. The strains of being

"good™ weigh heavily upon him.

Televisiont's Dr. Jekyll has no such negative impulse.
His desire is "to liberate the more upright twini! If we
could erase man's baser instincts, the human race might make
something . . . of this all too imperfect worldi"

Another point of departure that indicates the peculiar
interpretation placed upon the story by Hunter is found in the
- question of stature. Huntert's Dr. Jekyll, played by Jack
. Palance, is an excessively shy and quiet individual. Stevenson
suggests a more robust figure, greying, full-faced, and at
fifty odd years just in control of a vital capacity for having
fun. Similarly, Huntert's Mr. Hyde is large, robust, athletic,
and -- initially -~ attractive to women. Whereas Stevensonts
Mr. Hyde was "dwarfish", "ugly", "pure evil", and his presence
was disturbing for ordinary beings since normal people are a
compound .of bad and good while Hyde was satanic in his nature.
(Novel, 378)

These changes derive from the adaptorts attempt to

modernize the short story. The first words offered in the
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teleplay, pontificated by a disembodied voice, are:

It has been said . . .

That many men have found their way

Through the Valley of Violence

To the Palace of Wisdom;

But if all men

Must learn wisdom tomorrow.

From violence today . . .

Then who can expect

There will be

A tomorrow?
The sentiment does not exist in Stevenson. It is an expression
of a modern, not altogether clever idea. But it is an
indication of the direction of Hunterts approach to the
process of adaptation. The potion Dr. Jekyll drinks becomes
a "drug", almost as though the dignified researcher was in
some respects a hallucinated hippy. Hunter is concerned with
evolution and "mants inborn sense of values'", while Stevenson
is much closer to the traditional stance on good and evil.
In the text of Stevensonts short story there is a startling
proclivity to use the name of the Deity. 1t appears again
and again. Hyde is "Ysatanic", a "lost soul™, "hellish". The
characters talk of "moral turpitude", and "original evilM,

In Stevensonts account there is a hell, a heaven, a

Deity, and perhaps even a manichean situation where the
angels of good and evil war for the souls of men. For Hunter,
evil emerges from the past. Man is on the road to perfection,
but he is dragged down by "baser instincts", something
primeval in his nature that, perhaps, can be removed. He

makes the assumption that time will eradicate the darker

forces in men. Jekyll will simply, through chemical means,



87

speed up this process.

The original Dr. Jekyll knows that he is about to
create "twins" -~ one evil and one good. Television's good
doctor, always more simplistic than his precursor, makes a
bid to eradicate evil completely.

Stevenson and Hunter are at complete philosophic
odds. Hunter understands Jekyll in maﬁerialistic terms.
Stevenson is almost Augustinian in the mode of his thought.

This.is the broad, basic reason for the differences
in the shape and direction of the story. Other dissimilarities
proceed from other causes. In the teleplay, for example,
there is a chemist named Stryker, an unsavoury character who
supplies Dr. Jekyll with drugs, waits for the emergence of
Mr. Hyde and then attempts to blackmail the eminent doctor.
There is a dance hall préstitute named Gwynne who first of
all attracts the attentions of Mr. Hyde, and after his
disappearance attempts to seduce his alter ego. There is a
fencing master, a bar-room villain, a chorus line of beautiful
young women, and an English "mademe" -- all conjured uvup in the
mind of the adaptor.. Not one of these characters appears
in Stevenson's composition.

All of this is made necessary by the unusual nature
of Stevenson's tale. He wrote it-as a mystery story. Only
at the close is the reader aware that Dr. Jekyll and Mr.

Hyde are one. For the new rcader, unaware of the story's
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tradition, it would appear that Dr. Jekyll is being blackmailed
by his "employee', and perhaps even that he has been murdered
by the hideous dwarf, Mr. Hyde. But naturally the story,
told in this manner, could only be effective while the ending
was not generally known. Now that the outcome has become
firmly ingrained in almost everyonets memory, the story --
as a mystery -- has been destroyed. Quite simply, then,
suspense must be replaced by action. 1In the teleplay we know
from the outset that Jekyll and Hyde are one, we know why he
has conducted the experiments, and we only have to wait until
the playt's characters are allowed to share our omniscience.
Stevenson wrote a metaphysical story, Hunter wrote a
completely physical play. Too, the teleplay is ail denouement
-~ and for this reason it is tedious. The immediate problem
facing Hunter, I suspect, was to hide that tpdium by display.
I say "display" purelyhbecause all other alternatives were
barred. Television, cumbersome as it is, could only render
action within any individual scene by exploiting the motion
of the characters rather than by achieving action through
other means -- such as cutting. Settings tend to be elaborate,
but camera movement within the settings is simplistic. To
offset this liability and to create the impression of mobility;
scenes - in the sense of specific units of action -- are
short and to the point. Despite this economy, however,
dialogue within individual scenes does little to advance the

action of the story, precisely because we already know the



outcome. It's almost as though the script were marking time;
attemptiﬁg to fill out the required program availability while
staving off the inevitable and rather obvious conclusion. All
that the story can offer, therefdre, is incident: Mr. Hyde
fencing, Mr. Hyde slitting the nose df a street-fighter, Dr.
Jekyll gulping down the frothing liquid prior to a transformation,
GWynne with her friends in a sexy dance, Gwynne kiésing Hyde,
Gwynne being coy with the doctor, Gwynne being mistreated by
Hyde, Gwynne about to be murdered. Few of these elements
matter. They are incidents -- irrelevant incidents. 1In the
screenplay of_gglggmgggmgim, Jim correctly categorizes Hunter
and his adaptation: "It is an obscure and deliberately
sensational play. The author is another of these people who
claim to show virtue better by depicting vice." (Jules and
dim, screenplay, 36.)

No doubt- Hunter sought to make the story relevant
through modernization. The whole teleplay has a slender tie-
in with contemporary difficulties with perscnality-changing
drugs and their inherent dangers. Hunter chose to deal with
this surface similarity at the expense of Stevenson's more
timeless statement about mants capacity for good and evil
and the perilous balance that exists within him.

In coﬁfast'to Tan Hunterts flagranﬁ misuse of the Stevenson
story, the respect most adaptors pay to an original work of
literature is almost religious. It is this fact -- more often

than not -- that hampers the process of adaptation. Sometimes
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it is imperative that the original composition be modified
to assist it to make a successful transition from one
artistic form to another.

John Bethune, in his adaptation of Oscar Wilde‘s

Lady Windermere's Fan, was conscious of this need for

modification in his pruning of the stage comedy in preparation
for television. Pruned is the best wofd, for Bethune obviously
adopted a specific attitude towards the play. It is apparent
that he felt uncomfortable with the convention of the "aside"
and the soliloquy. And, in the effort to strengthen the hero
and heroine of the play, he chose to eliminate exclamations
that made them appear too sentimental. In other words, to
make the viewers identif'y with the ﬁwo recasonable people in

a sea of fops Bethune chose not to risk the alienation that
would have been the effect of too richly worded Victorian
moralizing. Bethune made his logical characters logical in
the sense of the Twentieth century. But Lady Windermere and
Lord Windermere are the only two characters who are updated
in this manner. The other men and women who inhabit this
play are left entirely alone simply because they were never
meant to be regarded seriously. Bethune astﬁtely realiged
that farce is only funny when it is placed against some
recognizable norm, and Lord and Lady Windermere must provide
this norm. Had they been left with all of Wilde's lines
they too would have struck the modern viewer as comical and
the play would have been less effective(riqures 13 and 14)

There is one other element that Bethune strengthened
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through the process of reduction. He modified the constant
stream of epithets that dot Wilde's writing. By so doing he
makes the remaining "witty sayings" more effective. In

Act T, for example, this speech by Lord Darlington is
eliminated: |

LORD DARLINGTON: Oh, now-a-days so many conceited
people go about society pretending to be good, that T
think it shows rather a sweet and modest disposition
to pretend to be bad. DBesides, there is this to be
said. If you pretend to be good, the world takes
you very seriously. If you pretend to be bad, it
doesn't. ,Such is the astounding stupidity of
optimism.

The speech is removed because it is not Wilde at his best,
and because too many other similar word-logic interplays
exist in that particular area of the drama.

In this consideration of modernization by elimination,
' examipation of this speech by lLady Windernere aptly displays
. the valuve of judicious editing. Here is the speech as it
exists in the stage play:

LADY WINDERMERE: T think that you spend your money
strangely. That is all. Oh, don't imagine I mind
about the money. As far as I am concerned,you may
squander everything we have. But what I do mind is
that you who have loved me, you who have taught me

to love you, should pass from the love that is given
to the love that is bought. Oh, itts horrible?

(Sits on sofa.) And it is I who feel utterly degraded.
You don't feel anything. T feel stained, utterly
stained. You can't realize how hideous Lho Tast six
months séem 1O me now -- every Kkiss you have given me

montns seem to_ = Bve SELRe

is tainted in my memory. (Stage play, pp. L1k - 15,

In the teleplay the underlined portion is eliminated. Enough

of a Victorian flavour is left with the opening statement.

-Osecar Xi]db "Tady Windermeret!s Fan" in Hesketh
Pearson, ed., E}igmﬁlgygmﬁgﬁggggr_Eilgg (New York: Bantam
Books, 196L), p. 5.



But the last assertion is somewhat foreign to a modern
audience and could possibly alienate the important sense of
identification with the heroine.

Two such processes of elimination coincide in the
beginning of Act IITL. A soliloquy is completely eliminated
and our respeclt for the heroine is left intact. This is the
‘sequence as 1t appears in the stage play:

Scene -~ Lord Darlington's rcoms. A large sofa is
in front of fireplace R. At the back of the stage
a curtain is drawn across the window. Doors L. and
R. Table R. with writing materials. Table C. with
syphons, glasses and Tantalus frame. Table L. with
cigar and cigarette box. Lamps 1lit.

LADY WINDERMERE (Standing by the fireplace).

Why doésnt't he come? This waiting is horrible.

He should be here. Why is he not here, to wake

by passionate words some fire within me? I am

cold -~ cold as a loveless thing. Arthur must have
read my letter by this time. If he cared for me,

he would come after me, would have taken me back

by force. But he doesn't care. He's entrammeled
by this woman -- fascinated by her -- dominated by
her., If a women wants to hold a man, she has

merely to appeal to what is worst in him. We make
gods of men, and they leave us. Others make brutes
of them and they fawn and are faithful. How hideous
life is . . . Oht! it was mad of me to come here,
horribly mad. And yet which is the worst, I wonder,
to be at the mercy of a man who loves one, or the
wife of a man who in onef's own house dishonours one?
What woman knows? What woman in the whole world?
But will he love me slways, this man to whom 1 am
giving my life? What do I bring him? ILips that
have lost the note of joy, eyes that are blighted by
tears, chill hands and icy heart. I bring him
nothing. T must go back -- no; I can*t go back, my
letter has put me in their power -- Arthur would not
take me back! That fatal letter! No! Lord
Darlington leaves England tomorrow. I will go with
him -- I have no choice. (Sits down for a few moments.
Then starts up and puts on her cloak.) No, No! T
Will go back! let Arthur do with me what he pleases.



I can't wait here. It has been madness my coming.

I must go at once. As for Lord Darlington -- Oh,
here he is! What shall I do? What can I say to him?
Will he let me go away at all? I have heard that
men are brutal, horrible ... Oh! (Hides her face in
her hands.) (Stege play, p. 33.)

In the teleplay Lady Windermere's indecision is
reflected in some uneasy pacing. Here is the sequence from
the Bethune adaptation:

(The scene is much the same as above.) Lady W. moves
from fireplace to sofa. OSits. Rises again, moves to
wall and rings for servant.
SERVANT: You rang, madam?

LADY W.: Yes. Will you get me a handsome. It've decided
not to wait for Lord Darlington.

SERVANT: Of course, madam. When his Lordship returns,
who shall T say called?

LADY W.: What?
SERVANT: You didn't give me your name, madam.
LADY W.: You need not tell him anyone,

SERVANT: T quite understand?! I1I'1l get you a cab at
once,

The effect of the two scenes is much the same, but the original
would have made Lady Windermere laughable. Bethune had to
avoid this at all costs.

Beyond these specific levels of change the play
stands intact. The stage movement is followed faithfully
simply because Wilde was enough of a craftsman to associate
movement with meaning, and Bethune realized this. Too, the

settings are not tampered with. The physical environment -

of stage play and teleplay are identical.
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The adaptor did not attempt to supplant Wilde, he
merely offered the older writer the benefit of his expertise.
By so doing he made the Victoriants work palatable to a
Canadian audience of the Sixties.

The play did not need to be radicelly revised, or
"opened up". It retained its idéntity as a period pilece:
formal, slightly archaic, and tremenddusly entertaining.

John Bethune had the good sense to leave well enough
alone.

Bethune, though, saw the need for some changes. The
next adaptor committed a great error by losing sight of the
structural and pacing needs of the visual form in his
efforts to remain true to his source.

Pale Horse, Pale Rider, Katherine Anne Porterts short
novel, is a very exciting prospect for adaptation. It has
a surrealistic flavour in which memory, imagination, and a
present heightened by the fevered hallucinations of the main
character interweave to make statements of enormous significance
about life, love, patriotism,'and death. 1In fact, the novel
has a plastic quality as it moves through a variety of states
of mind, and the images suggested by the writing are varied
and exciting.

A1l of this was spoiled by the incredible literalness
of Fletcher Marklets adaptation. Everything becomes words.
Thoughts become narrative, ascribed reaction becomes narrative,
and dozensAof instances where pictorialization would have

been superior are hampered by words.
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This, however, may have been as much the fault of
the medium as Mr, Markle. The novel demands a fluidity of
approach that 1s beyond the reach of conventional technique.
Blectronic television would have been forced to & level not
yet expiored, The fluidity is possible, but 1t would call
for e conplete exploitation of the visual ceapaclities of the
television eguipnment. Therec are signs in the adaptation that
some moves were made in this direction. But for the most
paxrt the teleplay exhibits a2 clever use of the normal methods
of production.

There are, however, other shortcomings. First of all
the teleplay follows the short novel with too great a level

-

of respect. And in the interplay of the different aspects

®

of time, and of re=lity and illusion, there is a2 confusion

genexrated that derives from & lack of consistency in technigue.

The teleplay opens showing Hiranda, the heroine, in

bed, From the first paragraph of description in the novel

Markle mines thoughts for Miranda, Here is the first

graph from the story:

In sleep she knew she was in her bed, but not the

bed she hzd lain down in a few hours since, and the

was not the game, but it was a room she had knowr

sonevhere., Hexr heart was stone lying upon her
breast outside of her; her pulses lagged and paused,
and she knew thal something strange was going to
happen, even as the early morning winds were cool
through the lattice, the stresks of light were dark
blue and the whole house was snoring in its Sleep.d

Katherine Anne Porter, The Collected Stories of

Porter (New York: Harcourt, Brace and World,

Eatherine
BT ey 577

Ine,, 1965), p. 2069,
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Harrative from a bed.

Figure 15,



The teleplay begine in this manner:

(voice over) The early
rning winds are cold through the

lattice, the streaks of light are

dark blue and the whole house snoring

of ff camera" volce fulfills a narrative

function and supplies what the adapltor considered importent

information that could not have been presented in & visual

way. But at the outset lHiranda's confusion over where she

P

was could have been &

Vasd

novm: by faclal reaction, by alternative

AL
1

glinmpses of two rooms, even throuzgh the use of sound patterns.
At the same time 1t shouvld be noted that the use of the

narration is not very effective. It

in Mirenda's mind, and -~ &8s a Tesult ~~ the initial sequences

the nilk white room in relation

to the mature HMiranda make no immediate sense,
At tnis.early-stage the teleplay l1links up with the

story end duplicates il exactly except for small instances

which can be accounted for by reasson of faully memorization

To show how the opening sequences of the scriplt were
visualized, the actusl narrative from the novel is reproduced
on the right hand column, while the visusl information

4.1 L0

appears on the left. Anv changes in the narrative from novel
g8 o &

o

o script are indicated in perentheses.



Miranda in bed.

Cut to shot of
little girl in a
white bedroom
getting dressed.
The scene is
slightly diffused.
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MIRANDA: (voice over) DNow I must get up
and go while they are all quiet. Where
are my things? Things have a will of
their own in this place and hide where
they like. Daylight will strike a sudden
blow on the roof startling them all up

to their feet; faces will beam asking,
where are you going (Miranda), what are
you doing, what are you thinking, how do
you feel, why do you say such things,
what do you mean? No more sleep. Where
are my boots and what horse shall T ride?
Fiddler or CGraylie or Miss Lucy with the
long nose and the wicked eye? How I

have loved this house in the morning
before we are all awake and tangled
together like badly cast fishing lines.
Too many people have been born here, and
have wept here, and have lauvghed too much,
and have been too angry and outrageous
with each other here. Too many have

died in this bed already, there are far
too many ancestral bones propped up on
the mantelpieces, there have been too
damned many antimaccassars in this house,
and oh, what accumulation of storied

dust never allowed to settle in péace

for one moment.

The limited action is already swamped in a sea of

words. The little girl dressing in the milky white of a

surrealistic background generates a mood, but the effect is

lost because of the

length of the scene. With the next line,

again following in exact step with the novel, the viewer is

brought back to reality:

Cut from child in
white room to tight
of Mirandats face.

Cut back to child
in milk white room.

MIRANDA: (voice over) And that stranger.
Where is that lank greenish stranger 1
remember hanging about the place, welcomed
by my grandfather, my great-aunt, my five
times removed cousin, my decrepit hound
and my silver kitten?

Why did they take to him, I wonder? And
where are they now? Yet I saw him pass
the window in the evening. What else
besides them did T have in the world?
Nothing.
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Nothing is mine, T have nothing but it
is enough, it is beautiful, and it is all
mine. Do T even walk about in my own
skin or is it something I have borrowed
to spare my modesty?
Cut back to tight Now what horse shall T borrow for this
shot of Mirandats journey 1 do not mean to take, Graylie

face as she lies or Miss Lucy or Fiddler who can jump

in bed. ditches in the dark and knows how to get
the bit between his teeth?

Slow dissolve to Early morning is best for me because

two dimensional trees are trees in one stroke, stones are

picture of trees.  set in shades known to be grass, there

Camera moves in. are no false shapes or surmises, the road

is still asleep with the crust of dew
unbroken. I'1l take Graylie because he
is not afraid of bridges.

In the original story this episode leads into a
sequence involving a figure of death. The child chooses a
pony and prepares to "outrun Death and the Devil." (Novel,
270.) Death in the guise of the "lank greenish stranger"
joins her on a ride which is real within the context of a
dream. In the adaptation the child rides a carousel and
Death suddenly appears on one of the ornate plaster animals.
The change is quite effective although it demonstrates the
self-imposed restraints of television: the reluctance to
move outside, the reluctance to use reality, the reluctance
to be freer in terms of movement.

These opening sequences effectively symbollize what
is wrong with the Fletcher Markle adaptation: the wordiness,
the failure to generate a visuval pace, and the claustrophobic

inability to make the medium move.

obvious visual quality to the words in the novel. Almost

McMASTER UNIVERSITY LIBRARY



nothing is eliminated. 1In é sense, the‘adaptation has been
executive in much the same manner as one might approach the
adaptation of a stage play to television: the one medium is
transferred to the other, with ﬁhe tacit assumption that pace
in one form of artistic creation is the same as the pace
requirements of another.

I suspect that Marklets approach to adaptation would
be similar to the technique taught by Eisenstein in the
Russian film institute. Eisenstein, according to Vladimir
Nizhny in his lLessons with Fisenstein, took a novel, broke
it into scenes, visualized the actions in those scenes, and
then developed his camera shots within the framework of that
action.

There is one great difficulty with this type of
development: the physical realities of the story might
tend to be retained at the expense of certain non-physical
realities. For example, on the purely physical level,

Pale Horse, Pale Rider is noteworthy. The problem is that

no solution was found to generate visually the information
and impressions that flow from the book. To resolve this
problem the words were Simply superimposed over the action
of the story. In other words, the process of adaptation

was only partly performed. So while Katherine Anne Porterts
Miranda is thoughtful, sensitive, and intelligent, Marklets

Miranda is -- even though her thoughts are expressed as

103
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internal monologue -- extremely verbose. The adaptor failed

to realize that an idea fills an instant, and that verbalizing
takes time. The words in the novel are not tedious because |
they stir up infinite images and associations, but the

viewer is unfortunately tied to the imagination of the
teleplayts visualizer -- the adaptor.

In addition there are basic errors in the visualization
of the novel. Images generated by Mirandats fevered imagination
are shown as diffused (an effect achieved in a variety of
ways, but most frequently by placing light diffusing material
around the camera lens leaving a clear area in the centre.

But some of the real sequences are acted out in suggested
rather than strictly realistic settings and, as a result, a
confusion exists. The child in the white room is an illusion,
part memory, part fantasy. However, the hospital where
Miranda visits wounded soldiers, although it is an actual
setting, has no roof, no real walls, no limitation in space.
Similarly the dance hall episode is acted out in a pool of
darkness with no defined physical boundary. The sense of
the story demands that what is real and present should have
a detailed, heavy, tactile quality -- and that what is
illusion should be fluid and mobile.

One other production choice mitigates against this
separation: the use of still pictures to indicate a scene.

A still shot of trees is used prior to the carousel sequence;

and Miranda and Adam, her fiance, are -- at one point --
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shown superimposed over a still shot of mountains to indicate

a picnic trip. This use of still is inadequate for two reasons:
the stills look like stills, and they detract from the scenes
in which they are utilized. These flat, static pictures are
also brought into play when Miranda foresees Adam's death.

The photographs are diffused and the result is that stills
which are meant to represent reality and stills which are

meant to represent imaginings are too closely related.

This additional problem in visuval interpretation is
unfortunate because the dream sequences are exciting prospects
for adaptation. Here is one such sequence from the book.
Miranda is in bed having had her chronic weakness diagnosed
as .influenza. She senses she is about to die and a number
of thoughts run through her mind:

T suppose I should ask to be sent home, she thought, it's
a respectable old custom to inflict your death on the
family if you can manage it. DNo, 1%1l stay here, this
is my business, but not in this room, T hope . . .

I wish I were in the mountains in the snow, thatts

what T should like best; and all about her rose the
measured ranges of the Rockies wearing their perpetual
snow, their majestic blue laurels of cloud, chilling
her to the bone with their sharp breath. Oh, no, T

must have warmth -- and her memory turned and roved
after another place she had known first and loved best,
that now she could see only in drifting fragments of
palm and cedar, dark shadows and a sky that warmed
without dazzling, as this strange sky had dazzled
without warming her; there was the long slow wavering of
gray moss in the drowsy oak shade, the spacious hovering
of buzzards overhead, the smell of crushed water herbs
along the bank, and without warning a broad tranquil
river into which flowed all the rivers she had known.
The wall shelved sway in one deliberate silent movement
on either side, and a tall sailing ship was moored near
by, with gangplank weathered to blackness touching the
foot of her bed. (Novel, 298.)
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The teleplay omits most of the verbal description and expresses
the sequence through the use of still pictures. Miranda
mentions the Rockies, the cedars, the warming sun, the

hovering buzzards, the tranquil river, and the tall sailing
ship. The teleplay, in association with weird music shows

each of these items, and the visuals, the sound pattern

and the strange mood developed closely parallels the feeling
created by the passage in the novel.

In sequences treated in this manner the adaptation
began to live, even though the production means were primitive
and lacking in fluidity.

On the whole, television adaptation is strangled by
an inability on the part of contemporary writers and directors
to use the medium properly. Electronic television -- just as
was the casc with early film -- is confused with Theatre.
It is also handicapped by its apparent similarity to film.
Electronic television, however, is not a clumsy
relative of film or a form with a close affinity for stage
works. It is a form that has a great potential that has
not been sufficiently examined on a theoretical or critical

level. Television itself is not primitive, it is used in a

primitive manner. For exémple, Dr. Jekyll and Mr. Hyde was
judged in the press a remarkable production merely because
it showed television in a new light. The cameras dared to
go outside to exterior sets, dozens of "extras" populated
the lavish-for-television scenes

, and a name actor -- Jack

Palance -~ condescended to appear on the electronic medium.
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And yet the play had all the appearances of what is normally
categorized as a "B" movie., What Surprised reviewers was
that television had the capacity to get out of the studio.
They failed to reslize that television was being used as a
replacement for the film camera, and that nothing new was
being accomplished by or for the electrornic medium. As a
film Dr. Jekyll and Mr. Hyde would have been ignored as

conventional. As a video tape production it had the element

of novelty = nothing more. For its part, Lady Windermere's

Yan is a satisfactory adaptation because the actual limitations
of electronic television make each version compatible with the
other. And Pale Horse, Pale Rider tried something new. It
knocked timidly at the door of potentislity, and hinted at
what is possible in the fTield of electronic adaptation:

1g

sonething quite different from film and theatre; something

with the capacity to escape slavish imitation of either.
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THE WASTE LAND

The novel, the short story, and the poem are all
collections, "word pictures"™. The reader proceeds through
all of literature with his head filled with images.

Scenes unfold; certain types of physical presences are
generated, and the reader -- through the medium of words --
builds a visible word within his own imagination. But

what the reader "sees" or visualizes is a purely personal

phenomenon. Elizabeth in Pride and Prejudice has one set

of physical characteristics for one individuval, and quite
another appearance for any other reader.

The adaptor is a reader. He visuvalizes a work of
literature in the normal manner. Perhaps to assist his
imsginative powers he might engage in some additional
research, but eventually he remains armed only with a
solitary visual reaction to a series of words, chapters,
or stanzas.

In any attempt to adapt written material to &
visuval forin.the writer must therefore assert a degree of
‘freedom. He must be prepared to say: "Beyond the direct
statement contained within this piece of literature, this
is how 1 see the images. You may see other images, you

may even quarrel with my interpretation. Yet this
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adaptation is, after all, nothing more than an individual
reaction to a work. It is not more correct, nor more
intolerable because it has been made physical in a film
form,"

Having said this, and extracting some of the
principles encountered in the earlier chapters of this
thesis, this section deals with an adaptation of T. 5.
Elict's The Waste Land to a television film format. 1
choose the.television-film format for a number of reasons.
The most telling, perhaps, is that this is the form with
which I am most familiar. Besides, electronic television
would be too expensive, and commercial theatrical release
of" something as austere as The Waste land would be unlikely.
On the aesthetic side, however, 1 prefer -- in this
instance -- a larger sét of images, a montage in which the
close~-up is favoured, and where the inescapable diffusion
of the television-film image would add to the remoteness
of the pictures. A pure electronic image would be too
stark, and high resolution 35 mm would have to have this
gentle diffusion artificially imposed.

The Waste Land assists the process of adaptation

because it has a filmic quality. It jumps radically and
abruptly from scene to scene, and it reads very much like
a scenario. Yet it is filmic only in the most modern

sense. Film today -- like Eliot's poem -- tends to be
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non-sequential, non-linear in development, and more
interested in total impact than upon individual

characterization. The Waste Land is like a mosaic: it

is made up of distinct, yet uniform impressions, and the
whole is simply a more intense statement of what is said
varyingly in the poem's separate "scenes".

The greatest guideline to tﬁe visuvalization of
the poem lies in an appreciation of what the whole poem
seeks to say or imply. 1In other words, what -- essentially --
is Eliot saying? This is the procedure followed by
Truffaut in his adaptation. Some sentence is found that
represents the spirit of the work to be adapted; some
statement that, in itself, supplies a satisfactory
definition. As the adaptor I have chosen to believe that
The Waste Land says that life without some spiritual
basis is empty, futile and hellish, and that where this
condition exists superstition supplants faith, physical
love supplants love in the Christian sense, and time
becomes a threat of obliterated identity.

Once the definition is chosen the whole means of
production must work to yield this impression. The music
must contribute, the editing, the camera movement, the
acting, the settings, the lighting, the use of sound, and
the cadences associated with the dialogue transferred

from the poem to the scenario.
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There i1s, in the poem, a narrating voice. This
voice encapsulates the poem and carries the reader from
scene to scene! thus it would be appropriate in this
instance to have an "off camera" narrator to guide the
viewer through the film, commencing with "April is the
cruelest month" and ending with the reptition of "shantih",.
But that would be.too simplistic. What is more satisfying
is to search out filmic eguivalents. This is to assert
that the images generated by the poem are to some extent
as important as the verbal framing of those images. There
is little value in having the poem read as it exists on
paper, paralleled by a series of supporting images. 1In
a visual medium the image becomes superior to the word.

At the same time, however, a unity must be
imposed on the pictorialized version of the poem, and it
is not sufficient to trust to the despairing mood of the
various scenes to impose a single identity on the group
of otherwise unrelated episodes. To answer this need
cross references have been introduced. The women
attending Madame Sosostrist fortune-telling session
reappear. And in a visual reprise in the adaptation's
seventeenth scene characters are re-introduced to establish
the thematic unity of the whole piece.

Sound patterns and music also present elements
of linkage: thunder and the threat of thunder is always

in evidence, and the musical themes -~ in orchestraticn
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and in melodic line -- establish an overall identity.
A1l of these considerations have played a role

in the development of the following scenario.

The Waste Land

SCENE 1: MUSIC: STRING QUARTET IN DISSONANCE. SEARING
HIGH NOThRS.
SOUND:  WIND. A TOUGH OF DISTANT, RUMBLING
THUNDER. HINT OF DBIRDS.

Pool of water reflects a turbulent sky. Tmage is
shattered by falling drops of rain. Pan of tracery of
leafless trees black against the sky. Dissolve to
remnants of snow on bank of grass. Cut to extreme tight
as gleaming drops of water fall to a matted tangle of tall
grass and leaves. Cut to small clump of flowers and zoom
back swiftly and smoothly to reveal a crowded scene of
ancient and over-ornate tombstones. 1In scries of quick
cuts show hands pointing heavenward, stone angels, defaced

dates.

SCENE 2: MUSIC: HARPSTCHORD WITH SLOW THEME.

S@Uhj CLOCK TICKS THROUGHOUT. WATURAL SOUNDS

TN ROCH. HINT OF OUTSIDE 1HUNJPR

Start dolly shot on ornate porcelain clock and truck to
tea service. The camera looks down to see ornate carpet
"underfoot™. Behind teaset, out of focus, two figures
can be seen. Cut to two shot of woman and servant. The
old woman is in bed covered with an elaborate blanket.

The servant stands, bored and stiff. The old woman is

7



animated and friendly, although it becomes clear that

she is speaking to herself. Cut to extreme tight shot

as the old woman shuffles a group of delapidated pictures.

The first shows a young couple in the dress of the 1870fs
peering out of lattice work. The second is a posed

photograph of children.

OLD WOMAN: Summer surprised us, coming over the
Starnbergersee

With a shower of rain; we Sbopoed in the colonnade,
And went on in sunlight, into the Hofgarten,

And drank coffee, and talked for an hour.

Cut to clock as it chimes. For the moment the conversation

is disrupted, although it is still possible to hear the
sound of the words. Cut back to the old woman. She is

laughing and coughing at the same time.

OLD WOMAN: (LAUGHING AND COUGHING) Bin gar keine Russin,

stamm?! aus Litauen, echt deutsch.

The picture of the children in extreme close-up. It
jiggles in front of our eyes.

OLD WOMAN:  And when we were children, staying at the
archdukets, ) ¢ =

My cousint's, he took me out on-a sled,

And I was frightened, He said, Marie,

Marie, hold on tight. And down we went.

In the mountains, there you feel free.

Extreme tight of the old woman's wasted face. She sighs

a long sigh, 1lifts her wrinkled hand to her face and

rumples her eyes.
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OLD WOMAN: (SIGHS) DNow I read, much of the night, and
go south in the winter.

SLIGHT ECHO.
SOUND: DISTANT RUMBLE OF TRAFFIC. TINNY SOUND

SCENE 3: MUSIC: PIANO EXERCISES PAINFULLY EXECUTED.

TFROM RADIO IS TN BACKGROUND.

The camera moves over a demolished house. From time to
time the camera "looks up" and the lens is flared by a
searing sun in a cloudless sky. The clusters of bricks
form odd shadows and gusts of wind toss up little clouds
of dust. One whirlwind bearing dust moves across a
level section of ground. The camera zooms to the
whirlwind. The music creates a feeling of tension.

Then there is complete silence.

SCENE k: MUSIC: APPROPRIATE SEQUENCE FROM WAGNER®S

"EHLQTAU UND ISOLDET,

SOUND: TROM SCRATCHY VICTROLA.

Tight of girlts face looking up. Her hair is tangled
over the stripes of a mattress. She looks wan and
strained. Tilt up to man who is looking down directly
to her face. He does not want to speak; he wants to
make love. OShe is desperately trying to make the
interlude romantic. He is observing this decorum; but

not very graciously.

YOUNG GIRL: "You gave me hyacinths first a year ago;

They called me the hyacynth girl.®

MAN: Yet when we came back, late, from the Hyacinth
garden,

Your arms full, and your hair wet, T could not
Speak, and my eycs failed, T was NELTHER
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Living nor dead, and I knew nothing,

Looking into the heart of light, the silence.

The last few words were choked out rather than spoken.
The two heads Jjerk together abruptly and roughly. Cut
back to the record player.

MUSIC: Oed' und leer das Meer. The music sweeps up to
a_climex.

SCENE 5: MUSIC: ONE SUSTAINED NOTE ON A VIOLIN. IT

BEGINS QUIETIY AND BUILDS IN VOLUVE.
SOUND: NATURAL SOUNDS.

Old, haggard woman with far too much make-up, and too
extravagantly dressed blows her nose in an extreme tight
shot. Then she sneezes roughly. Camera pulls back to
reveal woman at table with three dowagers, all very well
dressed. They look polite, intelligent, and very
wealthy. Cut to the haggard lady's hands as she expertly
manipulates a deck of cards. It is the Tarot deck with

its peculiar illustrations. The cards are dealt.

HAQQ@EQJKTEQ“ Here -

Is your card, the drowned Phoenician Sailor,

(Those are pearls that were his eyes. Look!?)

Here is Belladonna, the Lady of Lhe Rocks,

The lady of 51tuauwon3.

Here is the man with three staves; and here the Wheel
And here is the one-eyed merchant, and this card,
Which is blank, is something he carries on his back,
Which T am forbidden to sece.

Tight shot of fortune tellerts face. She looks very
troubled for a moment as she searches for the missing

card. There is an intercut of the other faces, also
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troubled. They have a look of questioning.

HAGGARD WOMAN: I do not find
The Hanged Man.

She becomes very mysterious. Her face darkens.

HAGGARD WOMAN: Fear death by water.
1 see crowds of people, walking round in a ring.

(A face, grey and bloated, appears for a brief glimpse.

It is framed in bubbles.)

There is a quick cut of a ring of people from the point
of view of a casket being lowered into a grave. The
fprms of the people are dark against the sky. Cut to
ring in the mouth of a brass lion door-knocker. The
door opens. As women.exit they block our view. Pan

to fortune teller.

HAGGARD WOMAN: Thank you. If you see dear Mrs. Equitone,

Tell her I bring the horoscope myself:
One must be so careful these days.

The door slams shut and is locked.

SCENE 6: MUSIC: STRING BASS WLTH LONG, LOW PEDAL NOTE.

ol N = R oy ko e Alina o MO b oot Mot ey A o TR e i i

OVER THLIS WE HEAR THE OCCASIONAT, TAP OF A TYMPANT.

SOUND: THE NATURAL, SOUNDS OF THE CITY, ATLTHOUGH

THEY ARE CURIOUSLY DRAWN OUT.

Pan over the city. It is covered with a heavy morning
mist mingled with industrisl fog. Cut of a gargoyle on

the cornice of a very high building. Cut to the grimace



on the face of the gargoyle. Look down to see the people
on their way to work. The traffic, the people, all move
lethargically. Cut to face of tower clock. Tt is nine
otclock. Heavy chimes begin to sound. At street level
faces blurr past the camera in tight shots, moving in
and out of the frame. 1In a tight shot from DIRECTLY
overhead two men recognize each other. It 1s possible

to hear their conversation. It is inane:

MAN 1: Oh, hello there.

MAN 2: Hello. I didn't recognize you at first. And
how are you?

MAN 1: Quite well, thank you. And yourself?

MAN 2: Very good. You know, I haven't seen you since
the war. Are you still with the same {irm?

MAN 1: UNo, T moved on with the Bank of England.

MAN 2: sn't that wonderful. Well, itts getting on.
I had better get to the office. Trust wefll
meet again. Goodbye.

MAN

}_’

Goodbye.

Over this conversation is superimposed a voice on echo

chamber. The voice is theatrical and somewhat sinister.

VOICE: Stetsont

You who were with me in the ships at Mylae!

That corpse you planted last year in your garden,
Has it begun to sprout? Will it bloom this year?
Or has the sudden frost disturbed its bed? -
Oh keep the Dog far hence, thatts friend to men,
Or with his nails het'll dig it up again!

We cut to street level as both men separate. Cut to



each face in turn as they move apart. Their expressions

are set, sad and dreary.

VOICE: Yout! hypocrite lecteur! - mon semblable - mon
frere!l :

SCENE 7: MUSIC: POLITE DINNER ENSEMBLE. TT PLAYS A

MECHANTCAT, LITTLE THEME IN A THIN MANNER.
SOUND: NATURAL SOUNDS IN THE ROOM. THE

MEREST HINT OF THUNDER TS HEARD.

Profile of dark woman as she stares directly ahead. Her
mascara 1is heavy. Her hair, combedldown, is set with
jewels. She holds a small mirror in her hand and she
moves it slowly behind her to catch other aspects of her
appearance. She puts the mirror down on the counter of

a marble-topped vanity table. The fingers of the hand
are heavy with rings. The hand is slender, beautiful,
and white. Tt trembles slightly. Cut to extreme tight
shot of a leering cupid, a figure on a candelabra. Tilt
up to the candles themselves. The little flames move and
cause a halo on the lens. Tight as the woman's hand
wanders over the items on the vanity. Sometimes she
picks up e lipstick, sometimes a perfume atomizer. After
each addition she 1lifts the smaller mirror and examines
the effect. ©She is not happy about the results. She
raises tweezers to her face and plucks an eyebrow hair.
For a moment her expression becomes a mask of pain.

Heavy logs blaze in an open fireplace. The flickering

light illuminates the porcelain framing of the fireplace
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which displays a dolphin on the surface of a raging sea.
The mantel is littered with well bound books, expensive

porcelain figures, and -- just above the centre -- there
is a setting; in water colours, of a young woman in

flight from a frowning man. Other pictures on the wall

are equally sentimental, equally stiff, equally lifeless.

Shoot tights of staring faces within the paintings. On a

heavy carpet we see highly polished shoes as a man descends

the stairs.

Cut to woman as she pulls her brush through her hair.
The static electricity causes the hair to stand out
unnaturally. The shot is framed in such a way that we
see the fireplace Jjust beyond the women. It looks, for
a moment, as though her hair was luminous. The brush
falls to the marble table with a crash. Qut to woman's

face as she cringes, almost at the point of tears.

WOMAN: (HER VOICE IS DEMANDING. THERE IS NO TRACE OF

WARMTH OR TENDERNESS) My nerves are bad tonight. Yes,
bads Stay with me.

Speak to me.

(SHE SWINGS AROUND IN HER CHATR. FOR THE FIRST TIME WE
SEE THE MAN SHE IS ADDRESSING. HE IS DARKLY HANDSOME.
BUT HE TOO IS PALE. HE LIGHTS A CIGARETTE CASUALLY WITH
A HEAVY GOLD TABLE LIGHTER)

Why do you never speak. Speak.

What are you thinking of? What thinking? What?
I never know what you are thinking. Think.

MAN: (HE BLOWS OUT A SCREEN OF SMOXE AS HE MOVES TO THE

317
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FIREPLACE. HIS VOICE IS COMPLETELY COLD. HE DOES NOT
DESIRE TO REASSURE HER.)

I think we are in ratst? alley

Where the dead men lost their bones.

The woman resumes the combing of her hair. An extreme

tight of her eyes shows an unreasoning hysteria and alarm.

WOMAN: What is that noise?

MAN : (WLTHOUT LOOKING UP. HE HAS BEEN THROUGH THIS
BEFORE) The wind under the door.

WOMAN: (TURNING SLOWLY) What is that noise now? What
is the wind doing?

MAN : (DISGUSTED. THE CAMERA MOVES FROM HIS FACE TO
THE ASH TRAY WHERE HE CRUSHES HIS CIGARETTE)
Nothing again nothing.
The woman Jjumps to her feet in ferocious anger. She
moves towards him as she speaks. Her voice is controlled
but steely cold.
WOMAN: Do you know nothing? Do you see nothing? Do
you remember nothing?
MAN : (UNMOVED. HE PAUSES FOR A MOMENT, PLACES HIS
FINGERS TO HIS LIPS, AND THEN SMILES MEANLY)
I remember (PAUSE)
Those are pearls that were his eyes.
As these last words are spoken several quick cuts
identify this woman as a member of the fortune telling
group. Heretofore, she had not been recognised. Now
it is clear. The man moves away from her and lounges

in an upholstered chair. He leans over to a heavy radio.

He moves the dial which disrupts the "polite dinner musict,
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Another station is aired. The music is jaunty.
The woman moves after him. She is attempting to shake
him into some form of reaction.

WOMAN: (SCREAMS) Are you alive, or not? Is there
nothing in your head?

The man (CLOSE UP OF HAND) merely turns up the volume
control of the radio as a vocal group sings out:

O O O O that Shakespeherian Rag ——

Itts so elegant

So intelligent

Tight shot of radio as woman shovés it to the ground.
The music stops abruptly. The woman is completely
distraught. She is openly sobbing. The running mascara
has disfigured her face, the tidy hair is tcusled, and
her body -- earlier straight and contrclled -~ is bent.
WOMAN: What shall T do now? What shall T do?

{CUT TO TIGHT -OF FACE) T shall rush out as I am, and walk
the street with my hair down, so. (SHE MOVES BACK TO
HER DRESSING TABLE CHATR AND SLUMPS DOWN. THE- THREAT TS
OVER) What shall we do tomorrow?

Whet shall we ever do?

Cut back to husband. He is unconcerned, or at least he
is used to this sort of display. He lights another
cigarette. He itemizes the "things to be done'" on his

fingers with grim humour. Then he: places his hand to

his face. His features become incredibly sad.

MAN: The hot water at ten,

And if it rains, a closed car at four,
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And we shall play a game of chess,
Pressing lidless eyes and walting for a knock upon the
door.

SCENE 8: MUSIC: OUT OF TUNE PTANO PLAYING ENGLTSH MUSTC
HALL SELECLTONS, FRON TINE TO TIWE A GROUP OF
LOUD VOICES JOINS TN A CHORUS.

SOUNDS: NATURAT, SOUNDS OF A PUB.

Rain falls on a deserted city street. It is late evening.
The lights of traffic can be seen in the distance. The
sounds of the pub are muted. Rain drops run down the
stained glass of the pub window. At this vantage point
the voices are clearer. 'Cut to hands on the piano.
Quick cuts of faces as they sing. Cut to corner of the
pub where a brashly dressed woman in her late twenties
is talking to two equally brash friends. Cut to tight
of speaker. She has a heavy London accent, and her face
is contorted as she emphasizes her statements. Every
word she utters is emphatic.

WOMAN: When Lilts husband got demobbed, I said --

I didn't mince my words, 1 said to her myself,

Out of the background comes a heavy masculine voice.
With each repetition it becomes more insistent and

forceful.
VOICE: HURRY UP PLEASE ITtS TIME

WOMAN: Now Albertt's coming back, make yourself a bit
smart.

Hetll want to know what you done with that money he
gave you e
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To get yourself some teeth. He did, I was there.

You have them all out, Lil, and get a nice set,

He said, I swear, 1L can't bear to look at you.

And no more cantt I, T said, and think of poor Albert,
Het's been in the army four years, he wants a good time,
And if you don't give it him, there's others will, T said.

In the statements that indicate Albeft's wife's comments
we actually see her. She is in what was called in
Britain, a Single-end, a kitchen-living room. She is,
as she is described in the poem, toothless. Her hair is
wrapped in a turban. Nevertheless, she is still fairly
pretty. Part of her beauly derives from a certain
vulnerability. We never actually hear Albertt's wife.
The voice throughout is the voice of the snarky, brash
young woman in the pub.

Albertts wife turns quickly from the dishes to face pub
woman.

WOMAN: Oh is there, she said, and give me a straight
look. '

VOICE: HURRY UP PLEASE IT'S TIME
WOMAN: (Full shot of her face. When we see the pub
woman she is always in the PRESENT, in the pub.)
If you dontt like it you can get on with it, 1
said. Others can pick and choose if you can't.
But if Albert maskes off, it won't be for lack
of telling. ‘
You ought to be ashamed, T said, to look so
antique. -
(And her only thirty-one)

(TIGHT OF ALBERT®S WIFE. ONCE AGAIN SHE MOUTHS IN
SILENCE THE WORDS OF THE PUB WOMAN. SHE IS UNABLE TO
RETALTATE AGATINST THE PUB WOMAN. SHE IS BEGINNING TO

BACK DOWN.)
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I cantt help it, she said,'pulling a long face,
Itts them pills 1 took, to bring it off, she said.
(CUT TO TIGHT OF PUB WOMAN IN PUB AND THE REACTION OF

HER LISTENERS)
(Shets had five already, and nearly died of young George.)

(CUT TO TIGHT OF ALBERT®S WIFE AS SHE MOUTHS THE PUB
WOMAN®S WORDS ONCE AGAIN. SHE MOVES TOWARDS A CHAIR,
TURNS, AND SLUMPS DOWN. )

The Chemist said it would be all right, but Itve never
been the same.

(TIGHT OF PUB LADY AS SHE SNEERS) You are a proper fool,
I said. : ;

Well, if Albert won't leaw you alone, there it is, I said,
What you get married for it you dontt want children?

VOICE: HURRY UP PLEASE IT!S TIME

HURRY UP PLEASE ITtS TINME
(PUB LADY LIFTS MUG OF BEER TO HER FACE AND DRAINS IT.
HER FACE, SHOT THROUGH THE BOTTOM OF THE MUG, IS
DISTORTED AND UGLY. ZOOM INTO A TIGHT SHOT OF THIS
TIMAGE.)

The pub frpm outside. The figures leaving the pub are
black‘againét the lights of the stained glass pub windows.
The shapes move to the right and to the left. The street
is black and shiny. A rumble of thunder sounds.

VOICES: Goonight Bill. Goonight Lou. Goonight May.
Goodnight.



Ta ta. Goonight. Goonight,.

One group, after raucus lauvghter, starts to sing
"Goodnight TLadies™.

VOTCES: Good night, ladies, (the voices put on a

feigned politeness) good night, sweet ladies, good night,
good night.

Street shot from tbp of building on opposite side of the
street as the crowds of people disappear into the

darkness.

SCENE 9: SOUND: LOW MOAN OF WIND. OCCASIONAL SOUND

OF SPARKOWS

Follow shot of leaf as it falls to a wet bank of &
river. Dissolve to another group of leaves as ﬁhey
tumble from almost completely bare trees. The wind
catches the leaves and they flutter off to camera right.
Dissolve and continge te pan right past trees that are
black and bare against a cloudy sky. Cut to empty park
bench. Cut to deserted row boat. Lying on the bank; it
is filled with clear rainwater. A leaf falls, touches
the water in the boat and is blown smoothly across the

surface to join a cluster of matted leaves.

A stone plunks into the river near the shore. Ripples
form and spread outward. In a reflection, hazy and
disturbed, three women in Elizabethan court dress move

through a tangle of branches.

=
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MUSIC: INTRODUCE, TN ASSOCTIATION WITH THIS IMACE,

e

OF A VIRGLNAL.

SOUND: RUSTLh OF BRANCHES AND THE LIGHT LAUGHTER
(o) YOUNG UOVL

The image slowly disappears. Then a sauce bottle bobs
past in the water. Cut abruptly ﬁo black trees. Pan

and dissolve to huge, black gas house and industrial
stacks. Dissolve to the peculiar multi-colour effect of
gasoline on the surface of moving water. Tilt up eas a
sleek rat plCPS its way stealthily over newspapers and
tins 1oaged beside the roots of a rotted tree. A black
knotted line dips into the water causing smooth rings to
move away from the point of contact. Cut back to the rat
as it topples a tin in its search for food. Cut back to
extreme tight of the line as the knots move upward. A
cut away to cars moving over a bridge with the lights
turned on. A sound of honking is heard in the distance.
The rat, in a nght shot, looks up gquickly at the camera.
The line moves out of the water, absolutely empty. The
line waves back and forth like a pendulum. The water
droplets fall. Dissolve to very high shot of streams of
traffic at dusk. A whistling of "The Moon Shines Tonight"

is heard. It is slow and joyless.

SCENE 10: SOUND: NIGHTINGALE. AS SOON AS IT IS HEARD

'S SPEEDED UP TO A SCREAM,

=il
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We see an office door. There is movement behind the mottled
glass. Suddenly the door bursts open. A young woman, at

the point of tears, is pursued by a middle-aged man in a



crumpled business suit. As they move towards the camera

they argue.

GIRL: Please leave me alone?
MAN : (WITH SLIGHT FRENCH ACCENT) This is ridiculous.
GIRL: T warn you . . . |

MAN : Surely there is nothing wrong in a friendly meal
and a friendly chat . . . is there?
They blunder past the camera and down a narrow, dark

staircase. The argument is continued as they descend.

SCENE 11:

Tight shot of the face of an effeminate looking man as he
examines his bi-focals. He cleans his glasses with a
dish towel and shuffles, in loose slippers, towards a
window. He separates the lace curtains, opene the window,
places a pillow on the ledge, and leans out. We see him
as he leans out from street level. His home is in a
four-storied tenement building. As he watches men and
women ehter the street, children place a game on the
sidewalk, and a coal cart lumbers through. The man pulls
his head inside the window, looks around the corner. He
watches her with great interest. She enters a tenement
on the opposite side of the street. The man moves inside
~his room, takes away the pillow, closes the window and
moves to a small gas range where a whistling kettle is
Steaming; He puts the boiling water in a tea pot. His

hands are puffy and white. There is a sense of urgency



as he pours a cup of tea, then he shuffles back to the
window and watches across the street. Zoom to a young
woman's window. The young woman moves to the window
where a sink is located and uninterestedly places dirty
dishes in a basin. Cut to interior of her room as she
lights the gas range. ©She opens a cupboard and lays out
foodtins. At the window she rearranges underwear in the
sill, moving them into the sunlight. On the chair,
untidily arranged, are tle clothes worn on the previous

day.

Cut to the effeminate man at the window. He puts the
drained téa cup down. Lifts it again and glances at the
design of the tea leaves. The cub is placed on a little
table beside a bowlful of flowers, and the curtains are
eased aside. Cut to effeminate mants face. He smiles,
and then wipeé his mouth. 1In the street a young man

has arrived at the entrance of the girl?s "house™., He
disappears from view. Cut to effeminate man as he lights
a clgarette and draws on it energetically. He looks

expectant, nervous, tense. Once again a long, slow zoom

to the window as we see man and woman in room. The couple

acts out a pantomime. The young man comes up behind the
girl, grips her by the shoulders and gives her a rough
kiss on the neck. She turns, looks at him, and then

reaches to pull down the fringed blind.

The eiffeminate man is obviously disappointed. He turns

Y
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into the room, picks up a book, and lies on the sofa.
Suddenly he throws the book aside. Cut to his eyes. He
stares uvpward, grimacing. Matched dissolve to the girlts
face as she lies on the divan. The young man kisses her
on the forehead and pushes himself upward. Cut to tight
of the young mants face. He looks uncomfortable. Cut

to effeminate man; prone. He closes his eyes. A tear
runs down the side of his face. Cut to young man. He
mouths, in silence, a goodbye, opens the door, and

vanishes into a dark hallway.

The young woman rises from the divan; looks in the mirror,
sighs a long sigh, smooths her ruffled hair, buttons her
dress, and -- walking to the gramophone -~ chooses a
record. A tight of her face reveals some irritation.

The music, "Roses of Picardy")whines up to the proper
speed. She slumps down on a chair, staring. The recording

hits a locked groove, but she doesn't notice.

SCENE 12: MUSIC: THE MUSIC OF THE PREVIOUS SCENE "THE
TOCKED GHOOVEY 15 CARRLED OVER AND HBILD FOR A
FEW SECONDS .
SOUND: _THE LAPPING OF WATER.

We see the banks of the Thawes from a barge. The shape

of the. barge, from time to time; forms the foreground of
the shot. The bank iS; of course, covered by clusters of
untidy buildings. Little docks shoot out into the water
and cast shadows on the slow rise and fall of the smoothly

heaving water. The water itself looks black and heavy,



almost Llike tér, From a river-side pub pleasant lilting
music is heard. There is a chorus of voices. Then the
form of a spired church blocks the skyline and the music
fades off to be replaced by a throbbing organ note. Black
barges heave in the wash of the river. In the half-light
we can see debris clustering around a floating railway

tie. Organ note increases in volume.

Suddenly there is the flash of iens flare. Bright
sunlight reflects on the gold ornamentation of a slender
boat as it moves swiftly through clear; blue water. Above;
trees heavy with leaves toss in the breeze. A series of
oars 1ift and fall in time to the music of a lute. Voices
tinkle in the background. The wash caused by the craft,
never fully seen; ripplés along a green shore. Startled
deer bound through the shaded forest; and thousands of
birds set up a cry of life. Rich toned bells begin to

sound, and others, in answer, peal farther downstream.

)
Blue and white pennants flutter against the sky. A
slender hand reaches down past the gilded edge of the
craft and touches the clear water. Above the trees;
while towers glide past; lavghter mingles with the
chimes.

SCENE 13: SOUND: NOTSES OF THE STREET. CHTLDREN SKTIPPING

AND CHANTING FORM A RHYTHHIC BACKGROUND.

A women in a smart coat, trimmed with fur walks past

3
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tenement houses. We recognize her as one of the fortune
tellert's clients. She wears the same clothes that were
worn in that scene. She passes children who dre skipping.
Her voice is heard behind the action.

WOMAN: (TN THE SAME BEAT AS THE CHILDS® SKIPPING) Trams
and dvusty trees.

Highbury bore me. (CUT TO TIGHT OF HER FACE)

Richmond and XKew undid me.

The rhythm of the skipping rope continves but we now see
a canoe from the side. Only knees suggest the presenceA
of a woman. But a young man is lowering himself forward
and the canoe is rocking awkwardly.

WOMAN: By Richmond I raised my knees

Supine on the floor of a narrow canoe.

The canoe is viewed from directly overhead. It rotates,
almost like a compass needle.

{: My feet are at Moorgate, and my heart

WOMAN ;
Under my feet.

Extreme tight shot of pallid, but handsome young man as
he cries. He is speaking but his words are echoed out

of existence. He is very scorry for himself.

WOMAN: After the event

He wept. He promised fa new start?.

Zoom into closeup of younger version of the spokeswoman.

Come to rest on her eyes. She stares without blinking.
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WOMAN: I made no comment. What should I resent?

The well-dressed woman walks across a smooth stretch of
sand. Only the sea is behind her. The sound of skipping
has been replaced by the sound of waves.

WOMAN: On Margate Sands.

1 can connect _

Nothing with nothing.

She stops and looks at a boisterous family of working-
class people as they lope along sand looking for a
suitable picnic area. They shout; move Clumsily; and
jostle'one another. The mother is fat, the father is
skin and bone; the children are 1anky; and all are
incredibly white. The well-dressed woman's gaze singles
out the daughter. She is laughing. When the young girl
reélizes she is being watched she returns the stare,
becomes serious, and then ignores her observer. Cut.to
tight of well-dressed woman.

WOMAN: The broken fingernails of dirty hands.

My people humble people who expect

Nothing.

The well-dressed woman walks to a place where children
have built an elaborate sand castle. The young people
are standing in an excited group watching the onslaught
of the waves. She stops to watch. 1In a series of tight

shots we see the demolition of the castle by the surging
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waters. The waves seem almost angry. Sand towers fall;
walls crumble and the waves smooth out even the mounds.
The camera pans to notice that the waves have, reached and
surrounded the well-dressed womants patent leather shoes.
She makes no move to escape the surging water. The light
reflects in the water and gleams and dazzles, eventually

obscuring the scene by great flashes of light.

SCENE 14: MUSTC: SUGGESTS DEPTHS OF THE SEA.

SOUND: CLANGING OF BUOY WARIING BELL. AS WE

.

Dissolve to buoy on heaving sea, also suffused with
light. Tt rocks to and fro somberly. Dissolve to grey
mass of bubbles and the clanking sound as though beneath
the swell. A face, grey and bloated, passes the camera.
The hair dances in the current and the body rotates like
a stiff marionette. He spins faster and faster, while
slowly moving away from the camera until he disappears
in a flurry of bubbles.

SCENE 15: MUSIC: DISSONANT AND RUSHING
SOUND:  REALISTIC, ASSOCIATED WITH THE ACTION

A firebrand flares full screen. Rough, shadowed faces
move past camera {rom right to left. Firebrand lights
scene as sandled feet crowd around a barefooted man. AllL
the feet move to camera right. The camera comes to rest
as the sound of the movement diminishes. Bare feet

stumble repeatedly as though bearing a great weight.



There is a tremendous noise of Jeering, lavghter, crying,
angry éhouts, and wailing mixed with ponderous music that
accompanies each painful step. Cut to faces and hands

on a mallet as men are intent on hammering. The mallet
rises and falls, rises and falls. A great trunk of wood
slips into a hole and is heaved erect. Cut to mountains
against the sky. There is a rumble of thunder. Cut to
face of dead Christ. The features are distorted with

pain to the point of ugliness.

i

Three women look upward in disbelief. Match dissolve
from the youngest to the eldest. The faces are alike

and the impression created is one of aging.

SCENE 16: MUSIC: ONE LONG PEDAL NOTE THROUGHOUT

COMBINED WITH A WUSTCAL EFFECT THAT SOUNDS
LIKE K HEART BEAT.

SOUNDS:  REATLISTIC, ASSOCTATED WITH THE
ACTTON.

Dissolve to sandled feet of thin old man. He has a
desperate look to him as though he were searching. He
moves over rough; dusty terrain. The wind tosses up
clouds of dust. He is struggling up an incline. Cut

to his face. Cut to the face of the dead Christ. He
pauses to rest. The stones cut and bress into his hands.
He desperately wants to stop, but'he can not. He gets up
and begins to walk once again. Thunder attracts his
attention at the top of the mountain and he is enveloped
in a cloud of dust that whips and tears at his body.

Ahead of him he sees a group of people wrapped in black



cloaks. He walks towards them, his hand is stretched
outward. He attempts to speak but no sound is heard.
Tight of the faces of the people. The faces are
contorted, and they reject him. The old man staggers
towards a ruined mud hut. The door is sealed so he heaves
his body against it. As the door gives he wraps his
fingers inside the opening. Then the door is sealed
again by pressure from within .and his fingers are
crushed. Quick cut of mallet rising and falling. Cut

to hands in door. The old man writhes in pain. His
mouth opens; but no sound is uttered. He manages to pull

his hand free. It is dusty and bloody.

Sﬁot of gully. From the top of the frame the old man
stumbles into the cleavage in the earth and lies still
nursing his hand. . He sees water issuing from the ground.
Water runs over rocks. He stares around at huge black
pine trees and at the noise of thousands of birds. The
sound of the water becomes louder and louder. The old man
splashes through the water in joy. He reaches and brings
" the water close to his mouth. Cut to sand as it trickles
through his fingers. Cut as he looks wildly behind him.
Up the hill for a great distance there is the crazy
pattern of his footsteps in the sand. He falls, face

down, to the ground. Tight shot of his face as he moans.



Suddenly the old man stops. On the ridge of the hill
he is climbing there are two figures cloaked in white.
He waves, hopelessly. To his delight the two figures,

with exactly the same gesture, wave back.

Tilt up from sandled feet of young man and old man.
The stranger in the white cloak has his arms around the

older traveller. Tight of old man.

OLD MAN: Who is the third who walks always beside you?
(HE IS RAVING) When I count, there are only you and T
together

But ‘when T look ahead up the white road

There is always another one walking beside you

Gliding wrapped in a brown mantle, hooded

I do not know whether a man or a woman

-~ But who is that on the other side of you?

They arrive at the top of the hill, A droaning sound
fills the air.

OLD MAN: (LOOKING UPWARD, AFRATID) What is that sound
. high in the air?

STRANGER: (SLOWLY AND SADLY) Murmur of maternal
lamentation.

OLD MAN: (LOOKING OUT OVER A VALLEY. HIS EYES ARE
STRANGE AS THOUGH HE WERE IN A TRANCE.)

Who are those hooded hordes swarming

Over endless plains, stumbling in cracked earth

Ringed by the flat horizon only?

(MOVE TO HIS FACE) What is the city over the mountains
Cracks and reforms and bursts in the violet air
Falling towers

STRANGER: (IN A STGH) Jerusalem Athens Alexandria
(UNDER HIS BREATH. LOOKING DOWN.) Vienna,
- London.

OLD MAN: (WITH DISBELIEF) Unreal
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SCENE 17: MUISIC: RUSTLING SOUND CREATED BY VIOLINS

RUBBED AGATNST DAMPENED STRINGS.

An old, crouched woman with raven black hair pulls the
strands out tight and wraps them around her head. Her
gown is of yellowed lace. Cut directly from woman to

the gleaming face of a black bat. Wide shot of a

flutter of leathern wings against deécayed rafters. Move
in as bats crawl down a rough stone wall. Cut to face

of bat as it screams. The face is now upside down. Cut
to upside down towers. The hours of ten is chimed out
slowly. Move through a stone tunnel where the bell sound

resounds and has a thin metallic echo.

As the bell continues to ring the camera cuts to
mountains against a blue night sky. Clouds move across
the moon. The grass on a hillock waves in the breeze.
Dissolve to ornate tombstones as they lean at contrary

angles.

SOUND: A DOOR MOVES ON ITS HINGES AND STAMS

WITH AN L{RECULﬂR BEAT .

Begin tilt up of rich stained glass window. The form
suggests the figure of Christ, but the place where the

face should be is smashed and broken. Other windows

show jagged pieces of glass in the window frame. Dolly
down chapel aisle where debris litters the floor, and blank

pages flutter and turn in the wafts of wind. Cut outside



to trees against sky as they toss in the turbulent air.
Beyond the trees the clouds roll and fold. Quick cuts

of unkempt graves where the earth has sunken. Toppled
stones lie smothered in the grass. With a creaking

rusty sound the cockerel on the weather vane is tossed
back and forth almost as though agitated. The music

and the creaking combine to suggest the cry of a
cockerel; but it is eerie, drawn out; and mournful.

There is alflash of lightning behind the tombstones. The

cock whirrrs around almost gaily and rain begins to fall.

Black clouds tumble over mountains. Tight shot of leaves
as they are struck by rain. Water droplets hit the flow
of a river and then begin to lash the water. The thunder
roars ouvt. Lightning illuminates the OLD MAN from

SCENE 16. He falls on his knees, looks upward, while

the dashing rain covers his face. Thunder and blackness.
The lightning illuminates, briefly, a spider as it moves
across the top of a memorial stone. The face of the
stone is seamed by running, trickling rainwater. Thunder
and blackness. A key is inserted in a lock° The woman
from SCENE 7 turns hopefully towards the door as she
hears the sound. The door opens, slowly. Her face
contorts into a smile, her body relaxes. Then the door
closes once again without revealing the visitor. With
the closing of the door the smile fades on the woman's

face,
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Move in on day-time shot of woman from SCENE 13 with the
water iapping around her feet. Her hair tosses in the
wind. Waves tumble over one another., Tight as she
watches out to sea. In the distance a small sail boat
skuds along in the wind. It turnS; and leaps and surges
through the water. There is no visible helmsmzn., Cut

to her eyes. There is real joy in her face.

SCENE 18: MUSIC: VIBRATES TO GIVE THE IMPRESSION OF

SOUND: DULL, HEAVY ROAR OF THE SEA.

The camera moves rapidly.over sandy, rocky plain where
the dust is whipped up and the sun blazes, and the rocks
cast long black shadows. Away in the distance there is
a solitary figure, sitting. The camera, gradually

picking up speced, moves towards him,

As we approach the camera slows and becomes hesitant.
From behind we can hear him whistling in a minor key,
"LLondon Bridge is Falling Down™. He looks up to see
swallows whirrling in the sky. Cut to his face. Tt is
sad. His hair is smoothly combed, and he wears a dinner
jacket. He drews his line in ~- it is empty -- and casts
it out. He draws it in, he casts it out. The camera
pulls back from him, alone on the Eeach as he continues
this fruitless action again and again. Eventually he is
only a point on the horizon between a gleaming sea and

a parched land. Fade to black.

The BEnd
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The choices have been exercised, the available

options explored, and an approach to the adaptation of

a literary work to a visuval form has been developed.

It exists, at this stage, as a potential film-for-

television, and it can be criticized on a number of

levels:

imagery. If, however,

philosophical, conceptuval, and in terms of

it 1s a successful adaptation it

will exploit the visuval medium to its fullest while

retaining a link of essential meaning with the original

form.

adaptation generate interest?

But it must be put to another test.

Does the

Does it, itself, have a

structure which is at once significant and entertaining?

This is the crux of the process

In an evaluation of the
the.course of this thesis it is
critical idea to arrive at some

of the success of the different

Loneliness of the Long Distance

of adaptation.
adaptations examined in
possible to apply this
qualitative estimation

approaches. The

Runner stands as an

interesting film, but one that has violated the essential

meaning of the original short story.

Hyde can not even pretend to be

Dr. Jekyll and Mr.

an adaptation since it

transformed both the meaning and the substance of

Stevensonts macabre tale. Pale

Horse, Pale Rider,

admirable in many ways, would have to be designated a

failed adaptation because it committed the error of
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sacrificing the teleplay to the novel in an over-zealous
enthusissnm for literal accuracye.

Only Jules and Jim and Lady Vindermere's Fan
could be termed successful adeptetions. They preserved
the spirit, sacrificed something of the letter, and energed
as interesting visual presentations.

The measure of success lies in allowing the medium to
express visually many of the things that the writer was
unable to say in concrete form. The best adaptations will
proceed from the pen of the adsptor who knows the visual
vocabulary of his mediun well enough to sup

reasorable opportunity, words with pictures.
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