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AUTHOR’S NOTE

This play was written for radio. The Young Vic
Company, in London, put the play on stage in a pro-
duction by Jeremy James Taylor, and the slight
amendments made at that time have now been in-
corporated into this text; but this is in no real sense
a ‘“‘stage adaptation.” One consequence is that the
script is unusually short on instructions as to the
physical staging of the play. Mr. Taylor placed Gladys
into a “glass cage” at centre: this is just one of the
many options left open for future directors of the

play.



If You're Glad I’ll be Frank received its first produc-
tion on the BBC Third Programme on 8th February
1966.

The cast was as follows:

FRANK ...t Timothy West
GLADYS . . .. . ... ..., Patsy Rowlands
IsP PORTER - - . Brian Hewlett
MYRTLE TRELAWNEY ................ Isabel Rennie
Mg MomrTIMER . .- . 5 Henry Stamper
Mg. COURTENAY-SMITH .............. Noel Howlett
SIR JOHN .....covviineininnnnnnnnnn. Alan Haines
Lorp CooT ..vvvviviiiieeie e, Austin Trevor
BERYL Bricu = ... ... ... . ... Eva Haddon
OPERATOR ....vvvvnneenennnnnnnnn Elizabeth Proud
Ivy, a bus conductoress .......... Barbara Mitchell
2ND PORTER .......ovvvvevennnnnn. Henry Stamper

Produced by John Tydeman



From her first words it is apparent that GLADYS 1s the
“Tim” girl, and always has been.

As such, she has two columns to herself.

The right-hand column s for the Speaking Clock, and
as such 1t is ostensibly continuous. But of course
we hear her voice direct, not through a telephone
unless otherwise indicated.

The left-hand column is for her unspoken thoughts,
and of course this one has the dominant value.

It should be obuvious in the script when her “Tim”
voice 1s needed in the background as counterpoint,
and when it should be drowned altogether by the
rising dominance of her thoughts.

When her “Tim” voice intrudes again I have indicated
this not by the actual words she uses, because the
actual time she announces should be related to
the number of minutes or seconds that have passed
but by suggesting the space of time that her
speaking voice should take up, and this appears
i the script in this form: (3-4 seconds).

GLADYS operates the pips too, and these are indicated
thus: (prp PIP PIP),

Some of Grapys’s sustained passages fall into some-
thing halfway between prose and verse, and I
have gone some way to indicate the rhythms by
line-endings, but of course the effect should not
be declamatory.






If You’re Glad I'll Be Frank

ACT ONE
ScENE 1
Phone-boz.

FranNk, who turns out to be a bus driver, is heard
dialing “Tim.”

Frang. T ...1...
M.
Grapoys. (Through phone:) At the
third stroke it will be eight
fifty-nine precisely.

FrANK. (Amazed disbelief:) It
can’t be. . . . (pIP PIP PIP.)

. . . At the third stroke it will
be eight fifty-nine and ten
seconds. . . .

(Fearful  hope.) It’s
not. . = 7 (1P PIP PIP.)

. . . At the third stroke it will
be eight fifty-nine and
twenty seconds. . . .

(Joy.) It is! . . . Gladys! (1P PIP PIP.)
It’s my Gladys!
(Fade.)



8 IF YOU'RE GLAD I'LL BE FRANK
SCENE 2

The G.P.O.
Big Ben begins its nine a.m. routine.

PorTER. (Murmurs:) Nine o’clock. Here we go.
(What happens ts this: MYRTLE, MORTIMER,
CoURTENAY-SMITH, SIR JoHN and the FIrsT LorD
oF THE PosT OrFicE (Lorp Coot) enter from the
street on the first, third, fifth, seventh and minth
strokes of Big Ben respectively (the second,
fourth, sixth and eighth strokes being heard
through the closed door) and go to their respective
desks. Each opening of the door lets in traffic
sounds momentarily and amplifies Big Ben.)
(Street door.)

PorTER. Morning, Mrs. Trelawney.

MyrTLE. (Gay:) Hello, Tommy.

(Street door.)

PorTeER. Morning, Mr. Mortimer.

MorTiMER. (Tired:) Good morning, Tom.
(Street door.)

PorTER. Good morning, Mr. Courtenay-Smith.

C.-SmitH. (Vague:) Morning, Mr. Thompson.
(Street door.)

PorTER. Good morning, Sir John.

Sir Jonn. (Aloof:) Ah, Thompson. . . .
(Street door.)

PortER. Good morning, my Lord.

1st Lorp. Morning, Tommy. (Conspiratorial.) Any-
thing to report?

PorteR. All on schedule, my Lord.

1st Lorp. Jolly good.

(Passing among desks.)
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MyrtLE. Good morning, your Lordship.

1sT Lorp. Good morning, Mrs. Trelawney.

MortiMER. Good morning, my Lord.

1sT Lorp. Good morning, ah, Mortimer.

C.-SmitH. Good morning, Lord Coot.

1sT Lorp. Good morning, Mr. Courtenay-Smith.

Sir Joun. What ho, Cooty.
(To his own desk.)

BeryL. Good morning, sir.

1st Lorp. (Startled:) Who are you?

BeryL. I’'m new.
(Pause.)

1sT Lorp. I thought I couldn’t account for you. . . .
New what?

BeryL. New secretary, sir . . . Miss Bligh. They sent
me over from Directory Enquiries last night.

1sT Lorp. I see. What happened to my old—to Miss

BerYL. Apparently she cracked, sir, at 1.53 a.m.
precisely. She had her third stroke. I came at
once.

1st Lorp. That’s the ticket. The Post Office never
sleeps. Do you know the form round here?

BeryL. Well. . . .

1st Lorp. Quite simple. I'm the First Lord of the Post
Office, of course. I’'m responsible for the lot, with
special attention to the Telephone Services, which
are as follows—write them down—
UMP—dial-the-Test-score.
SUN—dial-the-weather.
POP—dial-a-pop.
BET—dial-the-racing-results.
EAT—dial-a-recipe. —

. GOD—dial-the-Bible-reading, for which I take

personal responsibility.
And so on, with many others, including the most
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popular and important of them all—TIM, dial-
the-speaking-clock.

We can’t afford to lose track of time, or we’d be
lost.

Now, you see, we must keep a continuous check
on all of them, because if you don’t keep an eye
on them they slide back. The strain is appalling,
and the staffing problems monumental,

Shall we start checking, then? To begin with,
synchronize our watches, and then check with
TIM—ready? I make it just coming up to nine
two and forty seconds. . . .

ScENE 3

Follows straight on with the Time signal (PIP PIP PIP).

Heard direct, i.e. not through phone, as is GLADYS

now.
GLADYS. . . . At the third stroke it will
be nine two and fifty
seconds. . . .

(p1P PIP PIP.)
. . . At the third stroke it will
be nine three precisely.
(p1P PIP PIP.)
Or to put it another way,
three minutes past nine,
precisely, though which
nine in particular, I don’t
say, so what’s precise
about that? . . .
. nine three and ten
seconds. . . .
(p1P PIP PIP.)
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The point is beginning to be
lost on me.

Or rather it is becoming a
different point.

Or rather I am beginning
to see through it.

Because they think that
time is something they
invented,

for their own convenience,

and divided up into ticks
and tocks

and sixties and twelves

and twenty-fours . . .

so that they’d know when
the Olympic record has
been broken

and when to stop serving
dinner in second-class
hotels.

when the season opens and
the betting closes,

when to retire;

when to leave the station,

renew their applications

when their subscriptions
have expired;

when time has run out.

So that they’d know how
long they lasted,

and pretend that it matters,

and how long they’ve got,

as if it mattered,

so that they’d know that we
know that they know.

11
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That we know, that is.
That they know, of course.

And so on.
(Faint time clock, 2-3
seconds.)

(BERYL takes slip of paper to C-SmiTH who reads into

phone.)

C-SmitH. London and the South East, dry with sun-

shine and slight-breeze continuing for the rest of
the day.

GLADYS.

Ad infinitum,

I used to say ad nauseum

but it goes on long after you
feel sick.

And I feel sick.

When you look down from
a great height

you become dizzy. Such
depth, such distance,

such disappearing tininess so
far away,

rushing away,

reducing the life-size to
nothing—

it upsets the scale you live by.

Your eyes go first, followed
by the head,

and if you can’t look away
you feel sick.

And that’s my view of time;

and I can’t look away.

Dizziness spirals up between
my stomach and my head
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