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CHAPTER I
THE PLAY AND ITS SOURCE

It is my conviction that the children's theatre
is one of the very, very great inventions of the
20th century = and that its vast educational value -
now dimly perceived and but vaguely understood =
will presently come to be recognized.

Mark Twain 1

Sara Spencer's Tom Sawyer is an adaptation of Mark Twain's novel,

The Adventures Of Tom Sawyer. The fact that it is an adaptation is clear

when examining plot, dialogue, character, and intention. Although all the
characters in the book are not present in the script, the main characters
established by Twain are included, displaying the character traits and
mannerisms described in the novel. In many instances the dialogue Spencer
employs is quoted directly from the novel complete with dialect and vocab=-
ulary utilized by Twain. Although portions of the story are excluded from
the script due to the necessity for a shortened viewing time, enough of the
major adventures are included to establish the character of Tom Sawyer

and to convey the spirit of the novel. In the playwright's notes, Miss
Spencer includes the preface to the novel=--displaying a like intention.
All directorial examination of the script for purposes of this production
was done with close attention to the novel; it's character descriptions,
setting, action, basic ideas, and style are elements reshaped by Spencer
for the stage. These elements must be fully understood for a true
portrayal of Twain and Spencer's intention.

Mark Twain's Adventures Of Tom Sawyer is a realistic novel that

1. George T. Latshaw, AJLA Children's Theatre Manual
(New York, 1966), p. 1.



provides a chronicle of boyhood adventures one summer in the village of
St. Petersburg, Missouri. The book creates a nostalgic view of an
jdyllic environment, a communing with nature, a lack of concern with the
world, and a sense of community. Written in an informal, neighborly
manner calculated to please and entertain the reader. Twain's method

of handling his material is basically humorous. He relies heavily on the
elements of surprise, exaggeration, and the incongruities in human nature
and values. Human qualities, the basis of much of his humor and satire,
for the most part, are examined with sensitivity and good - natured
criticism,

In addition to humor Twain employs the element of suspense by
introducing a villian into the story. Suspense builds as Injun Joe
repeatedly makes surprise entrances into Tom's boyhood world, threatening
his existence and increasing the tension surrounding the murder. Just when
one is caught up in Twain's humor, the reader 1s again reminded of
impending aoam, serving to contrast boyhood playfulness with the serious
issues confronted, i.e. boyhood vs. manhood.

The novel and the script examine the process of maturation in

a young boy groping with the values of his society and weighing his own

values in comparison. Tom, a rebellious, mischievous child, is tested by
the forces of evil, dishonesty and danger. As the story is revealed,

Tom displays his basic goodness, honesty and courage. Tom is a hero--

a tool used by Twain to communicate to the young reader (or viewer) the
value of morality. These values are established through two basic stories

in the script: the story oi the murder of Doc Robinson, and the perils



of Tom and Becky in the cave and in the classroom. Tom's pranks consume
the remainder of the play, and although they fail to further the plot,
they add realism and entertainment and contribute to the development

of Tom's character.

Twain develops the story with a unity of time, place, and
action which further suggests the reality of the adventures. The
setting consists of the town of St. Petersburg and the land nearby;
the time span includes one Spring and Summer; and, all action rewolves
around the main character, Tom, who ties the various circumstances
together. This unity is important in establishing the reality of Tom's
daily life and establishing a rapport with the reader or viewer who can
relate his or her own daily existence to the adventures and results.

Twain, as well as Spencer, often strays from a clear cut plot
development by providing the viewer with a collection of "adventures"
rather than a direct storyline. Both writers choose to tease the
reader or viewer with portions of the basic story while returning to the
everyday experiences of Tom and his playmates to create the reality of a
childhood environment; not one filled with all joy or all terror. In
each experience, however, some element is advanced; one learns more about
the characters, the environment, or Twain's philosophical stance. The
fence painting scene included in the script and novel, is an example of
the eposodic style utilized in the writing. Although this scene does not

further the plot development, it makes several inferences concerning human

nature, As the author points out "Work consists of whatever a body is



obliged to do and that Flay consists of whatever a body is not obliged

to do."2 Tom learned "a great law of human action, without knowing it,
namely, that in order to make a man or a boy covet a thing, it is only
necessary to make the thing difficult to attain."3 In addition to this,
the scene further develops Tom's character by displaying his ability in
the art of persuasion and his quick mindedness. Other details in the
scene, such as the continuous exchange of virtually worthless items and
the discussions of the battle on Cardiff Hill, further create the typical
boyhood world, and thereby provides a contrast to the more serious
adventures Tom encounters on his journey into manhood. Finally, humor is
injected into the scene maintaining the light, entertaining quality essen=-
tial to Twain's style. Spencer strategically places this scene immediately
after the graveyard scene, relieving the suspense of the murder with comedy.
Later in the scene however, she returns to the dilemna of the murder reminding
the viewer that even in Tom's world of boyhood victory, he must still con-
front an issue of grave concern and danger.
In the preface to the novel as well as the playwright's notes, a
desire to reach all of humanity is expressed. Twain states
Although my book is intended mainly for the entertainment
of boys and girls, I hope it will not be shunned by men
and women on that account, for part of my plan has been
to try pleasantly to remind adults of what they once
were themselves, and of how they felt and thought and

talked, and what queer enterprises they sometimes
engaged in.L

2. Mark Twain, The Adventures Of Tom Sawyer, (Great Britain,
1980) p.21

3. Ibid.
JJ-. Thid, s Preface.




Successful in this attempt, Twain's style acknowledges an adult yearning
for escape in a time of ever increasing stress. Although the story is
universal in nature, it occurs in a time and place that evokes a sense
of nostalgia. Twain develops an idyllic environment, a village lacking
in worldlinéss, a general quietude, a closeness to nature, and a
simplicity appealing to the adult reader or viewer. Also, through his
tolerant view of childhood pranks, fantasies, and fears, he examines the
unnecessary alienation between generations and gently reminds the adults
that their own childhood experiences are not unlike those of their
children and should be viewed with tenderness and love. This appeal to
adults, in conjunction with the inherent elements of suspense, humor and
realism appealing to the child, guarantees to engage the interest and

enjoyment of young and old alike.

v



CHAPTER II
ENVIRONMENT OF THE PLAY

Samuel Clemens' own childhood on the bank of the Mississippi

provided him with material for The Adventures Of Tom Sawyer. His home towm
of Hannibal, Missouri, fictionalized as St. Petersburg in his books, was

a frontier town surrounded by the river on one side, countryside, prairie,
and forests on the other three. As Bermard DeVoto states "The frontier as
a line of hazard (Indian attacks, etc.) was extinct. But as a condition of
simplicity, isolation, and noncompetitive society it existed in Hannibal
till after Samuel Clemens had gone elsewhere."S

The director visited Hannibal on two occasions to formulate ideas

about the environment of the play. Although Hannibal of today has a pop-
ulation of less than 19,000 compared with a population of less than 500
when Samuel Clemens was a boy, the visits provided the director with
invaluable information and images later utilized in conceptual ideas for
production. These sojourns included: sight-seeing of the various museums,
Twain's childhood home, the countryside, the forests, the river,McDougall's
cave, and conversations with the townspeople. The museums contain apparel
and man-made tools and furniture characteristic of the time. The boyhood
home, complete with furnishings, is filled with a feeling of simplicity

and pride--a secure environment for a child. It is surrounded by a white=

washed fence and an upstairs bedroom in the back, allowing easy escape for
a young boy's midnight escapades. The countryside surrounding Hannibal is
dense with forests; it is hilly, and rocky and has the view of the river.

From many of these points it is spectacular.

S. Bernard DeVoto, Mark Twain's America, (Boston, 1932), p. 30.



On the river there are sandbars and islands. Clearly any idyllic environ=-

ment for boyhood dreams and adventures. As Twain describes in his

autobiography:

I can call back the solemn twilight and mystery of

the deep woods, the earthy smells, the faint odors

of the wild flowers, the sheen of rain = washed

foliage, the rattling clatter of drops when the

wind shook the trees the far off hammering of

woodpeckers and the muffled drumming of wood

pheasants in the remoteness of the forest.6b
It becomes obvious that the closeness of nature was an inherent element in
Twain's childhood. McDougall's cave, another favorite environment for
adventure, is located about 2 miles from Twain's home. It is seven miles
in length and contains 160 branches. Although, it is now a dry cave, it
was carved out of limestone ages ago by an underground stream. The rough
texture, the formations, the chill (52 degrees year round), the darkmess,
the silence and the living insects and bats are all qualities that enhance
a boyhood imagination and fear. Twain speaks of the cave in Innocents

Abroad:

The memory of a cave I used to know at home was always
in my mind, with its lofty passages, its silence and
solitude, its shrouding gloom, its sepulchral echoes,
its flitting lights, and more than all, its sudden
revelations of branching crevices and corridors where
we least expected them.7

From conversations with the townspeople of today, the director
was able to discern a small town attitude, a simplicity in thought, and a

friendliness not characteristic of city dwellers.

6. Charles Neider, The Autobiography Of Mark Twain,
(New York, 1959) p. 12.
7. "Mark Twain Cave" (Hannibal, 1980), p. 2.




Although Hannibal is only 80 miles from St. Louis, the language usage and
the dialect of its people still contains those elements Twain & Spencer
employ in their dialogue.

The time of the play is in the 18LO's, a time prior to the advents
of the Civil War and before the industrial revolution reached Missouri.
Hannibal was a market town where farmers from the surrounding countryside
would bring their merchandise. There were stores and warehouses where one
could purchase factory made products which the steamboats brought to town.
These products, however, were not available to all residents. "If in
Hannibal one wore clothes made from store cloth, that meant that one's
family was affluent; there were neighbors who wove their own."8

The steamboat first appeared in 1811 and dominated the traffic
on the river for the next 50 years.9 The steamboats would stop in Hannibal
for hemp, tobacco, flour, pork, and lard, their arrival welcomed by the

sleepy town.1l0 As Twain describes in Life On The Mississippi,"... every

house and store pours out a human contribution, and all in a twinkling

the dead town is alive and moving."l1l Steamboats, the major link with the
outside world, brought an assortment of people into town including: steam-
boat men, travelers, revivalists, circus folk, minstrel companies, and
showboat actors. This invasion was a great influence on a town where a man

"who had traveled to St. Louis had led a full and rich life.™2

8. DeVoto, p.3l.
9. Noel Grove, "Mark Twain, Mirror Of America"
National Geographic, Vol. 1L8, No. 3 (September, 1975), p. 306.
10. DeVoto, p. LS.
11. Grove, p. 309.
12. DeVoto, p.lL7

4



"The village itself was the abode of the common man...neither

wealth nor poverty really existed, for the earth was opulent to all
and disproportionately enriched no one."13 Twain further describes the

sconomic and social system dominant in Hannibal during his childhood:

«sowhen I was a boy everybody was poor but didn't
know it; and everybody was comfortable and did
know it. And there were grades of society = people
of good family, people of unclassified family,
people of no family. Everybody knew everybody and
was affable to everybody and nobody put on any
visible airs; yet the class lines were quite clearly
drawn and the familiar social life of each class was
restricted to that class. 1bL
The humor derived from Twain's characters at many times stems
from their lack of worldliness. This appears to be simply part of the
small town behavior, yet, when considering the educational system of the
day, the behavior becomes more of a reality. Schools were not compulsory
and were only in session a few months of the year.l5 In those months
the children attended classes only once or twice a week.1l6 The typical
schoolmarm or schoolmaster earned $2.25 a week. "Teachers everywhere were
paid only during the school year, and the people who served were generally
on their way to something else."17 Girls attended school but were excluded
from studies of science and higher mathematics for it was thought such

complex subjects would overtax their naturally weak brains.18 In 1860
13. Ibid., p. LS

1L. Neider, p. 28.

15. Mary Cable and Editors of American Heritage, American
Manners and Morals, (New York, 1969), p. 1L8.

16. Neider, p. 12.

17. Cable, p. 1L8.

18. Ibid., p. 146 = 1L7.

3



over half of the population of the United States was still illiterate.l9
The religion of the frontier was the religion of the time.
Evangelism permeated the community with visions of hell and hysteria.20
The citizens of Hannibal, as elsewhere, were obliged every seventh day
to appear in Sunday apparel and join the respectable members of the
community in a united act of worship. Sunday services were unanimously
attended and provided, as DeVoto points out: "a social diversion, a
commercial bazaar, and a focus of dynamic joy."21 The sermons, as Twain

notes in The Adventures Of Tom Sawyer, were based on "an argument that

dealt in limitless fire and brimstone, and thinned the predestined elect
down to a company so small as to be hardly worth the saving".22

In addition to the regular church services, a Sunday school
movement began in the early 19th century which offered one and a half
hour lessons for classrooms throughout the United States and spread the
Word to the frontier colonies through volumes of printed material.23

As described by the Editors Of American Heritage in the book American

Morals and Manners, these

Publications were usually glutinous mixtures of
morality and 'applied Christianity', and children
would save their pennies for information of
"Punctuality and Exactness, Obedience and Improve=
ment.'...Though angelic moppets carried handker=-
chiefs printed with 'Where do children love to go,
When the wint'ry tempests blow, What is it attracts
them so? Tis the Sabbath school', Tom Sawyer's
irreverent attitude more accurately described red=-
blooded American youth.2L

19, Ibid., p. 150,
20. DeVoto, p. L2.
21l. DeVoto, p. L3.
22, Twain, p. 36
23, Cable, p. 184
2h. Ibid.




The typical youth was hit with a deluge of material proporting the virtues
of temperance, an early bedtime, domestic tranquility, and compassion for
the sick and suffering.25

Proper members of the village didn't depend solely upon these
organized religious activities to save the souls of their children; they
also held family worship in the home as Aunt Polly does in the novel.
According to Twain "it began with a prayer built from the ground up to
solid courses of scriptural quotations webbed together with thin mortar

of originality." Although the Spencer script fails to mention the common
practice of slavery in the Hannibal home, its influence can be directly
linked to the superstitious beliefs of the children. Children grew up
with black house slaves and "were herded indiscriminately by black wenches,
who kept order among both by threatening the terrors of ghosts, witches,
and devils."27 It was another religion of terror, comprised of the worship
of corpses, blood, serpents, voodoos, and magic, which was binding on
slaves and through them on the children.28 These superstitions and pract-
ices, when mixed with the fire and brimstone evangelism of the day, were
responsible for creating insatiable curiosity and terror in the hearts of
many a young soul.

Between the years of 1830 and 1860 an increasing societal
emphasis on etiquette resulted in the publication of over one hundred

etiquette books, many of them best sellers. These books outlined rules

25. Ibid. p. 185.
26. Twain, p. 27
27. Devoto, p. 65.
28. Ibid. p. 67

I
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for gentlemanly and lady-like manners, exalted morals, and were directed
towards women, for it was assumed their responsibility to inform their
husbands and children.29

As store=bought toys did not reach the markets until later in
the century and children's idle time was expected to be consumed by acts
of charity, chores, and study, a child's play was many times self-created
during stolen moments, i.e., playing hookey, midnight trips to the grave=-
yard, or excursions to Jackson's Island. Toys were homespun by the
children and routine items, such as window sashes, old keys, and baby
teeth, became invaluable possessions to be traded for favors or merchand-
ise of greater value. The boyhood world, relayed in the script, is filled
with secret diversions and continuous bartering of virtually worthless
items.

Despite the lack of topys and the strict code of behavior, the
citizens of Hannibal enjoyed various forms of entertainment. The steam=
boats brought circuses, actors, and "coon bands" to the Main Street of

the village. PFlaying the works of Dan Rice and Stephen Foster, the bands'
songs were "sentimental, sweetly melancholy, morally pristine, and unlikely
to offend anyone."30 This new popular music joined the folk songs and
Negro spirituals heard daily. Musical instruments, such as fiddles and
banjoes, made by the frontiersman, were always present at the corn shuck=-
ing and roof-raising parties. These instruments were accompanied by a
person standing on a platform or chair, uttering calls while the villagers

performed jigs and reels native to the frontier.3l

29. Cable, pt lhé - 11‘7.
30. Ibid., p. 152.
31. DeVoto, p. U45.




The childhood pre=occupation with robbers, pirates, and buried
tpeasure was founded on a daily reality of the citizens of Hannibal. Many
islands on the Mississippi held confederacies of outlaws who made their
1iving from piracy of the barges. John A. Murrell's clan, the most wide=-
spread criminal organization of the time, was feared by the town. Their
name was attached to legends of buried treasure for the clan had taken
much gold and must have hidden it somewhere,32

St. Petersburg, standing between the forests and the river, is
a town Twain describes as a "poor little village"33, a™ranquil world" 3L
which is "ordinarily quiet"35 and has a "sleepy atmosphere"36 stirred
only by the murder of Doc Robinson and the disappearance of children.

The play takes place during one long "balmy summer"37 where
"the flaming sunshine"38 and a "shimmering veil of heat"39 seems to en=
close this naturally unhurried environment. Steamboats come and go, a
murder takes place, three boys run away, and Tom and Becky are lost in
the cave! yet, the village atmosphere retains a peaceful quality, an

ignorance, a simplicity untouched by the outside world.

32. Ibid., p. 18 = 19.
33. Twain, p. 1lh.

3ho Ibid., pe 27.

35. Ibid., p. 100.

36. Ibid., p. 125.

37. Ibid., p. 22.

38. Ibid., p. LB.

39. Ibid.



CHAPTER III

ANALYSIS OF THE SCRIPT
A
ACTION

In the first scene the viewer is introduced to Tom in his
home environment. It is a scene, not atypical of youth, which reveals
Tom's dread of school and his willingness to fabricate in an attempt to
obtain another day of freedom. Tom's dramatic groans fool his younger
brother Sid, but not his Aunt Polly who outsmarts him due to his own
naivete. The security of Tom's home is expressed through Aunt Polly's
concern about his physical, mental, and intellectual well being. Tom's
attempts are met with more than he had bargained for--a tooth is
extracted through primitive methods and he is forced to go to school.
Sid gloats over the outcome, setting up the rivalry between the two
brothers and disclosing the external sweetness and underlying slyness
of Sid's character.

Scene II furthers the exposition by introducing Tom's school=-
mates, best buddies, and enemy. The setting of the schoolyard provides
the opportunity to exhibit the everyday activities, games, and interests
of the children of the community. Tom no ~sooner arrives at school than
he encounters Alfred, a newcomer with a citified air about him that eats
"into Tom's vitals"., Tom taunts the boy which results in a lengthy
interchange of insults and boasts and ultimately culminates in a fight.
Tom displays his physical prowess and exults in the glory of victory,
Yet, underlying this is a weakness of Tom's; the new boy with his finery
Proposes a threat to Tom's familiar territory which he must overcome to

maintain his self-worth., Joe Harper, Tom's sworn comrade, enters next.



Joe immediately demonstrates his love and interest in Tom by gquestioning
him about the fight and encouraging him to hurry to school to avoid being
punished. But, just at this point, Huckelberry Finn meanders in with a
dead cat. Tom is overcome with curiosity and admiration concerning
Huck's new possession and an informative discussion ensues with plans
made for a midnight trip to the graveyard. This unit of dialogue serves
several purposes: it compares the difference between Huck's unrestricted
1ife style and Tom's socially hampered existence; it more concretely
establishes the boyhood pre-occupation with bartering and superstition;
and it sets up the action for the next two scenes.

A lengthy Scene III, composed of five basic units divulges more
information concerning Tom's character and environment and begins the
development of a love interest important to the story-line and the revel=-
ation of Tom's most noble character traits. Due to his conversation with
Huck, Tom enters the classroom late and is confronted by the tyrannical
Schoolmaster, Mr. Dobbins, who questions his tardiness. Tom answers
honestly and is subsequently punished for "this most astounding confess-
ion", Dobbins, as a representative of the community, displays the
commonly held notion that Huck is to be feared as a disruptive influence
upon the respectable children of the community. Tom's confession demon-
strates his sense of humanity and honesty as well as his general defiance
of propriety. The second unit within this scene begins with Tom's being
seated in the girls' section, a form of punishment used te humiliate the
young boy. The normal recitations and drillings continue to demonstrate
the formality and lack of originality in the educational system and the
general disinterest and fear the students feel. These interludes of

rote memory and recitation continue throughout the scene while Tom is



absorbed in other diversions. Tom is a boy reaching manhood who is dev=
eloping a budding interest in members of the opposite sex. This conven=
jent seating arrangement gives him the opportunity he needs to gain the
adoration of his newest interest, Becky Thatcher. Tom is beginning to
make progress with Becky when he exceeds the boundaries of propriety

and is rejected by his new found love. One begins to detect that Tom

has the will to go after what he wants as well as the charisma needed

to obtain it. However, he has not yet learned the perameters of this
ability and occasionally goes too far, as he does in this instance.

The third portion of the scene returns Tom to a seat next to Joe, where
they devise a game with a tick to relieve their boredom. Although the
game leads to gquarreling, the activity of sharing this tick elaborates

on the relationship between the two boys and displays their mutual trust
and admiration. Tom is again being punished reiterating his disobedience
and the schoolmaster's severity. Unit four consists of Tom's proposal to
Becky, her shy and reluctant confession of love for him, and their short=-
lived engagement. Tom's inadvertant disclosure of his prior love,

Amy Lawrence, hurts Becky and her pride will not allow her to accept his
apologies, In this scene Twain shows the reader the good and the bad in
the boy. He is fickle, unworldly, and blundering but he has the finesse
and courage to attempt to achieve his desires. Becky's actions demon=-
strate shyness, innocence, and vulnerability, but she is quick to anger
and slow to forgive. In the final unit Tom wins Becky's adoration and
becomes victim to the most severe punishment received all day. At this
point in the play, one sees the actions of a hero; he is brave, protect-

ive, strong and kind.
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The fourth scene, the witnessing of a murder in the grave-

yard initiates the second major story-line in the play. At this point
the childhood ventures of Huck and Tom turn into a terrifying experience
neither of the two will forget. The boys are now at a crossroads and
they must weigh their values and decide on a course of action, They
must decide whether to remain silent and allow an innocent man to take
the blame for a crime he did not commit, or to speak honestly and suffer
the revenge of "the murderin half-Breed". They choose the latter and
take a binding oath suitable for the solemn occasion. This oath inter=
jects some humor into an otherwise serious, suspenseful scene. Two
significant characters are introduced in Scene IVj Muff Potter and

Injun Joe. Muff Potter is a weak, fearful man who is virtually harmless.
Injun Joe is a strong, self assured man who is the embodiment of evil.
The contrast in these two characters provides significant symbols for
Tom's advancement toward maturity.

Scene V of the play encompasses several different chapters of
the book. Tom is being punished by Aunt Polly. His punishment consists
of whitewashing the fence and Aunt Polly is unmoved by his pleas to be
relieved from his duty. His depression is quickly dismissed, however,
when he discovers that he can entice his friends to do his work for him.
This section of the scene is humorous and restores the normally idyllic
environment of Tom's boyhood world. Tom is a fine actor and salesman
who understands human nature and motives. Through these character traits
he manages to outsmart his friends and his Aunt Polly. But his excite-

ment over this victory is soon quenched by Sid's vivid description of



the body found in the grave-yard and the evidence pointing to Muff as
the perpetraitor of the crime. Sid's fascination with the gruesome
details of the murder and his apparent delight in being the first of the
boys to know provides greater insight into Sid's personality. Tom!'s
friends are enthralled by the tale when the Sheriff enters with Muff
Potter and Injun Joe. Again, Tom & Huck are plagued with fear as they
listen to Injun Joe's confession of Muff's guilt. Injun Joe makes sure
to absolve himself of all suspicion by stating that he refused to take
part in the Doctor's plan to rob the grave. Injun Joe is further estab-
l1ished as the villian and the boys are provided with even greater just-
ification for remaining silent. Muff's ignorance and helplessnesss are
reemphasized, evoking sympathy in the hearts of the boys. However, self
protection remains their most immediate desire. When Joe enters and
reveals his plans to run away from his Mother, Tom and Huck are eager

to join him and escape their turmoil. The last section of the Scene
returns to the humorous, boyhood dream world of adventure and demon=-
strates clearly that Tom is a natural leader.

The next two scenes serve as a release from the tensions of the
murder. Scene VI presents a calm world, a world of unrestricted play and
freedom. Humor is brought into play in the boys' attempts at smoking.
The discovery of the town's concern that they have drowned increases
their sense of importance and sets up the next two scenes. The following
scene, four days later, reveals that the boys are more dependent upon the
security of St. Petersburg than they were aware. Tom, who is not present

at the opening, has slipped away during the night to return to his home.

dJd
%@ is homesick and displays his emotionality over his attachments to his

g R



Huck misses the familiarity of St. Petersburg and expresses his

Mother.

loneliness. But, Tom has devised a plan to attend their own funeral that

is more attractive than an immediate fulfillment of their desires. This
scene acts as a reminder that the boys, although on the verge of manhood,
are still children and are still dependent upon their families and/or
environment for their sense of security. Tom is shown in conflict with
his two best friends who are beginning to rebel against his previously
unquestioned control. They are no longer operating as a team but as three
individuals with their own set of values and desires. The boys' disillus-
jonment with this romantic world of Jackson's Island conveys a message of
importance,=-- the grass is not always greener...

Scene VIII, the funeral for the three boys, demonstrates a
unified community with a firm religious foundation and a strong sense of
compassion. This scene imparts a more complete picture of the adult
population of the village. The adults who have been characterized only as
sources of discipline and fear, are now displayed as forgiving, simple
hearted people with a propensity for outward emotionality. The humor
inherent in the scene stems from Spencer's employment of two devices fam=
iliar to Twain's style=--eaves dropping and surprise or sudden appearances.
The boys overhearing their glowing eulogies and the congregation's initial
reaction to their appearance are both examples of this device. Once it is
established that the boys are alive, the affectionate welcome Tom and Joe
receive shows that they are, in truth, loved and cared about by the
community., Although Huck is virtually ignored in the town's jubilation,
Tom displays his kindness and sense of humanity by pointing out this

injustice., This scene, one of the most humorous in the play, reaffirms a



gnited community and a loving environment. Tom relishes in the success
of this grand joke and the rewards of his returm.

Scene IX serves three basic purposes: to provide the audience
with necessary exposition concerning the murder trial, to establish
plans for a party at the cave, and to furnish a climaz in the story of
the murder. The first section reveals that Tom and Huck have not been
able to forget Muff's dilemna. Thelr presence at the jail appears to
have become a routine. They attempt to relieve the guilt they feel by
bringing tobacco and matches to the prisoner, but Muff's gratitude and
compliments only make them feel worse. Tom appeals to Huck to disregard
the oath they have taken and to reveal the truth. But Huck stands firm
and reminds Tom of the fear of Injun Joe; the purpose of the oath. This
establishes a sharp contrast between the two boys. Huck, loving without
the protection and security of a sheltered environment, haunted by fears
of his drunken Father, and familiar with the behavior of the likes of
Injun Joe, has through life's hard lessons become a survivor. He is more
concerned with his own welfare than the idealistic protection of others.
Tom, on the other hand, is a product of a more secure environment and has
inherited the basic values from his Aunt, of honesty and justice. These
values begin to come to the forefront in his thought and later in his
actions. This path is interrupted mementarily by the entrance of Becky
and her friends, who are making plans for a picnic at McDougall's Cave.
This unit sets up the action for the next scene and restates the face that
no matter how weighty the problem at hand, a child's mind will relinquish

it's worry with the thought of a new adventure. As the townspeople begin



to assemble for the trial, it becomes clear that the majority opinion
establishes the presupposed guilt of the prisoner. Aunt Polly, Mrs.

Harper, and several girls defend his innocence even though the boys and

men of the community provide evidence and thought to the contrary. This
segment of dialogue further examines the nature of this community whose
attention is focused unanimously on rumors and gossip concerning this
major event. It also suggests a difference between the male and female
members of the society. The men and boys who are quick to judge the guilt
of Muff Potter are differentiated from the women and girls who remember
Muff's virtues and uphold his goodness. This portrayal of women as
jntuitive creatures with a propensity for truth may be used by Spencer

to justify Tom's strong attachment to Aunt Polly and his ardent protection
of Becky and to aid as a motivator in Tom's ultimate decision to confess.
A final impetus is added to Tom's decision when Muff delivers a heart
rendering speech, his profession of love and concern for the community,
triggers Tom's revealment of truth and his strongest action of courage and
maturity. Injun Joe, who has joined the collection of spectators, makes

a swift and agile exit, He is followed by the men of the town who quickly
organize to capture the villian. The remaining members of the community
surround the now innocent Muff Potter, displaying the general fickleness
of the mob and their forgiving nature. Tom, preparing to join the posse,
is retained by Huck who reminds him that his fear of Injun Joe is still
firmly based in reality. Even though Tom has been cautious not to mention
Huck's involvement in the graveyard, Huck remains convinced that he as

well as Tom will suffer the blows of Joe's revenge. Huck's pessimism
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s the idea that another encounter with Injun Joe is still a

reinstate

possibilitY- Huck and Tom decide that their only recourse is to hide
out until the villian is captured. Huck manages to escape, while Tom is

detained by Becky and Aunt Polly, who demonstrate their adoration of Tom's
bravery and goodness.

Scene IX provides significant insight into several of the
characters in the play. Aunt Polly and Mrs. Harper are displayed as
simple-hearted people who recognize the good in people and are willing to
defend that quality even in opposition to popular opinion. This penchant
for honesty in these two parental influences is inherited by both Joe and
Tom and aids in the understanding of their personality development. The
Schoolmaster and the Preacher are skeptical and seem eager to find Muff
guilty. They, along with the young boys of the community, suggest their
disdain for Muff for referring to him as a drunk, a loafer, and a poor
wretch. Muff, who has been primarily developed as an ignorant, helpless
vagrant, is further developed in this scene as a king person with a
genuine concern for others. His good deeds and actions are referred to
throughout the scene, heightening the value of Tom's disclosure. Huck is
further examined as a boy unmotivated by ideals. He is a realist who rec=-
ognizes the danger and chooses to avoid it at all cost. His system of
values is based primarily on his superstitious beliefs, displaying dis=
trust and pessimism towards the ideals of humanity. Tom in contrast
upholds the ideals of truth and justice learned from his Aunt Polly
and reveals a sense of altruism not as apparent in Tom's previous behavior.

Although Tom's protection of Becky in Scene III is a noble gesture, it is



an action motivated partially by self interest. Tom now, however, takes
an action which is devoid of personal gain--an action that demonstrates
that he has the strength and maturity to stand up for what is right and
face the adverse consequences.

The action in Scene X is two-fold: It leads Tom and Becky
into a newly terrifying experience, and it provides a resolution to the
prevailing fear of Injun Joe. Becky and Tom, attending the previously
planned festivity at McDougall's Cave, have managed to become separated
from the other members of the party. As they wind around the cave's
endless branches, they become hopelessly lost. It is an opportunity to
further develop the characters of the two children and their capabilit-
ies and mechanisms for coping with stress. Tom is determined and un-
willing to succumb to emotionalism and fear. Becky is frightened, panic-
stricken and more willing to concede their fate. Though they have differ=-
ing outlooks, their admiration and respect for each other is apparent. Tom
is protective and gentle while Becky is careful not to blame him for their
predicament. Adding to the desperate situation, Injun Joe enters the cave
to hide from the posse. This fact gives a sense of unity to the two story
lines in the script. Injun Joe falls from a cliff and dies, thus complet-
ing the story of the murder but this suspense is replaced by another fear=-
will Tom and Becky survive?

The remainder of the play includes the townspeople's discovery
that the children are missing, their attempts to find them, and Becky and
T

om's ultimate return. Scene XI returns the viewer to the village. All the

able~bodied men in the community, 200 in number, have been searching for



It is clear, as it was in the funeral and the courtyard,

the children.
that the citizens care deeply for Tom and the other children of the

community. Scene LI opens as Aunt Polly is stricken with grief over
what appears to be a hopeless situation. Aunt Polly informs Huck, who
is also heart-broken, that the men have searched the cave for three days
and have almost all come home in despair. This conversation is interr-
upted, however, by the town bells announcing the return of the children.
As the townspeople begin to flood the streets, Becky and Tom are brought
in., Although the children are ragged and weak, they are safe and the
whole village rejoices. Tom reveals that through a long search for an
escape and without the help of the search party, he had finally discov-
ered a way out. Tom has once again displayed his heroism. The play
ends with a lasting impression of Tom's determination, his intelligence,
and his chivalry. He has won another battle and has been assured the
respect of the entire community. Tom is an instrument utilized by
Spencer and Twain to convey the virtues of bravery, honesty, altruism,
and maturity. As the townspeople exit, planning a celebration, Tom
remembers his friend Huck who has been viewing the event from the out-
skirts of the assemblage. Even in this exhilerating moment of victory,
Tom displays his undying loyalty to his friend. As the scene fades, Tom

and Huck are reunited in their world of imaginary play and adventure.
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DIALOGUE

Analysis of sentence structure of the Spencer script reveals

a significant reliance on short, fragmented sentences. This discovery

is important in developing both the tempo of the play and in establish-
ing environment and character. The short sentence forces the tempe to
move quickly. One of the most explicit examples of this is the dialogue
used in the lead in the fight between Tom and Alfred. "I can lick you",
nT1d like to see you try it", "Well, I can do it", "No you can't either”.
"Yes I can", "No you can't", "I can", "You can't", "Can", "Can't". As
the sentence structure shortens, the reader or listener becomes aware of
the steadily increasing tempo.

The lack of complete sentence structure also provides the
viewer or reader with a glimpse of the educational level of the society
and the simplicity of the character's level of communication. With the
exception of the Schoolmaster and the Preacher, the cast of characters
speak in short, fragmentary thoughts. This choice by the playwright
achieves the effect of simple, direct conversation with very little, if
any, formality or adherence to proper grammer.

Spencer employs much of the dialogue and colloguialisms that
Twain used in the novel. This is colorful, descriptive language that
displays the educational, religious, and superstitious values in the
culture, as well as establishing the dramatic qualities of humor and
adventure. It is quite evident from the consistent use of word abbrev=-

iation, i.e. Yes'm, rather than Yes Mam==Nuff, rather than enough-=-



Lemme, rather than let me=--and the use of improper English, i.e. "ain't",
that the educational level of the characters is not advanced. The
religious and superstitious beliefs of the inhabitants are suggested through
continuous references to "sperrits, ghosts, thunder and lightning and the
devil. The sense of adventure in the script is heightened by the frequent
references to blood and death., The humor is increased by such colloquial-
jsms as: "Anybody that will take a dare will suck eggs", "Gee Willikers",
nThat's a whack", "Sawbones" and "Jeehosophat",
Some indication of character is also present in the word choices.

The Schoolmaster, for example, uses words that are alien to the other char-
acters in the play which provides a sense of the formality within his char-
acter, i.e. "adjourn, announce, dismissed, astounding confession." This
level of formality and education is also apparent in the language used by
the Preacher and Doc Robinson. In sharp contrast to this, is the language
used by Huck Finn, Muff Potter, and Injun Joe, which consists of improper
English and colloquialisms. An interesting insight is also offered in the
language used by Tom Sawyer. He is the only character in the play, other
than the Schoolmaster, the Preacher, and Doc Robinson, who attempts to use
a heightened vocabulary. In his language one may find interspersed among
the common speaking patterns of the environment, such words as "mortified",
"perfectly" and "notice". These words, when they appear, are often used
improperly within the context of the sentence.

A dialect characteristic of this region of Missouri is suggested
by Spencer in the use of vowel substitutions, i.e. "foller" rather than
follow, shortened word endings, particularly in the use of the "in" rather

than the ing ending, the elimination of the "th" on them, and the linking



of words, i.e. "ticks a=plenty, "goin' a=-fishin". This use of dialect

is a significant aid in providing an environmental foundation for the

play.
Both Spencer and Twain offer a colorful, unique, and simple

gialectic dialogue. The speech decorum of the characters reveals to
audience or reader the personal decorum of the individual as influenced

by his or her environment.
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C
CHARACTER

The human family cannot be described by any

one phrase; each individual has to be described
by himself. One is brave, another is a coward;
one is gentle and kindly, another is ferocious;
one is proud and vain; another is modest and
humble... It is my conviction that the human
.race is no proper target for harsh and bitter
criticisms, and that the only justifiable feel=-
ing toward it is compassion. Mark Twain LO

Mark Twain is a master at creating convincingly realistic and
well rounded characters. He does this for the most part with a strong
gense of compassion and perception. With the necessary exception of
Injun Joe, the antagonist in the story, his character development dis-
plays an array of human potentialities; they are kind, loving, courageous
but also cruel, hypocritical, and weak. He examines individuals, coming
from a variety of economic and social backgrounds. He also examines the
behavior of a homogeneous group.
Twain's intent to convey realistic characters is suggested in
the short preface offered in the novel. Twain states:
Most of the adventures recorded in this book really
occurred; one or two were experiences of my own,
the rest those of boys who were schoolmates of mine.
Huck Finn is drawn from life: Tom Sawyer also, but
not from an individual = he is a combination of the
characteristics of three boys whom I knew, and
therefore belongs to the composite order of
architecture.ll
Through evidence revealed in Twain's autobiography it is ascertained that
Huck Finn was Tom Blankenship, a good hearted rag-

amuffin who played and went adventuring with young
Sam Clemens in Hannibal. Becky Thatcher was Sam's

L0, Neider, p. 308 =309
1. Twain, preface. s



playmate and childhood sweetheart; her real name
was Laura Hawkins. Aunt Polly and Sid were
respectively Jane Clemens (Mark Twain's mother)
and brother Henry. Joe Harper was John Briggs.
Injun Joe and practically all the other charact-
ers had their counterparts in real life. L2

Spencer's adaptation of the movel remains true to the author's
intent. Although the opportunities for vivid character description and
detail inherent in the novel are not available in this adaptation for the
stage, it is clear that Spencer relies on Twain's dialogue and action for
a realistic portrayal of character.

Tom Sawyer, the hero of the play, is a typical boy for his time
and place. Although little information is provided in the script or
novel describing Tom's physical character, one may gather that he is not
unusual in appearance; he is not extremely handsome nor is he homely.

Tom is attractive enough to warrant the affection of two girls and normal
enough to have the acceptance of the boys. Other references to appear-
ance in the novel suggest that Tom's clothing is simple. His wardrobe
consists of one outfit for everyday attire and one for Sundays. Tom
doesn't like washing and feels restrained and uncomfortable in clean and
good clothes,L3 The boys strongest feelings concerning appearance demon=
strate his concern with his masculinity. Twain tells us, for example,
that he plasters his hair down as straight as he can because he believes
curls are effiminate.Ll Alfred's apparel including a dainty cap, a neck=-

tie, and shoes are intolerable to Tom, especially when worn on a weekday.l5

2. John A, Winkler, Mark Twain's Hannibal, (Hannibal, Mo. 1979),
pP. 26

lljc Twain’ po 28 - 29-
L. Ibid.
L5. Ibid., p. 1lk.




Tom's physical mannerisms in most instances display an impat=
jence OT restlessness exhibited in constant physical activity. Moments
in which he is subdued are only temporary and are followed by a rush of
activity. In the novel Aunt Polly refers to Tom as "giddy and harum=-
scarﬂm"-hé His sister Mary says "he is always in such a rush he never
thinks of anything“.h? Spencer emphasizes this physicalization through
suggestions in the script, including Tom's "dashing" "bolting" and
fmarching" .

Also apparent in Tom's external makeup is a significant degree
of self-assurance. Even though this show of confidence is sometimes
based more on fiction than reality, it is a characteristic of Tom's
which gives him magnetism and gets him through many a troubled situation.
Spencer makes reference to Tom's external confidence and ability to remain
unruffled throughout the script.

Tom Sawyer is a boy on the verge of becoming a man who has
developed behavior acceptable among his peers. His gestures, movement,
and carriage must display his masculinity as defined by his frontier envir=-
onment, Although Twain fails to mention Tom's exact age, the director
assumed through analysis of his behavior and Twain's assertion that he is
nearing manhood, that he is probably 12 or 13 years of age.
One of the strongest motivations detected in Tom is a burning

desire for attention. Clemens expresses this desire in his autobiography

when he states "I was at the age when a boy is willing to endure all

L6, Ibid., p. 88
L7. Ibid., p. 103



things, suffer all things short of death by fire, if thereby he may be
sonspicuous and show off before the public..J U8 This yearning is further
mregsed in the novel: he shows off in an"absurd, boyish manner" every-
time Becky is near;L49 he feels like a hero when he realizes that the
town believes he has drowned, as this means he is "missed, mourned, and
the talk of the whole town";50 and when he and his friends attend their
own funeral "he looks around at the envying juveniles about him and
confesses in his heart that this is the proudest moment in his 1life"S1
for the "envy of the other boys were food and drink to him."52

Another major motivating force in Tom's life is his craving for
freedom. His unwillingness to conform in school, his frequent escapes to
the woods or the river and his lack of obedience to his elders are all
examples of this desire. As Twain points out his "heart aches to be free"S3
and his respectful relationship with Huck provides a perfect symbol for
this wish. Tom craves Huck's independence from conventional standards of
conduct and his freedom to come and go as he pleases.

Tom is clever, quick-witted, and fascinated with life. He is an
avid reader, demonstrating his knowledge of famous literature through his
informed discussions on piracy and buried treasure. He also gleans infor=

mation from Huck about spirits, spells and techniques for day to day

L8. Ibid., p. 51.
L9. Ibid., p. T
50. Ibid., p. 85
51. Ibid., p. 102
52. Ibid., p. 106
53. Ibid., p. L8
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gurvivale The extent of his curiosity is seen in the graveyard where he
parely escapes danger to investigate a superstitious theory concerning
the elimination of warts, Yet this inquisitive nature seems only to
apply to those areas of 1life to which he is personally attracted. School
is not one of them. As Twain states, school to Tom is "slow, agonizing,
and sufferinga5h Vhen he is there he cannot seem to concentrate for

whis mind is transversing a whole field of human thought".55 Tom is too
bright and imaginative to be satisfied by the methodical, repetitive
educational system of the day.

Tom is a romantic-=filled with notions of passion and excite=
ment. He envisions himself a pirate and leads his friends to accompany
him in acting out this dream. He sees himself as a lover and proposes to
his newest attraction. This constant search for romance, when combined
with his keen imagination, leads him into the adventures which evolve in
the play.

Tom has a natural ability for leadership. Even in his relation=-
ship with Huck, many times his teacher, he controls the action and main=-
tains the upper hand. There are several personality qualities inherent in
Tom's behavior explaining this privilege. First, he is blessed with a
natural charisma, the potency of which is displayed in Becky's immediate
attraction to him and her willingness to throw caution to the wind at his
Suggestion. Aiding his natural charisma is his skill in the art of per=
Suasion. This is particularly evident in the fence painting scene when

Tom convinces his playmates that it is fun to whitewash a fence, indeed,

54. Ibid., p. 38.
550 Ibid., De 26.



so pleasurable that they should relinquish their most prized possessions
for the opportunity. His persuasiveness is enhanced by his ability as a
story=teller and actor. As Twain describes in the novel, when Tom tells
a story "it is brimful of interest" and "there is scarcely an interrup-
tion to break the charm of its' flow",.56

Tom's ability in acting is obvious in the first scene of the
play when he convinces his brother that he is dying of a "mortified toe".
His talent in storytelling is apparent in the final scene of the play
when Tom reveals the tale of his various attempts and final escape from
the cave.

When Tom's natural potential for leadership begins to falter
his strong sense of determination takes over.. Tom is a tenacious boy
who's decisions to accomplish something are undaunted even by the threat
of danger. His strength of will comes to the forefront in the adventures
on Jackson's Island and MeDomgall's Cave. On Jackson's Island when all
" three boys are lonely and homesick, Tom is determined not to concede to
the temptation to return to St. Petersburg until the funeral. When he
and Becky are hopelessly lost in the cave Tom does not give in to negat=-
ivity, but continues to search until he finds an escape.

Fortunately, for the sake of those who .follow his leadership,
Tom has a sensitivity to others and an underlying sense of honesty and
justice. Twain refers to Tom's concern for others many times through=-
out the novel: he feels quilty around Amy due to his new attraction to

Becky; he wishes his Aunt Polly would spank him for his wrongdoings for

56. Ibid., p. 18L.



"punt Polly's tears are worse than a thousand whippings"57; and he pities

Becky's troubled face when she is accused of ripping the schoolmaster's
book, for although he is mad at her, she reminds him of "a hunted rabbit,."58
His empathy for others leads him to undergo Becky's punsihment for tearing
the book of mystery. His ultimate sense of honesty and his concern for
justice forces him to confess to viewing the murder and face the revenge of
Injun Joe. His fear of personal harm is outweighed by his "harassed con=
science"59 and his pity for the innocent Muff Potter.60

Although Tom fails to adhere to or accept the religious doctrine
of the community, he adopts the fears of that religion, the damnation of
the sole, and blends this with the superstitious beliefs he has accumulated.
Therefore, much of his action is governed by the idea that there are super=-
natural forces that will punish those who succumb to evil., This is evident
particularly in the graveyard when Tom repents for his evil ways and bar-
gains with God that if "he ever gets off this time, he'll just waller in
Sunday Schools."

Tom's character changes throughout the play or at least the
potential in him is revealed as the play evolves. When the play opens Tom
is living a rather dull but carefree existence which he enlivens by playing
hookey, devising mischievous pranks, and initiating fights. Through the
various events in the play, however, Tom encounters moral issues and death,
which force him to grow and develop. This maturation is the basis-of the
Play and although Tom returns to his boyhood games in the end, he returns

with greater wisdom and maturity than is apparent in the beginning.

57. Ibid., p. 67.
58. Ibid., p. 115.
59. Ibid., p. 130,
60. Ibid., p. 126.



Tom's Aunt Polly has the sole responsibility for Tom's up=
bringing. Although her character is not highly developed in the script
her importance to his life cannot be overlooked. Her direct and indirect
influence is apparent in Tom's actions and belief system. She also acts
as a respectable representative of the adult community of St. Petersburz.
Aunt Polly, as Twain points out in his autobiography, is based on his
Mother who he describes with love and respect:'&echnically speaking, she
had no career, but she had a character and it was of a fine and striking
and lovable sort."6l

Aunt Polly is a woman of approximately L5 years of age (Twain's
own Mother was 32 years older than he) who is referred to throughout the
novel as an "old woman". Although by today's standards one would not
refer to a person of this age as "old", the description is more applicable
to a time period when life expectancy was shorter and health care rudi-
mentory.

Twain's Mother was a "delicate", "slender" and "small bodied
woman",.62 Although Twain offers little information concerning Aunt Polly's
physical appearance, the director assumes that her simplistic nature
extends into her outward appearance. She is not one for frills or extrave
agences--with the exception of her spectacles, built "For style, not
service" which Twain points out in the novel are "the pride of her heart."63

Aunt Polly is a character with the potential to be "overcome with

emotion".6L This is quite evident in the funeral services and when Tom is

61. Neider, p. 25.
62. Ibid.

63. Twain, p. 11.
6L. Ibid., p. 22



lost in the cave. She is given to crying, has a gentle laugh,65 and
nplushes crimson when humiliated" by Tom's devilment.66 Yet her stern
looks discharge "lightnings of wrath over her spectacles"67 when she
is angered.

Aunt Polly may be an old woman; however, she has not lost her
vigor and spunkiness. She will chase Tom if necessary for punishment.
Her_tendency is to always speak her mind on an issue for "indifference
filled the old woman's heart with consternation"68 and although she
never uses large words "she has a natural gift for making small ones do
effective work...especially when a meanness or injustice roused her
spirit."69 This concern with justice becomes apparent in the script
when she voices her disbelief in Muff's guilt and is willing to publicly
denounce the gossip and evidence against him,.

Aunt Polly is a simple hearted soul "with a heart so large that
everybody's grief and everybody's joys find welcome in it and hospitable
accomodation."70 Her goals in life run parallel with this pre-occupation.
She wants more than anything to do the right thing: to do her "duty" by
Tom and Sid; to be a good Christian, and to be an upstanding member of the
community. Although she often encounters obstacles in attempts to obtain
the first of these desires, she is a highly respected member of the comm=-

unity and routinely approaches her religion with fervour and devotion.

65. Ibid., p. 12.
66. Ibid., p. 181.
67. Ibid., p. 3l.
68. Ibid., p. 73.
69. Neider, p. 7.
70. Ibid., p. 25.



Aunt Polly's major dilemmna is in her role as disciplinarian.

She realizes that she is "on her knees to Tom"71 but she is torn over
how to gain control., She accepts the belief that if "you spare the rod,
you spoil the child", but everytime she hits Tom her "old heart most
breaks", and when she lets him off, her conscience bothers her because
she's just "laying up sin and suffering" for them both.72 This in-
decision is compounded by the fact that she, like many others, is wooed
by Tom's charm and is willing to endure his mischief to know that he
loves her. Although her "pet vanity" is to believe that she is "endowed
with a talent for dark and mysterious diplomacy"73, she is in actuality
"gs simple~hearted and honest as the day is long" and therefore "an easy
victim" to Tom's mischief.7L

Many of the traits overtly visable in Aunt Polly are more
subtly revealed in Tom's personality., Although Tom is not as simple
minded as his Aunt, he has inherited her basic propensity for honesty
and justice and her willingness to stand up for what is right and good.
Sid, Tom's half=-brother in the novel, is loosely based on
Twain's brother, Henry, who was 2 years younger than he. Sid provides

an interesting contrast to Tom by being an outwardly good boy, who al=-
ways finishes his work first and has no "adventurous, troublesome ways."75
But underlying this shell of propriety is a tattler who takes great

pleasure in gloating at Tom's misery.

71. Twain, p. 2L.
72. Ibid., p. 12.
73. Ibid.

T4, Ibid., p. 72.
75. Ibid., p. 12.



Due to the fact that Tom and Sid share the same bedroom

and go to school together, Sid is better able than Aunt Polly to keep
good track of Tom's behavior. He accepts this as his responsibility

and is eager to report Tom's shortcomings and disobedience. In the
script Sid divulges that his brother plays hookey and talks in his sleep.
When Tom is believed to have drowned, Sid is the only member of the
community who continues to refer to Tom's shortcomings rather than his
more positive aspects.

Tom and Sid carry on a feud throughout the script. Sid is
envious of the attention Tom gets from Aunt Polly and the remainder of
the community and makes every attempt to discount his worth. Tom
retaliates by threats and actions of physical force.

Another character with the potential to anger Tom to physical
force is Alfred Temple, a newcomer to the village. Alfred is larger than
Tom, but has a citified, dainty air about him that instantly infuriates
the hero of the play.76 Alfred is alien to Tom's boyhood environment,
he is well dressed even on a weekday and displays a keen interest in
school., He is used as an example of exemplary behavior by the school=-
master which he accepts with relish. Yet, this situation only serves to
compound his unpopularity and provides a sharp contrast to the value
system of the average boy of the village.

Alfred is a tool used by Spencer and Twain to establish,
through contrast, the accepted norm of boyhood behavior among his peers.
Through him Tom is revealed as an all American boy who is compelled to

Prove masculinity at all cost.

76. Ibid., p. 1lh.



Joe Harper, Tom's sworn bosom buddy, is about the same age as
Tom and has a similar economic and social background. He appears to fit
comfortably in St. ?etersburg and the mentality of its' people.

In disposition he displays an obvious similarity to Tom: he
nglways full of mischief", suffers from boredom in school, and is playful
and adventuresome.77 For the most part, he and Tom are "two souls with
but a single thought".78 When his thoughts or desires do vary from Tom's
he shows no reluctance in voicing them, especially when he is skeptical of
Tom's motives. He questions Tom's interest in painting the fence and his
mysterious disappearance from the island, but he eventually comes around
to Tom's way of thinking.

Joe differs from Tom in his willingness to comply to the wishes
of others. He generally adheres to Tom's suggestions for entertainment,
i.e. his desire to become a hermit is quickly changed when Tom infers that
piracy is more appealing. Although he hates school and arrives at the
last minute, he manages to escape punishment by hurriedly responding to
the last bell. He plays with Tom's tick in class but is not the one repri=-
manded for the incident, indicating that he'is no more a follower than
an instigator of trouble.

Joe, like Tom, is a member of a matriarchal family; but Joe
reveals a stronger attachment to his Mother. When she punishes him for
misbehavior he is not quilty of, his feelings are hurt and his decision
to run away is an attempt to force his Mother to realize her love for him.

Yet, on the island he is the first to feel homesick; he misses his Mother

7?. Ibido, p. ha.
78. Ibid., p. 76
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and is willing to return home alone to see her. Tom's accusations that
he is ¥ a little cry baby" who wants "to go home to see his Mother" are
not insulting enough to retain him,

Joe Harper is important to the script for several reasons:
He reminds the viewer that the boys are still children who depend on
the security of their home or community for their happiness and well=-
being; he, through his similarity to Tom, shows that Tom is a typical boy
in his actions, interests, and desires, and by contrast to Tom, he suggests
that Tom is a boy of unusual intelligence, determination, and leadership.

Huckleberry Finn, another important companion to Tom, is a child
who differs significantly from Both Tom and Joe. In appearance he is
unkept, uncombed, and clad in the cast off clothes of full grown men.79
He is a homeless boy, the son of a town drunkard (absent from the story),
who sleeps in hogsheads or on doorsteps. Due to the lack of parental
guidance, he has not developed even the most fundamental understanding of
social amenities. He does not attend school or church and is unwelcome at
social gatherings. He is "cordially hated and dreaded by all the mothers
of the town who believe him "idle, lawless, vulgar and bad..."80 The
children of the town, however, are attracted to his lifestyle and dream of
daring to be like him.81

Huck's physical mannerisms parrallel his virtually unhampered
lifestyle. Since he is never forced to comply to another's time schedule,
he has developed an unhurried calmness which prevails in all his action.

Although he is near the same age as Tom and his playmates, he smokes

?90 Ibid.., pl hOl
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regularly, and swears. This behavior is strictly forbidden by the
nrespectable" members of the village.

Huck's exclusion by the adult population of St. Petersburg is
accepted by Huck with indifference for he has no wish to alter his behav-
jor and conform to their value system. He is content to live his life on
the fringes of society and displays no desire to be part of the main=-
stream. This decision not to conform is the result of his greatest de=-
sire; freedom.

Huck, having no formal education and displaying a slow minded-
ness in response, admires Tom's quickness and knowledge. Tom, on the |
other hand, relies on Huck for his knowledge of the supernatural and sur-
vival techniques. This mutual dependent relationship allows the control
to shift from one to the other depending on who is the most knowledgable
in the given situation.

Huck's independence from parental control, although allowing
him complete freedom, has forced him to survive without the protection
and love inherent in a more normal upbringing. He must provide his own
food, clothes, and lodging. He must also protect himself from danger.
This he accomplishes by retreating or "laying low" when encountering a
dangerous situation or person. After viewing the murder in the grave-
yard, he makes a firm decision to avoid any involvement even if he can
save the life of an innocent man, for he has learned, above all, the
value of self=protection.

Even though Huck has learned to survive on his own, he is



still a child with his own set of desires and vulnerabilities. He, like
Tom, wants to be accepted by his peers. On Jackson's Island he enjoys

the thought that he and his companions are the talk of the whole town and
would like to receive the exuberant welcome bestowed on the other two boys
when he returns for the funeral. Despite Tom's betrayal of their oath,
Huck forgives Tom and remains his loyal friend.

Mr. Dobbins the Schoolmaster, is a middle aged man, who as
Twain points out, has "...no feebleness of muscle" and the ability for
nyigorous lashings".82 Mr. Dobbins is pictured as a harsh man who has a
gaze that can "smote the innocent with fear"83 a quality that allows him
to terrorize many of his students and leave them with a burning desire to
play hookey.

Mr. Dobbins' tyrannical behavior in the classroom is somewhat
justified by Twain's explanation that he is the victim of an unsatisfied
desire to become a doctor. Due to his poverty, he was unable to attend
Medical School, and was forced to accept a position as the town school-
master--a position which afforded him less prestige and less salary.

The lasting symbol of this desire is his "book of mystery", an anatomy
book that he locks in his desk and refers to at every spare moment.

Mr, Dobbins' sense of personal failure is displayed in his bittermess
towards the children and his lack of compassion for humanity in general.

In Spencer's script he displays an attitude of superiority towards Muff,

82, Ibid., pe 117.
83. Ibid., p. 115
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a victim of poverty who has not managed to better himself, and is eager
to prove his guilt before the trial begins.

Dobbins is important to the story for three reasons. First,
his behavior in the classroom warrants Tom's hatred of school and his
frequent attempts to play hookey. Second, his treasured book of mystery
is indirectly responsible for Tom's first sign of chivalry and his
triumph in winning Becky's admiration. Third, despite the schoolmasters!
severe punishments and threats, Tom continues to misbehave, further estab=
lishing his pluckiness.,

Becky Thatcher, Tom's beloved, is a "lovely little blue=-eyed
creature" with yellow haif which she wears plaited in two long tails.8L
She is a demure child with an external delicacy that compels others to
shelter her from the harshness of life.

Becky is the daughter of the county judge who has recently:
moved to town from Constantinople, twelve miles away. The Thatcher
family has, therefore, "traveled and seen the world."85 Judge Thatcher's
occupation, econmic status, and worldliness demands the respect of the
entire community. This prestigious social standing is evident in Becky's
prim behavior and dress. Both reflecting a dignity and etiquette fitting
for a girl of her background.

Becky's coy and prudish behavior with Tom is a reflection of
both her pride and innocence., Although she does not understand all of

Tom's advances, she knows that she must protect her reputation.

8L, Ibid., p. Bl.

85. Ibid., p. 85.



gometimes cautious and reserved she is also vulnerable and curious., Her
wvulnerability is evident in her attraction to Tom and the emotional impact
he has on her. Her curiousity leads her to peek at Dobbins' "book of
mystery" and to follow Tom's lead in the cave.

Becky's character, not fully developed in the novel or the
script, is set up as a direct reflection of Tom's romantic notions about
love. She is pretty, feminine and gentle. Tom's strength of will compli=
ments her lack of aggression, providing her with a protector and him with
someone to protect. He becomes Becky's hero, a form of flattery he craves.
in his action in the classroom and the cave. When accused of ripping the
Schoolmaster's book of mystery, Becky turns white with terror reminding
Tom of a hunted rabbit and appealing to his desire to protect those weaker
than himself. While Becky sinks into apathy in McDougallE Cave, Tom
continuously tries to convince her that there is still a chance they will
be found or will find a way out. Becky's weakness and vulnerability pro=-
vide a contrast which further develops Tom's strength.

Injun Joe, the villian of the play and novel, is given no
physical description by the authors; however, through his actions-it is
obvious that he is endowed with physical strength and agility. His move-
ments and reflexes are quick and skilled, and they exhibit an animal qual=-
ity symbolic of his nature. Twain describes his movement in the grave=
Yard as "catlike and stooping",86 and Spencer refers to him "springing

through the crowd" after being accused of the murder in the court scene.

86. Ibid., p. 67



Joe's external display of self-assurance gives him the
ability to lie to Muff and to the Sheriff without being caught in
the concealment of his own guilt. It also allows him to carry him-
self in a manner exhibiting pride, despite the contempt of those
around him.

Joe's behavior seems motivated only by wickedness. He robs
a grave for money, takes the drastic measure of killing a man out of
revenge, and blames an innocent man in order to protect himself from
punishment. This lack of scruples combined with his cleverness,
cruelty and physical strength create a formidable character feared by
the townspedple and especially the children.

This "murderin half-breed", as the townspeople call him, is
a symbol of evil, providing horror, suspense and violence in a world
that is otherwise quite idyllic. His chief importance in the story is
his effect on Tom and Huck and Tom's ultimate display of maturity.
His vicious actions appeal to Tom's sense of justice and force Tom's
growth as a person.

Muff Potter, the town drunk and a man inherently weak by
nature, provides a suitable contrast to Injun Joe. Although Muff is
first introduced in the play in an inebriated state, he is sober
throughout the remainder of the play. In his drunken state Muff is
willing to stand up for himself and Injun Joe by confronting the
Doctor for more pay and coming to Joe's rescue in the ensuing fight.
This condition changes, however, when Joe accuses him of the murder

and Muff begins to sober. Muff's fear induces physical and emotional
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pesponses that emphasize his basic weaknesses throughout most of the
continuing action. Twain's descriptions of Muff's behavior, after he
has been accused of the murder, are clearly designed to evoke a feel=-
ing of pity. As Twain states, "the poor fellow's face was haggard,
and his eyes showed the fear that was upon him. When he stood before
the murdered man, he shook as with a palsy, and he put his face in his
hands and burst into tears."87 Other words selected by Twain to des-
cribe Muff's appearance and behavior include; "pathetic" "hopeless",
ntimid" and "pale".

Although lacking in self-esteem, Muff is basically a good
man who has no desire to hurt anyone. He loves the people of the town
and is known for his kindness to the children. The members of the
community, even those who believe him guilty, often refer to his taking
the boys fishing, or mending the children's kites and dolls, as acts
of kindness that enhance his appeal.

The fact that Muff is not very bright is shown by Injun Joe's
ability to convince him that he has killed Doc Robinson. Muff's lack
of intelligence and his generally slow nature warrant him the title of
"loafer" or the town's "no account". But, Twain and Spencer express
their sympathy for this harmless, kind man by continual references to
his good deeds.

The remaining townspeople function basically as a chorus,

standing outside the action and commenting on it. Their relationship
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to the play's theme is important. First, they display a concern for
justice and a sense of harmony and love which provides a foundation
for Tom's steps towards maturity. Second, through their lack of
worldliness, they provide the essence of this small town frontier
environment. Third, ;hey help demonstrate the fact that Tom is a
typical boy of the community. His childhood pre=-occupations and
actions are not unlike those of the majority of the children of

st., Petersburg.
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CHAPTER IV
ADAPTING THE SCRIPT

An initial examination of the Spencer script, in relation
to production style and performability, revealed the script's inher=
ent weaknesses and strengths., Although the script effectively cap-
tures the reality of the times and the essence of Twain's style and
intention, it would pose several problems for a child audience.

First, the scripts fragmentary style would not allow the continuity

the director desired to maintain audience attention and to provide a
logical sequence of action. Spencer's attempt to offer a chronicle of
Tom's summer adventures, representative of Twain's style in the novel,
fails to account for the descriptive passages of daily action and
behavior that link the various adventures together in the book. This
failure presents the director with a significant problem in establish=-
ing a "whole" production with a direct through line. Second, the
script's verbosity in many instances, would inhibit natural physical=-
ization and nonverbal action demanded by a child audience. Although the
Spencer script offered the truest adaptation of Twain's writing, her
inclusion of too much dialogue unsuitable to physicalization would slow
the pace and quickly lose the attention of a young audience. Third,
the script's length of nearly seventy pages of dialogue would result in
a running time of ninety minutes or more. A performance of this length
would be a detriment in holding a young audience's attention and could

preclude the attendance of schools in the school matinee program.

av ‘



The inherent weaknesses in the Spencer script led to the

perusal of other scripts based on Tom Sawyer. Although this effort
by the director afforded a variety of ideas for production, the out=-
come was not fruitful in obtaining a better stage adaptation. The
scripts available failed to portray the adventures in a realistic
manner or they demanded the use of a narrator. Due to the director's
desire for a realistic production style and the belief that a narrator
was unnecessary to the action, a decision was made to utilize the
Spencer script with deletions or additions deemed appropriate for
effective dramatic production.

After considerable study of the play, it became easy to
detect those areas where lengthy passages of dialogue virtually halted
the possibility for interesting physical action. Many times the simple
deletion of dialogue would yield greater opportunity for action with=-
out detracting from the plot. Cuts in the dialogue carefully selected
by the director, yielded a shorter and more cohesive production, and
at the same time, increased the possibilities for physicalization.
With these initial cuts made, the director listened to an oral reading
of the script for the omission of information pertinent to the story
line or character development. The reading revealed no deletion of
essential information and it unveiled several new areas where dialogue
could be removed without harm to the material. The reading, done
virtually without regard to pauses, differences in character speaking
patterns or physical action, took sixty minutes to complete. When

considering the addition of other essential elements of production



it became obvious that the initial material would necessitate further
deletions.

In the second search for cutable material the director again
returned to the initial intention of removing extraneous dialogue.
Although the first set of deletions were arrived at by the simple
removal of entire sections of dialogue, the second attempt revealed
the need for internal cuts within the various characters' lines or
speeches. In the graveyard scene, for example, Spencer provides the
following lines for Muff immediately following the murder:

"I thought I'd got sober,Joe. I'd no business

to drink tonight. But it's in my head yet-

worse than when we started. Can't recollect

anything of it hardly. Tell me Joe = honest

now, old feller = did I do it? I never meant

to 'pon my soul and honour, I never meant to.

Tell me how it was Joe. Oh, it's awful. And

him so young and promising."88
As several of these thoughts are continuously repeated by Muff through-
out the remainder of the play and their inclusion at this point only
results in slowing down the pace and fails to provide opportunities for
new physicalization, the director reduced the speech to the following:
"I thought I'd got sober, Joe. But it's in my head yet = worse than
when we started. Can't recollect anything of it hardly. Tell me how
it was, Joe. Oh, it's awful. And him so young and promising."™ This
method of deletion allowed for character development and plot revel=-
ation without the verbosity inherent in the original lines.

The final pre-rehearsal script adaptation also brought to
light the fact that Spencer's scene following the cave scene could be

eliminated without damaging the plot. This scene, consisting of the

88. Sara Spencer, Tom Sauyer (Kentucky, 1935) p. 28 - 29.




town's discovery that Tom and Becky are missing and their plans to
organize a search party, supplies expository information that is
repeated by Aunt Polly in the final scene of the play. It's removal,
therefore, while not harming the story, would afford the director one
1ess scene transition and the elimation of approximately four or five
additional minutes of playing time.

With pre-rehearsal cuts finalized, the director moved on to
tackle the problematic scene transitions. Whenever possible attempts
were made to continue the action from one scene to the next without
the use of blackouts, as they would only add to the choppiness of the
script and lose the audience's concentration. Attempts were also made
to unify the story line establishing a logical sequence of action rath=-
er than just skipping from scene to scene. Since the script does not
provide a coherent time sequence between scenes, in many instances,
the director created dialogue or action to serve this purpose. This
was not necessary for the first three scenes where a sense of unity
could be achieved by changes in light levels and overlapping action.
At the conclusion of the first scene, while Tom and Sid are
preparing for school, their classmates would begin to assemble in the
school-yard where they participate in a variety of games until Tom

and Sid are able to join them. This same type of action continuation
is also possible between Scenes IT and III. Yhile Tom talks to
Huck, the remainder of the students would enter the classroom and take
their seats, Thus, when Tom enters the classroom, already busy with
daily activity, the viewer understands the sequence of time and action.
Although the action up to this point flows quite logically

between scenes, the remainder of the play covers a greater span of time



and requires abrupt environmental Ehanges. Additional action or
dialogue is demanded to effect the desired continuity of action.
prior to the rehearsal period, the director devised transitions that
would become an intregal part of the script.

Scene III,in the Spencer script,ends with the Schoolmaster
dismissing school in order to punish Tom for ripping the "book of
mystery" and is followed immediately by Tom and Huck entering the
graveyard. This presents several production problems: First, it does
not allow time to clear the stage of students, properties and the
Schoolmaster. Second, it does not provide a resolution to Tom and
Becky's relationship; and third, it fails to acclimate the audience
to the severe change in location, atmosphere, or the time that has
passed. The addition of Becky's line "Oh Tom, how could you be so
noble " at the end of the scene would display Becky's gratitude to
Tom for taking her punishment for her and would therefore provide
a resolution to their rocky relationship. Also, it would provide
additional time needed to clear the stage of the students and their
personal properties. A quick and well executed blackout covered by
instrumental and organic sound would be needed to accomplish the
movement between scenes. By having the Schoolmaster raise his poin-

ter to begin the spanking as the lights go out, the offstage use of

2 clapboard followed by Tom's screams would simulate the sounds of
Tom's punishment while allowing the Schoolmaster and Tom to exit with
the remainder of the school=-room properties, This action also puts a
button on Scene III in a humorous manner and allows other actors to

begin to set properties or set pieces used in the graveyard. As the
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grsvayard is being set, the graveyard lights would come up

#nderscored by instrumental and envirommental sounds selected to estab=
1ish the appropriate atmosphere for the graveyard and the time of night.
At the completion of the graveyard scene the action shifts to
the whitewashing scene. This drastic change of environment again posed
similar problems in effecting script continuity and required additional
dialogue and action in transition. In order to explain the reason Tom
is whitewashing the fence and to link the action of Scene IV and V
together, a short blackout taken after Tom's line "Huck, let's get home"
would cover the boy's exit with graveyard properties and allow time for
Aunt Polly and Sid to place themselves in Tom's bedroom as they wait

for the missing child to return home. As Tom and Huck re=-enter, sound
and lights would change to early morning indicating that the boys'
midnight adventure had turned into an all night ordeal. Two lines
between Huck and Tom reconfirming their vow to keep "mum" are included
as Tom climbs to his bedroom window. Tom is unexpectedly greeted by his
Aunt Polly, however, which includes an interchange of dialogue leading

to Tom's ultimate punishment for his misbehavior. This addition of
dialogue accompanied by the action of Aunt Polly leading Tom downstairs
to prepare to whitewash the fence logically links the two scenes together
and acclimates the audience to the time and environmental changes that
have taken place. As Tom, Aunt Polly and Sid exit, the cast members

can begin to enter the village street on their way to picnics and various
holiday activities and complete scene changes necessary to paint the
fence,

Transitions between Scenes V and VI, requiring an environmental

change from the village street to Jackson's Island, would be achieved




through the use of action and offstage sound. The first need, to clear
the stage of the fence and whitewashing properties, could be accomplished
by the entrance of Aunt Polly and other townspeople who remove the items
while rushing off to the party and fireworks display. The fireworks
display mentioned by Huck in Scene V offers an explanation for the boys'
easy escape and provides interesting offstage sound to underscore the
short blackout used to get a campfire and the boys to Jackson's Island.
The fireworks display, including square dance music, people chatting
and the sound of fireworks, would then gradually diminish and fade to
suitable environmental sounds for late night on Jackson's Island.
The directorial choice to begin Scene VI at night rather than the next
day as is called for in the script, was used in an attempt to provide a
more logical progression of time. As the boys begin their dialogue
they are gradually falling asleep around the campfire. Lights and
environmental sounds change to early morning as the boys sleep and are
replaced by the sound of a cannon being fired. The cannon awakens the
boys and a new day begins. This transition allows a gradual time
advancement replacing the abrupt time change in the original script.
Although transition between Scenes VI and VIT could be simply
achieved by alteration of light intensity and the repositioning of
actors on stage, the following scene change would require another
drastic environmental change from Jackson's Island to the village
church. This change would be executed by a gradual light fade to
blackout, allowing the boys time to exit with Jackson's Island prop=-

erties,which is covered by an appropriate hymn sung by the towns-




people while entering the funeral and setting up seating for the
congregation. Hymn singing would also be used at the completion of
Scene VIII to provide another musical interlude into Scene IX. By
fading the congregation's voices as they exit the stage and over-
lapping Muff's lonely harmonica music, the movement from church to
court house could be achieved without significant difficulties. For
purposes of expediency here, Muff would be concealed on stage during
the church scene and only revealed in jail after the others exit.
Suitable action would be later added during the rehearsal period to
help establish the new environment and to provide time for Tom's
re-entrance.

In order to achieve an effective transition into Scene X
and to enhance the elements of suspense and horror required for
appropriate audience response in the cave scene, the director made
significant alterations in the content of Scene X. The original
script for the adventures in the cave was found to be lacking in
several key areas: First, the immediate change of enviromment from
the village street to the cave's interior would prohibit sufficient
time to acclimate the audience to a logical sequence of events and
the unique atmosphere inside the cave. Without sufficient environ-
mental establishment, the elements of suspense essential to the
scene's effectiveness would be lessened. Additionally, by beginning
the scene with Injun Joe's presence in the cave, the audience is
forewarned of this impending danger, and therefore, the climactic
development of increasing horror is diminished in impact. Also,

Injun Joe's death immediately following Tom and Becky's entrance




reduces the possibilities for interaction with the children and further
diminishes the scene's potential for a more climactic.resolution. Due

to the inherent problems in the Spencer cave scene and the availability
of a more exciting and suspenseful scene from another script, the director
replaced the original dialogue and action. The new scene would help solve
the inherent climactic and transitional problems in the Spencer script by
opening the scene with the previously planned party outside McDougall's
Cave. This not only provided a clearer understanding of the sequence of
events and a more suitable environment for audience acclimation, but also
offered a contrast between the innocent childhood party and the ultimate
turn of events. Second, the entrance of all the children in the cave

and the winding path they take provides insight into Tom and Becky's
separation from the remainder of the party and gives the opportunity to
further develop the environment through the other children's comments and
fearful reactions. Third, the inclusion of Injun Joe later in the scene
would help build the elements of suspense rather than starting with all
of them and having no place to go for climactic build. Fourth, the
children's interaction with Injun Joe would increase the potency of the
horror in the scene and would further the development of Injun Joe's
villianous character. Fifth, Injun Joe's ultimate death at the end of
the scene would provide a climactic resolution to the conflict between
Tom and Joe. Sixth, Injun Joe's fall from a ledge, enhanced by a black=-
out would allow time for Tom and Becky to clear the stage and for

Aunt Polly and Huck to take their places for the final scene. The
transition into Scene IXI would be achieved through the sound of Becky's

echoing screams overlapped by the lonely music and environmental sound




.ppropriate for a return to the village environment.

One final measure taken by the director during this period
of script adaptation included the deletion of one of the minor child-
ren's roles and the addition of an adult woman. The choice to add
widow Douglas to the script was made to increase believability and
to bring to mind familiar elements of the novel. The original list
of adult characters included six men and only two women. This
seemed to detract from believability by providing an imbalance in the
adult population of the village. The addition of Widow Douglas would
help balance this out and would also provide opportunities for inter-
action with and concern for Huck. This would further develop Huck's
personality and establish a more loving adult community. The exclus-
jon of Jane Hardin from the script was done in an effort to reduce the
number of children required for the production. As Miss Hardin is not
a familiar character in the story and is given very little dialogue,
her removal from the cast could be obtained easily and without damage

to the overall production.

J1




CHAPTER V
PRODUCTICON STYLE

Due to the proximity of Hannibal and the familiarity

of the public with Mark Twain's childhood environment and literature,
it was important to the director of Lindenwood Colleges' production

of The Adventures Of Tom Sawyer to physicalize a production firmly

pased in the reality of the time and place and true to the author's
intention and style. This had to be accomplished with close attent-
jon given to the dramatic elements of tempo, mood, and theatricality,
essential to assuring audience appeal. The directorial approach
ultimately taken was based on an intrinsic interpretation of the
novel and script, historical data concerning the setting and Twain's
childhood, and an understanding of dramatic devices essential to
obtaining audience appeal. Although the production was basically
targeted for audiences between the ages of five and twelve, the dir=-
ector adhering to Twain and Spencer's intention for more general
appeal, directed a production containing elements appealing to all
ages. The realistic nature of the material makes this a possibility
not available to the director of a more typical children's play dep-
endent upon slap-stick humor and broad, two dimensional character
development.

The first decision made was to follow the dictates of the
novel and script in developing a realistic production. In all
Sources examined Twain notes that this chronicle of adventures is

based on experiences he or his companions had in their childhood.

J1
D
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Reslism, however, is a relative term, for what is reality to a child
may not be the same reality to an adult. For purposes of clarity
and a concern by the director to maintain the romantic quality
intrinsic to the literature, realism was defined from a child's per-
spective; reality as seen through a child's eyes. This childhood
yision of reality aided in justifying the two dimensionality of

several of the adult characters, i.e. Injun Joe and the Schoolmaster,
and increased the potency of the childhood fears and suspense surround-
ing the murder and the adventure in the cave. It also added credence
to the seriousness with which the children approach their pre-occup=-
ation with the supernatural and their various daily endeavors.
Childhood reality also weighed heavily in the director's
decisions on acting style. At this point in the conceptualization

the director was confronted by two fundamental questions: Will an
audience of children, bombarded typically with cartoons, slap=stick
humor, and exaggeration, be entertained by a realistic portrayal of
character? and secondly, Will they accept the discrepency in character
depth and development in the script?, i.e. the complete villianry of
Injun Joe vs. the well rounded character of Tom Sawyer. Geroge Devine,
a former director of the Young Vic Company, in London, answered the
first question by stating that "children are happily free from con=
Ventional ideas about theatre and will respond to any convention if it
is well done and honestly done."89 He further suggests that

"Acting for young audiences must first and

foremost be sincere. It must be true to

character, mood and situation. It must be

clear and strong acting. Any uncertainty or
lack of conviction will lose the interest."90

89. George Devine, "Theatre For Children", World Theatre
Vol. 3, (January, 1952) p. 13.

90. ITbid., "Young Audiences" New Statesman, Vol. 1L
(Autumn, 1949), p. 13.




A realistic acting style would therefore be accepted if done with strength
4 sincerity. In answer to the question concerning character depth dis=-

an

the script was reexamined from a child's reality. This

crepencies,
analysis proved fruitfulsfor a child's view of adults is often based on a
ggneraliZBtiC“' A child describing an adult may say "He is mean" or

nShe is nice". Rarely do they say that he or she is mean some of the time
and nice some of the time. Therefore, a somewhat exaggerated, two-dimen-
sionality would be accepted for those characters not fully developed in
the script. In general, however, the acting style would be realistic

with particular attention paid to full development of character. Each
actor would be lead to develop a characterization complete with subtext-
ual depth and physical idiosyncracies.

Thought was also given to the use of child actors in the
children's roles which comprise over 50% of the roles available. Although
the director had no doubt that young adults portraying children would be
accepted by a young audience, there was serious doubt as to the avail=-
ability of the number of suitable adults needed. Auditions would be held
for both children and adults and the decision would be delayed until the
casting session.

A1l elements of design also need to be congruous with the
acting style. Due to the demand for nine different settings, it was
Predetermined that the set could not be entirely realistic, but would
Suggest rezlity of the environment from a child's viewpoint. It would
provide a "jungle-gym" effect--a playground with places to climb, to
hide and to play. The requirement for alteration in the environment

wWould become the responsibility of the lighting designer, who, through
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the use of gobos, mood lighting, and illumination of different portions

of the set, would be able to accomplish the changes with speed and
effectiveness.

The director's concern for an accurate portrayal of the time
period would require that the costumes and properties be historically
correct. Also, since the action in the play requires an abundance of
physical movement, both costumes and properties must be durable.
Costumes and properties must also have a home spun quality and must
help delineate the various social--economic status of the community
members.

In addition to the director's requests for realism elements
of design particularly appealing to a child audience were also required.
As Devine points out "... colour and shape in scenery, costumes, and
lighting, are necessary to seize their (children) attention."$1

The script, light and colorful in nature, lends itself to harmonious
design. Therefore the set, costumes, and properties would be bold in
color.

Establishing the realistic environment of St. Petersburg and
the surrounding areas used in the script would not be complete without
the addition of sound. Twain places significant emphasis on the sounds
of nature and music in the novel.

In his autobiography he often writes with fond memory of the
Sounds and music which filled his childhood world. Music of the times

would become an intregal part of the production. It would be used to

91. Op Cit., p. 17




help establish the correct atmosphere prior to the opening of the show
and would provide a rythmical flow between scenes. Music would be per=-
formed 1ive with a staged pre=-show. It would take the adult members of
the audience into a nostalgic glimpse of a time period gone by and would
grasp the child's attention from the moment he or she entered the
theatre. When accompanied with musical interludes and a musical curtain
call, the entire production would gain a sense of continuity somewhat

lacking in the script. George T. Latshaw in the Association Of The Junior

Leagues 0f America Children's Theatre Manual upholds this directorial

decision when he states:

"The use of music to set mood, to create themes
for characters, to bridge scenes, can enhance
the production considerably. Children today
live with an undercurrent of sound wikich they
accept in films, on television, and via
transistor radios. Theatre without occasional
music would seem to be missing a beat some=
where."92

Plans were made to audition musicians on the same day as the acting
auditions. An attempt would be made to cast actors who were also
capable musicians.

Nonmusical elements of sound would also be incorporated in
the scenes when suitable. The sound of birds chirping, dogs barking,
children playing, owls howling are only a few of the sounds of nature
commonly heard in this frontier town and it's surroundings. Since
taped sound has a tendency to draw attention to itself and fails to
flow organically with the movement of the performance, the offstage

actors would supply as much of the background sound as possible.

92. George Te LatShﬂu’ De 38.
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Taped sound would only be used when live recreation would be impossible
or would diminish believability.

Special attention in the development of style is placed on
tempo, length and continuity. These important elements in all theat-
rical productions take on even greater importance in a production
designed for children. Due to the fact that over 50% of the scheduled
performances were to be presented under the school matinee program,
the length of performance must be suitable to the various school dis=-
tricts in the area. Based on past experiences with lengthy productions,
the producer requested that the show not exceed seventy minutes. Elem-
entary school teachers and principals are reluctant to take their
students out of school for longer periods of time. In addition, a young
gudience's attention span is generally shorter than that of an adult
audience and the need for an intermission could lose them all together.
Children are also particularly sensitive to rhythm and pace.93 A per-
formance that is slow or devoid of action equals a restless audience
in children's theatre. Therefore, the production would be relatively
short and fast moving with continuous action with musical interludes
and other devices used to stimulate the child's interest throughout.

Although the dialogue in the script is humorous in itself,
it alone will fail to assure the audience's attention. As Aurand
Harris, the author of plays for children states: "The laughs...
arise from comic situations more than from wit or dialogue... many
Words pass unheard, while very little action goes unseen." (Players
238 pe 1L3), A11 directorial choices in stage movement will evolve
from a Production style which is action filled. The action must
be humorous, unexpected, and bold without extending past the bounds __

Of reality or outside of the playwright's intention.




CHAPTER VI
DESIGN APPROACH
A

SETTING DESIGN

The value of a well designed set could not be under-
played in 8 production of this nature. Set demands presented
a challenge that would carry the potential for much of the
success or failure of the entire production. Therefore, it
was important to begin conferences with the designer very
early and for the director to become actively involved in
the set design process throughout.

The set designer, Ed Cating, a talented artist and -
undergraduate theatre student at Lindenwood, began the pro-
cess with an examination of production style. This included
an understanding of the director's desire to establish a
representation of childhood reality suggestive of Hannibal,
Missouri in the 1840's. This must be conveyed with color and
shape appealing to the child's eye and contain elements of
realism and nostalgia appealing to the adult. It must estab-
lish nine different locations drastically contrasting in nature,
without requiring major scene changes which could slow the pace.
The design must allow for exciting stage movement and composit-
ion, offering various levels for climbing, hiding, and playing.
Finally, it must provide a prevailing sense of the closeness of
fature in this frontier environment.

The theatre itself posed several problems. There is no

A




curtain, DO wing space, no fly system. The space included a
thirty-four foot opening with a depth of 2ighteen feet and

. neight of eighteen feet with permanent walls enclosing the
playing grea. The drastic environmental changes required by

the script would have to be accomplished in full view of the
gudience or in blackouts. The lack of a fly system and wing
space would also limit the possibility of scene change through
mechanical means. The permanent walls surrounding the playing
area would act as a deterrent in establishing the closeness

of nature.

Wwith an understanding of the limitations of the theatre
space, the "givens" of the script were taken into account.

The specific needs included the creation of the following
environments: Tom's bedroom, the schoolyard, the schoolroom,

a graveyard, a village street with a fence, Jackson's Island,
the village church, the exterior of the courthouse with an
a8djoining jail, and MacDougall's Cave. Each of these settings
must fulfill fundamental scriptural demands and directorial
needs, -

The first scene, Tom's bedroom, would require a bed

for Tom and Sid and en entrance for Aunt Polly and the boys.
Due to the mention in the script and novel of Tom's midnight
€3capes through the window and down the side of the house, the
director requested that the bedroom have a8 window with an

8Scape and that it be an upstairs bedroom. A platform extend-

ing eight feet in height was designed with sufficient space
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movement . 1t included the suggestion of a window, stage
for

with a ladder-like escape below it leading to the stage

.1¢ft’
floor. In order that the platform could be utilized in other
;cgnes, the boys would sleep on the floor. Stairs leading up

to the bedroom, stage right, provided an interior entrance
f#r punt Polly &nd a suggestion of the remainder of the house,

.. The second scene, evolving around the routine activit-
jes of the children prior to entering the school house, demand-
ed open space for childhood games and the fight between Tom

and Alfred. Although the space did not have to differ signif-
jcantly from other scenes played in the village street, it did
have to provide areas that would allow the children to run and
climb., It also should allow entrances from a variety of locat-
ions to assure quick, easy access for eleven actors gathering
from zvarious homes in the town. Design elements here, as in the
bulk of the scenes, would need to suggest a natural exterior.
The design sgreed upon accomplished these elements with creat-
ivity and effectiveness. Five entrances to the stage were furn-
ished- -three of which were placed up center, off right and off
left. Rock formations covering the procenium wall,stage right,
and the down right edge of the stage were practical, offering
tWo additional entrances and a definite suggestion of the nat-
ural setting. A six foot platform stage left, built on a form-
ation resembling a hollow tree trunk, furthered the naturel set-
ting ang allowed space for hiding and climbing. An eighteen inch

Platform extending from center to right and directly below the




eight foot platform would become the schoolhouse interior,
while the stairs and ladder leading to the platform above
would supply additional places for the children to play. The
schoolroom in the following scene would be played on the large
eighteen inch platform. The demands for seating for eleven
children and the teacher would be accomplished by the use of
a podium and stool for the teacher with the students seated
on the stairs which overlap the platform,stage right. This
eliminated the necessity for the students to bring on cum-
bersome benches or chairs and offered the seperation required
by the script's abrupt changes of focus, shifting from Tom's
conversations with Recky and Joe to the routine activities of
the classroom.

The fourth scene,the graveyard, would utilize the areas
previously established in the schoolyard. The addition of a
couple of gravemarkers carried on by cast members would com-
plete the picture for this frightening midnight adventure.

The fifth scene returns to the village street., The
action, evolving around whitewashing the fence, was the cause
of great deliberation- -how to build a fence that could be
Painted without bresking up the scenic picture. This problem
W8S ultimately resolved through the use of a folding fence
attached to the right end of the eighteen inch platform. It
Was lifted by the actors on stage prior to the scene and fold-
€d back at the scene's conclusion. The fence, four and one-

Balf feet in height, folded in three places. By folding it
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with the unpainted side out it would again become an intreg-

gl part of the design.

rthe entire set would be utilized for both the advent-
ures on Jackson's Island and the cave. Although minor set
changes would be made to suggest these environments, the main
pesponsibility for change would again be left to the lighting
designers On Jackson's Island the addition of a campfire would
help establish a new environment. The cave scene would be en-
hanced by two stalagtites lowered from the grid and movable
rock formations. Due to the lack of sufficient time for this
change in final rehearsals, the rock formations were not moved,
Their presence on stage, when correctly lighted, helped estab-

lish the underground passage formed of rock. q

The village church, used in the funeral scene, requir-

ed seating space for fourteen people, an area for the preacher

to deliver his sermon, and a location to conceal the three boys
8s they listen in on the ceremony. The eighteen inch platform ‘

Provided a suitable area to suggest an interior. The eight foot

Platform directly above would conceal the boys from the con=-

gregation and offer two escapes for entrance into the church,

——

The area would accomodate seating for all of the adults and
Several children with the remainder of the congregation stand-
ing in the back. Although the asrea was severely cramped, it
Worked effectively to help create the illusion that the en-
tire populus of the village attended the boys' funeral. The
stairs overlapping the platform, would act as a suggestion

of a raiseq podium for the preacher,
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rThe courthouse would be placed beside the village

street with the eighteen inch platform used as the court-

house entrance and the ladder leading to the eight foot plat-
form suggesting the bars of the jail. Muff could therefore be
held behind the bars of the jail while the remainder of the
population entered the village street.

Mr. Cating's multiple set design answered basic script
requirements without the need for major set changes. It provid-
ed enough realism in structure to suggest the various environ-
ments without confining its' appearance to one particular locat-
ion. This achievement was due to several factors: one, the use
of raw oak for building materials gave the entire set a rustic
quality characteristic of the time and setting; two, the irreg-
ular pattern for stairs and ladders and the uneven and rough
edges of the structure became an intregal element in achieving
believable outdoor settings; three, the rock formations and
tree trunk effect on the six foot platform helped establish

the geography so pertinent to the boyhoocd adventure;four, the
a8ddition of jute rope extended vertically from floor to ceiling
éncompassing the upstage areas and disguising the permanent
walls was useful in completing the rustic appearance of the
design, with different lighting techniques used to illuminate
the rope, it gave the suggestion of a wooded area, the walls

of a cave, and back walls for interior scenes. When sets of
Topes were placed behind others, the entire set gained a sense
Of depth, as if the woods of cave walls extended beyond the

8udience view; five,the stage floor was painted with a blend
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o garious colors of nature, bringing color into the design

ané suggesting an outdoor environment; six, a cyclorama used

W

saded the final touch of nature--the sky.

pstage center brought additional color when illuminated and







PLATE I

DOBBINS: Thomas Sawyer, this is the most astounding
confession I have ever listened to! (Schoolroom,
Scene III)

PLATE II

PREACHER: Never before has this village suffered such
a blow as now, in the loss of these three high-minded,
brave, fearless young boys. (Funeral, Scene VIII)

2
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PROPERTIES DESIGN

tn an attempt to further define the reality suggest-
ed by the set design, properties chosen were realistic. This
was paricularly importent in the Jelkyl Theatre which is a
fairly intimate theatre with a close audience/stage relation-
ship. Properties were sought that were true to the period or
the primitive environment. Those articles built were designed
to suggest the primitive construction of hand-made objects.
geveral of the items built needed to appear as if they were
constructed by children. Color was also a desirable element
in properties as the set design afforded little color to the
gtage picture.

Karima Zhiri, an undergraduate theatre student, was
assigned to the position of properties mistress. Although Ms.
Zhiri was inexperienced in this area, she approcached her job
with diligence and genuine concern for the prodaction. Due
to the fact that rehearsal time on stage would be limited to
two days, properties were added early to relieve some of the
Pressure the actors would encounter adjusting to the set be-
fore their first performance. This allowed Ms. zhiri twenty
days to design, acquire, and construct the majority of the
Props. Properties conferences were held three or four times
8 week throughout this time period to assure a correct repre-

Séntation of the time and place, to discuss design ideas and
Fequirements for construction, and to keep abreast of prop

®hanges and additions made in the rehearsal process.




gince almost all of the properties required were per-
gonal carry on props, emphasis was also placed on selecting
objects consistent with the director and actor's character
gnalysis. Upon two occassions, Ms. Zhiri attended brainstorm=-
ing sessions with the cast and director to discuss ideas for
hand-made toys and musical instruments. These discussions en-
couraged the actors to make proposals for personal properties
and resulted in a wealth of ideas for unique and pertinent
jtems. Meny of the articles utilized in the production were
an outcome of these discussions,i.e. home-made stilts for Joe
Harper, &8 steamboat whistle for Jim Hollis, a dancing wooden
man for Sid, and a string game for Tom.
pue to the need for quick scene changes and the sug-
gestive nature of the set, only one permanent set prop was used.
The barrel used primarily as Huck's sleeping quarters, was pos=-
* itioned down of the eighteen inch platform stage left and moved
to other locations when necessary to effect a new environment.
The barrel chosen was unpainted, adding continuity to the set,
8nd was historically correct for the period. It was reinforced
for safety and a 1id was built to conceal Huck from audience
view,
The remainder of the properties were carried on by the
8Ctors and would therefore need to be fairly lightweight and
€8sy to carry. In many instances these carry on properties be=-

C8me important devices for the establishment of new environments.

The first scene in Tom's bedroom included two pillows
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it hand smbroidered pillow cases, a colorful, antique patch-

o work quilt, and an iron characteristic of the time period. The

jtems found in this scene were realistic and instilled a sense
of comfort and care in Tom's home environment.

The schoolyard scen included a typical assortment of
gchool paraphenalia. To assure a speedy transition between

scene II and IIT and to further establish the schoolyard envir-
onment, the schoolmaster would place his desk,stool, and school-
bell 4n the schoolroom while the children were playing outside.
pBoth the desk and stool were selected for their rustic simplic-
ity and height. The height of these items would accentuate the
tyrannical nature of the teacher and make a statement conerning
the student/teacher relationship. The dead cat that Huck enters
with was designed with a touch of humor and morbidity. It con-
sisted of a burlap bag covering the form of a cat's body with

a tail extended out of one end to which Huck has attached a rope.
This‘ prop was successful in bringing audience laughter and
I*provided an immediate statement of Huck's character.

Properties used in the graveyard scene, were selected

to enhance the elements of realism and suspense. The gravemark-
ers, constructed of raw oak, were designed to suggest age and
decay, The kerosene lantern and the shovel were rusty with age.
A retractable knife, was selected for a beleivable stabbing and
the safety of the actors handling it.

Scene V is filled with home-made toys and other treasur-

€d childhood possessions. Adults carried picnic baskets and twigs

Decame the boys! swords in the battle on Cardiff Hill. The proper-




ties selected here displayed elements of a fun-loving commun-
jty and were effective in conveying the holiday spirit. Other
jtems in the scene, such as the paint bucket and handcuffs were
puilt to appear realistic and primitive.

A small campfire used on Jackson's Island helped estab-
1ish that environment and provided a means for cooking and
1ighting pipes. All three boys, participating fully in the
childhood fantasy of running away from home, were equipped with
hobo sticks. The hobo sticks, consisting of branches with color-
ful fabric bundles at one end, alsc became swords for the pir-
ates and pillows at the days' end. One problem encountered in
Scene VI concerned the use of tobacco in the boys' pipes. Sev-
eral futile attempts had been made to find herbal tobacco in
'the area before it was discovered that by blowing talcum powder
out of & pipe one could achieve a believable representation of
smoking without the use of tobacco or fire. Properties selected
for Scenes VI and VII, although realistic in nature, contained
elements of childhood fantasy and furthered the sense of romance
inherent in this adventure.

Staging of the funeral required seating for at least
twelve people. Renches originally provided for the scene were
too cumbersome to carry and offered less seating space then
Needed. They were replaced by wooden folding chairs which
Ylended well with design. They also afforded more seating and
Were easier to handle than the benches.

The party in front of MacDougall's Cave was enhanced
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by Huck's fishing pole, made from a branch with a line and a

nook, and other items of leisure such as picnic baskets and
musical toys. For the journey through the cave the children
shared several burning candles. A battery operated candle,
more workable for excessive action was used for Becky and Tom.
the burning candles provided realistic lighting for the inter-
ior of the cave and extended believability. The battery oper-
ated candle, although less realistic in appearance, was suit=-
able under the additional lighting added for Becky and Tom's
entrance. Injun Joe carried a lantern and a shiney bowie knife.
The effectiveness of the properties selected depended
on several factors: first, they were selected to help create
a realistic environment for each scene; second, they were chosen
to enhance the mood of the scene in which they were used; third,
they were built and acquired with concern for correct represent-
ation of time and place; fourth, they helped define the per=-
Sonality of the character possessing them; fifth, they aided
in creating a childhood reality complete with home-made toys
&nd imaginative play; and finally, they added vivid color and

Qualities of humor and suspense that appeal to a young audience.




B . - 1y0l- TOM SAWYER - Tentative Properties List
: _ &

wq
e I - P PillO‘a\iu

cene 3x5 patchworx guilt = colorful

Tom's homemade toe bendage

Sspool of thread with tooth attached to one end

Iron

e IT - Hend carried chalk boards for all children.
] School books
Jump rope .
Teacher's podium “=(with drawer(
Teacher's book
Teacher's pointer
whistle
Alfeed's large stack of books
2 pennies ~
Dead cat ( probably in burlsp bag with tail hanging out)
Huck's fishing pld pole
Tick container

gﬁ,ne II1 -Becky's gift from Tom (A pocket size object - marble?)
Key

fFhewing gum

Tom's second gift for Becky (something shiney)
Schoolbell (szttached to set in Scene II)

Scene IV - 2 lanterns (one for Sid in bedroom & one for Boctor)
[ 2 candles to light women's face in darkness

2 tombstones

2 spades

Blanket (tied with rope)

Muff's knife

Money in Doctor's pockets

Tom's needle ( in pocket)

Scene V - Paint bucket

2 brushes

Apple

Homemade newspaper kite wtthout string

Handle of a lesther grip or something more interesting)
Bress key

Handcuff

| ﬁhene VI = 33 corncob pipes
_ A bag or couple of bags to contain supplies

- Scene VII - Maybe s rocking cheir for Aunt Polly

Frying pan

Wooden spoon or gf£K stick to tend to fish with
Branches loose on stage

Injun Joe's bag of gold or wooden box of gold

Scene VIIT -Benches or stoold for congregation
SCene IX  -widow Douglas's shopping bag or basket

Tobacco
Lucifer matches




TOM SAWYER - Tentative Properties list ( Cont.)

e - candles for XY children

Injun Joe's box of gold

Ry -

. XII - Cen of trash for A. Polly

cn




PLATE III

TOM: Aunt Polly, this is a holiday. Can't a boy
play on a holiday? (Whitewashing Scene V)

PLATE IV

JOE: T believe I could smoke this pipe all day.
T don't feel sick. (Jackson's Island, Scene VI)

=1
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COSTUME DESIGN
the first factor considered in the costume design was

pealism 8s it applied to the time period and setting. The soc-
jg1 structure of this frontier environment suggested a simplic-

ity in fashion design for most of the population. Few people

could afford to buy store bought clothes and therefore, the

costumes needed to appear home-made. Although the costumes

were fairly simple in design, their importance for adding color

to the overall production was significant. Pabrics chosen

were bold in color and many times were prints or plaids.

Jeffrey Osborn, a graduate student in theatre, was sel-
ected as the costume designer. His designs were executed with
an adherence to historical accuracy, practicality and character
traits. Although the designs were basically realistic, they
incorporated a sense of romance and eiaggeration, when appropr-
iate,

The boys, with the exception of Huck and Alfred, were
dressed in pants cut off slightly below the knee, plaid or
Print shirts and suspenders. This basic costume, altered in
8ppearance through the addition of jackets, shoes and caps,
became appropriate dress for the funeral and the party. Through
the removal of their shirts and the addition of pirate symbols
°n their chests, the three boys on Jackson's Island became

 fr°° from the restrictions of their society, and were able to
8Chieve s sense of romance suitable for the adventures of pir=-

a
ftes, As described in the novel, Huck would be costumed in the




cast-Off rags of an adult member of the community. His lack

of concern for appearances, his poverty and the absence of
parental guidance in his lifestyle were suggested by the dis-
tressed condition of his clothing and the manner in which the
clothes were worn,i.e, the presence of only one suspender, a
shirt not tucked in, one pant leg rolled up the other down.
plfred, also dressed atypically among his peers, was costumed
in a8 hat, jacket, string tie, and shoes and socks throughout
most of the play, removing his jacket during the fence painting
scene only to be replaced by a vest. Alfred's costume was design-
ed with a "citified air™ alien to this environment and exagger-

ated slightly to increase its' humorous value. The costuming

chosen for Huck and Alfred set up two extremes and therefore,

helped display through contrast, that Tom and most of his com=-

rades are normal members of the community. Sid, dressed in a
sailor suit in several scenes and a string tie in others, re-
vealed a conformity to Aunt Polly's wishes not apparent in Tom's
dress,

The girls in the play were costumed in dresses falling
Midway between the knee and the ankle, with full skirts, pet-
ticoats, pantaloons, aprons, and bonnets--all typical fashion
8t the time, These costumes were constructed from cotton fab-

Tics containing a variety of vivid colors. The girls' flowery,

Pastel print dresses helped accentuste the summer season sand

the emphasis placed on femininity in the time period. Becky

Thatcher's costume was designed to fulfil Tom's romantic




otion of 2 perfect love, emphasizing the qualities of fem-

A

ity purity,and innocence. working with the image of the
:w%ing on & birthday cake",sugar sweet and delicate, Mr,
!pﬁcrﬂ designed a costume utilizing a flowery print fabric of
ﬁé@ks, yellow and white. Becky's costume could be altered in
gépaarance by the addition of an apron or an overlay. Her cost-
me was easily distressed after the cave scene by attaching

pieces of fabric and lace as if the dress had been snagged or

torn. Other costumes were altered by the addition of a dark

y that suggested their economic level and accentuated a sim-
ity in lifestyle. Earth tone colors, used in Aunt Polly's
ryday apparel, expressed her "down to earth" nature, Aunt
'0lly and Mrs. Harper changed to black mourning dresses for

€ funeral scene., Widow Douglas's costume, a black mourning
8 with layered ruffle skirt and collar, suggested an ex-
avagent nature and the personal wealth to support it.

The "respectable" adult males of the community were
thed in suit jackets and full length pants. Costumes were
ected that would denote occupation and character. Mr. Dob-
°ins' severs nature was highlighted by his costume design.

ins, dressed in a black cut-away coat and a white shirt

‘D turned down wing collar, was attired with a sense of




¢ formality and severity suitable to his character. A touch
0

of humor Was added by a pair of gold plaid pants, too short

for his legs, which revealed red socks. The gold and red con-

trasts
revealed an incongruity in his personality and a lack of taste,

with the black and white in his shirt and jacket and

the preacher, dressed in a dark suit with a cut away coat and
preachers collar, was costumed with the dignity and formality
gfforded his honored position in the community. The Sheriff's
costume including a two piece suit and a flop hat, suggested

a degree of casualness suiting his personality. Since the actor
portraying the sheriff appeared earlier as the young doctor, a
layer of padding was added to his waist to help disguise his
appearance,

Injun Joe's costume was designed to incorporate elem=
ents of reality and romance. His basic costume, a pair of khaki
pants and shirt, displayed his integretion with the white man's
society. They are working clothes suitable for a man who picks
Up odd jobs for a living. These elements of realism were blend-
ed with accessories of his Indisn heritage. A hand-made,patched
leather vest, a feather hanging from a Indian headband, and a
leg strap holding a bowie knife were used to enhance the rom-
8ntic notions his presence instilled in the boys' hearts.

Muff Potter's appearance should be a direct reflection
Of his lifestyle. This harmless town drunk was costumed in an
830rtment of heavily distressed, ragged and patched clothing
Which were most likely disgarded, long ago, by other members
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¢ the community. Even though it is summer, Muff wears his entire

sbe on his back including: pants, shirt, overcoat and hat.

Makeup for all characters was realistic and light, and
was used mainly to define the natural features of the actor
‘without destroying believability. In a theatre of this size
‘bold makeup design could shatter the illusion of reality. Muff
;ﬁtter'a personal neglect was emphasized by the addition of
f{gunruly beard and Injun Joe's Indian heritage was indicated
the use of a brown/red base.

The women and girls' hairstyles were selected with ad-
herence to the time period. The girls,when possible, wore
banana curls or braids suggesting an additional touch of fem-
ininity. The three women wore their hair pulled back in buns
or braids, a simple and proper style for their age. The boys

nd men cast were asked to let their hair grow during the re-
hearsal and performance period so as to eliminate obvious con-

temporary styles.




nressing List

punt polly

scene I

gold dress

glue apron
gpectacles
slippers

gcene V

Remove &pron

Add straw bonnet
scene VIII

Black velvet dress
park blue shawl
Black bonnet

- Scene IX

same ss Scene V
Scene XI

same 88 Scene I

Tom Sawyer

~ Scene I

Blue nightshirt

Scene TIT

Navy blue 3/L pants
Grey/lavender/pink striped shirt
Suspenders

Scene VI

~ Remove shirt

~ Pirate symbols on chest
Scene IX

Same as Scene IT

Scene ¥

Add navy jacket

Navy Ribbon tie

Brown shoes

Scene x71

Remove jacket
Distress pants




gid Sawyer =
scene I
red nightshirt
gcene II
Red plaid 3/L pants
Blue sailor shirt with red and white trim
scene VIII
Blue plaid 3/4 pants
ravendar print shirt
Blue ribbon tie
Blue jacket
Brown shoes
gcene XI
same as funeral
Remove jacket & shoes
Ren Rodgers
Scene II
Green 3/4 pants
Green & orange plaid shirt

Suspenders
Scene VIII
Add brown jacket
Brown shoes
Green ribbon tie
Scene IX
Remove jacket, shoes & tie
Scene X
Add jacket & shoes
Scene XI
Same zas Scene I
Jim Hollis
Scene II
Brown 3/l pants
Orange plaid shirt
Scene VIII
Add brown jacket '
Add shoes
Scene IX

Remove jacket and shoes




gcene X
add jacket & shoes

gcene XI
same as Scene ]I
gusan_Harper
' scene II
Lavendar print dress
Rose apron
Bonnet
gslippers
pantaloons
gcene VIII
Maroon shawl
Remove apron
scene IX
Same &s Scene II
Becky Thatcher
Scene II
Pink print dress
Yellow print apron

Bonnet
Slippers
Pantaloons

Scene X
Add collar
Add overlay

Scene XI
Distress costume

Gracie Miller

Scene II
Msuve print dress
Lavendar print apron
Bonnet
Slippers
Pantaloons

Scene VIII
Add maroon shawl

Scene 1X
Remove shawl

O




pmy Lewrence _—
scene II
green/blue print dress
Red & blue print apron

Bonnet
Slippers
pantaloons
scene VIII
Remove apron
Add black print pinafore
gcene IX
Seme as Scene II
Masry Rodgers
Scene IT
Brown & white checked dress
orsnge & pink print apron
Bonnet
Slippers
Pantaloons
Scene VIII
Remove apron
Scene IX
Add apron
Alfred Temple
Scene II
Blue/grey full length pants
Lavendar shirt
Brown jacket
Green plaid cap
Brown ribbon tie
Brown shoes & socks
Scene Vv

Remove jacket
Add light blue vest
Scene VIII
Add jacket
Scene IX
Remove jacket
Scene X
Add jacket
Scene X1
Remove jacket




Joe HSrPEZ P
- gcene II

grey striped 3/l pants

Red & white striped shirt

guspenders
gcene VI
gemove shirt
pdd pirate symbols
gcene IX
Add shirt
scene X
Add grey jacket
Add shoes
Scene XI
Same as Scene IT
Huck Finn
scene II
Green/brown rolled pants
pistressed yellow print shirt
One suspender
Scene VI
Remove shirt
Add pirate symbol
Schoolmaster
Scene II
Blue/black tail coat (red buttons on back)
wWhite shirt
Black ribbon tie
Brown & gold plaid pants
Maroon vest

Maroon socks
Brown shoes
Scene VIII
Add stove-pipe hat
Scene IX
Remove hat
In jun Joe
Scene 1V
Khaki pants
Maroon shirt




patchwork leather vest

tndian print headband with feather an

selt on leg to hold knife

M'uff Potter

——écene Iv

poc

Tattered brown tail coat
pistressed yellow shirt

Khaki pants with colored patches

nlack felt flop hat with red
Tan work boots

Robinson

Scene IV

rlack jacket
White shirt
Ribbon tie
Grey pants
Black boots

sheriff
Scene V

Mrs.

Grey two peice suit
Black vest

Yellow shirt
Grey/brown flop hat
Black boots

Harper

Scene V

Green print dress

Straw bonnet with green trim
Slippers

Lace scarf

Scene VIII

Black print dress with green
Black bonnet

Scene IX

Same as Scene V

Widow pouglas

Scene Vv

Black dress
Black lace bonnet
Black fan

hatband

lace

Preacher
Scene VIII
Charcoal grey suit(short tails)
Prescher's collar
Black shoes
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PLATE V

TOM: I dare you to step over that and I'll lick
you till you can't stand up. And anybody that
would take a dare will steal sheep (Schoolyard,
Scene II







D
SOUND DESIGN

1n an attempt to further define the various environ=-
ments in the script with a sense of realism and romance, and
#olmlp pull the disjointed scenes together to form a "whole"
iwoductionm various non-musical and musical sound elements
were added. These elements included organic sounds prov-
ided by the actors, taped sound,and live music and vocals.
Taped sound responsibilities, including locating,
taping snd running sound for performance were delegated to
wayne Wollbrinck, en undergraduate technical theatre student.
live sound elements were selected and rehearsed by the dir-
ector with the assistance of the cast, the stage manager, and
he musicians., The stage manager, Melanie Mossman, a qualified
8nd responsible undergraduate theatre student and a musician,
was particularly helpful in providing the director with a
second ear in musical decisions. Cast members were encouraged
to create organic sounds appropriate for each setting and to
-Fring in ideas for songs and musical accompaniment. Two local
Musicians attended later rehearsals and volunteered to per=-
form in the live pre-show and backstage interlude and mood
Music, A combination of musical talent and various sound el=-
fments resulted in a fulfilment of production style and en-
fanced the entertainment value of the entire production.
Although the script was accompanied by a score and

~°Uld be presented as a musical, the director decided that the

' |
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pement to stop the flow of the show for musical numbers

4 detract from the original intention of the novel's

;;J,r and from the realistic nature of the material. Also,

;;m 1istening to the score the lyrics seemed contrived and
.unsic, although offering a flavor of the time period, did

t provide the realism that actual music of the times would
offer. The use of music characteristic of of the times, much

" which is still popular today among schoolchildren and folk
ngers, would increase nostalgic appeal and offer an opportun-
for audience participation.

Immediatly following the initial blocking rehearsals,
3;5;1 was set aside for the addition of organic sound and

¢ supplied by the cast members. Each actor was asked to

- to rehearsal prepared with various sounds, appropriate

to the time of day and the environment to be established.

0se actors who played musical instruments suitable to the
 period would bring those to rehearsal, as well. The dir-
Lor selected from a variety of possiblilities those sounds
that were realistic and pertinent to the environment. This
Tocess of selectivity was done scene by scene and continued
“foughout the rehearsal period. .
Environmental sound chosen for the opening of the show,
tluding & rooster crowing, a baby crying, and a variety of

S chirping suggested the early morning rural envirconment.

8 sound, only used to establish environment, gradually faded

SUE 8s the action of the scene became the main focus.
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organic sound choices for the schoolyard scene were
used as a bridge between the first two scenes and suggested
later morning activity. This was accomplished effectively
through the use of a ccmbination of music and sound. Muff,
seated on the balcony ledge, began the transition by playing
non Susanah" on the harmonica which faded as several of the
girls entered singing "Froggie Went A-Courtin"., The scene was
then underscored by chirping birds and barking dogs. Environ-
mental sound demands were minimal for SceneIII, due to the
fact that it is an interior scene. However, to establish a
contrast between the confining schoolroom and the world out-
doors, a few sounds of nature were added as the children adjoun-
ed for recess,

As an introduction into the graveyard scene, "spooky"
guitar music and the midnight sounds of owls hooting, a dog
howling, = cat's meow, and crickets, effected this frightening
environment and helped motivate the boys' jittery action onstage.
‘These sounds continued throughout the scene until the death of
Doc Robinson when all sound abruptly stopped. Natural sounds
8radually faded in as the boys resumed their presence of mind
#nd changed subtly to morning sounds as the boys returned to
the Village street. This transition was also underscored by a
?'%9-“13 harmonica playing "Home,Sweet Home".

Scene v is a holiday in St. Petersburg and, as Twain
descripes it, "all the summer world was bright and fresh, and

.']-; .
.hl'-iming with life. There was a song in every heart; and if the




pesrt wWes young the music issued at the lips."94 offstage
;ounds became important in developing a contrast between
Tom's despair and his joy filled environment. Birds, dogs,
children's laughter and songs issued from a variety of off-
stage areas while Tom sat alone on stage. These sounds con-
tinued, almost imperceptable, throughout the scene until the
entrance of Injun Joe.
For the transition between Scenes V and VI a combin-
ation of organic, musical, and taped sounds were used to sim=
ulate an evening of holiday festivities including a square
dance and fireworks, As Scene VI begins, the sounds of the
town's festivities diminish in volume, and are graduslly re-
fllced by an abundance of crickets. In order to establish the
?%@odad environment for both Jackson's Island scenes, offstage
|

Emmnds of birds, crickets, and owls were increased in volume

Ema utilized whenever possible without detracting from the

:EQ‘an actor offstage so as not to break the organic nature of

the scenes. Taped sound required for the cannon shots incorp-
“0 the establishment of the river. Sad violin music, selected

and provided an interlude suggesting the passing of time.

Transitions in and out of Scene VIII were provided by

94. Twain, p. 17.

u%-tage action. Even the sound of a bosat's whistle was supplizad

ﬁﬁ* the opening of Scene VII, accentuated the boys' homesickness

Qo

orated the sound of a cannon passing over water, thereby, adding

* 8ctors as they sang hymns chosen to establish the contrasting
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- jnherent in the scene. The scene opened with the song

| Just & Poor Wayfaring Stranger" and closed with a joyous,

L p-tempo hymn entitled "Hallelujah, Bless His Name", As the

pers of the cast exited singing, a lonely harmonica playing

snandoah” issued from the jail and was accompanied by after-

n environmental sounds. These sounds helped change the mood

helped focus on Muff's stay in jail. As the action of the

e began these sounds diminished and gradually faded out.

Sound utilized in Scene X helped establish both the

rior and interior environment in the cave. The scene opens

a square dance--complete with fiddle,caller, and spoons.

w$mbn outside of the cave was enhanced by an undercurrent of

the sounds of nature. These sounds abruptly stopped as the child-
ren entered the cave creating a contrast between the two envir-

nts, Although the cave has a natural silence, it is not de=-
of sound; water drips, bats fly, and human sounds echo. The
was taped and played at a low volume while echoes and bats

provided by the actors offstage. Mood was further stressed

% the occassional "eerie" sound of isolated notes on the violin.

The final scene, which takes place in the late morning,

°Péned with suitable environmental sounds snd the sad violin

€ used earlier in Scene VI. This music was used to emphasize

M0t Polly's sadness over the disappearance of Tom and to point

*0 the hopelessness she feels.

A live pre-show, consisting of fifteen minutes of in-

Méntal and vocals, served to acclimate the audience to the

*M€ period sng environment., Songs selected here were intended
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. creste 8 sense of light, fun entertainment that foreshadow=-
thme entire production. The two musicians began the pre-show

: ;;th jnstrumentals on the guitar,mandolin, and banjo, but were
;mmijoined by cast members who played the gut-bucket, the
spoons, & fiddle, and a harmonica. Selection of musical in-

;3 ments, 83 well as songs, was done with adherence to histor=-
accuracy. Familiar songs such as "Camptown Races", "0ld
;}133 at Home","Lil'Brown Jug", "Amazing Grace", and "Can the
circle be Unbroken" were selected to create a sense of nostalgisa.
gious songs were included to suggest the strong religious
ndation of the society. In several instances, the songs also
ved to provide a suggestion of character prior to the open-
 scene, "Lil'Brown Jug", for example, was sung by Muff Ppotter,

the town drunk, "Amazing Grace" by the preacher, and "Can the

Circle be Unbroken" by three pious women of the community.




RECGRDED SOUND

Pre=-show - Hopefully live, but might need to
to be taped = should be music of
the 1840's - upbeat, ballads,
banjo, ete.

Scene V = VI = Fireworks
Scene VI = Cannon

Scene 10 - Bats flying
Water dripping
Spooky Cave Sounds




9.
10.
11,

1014

MUSICAL PRE-SHOW ORDER

"Sled Ride" - instrumental ( Dpoug and Greg)

"Camptown Races" - instrumental (Doug,Greg,James)

"0ld Folks at Home"=-vocals (Doug,Greg,James,DougM.,Bill,zd)
"Lil' Brown Jug" - vocals (Doug,Greg,Calvin,James)

"oh' Susanah" - instrumental (Calvin, Doug, Greg, James)
"Randy Lynn Rag" -instrumental (Dpoug, Greg, Ed)

"Amazing Grace" - vocals (Dpoug, Greg , Tom)

"Orange Blossom Special" - instrumental (Dpoug, Greg, Vicki,Ed)
"Can the Circle be Unbroken" - vocals (Doug, Greg,3 wcmen)
"Mississippi Sawyer" - instrumental (vicki)

"Sled Ride" - instrumental (Doug and Greg)

INSTRUMENTS l
Doug - banjo and mandolin

Greg - guitar and mandolin

James~ gut bucket
Calvin- harmonica
Eddie - spoons
Vicki - fiddle
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LIGHTING DESIGN

pue to the use of a unit setting and the episodic nat=-
ure of the play,a carefully controlled lighting design was’
egsentisl to the effectiveness of the set and the clear estab-
%iﬂmmnt of environmental changes. Although a realistic approach
%ajighting was needed throughout the play, the use of down
ight and back light in the graveyard and cave scenes would
‘help create the Yeerie" environments. Lighting would also be=-
s an important element in adding color to the overall stage
;jature. A background of color could be added to the natural
Lﬁ}d setting through the use of light on the cyclorama and on
the jute rope facade. The use of tree gobos in the outdoor
scenes would help create a sense of the closeness of natufe,
hile the cyclorama would give the viewer an idea of the time
of day and the weather. In establishing interior environments
Several lighting effects would also be used. In Tom's bedroom
8 window special would turn the ladder into a window; and , in
funeral scene a stained glass window would be projected on
Cyclorama. Lighting would become the final element in estab-
ing each of the different environments,as well as, enriching
Overall stage picture,
Conferences with the lighting designer, Stephanie Young,
80 with an examination of the script, as altered by the dir-
°F» 8nd the director's general ideas for mood establishment

14 time of day or night. Each scene was considered an individual
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o requiring lighting unigque to each environment.

R The first scene, Tom's bedroom, would occur at 6:30a.m.
: would require a window special and lighting focused on the
ht foot platform and the stage right staircase, The cyclor-
ama would be lighted with colors typical of sunrise. The sec-
- scene, the schoolyard, takes place at 7:30 a.m. the same
and would need a gradual change in color on the cyclorama
denote the passage of time. Tree gobos would aid in the
blishment of the exterior environment and would be en-
nced by green lights focused on the upstage rope formations
ggpéolizing foliage. As the children mount the eighteen inch
agtform for class, both the cyclorama and jute rope would

ge to colors suitable for an interior scene. Light intensity
would fade off the downstage exterior environment and come up
on the schoolroom. Lighting on the exterior setting would re-
in dim to assure sudience visibility for the recess period
thout drawing focus away from the schoolrcom. A quick black=-
out at the completion of the schoolroom scene would allow the
schoolmaster and Tom to exit with schoolroom properties. This
t blackout would then be followed by a blue wash and dim
.Rligﬁting to help establish an "eerie" midnight environ=-
ment for the graveyard scene,Another short blackout at the

1 of the graveyard scene would allow the boys to exit with
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?ﬁ”ltheir midnight adventure, would occur at appoximately
wsﬂWa'm,,Lighting selected here would denote: an early morn-

ﬂ@s sky on the cyclorama, a window special in Tom's bedroom,

ﬁnd genersl interior lighting on the stairs and the eight foot
?1‘tform. This lighting would gradually evolve into a mid-
;;rnins fence painting scene. Again the lights would fade off
‘Tom's bedroom and would come up in the village street. Light-
ing in this scene would help create a beautiful, sunny,summer
fgy full of the holiday spirit and would progress to late after-
noon.

For the transition between Scenes V and VI lights would
;f;duaily diminish in intensity and fade to a short blackout
needed to set up for Jackson's Island. Lighting for the island
enes, encompassing the whole set, would need to show the
passing of time, the heavily wooded environment, and the nat-
ural surroundings. The first section of dialogue, prior to the
sound of cannons, would occur at approximately 1:00 a.m. to
afford the audience a sense of continuity between the boys'
ision to run away and their actual arrival. To signify the

e of night and to help establish the environment, the light-

- design would include star gobos on the cyclorama and addit-
donal tree gobos. A the boys fall asleep with their dresms of
8Cy and besutiful women, the lights gradually change to estab-
#3180 a time progression to approximately 6:00 a.m.. While the

9 of the first island scene is playful and light the mood in

~® Second scene is sad and lonesome. The director asked that




e 1ights be selected to accentuate the boys' moods. In
,“:rirst of the two scenes the day is sunny and bright while
_T4¥hg gecond scene the day is rather drab. With the completion
;;'thg gecond island scene the lights would fade to a short
“1'"aut needed to get the boys and campfire offstage.
In the beginning of Scene VIII, the funeral scene, lights
would accentuate the generally sad state of affairs and would

1p establish the interior of the church through the use of
~ ;ained glass window gobo focused on the cyclorama. As the

pspeople exit from the church a gradual light change would

be used to denote a passage of time and would be completed with
ts suggesting early afternoon. Lights selected for the
sourthouse scene would again accentuate the mood of the char-
s and would gradually grow brighter as the intensity builds.
A light change at the end of Scene IX would acheive the
@cessary passage of time and the establishment of the exterior
ortion of the cave without the need for a blackout. Lights
ected here would be appropriate for a bright, sunny afternoon
8 wooded area and would illuminate the entire set. As the
®n enter the cave, however, lighting changes drastically.
Be spooky nature of the cave, as well as, the realistic environ-
Bt would be established by an initial blackout followed by the
ion of two or three shafts of down light at very low inten-
Since the children would be carrying candles providing
nation for their faces, the spotty lighting would not be

S€ only source of light insuring sudience visibility. Lights
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‘ ggsisﬂed for this scene would create shadows on the actors
;mithe set, By low intensity illumination of the rocks,
;galsgtitess and jute rope formations a suggestion of the

walls of the cave would be offered. As Injun Joe falls from
 the ledge st the end of the scene, the lights would go to a
plackout to help disguise his landing and provide time for
gecky and Tom to clear the stage.

The final scene again returns to the village street.
Lighting design for this scene would accentuate Aunt Polly's
rgum in the opening. The scene beginning as a rather overcast
 day, graduslly becomes sunnier as the day progresses.

Pre-show and curtain call lights would be bright,
r;yhnsizing the light, entertaining style of the show, and
would be combined with an orange cyclorama and brightly lighted
rope formations to add color to the setting. As the pre-show
‘ends and the actors take their places the lights would go to
Q;blackout, with the exception of the cyclorama, providing a
silouette of Tom and Sid as they climb the ladder and crawl into

Ms. Young's lighting design provided the director with
‘the final touch needed to effectively establish the individ-
Y8l environments. Although it was basically realistic, it did
not ignore the elements of romance inherent in the literature,

' deaign accentuated the mood of each scene and enhanced the

“8Uty of the entire stage picture.,







NSTRUMENT SCUEDIULE

AREA CIR. DIM. GEL. COMMENT 4 i
B 1 2 805
c 6 2 Rng
A 7 1 8L2
Leaves 9 8 B69 gnho
B 12 2 8L2
18 y ) 8ng
Leavaes 13 8 B69 gobn
C 2l 2 8L2
Laavas 19 8 REQ gnbn
E D7 32 805
F 32 3 805
E D7 32 8L2
G 30 3 805
F 29 3 82
Rack Sp. 26 11
D 23 5 805
G 33 3 82
D 25 5 8L2
Conlside gl 10 859
D8 21 805
Down 27 6 857
K D8 21 BL2
Rock Sp. 36 11 850
L D9 22 8n5
H Al L 80s
L Do 22 8L2
Conlzide 28 10 859




INSTRUMENT SCHEDULE (Cont'd. p. 2)

AREA CIR. DIM. GEL. COMMENT

H 37 L 842
Warmside DS 27 813

Lightning L2 NDI 0

I 39 L 805

P D3 ' 30 805

Down 35 6 857

I L9 b 8Lk2

P D3 30 8L2

Warmside DS 27 813

6x124 |[Stained clags L3 9 Malti Gobo

6x12C M D6 23 80S

39. 6"F Daun 50 7 857
4o, 6"F Conl side D10 L) 852
!m 7 N D2 2L 80s
' ko, 6"F Back Direct 29 882
h_# 13, &x12c M 06 23 8Lz
1 Back Direct 29 882
N D2 29 8ns

Down § L7 7 857

Warm Side Dl 25 813

N D2 2L 805

C UL m E3 8ns

Trees Sl LS 16 869 Gabo
Trees S1 Lk 13 813
Treas S1 51 12 f13




INSTRUMENT SCHEDULE (Cont'd. p. 2) P 340
- AREA eI, o, GEL: COMMENT
: - |
:3:1- Trees Sr 56 17 869 Gobo
| ;--6"? Down 53 7 857
!:,6'? Back Jiraet 2% 892
) 13110 Trees S1 Lk 13 813
g—:lm Trees S1 L5 1A 869 Gnbo
- jarm side b 25 913
“.13310 Trees Sr €1 12 813
i 1_'3:1,1 Trees Sr 56 17 R69 Cobo
61, 131 Trees Sr 52 17 869 Gobo
@ 1301 Trees Sr SL 12 813
: ) 12L2 Window c5 9 0 Gobo
u 6°F Back Direct 29 882
:; 1342 Trees C Sl 1k 813
6, 1311 Trees C 52 15 R60 Gobo
,,il?:hl Trees C 52 15 B6S Gobe
88, 132 Trees C 5h 1L 813
. 1303 Stars 62 9 0 Gobo
n
-: 3 Cave 6l 12 877
.-f_ o4 Cave 6l 12 877
il Cave 65 12 877
53‘? Cava 61 1L 877
F Cave 61 14 877
Cave 61 1 877




INSTRUMENT SCHEDULE (Coant'd. 2. 4)

141
AREA CIR. DIM. GEL, COMMENT
Cave 75 13, 877
Cve 58,59,60 18,19,20
Cye 58,59,60 | 18,19,20




DIMMER CHART

4 1 {?
INSTR. CIR. AREA INSTR CIR.
2 18,7 21 K 2 D8
i 1,6,12,2L] 22 L 2 Dg
b 32,30,29,3} 23 M 2 Dé
b b,39,3749 2L N 3 D2
2 28,25 25 Warm _side 2 DL
2 27,35 26 [Cool side| 1 D10
c ol 1=
3 50,47,53 27 r‘dargs?lde 2 D5
3 9,13,19 28
X o2 29 Baclk A dir.
. B3

2 3L,38 30 P 2 D3
2 2 1 UL 1 il
1 26 3
2 51 32 E 2 D7
2 80,65
2 Ll
2 63,75 No.l Lightning 1 L2
3 P |
3 B5 75,61
3 52
2 15
2 56

€8

59
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PLATE VI

Lighting Design (Color and Texture)

PLATE VII

TWAIN: Injun Joe sprang to his feet, his eyes
flaming with passion, snatched up Potter's knife
and went creeping catlike and stooping, round

and round about the combatants, seeking an oppor-
tunity. (Graveyard, Scene IV)







CHEAPTER VII
CASTING THE PLAY

prior to the casting session, the director was aware
of geveral potential casting problems. The production would
require twenty actcrs consisting of eleven children's roles
gnd nine adults. Although the decision to cast children in
the children's parts had not yet been finalized, the dir-
ector knew that the casting decisions would need to s8id in
the development of a sherp contrast between the generations.
‘Familiar with previous casting sessions at Lindenwood, the
director was also aware that most of the esctors auditioning
would be college age students or graduate students, generally
too old in appearance to realistically portray children, snd
yet, too young to play the middle aged sdults.

With these casting limitations in mind, the director
8ent audition notices to the local papers. Though the articles
Stressed the need for community adult actors, as well as child=-
én, only three adult actors not associated with the depart-
ment auditioned with the fifty-seven children who responded.
Due to the lack of response of adults castable in both child-
TeD and sdult roles and the availability of many talented child-
Tén, the decision to cast children in the children's roles was
Unavoidasble., Fortunately, some of the most talented and exper-
lenceg actors in the area auditioned. This would help reduce
‘the Pressure of having to cast child actors who are too inex-
Perienced to handle the responsibility of carrying most of the

:.hoH

3




the children's preliminary audtions consisting of a

;ﬁa minute prepared monologue allowed the director to weed
.’those children capable and suitable for consideration.
;,“ty-three of the fifty-seven children were called back
; further reading from the script . Reading masterial sel-
{;ied from the script consisted of the dialogue between the
children's roles demanding the most experience and talent.
ce Becky Thatcher is by far the largest and most demand-
ing girls' role, all the girls called back read the engage-
ment scene with the boys considered for the role of Tom. Al-
though some of the girls called back did not have the physical
attributes desired for a portrayal of Becky, the director

puld obtein a sense of their abilities from these readings.
The boys called back would read for a wider variety of roles,
including Tom, Huck, Joe, Alfred, and Sid. Material here was
selected for humorous content and character conflict. It would
be important to view the child's ability at handling comedy,
88 well as, their ability for realistic display of emotion.

These readings, as well as the director's familiarity

in an almost immediste decision on the casting of the three

ma jor boys' roles. The role of Tom, demanding more than any
Other role in the show, would be played by Bobby Grothe, a loc=-
8l professional actor with significant experience. From previous
®XPerience with this actor, the director found him responsive

*® directijon, concerned with high level aschievment, and pleasant
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iﬁ_tamperament. In addition to Bobby's talent and experience,
?iglso exhibited those characteristics in appearance and
;;;onality the director desired. Bobby, like Tom, is an
#gll-American boy" with natural masculinity and unaffected
anpersisms. He 1is attractive, but noif so handsome that it
would detract from Tom's commonality. Elements of his person-
glity and his level of maturity could be directly linked to
om's experiences and used in realistic character development.
Joe Harper, Tom's bosom buddy, would need to be sim-
;%jr to Tom in disposition and appearance. Casting for this
ple would demand an actor with enough experience to help
y the action and dialogue in two scenes and make appear=-
ances in slmost every scene in the play. Eddie Huels, an actor
10 had performed at Lindenwood the previous Spring as Jem
in To Kill = Mockingbird, was selected to play Joe Harper.

die displays an extraordinary ability for natural character
portrayasl snd is very responsive to direction. In appearance
ie offered a picture of rural masculinity and simplicity. al-
gh he is an attractive boy, he carries more weight than
Bobby and is not as handsome, msking him a natural side-kick
Father than a competitor for Tom. Eddie's natursl sensitivity
d allow believalbe development in those moments where Joe
Must express his vulnerability.

Huck Finn,another of Tom's faithful cempanians, was
Signed to James Magee, an experienced actor who is fifteen.

'®8" thin and lanky physique could suggest his lack of daily




1g and 8 slight age difference from Tom. His dark hair and
;éiaxion provides a suitable contrast to Bobby and Eddie.
s;iﬁirector felt that James would take on the responsibility
-;Q determination and an eagerness to take direction.
Mike Rohrbacher, an eleven year old actor with natur-
gl talent and significant audience appeal, was selected to por-
1 gid, Mike's resemblance to Bobby would suggest a familial
Although Sid has very few lines in the play, his presence
st always be felt by Tom and the audience. This would not be
difficult achievement for Mike, an actor with a propensity
'or creative,action filled character develcpment.
Although a potential actor for the role of Alfred did
appear in the children's auditions, & young college actor
pead the fight scene with Bobby and brought spontaneous laugh-
ter from everyone in the thestre. Bill Tobias has the appear-
te and vocal quality fitting for a humorous portrayal of this
leitified" boy. His height, almost a foot taller than Bobby
would add humor to the fight scene without detracting from be-
vability. Bill's dedication to the theatre, his eagerness
Y0 perform, and his humorous reading made this an effortless
decision in casting.
The role of Becky Thatcher presented the most difficult
83ting problem in the children's roles. Although there were
®Veral girls available with the physical appearance and the
At to portray RBecky, they were all too young to play op-
te Bobby grothe. Since the role is relatively small and re-

©8, more than anything, a romantic picture of femininity,
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Lty and innocence the director's final decision was based

B on physical appearance than anything else. Tara Qwens,

.:;“g teenage girl with no previous acting experience, was

jected.

. The other two boys and three girls roles were cast

om 8 combination of young college students and child actors.

e director's choice to incorporate college students into the

of the children's roles was done in an attempt to re=-

mce the need for training inexperienced actors and to pro-

iide the security of having adult actors on stage at all times
ng performances. Also, a variety of ages among the child-

gn would add to the realism of the one room schoolhouse of

he time.

Although no adults auditioned who were the correct age

' the roles availeable, physical attributes such as height

d weight would help accentuate the age difference. Decisions

ncerning adult casting considered the individusl actors!

ility to play age as well as their ability to develop a

istic character.

The lack of adult male actors available for the pro-

ion of Tom Sawyer presented the director with s major

8 Problem. The problem could be diminished slightly by
3ting one man to play both the role of Doc Robinson and the
fdcher, This was possible since both roles are minor and

H€ death of the doctor would eliminate this character after

©® Braveyard scene. As only six men suditioned for five roles,




.ting the adult male characters became more 2 ﬁuggling act
B a true casting process. Also, the use of two of these
 ¥;r, ijn children's roles, which they were .better suited for
 ;;ica11Ys decreased the number of possible actors to four--
;ﬁlless than required.
poug Mayor, a community actor, was cast as the School-
master. Mr. Mayor's tall, slender physique would help empha-
ze the teacher's alienation from his students and his tyran-
1 power over the children. Mr. Mayor, typically a perform-
er in musical comedies, has developed a broad style of acting
that is suitable for portrayal of the Schoolmaster.This char-
geter's two-dimensionality is evident in both Twain and Spen-
,fﬁb writing, indicating that Twain, in sympathy with the
1ildren, developed this character from a child's viewpoint.
A slightly exaggerated acting style would accentuate the
ehildhood view and humor in this man who takes himself all too
eriously,
The part of Injun Joe, the villain in the play, was
8ssigned to an undergraduate student in his early twenties,
James Gaspard, slthough light in coloring, displayed the mas-
Culine virility end threatening physical body type needed for
the role,
Muff potter, the harmless town drunk, would require an
8ctor capable of gaining the audience's sympathy and concern,
‘alvin Werd, an undergraduaste theatre student with a propensity

'*ﬁ'gﬂining audience rapport and a natural ability as an actor,
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B cast. Although Calvin is black and the character develop-
:;Sy Twain is a white man, the director felt that Calvin's
 d-r would add to the character's sympathetic appeal and pro=-
_ 3‘ further justification for his alienation from the remain-
:;,of society. Calvin's slight build contrasts to the actor
%fﬁ as Injun Joe,and thus, would emphasize his weakness,

| The part of the Sheriff, not fully defined in the plsay,
,ngd be played in a variety of ways. The director's desire to
puild a typically unhurried, carefree environment with little

: for & forceful sheriff, lead to the decision to cast an
ictor in the role who would coincide with the atmosphere of

he town. Paul Engelhardt, an undergraduate theatre student

th a casual appearance and an unhurried gait, was cast the
sheriff. Paul's rather thin but unconditioned body could
mphasize the point that this is a sheriff who has not encount-
ered much action over the years in St.Petersburg.

Due to the lack of other available actors the roles

of Doc Robinson and the Preacher would have to be portrayed

8n actor or stage manager involved in another departmental
duction, Lee Henry, an undergraduate theatre student current-
¥ stage managing the other show, sgreed to take on the addition-
ﬂﬁancting assignment. As both roles are minor and could be work-
around during early rehearsals, the decision was finslized
“ith an understanding that Mr. Henry would be available only
B¥ice o week until the final week of rehesrsals.

The role of Aunt Polly demands an actress with the
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wi1ity to portray a many faceted human being with a kind
» and 2 simplistic nature. she shohld be slight of build,
w;,,a rather simplistic middle aged appearance, and yet dis-
y vitality and strength. The actress would need to establish -
o loving relationship with Tom and in very short passages of
}glosuﬂ exibit the turmoil she feels over her role as the
gisiplinarian. Pam Ross, a Lindenwood graduate acting student,
3s both the ability and appearance to portray Aunt Polly. Ms.

g3 has many times proven her ability in realistic character
portrayal and her fine sense of comic timing.
The other two adult wcmen in the cast, Mrs. Harper

and widow Douglas, were assigned to Dianah Dulany, a graduate
aecting student,and Jackie Goodall, an undergraduate theatre
tudent. These two women, choosen for their ability and appear-
ance, could believably portray middle asged women.
Although the addition of musicians would be finalized
during the rehearsal period, the decision to include a violinist
@s made during the casting session. Vvicki Speciale, an eleven
Jear old with training on the violin, would be integrated into
Several of the children's scenes and would play for the square

dance at Macpougall's Cave.
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"Tom Sawyer,"'

Featured In the role of Tom
Sawyer is Bobby Grothe, a St
Charles resident, and an ex.
perienced actor who has worked
Municipal Opera and toured
with  Angela  Landsbury in
"Gypsy.'" Bobby has been seen
on the Lindenwood stage in **
Christmas
Longstocking. "

The role of Huck Finn will be
played by James Magee, a
Wentzville High School studemt
and & resident of Lake Saint
Louis, James has been seen on
the Lindenwood stdge in such
plays as “A Christmas Carol"
and “The Wizard Of 0z,

Joe Harper will be played hy
Eddie Huels. Eddie is a student
al Wenlzville Junior High and
was recently seen as Jem Finch,
In the Lindenwood Production of
“To Kill A Mockingbird.” Tara
Owens, a student at Fort Zum-
walt Junior High and a resident

Becky Thatcher,

Irayed by Pam Ross, a graduate
student at Lindenwood Colleges
nd a St
ther characters from the fam.
ous Mark Twain novel will be
brought to life by Lindenwood
Theatre  students,  including
James Gaspard as Injun Joe,

/1

will play the part of Tom's friend, Joe Harper. Also plctured are Pam Ross [above
left] and Diana Dulancy, both graduate acting students. The play will be presenied
March 6-21, /

Plctured ahove are four of the actors who will perform In Lindenwood
Colleges’ production of “The Adventures of Tom Sawyer.'" From lelt to right
|belaw | are, Bobby Grothe, an area actor with prolessional experience, and Fddie

Huels, n student in Wenlzville, Grothe will play the part of Tom Sawyer and Huels ;

\ Cast Announced
- For ‘Tom Sawyer’
Director Susan Farwell has Tacqueline Goodall as Widow

d the 20 cast Douglas, Calvin Ward as Muff |

for the Lindenwood College Pro- Potter, Paul Englehardt as the
duction of “The Adventures Of Sheriff, Lela Dawkins ax Susan

Harper, Bill Tobias as Alfred ‘
Templé, Mitch Spiro as Jim
Hollis, and Lee Henry as the Dy, |
and the Preacher,

The cast will also include
Doug Mayer, a St, Charles com-
munity resident, as the School
Master. Other children from the

A community are Barb Carson,
Carol' and “‘Pippl Mike Rohrbacher, Jeff Wier,

Julie James and Vicki Speciale.
The play will run March 6-21,
There will be hoth matinee and
evening performances. All tick- |
els are $2.50. For reservations
or information call the Linden. '
wood Theatre ticket office at
946-6912, ext. 252, or 724.2004,
6912, ext, 252, or 724-2004.

of Wentzville, will be playing .

Tom's aunt Polly will be por. -

Charles resident, |

Diana Dulaney as Mrs. Harper,



CHAPTER VIII
REHEARSING THE PLAY

With casting finalized on Sunday, February 1, rehearsals began
+ne following evening. The director decided on a rehearal schedule that
d extend over a full month., Due to the decision to use children
. children's roles, rehearsals were relatively short, generally

ing no longer than three hours, and would begin early in the evening
4o allow an early dismissal time. When necessary, later evening rehear=-
2l times were used for individual work with adult actors. Even though
the play is relatively short and would typically not demand a full

th of rehearsal, awareness of several potential problem areas warrant-
d this decision. First, the stage would not be available for use until
o days prior to the first performance. Therefore, in an attempt to
gliminate some of the adjustment problems, the actors would encounter

in their short period on the actual set, the use of live sound, set
pieces, personal properties, and costumes would be added early. Addit-
time alllotted for these items in the pre~technical rehearsals
would assure the actors comfort with their use and would allow the dir-
ector time in the final technical rehearsals to concentrate on re=-
adjustments of blocking, and the addition of other technical elements.
vecond, the use of children in many instances would demand basic train=-
ing in character development and fundamental stage techniques and
%&ﬂ“ﬁnology. The director:s responsibility to teach the basics of
theatre would be ’more time consuming than usual., The director's
desire to establish the reality of the time and place, unfamiliar to

the actors and especially difficult for a child to adopt, would require

19N




s in jnitial explanation and continued attention throughout the

arsal process. Finally, the use of a rather problematic script

......
5"

oh could still demand additions or deletions for effective perfor-

e, would necessitate additional rehearsal time. Although at times
lengthy rehearsal period caused some boredome on the part of the
_aylt actors, the time allotted was needed for the overall effect-
yyeness of the entire production.

The first meeting with the cast would provide an opportunity
begin the rehearsal process on the correct path. The rehearsal

an with a discussion of the production and directing style as it
;rtained to the expectations of the actors. Historical information
‘concerning the actual time period and setting was supplied to provide

an environmental foundation for character development. This was coupled
with an appeal to the cast to read the novel for character and environ=-
mental descriptions. In addition a model of the set and several cos-
tume sketches were presented to familiarize the cast with the production
style. The model offered a visual element that would provide the actors
with a clear idea of the setting prior to the technical rehearsals.
Costume sketches would suggest individual character traits desired and
would give the women and girls an idea of the emphasis on feminity

and lady-like behavior characteristic of the time period. Finally, a
‘Teading of the script offered the director an opportunity to obtain an
‘idea of length, and to further develop a sense of script continuity

and tempo., The reading also gave the actors an initial introduction

o the flavor of the script and their individual character require-
‘Ments,




With consideration for the age of over half of the cast, the

Lipector encouraged an atmosphere free of parental and peer pressures
1 could inhibit creativity. Parents were excluded from attending
;gixehearsals. Children were asked to refrain from making fun of
.. other and were encouraged to share ideas openly with the cast
and director.

For the next week rehearsal time was consumed with initial
o, Although these rehearsals were held in a rehearsal hall
_3?; set dimensions taped on the floor, the actors, with frequent re=-
als to the model, were able to adapt to the various levels with
ease. Since much of the blocking of group scenes had been pre-deter-
mined in director's close involvement with set design, the main object-
ive of these rehearsals was to block the action in the small cast

nes and to make adjustments for character size and audience vis-

ty in the larger cast scenes.

In order to maintain the interest of a young audience,
ttention was given to providing almost continuous movement on stage.
Mich of the action used was a direct outgrowth of children's natural
activity and restlessness. Many times the young cast members immed-
fate recall of their everyda£ activities offered ideas for movement
that vere humorous and unique. Movement was selected for its real=-

istic quality as well as it's potential to add humor or suspense,

applicable. In the cave scene, for example, Injun Joe would
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e Becky close to the edge of the platform which represented a

jn the cave. This movement increased the audience's fear of

eniun Joe and accentuated the element of suspense surrounding Becky
Tom's safety.

Preliminary blocking rehearsals brought to light several
sroblems that demanded the director's immediate attention. The lack
an additional escape off the eight foot platform would hinder the
ability for quick and easy scene resolution in this area. As the

"i:'!--- tion of an upstage escape would be a detriment to the set design,
the director decided to provide the actors in scenes played on this
Jatform with additional business or action that motivated their move=-
ment down the stairs. The constant shift of focus in the class-
scene was difficult to achieve in the limited space available.

Due to the prozimity of the actors seated on the stairs, the separation
scessary for highlighting the action and dialogue of two of them was
pearly impossible. The director's solution to move the child respond=-

ing to Mr. Dobbins' questions to his desk, while the other children
d for the correct answer in their books, provided a partial sol-
ution to the problem of separation. To further effect the focal
thanges, those actors without dialogue or action were directed to use
AIly small non-distracting movements until the focus returned to them.
S solution, when combined with a slight shift of lighting intensity,
Tesolved focus problems in this area. The graveyard scene also pre=
Seénted several problems. The director's original intention to play the
® on the stage floor did not allow the necessary stage distance for

® boys watching the action. This also, created a problem in staging
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stic fight in such a small area. This difficulty was easily
__s1ved by placing two of the three tombstones on the eighteen inch

2 .tform and having the boys hide behind these while the men entered.

.i;_ prOVidBd more room for the fight and allowed enough separation for
.;ﬁwandience to accept that the boys were not revealed to the others on
Another problem in the graveyard scene was the presence of
Doc Robinson after his death. The director feared that the audience's
+tention would be focused on the dead body, watching the actor breath.
this problem was solved by having Muff and Injun Joe attempt to hide the
g@ﬂrhw placing it under the six foot platform. This left the body on

age for the necessary action around it, while disguising, the live
actors attempts at playing dead.

While still in the initial blocking rehearsals, the director

e aware of potential discipline and attitude problems among the
actors. The constant need to ask the actors to be quiet or to search
for an actor who had a cue was disturbing to the concentration of the
or and the actors attempting to work. This necessitated an
immediate and firm approach by the director. Although some discipline
blems were expected of the children, the adults proved to be as
Builty as the younger members of the cast. In order to better clarify
the root of the problem, tLe director decided to confront the adults
ately from the children. A general discussion following rehearsal
&llowed the director an opportunity to first relay to the entire cast
her dismay over this situation and to state firmly that the behavior

Would not be tolerated. The adults were asked to remain after this
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discussion and were questioned about their failure to adhere

aneI's

;j.ppropriate rehearsal behavior. Several comments by the cast brought
?-1m, surface some frustrations they were feeling. Overall the adult
_otors were having trouble taking their relatively small roles seriously.
%&q of them used to playing leading characters were having a hard time
ng to the fact that children were the leading characters in this
ay. Several also had complaints about their attendance being required
for so much of the time when they may have only one or‘two lines. The
director responded by emphasizing the importance of the adult characters
4n the play and related the challenges that were presented for a real-
istic character development. This seemed to restore their sense of
ance and thus conduct and attitude problems diminished. Also, the
arance on the part of the director that they would not be called to
the rehearsals unless they were absolutely needed seemed to generate
a more respectful attitude toward the director and resulted in estab-

g open lines of communicaéion. They were aware that their com=-
ts were not ignored and that the director would attempt to make
iis a pleasant and worthwhile experience for each one of them.
This discussion also provided the director with a chance
to discuss another problem that had come to her attention. This con-
cerned the development of character believability. It was necessary
for the director to reitterate her intention for realistic character
POrtrayal, Even though it was early in rehearsal and blocking had not
Jet been finalized, several of the adult actors had begun to develop

- ®Xaggerated character stereotypes rather than real characters. Part




_¢ this was an outgrowth of their former children's theatre experien-

. jncluding very broad, almost cartoon like character development.
nother part was the failure of the script to provide them with enough

é;‘fomtion on which to base well rounded characters. Again the actors

re reminded that they would in many instances find valuable character

pscriptions and actions by reading the novel. Also, they were request-

to set up time with the director outside of rehearsal for individual

character conferences. This resulted in a personal character confer=-

sce with sach member of the cast. Most of them heeded the director's

advice to read the novel and came to their conferences prepared with

ideas and information they had gleaned from the book. During the con-

ferences, the director asked the actors to develop a life history for

~ their character and an understanding of the character's desires,

‘moral standards, likes, and dislikes. These conferences proved in=-

~ yaluable in the development of realistic character reactions, actions

‘and idiosyncracies.
During blocking review rehearsals, early in the second week,

the director's assumption that many of the child actors would need

training in the fundamentals of acting, was confirmed. It became

obvious at this point that many of the children did not have the vague=-
st notion of how to share the stage or help achieve proper focus. Two
TBA's, prescheduled for this week, provided an opportunity for necess=-
ary readjustments of blocking and instruction on the basics of acting.
In order to make this learning process as enjoyable as possible and to
Provide visual aids for clarification, the director utilized two

improvisations specifically designed for this purpose. Although the
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{ ”ﬂﬁty was basically planned for the benefit of the children, several
of the adult members of the cast were asked to attend and to provide
:Imlas of the desired stage knowledge. The first exercise chosen

II’ used to explain the concept of sharing the stage with another actor
::me sharing the action with the audience. This theatre game gave the
4wo participants an activity that demanded total body involvement in
the completion of a shared task. As the activity goes on between them,
‘the viewers become aware of those moments when they cannot see the
action of both participants. The second exercise, used for an under=-
standing of how to give and take focus, divides the actors into several
teams of two or three individuals, and asks each team to devise a
particular activity. These groups, placed at different locations on
the stage, were to (without freezing) allow another group to take the
focus. The group ordered to take the focus was to do so by vocal or
;ibysical means., In both cases adult or experienced child actors were
asked to participate first, to set an example of the desired behavior.
Rehearsals following this displayed immediate adoption of the principles
the exercises were designed to teach.

As the director began to work on the individual scenes it
bacame apparent that the children did not understand the importance of
group reactions in setting the environment and tone of the scene. This
‘became particularly evident in the schoolyard fight scene, the activity
in the schoolroom, and the cave scene. Even though the director con=-
Sistently asked for group reactions and provided examples and ideas for
Particular individuals, the children failed to respond. At this point

10 the rehearsal process, the director's early pleas for proper rehearsal
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and discipline had been heeded almost to the detriment of

gtivity. Since the director had obtained control, an attempt would
;:;uﬂﬂ to stimulate their creativity by an evening of fun but puipose-
:g;.nt,rtainment. The evening began with each person involved in the

| rard and schoolroom scene being given a stack of paper that they
El_instructed to wad up into small wads. This paper was to be thrown
at either Tom or Alfred in the fight scene. The actors were instruct-
od that they could throw a paper wad only when their character agreed
vfwaasagreed with something that was said or some action that was taken.
They, however, were not allowed to throw one without shouting out their
stion to the situation. In order to encourage discriminate use of
their paper wads, they were instructed that those they had left over

d also be used in the schoolroom at appropriate moments. By repeat=-
 the exercise several times, each time varying the instructions

ghtly and finally eliminating the paper wads all together, the child-
ren learned to develop, in their own unique way, the ideas and reactions
2d for effective group responses. The second event of the evening
included turning all the lights off while the actors walked through

blocking for the cave scene with candle light only. The addition

a similation of the environment they were supposedly in. When the lights
ent out, the children's vivid imaginations supplied the reactions and
oVement needed to help create this environment. On a later date, this
me technique was also used with the people involved in the graveyard

®8ne and was again successful, Several times throughout the rehearsal

% the 1ights in the rehearsal hall were dimmed or turned out during




122

X two SCENES.

As the actors began to develop character, it became evident

Bt several were experiencing difficulty in attaining believability.
?Th actor protraying Tom steadily progressed bringing in new ideas

v and exhibited a clear understanding of the character and his
:ﬁ;ivesv It became noticeable, however, that in an attempt to
,*n.nsate for the deficiences in other characters and to pick up the
sa of the entire show, he had begun to rush through his part with a
;'Huess uncharacteristic of Tom. His past experience in acting and
his ability for fast character development, had resulted in a polished
performance displaying an abundance of technique. In an attempt to
point the problem, the director became aware that as a result of his
f]»;cter having developed too early in the rehearsal period, his act=-
jons had become almost automatic. This problem was pointed out to him
with reminders that these adventures represent a day in the life of an
‘average boy and that although Tom may appear to be a rogue, he is in
truth, very innocent. In addition, whenever actions appeared to become
omatic, the actor was asked to explain what the character is thinking

at that point and why he is participating in the particular action.

and reduced his reliance on an automatic performance. Attempts at slow=-
4ng Tom down, however, were unsuccessful until the director was able to
Bet the other actors to pick up the pace.

The young girl portraying Becky Thatcher had significant
@ifficulty in understanding the basics of character development and
Stage technique. Her movements were unnatural and her reactions slow

OF nonexistent., On two occasions the director used time allotted on




the schedule for TBA's to work with her. The actor playing Tom was
gsked to come also in an attempt to build an understanding of the

. ﬂ1at10ﬂ5hip between the two characters and to work through their
scenes together. These rehearsals began with the basics and progr-
”wd to scene work. Upon arrival the two were asked to participate
in an exercise to enhance the coordination of physical and emotional
character expression. The director would say to the actor "show us
that yﬁu are furious, but only through the use of your legs." This
'ng a slow process, but through repetiiion and the examples provided
by Bobby Grothe, the actress began to catch on. The actors were then
asked to sit opposite each other with their knees almost touching,

and without giggling or talking, they were to close their eyes and in
turn touch each other's faces. This exercise, done in an attempt to
create an intimacy and sense of comfort between the two of them, was
 followed by a discussion of things they noticed about each other that

- they had not noticed before. While in this same position the director
asked the two to begin the dialogue in their scene with a short expl-
anation of their character's actual thoughts following delivery of
each line. Through a combined use of these exercises the director was
attempting to achieve a natural portrayal of Becky Thatcher in move-
ment and subtextual understanding, as well as, to establish a bond
between the two actors that would eliminate some of the discomfort the
actress appeared to be feeling. Although the attempts improved the
Situation and resulted in some advances on the actress's part, it was
Necessary throughout the remainder of the rehearsal period and through

#arly performances to continuously remind the actress of the subtext
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5 dg?Bloped and the importance of total body involvement in real=-

¢ portrayals

h As anticipated during the casting session, the actor portray-
.;E guck was having difficulty in understanding the character so unlike
or his friends. Although he appeared to know the character's
notives and background, he had trouble incorporating them into his
ﬁm5.calizﬂti°n and vocal development. He would unconsciously correct

k's improper English and would fall into the rhythmical Pattern
asblished by Tom and Joe. A conference was held with the actor to

discuss the situgtion. This gave the director the opportunity to

out those moments when movement became unrealistic or where dia-
ogue was altered. The actors portraying Joe and Tom then joined the
meeting. Each of the three boys was asked to establish a rhythmical
for his character. The actor playing Huck developed an approp=-
jately slow and unique beat. By combining Huck's beat with the other
two characters he was able to establish an internal rhythm unique to
his character. This helped him maintain his vocal and physical rhythm
ﬁﬁh performing with the other two boys.

Two of the adult actors also displayed considerable difficulty
iﬂllmhieving realistic portrayal of character . Although the actors
aying Injun Joe and Muff Potter were experienced, they seemed to
have difficulty responding to direction and production style. Prior to
the established character conferences, the director became aware of
Several problem areas. First, the actor portraying Muff had adopted

2 vocal quality similar to the actor Walter Brennan. This created an

realistic and humorous effect undesired by the director. In the first
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: calvin Ward, the actor playing Muff, is black and the use of a

quality similar to a famous white man's seemed out of place and

-cﬂous. The director met with him immediately and explained that

sritation was undesirable, Calvin seemed to understand the director's

yoice imitation. Other problems developed when he adopted a stammering
servosity in characterization. This displayed some of the desired
racter traits but extended them past the bounds of reality and served
r to slow the pace everytime Muff appeared. At the first opportunity
the director and actor scheduled a character conference. At this point
it became obvious that the actor had read the novel and gleaned from it
‘the information about Muff's physical appearance., However, he had not
pted to fill in those questions unanswered by the book or the script.
questions as "What is his background?" or "What does he do on a
y basis to support his drinking habit?" left the actor perplexed.
An attempt to suggest answers for these questions lead to a discussion of
the black man's status at the time which in turn lead to the actor's
Question "You mean you want me to play him black?" The actor knowing
that the character originally intended by Twain was white had assumed
that he would be required to disguise his color and imitate a white man.
his alarming discovery helped the director and actor understand the
root of the problem and resulted in a much more believable character.
Continual conferences with him were still needed, however, to reduce
‘Xaggerated physical mannerisms and to emphasize the fact that his

-‘ﬂ"‘ttering delivery of lines was slowing the pace and confusing the
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tent of his statements, It wasn't until the final dress rehearsal

. ynbelievable action.
A similar problem with character development and pacing

od with the actor portraying Injun Joe. Although this character,

the fear he evokes through his actions and behavior must be real.

_ p a villian in a realistic children's play was confusing to James.
Injun Joe's dialogue in many instances accentuates a stereotypic por=-

tr undesired by the director. Such questions as "What has happened
to Injun Joe that makes him so bitter and revengeful?" helped the actor
: to develop character background and believability. These attempts
resulted in the achievement of realistic portrayal in all but one of

his scenes. The playwright's choice to include Injun Joe in the
Jackson's Island scene, talking to himself while searching for hidden
‘treasure, did not add to the story and was impossible to stage or act
with any degree of believability. The director's decision to eliminate
Joe completely from this scene was a relief to the actor and

s certainly not missed by the audience. Again, as in the case with
the actor portraying Muff, James exhibited considerable difficulty in
chking up the pace in his scenes. Rehearsals with the two actors with
continual reminders to pick up the pace and tell the story resulted in
an acceptable resolution to the problem.

At the beginning of the third week of rehearsals, the director
"as informed by Lee Henry, the cast member portraying both Doc Robinson

id the Preacher, that there was a strong possibility that he would not

P
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. gble to perform due to employment conflicts. It was decided to cast
i ctudies in the parts in case of the need for replacement. Fortun-
7, both roles were small and would not demand excessive rehearsal
Since the role of the Sheriff was only necessary in the Court-
‘“;; gcene, the actor portraying the Sheriff would be able to take on
the role of Doc Robinson. The role of the Preacher, demanding an
additional person from outside the cast, would be covered by a Guest
Artist, Tom Skere. The two men took over the roles without difficulty.
Extensive preplanning in the areas of live sound and scene
transitions, and the early addition of properties and costumes worked
effectively in the pre-technical rehearsals. Although all of these
areas are time consuming, the addition of each element, for the most
part, ran smoothly. As a result, the director needed to make only
adjustments in these areas, once the set was available. The
actors, relieved of the pressure of having to adjust to all the techni=-

1 elements at once, adapted quickly to the setting, lights, and taped

Despite many instances in which the rehearsal process was
ustrating, an experience filled with trials and errors, the results
e fruitful and the rewards well worth the effort. Although many of
he people involved in the production were inexperienced when they
Degan, each one of them could look at the final product with new

Mowledge and pride in a job well done.




THE ADVENTURES OF TOM SAWYER

TIME SPACE
7:00 MAB
6:30 Mab
§:00 MAB
6:30 MAB
6:30 MAB
8:00 MAB
6:30 MAB
7:30 MAB
1:00 MAB
2:30 MAB
3:30 MAB
6:30 MAB
7:30 MAB
6:30 MAB
6:30 MAB
6:30 MAB
6:30 MAB
1:30 MAB
6:30 MAB
9:00 MAB
6:30 MAB
8:00 MAB
6:30 MAB
7:30 MAB
6:30 MAB
8:30 MAB
6:30 MAB
1:30 MAB

CONCENTRATI

182

ON

Read Thru

Block Scene
Block Scene

Block Scene
Review 1,2,

Block Scene
Block Scene

Photo Call
Block Scene

Block Scene
Block Scene
Block Scene

Block Scene

Review Blocking Scenes

5,8,9,10,11

2
1

3
and 3

6
7
5 and 10
4
8
9

11

Stumble thru 1-5 (lines off)

TBA

Stumble thru 5-11 (lines off)

TBA

Run show ad
live sounds

Work Scene
Work Scena

Work Scene
Work Scene

Work Scene
Work Scene

Work Scene
Work Scene

Work Scenes

Run Show (w
sounds, and
ready)

i

[

ding music and

2 and 3
1

o o £

10
11

6 and 7

[/music, live
props that are
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TIME _ SPACE CONCENTRATION
6:30 MAB Work thru 1-4 |
6:30 MAB Work thru 5-11
6:30 MAB TBA
6:30 MAB Run thru
8:00 MAB TBA <&:Sa
6:30 MAB Run show twice (costumes
and props)
1:30 MAB TBA
3:30 MAB Run show twice (costumes and -‘
props)
4:30-10:00 Theaytr Strike and Turnover
4:00 Theatre Run show twice
8:00 Theatre Cue to Cue
4:00-7:00 Theatre Tech Rehearsal
8:00 Theatre Dress Rehearsal (make-up and
T hair) Photo of performarce
6:30 Theatre Final Dress
9:00 a.m. (call) Theatre See performance schedule
Aunt Polly
Tom 7o
Sid
Amy Lawrence Gracie Miller Susan Harper
Becky Thatcher Sid Sawyer Tom Sawyer
Alfred Temple Joe Harper Huck Finn "
Ben Rogers Jim Hollis ' '

Schoolmaster and kids above (w/ exception of Huck)

Huck Finn Aunt Polly Dr. Robinson
Mrs. Harper Sid Muff Potter
Widow Douglas Tom Injun Joe

All ‘




Tom

Huck

Joe

Tom

Joe

Huck
Injun Joe

All (with the exception of Muff and Injun Joe)
All
All of kids listed in Scene 2 plus Injun Joe

All (with the exception of Injun Joe)
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PLATE VIII

SID: Look! Here they come. (Whitewashing Scene V)

PLATE IX

BECKY: Kiss, what do ya kiss for? (Schoolroom,
Scene III.







IX
THE PLAY IN PERFORMANCE

The Adventures of Tom Sawyer opened with a student mat-

jnee performance on March 5, 1981 and closed on March 21. During
this time the show was performed twenty-six times. Total aud-
jence attendance was 7,916 people, with the average percentage
bfcapacity exceeding seventy percent.

Although the ehild and adult sudiences displayed their
enjoyment while viewing the performances, the director,in an
gttempt to gain a better understanding of the production's
effectiveness for the child viewer, sent letters to the schools
ttending requesting the children's written response. The letter
ncouraged both negative and positive thoughts about the pro-
duction. out of two hundred and thirty- five responses received
nly three expressed a negative reaction to the performance.

The remainder expressed total enjoyment and satisfaction. Their
lavorite scenes appeared to be the graveyard scene, the cave
ctene, the funersl, and the schoolroom. Comments concerning the
8rious elements of design were usually in regard to the set or

costumes. Although all statements regarding costumes were
8vorable, reactions to the set design were mixed. while most
iked the setting, several made the remark that the set should
ave changed more for the different environments. It was obvious
Tom the children's responses that the production was effective
nd enjoyable for the young audience members,

Newspaper reviews were also very positive. Qverall the

€viewers applauded the acting, the direction, and the design

e B
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aoro8ch. statements concerning-the productions nostslgic ap-
;;1, jts fast pace, its abundance of action, and its reprod=-
.itiﬂn of Twain's charm appeared to suggest that the production
i,le,derived by the director, was successful in performance.
geviewer's comments concerning the script adaptation, however,

s not always positive. One review complained that the play

as too long for a young child audience and another stated

that the scenes failed to flow smoothly together. The reviewer's
Q§Jlaint about length appeared to be contradicted, however,

py the letters recieved from school children who frequently

stated that they only wished it would have been longer.




MONDAY

WEDNESI

THURSDAY

WS e e e

10:30 a.m. 10:30 a.m. 2:30 p.m.
7:30 p.m, 7:30 p.m. 7:30 p.m,
(Opening)

Q 9 10 11 13 13 14
2:30 p.m. 10:00 a.m. 10:00 a.m. 10:00 a.m. 10:30 a.m. 2:30 p.m.
7:30 p.m. 12:00 noon 7:30 p.m. 7430 P

1 116 17 18 19 2¢ 21
2:30 p.m. 10:00 a.m. 10:00 am 10:00 a.m, 10:30 a.m. 2:30 p.m.
7:30 p.m. 12:00 noon 12:00 noon 7:30 p.m. 7:30 p.m.




. AN OATH OF FRIENDSHIP: Eddie Heuls of Wentzville Jr. Hih, son of Verdi Heuls as |
| Joe Harper; Bobby Grothe of St. Cletus School, son of Robert and Mary Ann Grothe as

Tom Sawyer and James Magee of Wenfzville High School, son of James and Ruth Ann
| Magee as Huck Finn swear an oath of loyalty in the Lindenwood College’s production of
| the Mark Twain classic, “The Adventures of Tom Sawyer.” The play runs now through
|

M=rch 21. ‘Admission is $2.50 for all seats. For reservations call the Lindenwood Ticket

_-Ofiice at 723-7152, 946-6912, ext. 252.

e ————




THE LINDENWOOD COLLEGE THEATRE
MARCH 6-21

PERFORMANCES TICKET OFFICE
March 6,7, 8,13, 14,15, 20,21  946-6912 (loll free)
at 7:30 724-2004
March 7, 8, 14, 15, 20, 21 at 2:30 ALL TICKETS $2.50

Parformances al the Jelkyl Theatre, St. Charles, Mo
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B ipife on the llississippi” Mark Twain tells about a visit tc Hannibal
, thift‘ years absence. He climbed Holliday's Hill, and looking down omn
sused over what he saw. He marked and fixed every locality in the
¢+ he was once familiar with. HNaturally he was a good deal moved.
rqmny of the people I once knew in this trapquil refuge of my child-
m in heaven; some, I trust, are in the other place."”

» 7Y

recalled the agony he used to go through worrying about the punishment
4ng to receive in the hereafter for his boyish misdeeds. One such
had te do with the old jall that was located a few feet from vhere
and Huck statue stande at the foot of the hill, In Hamnibal a tramp
Sncarcerated there, 2nd he begged for a light for his pipe. Sam, the

ler hearted, bought some precious sulphur matches cut of his slim store of
ot money and smuggled them to the vagrant. That night the jail caught

S and Sem srrived at the conflagratlion just in time to see the tramp

gned sgainst the barred window with a wall of fire behind him. As he

'ed the poor fellow scresmed, fell back, and was consumed by the flames.
sent home in a sweat, and could not sleep for nightmares. He thought

| wangence from heaven, and also from the village comstable, would be

d upon him. It wasn't uatil several weeks later that he got amy peace
4nd., He found that public opinion accredited another boy with the fatal
.:_j_il‘l matches.

The river is not exactly as Mark Twain knew it. It is harmessed at

Bty or wore mile distances by flood control dams, and here and there

does are thrown across it. The essentisls are sti.ll there though; the

f tan water, the powerful current, the forested banks. A couple of boys
14 take a canoe and paddle and float dowm to New Orleans and the Gulf of
[0 — and sometimes do. The river is like a magnet to the soft irom of
pth's nature. Build all the fine swimming pools you can afford, sll the
jorderly playgrounds you can devise, and you still cen't keep the kids
mnibal away from the river. 7o their elders it may be just muddy and
@rous; but to boys that doesn't keep it from being an exciting place to
_;'5 n romantlc highway to adventure.

iMark Twain was Tom Sawyer. .He didn't say s0, but he admitted doing

i¥al things that appear in the book. He gave Painkiller to the Cat., He

8 out at night to go adventuring, clodded brother Henry (who was Sid in
for talebearing, and playing hookey from school to explore the

£ cave two mlles south of town. The cave was a favorite goal of Sam

ens and his gang ~— Tom Blankenship, who was to achieve fame as Huckle-

¥ Fion, John Briggs, Will Pitts, and the Bowen boys.

i In "Tom Sawyer' Mark Twain writes: "The mouth of the cave was up the
é8lde... Within waes a small chamwber, chilly as an icehouse, and walled
Bature with solid limestone that was dewy with a cold sweat. It was
Bitic and mysterious to stand here in the deep gloom and look out upon
Breen valley shining in the sun... McDougall's cave was but a vast
dnth of crooked aisles that ran into each other and out again and led
8. It was gaid that one might wander days znd nights together through
ate tangle of rifts and chasms, and never find the end of the cave;
Bt he might go down, and still down, into the earth, and it was just
B... labyrinth after labyriath, ar.d ne end to any of them. No men
the cave, That was an impossible thing... Tom Sawyer knew as much

14Q




ag anyone.” "Tom and Beeky...tripped along the murky aisles,
onders of the cave —— wonders dubbed with rather over-

;:“éﬁg familiar wor
 e{ve names, such as 'The Drawing-Room,’ "The Cathedral’, "Aladdin's

and so on."
: ]

& of Mark Twain's aphorisms was ""Live so that when you die even the

S ver will be sorry.” And he did, His legacy to & loving world was

e and to America in particular he bequeathed the spirit that makes
ﬁ'fen;g a shrine, an old window sash something to remember, and a straw
wmbol of youth down the mightiest of rivers.

12N
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R 0cY OF SOME OF THE EVENTS OF MARK TWAIN'S (SAMUEL LANCHORNE CLEMEN') LIFE, [-

Sam Clemens is born on lov. 30th in Florida, lic. as Haley's Comet
AppPEALS.

Sam quits schocl, becomes a printer's "devil", or appremtice.

Leaves Hammibal. Journeymsn printer in St. Louis, Philadelphia,

New York.

Learns the River from Horace Bixby, becomes crack lississippi

gteamboat pilot,

Civil War stops steamboating. Lieutensut in Confederate Volunteer
Company, near New London, #o. Company disbands. To lievada Territery
with Orion - "Reughing It" experiences. Cold prosepcting.

Reporter on "Territorial Eanterprise,” Virginia City, Nevada. First
use of pen name "Mark Twain."

New York, "Jumpimg Frog" published. "Quaker City" excursiom to

Holy Land for San Francisco newspaper. Imnocents Abroad”

experiences, Heets Olivia Langdon in Elmira, 11.Y., after falling

in love with her picture.

Engeged to Olivia Langdon, Publishes "Immocents Abroad'.

Marrizge to Olivia Langdon, Feb. Znd. Langdon Clemens borm Vov. 7th.
To Hartford, Comnecticut. Publishes "Roughing It".

Susy born March 19, Langdon dies Jume Zund. Mark Twain wipite England.
Birth of Clara Clemens, in June, Summers at Quarry Farm, Elmiras.
Magazine articles comprising parts of "0ld Times on the Missiesippi",
(Life on the Mississippi). Writing "Tom Sawyer''. Visit to Hammibal.
"The Adventures of Tom Sawyer". |
A Tramp Abroad". "The Prince and the Pauper”". Jean Clamens born
July, Canadian trips them and 1in 1883,

Steamboat visit to Hamnibal on Upper Mississippi txrip, getting |
material for his book "Life On the Misgissippi.” I

"iife on the Mississippi.”

Enters publishing business. '"Adventures of Huckleberry Vimm.”
"Connecticut Yankee in King Arthur's Court."

Residence in Berlin. European travel and residence. "The Aserican
Claiment.” Several Atlantic voyages. Failure of Charles L. Vebster
and Co., publishing house. Mark Twain bankrupt, volumtarily
assumes creditor obligatioms, promises Lo pay them off altbough the
debts were not his owm.

"Joan of Are." Lecturs trip around the world to help pay off
publishing company creditors. Susy Clemens dies before he resches
home

England and Europe. '"Following the Equator,” 1897,

Honorary degraee, "Doctor of Letters," from Yale University.

Last visit to Hammibal, in June. Honarary Degree from University
of Missouri. Birthday Banquet for Mark Twain in New York.
Residence in Florence, Italy. Olivis Langdon Clemens dies there.
lark Twaim, Clara and Jean returm to U.S.

Farewell lecture in New York City. "What is Man?"

Oxford University honmorary degree. Doctor wf Literature. |
Mark Twaia dies April 2lst, as Haley's Comet again blazes through i
the sky. He is buried ia Elmira where hia beloved wife Olivia,
daughters Jean and Susy snd son Langdon lie. His father, Joln
Marshall Clemens, mother Jane Lampton Clemens, brother Oriom with
wife Mary, and brother Heury are in Mowmt Qlivet Cemetery, Hannibal. |




Quotations fyom ilark Twain
'PESSINMIST: THE OPTIMIST WHO DIE!T ARRIVE."
B8 first crop of children was born in the mountain solitudes of east

Eassec.. -1 was of & later vintage. I was postponed to ?iasouzi.
was an unknown new state and needed attractions."

0L -

Meound 2 fifty dollar bill on the street. 1 advertised it to find the
e and then left lmmediately for Cincimmati for fear I might succeed."”

Mne ricn ain’t whet it's cracked up to be. It's just worry and worry,
fiueat and sweat, and a-wishing you was dead all the time."

river wag my school...On one trip I saw 2 little towhead, an infant

, half a mile long, which had been formed during the past ninateen

TS, Since there was so much time to spare that nineteen years of it

d be devoted to the comstruction of a mere towhead, wherz was the use,

Mednally, in rushing this whole globe through in six days? It is likely

4f more time had been taken in the first place, the world would have
A made right and this ceaseless improving and repairing would not be

ArY DOW.
gt God lacks is comvictions—-stability of character. He ought tg be a
byterian or a2 Catholic or something--not try to be everything.'”

» you were an 1djiot. And suppose you were s member of Congress.
1 rlpe.lt myself,"S

the banquet last winter of that organization which calls itself the 'Ends
Earth Club' the Chairman, & retired regular Avmy officer of ligh grade,
ed In a loud voice, '"We are of the Anglo-Saxon race, and when the
Baxon wants & thing, he just takss it.' There were perhaps sevauty-
ecivilians preseat snd twenty-five military and navel meu. It took those
ple pearly two minutes to work off their stormy admiratiom of that great
nt; and meanwhile the inspired prophet who had discharged it—{rom his
e £y or his intestines, or his esophagus, or vherever he had bred i:, stood
¢ glowing and beaming and smiling and lssuing vays of happinees from
; yora...like the old-time picture In the almsnac of the mam who standas
sch g algns of the zodisc in every direction, snd so absorbed in
piness, so steeped in happiness, that be smiles and smiles and has plainly
T- ten that he is dangavously ruptured amd exposed amidshipe and needs
3 up right away.' n?

'_ opposed to having the esgle put its taloms cm any other land.”®

lrl.' three centuries from now it will be recognized that all the
Petent killers are Christians; then the pagan world will go to school
Christisn—not to acquire his religion, but his gums."”

_'dﬁl't you let the better side of you work?...You go toc far, wuch too

 In all you say...Does it help the world always to rail at it? There is

__ &nd noble work being done, why not sometimes recognize that?"10  (Mark
'3 wife, Livy)




to be good, and it's nobler O

Bto instru people, It's nohle to i
fthcrs ba good, and less trcuble."'’
id was the wightiest disaster whicli has ever befsllen this country.

g ole had desired money before his day, but he taught them to fall dowm
e eship it...The gospel left behind by Jay Sould 1ie doing glant work in
e, 1ts message {s 'Get money., Get it quickly. Get it in abundance
ﬁroliticnl and commercilal morals of the nited States are not merely
bar lsughter, they are an entire banquar_."-'-

tep Rule ceme smiling into this inhospitable world and couldn’t
S dght's lodging anywhera."

® 43 no sadder sight than a young pessimist, except an old optinist.“14

tord, we have with us tonight a men known throughout the world as the
imericen humorist. Help us, oh Lord—help us to understand what he

8% to say, and be amused by 1t."15

B (A clergyman's introduction of Twain to & Daytom, Ohio, sudience.)

ES FOR THE ABOVE QUOTATIONS:

1 from Mark Twain's Autobiography, ed. by Albert Bigelow Paine.
New York: Harper and Bros., 1924, Vol. 1, p. 87.

fdited from !ark Twain in Eruptiom, ed. by Bernard DeVoto. UNew York,
Harber and Brothers, 1940, p. 388.

Biited from The Adventures of Tom Sawyer, Torouto: Bellford Brothers,
1877, Chap. XXXV, p. 337.

Bdited from Life om the Misgiseippl, Boston: James R. Oegood & Co.,

" 1883, Chap. LI, p. 503.

Bdited from Mark Twain's NHotahook, ed. by Albaert Bigelow Paine.

. Bew York: Harper & Bros., 1935, p. 345,

fdited from Mark Twain, A Blography, by Albert Bigelow Paine.

New York: Harper & Bros., 1912, Vol, II, p. 724,

i from Mark Twaim in Evuption, ed. by Bermard DeVoto, 1940

pps. 380-381.

from the lew York Herald, 16 October 1900.

ited from The Mysterious Stranger. New York: EHarper & Bros., 1922
Chap. VIII, p. 1lll.

dited from The Love Letters of Mark Twain, ed. by Dixon Wecter,

New York: Harper & Bros., 1949, p. 333

yd from Mark Twain, A Biography, by A. B. Paine, 1912,

Vol. IV, p. 1432

d from Mark Twain in Eruption, ed. by Bernmard DeVoto, 1940,

pps. 77 & El.

i from Following the Equator. Hartford: American Publishiag Co.,
1897, Vol. II, p. 322.

Merk Twain's Notebook, ed. by A. B. Paine, 1935, p. 385.

"The Rambler”, The Book Buver, Vol. XXII, Wo. 3, April 1901, ». 179,

AL
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TIONS AND ANSWERS ABOUT MARK TWAIN

aranl” TWATN?

‘-_', ‘ms lL-h,;\. LAY . e -

Se TWALl 15 the pen neme assumed by SAMUEL LANGHORNE CLEMENS., He got
' psse from his piloting days on the llississippi. When the leadsman
takes soundings from the bow of the steamboat sings out "Ma-a-ark

L tql" it means "safe water ahead" to the stearsman.

% TOM SAWYER 2 resl persom?

fwain said that Tom was a combinaticn of several boys he had known.

. it is generally conceded that Mark Twain's own boyhood experiences
avided most of the inspiration for Tom's doings.

ar.

by about HUCKLEBERRY FINN, BECKY TEHATCHER, AUNT POLLY, SID, MARY, AND
Bhers in the stories?

ek FOUl was Tom Blankenmship, a good-hearted ragamuffin who played and
ent adventuring with youmg Sam Clemens in Hennibal. BECKY THATCHER

o8 Sam's playmate and childhood sweatheart; her real name was Laura

ns., AUNT POLLY, MARY, AND S5ID were respectively Jane Clamens (Mark
n's mother), his sister, Pamela, &nd brother Henry. JOE HARPER was
obn Briggs. INJUN JOE, JIM, and praciicalily all the other characters
ad their counterparts in real life.

§d the things that happened in "THE ADVENTURES OF TOM SAWYER" and "THE
[VENTURES OF HUCKLEBERRY FINN'" occur in real life, or was Hark Twain
making them up?

of the things happened, although he colored them somewhat in their
fletionized version. Mark Twain whitewashed the, fence, gave Painkiller
o Peter the cat, clodded his brother Hemry, got lost in the famous Cave,
gde rafts and swem in the Mississippi, played hooky from school to go
dventuring on Bolliday's Hill (Cardiff Eill in the book), was switched
)y the schoolteacher, camped on Jackson's Island - and, as he might say,
idd ever so msny other things, that he later put into primt. Mark Twain
on his imaginstion, but he alsc drew heavily on hLis memovy.

Md Mark Twain write in Hamnibal?
mly a few newspaper skits, photostatic copies of some of which may be
feen o the luseum. All of his serious writing was dose in his homes
8 New York and Comnecticut, in various European countries where he
yigited, and in Nevada and California.

Mark Twain bormm in Hannibal?

He was born in Fiorida, Misscuri, 35 miles southwsst of Hamnibal, in
« He moved to Hammibal with his femily when he was four, and laft
pome yhen he was eighteen years of age. He came back only for visits
ter.

#4d Mark Twain marry Beck Thatchex?
MEky Thatcher (Laura Hawkins) was his childhood sweetheart. When he
5 ¥y fell in Jove, &5 a man, it was with Olivie Lengdon, of Elmirs,
"% York. They married, and had four children; Langdon, Susy, Jean,

R Clara. There was ome granddaughter, Clara's daughter Nina,




ptly ac 10:30. On
’ 0 and 12:00, Please
: = no telking ia the theatre during performanmce. o cne
B 1lowed to lesve their seats during the performance except in
gince the show wuns approximately ome hour, there will be neC
The house manager will be there to help seat you.
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QUR PRODUCTION

e Lindenwood production is directed by Susam Yarwell, a M.F.A. graduate
£ 4n acting and direction. Ma. Farwell had directed collage, commmity
Eaar theatre in a variety of locales. Tom Sawyer represents her thesis

, Cating, theatre student, designed the set for Tom Sawyexr with
¥ Osborn, graduate theatre student, designing costumes.

ety actors are used in Tom Sawyer, nine of which ave children.
or is played by Bobby Grothe, an equity actor from St. Charlies.
(St. Peters) aad Eddie Euels (St. Louis) play Huck Firm and
ber, respectively.
earsals for Tom Sawyer ran for four weeks. A total of thirty per-
have been schaeduled.
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Tom Sa Wyer Lives Agé
'On Lindenwood’s Stage

. By WANITA unobtrusive- forms and  cher.

drops become Because the role of

RUN

recognizable HuckFinninthisplayis

' Spoclul te the Journal stalagmites and stalac-  decidedly overshadow-
Theatergoérs can tites. ed by-Tom Sawyer, we

momentarlly forget

il woreies and eater _“The effect of the en- 5o ST 10 HIGE AUEY
‘again the world" of tire production dependS . oun " literary figure
‘childhood during #the upon the skillfulness of S
current production at SusanFarwell, director, James Magee aids us by

portraying a Huck who

is uneasily aloof and
'“The Adventures of taneousness of children hides in a barrel during

Lindenwood's Jelkyl Whose task is to monitor
'Theatre: Mark Twain’s the natural Spon-

'Tom Sawyer'' as playing children but
' dramatized by Sara With the heightened ar- ]

' Spencer. The charm and chness of fSI'lr.%lIulnex- islandscene.

fun of Tom’s adventures  ageration, a faithfulness ;

and imaginative flights to Twain’s romanticized Since the play does

the town episodes,

; > : : not focus on them, the
| E{)eeg:g‘edrg:t lnpaanc:(xi. Verslnﬂofchﬂdh@(ﬂ. ad:uttr'act‘:rs wisehlg,ddo

! 1 e 3 ' not strive to overs ow
lots-of-action perfor- It is impossible to & :
mance. ’ resist the freshness of ©OF <cmulate the ex

Members of the au- the young performers ghl}lz:eincbﬁt °Jecﬁf;§
‘dience are enticed into  costumedinprintgowns oo o0 nina motifs to
the performance the and pantaloons and oo’ plot and add an
moment they enter the suspendered rolled oo oo otuality to
theater and the lively pants from which bare o script. The one ex-
sounds of banjos, fiddle, feet protrude. Bobby ... i ihe character
guitar, and ‘“spoon”  Grothe is sufficiently — o ¢ potter “the shuf-
music are heard. The energeticandenticingly 1,10 self-effacing
musicians and singers confident as Tom 10 g, ki developed in
filter in and out of the -become the focal point o1 century American
set which consists of of the play. Bill Tobias, |ioi tire He is effec-
platforms and steps, as Alfred Temple, has o010 niaved by Calvin
giving it the versatility an appropriate SMUE wo.g ~James Gaspard
necessary to become  simplicity that mm is appropriately
bedroom, street, dangerous as the con-
schoolroom, graveyard, ‘the character a proper piving Injun Joe. Doug
island, church, cour- foil for Tom. Playing Mayer’s Schoolmaster
thouse, jail and cave in  Sid, Mike Rohrbacheris rple is comically
rapidly changing suc- adorably charming as reminiseent of Ichabod
cession, for the playisa the pesky younger Crane. Pam' Ross
series of episodes brother. Also enjoyable =

threaded together by is the -expressive face
Tom’s adventures. The and emotional style of
smgl_e item of realismis Eddie Huels as Joe.
a barrel, the “property””  Harper, one of Tom's an amusing Widow
of Huck Finn. The pro- cronies. The young Douglas whose latent
duction crew should be  female performers are maternal instincts
particularly commend- led by Tara Owens who reach out quickly to
ed for the creation of the  plays a graceful and envelop the resisting

cavesceneduringwhich  demure Becky That- Huck Finn.

| — [ 3 j

makes a strong and car--
ing Aunt Polly, and
Jacki Goodall creates

relaxing only in the

J1




"'Tom Sawyer’ Opens At Lindenwood

. ﬂy Judy Harrison

. The Lindenwood Colleges presenled a’
fun but rather long production of*The
« Adventures of Tom Sawyer" on Friday‘
night. The play, by Sara Speucer, is
based on the classic Mark Twain novel,
| and although it has been cut extensive-
ly, it is still too’ long to hold the lnlemt
, af young children.
| Director Susan Farwell keeps thlngs
. moving as fast as she can, and the cast,
made up mostly of children, is h.lll. of
energy and enthusiasm.
| Bobby Grothe, a veteran actor at age
‘=14, is excellent. He captures all the
charm and wit Twain gave the Missouri
boy but never gets too cutesy. His
intensity and comfort on stage are
contagious, alfecting the entire cast. He
carries the show beautifully but nevér
overpowers the younger actors,

- James Magee is Huck Finn, Tom's no-
account fishing buddy. Magee, too, Is
! very good and holds his own with
. Grothe, !

' Joe Harper, the last of the trio that
‘. runs off to pirates, is played by Eddie
,' Huels. Huels is a natural comic and
‘. without even trying manages to be
.~ Mevery kid" in every way.

IRE B

“less mean than usual, but Ross captures

dren are not afraid of him, and he Is not

‘review

' Tara Owens Is Becky Thatcher, and

"although she is pretty and does a good

job, she seems a bit too goody-goody to
attract the wild Tom.

The rest of the young cast members — |
‘Mike Rohrbacher, Bill Tobias, Jeff

Wren, Julle James, Mitch Spiro, Lela
Dawkins and Barbara Carson — are.
excellent and work well as an ensemble, -
a difficult enough task for professional
actors, let alone young amateurs. They
deserve a lot of praise and applause,

As for the adults in the cast, Pam

Ross is Aunt Polly. Polly seems a bit 4

the love the woman Has for her Tom.
Calvin Ward's Mufl Potter is excel-
lent, despite a terrible fake beard. Not
only does Ward create a character, but
his portrayal brings into question the
treatment of blacks in Twain's time.
Pretty heady stuff for a kid's show.
James Gaspard tries hard but is
totally miscast as Injun Joe. The chil- |

g b

as menacing a figure as he should be.
Doug Mayer is wonderful as, the

. doddering old schoolmaster, and Tom T.

Skore’s revivalist preacher is lovely.

Farwell is presenting this play as her
master's thesis. She has done a beautiful
job. The cast works hard and well
together, The kids are comfortable and
believable on stage. It is a fine produc-
tion from a fine director.

Ed Cating's set is tremendous. The
move from fence to cave to schoolroom
seems effortless. Stephanie Young's

lighting complements the set beautiful-
ly, and Jeffrey L. Osborn's costumes are
colorful and functional.

Doug Carson, Greg Thompson and |
Vicki Speciale provide the accompany-
ing guitar, banjo and fiddle music,
which greatly adds to the Twain atrnos-
phere. 7

*“The Adventures of Tom Sawyer" Is a
fine production for children over 6.
Younger ones might find it a bit too
slow-paced. It will run through March
21. i G W
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Pace Of ‘Tom:'Sawyer’ :
Loses Twain’s Charm

by Jeff Copeland

The 'Lindewood Colleges theatre depart-
ment is presenting a play-adaptation of Mark
Twain’s “The Adventures of Tom Sawyer"’.
Dramatized by Sara Spencer, the production
is very well acted, but falls short in its
transfer from novel to play.

Briefly, the play revolves around the ad-
ventures of a boy named Tom Sawyer and his
life on the Mississippi. He romances a young
girl named Becky Thatcher, witnesses the
killing of a doctor in a graveyard, and
towards the end is lost, along with Becky
Thatcher, ,in a cave.

The play is devised of several short, fast-
paced scenes which are run together in
sequence. Instead of flowing smoothly as it
should to give the audience a complete mental
picture, the play appears as a series of ex-
cerpts run carelessly together, losing the
charm Twain tends to deliver in his novel,

The set design for this production was well
done, considering Lindenwood's stage is so

- small, there isn’t much room to work with,
and this particular production offers a
repetition of quick scene changes and a
variety of atmospheres,

There were a few instances however when
the set design possibly left too much to the
imagination. . =

Such an instance was the courtroom scene
when Tom revealed the startling news that it
was not Muff Potter who murdered the doctor
in the graveyard, but Injun Joe instead. This
scene -could’ve used more dialogue from the
characters to explain the event. Otherwise,
the audience does not really understand
where the action is taking place.

Fortunatley, the faltering adaptation is
rescued by a fine portrayal of characters.

- Bobby Grothe does a fine job portraying the
young, mischievous Tom Who's constant
indulgence in rambunctious escapades keeps _
his Aunt Polly’s dander well stirred. y

Pam Ross is up to her usual excellence as
the aging, but spry Aunt Polly while James
Magee delivers a splendid performance of
Huckelberry Finn.

Becky Thatcher is well done by Tara
Owens, but is hardly heard from, and the old,
cranky schoolmaster \ is fantastically
characterized by Doug Mayer who depicts the
spindly character with much facial, body, and
vocal mannerisms.

Calvin Ward created a superb Muff Potter
and James Gaspard was good as Injun Joe,
but both characters lacked the exposure they
deserved. -




r Tindenfoood @Cuollege
St. Charles, Mo.

pDear Teacher,

Each year the Lindenwood Theatre offers per-
formances specifically chosen for a young
gudience. The importance of doing this is to
reach young people with the message of the
play as well as to introduce them to the
pleasures of viewing live theatre.

I would like to encourage your students to
write us a letter including their feelings
about the production - THE ADVENTURES OF TOM
SAWYER--what they liked about the prcduction,
what they disliked about the production, and
their overall impressions of the performance.
This information will be helpful to us in two
ways. First, it will be used in helping us
select future productions with the -assurity
that we are providing our young audiences with
meaningful and enjoyable entertainment. Second,
I will be assimilating the responses for further
analysis of the effectiveness of the production
when writing my thesis.

If you feel that your studénts would have an
interest in responding to the play, may I sug-
gest that this is done soon after viewing the
play, since it will be fresh in their memories.
The correspondence should be sent to the Theatre
Department, Lindenwood Colleges, St. Charles,
Mo. 63301.

Sincerely,

bl orat il

Susan Farwell,Director
The Adventures of Tom Sawyer

10
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TOM SAWYER

Scenes

ACT-ONE
Scene 1. Tom Sawyer’s bedroom.
Scene 2. A village street.
Scene 3. The Schoolroom.

AET-FWO
Scene 1. The graveyard.
Scene 2. A village street.

ACT-FHREE
Scene 1. Jackson's Island.
Scene 2. Jackson's Island, the fourth day out.
Scene 3. The village church.

ASP-FOER
Scene 1. The Courthouse, adjoining the jail.
Scene 2. In MacDougall's Cave.
Scene 4. A village street, two days later.




AUTHOR'S NOTE

Tom Sawyer is not tailored to fit the needs of
any known theatrical company. It requires twelve
young people, in leading roles. It also requires
eight adults. And since this is a play about the
difference between the two, a sharp contrast be-
tween the generations is necessary.

Young people are rarely accomplished actors.
And it is difficult for the most accomplished actor
to simulate the miracle that is childhood. So the
author of this play presents the producer with a
near-impossible task, and has no advice to offer.

Nevertheless, I entrust this play to producers with
the fervent hope that they will find the means to
address it to all humanity. For although my play,
like Mark T'wain’s book, is intended mainly for the
entertainment of boys and girls, I hope it will not
be shunned by men and women on that account.
Part of my plan, like Mark Twain's, has been to
pleasantly remind adults of what they once were
themselves, and of how they felt, and thought, and
talked, and what queer enterprises they sometimes
engaged in.

—The Playwright

1675




Scene I
x Tom & Sid climb ladder to top of 8ft.plst., lay down,
Tom R, Sid L , Huck climbs into barrel.
1.A. Polly ent. R, X to D of stairs
2.A.Polly exits R.
3.Tom sits up
.Tom kicks sid, hurts his sore toe.
5.5id kneels L of Tom.

6.5id stends X over Tom to stairs




TOM SAWYER

EE BB

(Tom and Sid are asleep, Tom snoring vociferously, Sid snoring
like a steam whistle.)

@AvuNT PorLy (effstaga). Tom! Oh, Tom! Monday! @
Tom (opens his eyes dazedly, yawns, then comes alert) @Monday!

(He sighs drearily, then begins to plan. Feels around over his
body for ailments, coughing expe:imntaﬂy, rejecting a loose

tooth, etc.
be-used-here. Finally he unties the rag around his sore toe, and

falls to groaning.)
Oh-h-h!
(But Sid snores on.)
Ohh-h-h-h! Qooh-h-h-h!
@(No response from Sid. Tem-reachesover—and—shakestim.)
Sid! Sid! Ohhhhh-h-h-h! Ooooh-h-h-h!
Sm (waking up). Tom! Say, Tom!
Tom. Ohhhhhh-h-h-h-h! Ooooocoh-h-h-h!
@Sm (shaking him). Here, Tom. Tom! What’s the matter, Tom?

Tom. I forgive you everything, Sid. Ohhh-h-h-h-h! Everything you
ever done to me.
Sm. Oh, Tom, you ain't dying, are you? Don't, Tom.©0h. don't!

7
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Tom. I forgive everybody, Sid. Tell 'em so, Sid. And Sid, you give
my brass knob and my cat with one eye to Joe Harper. And tell
him—Ohhh-h-h-h!

S gma.k:ng for the doo-r).@()h, Aunt Polly! Come quick! Tom’s

Avunt PoLry (offstage). Dying?
Sm. Yes'm. Don'twait. Come quick! @
Aunt PoLLy Miﬂ-aﬁﬂaga@Ruhbage! I don't believe it.

(But she rushes in, just the same, and finds Tom on the bed,
writhing.)

@) You, Tom! Tom, what's the matter with you?

Tom. Oh, Auntie-@my sore toe’s mortified!

AvunT PoLLy (sinking—en—the-bed with relief, and chuckling). Tom,
what a turn you did give me! Now you shut up that nonsense

and climb out of this. @

Tom WAunt Polly, it seemed mortified. And—and
it hurt so, I never minded my tooth at all.

Aunt POI‘:’.I.‘!'. Your tooth, indeed. What's the matter with your

Tom. One of 'em’s loose, and it aches perfectly awful. Oh-h-h-h-h!

] ) = : -t

sbout-that, Sid, get me a hot iron off the kitchen
Sid gleefully rushes off, as Aunt Polly pulls a spool of thread
from her apron pocket, and attaches one end of it to the bed-post.
The other end she attaches to Tom’s tooth.)
Tom (shrinking away). Oh, please, Auntie, don’t pull it out. It don’t
hurt any more. 3 it Please don't,
Auntie. I don’t want to stay home from school.

AunT Pou.!@Oh., you don't, don't you? So all this was because
you thought you'd get to stay home from school and go a-fishing.
@)h, Tom, you'll be the death of me yet. Here, Sid.

(Sid has re—erﬁaed with the iron, and gives it to her, gloating at
Tom’s miserylAunt Polly thrusts the iron close to Tom's face.
Tom jerks back, and the tooth is dangling by the bed-post.)

Sm. Goody, that's what you get.
8

stoe. )




1. A, Polly exits D stairs & off R

n

. F LU¥]

Tom stands, retrieves tooth from plank
and Xs to window. Sid begins folding bedspread.

Tom X to top of stairs, picks up pillow as Xs bed,

Sid hits Tom with pillow, Tom returns the blow.

Tom exits D stairs and off R, Sid follows with bedg:

Jim and Ben ent. L, X to ladder and race each other
top, Gracie and Mary ent. L (singing), Amy ent. [ j
rope, three girls X R to meet Becky and Susan who h
ent. DR (Becky with book on her head)., Five girls g
on lower rung of stairs. Schoolmaster ent UC with o}
He places podium, chases boys off ladder and exits

Jim and Ben X to top of éft. plat., Tom ent. R as
ent. DR, Alfred X L, Tom follows imitating walk ang
him on shoulder. Alfred turns, Tom turns back to a1
Alfred continues L, Tom taps him again, when Alfreqd

Tom Xs behind him to his . sid ent. R and stands ng;

¥ 8id - T will Aunt Polly.

# 8id - what'l1 you taske for that tooth Tom?

@
and-come-on-here
Aunt Porry. Now you boys get your cl o ———

school.
(Aunt Polly goes out.)

SID ittt —timibamn aa i Didn't vou

thinkyouwassmmmw?
TomM Lpeeling—od-k N

o (dtahing the tooth from the bzt

Sm. ®What'll you take for it? f
@ Tom. Nothing you got, ﬁy Maybe I'll trade it to Ben Rogers for

that window-sash of
Sm. Go ahead and do it. See if I care.
Aunt Porry (offstage). Tom! Come on here. You'll be late.

Tom. Yes'm, Aunt Polly. I'm comin’. @
[4] (He turns for a last word to Sid.)

Smarty.
@ (And goes out, dodging the pillow that Sid throws.)

i
(8)Scexe 2. A village street. Ar—white—boerd—fenee—A—berrek

Yehgol bell is heard, off. Ben Rogers enters, walking caref:

pdaged ﬁer, and enjoys a momentary fame, as all the g
ster around.

9
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Alfred turns L, talks to Tom's back.
Tom tlu‘ns R.

Alfred and Tom move closer and closer until nose to
Tom Xs D of Alfred, stands DR |
Alfred X to L of Tom

Tom and Alfred circle each other.

im Hollis enters, balancing a straw on his nose.
(Tom™Sawyer dashes in, pointing off to a vision behi im.

(The visiofNg , Alfred Temple, ing p , and wearing
a hat, shoes, specmcles. girls are ipf essed the boys
etthererwwusor Tom yanks hig ucketashe passes.
Alfred turns in umbisge

(From the opposite direction, Muff Bdtter enters, the town tramp,
ﬁuhmgpoleoverh:sshwldef jesired, Song No. 2, “Come Along
You All”, may be used here,Sowe of the children may reflect
thebownsoplmofthts ol chardster.

.\ (During the above scex%, ad-libbed conversation may be used if

the producer feelsfhe meed. Preferably, hewever, the scene
should be covergd by indistinguishable school-child chatter.

(The secong”school bell is heard off, insistently. Myff Potter
shambles6ff toward the river. The children bustle offNtoward
school”"As Alfred Temple starts out, Tom purposely slingw\ his
bogks soastostrikeAlfredinthemRofthe back. Alfred tu

g glare at him.)

@Avrmep. That's the second time.
@Tom. I can lick you.
Avrrep. I'd like to see you try it.
(GyTom. Well, I can do it.
Avrrep. No you can't, either.
Tom. Yes I can.
Arrrep. No you can't.
Tom. I can.
AvrFrep. You can't.
Tom. Can!
Avrrep. Can't!
@I‘on. What's your name?
Avrrep. "Tisn't any of your business maybe.
Tom. Well, I low I'll make it my business.
Avrrep. Well, why don’t you?
Tom. If you say much, I will
@\um Much, much, much! There, now.

@Tou. Oh, you think you're pretty smart, don’t you? I could lick you
with one tied behind me, if I wanted to.

10
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Alfred turns L and Tom knocks his hat off.

Alfred backs Tom R

Tom backs Alfred L

Joe Harper ent. DR, sits on DR rock.

Alfred steps R, over imaginary line.

Tom knocks Alfred's books out of his hand and jumps

on Alfred when he bends over to ick the
ends with Tom sitting on Alfred'g back Cg.up. e

Avrrep. Well, why don’t you? You say you can do it.
Tom. Well, I will—if you fool with me.(2)

For—Emarty—You—thinleyou're-some—nowdont-you- Oh, what a
hat!

@A.u'mm. You can lump that hat if you don’t like it. I dare you to
knock it off. And anybody that will take a dare will suck eggs.

@Tou. Say, if you give me much more of your sass, I'll light into you.
Arrrro—Ohofcorrseyorwitk
Fermre— Tl eild,
ArrFrep. Well, why don’t you do it, then? What do you keep on say-
ing you will for? Why don’t you do it? It’s because you're afraid.
Tom. 1 ain't afraid.
Arrrep. You are.
Tom. I ain’t!
Avrrep. You are!

e e et o i it

e e

n‘ ; ’l -I] I

@ (Joe Harper enters on the run, late for school, but stops to watch
this drama.)

Tom (drawing a line on the path with his toe). I dare you to step over
that, and I'll lick you till you can't stand up. And anybody that
would take a .dare will steal sheep.

@Az.mm (stepping over it promptly). Now you said you'd do it. Let's
see you do it.

Tom. Don't you crowd me. You better look out.

Avrrep. Well, you said you'd do it. Why don't you do it?

Tom. By jingo, for two cents, I would do it.

AvrFrep (holding out two pennies). There, mister. There's your two
cents.

@ (Tom strikes the two pennies to the ground, and the two boys
come to grips. The fight does not last long. In a few moments

Tom is'astride of the new boy, pernding—hin—with-both—feter)
Tom. Holler 'nuff.

11




Tom and Alfred stand.

Alfred picks up books, Xs L and exits, Tom Xs R.

Schoolmaster ent. UC, with stool and bell, rings beljl.

students X and exit L, Master sits,

Tom jumps and kicks feet together, just misses Joe

Tom Xs R for books

Joe Xs L and circles 6ft. lat
wWho ent. [, and take seats gn séairs.

As Tom Xs L he stops to help Huck out of barrel,

Tom - Huckleberry. Hello.

Huck - Hello yourself. See how you like it®

joining other students:

AvLFRED (struggling and crying). I won't.
Tom {pewnding-ons. Holler nuff!
AvFrep. 'Nuff! ‘Nuff!

@Ton (letting him go). There, that’ll learn you. Better look out who
you're fooling with next time.

ALFRED (crying, as he brushes himself oﬁ).@Never you mind, mister.
You just see what I do to you ext time I catch you out.

(Heptartsoﬂtoschool,m}uﬁipg,
T ; A ¢ ctarts g )
oE. Hey, watch out! Gee whillikers, Tom, what was that all about?
Tom. I didn’t like his airs.
Joe. Well—you better come on. It's late.
Tom (flushed with oictory@lt’s too hot to hurry.
(The final bell is heard, off.)
JoE (bolting off). There’s the bell! (%)
[S](He exits.)

Tom. Wait for me, Joe!

@ (Automatically, Tom starts to bolt off after Joe, and turns to pick
up his books. But just at this point, Huckleberry Finn meanders
in, swinging a dead cat by the tail. Tom is lost in admiration.)
Huckleberry! *

Huck. H'lo. &

Tom. What's that you got?

Huck. Dead cat.

Tom. Lemme see him, Huck. My, he's pretty stiff. Whese'd-you-geé
2

Teom Say—what is dead,mts good for, Huck?
Huck. Good for? Cure warts with.

Tom. Cure warts with? I know other ways—but how do you cure
them with dead cats?

12
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Huck X DL, kneels, Tom follows and stands

Huck stands
Tom Xs D of Huck
Huck Xs ¢

Tom Xs to Huck's T,

to Huck's g

Huc@Why you take your cat, and go and get in the graveyard
about midnight, where somebody that was wicked has been buried.
Andwhenn’smxdmghi,adevﬂwﬂleom;hormaybetwoorthree
S et St-CaR-—o parlon Andwhenthey’re
ta]nn ﬂlﬂt feller away, you heave the cat after 'em and say,
“Devil foller corpse, cat follow devil, wart foller cat, I'm done
with ye!” That'll fetch any wart.

Tom. Sounds right. When you going to try it, Huck?

Huce@Tonight. d-reckomtheyt—come—after—oid—Hoss Williame—to—
-night

Tom. That's-se—Ibet- Hey, lemme go with you.

P ATl righbid i bad :
Fort—Feared T TFain't-lileely: Will you meow under my window?
Huck. Yes. Andyoumeowbackﬂyougetthechance

Tom. I will: Well, so long, Hucky@
Huck. You ain’t goin’ to school now, are you? You'll get a lickin’
for bein’ late.

Fornp—tdeve—ior

Hoom—F w2
Tom Sid’ll tell on me if I don't.

Huck (drawing something his pocket with a great show of un-
concern). Suit yourself.

Tou.@What’s that?

Huck. Nothing but a tick.

Feom—yhey there’s ticks a-plenty. I could have a thousand of 'em
if I wanted to.

13
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Tom Xs L
Tom circles 6ft. plat and ent. school.

Huck exits DR, pulling cat

Tom ent. schoolroom, Xs to sleeping Master, takes pointen

off desk and begins to imitate the teacher as the clsa
watches.

Huck. Well, why don't you? Beesuse—you—temow—mishiy—wel—you
-eanli—thats—whye This is a prefty early tick, I reckon. It’s the
first one I've seen this year.

Tom. Say, Huck, I'll give you my tooth for him.
Huck. Less see it.
Tom (showing it proudly). There:

Huck. All right. It's a trade.

Tom. Thets-se. Well, so long, Huck. I might as well go on and get
my lickin’

Huck. Don't forget tonight.

TomM (going off). I won't.
(He leaves.)

Huck. So long.

@ (He watches Tom off, then looks the tooth over appreciatively,
and pockets it. He looks down at the dead cat on the ground.)

Here, kitty, kitty.
(He gathers the cat up by the tail, and swings off with it.)

(The girls are seated on one side of the room, the boys on the
other.) \
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Master wakes and grabs pointer , Tom starts for seat._

Tom Xs to desk

Tom turns and sees Becky watching him
Faces teacher

Master stands and grabs Tom's ear

Master X to Tom and backs him to seat

Tom sits as Master Xs back to desk and sits

Ben stands and Xs to front of podiom-

Masm@'lhomas Sawyer!
Tom. Sir?

MASTER. Comeuphere@Now,si.r,why are you late again, as usual?
Tom. I—uh—I—

MasTER. Speak up.

u@We]l uh—I—I—M@Istoppedtotalkwrth
Huckleberry Finn!

Master (horrified). You — you did what? (8)

Tom. Stopped to talk with Huck Finn,

MasTter. Thomas Sawyer, this is the most astounding confession I
St e e e g

have ever ]:stmew:

e g: a~th r seats again. The Master
LTI DT O umgtﬂbmmadofhtm)
Now, sir, ge—end-sit with the girls! And let this be a warning to
you.

(The room titters, and Alfred Temple looks justified, as Tom
takes a seat beside Becky Thatcher. )

T.h.e Fou.rth Reader wlll cunt:nue w1th 1ts Iesson_ Ao anree,
: ¥ owr Benjamin Rog-

Ben. It was the schooner Hesperus—
MasteErR. You will announce the title of your piece, Benjamin,

15
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1.

3.

AS Ben tries to rem
hands her g flower.ember ais
Ben Xs back ang sits, gracie stands and xs ¢t

Master shows Gracie
over Tomts shoulder,

Poem, Tom turns to

© Podium,

Ben. The Wreck of the Hesperus.
It was the schooner Hesperus
That — that —

MasTer (prompting). That sailed.
Ben. That sailed — that sailed — that sailed the windy sea.
MasTter. The wintry sea.

Tos. Please take it. I got more.
(Becky pretends to be absorbed in her book.)
I'll draw you a picture.

Ben. Blue were her eyes — blue were her eyes—

b e R s bt b

Brse—Dire—rerabor aves oo tha

MASTER. Zenhﬁuﬂammm'Ybu?z5spudiher&#ofﬁmlmursudy-

ing the poem. Grace Miller

Gracte. A Lament.
O world! O time! O life!

MasTER (correcting). Oh world, o life, o time.

Gracte. O world! O life! O time!
7] On whose last steps I climb —

BEeCKY (trying to See Tom's slate). Let me see it.
ToMm (showing it). It's not much.
Becky. It's a beautiful man. Now make me coming along.
Tom. Here you are. Only that's not pretty enough.
Becky. Silly, it’s ever so nice. Iwish-T-eould—draw:
Tore—Ils easy—t l-learn-reu
Tom. Ad-reeesss Do you go home for dinner?
Becky. I'll stay if you will.
Tom. Good. That’s a whack.

16
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1. Tom covers slate with arm,

2. Becky grabs slate,

s UG = of = wap over slate,

L.

5.
6.
7.
8.
9.

10. Jim Xs to Master

Becky hits Tom on head with slate. Tom stands faci e ol
Tom by the seat of his pants and ?gr -

Mflster Xs’ grabs
him to new seat.

Master Xs back to Podium and sits

Susan, Alfred, Jim stand in place.

Jim sits

Susan sits

Alfred sits on book Jim has Placed under him

facin Us
him. g . Maste

» Master angd
r places dunc

Jim X L to barrel, Jim s

e hat on Jim and hovers

T r - I &
Becky. What are you writing?
Tom@Oh, it ain’t anything.

B Feoaibs

Fom—DNe-it-ainls, You don't want to see.
Becky. Yes I do. Please let me. @

Form—Yout-ield

T;“, 0;

Becky. No, I won't ever tell anybody. Now, let me.
O s ST ST S S S 1

(She pulls the slate away from him, ‘
srhen—phozogeg—iia

Eﬂ0h.ym1hadﬂwnglép
(The master at this point bears down on Tom, and leads him by
the ear to his own seat, beside Joe Harper.)

Master. Now, Thomas Sawyer, we'll see if you can ve yourself
a little better in,your own seat(SFifth Reader!

..'

James Hollis, what is the capital of the state of Missouri?
Jma. The capital of the state of Missouri is—the capital of the state

of Missouri—
MASTER. Zem@usan Harper, what is the capital of the state of Mis-

souri?
Susan. Saint Louis.

Master. Zero@Alfred Temple.

Avrrep. The capital of the state of Missouri is Jefferson City.

MasteEr. Correct. There, boys and girls, is ple of how a ques-
tion should be answ ames Holli another important
city in the state of Missouri.

E( While this goes on in pantomime, Tom at his seat pulls out his
tick. Joe Harper is promptly interested.)
17



1. Joe and Tom turn full front.

2. Susan stands as Master Xs to her.

3. Susan sits

L. Alfred s tands

5. Master Xs to desk and sits, Alf ed sits

+ Tom and Joe stand, Tug-of-war over slate begins,

Jos.@What’s that you got, Tom?

Tom. It’s a tick. What’d you think it was?
JoE. What you going to do with him?
Tom. Just play with him.

(The ttc& scene proceeds in pantomime.)

MasTter. James Hollis, what are the chief products grown in the state
of Missouri?

Jim. The chief products grown in the state of Missouri are — are —

MasTeR. Susan Harpe.@what are the chief products grown in the
state of Missouri?

Susan. Corn.
Master. Corn and what else?

Susan. Just corn.(3)

MasTter (with a bland assurance that here at last will come the ex-
emplary answer). Alfred Tem; hat is produced in the state
of Missouri besides corn?

Avrren. Whiskey.

MasteEr. Ahem! Will all open your books to page 165, and read
just what it says.

(The Fifth Reader turns pages industriously, while our attention
is drawn to Tom and Joe again.)
J oz@l‘om, you let him alone.
18
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l.
2.
3.
L.
5.

7

Master stands and Xs to boys
Master smashes tick with his pointer,
Wipes pointer off.

Master X to desk

Students, with exception of Tom, Bekky and Sid exit p

As Becky begins to stand Tom stands

Becky exits I, Sid backs I, making face at Tom, collig

with Master's desk, Sid runs out. As Sid reaches st

floor, other children ent. I and take respective pl

for recess. Alfred exits DR, Sid exits R.

(The whole room is watching the tick scene now, for the Master
is descending on the two boys.)

~Jos—Yeu-shell. He's on my side of the line.
Tom. Look here, Joe Harper, whose is that tick? @
Joe. I don’t care whos.e tick he is. He's on my side of the line, and

Tom. WellIjust-bet-I-willthough He's my tick, and I'll do what I
blame please with him, or 618@
(But here the Master interferes, and both boys receive a sounding
whack across the shoulders.)

Master. What is that thing?

Tom. Only just & tick.

(The Master, after one helpless, horrified glance, gingerly—picics

Master@ Let that be the end of that nonsense, Thomas Sawyer. Hew.

ou’ 311 remain during the r :
rest of you may put away your books. We now ad-
journ for recess.

@Thefe is a general rush for the-dinner—patloand—then
Tom joins the movement, and whispers to Becky.) @

Tom. Put on your bonnet and let on you're going home. Then when
you get to the corner, give the rest of "em the slip, and come back

through the lane.
Becxy. All right. @
19
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Master stands and exits uc

Tom Xs L, looks off for Becky, turns and sits at podj
Becky ent. I, taps 7o
o i througﬁ plgnkg.m on shoulder add Xs up of lag

Tom Xs to L of Becky

Becky Xs to low

er
£0 7, 6 Btalng stairs and sits, Tom follows, stangs

@l’he Master leaves, t!.‘r'ld the room is empty, except for Tom. He

g > gets
@Lp, going to the door to look for Becky. Then, going behind the
Master’s desk, he-ie-elated-to-find-theloy-in-tho-deawer, and look-

ing carefully around, he—epene—the-dratson slips a book out, and
starts looking through it. Hearing a step outside, he hastily slips
it back. Becky comes in.)

Tom. Becky! What a turn you did give me! I thought you were old
Dobbin. Look!

+He-showshorthekey-tothedrawer)
Becky. What is it?

Tom. His book. The Book of Mystery. He never has let anyone look
at it. Shall we peep?

Becky. I'm ’most scared to, Tom.
Toh, all right. I'd rather talk to you, anyway. Do you love rats?
Becky. No! I hate them! ()

Tom. Well, I do too—live ones. But I mean dead ones, to swing
around your head on a string.

Becxy. No, I don't care much for rats anyway. ¥WhatIiHee—ts—chew-

1§




2
3.
L.
5.
6.

Tom kneels in place.

Tom stands, sits on stair [, of Becky.
Becky Xs upstairs to landing, Tom follows.
Becky Xs down & few stairs, Tom follows.
Becky Xs to landing, Tom follows

Becky covers face with apron.

:!,‘.. e
T

Becky. What's that?

Tom. Why, engaged to be married.

Brepr—Ne,

Fort—Would—youtice—tobe?

Becky. Jreckomso—Idon'timew. What is it like?

@Tou.@[.ike? Why, it ain’t like anything. You only just tell a boy

you won’t ever have anybody but him—ever, ever, ever,—and
then you kiss, and—and that’s all. Anybody can do it.

Becky. Kiss? W'hatdoym.tkissfor?@
Tom. Why, that, you know, is to—well, they always do that.

Beewr—Everybody >

- it : = Do you
remember what I wrote on the slate, Becky?
Becky. Yh-yeléa
Brerr—No—rot-mew—Tomorrow:
Tom. Oh-menew—RleaserBeelsr. I'll whisper it. I'll whisper it ever
S0 easy.

(Becky hangs her head, and Tom softly whispers in her ear.)
Now you whisper it to me—just the same.
Becky. No, Tom.(5)
Tom. Yes, Becky.
B%dl’ you turn your face away, so you can't see, and then I
OB yon
ToM. Ne—indeed—Indecd-I-wont—Beck—Dlowl
(Becky leans toward him timidly, and whispers.)
Now, Becky, it's all done—all but the kiss. ()
21
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1.
2%
3
.
5.
6.

Becky sits.

Tom Xs above Becky to her L

Becky stands

Becky runs down stairs and sits at podium.,
Tom X to front of podium.

Tom holds strin ame out t 1
o ey g B O Becky, she throws it op

Becky Xs to doorway.

Becky Xs to podium and sits, Tom ent. L,

B B
Aw, don't you be afraid of that. It ain’t anything at all.
(Gently, he tugs her hands away, and kisses her. H-desired—Seng

And you ain’t ever to love anybody but me, Becky. And you
ain’t ever to marry anybody but me, never, never, and forever.
Will you?

Bncmr%, I'll never love anybody but you, Tom, and I'll never marry
anybody but you—and you ain't ever to marry anybody but

me, el 3
Tom. 'eer!:ndy@ Of course. That’s part of it. And—elweys—eoming

Becky. It's so nice. I never heard of it before.

Tom. Oh, it's ever so gay! Why, me and Amy Lawrence—
Becky (shocked). Tom! (@)

Tom. I mean—

@ Becky (cmi-ng@.)h, Tom! Then I ain’t the first you've ever been en-
gaged to!

Ton@Oh, don't cry, Becky. f-den't-eareforherany mere-

-

(Tom tries to comfort her, but she shakes him off.)
Tom. Becky, I—I don’t care for anybody but you. Honest.

(Becky sobs. Fompulls-a-bressand-irentencbout—ofhispocket,
e b e

Becky, this ig the very best thing I've got. Please, Becky, won’t
you take it?b

(Becky strikes it to the floor. Tom gathers up his pride, and
marches out through the door. Becky cries on for a minute, then
lifts her head, and looks all about. No Tom. She runs to the door.)

Becky(ZTom! Tom! Come back, Tom!

@No response. Her heart is broken, and she falls to sobbing again,
laying her head on the Master’s desk. In the midst of her tears,
her attention is drawn to the key in the drawer. Drying her eyes,
but still sobbing spasmodically, she opens the drawer and gets out
the Book of Mystery. She has just opened it when Tom rushes
in the door. In her haste to hide the book, she tears a page.)

22
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Becky runs under stairs, Tom follows stands L of staj

Becky comes out and stands R.

Tom exits [,

Becky sits on lower stairs.

Tom. Did you call me, Becky?
Becky (wailing). You made me tear it! I hate you, Tom Sawyer!@
Tom. Becky!

Becky. You're just as mean as you can be, to sneak up on a person
like that.
Tom. How could I know you was looking at old Dobbin's book? +

Becky(@You ought to be ashamed of yourself, Tom Sawyer. You
know you're going to tell on me, and oh, what shall I do? I'll be
whipped, and I never was whipped in school!

Tom. Never been licked in school? Shucks, what's a licking?
Becky. Be so mean if you want to. I hate you. I hate you!
Tom. Who cares, Miss Smarty? @

(And he flings out, with his head held high, retrieving his precious
knob as he g¢ ecky’s misery is now .complgte. Sbe—amko—to-

et

. Alfred Temple, what are you doing?
Oh-h! Uh—nothing.
Fqu are so, too. You're splattering ink on$omebody’s copy-

He certainly has something coming to him,
. Then you won't tell, will you, Becky?
kY. I'm not promising.

23

1R4




1.
2.

Master ent.

Becky Xs to
Master sits.

UC,Xs to podium

podium, circles 6ft.
Students enter schoo

plat and rings bell.
lroom and take sez%;;

Becky, school is about to

" take in. Have you fresh
Becky. Yes sir.

air?

Master. Well, perhaps you can do me a favour by rounding the rest
of the school in. @

t(IT}:.e)I':d'a.'s'!:te-r rings the bell, and Becky goes to summon the chil-
Ten.
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1RE

Master stands and Xs to students.

Tom stands.

Grabs Tom pulls him DL of plat.

Students stampede over t A
by Tom. mp eacher while exiting, Btckyzgf;

Becky exits [, as Master grabs Tom by seat of |
poses with pointer prepared for spar{kins. pents S

Masm(withamn—hehajuuopmedhisBookofMym).
Ahem!!!4Who Tore This Book?

(Dead silence.)
BenjaminRogus,didyoutearthhbook?
Ben. No sir.
Master. Joseph Harper, did you?
Joe. No sir.
Nhsnm..Amwlkwummm,&dyuuunrﬂﬁshuk?
Awmy. No sir
MasTer. Gracie Miller?
Gracte. No sir.
Master. Susan Harper, did you do this?

Susan. No sir.

MASTER. Rebeeea'rhamer,didyou—no,lookmeintheface—did
you tear this book?

(Becky cannot speak.)

Tou@I done it!

(An electric silence lasts for a moment.)
MasrTer (with ering wrath). You again, %Sawyer! e
i is dismissed for the day!
# eMasterismnﬁlguphisdeevesasthescmends.)

@W DO ACTONE

Becky - Oh Tom, how could you be so noble?




Doc & Injun ent. SI, set tombstones, exit SR
Tom and Huck ent. UC, Xing D plat.

Tom and Huck, turn upstage when hear sound
and fall off plat. onto stage floor, -

Boys stand up.
Huck X L a few steps.

Tom X to R a few steps.

Off'stage sound prompts both boys to run into each otk

Huck frees himself.

Boys hide behind ps gravemarker,

i i
Scene 1. The graveyard. Three or four tombstones. An eerie light.

@ @ (Tom and Huck creep stealthily in, carrying their dead cat. An
owl hoots mournfully. A dog howls offstage.)

@) {Fheysettie-themelves-behind-one—of-the-iombsionasr)-
Tom. Hucky, do you believe the dead people like it for us to be here?
Huck. I wish I knowed. It's awful solemn-like, ain’t it? (3)

-

Tom. Sh-hh! &
Huck. What is it?

Tom. Listen!

Huck. Ql:,—uy-‘—Whﬁ-ﬂw—&:d—mm@ That ain’t nothin’ but
the wind.

Tom{YOh, 'm mighty glad to hear it. I thought it was the sperrits.(7)

Huck. Don’t go grabbin’ me so sudden like that, Tom. @

Tom. Sh-h-h! There it is again. Didn’t you hear it?

Huck. I —

Tom. There! Now you hear it!
, Tom, they’re comin’! They're comin’ sure! Wheti-we

Huck!

TR




Muff and Injun
climb down gockfnt'

SR balcony. Muff is sin

Doc ent. DR 8ing as thee
gravemarkers and hide while ﬁu?gfslgjig r:sgectiv° Us
Three men ’ o Sk,

X to DL,Doc sits pr, of 6ft.

lantern by pc gravemarker,

plat, after :
Plae%__

Injun grabs knife - cuts rope

H II, ; .‘ E 9] ? I] - s E ]
— g ]
2 ({5 & 33
L] - 5 L]

W!
Huc t's the devils, sure enough! Theeeoi-teml—ordy—Tom—rere
gonersl—Can—youpray’

Tom. Fitry—butdontyoubeafeared: Now I lay me down to sleep—
B e s
- What-ie-it?

Huck. They're humans! One-efem—is—anyway. One of 'em’s old
Muff Potter’s voice.

3 .

e e Say, Huck, I know another of them voices. It's
Injun Joe!

Huck. Thet's-se—that murderin’ half-breed. Fordy-FonmFddrutirer
M%—rﬁmww 3 + 7
Tom. And the third one is young Dr. Robmscm Be-toole-dirmrer—with

(The three men come in. Dr. Robinson is carrying a lantern.

@ Injun Joe is carrying two spades. Muff Potter +
barreww—containing-a rolled-up blanket.)

Dr. Rosinson. Here it is. Now. Muff, spread the blanket out on the
ground.

Murr. It's tied.
Dr. Roemson. Cut the rope.

(Muff fumbles through his pockets for his knife, but lurches as
he tries to cut the rope.)

Damn you, Muff Potter! Did you have to spend the whole eve-
ning in the tavern?

Insux Jos(3)Here, Potter. Give me the knife.

(He takes Potter’s knife, quickly cuts the rope, and spreads the
blanket on the ground.)
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‘Poc stands

A

Injun Xs to R of Doc

Doc knocks Injun down

Fight between Doc and Muff oc ;
knife, sneaks under 6ft. curs, Injun stands

» Te tri‘iva
falls on top of Muff. J

plat and stabs poc in back, Doe

Injun steps over body to R of Muff.
Muff pushes body off and stands.
Muff throws knife pR.

Dr. Rosmvson. Now hurry and get to work, men. Fhe—meen—might
eome-—upai-anv-merment, ;

Murr. I'm not a-diggin’ up no ghosts, Sawbones, without more pay.
You'll just out with another five, or there she stays.

Inguxw JoE. That'’s the talk!

Dr. Rosmsow@lmk here, what does this mean? You required your
pay in advance, and I've paid you.

Invoow J oE@Yes, and you done more than that. Five years ago, you
drove me away from your father’s kitchen one night,

I’'ve got you, and you've got to settle, you know.

@( He shakes his fist in the Doctor’s face. The Doctor knocks him
to the ground.)

Murr. Here, now, don’t you hit my pard. @

(Muff lurches toward the Doctor, and grapples with him, but
after a few rounds the Doctor knocks him out. Injun Joe has
Muff’s knife in his hand, and has been creeping, catlike and stoop-
ing, around the combatants, seeking an opportunity to use if.
Now, as the Doctor flings himself free of Muff, Injun Joe springs
on him, and drives the knife into the Doctor’s breast. The Doctor
gasps, reels, then falls, partly upon Potter, and lies still. )

Ingun Joe. That score is settled, damn you.

(He stoops, to rifle the Doctor’s pockets, transferring the money
to his own. Then, seeing Muff still unconscious, he puts the fatal
knife in Muff’s right hand, sinks back on his heels to wait a few
moments, then begins to rouse Muff.)

@Potterl Here, Potter!

(Muff begins to stir and groan. He sits up quickly, pushing the
body from him, and taking in the dreadful scene.)

Murr{@Lord, how is this, Joe?
InJuN Joe. It's a dirty business. What did you do it for?

Murr. You mean I stabbed the Doctor?
InJun Joe. It's your knife, ain’t it? And it’s in your hand.

M ‘casting the knife away from him). I thought I'd got sober, Joe.
Fdrmo-business—to—deinle-tomieht: But it’s in my head yet—werse
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Muff crumples on top of body.

Injun pulls Muff upl

Muff and Injun drag body under 6ft. plat.
Two men meet D8 of plat.

Muff exits [,

Injun picks up knife and props and exits DR.
Boys stand and X to 6ft. plat.

Boys run US of plat. and climb to top.

;I'ell me ho w:
.Toe(i))h, it's awful! And him so young and promising.

Inguw J 0E®W’hy, you two was scuffling, and he fetched you an awful
blow under the chin, and you fell flat. Then up you come, all
reeling and staggering like, and snatched the knife and jammed
it into him, just as he fetched you another clip. And here you've
laid, dead as a wedge till now.

Murr. Oh, I d.id.g’t know what I was a-doing. -{—wh—l—mﬂy—dte—bh-!ﬂ-

t)

Joe. Fve—tfousht—but
. Joe, don’t tell. Bay
. 2 . I've always likd you,
Joe, and stood up for you. Bemt—yeu—remember?—You—womt

£l

@I never used a weepon in my life before,

Ingun Joe. No, you've always been fair and square with me, Muff
Potter, and I won’t go back on you now. Fhere-nmow—that's—es

Murr0h, Joe, you're an angel! Fi-biess—youforthis-the-longest
at' I h‘ l eu

InJun Joe. Here, now, that's enough of that. This ain’t any time

for blubbering. You be off yonder way, and I'll go this. Move
now, and don’t leave any tracks behind you.

Murr. I will, Joe. I will. I never meant to do it. "Pon my soul, I
didn’t.(8)
(He starts trotting off, thren-eritermrrngs)

InsuN JoE (watching him off). If he’s as fuddled as he looks, he won’t
think of the knife until too late@Chicken-heart!

(He goes out in the opposite di.rectim@l’he two boys, who have
watched this scene with frozen horror, peer cautiously out from
their hiding place, and are pulled irresistibly to the dead body.)

Tom. Ishe dead, Hucky?
Huck. Dead as a door-nail. @

{ Qi



1,
2.

Tom and Huck X to p edge of plat., boys pace back
Boys kneel in place.

Tom(DWho'll tell? Us?

Huck. What are you talking about? Suppose something happened,
andhj:mJoedldntgethung Why, he'd kill us some time or
other, just as sure as you live.

Tom. Fhat's—just—what—T—was—thimcng—to-myseld. Hucky, are you
sure you can keep mum?

Huce. Tom, we got to keep mum. You know that. That Injun devil
wmﬂdntthmkanymoreafdrowudmgusthanacoupleofcats,
look-a-hm'eTom,lem takeandswear to one another—that's
what we got to do. Swear to keep mum.

Tom. That’s just what I think. Hand me that shingle there. @

(And taking a piece of charcoal from his pocket, Tom laboriously
writes the oath on a piece of pine shingle.)

Hucgk. GeerFormTdidn'tlmow-you—ecould—write-that-gseed. What's it
say?

Tom (reading as he writes). Huck Finn and Tom Sawyer swears they
will keep mum about this, and wish they may drop down dead
in their tracks if they ever tell and rot.

Hucx. Now we got to sign it in blood.
(He pulls a pin from his lapel, and starts to prick his finger.)

(Both boys prick their finger with Pomis needle, and make their
mark on the shingle.)
Huck. Tom, does this keep us from ever telling—always?

Tom. Of course it does. It don’t make any difference what happens,
:::t §°t to keep mum. We'd drop down dead—don’t you know

Huer—Lesrechkon—that'sse-
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1.
2.
3.
Lo

Huck stands and begins down paat.
Tom stands and paces.
Tom kmeels, hands in prayer position.

Huck X to DC, as Tom descends plat. adn Xs to Huck's g

Huck (much relieved).
to death. I'd a bet anythir

(The dog hows again.)

Oh, my, that ain’t no ldog! Do look, Tom. I just
know it's a stray dog!

Tom (screwing up his the direction Muff
Potter )

Huck. om! Which of us does he mean?

¢ he must mean us both. We're right together.

p6m.  It's a sure sign, Huck.
Huc@zed;mthereah’tnomistakeaboutwherel’llgo. I been
so

Towm (beginning to sniffle). Mﬁhs comes of playing hookey,
and doing ing a fellow’s told not to do. I might 'a been
ood.likeSid,i:EI’d'atried. But no, I wouldn't, of co

%lay,iflevergetoﬁthis' T'll just waller in Sunday !
Huck (sniffling too). %rﬁmi ound it, Tom Sawyer, you're
Wﬂy—l—vﬂ!ﬁ'

just old pie, alongside of what I am. -
W

Ipok,Hucky,he’sgothisbackto us!
V e has, by Jingoes! Did he before?

afe death.

Tom. Huck, let’s get home.
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Tom and Huck ent. UD X D L of 8ft. plat ladder -
and Sid ascend SR steps. A,Polly hears boys voicggP;i.

window.

As Tom ascends ladder, Huck exits UC.

A.Polly grabs Tom by the ear.

Tom crosses D of A.Polly to R of pPlat. A.Polly grabs h’l

and leads him down the stasirs, sSid follo
wS. They all métt

Jim,Ben,&Jjoe ent. L, climb to te
i p of 6ft. plat. .
iwtth br‘ancheg_ Master & Sher. ent. L, X topfenced::;“..&..

up. Widow ent. [ with picnic basket. She joins tm.“‘k:“

and they exit R.

Tom ent. R X to fence, paints a few strokes, begins to sit,
8it,

Susan and Alfred ent. UC X DR and exig,

A, Polly ent. R grabs him by seat of pants.

A. Polly Xs L

A, Polly exits L

Tom - Aunt Polly. I.,....I heard a noise down below and

I jist went out to see if maybe it was....

A,Polly- Please, Tom. Please don't lie . I just can't

sid

bear it. where was
you all night Tom? B
zoddgath -:ith worryin for you. (Tom hagg: gigitc:]:ld
agd o:sn t answer) All right Tom Sawyer. Go ahead
 ruin yourself. Tomorrow may be a holida but
you'll stay home and work. 4

Nnya, Nnya, Nny,nnyaa.

A. Polly - behave yourself.

Huck. Keep mum.
Tom. You just bet I'll keep mum. (@)

Heet—oh-hhh
e i

*~6® @
scTITWCo
2. A village street. A high board fence. A barrel on one side.

Sc
@'om appears with a bucket of whitewash and a long-handled
brush. Surveying the endless reaches of fence, he sighs despair-
ingly, then dips his brush and passes it along the topmost plank
e or twice. Comparing the insignificant whitewashed streak
with the far-reaching continent of unwhitewashed fence, he sits
down on the barrel, discouraged. Aunt Polly marches in briskly,

takes in the scene.) @

Aunt PorLry Wﬁe—n&b‘ﬂw Is this

the way you paint the fence?
(Tom leaps to his feet, and starts whitewashing with vigour.)

Tom. I was just gettin’ ready to start.

Avunt Porry. I want three coats on this fence, Tom.

Tom. Aunt Polly, this is a holiday. Can't a boy play on a holiday?
Aunt Porry. When you finish your work.

Tom. All the other boys are playin’ this morning. We was goin’ to
have a big battle over on Cardiff Hill. Joe Harper’s army and

mine.
Aunt Porry. You heard what I said, Tom.

L)

Tom. Everybody in tarnation’ll see me here on the sidewalk.

Fon—Iifust-teld-you none of the other boys have to work on a holi-
day. e
Aunt Poruy (going). You wouldn't either, if you'd e i
Three coats, now.

(She leaves.) @
32

1Qn




-fg_i_t

1. Tom spies . Alfred entering DR, Tom turns and paints

2. Alfred Xs to Tom's R

3e Egrfr}rggsﬁes Alfred to his [, and continues pPainting |
s L. .
Tom~Jechosophat! And look comin’!

L. alfred xs to Tom's L, . (Out of his despair is born an inspiration. He falls to whitewashing
) with elaborate care, handling the brush with an artist’s touch,
5. Tom X DR, Alfred follows. then standing back to get the full effect of it. Alfred Temple comes
= in.)
6. Tom wéighes ap
I Ple in one hand, bnush i ALFRED (chew:i le). Hee-eee! Lookit Tom S ! T
to Alfred, Alfred Xs to fence: in other, hands brush " hasif: sﬁn?ﬁf&gpgoﬁy's fence on aho!iday?mHe:-vgeeir ngz?s

up a stump, ain’t you, Tom? T s

Beck ; .
y and Mary ent. SL (singing) X D of Tom, exit R. Tom (turning around to look at him with an air of surprise). Why,
it's you, Alfred. I warn’t noticin’.

ArLrrep. I'm going swimming, I am. Don’t you wish you could? But
of course you’d rather work, wouldn’t you? P e

Tom. What do you call work?
Arrrep. Why, ain’t that work?

Tom. Maybe it is, and maybe it ain't. All I know is, it suits Tom
Sawyer.

Arrrep. Oh, come now, you don’t mean to let on you like it?

Tom. Like it? Well, I don’t see why I oughtn’t to like it. Does a boy
get a chance to whitewash a fence every day?

Arrrep. Well, no, I guess he doesn’t.
Tom. Well, then.

A.LFRED@SSY, Tom, let me whitewash a little.

Ton&o—no. I reckon it wouldn't hardly do, Alfred. You see, Aunt
Polly’s awful partickler about this fence—right here on the street,
you know. ‘

’ . - )

E] (] - T -
If you was to tackle this fence, and anything was to happen to it—

Avrrep. Oh, shucks, I'll be just as careful. Now lemme try. Say,
I'll give you the core of my apple when I finish eating it.

Tom. Well—no. No, Alfred. Now don’t. I'm afeared—
¥ Avrrep. I'll give you all of it, Tom.

Ton@mki—ng the apple). Well, all right. I'll let you brush for just a
minute. Now be mighty careful.

Avrrep, I will

TOM@GO slow around the edges now. I can’t have any splatters on
my fence.

Arrrep. Is that all right?
B} 33




2,
3.
L.

5.

Tom watches Becky off R while Joe ent. 3t
on a pair of homemade stilts. it *

Tom Xs to C, Joe removes stilts and follows.
Tom Xs DR, Joe follows

Tom takes stilts. Joe X to fence i
o N i » Tom sits on lower rung

Ben and Jim ent. I, X R at downstage ed i
) ge of stage
8 steamboat. Ben walking backwards notices Tom agd ;2i::ﬁgg.

Tom (his mouth full of apple@etter. Be sure to fill in all those
cracks. Wel-here—comesdoe-Herpes: Hi, Joe! Lookin’ for me? |

JoE-fenteringls You're a fine commander. Don’t even come to your
own battle.

Tom. Well, I sort of thought of it early this morning, but when Aunt
@Polly said she wanted me to paint this fence, why, everything
else just sort of slipped my mind.
Joe. You mean you wanted to paint this fence?
Tom. ’'Course. It’s very partickler work. I'm just lettin’ Alfred work
on it for a few minutes.
Joe. What you givin’ him for doin’ your work? |
Tom. You mean what'd he give me for lettin’ him? He gave me this |
apple.
JoE (impressed, watches Alfred a moment). Tell you what. I got a
* _Jeite-I'll give you if you'll let me paint awhile.
Ton@We]l I tell you, Joe. I wasn’t aimin’ to let anybody else work
on that fence, but now that I let Alfred—your home-made meswa=
Stiles. =" 8 '
Tom. Well, I guess maybe you can take a few strokes, soon as Alfred
gets throu ou have to be awful careful, you know, Joe, o=

Polly-smid—
(Ben Rogers and Jim Hollis burst in.) @
Ben. Hey, Tom, why didn’t you come to the battle?

Jov. Well, biehokew, lookit Alfred Temple. What's he doin’, Tom?
Tom. He's just paintin’ until Joe Harper gets his turn.
Bex. No! Is it fun?

Tom. Fun? It's fun enough for Tom Sawyer to miss a battle on
account of.




:
2.
3e
L.

Tom X up to landing, boys follow.
Ben and Jim X to fence, Tom sits on lower stair,
Sid ent. DR, X to C of fence.

Boys turn, form semicircle around sid.

Tom. I reckon it is.

BeN. Let me have a turn, Tom, after Joe.

Jir—Ahr-Reor—Leb-mer I'm your adjutant general.

Ben. Tom, you owe me a good turn. I let you copy my ’rithmetic
last week.

Jmm. Please, Tom.
=Bawe You let Alfred and Joe paint on it, didn't you?

Tom. Well—Alfred give me an apple for his turn. And Joe give me
* his stilts,

Brw—Oa

J1im (rensacking—his-pockheteforiressune). I'll give you e-hendle—ofi-
= leather—grip- /my steamboat whisHE .

Bex. Il give you a key, Tom. It won't fit nothin’, but it’s brass. -

Tom. Oh, all righ : - If
anybody else comes along, I won't get a chance to paint myse

@( Sid rushes in, breathless.)

Sm. Hey, fellows, listen! You know young Doc Robinson? He's
been found killed over in the graveyard!

(The boys drop everything, and mill around him. Tom hangs ner-
vously on the edge, where Huck Finn has slipped in unobtrusively,

and joined him.)
Joe. Sid, you don’t mean it!
Jerr. How'd it happen?
Avrrep. Who killed him?
Brn. Did you see it?

Sm. I saw the Sheriff go by, with a bunch of men, on their way to
the graveyard. So I went along. And when we got there—

Mgs. Harper (offstage). Joe! Joe!

Joe. Ma’am?

Mgs. Hareer (off). You come right here this minute!
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1. Joe exits under tree plat. and
sit around gsid. P out L, Boys kneel op

2. 8id 2s DR, boys follow on their knees.

3. Sher, leads Muff in house left, f .
Huck(several steps behind). » followed by Injun apg

4. As three men ascend DR rock,
the boys hide
stairs. sid backs into fence and exfts L. Under O

Joe. Oh, Mom, I can’t. I'm busy.

Mgs. Harper (off). You march yourself right home, young man. Or
T'll come and get you!

JoE (going reluctantly). Now what have I done?@
Ben. Go on, Sid. What happened?

Sm. There was a big crowd standin’ around. Everybody was there.
But I pushed around till I saw it—and oh, it was awful! The grass
was all over blood. He'd been stabbed with a knife!

Jim. Don't they know who done it?
Sm. It was Muff Potter’s knife!
Boys. Old Muff Potter?

Sm. And then the Preacher he spied Muff Potter kind of skulkin’
beh.md a tree, and the Sheriff went and got him, amd—he—weas
and when they made him look at the dead
doctor, he just covered up his face and cried.
Ben. Didn’t he say nothin’?
Sm. No, he just cried. And then the Sheriff told Injun Joe to put
the body in the wagon, and—and—

ALFRep, What?

Ben. Go on
Sm. And—and just as he picked it up, the wound bled a little!

(There is a horrified hush from the little group.)

(The Sheriff e'n.ters oste‘ntattou.sly Ieadmg a cnngmg Muff Potte'r
by the arm,-and 44 : sl »
Injun Joe among the‘m )
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Sher. leading Mmuff 1, Injun behind.

Three men stop CS.

Men exit L, followed by Bén,Jim Alfred. Tom a
Tom is pacing D of 6ft. plat. . * nd Huck x L.

Murr (mbbing@I didn’t do it, friends, 'Pon my word and honour, I
didn’t. I never done it.

Smxrr@ls that your knife?

Murr, Oh, Lordy! I shouldn’t have left it there. Tell 'em, Joe. Tell
’em. It ain’t any use any more.

Ingun JoeE. Do you want me to, Muff?

Murr. Yes. Tell ’em. No use tryin’ to keep it down now.

Ingun Joe. Well, Sheriff, you see, the young Doctor, he asked me
to help him do a little job. 1 % Folr
- 3 Well, he told

me to bring some help, and I rounded up Muff Potter. Frawtrrrehe,

ail-sterted—out-for—thesraveyand. finally found that he

wanted us to rob Hoss Williams’ grave, I stood right up and said

I wouldn't do it. And then the young Doctor he doubled up his

fists and knocked me down. But I heard Potter here say, “Don’t

you hit my pard!” And when I got up, the young Doctor was
lying on the ground, and Potter had his knife out, dripping blood.

Suerirr. Will you say all this on oath, Joe?
Ingun Joe. Yes sir.
SeeriFF. Come along to the courthouse. @

(Th?c Eittle procession moves off, followed by all but Tom and
Huck.

Tom (gasping for breath). Did you hear Injun Joe tell that whopper,
Huck? And it didn’t even thunder and lightning!

Huck. You know why?

Tom. No. Why?

Huck (mysteriously). He's sold himself to the devil!
Tom—Neoi—Istherso™

Tom. Huck, have you told anybody about that?
Huck. ’Course I haven't.
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1. Tom sits DS leg of plat., Huck follows at UR leg.

2. Joe ent. L, with hobo sti
* ck s .
between the two boys, Xs to'c).{ under plat and in

3. Tom Xs of i

‘. U Joe, stands to his right, Huck Xs to Joetg '
L. Joe X DR. Fom—DNever—a-wordd
Huer—Never-a-solitary-wordr-so-holp-ae

Tosm. They couldn’t anybody get you to tell, could they, Huck?

Huck. Get me to tell? Why, if I wanted that half-breed Injun to kill
me, they could get me to tell maybe. They-ain't-no-different—way.

Dose—dapyouvaverioast D

5. Tom X to Joe's R.

- - - What's the
matter with you, Tom?
Tom. Huck, Sid says I talk in my sleep!
Tirips—— Tk
Huck. Tom, you better leave home.
Tom. Where would I go?

@(Joe Harper marches in, with vengeance in his eye. The boys
spring apart, guiltily.)

Joe. Tom, I just wanted to tell you boys good-bye.

TOM@’C'Od bye? Where you goin'?

Joe. I'm going to run away. It’s very plain that my mother is tired
of me, and wants me out of the way. Felheri-hope—she—be

i
Tom. Joe, where you goin'?
Joe. Idon't know. But don't forget me, Tom. Nor you either, Huck.

Tom. Forget you? I'm comin’ along. And so is Huck. Ain't you,
Huck?

Huck. Sure, I'll come. Where to?
Joe. You mean you fellows want to run away too?
e, it's just the ticket. &Wm&#@lmﬂ‘

Tom. Sur

Huck. This'll be fun. Wherell we go?

J o:@.-et‘s go

out in a desert somewhere,

¥

and be hermits, and live in

Tom(BX got a better idea than that. Let’s be pirates, and lead a life of

crime!
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200

1. Huck Xs to Joe's IL!

2. Tom Xs D of boys to DL, Joe follows, then Huck.
3« Tom Xs C, boys follow. Joe counters to Tom's R,Huck L
L. Boys exit - Huck L, Joe and Tom R. A,Polly, Master, and

PP?ECher ent. L X to fence and put it down. When Complete
exit UC,
HUCK@What's pirates?

Tom. They're a kind of robber gang that holds up ships and things.
isten, let’s sneak out a raft and go over to Jackson’s Island.
. 3 ivem We better take a few

supplies with us. Can you get anything, Joe?

Joe. Il try. Anyway, we can always catch fish over on Jackson’s
Island.

Huck. I can bring some tobacco.

Tom. We'll meet at the old wharf at midnigh@‘md we better have
a password, so’s to ’dentify each other.

(They all think hard for a minute.)
I know! Blood!
Joe. That’s good!

Huck. Say, what’s the use to put on all that stuff? Everbody’ll be
down in the village tonight for the fireworks. There won't be
anybody at the wharf.

Tom. How you talk! If we're goin' to be pirates, we got to act like
pirates, der’t-weZ

Now, let's swear allegiance.
(They cross hands in a mysterious way, known only to them.)
I, Tom Sawyer, the Black Avenger of the Spanish Main—
Joe. I, Joe Harper, the Terror of the Seas—
Huck. I, Huck Finn, the—the—
Tom (prompting him). Huck Finn the Red-Handed—
Huck. Huck Finn the Red-Handed—
Arr THree. Swear to be a faithful pirate to the death! . . . Blood! @

@V( And they go off in different directions, with many piratical ges-
@ tures to keep mum.)

NPT CTTWO
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1. Lights up reveal Tom and
Joe on landing of t
t:nléf;; plat SL. They are playing pira%es. i?lsy:%{s.
Bloo and X to campfire. Huck and Joe sit.

2. Huck lies L of campfire.
3. Tom pacing on 18" plat.

L. Joe lies R of campfire.

5. Tom lies US of campfire,
A—prectical—hollow-tree-stump—twe—or
6. Tom sits up, other boys follow. @ ~>-uliaai b L |
(D) (soe—three—boys—are—sitting—ontentediy—sround-—the—firer-Huol .

Joe. Ain't it gay?

Tom. It's nuts! What would the boys say if they could see us?
Joe. I reckon they’d just die to be here, eh, Hucky?

Huck. I reckon so. Arpwayy—Lmsriteds

Tom. It's just the life for me. Ain’t you glad you decided to be a
pirate, Joe, 'stead of a hermit?

Joe. Oh, a heap sight. I'd a good deal rather be a pirate, now that
I've tried it.

Hucx(Z)What do pirates have to do?

To h, they have just a bully time—take ships and burn 'em, and
the money and bury it. And kill everybody on the ships—

make ’em walk the plank.

Jo@%nd they carry off the women. They don’t kill the women.

v. No, they don’t kill the wome:@.‘hey’re too noble. And the
EOIME ’s almys beauhfl L'Il, tOO.

ti':.ey wear the bulliest clothes! All gold and si

appearance). 1 reckon I ain’t

Huck (looking at his own bedPsggis
ain’t got none but these.

dressed fitten fer a pirate, bd
apough, after we begin our

37 Toml@Listen!
(A deep, sullen boom is heard in the distance.)
Joe. What is it?

Tom. I wonder.
Huck. 'Tain’t thunder, because thunder—
AV 40
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1. Tom stands

2. Joe stands and i .
follow. Xs R climbs to stair landing, other two

3. Tom runs to DR edge of sta
: ge, other two f
line (Tom, Joe, Huck) they X’L- ollov. THE

4. Huck and Joe sit D of tree plat. Tom X to SR stair lang TOM@HerkJ- Li don’t talk!
5. Tgr;tjuﬁ:toff landing, runs across 18" plat. and undep JoE. Let's look. It's on the river.(Q)
® (They all strain off, in the direction of the river. Tom gets up on
6. Joe and Huck stand. ‘ the tree-stump, to see better.)
. Tom. It's the ferry-boat. Look at all the people on it.
7. Joe X DR " - .
Huck. Is there a picnic or something?

(The boom is heard again.)
Tom I know! Somebody’s drownded!

Huck. That’s it! They done that last summer when Bill Turner got
drownded. They shoot a cannon over the water, and that makes
him come to the top.

ToM. Yes, and they take loaves of bread and put quicksilver in ’em,
and set 'em afloat. And wherever there’s anybody that's drowned,

\, they’ll float right there and stop.

Joe. Nobody was drownded before we left last night, was they?

Huck. It must have happened this morning.

Tom. ys! I know who's drownded! It's us!

Hucxl@Us? We ain’t drownded.

Joe. But they think we are. Glory be!

Huck. Shucks, sure enough?

g gs -I.,w ! ]i.[] ? % 2 - i l 5

‘wm‘ 5

Jox@]’ust think, to get the big ferry-boat out, just for us! ‘

) \




Tom Xs C and stands ¢ of 18" plsat.

Huck and Joe join Tom around campfire -all sit.
Tom stands and Xs to lower stairs.

Joe leans back on 18" plat,

Tom Xs D of stairs

Joe stands and realizes he is dizzy.

Tom,also sick, Xs DR

Tom@Let’s celebrate! Whet-shall-we-de2
Fep—Idmarr—etloarmeket
Fom—Bully. Will you give us a pipe, Huck?

(The two boys, with awed spirits, light their pipes at the fire.)

JoE (coughing a little). The smoke tastes kind of hot, but I like it.

Tom. Why, it’s just as easy. If I'd a knowed this was all, I'd "a learnt
long ago.

Joe. So would I. It’s just nothing,

Tom. Why, many a time I've looked at people smoking, and thought,
“Well, I wish I could do that.” But I never thought I could.

Joe. I believe I could smoke this pipe all day. I don't feel sick.

Tom. Neither do I. I bet I could smoke all day. But I bet you Ben
Rogers couldn’t.

Joe. Ben Rogers? Why, he'd keel over with just two draws.@

Tom. Say, boys, don’t say anything about it. And some time when
they’re around, I'll come up to you and say, kind of loud—"Joe,
got a pipe?” And you'll say, kind of careless-like, as if it warn’t
anything, you'll say—"“Yes, I got my old pipe, and another one,
but the tobacco ain't very good.” And I'll say—"“Oh, that’s all
right, if it’s strong enough.” And then you’ll out with the pipes,
and we'll light up, just as calm. And then, just see ’em look.

Jor((By jings, that'll be gay. I wish it was now.




Tom runs off R, Joe runs off U¢

Huck at campfire frying fish
calls undernesth. ® e

Tom ent. DR, Xs to campfire,
Huck stands

Joe Xs to Tom

UC’ X to Stairs

Foi—T Vbbb sl 3
(But neither Tom nor Joe is feeling quite so easy now, and after
a few agonized glances offstage—)

I've lost my knife. I reckon I better go and find it.

Tom. I'll help you. You go over that-a-way, and I'll hunt around by
the spring. @

3 Huck. I'll come along if you want.

Joe. No, never mind.

Huck. We can find it.
(And Joe and Tom vanish rather suddenly, leaving Huck alone
by the camp-fire, puffing away on his corn-cob pipe. The lights
dim out on this scene.)

S C R
Scene 2. On the Island, the fourth day out. Early morning.

. SSTLL WL LY, T

. Joe's voice

can be heard oﬂs,tage, calling for Tom.)
JoE (off). Tom! Tom!

@ (Huck, wrouecessful-in-his-searohrgooste tendsthe fish. Joe comes
in.)

Where would he go? In four days on this island, we've explored
all the places. Huck, do you reckon he's deserted?

Huck. No. Tom’s true-blue, Joe. He wouldn’t desert. That'd be a
disgrace for a pirate.

-Hsa;-st The writin’ says they are if he ain’t back in time for break-
(Tom strides grandly in.)
@)Tom. Which he is!
@HUCK. Tom!
@Jox. What have you been up to, Tom Sawyer?
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1. Joe X DR, sits on rock.
2. Tom X to Joe
. Joe stands

L. Tom ¥ back to Huck

S. Tom Xs besck to Joe

6. Joe pushes Tom US and Xs to campfire to get hobo stick, Tom. I'll tell you when I've had some breakfast.
Joe. I hate fish.
Jes Tom, your hair's wet. Have you been over to mainland? ' |

ToMm. Been swimmin’. Here—Huele—TH-help—you- |
Jo@Breakfast is about over, I reckon, over there.

des—~ I want to go home.

Ton@But Joe, there ain’t another such swimming place anywhere.

Joe. Swimming’s no good. I don’t care for it, somehow, when there
ain’t anybody to say I shan’t go 1@ mean to go home.

To Well, we'll let the little ery-baby go home to his mother, won’t
2, : ; i i 2
+tshatd: You like it here, don’t you, Huck? We'll stay, won't we?

Huck (without conviction). Well—I reckon so.

. H-ckd t cry'bi.
e’ll stay, won't we, Huck? Let him go if he wants to. I reckon
we can get along without him, perhaps.
Jon@Never you mind, Tom Sawyer. Just wait till I get my things.
(He stamps off.)
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l. Joe Xs DR, Tom Xs to Huck. Huck
Tom follows. Huck stends end Xs DI,

2. Huck X DR and joins Joe

Tom (to his departing back). Go ahead, Sma.rty@

(But Huck too has picked up Joe’s mood, and is quietly whistling,
while he eyes Joe’s preparaums-aﬂaeege-)

Don’t worry, Huck. We don’t need him.
(Huck, still whistling, rises to keep Joe under observation ef~
b

Anyway, Joe'll change his mind, I expect, by—thetime—tre—geto—
dressed.

5 R ; i S Wi hredomt2
~Fore—VreH—but-he—wii-

Huck (after a painful pause). I want to go too, Tom.
Tom. What?

Huck. Oh, Tom, it's gettin’ so lonesome, and now it'll be worse, with
Joe gone. Let’s us go too, Tom.

Tom. I won't. ¥oucamrall-goifyou—want-ter [ mean to stay.
Huck. Tom, I better go. @

1
] (]

(Huck turus’ sorrowfull_y away, and starts off toward Joe, but-

Who is it, Tom?
Tom. It'saman. Hel i t. Cover up the fire, Hucky.

ck. Come on, Tom. Let's run.
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os. Keep still. We'll be safer under this bush.
Hdck. But Tom, suppose Joe was to march right onto him?
Tom\ Craminee! That's so. Let’s run!
Huck (pulling him down under the bush). Too late. Here he comges.
Tom. Hiek, look. It’s Injun Joe! We should ’a run, like you spid
Huck. ortly! I wisht we was out of this.
Tom. Sh-h-hN Don’t breathe.
g?ljun Joe duters, looks back toward the river, then gpits scorn-

Ingun Joe. Pesky tqwn!
(He looks searchingly all around him.)
ﬂg\f,whichtree- Nop was it? 'Twas morf inland than this.

(He strides purposefully\Qff.)
Tom. He's lookin’ for a tree-stymp
Huck. I'm glad it warn’t that ont
Tom. But suppose he finds Joe. He\{ Kill him.
Huck. I'll try to crawl out, and wars
Tom. We dassen’t. Here he comef back.
(Injun Joe re-enters, still sgf ing.)
Insux Joe. That's funny. MAybe 'twas this oxe, after all.

(He goes directly to thé trec-at‘umpthe boys ave been using all
along, reaches into ¢ hollow-fpla.ce in it ogk of satisfaction
apreadsover his fagé.)

Ah-h-h!
(Hedrmsoutbagthatc[inhcheeduuy,uheho it up in
exaltation.)

Six hundred dollars!

(He hugy/it to him, gloating, then sobers as he thinks back to\the
hollow # the stump.)

Wait A minute.
(H# peers back into the stump.)
fdello. What's this?
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e reaches inside with one hand, and feels. Then he goes to
oark seriously with both hands, tugging and struggling, finalld
lifts\out a heavy old wooden bozx.)

Man!

(Drawwg out his knife, he goes to work prying the boy open,
then gaspg.)

It's money?}

(He dumps out a mound of gold coins.)

Gold money! There must be thousands of dollars/here! Part of
the swag from WMurrell's gang, I reckon. Tree, Aou sure know
how to keep a sexret.

(He starts scooping\the gold back into the box/then eyes the tree-
stump again.)

Reckon you're the safekt hiding place, aftey all.

(He starts to put the hedyy box back into the hollow, then stops
as ke sniffs.)

I smell fire,

(Covering the box and the moqeysbag with his jacket, he begins
looking for the camp-fire. The bgds, who have watched this scene
with bulging eyes, are now frozéy with terror. Injun Joe locates
the camp-fire, and kicks the byanches off.)

There’s somebody on this igland. Spmebody’s camping here.

(Drawing his knife, he gearches all\around, circling the bush
where the boys are hiddén. He peers tyto the far distance in all
directions, then shrugs/and puts his kn¥fe away.)

Well, let them. They/l never know I've béen here. But old tree,
I'm not leaving the /money here, for them td\find. Not exactly.

I() Str;:.ining, as he picks up the heavy treasure box, and the money-
ag.

Old tree, you'ye been a good friend. But now, this’ll be safer in
the cave.

(He carrief his burden off toward the river. The ‘boys crouch
close, listghing for his departure. Finally, Tom ventuhes out, and
climbs cdutiously on the tree-stump to look off.)

Huck. Is/e gone?

Tom. He's puttin’ the treasure box in the boat. Don’t move yet\ He's
coferin’ it up with his jacket. Now he's got in. He's pushiX off.
He's gone.

Hugx (creeping out into the open). Whew, that was close! By jingyg,
Tom, why didn't we think to look in that holler?
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Bom. Ain't that the rottenest luck! Here we been playin’ aroung
over that stump every day. He's out in the current now.

Climbs down from his perch. Huck is examining the holloy in
e stump.)

Huck. Yon't reckon there could be anything more in here.
Tom. Nab, ’tain’t likely. Huck, did you hear him say he Avas goin’

to put tRat money in the cave?
Huck. Yes—and there ain’t but one cave around hepé, and that's
MacDougalks.

Tom. Yes, but that cave is five miles long. And tifere’s parts of it
nobody’s ever heen into.

Huck. I'd hate to go\in there lookin’ for it, and #/un into him.
Tom. Oh, Lordy, Huck), don’t say it.
Huck. I'd ruther be poor\ a dern sight.

(Joe enters, his trousers pulled over Ais trunks, ready to swim
for the mainland. He carxies a partiglly-consumed ham.)

Joe. Well, good-bye, Huck.

Tom. You can't go yet, Joe. "Tai\t Safe.

Joe (pointedly ignoring Tom). I'm/ldavin’ this for you, Huck.
Huck. Wait till that boat gets gcross. \Look.

JoE (mounting the tree-stump| looks towdrd the river). What of it?
I don't care if he sees me/ The whole toyn'll see me soon enough.

Tom. Joe, that's Injun Jog in that boat.
(Joe is impressed, biit ignoring Tom, He logks to Huck.)
Huck. Really.
Joe. No!
Huck. If you'll wait till he gets away, Joe, I'll come With you.
Tom. Hucky!
Huck. Oh, gbéme on, Tom. Let’s all go back.
Tom. No!

Hucg. VYou think it over, Tom. We'll wait for you when we
shoye.

Tom. / Well, you'll wait a blame long time, that’s all.
Jog/ Come on, Huck. Let him be stubborn if he wants to.
(Huck slowly rolls up his over-long pants.)
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l. Joe
2. Tom
3+ Tom
L. Tom
5. Joe

and Huck exit DR

paces on 18" plat.

Xs DR

sees boys coming back, ¥ to 8ft. plat. ladder.

and Huck ent. DR, Huck X to Tom who is climbing

ladder, Joe Xs to SR stairs snd sits.

o
-

Tom

¥s R on 8ft. plat.

7. Tom Xs L on 8ft. plat.

I

(He stamps off. The tension between Tom and Huck is terrible.
Tom is torn, but his pride will not let him back down.)

Huck (sadly). So long, Tom. (&)

(He departs after Joe.)

(Until now, Tom has made a great show of unconcern. But left
by himself, his inner turmoil becomes painfully evident. All is
very I.onelg; and still. : i S
his eyes, then hardens himself.)

Ton@'[ won’t! They won’t have the nerve to go through with it, any-
way.
(He climbs up on the stump, to follow their progress.)
Thesre—wadin—out
(Pride loses.)
@Hey, fellows, wait, wait!
(He dashes off, in their direction. )
6 1 want to tell you something!
Jonfofij—What>
Tom{efij—Something big. Hurry!(?)
(Fom—pulle a reluctant Joe in, followed by Huck.)
Jo ky here, Tom Sawyer. You ain’t a-holdin’ me here. 1 mean
go home.
Huck. Me, too.
Tom. And so do L But we can't go now!
Hrere—What'stekeepus?
Joe. Why not?
Tom ause they think we're drownded, and they’re goin’ to have
a funeral for us, that’s why!
FoB—Whard
Huck. A funeral? For us?
For—How-carthey?
Hvex It makes you feel right creepy. You ain’t makin’ this up, are
you, Tom?

. Tom dashes his sleeve across
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Joe X to R of ladder.
Tom descends ladder

Tom puts arms around two boys a
exit UC in blackout. ys and they X to campfire,

Tom, Joe, Huck ent i
SEth Hoaks De. UC, climb ladder, lay on 8ft. plat,

Ben, Alfred, Jim ent L with chai
: rs, X R to staij
climb to plat. Start placing ChBlP;. sairs €

Master and Sher. ent. R with chairs, climb stairs to plat

and place chairs.

Amy and Gracie ent. church and tak i
S e seat
Becky ent L, X into church, take seats. = . o0 nd

Jo()Listen, Tom Sawyer, how do you know this?

Tom (a little ashamed). Last night, after you fellows went to sleep,
I slipped off and hooked a ride over to the mainland.

H‘;EE $ i-i t”
JoeE. I knew you was up to something.
Huck. Didn't they see you?

Tom. ’Course not. ¥Whaet-de-yeoutalee—mefor2 I hid.

JoE. Then how'd you find out about the—the funeral?

Tom. I crawled under Aunt Polly’s bed, and I heard 'em talk about
it. Now, listen, fellows. T'll tell you my plan. And if you don’t
think it’s the best you ever heard, I'll go back with you right now.

(The scene begins to fade out.)
() They plan to have the funeral Sunday morning. New-this-being—

@ (The scene closes on three plotting pirates.)

FrEF-FERER
Scene 3. The village church. A pulpit, pews, a stained-glass window.

“Ard-Trasawstardin—rst-so=—just-as—arrrow— s yor
MMMMhesmﬂedJusttmsway,

and he said, “Never you mind. You just wait. I know something
that’s going to happen.” And I never thought what he meant.

—Ber Lot bisted batloan et Ltrededofaeemat oo sh-breede

Gracte. I got some writing of Tom’s in one of my books.
-Bi’é‘é Could I see it, Gracie, if I come over to your house today? @

|Jma. Onct I played hookey with Huck Finn. #md-Fem—and-rme—we
stote—a—watermeloninst—summyer—

Arrrep. Well, Tom Sawyer, he licked me once!

(They all scoff.)
Ben. Most of us can say that. @

Aunt Polly and

M&M—W&H&&W
Sid come in together, followed by Mrs. Harper and Susan. The
two women are sobbing.)
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1. Ssid and ;A
. Polly ent R wi
they stop at bot. of staii? Mrs. H. and Susan behing
. »
2. Preacher en
t. Rand i
men stend and tip hat:milles g0 to seats in church —— S
. »
3« Preacher climbs stairs to landing
I '

Three boys X
D stairs
s Stand next to Prescher, Sm.@:)on't take on so, Aunt Polly. I hope Tom'’s better off where he

is,butifhe'dbeenbetterinsomeways-—

Auxt Powry. Sid! Nota word against my Tom, now that he’s gone.
He was the best-hearted boy that ever was, though he tormented
the life out of me, almost.

Mzs. HARPER. ItwasjustsoyvithmyJoe.m—idl-d-Mr
Avuxt Porry. Oh, Sereny, I don't know how to give Tom up. He
wras—sweh—a—-combort—to—rmeT

Mgzs. Hareer. It's hard—oh, it's so hard. Only last Saturday, my

Joe busted a firecracker right under my nose, and I knocked him

sprawling. Little did I know then how soon—Oh, if it was to do
over again, I'd hug and bless him for it.

BTl

head-—with-my—thimble- Poor boy—poor, deaci boy. But he’s out
of all his troubles now. And the last words I ever heard him say
was—

(She breaks down. e 10 “Dirge”;

Sm@h, Aunt Polly. Here comes the Preacher.

(The Preacher enters, and stalks ponderously to his pulpit. A
hush falls over the congregation, and the weeping is subdued.
But as the Preacher’s address proceeds, fresh sobs break out, and

all are so preoccupied with their grief that nobody motices three
BJ  bedraggled pirates in-to-di

P_uu:ﬂn@ﬂy friends, we are met here to mourn together over the
passingo{threeymmgsoulstbat have departed from our midst |
in the past week. Never before has this village suffered such a .
blow as now, in the loss of these three high-minded, brave, fear-
less young boys. : - -

young-beye- Let us recall only the sweet, generous natures that
led them to do noble and beautiful deeds, and let us ask forgive-
ness for the hard thoughts we have nourished against them, in
their moments of innocent pleasure and fun. My friends, Joe
Harper was once known to give away some tokens to a poor
German lad that enabled him to earn a Bible. And before their
tragic disappearance, Tom Sawyer and Huckleberry Finn visited
the county jail, to bring comfort and cheer to the unhappy

isoner, Muff Potter, who is held there for murde@’ardon me,
my friends, I cannot hold back a tear—

51




A. Polly stands

Mrs. H.stands

Ben climbs ladder

Alfred stands

Becky runs to Tom

A. Polly climbs stairs, grabs Tom!

Joe runs to his Mot
her
(concealed from audienc:?d MUEL ent. vc, sits US of ladge
r

Huck
begins to sneak 8cross 8ft. plat ang down ladg
adder,

Widow grabs Huck
: » DY seat of
and pulls him B, ouk of churcﬁaggg’ggfhf descends laddepr

Others exit
» 8 they enterpred (singing), Men take chaip
8 off,

(But by this time, the whole church is reduced to muffled sobs.

Avunt PoLLy h, me! I
light. @
Mzs. HARPE:@IcanseemyJuetoo—justasplainasifhewasa]ive.

Ben(3)s it real?
Avrrep($)t’s ghosts, that’s what it is!

B 'om!!!

Tom. Hello, Becky.

PREACHER. They're alive!
(The boys are suddenly surrounded, everybody shouting at once.)

om! What a turn you do give a body! I thought I'd

can even see his sperrit in the broad day-

Aunt Poruy(p)T
never see you alive.

MRs. Hmn(?)loe! Is it really you? I'd given you up.
@AU‘NT Porry. Tom, I don’t care what new mischief you've been into

—oh, Tom!
Tom. Aunt Polly, it ain’t fair. Somebody’s got to be glad to see Huck.

®h?idmbouglas And so they shall. I'm glad to see him, poor thing.
(And poor Huck, _who was just about to escape to freedom, is

hauled back -
Huck Finn, you shall come straight home with us to dinner. #md-

PREACHER (shouting aba@ the hubbub). Praise God! Sing! And put

an yvour hearts in it!
(He leads off with ““Otd—Hwndred”, in which the congregation

joins heartily.)
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widow ent. I, Huck follows. As she continues R, he

sneeks away and hides in barrel. She exits R.
Tom ent. UC Xs to C of 18"plat. and sits.

Sher. ent. DR, X to Tom.

Sher. X to barrel throws bricks in

Tom stands,

Sher. Xs UR, exits under stairs and off R

Tom Xs to barrel and opens it looking for Huck.

Tom and Huck X to ladder representing jail.

Muff stands.

widow -
etc,

(Ad 1ib) Now we need to buy you some school

clothes,

x
SceNE 1. Outside the Courthouse, adjoining the jail. A flight of steps

leading to the Courthouse en 2
set-pten—ensle—te—it—Ar—harel

@)(To'm, in thoughtful mood, is sitting on the Courthouse steps.
heriff enters from the direction of the jail.)
SeERrFF. Why, Tom, you here again?
Tom. Yes sir.

Seerirr. Well, you can’t sit here on the Courthouse steps. People
will be coming for the trial. @

Tou@l es sir. I know. Sheriff, are they going to hang Muff Potter?
SHeriFF. It looks mighty bad for him, Tom. -And-he-den’i-deny—the
eitline . . L adoint

Tom. Sheriff, Muff Potter ain’t never hurt anybody.

Smnr@l'hat’s not for us to decide, my boy. Run along now. I have
to open up the Courthouse.

St el e e e e T e 3] g R el Tom
waits till he is safely out of earshot, then crosses to the barrel.)
Tom@Y ou can come out now, Huck.

Huck (climbing out of the barrel, somewhat more disreputable than
usual). By jings, Tom, I don't mind when they throw their potato
peels over me—but some joker tumped in a bucket of clinkers.

Tom. Did you bring the tobacco?
Huck. I got it.
Tom. Come on. The Sheriff'll be out in a m.inute.@
(They cross to the barsed—iwindew-ef—the-jail.)
Pss-s-st! Muff! MufPotter-
(No answer. The boys exchange apprehensive glances.)

3 b}
1

Tom. Muff! Muff! Are you there?
(Muff’s head appears at-the—sindow. )
MUN@EIS that you, boys? Oh, bless you. You ain’t forgot poor old

Tom. Hucky here, he's brought you something.
Huck. It's only a little tobacco.
53

p |

214



-

1. sher. ent. 2145
off | SR, 1_.1._r‘1dersf§air-s and Xs to boys, ushers boys

% i
Boys sit ¢ of 18" plat. as Sher. Xs to Muff

3. Sher. Xs to boys
. the :
to handcuff Mugf: y both X DR and sit, sher. returng

Susan, Becky, and Gracie ent. R X to boys

Huen—You-neverlsilled-anybody—Muf~

Murr. Oh, boys, you're the only friends I got. Get-up-omonc—an-
otherls—baelss—and let me shake your ds. That's it. ¥ourn'H

ARt RO EA- R e-—PaPS—-PBHTF pa-t0e ;; htﬂe handsandweak,

but they've helped me a power—and I know they’d help me more

if they could. Yes, if they could.

(Sheriff comes out of the Courthouse.)

S ere, you boys, what are you doing there talking to the
prisoner? Get down from there!

Tom. Yes sir. We was only—,

Suerirr.  Get alongremvesnow:” It's nearly time for Court. Muff, are
you ready?

Murr. I'm ready, Sh?nﬁ Wﬁm@m

Smm@h: along now—and don’t let me catch you lurking around
this jail again.
(The boys make a show of leaving, and Sheriff goes off in direc-
tion of the jail.)

Tom (close to tears). Did you hear what he said, Huck?

Huck. I heerd.

Tom. He said he knew we'd help him if we could—and Huck, we
can!

s

Huck. We wouldn't

R s twe bl
Tom. Well, he won't be alive two days if we don’t.
Huck. But Tom, we swore. MMMM

Tom! Tom! We're all invited on a picnic!

——%




-

Children pgr sit, A.Polly and 8id, Mrs. H.,Joe and Wido
: W

ent. R X to ¢ of 18" pilat,

Alfred angd Amy ent [, ¥ R.

A. Polly grabs Alfred by the collap. as he passes hep

Alfred and Amy X to stairs and sit on lower rung

Bt Shucko—whats-apicnie?

(Becky Thatcher, Susan Harper, and Gracie Miller enter, chatter-
ing animatedly.)

Ao
-GracE—Bui-this-is a big, all-day picnic, down the river, on the ferry-
boat! _
FeE—Omthe-terryvhons?
Susan. You tell them, Becky.
Becky. My ma’s going to let me give a picnic party next Saturday.

“Brerr—es. Down the river, all the way to MacDougall's Cave.
Tom. MacDougall’'s Cave?

Brewrw—oerThntr e wherewe H-have—susdanah
FJor—By—dingsl And-eftertunehs we can go exploring in the cave.

@ - . Amy Lawrence and

lfred Temple enter.)
Awmy, 'i,'ou ought to be ashamed of yourself, Alfred Temple. i

Avrrep. All I said was he’s the bloodiest-looking villain in the coun-
try.
dre—WheZ—

- : . It's a wonder he wasn’t hung long be-
fore now. The whole town says so.

AUNT Pou.v@Well, I don’t say so, young man. I've known Muff
Potter all my life, and I never knew him to harm a fly.(®

Sm. But Aunt Polly, Injun Joe saw him kill the doctor.




Jou, e tihdllecn Dol

Mrs. Harper. Many’s the time you boys have been glad enough to
go off fishing with Muff Potter, whenever you got the chance@

QE. WellbFiminee—hew-wastoknow-he—weratsller?
JAMNE (beginning to cry). He ain't a killer. He mended my dglly.
rey. He is too a killer—ain’t he, Mr. Dobbins?

ScHooLMasTER. There is good reason to believe that he gdd kill the
young\doctor, ladies.

AunT Porr®\ On the say-so of that heathen Injun?

ScHoOLMASTER\ Well, not entirely. Ahem. I have evidence of my own
to support Yojun Joe's testimony. And so hay’ Brother Walters
here.

Aunt Porry. Preather!
Mrs. Harper. You dox’t mean it, Brother Walters!

Preacuer. Sister Harpey, it is like you goft-hearted ladies to pity
anybody in trouble. is the nature Af women, God bless them.
And Muff Potter needs\pity, poor ¥retch—yes, and prayer, too.
For there is no question ¥ any re4sonable mind, that under the
influence of that demon dink, We did kill young Dr. Robinson.

Aunt Porry. Oh, Preacher, how/can you be so sure?
Preacuer, Aunt Polly, I saw hifn that night with my own eyes.
Mgs. Harrer. You saw the killing?

Preaceer. Not the killing. /But I saw him wash off the blood-stains
in the branch.

Avunt Porry. No!

PrEACHER. It was abofit midnight, and bright mgon, and I was on my
way home from Arisiting the sick-bed of Brother Hopkins, up the
branch. Muff Potter came slipping out from\behind the trees,
kind of moanjhg to himself. I thought he was just drunk as usual.
And he kneft down beside the water, and washed\ his hands.

ScrooLMasTEY. Now why would he do that, unless they\ad blood on
them?

Bexn. ’'Taii’t like Muff Potter to wash hisself, I reckon.
Arvrrep./ Unless he’s got a reason.

Preagfier. And in the bright moonlight, I could see dark splotehes
6n his shirt.

rep. You see? He done it all right.
Joe. If he didn’t do it, Mom, why don't he say so?
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Lar
.

Sher. leads Muff R

floor, allowing thém

Injun. ent,

those on plat.
to pass.

Step down to stage

Balcony R ang stands

See him and X pr, of 6 £t. plat, °n R rock - Tom ang Huck

Muff stops ¢ of 18n

plat.,

townspeople gather aroung him

ER. And he's always got splotches on his shirt.
But ladies, that’s not all. Mr. Dobbin here

2 cll point broke. Muff
ound there, and ¥ borrowed his knife to

PreacHEER. Yes, I'm afraig’he’s a goner. \\\

. 11, “He’s a Goner” }Lay be used here. Injun
sses silently toward the Sourthouse. The chil-
o him in fear, whispering to each other about him.
old themselves aloof. In this ho‘sﬂe climate, the
fronts him at the Courthouse steps.

My maf, what you are about to swear to, in that Coﬁthouse may
sendg/an unfestunate man to his death."‘A:e you prepared, to have
¥ on your constience?

Joe enters, and

@( Sheriff enters; leading Muff Potter, from the jail.)
SuerrFr. Stand back, folks, and let the prisoner come through. Come
along, Muff

(Muff is chained, and downcast. He shrinks from the accusing
and pitying faces, as he makes his way to the Courthouse steps.
There, he turns to face them.)

MurKZ) Oh, folks, I done an awful thing, but I beg you not to think
so hard of me. I didn’t do it a-purpose. I liked the young doctor.
I liked all my neighbors, and I loved their chillun, and tried to
befriend 'em what I could. Mﬂﬂ

(All are visibly moved. Muffted—sobs—are—heard:)
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2.

Tom pushes through crowd and climbs up on 18

Injun waves knife at Tom and exits through 3al. door
!

-

plat. 1.

R

SuErrrr. That'll do, Muff. Come along now.
Tom@XI can stop this hangin’—and by Jings, I a-goin’ to!

(Pulling away from the terrified Huck, he makes his way to the
Courthouse steps. Huck moves as far away as possible from Injun
Joe, but eyes him watchfully throughout the scene.)

Sheriff! Muff Potter never done it. I saw it happen!
SeerrFr. What?

"(Sensation in the crowd. Injun Joe stands staunch, staring Tom
down.)

Tom (losing his nerve). Y-y-yes sir. I saw the killin’. I was there.
SEERIFF. Where?

Tom (timidly). In—in—in the graveyard.

Suerirr, The night of the murder, around midnight?

Tom. Y-y-y-yes sir.

Inguw JoE. He's lying.

Suertrr. Were you anywhere near Hoss Williams' grave?
Tom. Yes sir,

SeErrFF. How near?

Tom. Near as I am to you. But I was hid.

SRR resed

Feom- Behind the mest tombstone.

(Injun Joe eyes the crowd, for an avenue of escape.)

(A ripple of mirth in the crowd.)
Srrerrrr—Amd—whattappened?

But we saw it all, Sheriff. And Muff Potter never done it. Muﬁ

was knocked out cold. But he toock Muff’s knife and—

(He points a finger toward Injun Joe.)
—and he done it! @
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l. sher. lets g0 of Muff, runs to rock and climbs, Preachep

follows and they exit through Balcony door. Jim 8nd Alfpeg
Tun DR and exit, Master runs off R, Tom Xs to Huck whijije
women and children surround Muff,

2. Becky breaks through crowd snd Xxs 1 to Tom, A.Polly folloyg

L

with sid, Huck exits Le

« As the remainder exit UC, Tom Becky, Ssid, A.Polly X R ang
exit.

# The following is the dialogue and action used for Scene X

( Children ent. from last exit,X to various groupings on Stage,

fiddler and Joe X to top of 8ft.plat. and begin square dance
music and calls, others dance DC. After dance Jim runs to
top of 8ft. plat., susan follows to middle landing.)

Jim - Whoooo-ee, May I have your attention.

( The chatter gradually subsides,)

Thank you. May T propose an attack.... on McDougall'sg
Cave.

( Cheers from the crowd)

Susan - Has everybody got a candle?
e —

Jim - Then let's gO.

——

( Jim and Susan run through the hollow in the 6ft. plat., the
other children follow in couples, Huck remains DR where he
is fishing ofr the edge of the stage. Becky stands outside

of cave, while Tom ¥Xs to Huck. The other children have exited
off )

Tom - Ain't you a=-comin, Huck?

Huck- T dont't reckon.

Toem - why aintt ya?

Huck -Cause of I don't cape to. sides I'm gonna do some fishin
. off the bank.

Becky-Come on Tom. We'll be the last ones.

33 ¥

'IIJI';

SeeriFr. Catch him! @
crowd. Huskyever—so
(But Injun Joe has sprung S

" of the . swarms affectionately around
Muff Potter.) .
Thev'l hi I I Yilee—id
@Hucx.- e H'I:"!?”come back and kill us, sure.
2ot e srs il .
How can he, Huck? If they catch him, he'll be lock up._A:

.. Wait for me! .
@ (Becky breaks away from the group surrounding Muff Potter.) |
Becky. Oh, Tom, how could you be so brave! y

Aunt Porry. Tom, you done the right thing, for once. I’'m proud

x ACTFE
e & M Dy Dow Dot Shui, Sadnox s
agmi

sound of water pping slowly.

g-candle, he locates a position, on
he finally removes.)
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(Tom ¥s to Becky and they ent. the hollow. As this happens th
stgge is plunged into darkness and Huck exits while the >
children ent. L with burning candles. Becky and Tom are
concealed under the 6ft. plat. while the others take g
winding path R. Several X under stairs while Susan follows
Joe and Jim to top of 8ft. plat.)

Alfred - Tt's cold in here.
Jim - (Shouting for an echo) Hello., -ello -ello -ellos,

—

Amy - Touch the wall just here...go shead, touch it.

Gracie - Qooo. It's all slimy and drippin,

Ben - Lock out for bats, Gracie Miller.

Gracie - pon't you talk to me about bats, Ben Rodgers,

Jim - Watch out. Lord a'mighty Susan Harper. If you'd a-
Stepped off that there ledge youd still been fallin
next Tuesday. (Susan and Jim at US edge of 8ft. plat,)

Joe - Igoins Susan and Jim) Listen. I'}l drop a rock offin
it.

Susan =~ It never hit bottom,

B - S foniane Pebtom, susan mawper. 1o st ot

Ton roiton: . own stairs, Jim and
Amy - (Exiting UC, others follow}_oh, let's go through here.
( The voices begin to fade in volume as the party disappears)
Amy - Qver here, (Gracie.

Gracie - I'm comin.

Alfred - My, it's narrow.....

(Tom and Becky are revealed lighting their candle ¢ of 18"
Plat. They follow = similarly winding path.)

Becky = Please don't let it go out like that again, Tom. I
do wish we hadn't let the others get so far ahead
of us.

Tom - It don't matter, Becky. I know my way.

Becky - I cain't hear em anymore, Tom. Can you?

au i i . s i
{ iauzg.?hlle they listen. Then there is a faint, echoing

Tom - Now phat voice were above us... and to the left,
I think. Just take my hand, Becky.

.

(He draws out of hiding the wooden money-box, and lets a few
coins filter through his fingers. His eyes glisten with greed.)

foney! If Injun Joe has to go, he takes you with him.
(A% the sound of a shout offstage, he claps the box shut, and/turns
quickly.)
Tom (offstage). Yoo—oo—oo! (Echo.)

Becky (offstage). Yoo—oo—oo! (Echo.)

(In his haste, Injun Joe loses his balance on the narfow ledge. He
tries to catch\himself, but too late. We see him fa[{ to the ground.
He writhes a few moments, then lies still. Tom 4nd Becky grope

their way in, carrying candles.)
Tom. This must be an entirely new part of the¢/ cave, Becky. None
of the others have \pbeen here at all.

Becky. Tom, it seems evar so long since I héard any of the others.

Tom. Come to think, Becky\we're way dofvn below them, and I don’t
know how far north or squth or eagt, whichever way it is. We

couldn't hear them here.

Becky. I wonder how long we've béen here, Tom. We better start
back.

Towm (looking for possible exits)./Yes, I reckon we better. Perhaps
we

Becky. Can you find the way, Tom? It’s all a mixed-up crookedness
to me.

Tom. I reckon I could find it—but then the\bats. If they put out our
candles, it will be aryawful fix. Let’s trj\ some other way, so as

not to go through tHere.
Becky. Well, but I hope we won't get lost. It wiuld be too awful

Tom (groping in different directions). Oh, it's all rijht. This ain’t the
way, but well come back to it right away.

Becky. Oh, Tomm, never mind the bats. Let’s go back'that way. We
seem to ggt worse and worse off.

Tom. Listed. Yoo—oo—oo0! (echo).
Becky. @h, don’t do that again, Tom. It’s too horrid.

Tonr is horrid, but I better, Becky. They might hear us, you ‘know.

Becg¥. Tom, you didn’t make any marks, to trace our way back\by!

Topt. Becky, I was such a fool. Such a fool! I never thought
might want to come back. No, I can't find the way. It’s all mixed
up.
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Injun - And little Thomas Sawyer.

-~

( Tom leads Becky to the 6ft. plat, she stands of i
while Tom climbs to top and yells "hello-elloDEello:t)

Becky -pon't shout SO0 Tom. It makes such s horrid noise

Tom - (Returning to Recky!
; y's side kn
Just might be they'1ll be ab{elto g:;ragg?y’ Vg o

Becky - Maybe they're huntin for us right now, Tom.
Tom = I...I reckon, maybe they are.

Becky - éﬁoﬁ%?:EOf ggpwing hysteria) Tom, I don't hear no
+++ they ain't lookin for us at all
Eﬁey dontt even know we're lost, fTom, they 505??...
OW... ( Becky is now c) s

Tom - Sh. What was thate
( Injun ent. Ry, X under stairs ang climbs them)

Becky - Tom. Tom. It's th
Hollen Boin: Help?m. (Becky runs up stasirs)

0 -
Tom Becky come back. (He begins after her, trips and falls)

” - i
Becky (Becky,groplng her way up stairs, Injun waits for hepr

at top) I see light .
Thatcher and TOmgIS]a:qrggT. Je're saved, Hello. Becky

Tom = ( Trying to stand i
» looses baglance c
) fall off a ledge up there. Wait fgrﬁge?y “Eop. Yol
Inj - (Grabs Becky) well, if i j
( ; » if it ain's Miss Thate
e ggstﬁgz:'s daughter, (He backs Becky to Dsgegérg:g?e
your pappy put g Price on my head, little

girl., Five hundr %
heap of money, °d dollars, desd or alive. That's a

( Tom has reached to
P of plat. ang jumps on jun?
Injun stumbles back, Tom grabs Becky,glacingng;i geﬁigg’

Dim, they try to exit i
stands in their way,) P4t Injun pulls imife on them ang

i - Big hero who want
n ' nts to t
gngggigge 8 neck in a noose. Always eavesdroppinguand
too ofteﬁ" you put your nose into my affairs once
it ofr fo; ggg S?;ggf' Itggst might have to cut

. ng S Injun h
8nd Becky up to US edge of aft-Jplat?? backed Tom

Tom - i
(retreatzng) Don't you take another Step. The others

are lookin' for us right now. They'1l find you.

Ini - _ .
J Oh, no- - they won't fing me. But they'll find you

all right. They'1ll fingd you right where T lesve

BECKY. We're lost. We're lost! We can never get out of this aw
place! Oh, why did we ever leave the others?

Tomx, Don't cry, Becky. It's all my fault.
Beck¥\ Don't say that, Tom. Let's try again.

Tom. We mustn’t go far. Here, Becky. Let me blow out youy candle.
We may need it, later.

Becky. Tok!

Tom. Maybe\pot, though. We'll look some more.

Becky. Oh, Toly, it's not a bit of use.

Tom. ’'Course it 1%, Becky. Don't give up. We'll find a way.

Becky. No we worNt, Tom. We never will. QA Tom, last night I
dreamed of the migst beautiful country yoy ever saw. I reckon
we are going there,\I'om.

Tom. Maybe not. Cheer Yp, Becky. Here, sif down and rest a minute.
Becky. Oh no, Tom. Let's\move on and dook some more.

Tom. Becky, can you bear it \f I tell ydu something?

Becry. I'll try to, Tom. What idit?

Tom. Well, then, Becky, we must)stay here, where there’s water to
drink. This is our last bit of gandle.

Becky. Tom!

Tom. I'm sorry, Becky.

Becky. Well, all right. We might as weN stay here as anywhere.
Wl:’re going to die anfway, and it doestNt make much difference
where.

Tom. Becky, don't tglk like that. We're not goikg to die.

BEC!;Y. Yes we arg| too. I know we're going to die)\and I'm all ready
or it.

Tom. Becky, hére. I've got a kite-line in my pocket. Wow you hold
one end of/it, and I'll take the other and explore some of the side-
passages/ If you get scared waiting here, just give % little pull
on this 4tring, and I'll come a-running.

Becky. right, Tom. But it’s not a bit of use. I'll just whit here
and/die. It won't take long. But Tom, come back every oygce in
a pvhile and speak to me. And when the awful time comes\stay
by me and hold my hand till it's over, will you, Tom?

Togr. 'Course I will. But don’t you worry, Becky. We ain’t goin’ t}
die in here.
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your bodies

8 Step back and Inj “1th knife, but pom ap

d Beck
plat. He sc Jun steps off the Us side of tgetggte:

Becky also screams and ryp
s

Blackout.)

f desired, Song No. 12, “Aw, Becky, Don’t Cry”, may be used
e, reprise of Song No. 3, “Now Will you Promise”.)

Now here. I'll be back in a little while. Wait for me.
(Leaviqg Becky, he fumbles his way around by candle-lig

e to explore the loca-
lder. He gropes his way
Joe used earlier, but does

By Jings, the treasure! So is yhere he’s been hidin’ out.

(With sudden resolution, he climbs back down, takes off his jacket
and covers the dead face, ily gropes his way back to
Becky.)

Becky, I—I—

Becgy. Tom, what's the aking! Where’s your jac-

ket? What is it, Tom?

Tom. Becky, I—I think e better explore somewhere else. We don’t
want to stay here.

Becky. But what abgut the water, Tom?

Tom. We'll have tg/ find some in another place. can't stay here,
Come on.

Becky. Tom, they’ll miss us, won't they?
Tom. Yes,

Becky. ybe they’re hunting for us now, Tom,

Tom. v, I reckon maybe they are. I hope they are.
Becky,/ When would they miss us, Tom?
Tom/ Why, when they got back to the boat, I reckon.

Betry. Tom, it might be dark then. Would they notice we hadn
come?
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Tom. I don’t know. But anyway, your mother would miss you, soon
as they got home.

Becgy. Oh, Tom! She thinks I'm staying all night with Susie
Tom. \ Good Lord, Becky!

Becky (¢rying). Oh, Tom! Tom, we'll never be found! We're
forever and ever!

Tosm. Aw,Xon't cry, Becky. Let’s get away from this f

(#;ﬁe sdene ends, two frightened children are gro pj
off.

g their way

ACT FOUR
Scene 3. The village church.

(The Preacher is just dismissing the congyegation. If desired, he
may say, “Let us praise the Lord with ¢ song. Hallelujah”, and
Song No. 13, “Halleloy’, may be used/here. The Preacher lifts
his hand in benediction:

PREACHER. Amen. |

(The people rise and break np info little groups. Preacher comes
down from the pulpit to greed, s flock.)

Mgrs. Harper. Good morning, My! Robbin. l
Auxt Porry. Good morning, Fheriff. i
Sgerrrr. Morning, Aunt Polly. ’

Aunt Porry. Good mornjAg, children. Km glad to see the picnic
didn’t keep you from Comin’ to church‘\this morning.

(The children mumpble greetings.)
Ben. No'm. Ma made me.
Avuxnt Porry. Thay's more than I can say for my\Tom.

Preacuer. 1 didd’t see your Tom in Sunday Schoygl this morning,
Aunt Polly

Aunt Pory./ Oh, he turned up missing from the picric, Preacher.
I reckog he stayed with the Harpers last night, and now he'’s
afraid fo come to church. I've got to settle with him.

Mzgs. Ha#rer. Good morning, Aunt Polly.

Aunt PorLy. Good morning, Sereny. Is my Tom going to slewp all
Jay at your house?

Mns, HARPER. Your Tom?
{ont PorLy. Yes. Didn'’t he stay with you last night?
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Mrs. HarpER. Why, no. Was he supposed to?
Auyt PoLry (anxious). Well, where else could he be?

Mags. \H m.IwasexpectmgBeckyTha:bcherforthemghtt
Sugan came home without her. Reckon she changed her mind
and\went home.

Gracie. Recky ain't home, Mrs. Harper. I stopped by for Ker this
lzi:lorm'n and her mother said she was spending the night at your
ouse.

Mgs. Hareer (glarmed). But she didn’t. Oh, my!

(Their concéyn spreads through the congregatiof in whispers.
All attention 1% focused on the two women.)

Aunt PoLry. Joe Harper, have you seen my Top this morning?
Joe. No'm.

Aunt Porry. When did\you see him last?

Mgzs. HarpEr. When did yqu see Becky lasy, Susan?

Joe anD Susan (scared). I dyn't remembér,

SuErIFF (taking charge). Look\ here, gidn’t they come back on the
ferry-boat with the rest of yqu?

JoE. I don’t remember seein’ 'em.

Susan. It was dark when we gbt ¥n, and we were so tired goin’
through the cave—

SHerRIFF (to the children, whé are thinking startled thoughts). Do
any of you children remfmber seeing\them on the ferry-boat?

(The children answer Aim with dumb silence.)
Did they go into thé cave?

JoE. Yessir. We all #vent into it together. And then we got to chasin’
through some of the side passages, and—and-

SHerIFF. Yes, go/on

Joe. Well, sir,/Tom and Becky had a candle apiece\and they took
a different turning from us, 'cause they said they\ was goin’ to
find sométhing new.

PreacHER./ Oh, Sheriff, could it be—is it possible they—thay are still

in thé cave?

(Akint Polly falls to crying, and wringing her hands. Mrs. Narper
tfies to comfort her. The children are frozen with horror.

Suprirr. Joe, you run as fast as you can to the town hall and ring
the bell. Tell all the men to meet me at the ferry-boat landihg
in ten minutes. Ben, you find old Mr. Harrison, and tell him td
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A. Polly ent. R, carrying trash, st
leans on them, continues OB 8% stairs and
Huck's head Péps out. b ko barrel lifts 1id anj

Huck X L to 18"plat., sits C, A.Polly follows.
A. Polly sits at L of Huck.

Preacher ent.
Fngs Boll R,runs up stairs to top of 8ft. plat.,

Huck and A.Polly stand, Huck runs off 1,

(All are rushing
closes.)

E] SceNe 4. A village street. Beesd—fenee. Covered barrel

@(Aun: Polly enters, downcast, carrying a pan of trash. Stops to
stroke the board fence, wipes away a tear, then carries the trash
to the barrel. As she lifts the lid, she gasps.)

Aunt Porry. Huckleberry Finn!
(Huck’s head appears.)
Huck. Yes'm.
Aunt Porry. You climb right out of there.

(Meekly Huck climbs out. Aunt Polly empties the trash, and sets
her pan on the lid of the barrel.)

Huck. Yesm. (@

Aunt Porry. Why are you skulking around like this anyway? . . .
Don’t stop to think up one of your fibs now. What have you done

wrong?
Huck. Aunt Polly, ain’t they found Tom yet?

AUNT Pou:z.@)h, Huck, no! Nor Becky neither. They’ve about give
up. They say nobody could be alive in that cave after three days.

Huck. Tom could. Tom’s smart.

Avunt Porry. Two hundred men have searched that cave, day and
night, and all they found was Becky’s hair-ribbon. Now most of
them have come home.

@(Joyful shouting is heard off, followed by e wild peal of bells.)
Mercy on us! Who's ringing the town bell?
8 AL Pr%a,d:iqr Turn out! Turn out, everybody! They’re found! They’re
oun
(bounding off). It's Tom! It's Tom and Becky! Tom!

(Aunt Polly stands trembling, adjusting her spectacles. School-
master Tuns in.)
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Master ent. L, X Cc to A.Polly.
Master X DR calls out.

Muff ent. L, carrying Tom, followed b

I E Sher. carryi
Becky, HUCk-trallS behind. Mmuff, sheg. XR, putycggldren
down on gtalrs' landing, A.Polly, sher. and Master stand
L of stairs, Muff and Huck X DL and sit.

Joe, Ben, Jim ent. L[, climb to top 6ft
ent. DR and X to R of stairs. P - plat.,as susan

Mrs. H. ent R, stand R of stsirs,
Widow ent UC with Alfred and Sid following. Mary and

Gracie and pamy ent. SR. Wid j i
sit on lower stairs. Nl S APy AR

; ad

@ ScmooLmasTER. Aunt Polly! They’re found! They’re found!
Avunt Porry. I can’t believe it. Tom! Tom! Becky! ‘

(@ ScrooLMAsTER (shouting in all directions). Turn out! Turn out, every-
body! They’re found!

(Muff enters, bearing Tom on his shoulder. Preacher follows.
with Becky on his, both children looking a little the worse for

@ their i . Accompanied by Janie, Jim, Gracie and Ben,
all shouting, waving, blowing toy horns, etc. Huck tags along
shyly, on the fringe.)

Avunt PorLy (seizing Tom as Muff sets him down). Tom, boy! Tom!
(®  (Joe and Susan Harper rush in, followed by Sid.)
Susan. Oh, Becky! Oh, Tom!
(Sid picks up Aunt Polly’s pan and bangs on it.)

Joe (shouting everywhere). Turn out, everybody! Here they are!
They’re found! They're found!

(Mrs. Harper enters, followed by Alfred.)
() Mss. Hareer. Well, bless my soul! Beckychitd! (%)

Aunt Porry. Becky, your mother is nearly dead from grief. We
made sure you two had fallen into one of them crevices in the

cave.
Brzacszn—TheShewid bas qone totell vour mother Reclns
ScHooLmasTER. Your father is still in the cave, with the searching

party.

(Sheriff enters.)
Becky. Searching party?

-

Tom. We never saw any searching party.
Aunt Porry. Tom, you don’t mean—how did you ever get out, then?

i I was just about to give up and
turn back, when I thought I saw a tiny speck, way off, that looked
like daylight. S
ward-i$, and first thing you know, I was lookin’ right out on the

river.
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1. All exit except Ben and Joe who climb 8ft. ladder and

X R and 4 i
IR own stairs to Tom. Huck remains D of SI, 6ft,

no
L]

Ben and Joe exit R and Tom Xs to Huck.

s

« Tom Xs R, Huck follows.

e

Wi = invi
vidow Every one's invited to my house for ice cream

%

A.Polly-(offstage) Tom.

A

A,POlly-(offstage) Tom.

Ben. Craminee!
Joe. Tom! Just suppose it’d been night.

Tom. Don't think it, Joe. And then I went back for Becky, and told
her.

Becky. He was wonderful, Aunt Polly. I didn’t do anything but
cry. But Tom just kept looking for new places, and if it hadn’t
been for him, we never would have got out, I reckon.

Avunt Poruy (all choked up). Becky, child!
Tom. Aw, shucks that warnt nothin’. B&t—w-hen——l——ehewed——Beelsy—

chmbed out of the hole,
nesa—whea some men came by m—a-—eln”e—t—ald—thm

breekinﬂ- A.nd then—&e—ﬁld—m&n brought us hele in h.ls sprmg
wagon.
Cumpren. Hoo—ray! 'Ray for Toam, and 'Ray for Becky!

ing-with-formutating-a—perede; and all but Huck marching off to
shouting, banging, horn-blowing, etc. But as Huck hangs back,
) the hero of the parade stops to coax his friend.)

Tom. Come on, Huck. Join the fun.
Huck. I can’t, Tom. I'm layin’ low.
Tom. What for?

Huck. The Widow Douglas wants to adopt me. For keeps. And
make me wash, and educate me, and everything. And I can’t
stand it, Tom.

Tom. Hucky, you don't need it. You're rich. I found the treasure!
Huck. Tom! Where?

Tom. It’s in the cave, and when—we-gei-—$he—chance—you—and—rmel
S o CC R E e A C

Fom— Hucky, you don’t ever need to worry about Injun Joe any more.
He'’s dead.

Huck. Dead? Lordy! Are you sure?
.*
Tom. Sure. He fell off'n a high ledge where the treasure is. I run

@ontoh.lmmthe cave, all .
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1. Boys climb SR rock and exit through balcony.

2. A, Polly ent. UC, looks in barrel, exits Te.

e

A.Polly - Tom. Tom. Where are ya? That boy'll be the
. death of me yet.

CURTAIN CALL

Musicians run to top of 8ft. plat, and begin to play.

Schoolchildren ent. do few steps and begin line dance.
As people continue to ent. they replace those who have
danced through the line ang taken their bow ps. After
bowing the actors climbed to top of plat. stairs or

6 ft. plat. Apctors on stairs SR each stand on seperate
stair. Pinal bow - domino effect,

Huck. Geeminy!
@ Tom. Now come on. Welvregot—somethingto—parade—aboutl
@ (They start off together.)
Huck. Tom, what'll we do with all that money?

We'll play robbers, of course. Tom Sawyer’s Gang—don't that
Tou.soung s};ﬂgdid? And we’ll buy swords and pistols and things

that a robber has to have—and waylay people . . .

(#nd-the-play-ende while we are still caught up in the dreams of
childhood—oh, how beautiful they are, and how perishable.)

* D

END OF THE PLAY
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of the Lind

Susan Farwell, the di

she ressarched for her moster's thesis project.

bought toys were almost unheard
ol. So children depended more on
their own imaginations. They made
many of their own toys from
discarded materials.

Ms. Farwell used this in the play.
In one scene, some of the children
walk onto the set on home-made
stilts, tin cans held onto the feet
with string.

This is a play about children for
children. And she wanted the ones
who came to see it to have a good
time. She uses music to set the
mood. Before the play even starts,
the orchestra comes out on the
stage to play for the audience. And
when young Vicky Speciale takes
up her violin and fiddles away with
abandon, it's a real crowd-pleaser

“You should see her sitting up
there on a barrel with her little feet
dangling," she said.

Most of the tunes in the play are
a result of Ms. Farwell's delving
into the past. Some of her findings

her

The old folksong, **Froggie Went
A-Courtin”,” tor exampie, has been
around for a very long time. [t's an
old Scottish ballad dating from
1549

And there are hymns in the play
After all, children who were full of
the devil needed 10 spend a lot of
time in church,

She found church music has
changed a lot over the years
Apparently there wasn't much joy
in the congregation. Finding a

Robert C. Holt Jr./Post-Dispstch

d Collsges' "Tom Sawyer,” poses in front of the costume designs

solemn hymn was a snap. But all
the upbeat hymns such as "“Give
Me That Old Time Religion,” were
written during the Great Depres-
sion. She linally ook a draggy old
“hallelujah song,' she said, and
juzzed it up a little.

As the director, she was involved
in all aspects of the piay. And that
was the thrill of it, “‘Sesing it all
evolve,” she sad

Her next project is to be assistant
director of the Theatre Depart-
ment’s next play, ‘A Midsummer's
Night's Dream.”” But it won't he
nearly so much fun.

“The Adventures Of Tom Saw.
yer” will run through March 2I
See the Calendar Listings for more
information
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