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INTRODUCTION

This is the third volume of Coarse plays. In the first, I defined a Coarse
Actor in some detail. In the second, I defined him in different words. This
time I’m stuck for a variation, so I’ll simply say what a Coarse Acting Show
is.

A Coarse Acting Show is a closely-observed imitation of stage disaster. It
is not a competition in hamming it up or doing funny walks. Stage disaster,
of course, may involve performances that are Coarse for one reason or
another, but that doesn’t mean they are necessarily hammy. In the first book
of these plays (Four Plays for Coarse Actors) there was a character who ran
all his words together without any pauses. In The Coarse Acting Show 2,
there was a female in a Chekhov pastiche who performed well but, owing to
a speech defect, made a ghastly noise whenever she tried to pronounce those
complicated Russian names. Another character stood up every time he
spoke and then sat down. One man drove everybody away with great
showers of spit every time he spoke. This last character is a good example of
genuine stage observation turned to use in a Coarse show. Most actors (and
audience too) have been showered with saliva at one time or another. I am
very proud I have been spat on personally by Anthony Quayle in the stalls at
Stratford-upon-Avon during his triumphant Lear in the fifties.

But this aspect of Coarse Acting must not be overdone. There must be
enough straightforward playing for the contrast to stand out. If everybody
is outrageous, nobody is funny. It is, in fact, possible for the acting to be
perfectly all right and for disaster to strike from other directions, ranging
from props, moves, direction and prompting to sheer bad luck. In the
second play in this book, the show collapses because of one tiny slip by the
leading man, who cuts his wrist when he collides with a table full of glasses.
All else follows from that one incident.

I am always fascinated by the thin dividing line between tragedy and farce
on the stage. T remember secing a detective play by quite a good amateur
society who were doing very well indeed until a character had to rattle a
door handle and say desperately, “Trapped! There’s no way out. . .”” Just as
he said his line the door swung open to reveal an ASM eating ham
sandwiches. As the late and great Eric Morecambe used to say, ‘““There’s no
answer to that.”

I recall another evening when a performer was supposed to commit
suicide. He had fallen sick on an expedition to unknown jungle and didn’t
want to be a burden to the other explorers. Slowly and painfully he crawled
from his sleeping bag to the tent pole where his revolver was hanging.
Unfortunately, as he reached up a trembling hand for it, he loudly broke
wind. The audience politely restrained their mirth (just) but when he put the
revolver to his head and it wouldn’t go off they exploded.
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There is, of course, a famous theatrical legend about an actor, in
repertory in the North, whose gun misfired, and with great ingenuity he
rushed up to his victim and kicked him. The victim showed even more
quick-wittedness, though, and shouted ““You filthy swine! The toe of the
boot was poisoned!” But it shows how much backstage contributes to the
Coarse Theatre, from the empty box of matches to the jamming door and
the light which refuses to go on when the switch is pressed. Not to mention
the sound effect which comes ten minutes too late or the chair which hasn’t
been set (I have seen a show in which a character was invited to sit down and
there wasn’t a single chair on stage. As it was essential to the plot, one was
slowly pushed on from the wings, to the fascination of the audience).

There are Coarse areas other than accident or omission. Direction, for
instance. A Coarse play will mirror the fearful hand of a Coarse director.
This may be in the artificial, corny moves; the overblown approach to the
whole thing (exemplified by the use of film music, for instance); or the way
various characters have been directed. The last play in this book, Julius and
Cleopatra, contains a Coarse crowd, all of whom are crippled. This is an
astonishing cliché of the Shakespearian stage, that all crowds consist of
gibbering idiots, limping and hobbling. Why should this be? Imagination
boggles at what Stratford-upon-Avon High Street must have looked like in
1599, with the good citizens cackling, mowing, gibbering, tapping sticks and
generally behaving like tame buffoons. No wonder Shakespeare fled to
London.

But the Coarse crowd is just one cliché that these plays seek to expose. It
could be said a Coarse Acting Show is about clichés as well as disasters and
the more faithfully it mirrors them the funnier it will be. Shakespeare, of
course, is a rich field, especially in those dreadful sword fights, where
everybody grunts all the time and people are inevitably killed under the
armpit (the Royal Shakespeare Armpit Death, as I call it). And talking of
stage cliché, why, when anybody is killed on the Coarse stage, do they
always feel the pain in their bowels? If someone was killed by the Royal
Shakespeare Armpit Death you’d think they’d clutch their armpit and say,
“Oh dear, my armpit, what a nasty wound”, but no, they clutch their bowels
and give the all-purpose Coarse Acting Shakespeare death grunt, a sort of
‘“Aaaaaaaaaaarrrrrhhhhhhhhhbh .. 17

I was making this point in a demonstration and lecture on Coarse Acting,
which I did as a one-man show at the Edinburgh Festival, and a member of
the audience came up afterwards and said I ought to go down the Royal
Mile, because a company there were doing Julius Caesar, and when Caesar
was stabbed by the revolting senators, they all stabbed him in the back and
he still clutched his bowels. So I went and he was right. After six knives in
the kidneys, Caesar faced front, firmly held his lower abdomen and went
“Aaaaaaarrrrhhh . . . That, incidentally, was the year someone did Lorna
Doone and believe it or not, when a messenger had to announce the arrival
of the dreaded hanging judge, Judge Jeffreys, he limped so much he took
nearly five minutes to cross the stage. If I had to send someone to give a
warning that Judge Jeffreys was coming I'd send the fastest man I'd got, not
the village cripple, but that’s Coarse Acting for you.
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But a word of warning. Because Coarse plays are mirrors of the real thing,
even though distorting mirrors, they should be done by people who can act
properly. It is good actors who turn in the best performances in a Coarse
show, and often it is the best serious actors who are funniest, because they
are so near reality. Bad actors aren’t usually very funny in a Coarse Acting
Show. If your company is pretty terrible anyway, it might be better not to do
this show.

For the same reason a Coarse Acting Show needs to be well-rehearsed
and slick. Genuine disasters are rarely funny—the audience become con-
fused and don’t know whether they are meant to laugh or not. Coarse
Acting is the one show in which you can’t afford to have anything go wrong
(except deliberately). Somehow the audience always seem to realize it’s a
mistake and become embarrassed. I know, because one night at Edinburgh
the scenery started to collapse in The Coarse Acting Show 2. The only person
who thought it funny was, fortunately, a reporter from a local radio station,
which next day said it was “a stroke of genius”.

Directors and actors and actresses often ask how to tackle these plays.
The first thing to realize is that they are difficult, like so much satirc. They
are at their best when the cast appear to be struggling hard, with varying
degrees of competence, to put on a successful production but are defeated
by a combination of circumstances. To achieve this requires imagination
and hard work by all concerned and above all, comic flair and instinct.

Firstly, the production must have a basis of truth. Whatever happens, it
must still stand up as a genuine effort to put on the original play. Then the
contrast with what goes wrong is funnier. So when in doubt, play it straight.
It also needs plenty of pace. One of the worst faults in putting on Coarse
Acting is to labour the joke so it becomes unfunny.

As regards acting, it is important to pitch the level correctly. The more
sophisticated Coarse plays (Present Slaughter in this volume, for instance)
require acting that is practically straight by most of the cast. Others offer
more opportunity for Coarseness. But in general be sparing with the
outrageous performances. A hard core of desperate sincerity is needed for
the contrast. This doesn’t mean, however, that the actors should be
oblivious to the comic possibilities of each situation. Think where the lJaugh
will be and play accordingly. Most groups have more women than men and
occasionally a small part can be changed into a female role. But as a general
rule it doesn’t work when a woman plays a male role.

A director will probably find that for the first few rehearsals everyone in
the cast goes around with peculiar accents and funny walks and makes wild
suggestions. It’s best to get these out of the system, sort out the best and
then clamp down on the others. The cast do not have to give dull
performances, but they ought to be valid. The Queen in Julius and Cleopatra
for example, is almost straight, it’s just that she’s too pompous and intense
and this contrasts with the disasters that hit her, poor woman. On the other
hand, her slave Vasectimo is quite ridiculous, although even he is acting
with perfect sincerity. He really does believe a eunuch would walk as if he
had a football between his legs.

It helps immensely if the cast can base their performance on something
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seen in real life, or on how they feel the part might be tackled by someone
else. For this reason I have given, with each play, a guide to how the
characters were originally played. It is a guide only but may provide a basis
for inspiration. Try to form a mental concept of the person playing the part.

When this show was originally performed at the Questors Theatre at
Ealing, London, HRH Prince Charles kindly came to see it, having visited
The Coarse Acting Show 2 during its West End run at the Shaftesbury
Theatre in 1979. I can reveal that HRH has a fund of Coarse Acting stories
anyone would envy and after the show he told us of an experience when a
lady curtsied so low to him she had a muscular spasm and had to be helped
away bent double. It was too late to put it into our show but it would be
interesting to see someone else try.

I have not issued a condition that these plays must be performed
unaltered because I appreciate they are rather technical and some things will
be beyond groups with limited facilities. On the other hand, every effect and
piece of business is there for a purpose and has been proved to work. The
absence of any will leave a gap, unless you have a reasonable alternative. I
saw a production of Henry the Tenth ( Part Seven) from The Coarse Acting
Show 2 where the ending was ruined because the company were not willing
to pay the cost of a cheap plastic doll to be destroyed every night, as the
script called for, so they changed the ending. If you are going to give up that
easily then please don’t do these plays but put on something more simple
such as a whist drive.

Equally important, there should be no additional dialogue, except for the
odd word. Distorting the script is the last resort of a director who can’t
make the show work. These plays do not need rewriting, merely producing
properly.

That still leaves plenty of room for director and cast to use their
imaginations. What is needed is a cast who can see the comic possibilities of
the situation. Don’t hesitate to experiment in rehearsal, but be critical, and if
anew idea isn’t working then cut it. There is already plenty of material in the
plays as they stand so be careful not to have too many jokes going on at
once. Try to identify the comic focus of each situation and concentrate on
that. I must say I've been most impressed by the ingenuity of some
companies who’ve put on the first two volumes of Coarse plays. For
instance, a problem with the plays is the time taken in changing from one to
another, with the cast changing costumes and the crew having to alter the
set. At a show in Cambridge they coped with this by having a “vicar” and
his “wife” introduce the evening as in aid of church funds, and between
plays the “vicar” made a little speech or his “wife”” drew the raffle tickets, for
ridiculous prizes such as a lavatory brush. The Misbourne Players in Bucks
served a meal during the evening, a different course between each play. The
Bank of England Society had a Coarse pianist, who hilariously entertained
in the gaps when he could find his music. But whatever method is used, keep
the intervals as short as possible. Don’t use any cover-up as an excuse for a
long scene change, or the mood will flag.

Although there are five plays in this collection, four may be enough. A
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little Coarse Acting goes a long way. Better four slickly-done plays than five
which drag. Four will give a fairly full evening.

Incidentally, make sure everyone knows what a Coarse show is supposed
to be. This can be done on the posters or in the programme. There have been
several shows where the audience imagined they were looking at a straight
show, and commented afterwards that they liked the plays but things kept
going wrong and some of the acting wasn’t very good.

At early rehearsals the cast will fall about in hysterical mirth but this
wears off after a few days. Then comes the fatal temptation to overdo it to
get a quick laugh. Resist it. All comedies pall in rehearsal. Concentrate on
speed, pace, slickness and timing. Pace is essential. The comic business must
not be laboured. Every disaster must appear to come quite naturally and the
cast must not over-react. People don’t react violently when disaster strikes
on stage, they try to struggle on. Perhaps the best way of getting the message
across is in negative form:

HOW TO WRECK A COARSE ACTING SHOW

Cast a genuine Coarse Actor in the lead (“He’s really Coarse, ho, ho...”)

Throw it on in a hurry (“Well, it’s only Coarse Acting, it’s supposed to be
Coarse, ha, ha ...”)

Don’t take it seriously. Let everyone do what they like. Ham it up.

Cast it with the dregs of the acting strength.

Omit most of the funny business as being too much trouble (“We couldn’t
get any smoke powder, so we cut the effect ...”)

Play it very slowly.

Put in extra dialogue and alter the ending (“Well, I didn’t think Michael
Green’s ending was very funny.”)

Produce the whole thing without any sense of humour whatsoever.

Don’t rehearse much.

Let the technical staff fool around.

Have enormous gaps between the plays.

Let the whole evening drag on and on and on . ..

It is a useful exercise to have some rehearsals in which the plays are
performed quite straight, as if they were serious drama. This will curb orgies
of comic self-indulgence and will help cast find the correct style, which
should be based on the original which is being parodied. The Coward
pastiche in this volume needs producing in the Coward manner; the
Shakespeare in typical Shakespeare style. Only then can one poke fun at the
original. That is why these plays are least successful when performed by a
company with no experience of the subject of the burlesque. Successful
parody can only be achieved by those who can do the original.

As there are now three volumes of Coarse plays in print (Four Plays for
Coarse Actors, The Coarse Acting Show 2 and this) it is possible to take a
mixture from all three books, if not all pieces in one collection are suitable.
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Studying the other plays might also give useful ideas in acting and direction.
They are all published by French’s, in companion to this volume.

Tt might also help to read The Art of Coarse Acting (I need the money). It
is published by Arrow Books. In this a Coarse Actor is defined as one who
can remember the lines but not the order in which they come, although since
it was published I've received shoals of letters (mostly from angry directors)
suggesting better definitions, such as “one who knows the last play better
than the one he’s actually in”. I also received a stern missive from an official
of a society which said, “Sir—surely a Coarse Actor is one who makes the
leading lady pregnant and then resigns without paying his subscription.” I
feel that was from an aggrieved treasurer.

Finally, I hope this torrent of advice won’t put anyone off. But the shows
are more fun if done properly and several directors have said they wish
they’d known the problems beforehand. In the end though, it all boils down
to that elusive quality, comic instinct. Good luck, and enjoy yourselves. I'm
sure you will.

Michael Green
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A FISH IN HER KETTLE

by David Pearson

First performed as part of the Third Great Coarse Acting
Show at the Questors Theatre, Ealing, London, on 29th
December, 1983, with the following cast:

Prompt Kay Barwick
House Manager Keith Parry
Antoinette Margaret Turner
Felix Richard Gaunt
Victor Loux Paul Collins
Dr Henri Douche Michael Langridge
Eugenie Loux Sonia Pearson
Capt. Emile Bidet Robin Duval
Mme Lucille von Obersheister Lorna Duval
Count Otto Tony Worth
Cook Suzanne Gregerson

The Merry Minstrels David Pearson, Michael Howard,
Bill Rudderham, Michael Davis
Hand coming through door with medicine
bottle . Sophie Vardon
The play directed by Michael Gregn
Setting by John Stacey 3

In the original production, at the World Coarse Acting
Championships, Questors Theatre, 1980, the cast was as
foliows:

Antoinette Sonia Pearson
Felix John Turner
Victor Loux Paul Collins
Dr Henri Douche Michael Langridge
Eugenie Loux Anne Johnson
Capt. Emile Bidet Robin Duval
Mme Lucille von Obersheister Lorna Duval
Count Otto Richard Gaunt
Cook Margaret Turner

The Merry Minstrels John Stacey, Richard Johnson,
Brian Pickles, Chris Lejeune

The play directed by David Pearson



PRODUCTION NOTES

This play was written by David Pearson, a founder member of the Questors
Coarse Acting Company which put on the first two Coarse Acting Shows at
the Edinburgh Festival. He wrote it for The Coarse Acting Show 2 but 1
reluctantly turned it down because I felt a Coarse version of a farce was
putting a joke on top of a joke as it were. He then entered it in the World
Coarse Acting Championships at the Questors in 1980 and Timothy West,
the adjudicator, awarded it a special prize for the best script. After that I
obviously had to put it in the Third Great Coarse Acting Show, where it was
very successful.

Even so, there are special problems in producing the piece. To be
successful any production must capture the essence of French farce, which is
speed. In fact the play succeeds best when done at an hysterical pace,
because one of the reasons for the series of disasters is that they are all trying
desperately to whip up the pace and get confused in doing so. Also, like so
many Coarse plays, the piece sags if it slows down and the jokes become
laboured. So keep it vivacious.

If a director aims to base the production on a creditable effort to do a
French farce, an effort which fails through a series of disasters beyond his
control, then he won’t go far wrong. I always think of this company as
having successfully done an English farce (See How They Run perhaps) and
at the aftershow party everyone said, “Now we must do a French farce, that
would really bring the house down” and somewhere, someone in the
Amateur Dramatic Elysium decided they must be punished for their
insolence . . .

A few technical points. Since the plot depends on the doors getting
jammed they obviously must remain firmly closed. Have a stage-hand
stationed behind each to make sure it doesn’t swing open just when they are
all pretending they can’t get out of the room—that would ruin the joke. The
set really should be solid enough to keep the cast trapped on stage, so ideally
you need a complete box set. The smaller the set the quicker the action.
Don’t use more space than you have to. All doors open on stage of course.

Michael Green



Notes on the Characters

Felix (The Valet): The actor who plays Felix has responded with unnatural

. enthusiasm to his director’s call for pace. He rattles off his words like

machine-gun bullets and dashes around like a scalded cat. Unfortunately,
such haste leaves no margin for unforseen contingencies.

Antoinette (The Maid): A shrinking violet who should never have been
exposed to an audience in a French maid’s costume.

Victor (A Businessman): For this actor, a performance is a love affair with
the audience. This means that for most of the time he is totally oblivious
to what is happening on the stage around him since he is facing out front.

Henri (A Doctor): This actor has no sense of timing and, without his glasses,
is as blind as a bat. He has a bad habit of interrupting other people’s
speeches before they have finished which leads to him getting “out of
synch” like a faulty film.

Eugenie (Victor’s Wife): This actress has an exaggerated sense of the style of
French farce. Perhaps she speaks in a terrible French accent.

Captain Bidet (Eugenie’s Lover): A Glaswegian stage-hand, pulled on at the
last moment to replace an actor bogged down in Walsall. His costume is
several sizes too large and his hands shake so violently he can hardly read
his script. Terrified, he pitifully follows the other players about the stage.

Lucille (Victor’s Mistress): Depressingly plain and stodgy in a part that calls
for ethereal beauty. Her accent is equally depressing. Wolverhampton
would be suitable.

Count Otto (Lucille’s Husband): His accent is inexplicable. Perhaps he has
not realized he is playing a German. Or perhaps an appalling Italian
accent is the nearest he can get.

Cook (The Cook): A fine actress in a key part. It’s a pity they don’t get to it.

The Merry Minstrels (A Glee Club): The dramatic society’s left-overs.

The Prompt: As in so many Coarse plays, this lady appears to the audience.
We see her crossed legs and shoes jutting out round the proscenium arch,
and we see the rest of her when she leans forward to give a prompt or to
retrieve her ball of knitting wool, which rolls across the front of the stage
before the curtain rises.
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The set represents a nineteenth-century French drawing-room of some luxury.
There are three doors (all of which open towards the audience). The one UR
leads to the hall. UL, and fairly central, is a door leading to a bedroom.
Someone has forgotten to fix a handle on the stage side of this door. DL is a
door giving access to the domestic quarters. At C is a sofa. Against the wall DR
is a hat-stand and a side table. To the left of the UL door is large walk-in
cupboard. To the left of the cupboard is a window. Through this we see the
Eiffel Tower (well it’s France isn't it?). Unfortunately members of the cast
sometimes walk between the window and the back-scene

As the CURTAIN rises, the UL door opens and the House Manager enters, or the
Vicar if you prefer it. He comes downstage to address the audience

House Manager Ladies and gentlemen, before we begin I have an announ-
cement. Owing to the non-arrival of a member of the cast, the part of
Captain Emile Bidet will be played by Jock McAlister.

A picture falls off the wall

Jock, a member of our erection crew, has never performed on the stage
before and obviously hasn’t had time to learn the lines. We feel sure that
you will make the necessary allowances. Thank you.

As he turns back to the UL door the music starts. He discovers to his horror
that the door has no handle. He tries frantically to prise the door open with his
fingernails. As he starts towards one of the other exits the Lights go down to
black. After a few moments the Lights come up and the music fades. The
House Manager has concealed himself by the side of the cupboard and is trying
to appear invisible

The UR door opens and Antoinette enters. She has a traditional French
maid’s costume with a very short skirt which sticks out like a ballet dancer’s,
and a feather duster. She strikes a saucy French maid’s pose in the doorway,
then comes DR to flick the air with her feather duster, humming a French
tune rather obviously. After a few moments, she looks back to the door UR.
Someone is late on cue. Improvizing, she turns and bends forward to dust the
side table. Realizing that she is exposing her backside to the audience, she
pulls her skirt down and backs self-consciously behind the sofa. In this new
and unrehearsed position she flicks the air with renewed concentration

The UR door opens and Felix charges DR to where she should have been
Felix Ah, there you are, Antoinette . .. (He pauses)

Antoinette creeps quickly down to his right
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As she does so, he turns to his left, surveys the rest of the stage, then dashes
out through the UR door

Antoinette freezes, and then begins the cycle as before—flicking the air,
turning, bending, realizing, backing behind the sofa. She edges towards the UR
door and raps it with her duster

The door is thrown open, sandwiching Antoinette against the wall. Felix
charges DR

Ah, there you are, Antoinette . ..

He pauses, looks around. The UR door swings back, revealing Antoinette
holding her nose. She totters DS to behind the sofa. He goes R of sofa

The mistress has arrived home unexpectedly!

Antoinette But Madame Loux is supposed to be visiting her cousin Alice in
Lyons tonight.

Felix (crossing to L side of sofa and leaning on if) Changed her mind, it
seems. If you ask me, she’s expecting a visitor.

Antoinette Captain Bidet?

Felix (crossing to R side of sofa and leaning on it in exactly the same
pose) Who else? My guess is that she’s taking advantage of Monsieur’s
absence in Paris to enjoy a cosy little téte-a-téte with her adoring lap-dog,
the Captain.

Antoinette But Monsieur is not in Paris.

Felix Not?

Antoinette He’s upstairs. He too arrived unexpectedly. I suspect that
Monsieur has also taken advantage of Madame’s absence in Lyons to
entertain a particular lady friend here this evening.

Felix Madame von Obersheister?

Antoinette Who else?

Felix (crossing to L side of sofa and leaning on it) Well, here’s a fine kettle of
fish! Let them sort it out. I've been rushing around all day. I need to relax.
Here, you little minx, come and sit on my lap.

Neither Felix nor Antoinette offer any actions to suit these words

Victor and the Doctor enter UR. Victor is wearing an overcoat. The Doctor
has thick-lensed glasses, a hat and a bag

Victor Now, now, enough of that. Run along, Antoinette.

Antoinette Very good, sir. (She goes to the UL door, finds there is no handle
and runs her fingers round the crack)

Felix Your coat, Monsieur?

Victor Thank you, Felix.

Antoinette comes Ds to Felix, whispers to him and points to the door. Victor
removes his coat and, smiling at the audience, throws it with a flourish in
Felix’s direction. It wraps itself round Antoinette

Antoinette and the House Manager use the coat as cover to escape through
the DL door
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I really must apologize, Doctor. Now can I offer you——
Doctor Delightful!
Victor —a glass of my special reserve whisky?

The Doctor, it should be noted, has absolutely no sense of timing and usually
says each of his lines somewhere in the middle of the preceding speech

Felix, fetch the Entrechat fifty-eight.
Felix At once, sir.

He bounds out UR

Victor Thank you, Henri, for coming at

Doctor You said it was an emergency. (He places his hat on the hat-stand)

Vietor —such short notice. It is. You see, my wife

Doctor Ah, I see.

Victor —came home unexpectedly tonight, and ... What do you see?

Doctor And found you, shall we say, in flagrante delicto?

Victor Not this time. Not yet. (Crossing to L) But in the strictest confidence,
my dear Henri

Doctor I understand.

Victor —I am expecting a visitor at any moment—an extremely attractive
young lady

Doctor (crossing to Victor, dropping his bag on the floor half-way across) We
have known each other a long time, Victor. (He crosses back again, picks
up the bag as he passes and drops it as he arrives at his former position)
Your life has been a succession of romantic escapades. (He takes his glasses
off for emphasis) At your age, isn’t it time you stopped all this nonsense?
(He gestures with the hand holding the glasses. They loop into the air and
disappear behind him. If they should sail over the scenery, so much the
better. He turns, falls to his knees and, blindly gropes around the floor)

Victor (who hasn’t noticed a thing) Perhaps. But Lucille is such a beauty,
Doctor. I must keep our rendezvous tonight. But I need your help.

Doctor (getting up) What can I do?

Victor My wife is suffering from a bad attack of hay fever. (Feeling in his
pockets) I have bought this bottle . .. this bottle . ..

The DL door opens and a hand throws the bottle towards Victor. He catches it

... I have bought this bottle of medicine. I want you to prescribe it.

The Doctor locates Victor’s blurred outline and moves carefully towards him.
He grasps the hand that holds the bottle and brings it to within an inch of his
eyes

Doctor But this is a sleeping potion. Knock-out drops!

Victor Exactly. You will give her a spoonful. She will feel sleepy, retire to
bed

Doctor While you and your lady love . ..

Victor —and not wake up until the morning ... spend an enchanted
night

Doctor Splendid! I’ll do it!
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Victor —on the sofa . .. (Holding out the bottle) Here, put it in your bag.

Myopically, the Doctor reaches for the bottle, misjudges the distance and
knocks it to the floor. He goes down on his knees and feels around. He crawls
to the left of the sofa and feels under it. He pushes the sofa a couple of feet to
stage right and feels again. He repeats this process until the sofa has been
moved right across the stage in front of the UR door and parallel with it.
Meanwhile . ..

Ah, my friend, if only you could meet my Lucille. Such a ravishing
creature! So pure and yet so passionate! And married to this dreadful
German Count. I met her during the annual civic visit to the water
purification plant. Our eyes met over one of the drainage channels and,
there and then, we fell. Utterly and completely!

The door UR opens and Felix bounds in bearing a tray on which is a bottle of
whisky, a soda syphon, two glasses and a dish full of cube sugar. He
somersaults over the unexpected sofa

There is a hiatus while the three men sort out the mess, in the course of which
the sofa is pushed back against the UR door. The tray with the whisky, soda
and sugar is placed on the side table. The medicine bottle is found and put in
the Doctor’s bag

Victor (having lost his place in the script) Tell Cook I would like to see her.
Felix (automatically) She is on her way, Monsieur.

A pause, then running footsteps behind the scenery and the Cook is seen
passing the window. She should, of course, have gone behind the backing
flat, since judging from the perspective of the Eiffel Tower in the back-
ground, we are on the third storey. Alas, she always enters the same way
(“Well, why didn’t you tell me?”’). She enters DL with a large iced cake

Prompt (very firm) No. “Thank you, Felix. You may go.”
Victor Thank you, Felix. You may go.

Cook exits DL. Felix turns to exit through the UR door but finds the sofa is
blocking it. He tries to pull it away but the other two are standing in front.
He exits DL after a moment's indecision

My wife will be here in a moment. You can give her the sleeping draught.

In the meantime, Doctor
Doctor With pleasure.
Victor —do try some of this whisky.

Victor pours two glasses of whisky and gives one to the Doctor

Soda?
Doctor Allow me.

Victor moves centre stage. The Doctor locates the syphon, turns, fixes Victor’s
position, moves towards him, holds the syphon out (but the wrong way round)
and squirts the soda down his own trousers. Victor and the Doctor react as
though the soda has gone down Victor’s trousers
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Victor My trousers are soaked! I cannot meet Lucille in wet trousers!
Doctor (at the same time) Have you another pair?

Victor They have all been sent to the cleaners.

Doctor (at the same time) 1 am devastated!

Victor You must lend me your trousers, Henri. We must exchange.
Doctor (at the same time) But of course.

They start to take their trousers off

Eugenie enters DL, pulling the Captain with her. The Captain is holding a
lady’s hat and a script. He is shaking with nerves. Eugenie sees the other
two, realizes her mistake, turns and quickly pushes the Captain off again DL

Victor Hark, someone is coming! Quickly, into the bedroom!

Victor pulls the Doctor to the UL door, discovers it has no handle and tries to
prise it open with his fingernails

FEugenie and the Captain enter DL

Eugenie But my dearest Emile, it was madness to come tonight.

Captain (reading the script, Glaswegian accent) But I had to' see you,
Eugenie, if only to return your hat which you left at the hotel after our last
little randy . . . randy

Eugenie Ah, my best hat. My husband’s favourite. He has already
remarked its disappearance.

She crosses to the hat-stand and hangs it up beside the Doctor’s homburg. She
and the Captain stand in front of the sofa

Captain —randy ... randy-vous.
Eugenie But you must not stay, Emile. My husband has returned.

Victor moves the sofa away from the back flat to get to the UR door. It catches
Eugenie and the Captain at the back of their knees. They sit down heavily.
Victor decides to go off DL

I think I hear him coming! Quickly! Hide in the cupboard!

The Captain rushes to the cupboard just as Victor with the Doctor clinging to
his coat-tails is about to cross in front of it. The Captain struggles with the
cupboard door but it will not open. Petrified, he presses himself into the corner
between the cupboard and wall (left side). Victor is puzzled. He turns the key
and opens the cupboard door. He indicates to the Captain that the door is open
but the latter has glazed over

Ah, my dear Victor, is it you? Why aren’t you in Paris?

In their haste to put on their trousers, Victor and the Doctor thrust their legs
into the same pair. Victor disentangles. himself and crosses to Eugenie.
Unfortunately he has omitted to do up his trouser buttons. The front gapes
open with his shirt poking through obscenely

Victor An unfortunate derailment. And you, Eugenie, I thought you were
visiting your cousin Alice in Lyons.
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Eugenie She died last night. In tragic circumstances.
Doctor (waddling to her, his trousers round his ankles) Never better,
Madame.

Eugenie is angrily aware, the Doctor blandly unaware, that this next sequence
is out of synch

Eugenie How are you, my dear Henri?

Doctor A slight accident, Madame.

Eugenie But your trousers! They’re soaking!

Doctor So Victor informed me.

Eugenie I have been wanting to see you, Henri.

Doctor I have brought you some medicine.

Eugenie I am suffering from the most dreadful hay fever.
Doctor Immediately, Madame.

Eugenie How thoughtful. Let me have some at once.

The Doctor kneels on the floor, opens his case, peers inside and brings out a
series of slightly bizarre objects that the props lady has put in the bag to make
up the weight, including an alarm clock that starts to ring. Eventually, Eugenie
loses patience, locates the bottle and slaps it into the Doctor’s hand

Doctor Ah, here we are.

He rises, takes a teaspoon out of his top pocket, uncorks the bottle, holds the

spoon out toward Eugenie, tilts the bottle and pours a stream of fluid down
Eugenie’s cleavage. Eugenie screams, leaps up and pushes the Doctor away.

The Doctor topples backwards over Felix who has been bending down behind
him replacing the objects in his bag. Eugenie crosses to the Doctor, wrenches

the teaspoon from his grasp, puts it in her mouth, sucks the imaginary medicine

and throws the spoon at the Doctor

Eugeniec How unpleasant these medicines taste. It seems so unnecessary.
Doctor Now, if you will excuse me, I have another patient to visit.

Pulling up his trousers, he crosses to the hat-stand and takes Eugenie’s hat
instead of his own. It is wide-brimmed and very feminine. The other two do not
look at him

Goodbye, Madame.
Eugenie Goodbye, Henri.
Victor Goodbye, old man. I'll see you out. (Not moving)
Doctor Don’t bother, I can manage.

He puts Eugenie’s hat on his head and moves carefully upstage. He finds the
cupboard door, opens it, gives a final bow to Eugenie and Victor who have their
backs to him, and walks into the cupboard and closes the door behind him. A
few moments later the door starts to open but then the Doctor obviously
decides to stay where he is and the door closes again

Felix rushes in DL

Victor (who has dried again) Felix, tell Cook I would like to see her.
Felix She is on her way, Monsieur.
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A pause, then Cook passes the window and enters DL with the iced cake

Prompt (very definite) No. “Yes, Felix?”
Victor Yes, Felix?

Cook exits bad-temperedly

Felix Madame, you asked me to remind Monsieur that he had an urgent
appointment at his club.

Eugenie Yes, Victor, don’t you remember?

Victor But it’'s Wednesday.

Eugenie (yawning) Suddenly I feel very sleepy. I think I'll just stretch out on
the chaise for a few minutes. (She does 50)

Victor Let me take you to your bed.

Eugenie No, I ... (She sleeps)

Victor How infuriating. But on the other hand, how convenient. If she
sleeps on the chaise, the bedroom is free for other purposes. Felix, if
anyone calls, show her ... um, show them in at once.

Felix Very good, Monsieur.

Victor And fetch a blanket for Madame. She may sleep for several hours.
With any luck.

Felix Yes, Monsieur.

Felix exits DL

The UR door is pushed open a little way against the sofa. A feather duster
appears and is waved to attract his attention. Then Antoinette’s head
appears with difficulty in the narrow gap

Antoinette Madame von Obersheister is here, Monsieur.
Victor (still facing front) Show her in, Antoinette.
Antoinette Yes, Monsieur.

She disappears. There is a scuffling backstage and Lucille’s face appears
round the door

Victor is not looking. He is facing out front, smoothing his hair and leering at
the audience

Victor Ah, Lucille! How beautiful you look. The most enchanting woman
in the whole of France.

Lucille I should not have come tonight.

Victor Tush, my child. Here, come to my arms and let me crush you to my
adoring heart.

She tries unsuccessfully to get through the door
Lucille How strong your arms are. They crush me.
This obviously will not do. She withdraws

Victor Let me crush you to my adoring heart.

At last he looks round. No Lucille. He moves to the sofa and tries to pull it
away from the wall

Lucille rushes in DL and flings her arms round Victor
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