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¥ ABSTRACT "

Dominant Themes and Images in the
Collected Work of Mac Shoub, Quebec
English-Language Radio Dramatist *

: Jeannette St. John w?nter . :

This first study of the radio dramas of Mac Shoub
begins with a general examination of the blays; these are
;een as falling into four distinct phases witﬁ respecCt to
subject and tre%tment. The war-related drama of thé initial , '
phase 1s followed by drama focused on the ;ndividﬁal and
the city which, in turn, ,gives wéy to a third phase of
psychology and mystery drama, and to a final phase that
Qeals with emotional reactions to social problems of the
;ime. The major themes and images of the ganon, such as
those touching on l}fe in death, bereavememt and retribu-
tion, are then discussed. Nine plays, selected for their
outstanding litqrary quélities ané their aptness to

illustrate the recurrent themes and images are examined

_individually. A short section gives details of-Shoub—'s

-

biography and of the social conditions prevailihg during ---- -
nis radio wrating career {1942-1965). The Appendices
include a list of Shoub s original radio dramas in chrono-

logical order, a list of his dramatic adaptations, and a

L4

list of his CBC;ﬁelevisxon plays.



'FOREWORD

- Research for this thesie on the radio dramas of Mac
Shoub has been made possiblekby the accessibility of
transcraipts, ancillary mateéials, and tapes in the Radio’

) « s
Drama Archives-—particulapﬁy the Mac Shoub Collection--1in
the Centre for BroadEast%%g Studies, Concordia University,
and by documentation and‘information proviéed me by Mac
Shoub/glmself. The motiéatlon for pursuing tnis work .has

been threefold: it falls within the scope of a wider study

*
f

of English- language radio drama originating from Montreal,
now being undertaken by the Concordla Centre for Broad-
castlng Studies (fCBS) with Quebec gaovernment (FCAC)
funding. It also/clarlfles the literary merit of a play-
wright whose werk, devoted to a medium that of itself
ensuree‘ho lagéing recognitiocn, constituted a major cqntri-
bution to the flourishing Golden Era of radio drama in

oL/
Canada from 1940-1960. Finally, it helps to confirm the

importanceé of radio drama not only as a distinct art form
: 10t

-

_ but, 1n/its time, as the first manifestation of a national

/ .
English-speaking theatre in Canada.

1

1 would like to take this opportunlty to express my

thapks to those who have contributed to this thesis elther

/
thfough their own research or through‘;he helpful sugges—




3

tions -and encouragement they have given me. I would like to

thank.my thesis supervisor, Dr. Howard Fink, the founder

and present .Director of the CCBS and Director of the Radio

Drama Project, for his counsel and'encouragement. I would
like, also, to acknow. dge with thanks the assistance ]
have receivzd from Dr. ohn Jackson, retiring Director of

the CCBS and Principal Investigator of the SSHRCC project:

'"Social Formations and Radio Theatre: a Study of Englisn-

3

Language Radio Drama." I would like, finally, to thank Mac

Shoub himself for the time he set aside from his busy
schedule for interviews and innumerable telephone
conversations over the past gighteen months, and for the
additional material he donated to the Mac Shoub Collection
in the coursé of my research. Ilhope that this thesis will
convince him oflthe importance of wri§ing His own account
of those early days in radio to enrich the efforts now’

’

being made to reconstruct our cultural history.
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'1Deve10pment of CBC Radio Drama
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INTRODUCTION

“
«
-

- ’ \ V.'
. Art, particularly collaborative art,
bigésoms, has its mobment of glory, bears
fruit, dies, blossoms elsewhere, differ-
ently. A bleséing and a wonder when i§

. bursts into existence ever, anywhere. '

N

In early 1942, when the first radio play of Mac Shoub -
was produceélfrom Montreal overAt e Nationa}inétyork of the
Canadian Broadcasting Comp;ny (CBC), radio dféﬁ:;ﬁgn Canada
was breaking away from the derivati e,'journalistic tyée of
production that had mafked a large proportion of its output

during, the 30s, and was assumihg a distinctive national .

N

charactér;
Two major factors influenced this development of an
indigenous cultural expression. The.first‘was government
financial support of a National Broadcasting Company whose
Radio Drama Départméné was able to recrqit much of the

creative and dramatic talent in the éountry. Such support

permitted a centralized dramatic production ‘of the highest

1) 1 ! !

Leonard Peterson, "With Freedom in Their Eye... .,":
Canadian Theatye Review, Fall 1982, p. 29.




’

e dfctates of sponsors and open

quality, unhamperzsﬁ\ﬁy,
to experimentation. The second was the call to national

dnity,promp@ed by Cagada‘s'pdrticipatibn in the Segond'."

World wWar and by a realisation of the inherent potential of

drama to arouse and sustaiﬁxpatriotic fervour.
This Qg;time period saw the develépmént of a unifying
national voice thaiiwould not oniy‘inspire and~gntértaiﬁ;
' but would also ‘encourage a ériﬁical exaﬁihatién of the
society in which itlflouri;hed..its significénce‘is testi-
fied to by the playwrféht, Leonard Pe%eréon} whose career

ih radio began at the same time ‘as that of Mac Shoub. In

Y

. There was .a sort of idealism throughout L

Canada, along with a biztérness about the
. terriBle social problems generated by the

depression. ... For the first time, there was

-

I a sort of general c¢critidism of our society

, , 2 !
dohe in an artistic manner.

~

Bothﬁshouﬁ'apd Peterson contributed, througn the’

- [y

medihm‘of draha writing, to thelpfelimiijry process of

2 ! ! '\

o, Reoger L. Jackson, ﬁg’ﬂistorical and Analytical
Study of the Origin, Development and Impact’ of the Dramatic
Programs Produced for the English lLanquagqe Networks, Diss.
Wayne State, (Michigan: University Microfilms, 1980), p. 60.

- . . i
A
i

ades



*a
.

national inhtrospection, or critical evaluation’ of their,,

society, ,in the two years preceeding‘the most flburishing
_period of Chnadian radio drama hlstory The gorden age, as e .

it is fréquently called .began in 1944 and contlnued until
. 1 .
the late 19505, when tele&hsed drama stole its qudlences, 0.

and when sophlstlcated taplng processes robbed radro drama ': LD

of the spontanelty andtdramatlc ten81on that dlstlngulshed

[ T

lt as an art- form.

\

1

With the country’e'most skilled writers, produeeré. : j“ - o

actors, and technicians 1nv01ved in 1ts creatlon, the |
. )y

radlophonlc stage became an eloquent natlonal theatre 1n
-1944. Indigenous drama up tOfthat.t1me had keen only ) .-
sporhdically presented on the trsditional'stage in a feu
theatre groups throughout the country whzch were  then
financially impoverished and almost non- productive “The ”\':fj'" ‘ ::
prospect of dramatic productions :on a natlonal scale Py - N
was entlcement enough for ‘any wrlter or artlst 1nvpred
with drama. The puDllC funds, backlng the dramatic ehter--'
,prlse\ assured an income to thcse involved and, with - 'U: L

J/‘ C

scartely any restrlctlons on the flow of creatlve thought,
Te 5 .

‘éxce}lence became the keyword. . | ‘ Lo

The success of radio dramelas a populér art form and ‘ {;
as a natjonal stage that reflected the ‘critical spcial( . '
EonsciehCe of the period while enterta;nihg; ihspiring}.und R -
provoking to action,'is‘measured‘by its accessibility to a’ o



Widely vg;ied‘hudience that might 6therwige have been

deprived of the-vital. force that is drama. Northrop Frye,

in the section "Theory of Genktes", in Anatomy of Criticism

depicts the type/of society in'whych df%ﬁa, ";he genre of
the spoken word," is most vigorously present.

3
.

. Drama, like music, is an ensemble performance

RS for an audience, and music and drama are most

u
]

likely ‘to flqurish in a society with a strong

. N . . '
consciousness of itself as a society. ... When
: ' 18
a society becomes individualized and competi-

tiye ... music and drama suffer accordingly,
N “
v . and the written word almost monopolizes

3 ;
literature.

\L{ , s

The "radical of presentation", as Frye calls the act of
.confrontation between the word and its audience, which

furnishes a basis for his categories of literary genres, is

S

purely aural in radio drama. "The world of social action

and event, the world of time and process, has a particu-
. ' °
larly close associaE}pn with the ear," says Frye. He then

suggests that art is central to events and ideas just as
. 4 . .
literature is central to the arts. '
V. - : d

: 3

Northrop Fryé,‘Ahatomy of Criticism (Princeton:
Princeton Univ. Press, 1957), p. 249. ’

. kS

, W Fr?e, pp. 243—44,
-yt . i 1

L/\
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The literature, 'in the form of scripts, that is
cen%;al to the art forq/;;f}adio drama during its most
prolific outpouring in Canada, comprises part of what

Robert' L. McDougall calls "the secret and fugitive .gecords

".0f its, palmy days.” In a 1985 review of the CBC radio\drama.

bibliography, Canadian National Theatre on the Air, 1925-

1961, McDougalf claims that radio drama'in Canada was

"gpite simply the:best in the world during the fofties and
fifties." He then draws a parallel between the spbken

dramatic art form‘of radio;and the verbal scenarios of the
‘ Y

Elizabethan stage, which demanded the same undivided atten-

tion and -suspension of dispelief from its audience.
|

\ '

Radio s apparent limitation was its strength.
The souﬁd'of the human voiée.became all impor-
tant, as it had been under different circum-
stances for the Elizabethan dramatists; the
bugagmo of the visua} was seé aside, and, the
ima@inatioqj suitably cued, and of course
- eqalessly fertile and flexible in itg

/

resources, set the scenes as needed.
[

Unlike Elizabethan ¢r any otggr\stage drama, however,

« radio drama did not become modified through contact with

P

3
/ Robert L. McDougaly, Theatre History in Canada,
,VQI.’G, no. 5 (198%), pp./89-91. )




L published and the single performance, which was rafely

recorded, constituted the creat;ve act that can never be

conserved. \
The study undertaken in this thesis will centre on the

A Boriginal written work of Mac Shoub, -one of the most

ity . ~
. .

__energetic writers of radio’s golden age. It will seek to |
+ 1 ’ . P

- establish .the ma jor themes that shéped his dramatic vision,
: f .

! o

and to examine the manner in which he used radio writing '
1 N s .

techniques to create|tension and immediacy." A

2

-~y



Procedures

Y

1

I have implied that not many are likely

to seek entry into this apparently arcane

-

area of research. I hope I am wrong. The ,

-

v

golden age of radio drama carried a sub-
stantial share of the Bﬁéaép (and it was
a burden in those days) in the develop;

ment of literary and artistic talent in
6
Canada for almost three decades.

~
-

L ah

The major impetus given in the mid 70s to the study of

English-lanqguage radio drama in Canada (from its beginning,

{n 1925, to the present) was that of the collecting, cata-

loguing, and preservation of broadcast scripts from, every

part of the country. The initiative was taken by Dr. Howard

Fink of Concordia University, whose concern over the

possible disappearance of what might be called radio

drama ‘s "artifacts", arose from an appreciation of their

importance

in the country’s cultural Qistory.

The project he initiated in 1973 was supported by

canada Council and, at a later date, Quebec government

funding, and by the collaboration of an efficient research

6 .

McDougall,;pa 91.

ki

©
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team. Its maturation was marked by the opening of the Radio
Drama Archivés at Concérdia Gniversity on December 7, 1976.
At that time Concordia bécame the oféi&ial depository for
all CBC radio drama scripts aﬁd related material in English
from 1923 into the future.7 Research connected with the
radio drama project was facilitated by the opening of the
Concordia Centre for Broadcasting Studies (CCBS) in June 1981.
The scripts deposited in the CCBS Archives ave made -
accessible for research through the index numbers in the

3 .
reference work, compiled by Howard Fink with the assistance

of Brian Morrison and the research team: Canadian Nationdl

Theatre on the Air, 1925-61/ CBC-CRBC-CNR Radio Drama -in

English; A Descriptive Bibliography and Union List (Toronto:

University of Toronto Press, 1§§3). The work lists each

play, records its production and script details, and, in many

.instances, provides a brief desc&i:tion of its dramatic con-

tent. In addition to this general tollection of scripts, the

Archives holds several personal collections, donated by
broadcasting writers and artists. Tﬁe Mac Shoub Coilection
is one of these. This céllection contains, among otnher
things, copies of most of the original radio dramas written

by Mac Shoub and produced by the CBC, some of the serialized
adaptations prepare& by Shoub, several television scripts,
. L
3 Michael Sheldon, Presentation at opening of
Concordia Radio Drama Archives, recorded Dec. 7, 1976.
(CCBS: T N00-1009)..



‘a scrap book, and two books containing the .published texts
of the award-winning TV plays "Thank You, Edmondo" and
"Ashes in the Wind."

The gathering of material fof?the writing of this
thésis has therefore presented no groblem. Moreover,
Mac Shoub himself has been ready tb:diséuss his radio
writing days and the manner in which he views his contribu- °
tion to Canadian radio drama’s most productive era. Thé
interviews, taped on two occasions, have provided valuable
information on the plays and the climate in which they were
created and produced. Interviews with‘others involved in
CBC productions, condﬁcted by myself or by membérs of the

k]
Radio Drama .Project s research team, have been helpful in

supplying additional background information. Y

The wealtn of matéfial available makes choices --
inevitable. In the present thesis, therefore, I have chosen
to limit my study to the origipal radio plays written by
'Shoub for the cBC and bgoadcast Eetween January 1942 and
December 19¢5--5houp s "golden-age" radio plays. S8eventy
such plays are available in script form, of these only five

&

taped productiens have been located up till now.

: ’
A close reading of all the original plays led to the

‘ & . .
-choice of nine scripts for a more detailed stud These



Y

and ideas that predominate in his work.

As with many of the more prolific radio playwrights,
Mac Shoub was skilled in the(art of adaptation. Most of the
major pfoductions of the classics, from Homer to 0°Neill,
had been prepared by Shoub for presentation as thirteen-'

. ) . . . .
‘episode serials. A short consideration of two adaptations,

. '

'significant in Shoub’s writing career, will be made in the

1
general survey of the dramatic literature.

The Mac Shoub Collection also\cohtains several televi~’

/.
sion scripts, some of which Shoub adapted from his origi951

/
radio dramas. Mention will be '‘made of a script in this /'

/

.category only if a significant change has been effec;éd in

\

the televised version of a radio play under discussion,
v /

L K
since a study of the TV scripts in general falls putside
. /

the scope of this thesis. -

/
Two chronological listings of Mac shoub';/radio
"dramas, original and adapted, are included ;g the
Appendices. These listings'supplqunt, anﬁ/occasﬁonally
amend, the alphabetical listings in phe/éBC radio drama
bibliography mentioned above. A chronological listing of
Shoub s original and adapted telev%sion drama, including

some produced for networks other than the CBC, is also

included.

10
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Mac Shoub: A Man of His Time .

Art originates in the individual viéion,&yet
it is fed by the collective experience. ...
And, however isolated the processes of crea-
~“+ion may be, it ié a social éctiylty, condi-
tioned in form as well as 1in content by the
time, the place and the circumstances in

8
., Wwhich it is made.

Mac Shoub was born in Montreal on June 5, 1919, into

.

- what he calls a "liberal lower-middle class Jewish

9
family". As'a child, he had a vivid imagination which,

combined with a voracious appetite for reading, led him at
an early age into the world of drama. He started adting at
the. YMHA Little Theatre on Mount Royal Avenue, the gather-

ing place for many Jewish youngsters in those days. The

-

1 . .
encouragement he received from some excellent reviews con-

A

vinced him to audition for radio, the CBC being the major

outlet in the late 30s for professional actors. Rupert

8 .
George Woodcock, Strange Begfellows: The State and

the Arts in Canada (Vancouver: DouPlaE and McIntyre, 1985),
p. 18. Y
9 .
MaC'Spoub, interview with Jeannette Winter, November
28,°1985. (CCBS no number). o '

)

"t
v
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Caplan, oné of the four major figures in the production of
radio drama during this period, hired the young Shoub, who -

immediately adapted himself to the radio medium. .

-

N
cliched situation" presented by the plays in which ne

Before long, Shoub became critical of the "standard

acted. "Being young and arrogant and full of myself," he~
told me, he expressed his opinion and was challenged by

. Caplan to write something petter. He‘went home and wrote a
play based on a short story by Kressman Taylor called

"Address Unknown," published in Decade 1931-1941: A

. .
Commemorative Anthology by Hamish Hamilton in 1941.

~

Looking back at that time, Rupert Caplan, in a 1974
", interview with Howard Fink, recalls his astonishment on

finding that the script displayed a perfect‘dnderstanding .
10
"of radio wricing and techniques. Caplan was, however,

LS

reluctiﬂ?utg/take on the production of the play, which was

o

subm}(&ed to the CBC Script Department ‘at Toronto, whose

Zditor, Alice Frick, forwarded it to An?rew Allan in Van-
c;uver-who proddced it over the CBC Wesgérn Network. Since

this was a time-consuming process, Shoub’s first attempt at

»

laywriting was only broadcast four months after thé’Caplan
+ , .

production of his first original play from Montreal,
SHoub ‘s creative flow continued with the writing of
T J !

Rupert Caplan, interview with Howard Fink, June 11,
1974. (CCBS no number). .

10
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hundreds of scripts, both original\plafs énd adaptations,

- of which only two were ever refused. One of the rejected
scripts, "The Gentlemen Talk of Peace," is in the Mac Shoub

‘Coilection of the CCBS, its réfusal will be briefly discus-

sed in the next section. For years, Shoub was Caplan’s mosé
prolific writer énd, apart from a series of'plays written
for Raymond Wwhitehouse in Vancouver, ?lmos; all of shoub’s
yérk was produced by Caplan. The steady&qutput of good
qguality drama fr;m Montreal enabled Caplan fo maintain an
fhdependenﬁ pos;tian within ihe CBC, which was otherwise
moving towards a centralized pr&cesé of script distribu-
tion and national pro?ramming.

At the age of 24, one year after writing his first

play, Mac Shoub was described by Herbert Whittaker of The

Montreal QGazette, as "a radio playwright,. and a successful

one," And--}est we today forget what a backward look gf 46

years implies~-- he continues, "As an exampﬁ%{ﬁf that rare

" bird he is well worthy of investigation." In an article

dedicated to "the young Montrealer," one of whose plays had

been selected for The Best Plays of 1942 series, Whittaker,

after enumerating an impressive list of dramatic works by

Shoub, writes:

Mac Shoub is a young man of strong convictions
and he writes them into every script. He says

himself that he refuses to write escape mate-

13



rialain sick times like these. He does not

fegard himself as a blatant progagandi%t but ‘
rather one who believes firmly. So he[haé

turned down invitatiéns to write prog[ams . .
which éeal in pleasant escape.éor the}radio ;

listener. ... He is a patriot and a Hbybly a
“11 K
expressive ocne,.

In the ligﬁt of shoub’s‘compleﬁe work, this eaély
description of him as a "patriot" seems inapprogriate, as
my general analysis .of the plays will dehohstrate. Shoub
himself re%efs,to some of the plays Whitéaker lists in the

. R . Y 12
Nazi Eyes On Canada series as "junky propaganda."

In spite of the volume of writing he was able to sell
and the acting roles he continued to play, Shoub had to
supp&ement his income by working as an advertising copy-
writer to support his young famiiy. He had met Lisa
Herscovitch in his acting days at the YMHA wheA she was
singing in a Gilbert and SulliQan‘production. They were
married in 1940 and had £wo sons, Russell and.Eric.

The advent of televﬂsion created new markets for

Shoub’s writing, both in Canada and the United States. The

.

11 '
Herbert Whittaker, "Mac Shoub, Radio Playwright,”
The Montreal Gazette. Wednesday, March 24, 1943.
12 « -
. Mac Shoub, interview with Jeannette Winter, April
3, 1986. (CCBS no number).
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almost intuitive sense of the demands of the medium that
had launched Shoub“s radio writing career, served him in
the new medium of television broadcasting. He and Joseph *

¢

Schuil wereé providing practically all the television’

_ scripts coming out cf Montreal in the late fifties and

early sixties. He part1c1pated as a writer and as editor in

the. Shoestring Theatre series, which he developed in

collaboration with Michael ChAne and Ken Davey.

Shoub’s successful transition te television was an

N

experienéé not ‘shared by many in the field, aétors\and

writers alike. Two of his scripts were published in 1954
: “
and 1957 as the best telev;sion plays of tne year. The

~‘first:, “*Ashes in the Wind," was a Kraft Telev151on Theatre.

productlon publlshed in The Best Telev151on Plays: Volume

111, by Merlin Press in 1954. The second, "“Thank Yof,

Edmondo," winner of the Harcourt Brace Award for 1997, was

R &
published in Best Telgvision Plays, by Harcourt, Brace and

Company in 1957. But', in spite of his success, Shoub saw *

television writing as a means of livelihood rather than as

13
o

his particular creative medium. He is reported to have \

said, in a CBC Times article, "I don’t mind writing tele-
-

Vvision plays for money, but it is on radio that I really get

13
my a2esthetic reward."

13
"He Only Writes When the Spirit Moves Him, " CBC

Times, June 12-18, 1955, p. 1.



In 1965 Shoub g;ote hls 1ast radlo drama scrlpt He
was, d15111031oned about’ the efﬁects sponsorshlp was having
on the creatlve process 1n that 1t fostered a bland, non- .’

-_com@1ttal type of drama that was geared prlmarlly towards
entertalnpent rather than reflective thinking. Shoub had
ente;ed the field of radio pleywriéi;g vith a challenge. he

 had proved hlS point that drama should stlmulate the mind,

) provoke a reactlon, and uphold the moral code of the

- ~ socigty it reflects. He no.longer had to write to earn a

':ﬁ living and he chose toeretore to abandon a career,. spahhiog'
’? a quarter of a- century; that he descrlbed in the November

¢

1nterv1ew I had w1th hlm, as "my prrv11eged g851tlon in

14

pert1c1pet1ng in that golden age of radio theatre," :

v . ) ! ‘ . ‘ ' £

: 1
* e
y ,
+
Lo . o
14 ‘ |
Shoub interview. November 28, 1985. ‘ -
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2. THE GENERAL STRUCTURE AND SCOPE OF THE PLAYS e

In theory few men are as free as a play-

wright. He can bring-the whole world on
- .',\l - . . to his stage. But in fact he is strangely

¢ »
timid. He looks at the whole.of life, and

! -

like all of Us he only sees a tiny\ frag-

LS

ment; a fragment, one aspect of whjiich

a1

~
A deep interest in the theatre and the world of the:

imagination shaped Mac Shioub’s dramatic vision at an early
age. An cbserver of jife and of human respon&ibility for |
Y i war and destruction, he had a decided opinion about what
the focus of 'his writing would ‘be. The choice he made in
his fir;t script, the adaptation "Addresé Un;nown," pro-

| duced By Andrew Allan over the Western netw0rk on May " 12,
1942, suggests adlready the concern for moral 1ntegr1t;, and
the preoccupatlon with the emotxonal"effects of its
abandonment‘that would characteriie his original work. It

Ty # should be noted that although this was the first scfipt

\) ‘ sold by Shoub to the CBC, it was not his first to be

15

H‘g%%% ‘Peter Brook, g mEty Sgace { New York Avon Books,
. 1968), p. 32.

Be . ) 15 o ‘ , \/\ T
s o ' catches hi. fancy. : : \ .
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produced (see p.12). Shoub’s first broadcast script was an

- orig;hal'ﬁlay,“"Dear Mom andjthe wWhite Angel," produced in

'

Rupert Caplan’s Montreal Drama series over the Trans-Canada

network on January 5, 1942. In this play, Shoub brusheé
aside the rosy world of wartime escape drama, described by

. ' Peter Brook as the "romantic_theatre, the theatre of

N n
colours. and sounds, of music and-movement, [which] came
16

< like water to the thirst of dry lives." In its place, the

draéatist presents the ba?tlefield in which a young soldier
comes to a realization of .the meaning of'sacrificial death
in the cause;bf freedom. ' »{

In inérodu?ing "énly the Tears Have Spoken," a pléy
. broadcast in,1945, in the aftermath of the war, when the
extent®f the atrocities perpetrated against the Jews was

revealed, the Narrator says:

ITHE story ybu are about, to hear is the story

R -yt

4 ‘ ' .
of one German family. ... It is nof a politi-»

", ‘ ’ cal document offeringy a panacea. It 1is an

I3

“artist ‘s interpretation of a vital mbment in
Histoiy. It is offered to the people with'one \

hope.....that it will stimulate discussion and

17
- “\S; reflection on the vital problem it poses."”
/ o~ . . v

16 - ’ ) C
! - Brook, p. 39. . : A >
17 . ,
MacVShoub, "Only the Tears Have. Spoken,"
Montreal Drama. Prod. Rupert Caplan, Montreal, CBC Trans- ‘
Canada Network, May 17, 1945. (CCBS;M004305), p.l.




"The play, which will be dealt with in more detail in the

injustice. .

’

v

~ '

neit-section, touches on particularlf sensitive problems in
the light of the sentiments aroused by the war: The drama-
tization of that "yital moment in History," through the
enactment of a post-war confroﬁtation of two political
ideolog;es within a country that witnessed the rise ta
power, then.the downfall, of a fanatical nationalist move-

ment, is the occasion for a penetrating search into human

motivations, collective guilt and justifiable violence. It

—

permits an examination of famlly relationsﬁips, with‘fhe>
inevitable confliqts between generations, and.a striving
éfter alternqtiYe forms of conduct that seek to replace
institutional cruelty with individual comp;ssion. By con-
ffonting his audience with the effec£ of global disaéter on
individual ldives, the dramatist nét only arouses sympathy

for the murderer, a symbolic figure of justice, but also

challenges the passive attitude that unwittingly condones

&
¥

During the early‘perﬁod of his writing, Shoub deals
with several aspects of war and of the individual caught up
in it, a victim of his country’snambition or of his
pe%ple's cruelty and indifference. For the most part, the.

dramas'ﬁake place overseas, either on the battlefie;d or in

"

the home. Their major concern is the exposure'of corrupting

and dogmatic ideology--fascism for the most part--, and the

upholding of 4 morality that spripgs from an individual

13

19
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’

integrity and liberty. Subtle as well as blatant methods of
indoctrination provide a story for "When Thy Day Comes." -

The corruption of personal- greed and ambition is worked 4 A .
into the background of the battlefield in "Divided Théy |
Fall." The grim realisation of a slow and inevitable death

faces the survivors of a troop carrier plane that had ' | ‘
crashed at sea in‘"In the End Is the Beéinning." And the

’ 8
humiliation of the returning soldier who finds that society

regards him as an undesirable, rejecting no£ only his
presence, but alllhe stands for as a soldier, is expressed
in "Dauntless Once in Khaki." Written for the mostlpart in
blank ver$e, the play is’a hymn whose final invocation
constitutes a‘plea for the acceptance ol the returned

soldier and his reintegration into the wérld he fought to

save. The almost scriptural admonition of the last stanza t .
reflects the>collective involvement of humankind in(both
good and eviﬁ«~the eternal dichotomy of egistence.
’ BN . - .
And that those who bear witness against them
first . \ '
examine theirfown souls for the éign of blame P

and blood;
And tha; they are not to be known as men who
« walk in
Hell but rather as men who strive the entrance

to Heaven:



A

‘  And that all that has become of the shining

truths and b

deathless promises stirred up by the breeze of

waving
flags shall be forgive%,unto men -from this

time on, so help us God.

—

In his wartime drama as well as in his later work,

Shoub provides a stimulus for reflection through which, in

thefwomd; of Martin Esslin, a "human community direct

experiences its own identity and reaffirms it." This

. o .
confirming of the identity of a group is the thrustM@f a

collective art form, theatre, that Esslin in An Anatomy of

¥
, |
Drama describes in this way:

\

3 And it is of the very essence of ritual that it

not only provides its congregation (or, in

ly

theatrical ‘terms, its audience) with a collec-

tive experience on a high spiritual level, but

also in very practical terms teaches them,
reminds. them of, its codes of conduct, its
rules of social coexistence. All drama is .

therefore a political event: it either

or

reasserts or undermines the code of conduct of

18 .
Mac SHoub, "Dauntless Once in Khaki," Radio

Repertory. Prod. Rupert Caplan. Montreal, CBC Trans—Canada
Network, October 10, 1946. (CCBS: M005743), p. 20. .

ro
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"a political event:in that it presents a socially conscious

a given society.19‘

In the sense of Esslin’s definition, Shoub’s drama is

o

code of behaviour that is fundamenta¥ to the democratic

ideology of the nation. The forces obstructing the achieve-

ment of the ideal, like hatred, jealousy, and greed,

v

provide the dramatic conflict which, in its development,

‘permits "a memorable insight into the nature of existence,

‘a renewal of strength in the iﬁdividual to face the world."

¢

Esslin equates thlS ‘catharsis with religious enllghtenment

120

or 111um1nat10n.

-,

RS By the end of 1945, the broadcasting of‘Shoub's war-

orlented plays was complete but for one notable example, .

\

that of "Thank You,.Edmondo,“'whlch survived as a radio

'ﬁlay-pntil 1961 and was adapted for a televised broadcast

“m NBC television in 1957 when it won the Harcourt Brace

-

Avard as cne of the best television plays of the year.

\During what might be called the first phase of Shoub s

writing career, only two of his drama broadcasts were not

related to the war. They are "vVariations on a %Theme" and

\

19

Hill and Wwang, 1976), p. 29.

20

\

. "Born To Be Hanged," both of which are significant in

\ ﬂ

Martin Esslln, An Anatomy of Drama (New York;

Ess}in, pP. 29.

!

22
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Shoub’s canon; the first, because it provides an insight
'into the,;influences of other playwrights on Shoub’s work,

the second, because it''was Shoub’s first attempt at writing

" a suspense drama that involved murdeﬁ,

"yariations on a Theme," first |broadcast on November

28, 1943 in the Montreal Drama, series proauced by Rupert

Caplan, is a play that "survived repeated rebroadcasts over
a period of twelve years.‘Its”description is given in an
anonymous CBC memo drawn up for its third production, again

in the Mpntreal Drama series, in 1946.

A fascinating piece of writing both from the
listeners’ point of view and from that of wri-

- ting technique, Shoub has taken a theme and

treated it in three different ways, the way'’s \
being characteristic of three prominent authors

of the day. A musician struggling for a liveli-

i

hood and recognition is the basis of the tnree
21
stories. -

.

The three aythors are Shoub himself, Norman Corwin, called

¢

by the Commentator in the play "Columbia’s wonder boy," and

" Arch Oboler of whom the Commentator says: "Every radio

Ne

Ayriter owes a great deb;.to Mr. Oboier for it was he who

21 | ' ‘ :
i( Communlque, CBC Montreal to CBM and Trans-Canaga,
Thuksday, April 11, 1946.(CCBS: M005723) .

{
t
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- . November 28, 1943. (CCBS: M005723), pp. 1, 10, & 20.

pioneered the advent of radio literature." Shéub is
publicly acknowled;ing the .important place both draﬁatistg\
had in his own radio writing career, during which he had
little contact with other writers in the field. Shoub’s

mastery of the medium.is demonstrated in three distinct

[

- interpretations of the premise that "jealousy degtroys not

only itself but the object of its love." He do¢s this in
22
just thirty minutes of drama. ~
The inspiration for the play ‘:ame to Shoub as he

listened to Brahm s Violin Concerté in "D" Major, whose

"Joachim Cadenza" is worked into the dramatic structure of

each story. A "Second Variations on a Theme," produced in

1945 for Montreal Drama, was also repeated on Radio

Repertory, Winnipeq Drama, and Summer Stage; its last

CBC-broadcast, in 1955, took place more than ten years

after its first. The writing styles in which it is

expressed are identified by the play’s narrator as those of |,
Clifford Odets, Thomas Wolfe, and William Saroyan.

The second of fhe two plays that reercg none of . the
prevailing wartime conditions, "Born To Be Hanged," was
broadcast three weeks after "Vari;tions,ﬂ on December 19,
1943. In spite of the similarity in the title, the script
bears no resemblance to "Man Bprn To Be Hanged,daa stage

22

Mac Shoub, "vVariations on a Theme," Montreal Drama.
*rod. Rupert Caplan. Montreal, CBC Trans-Canada Network,

24
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play by Richard Hudhes, wﬁich.won the first Canadian
Amateur Drama Festival Bessborough Cup in 1933. ’
Shoub’s play, a drama of suspense that confronts the

mystery of inherited traits of character and the ing?pc—

" table fate that is each man’s destiny; can be considered

as the precursor to a segies of thirteen mystery dramas
tﬁat\sboub was to write in 1950. The\lgi Murderﬁseries,
comprising thirfeén pl Qs produced by Raymond Whitehouse
from Vancouver, wae*fﬁt most'substantial guantity of Shoub
plays produced by anyone but Rupert Caplan.

"Born To Be Hanged“ uses to advantage the radio drama
medium, in its swift and fluid changes iﬁ time, place and
character. An obsessive_fear of a family curse, the despair
it c?eates over three generations, and the surpriseﬂending
prévide the tension and horror that 1s heightened by the
image-provoking capacity of "drama for listéning." Presen;
ted in ghe 1943 Christﬁas holiday season, the play elicited
an unfavourable pubiic-?eaction, in sharp contrast to
"Variations," probably because it was considered inappro-
priate for the féstive\;Etgsion.

As if to &et the stage for a new focus in his drama, .

Shoub wrote "The Song of the City" which was broadcast on

December 20, 1945. The scenario is that of the city, the

pulse of a nation’s life stream; its inspiration was
Montreal. The city personified, "a sprawling place with

its head in the clouds and its feet in the water," is a

1
LS



.o~

multi-faceted beiﬁg composed of living, articulate members
that. are its churches, shrinés: histof;cal buildings,
trains, and freight yards, as well as its people who play
out their brief lives within its boundaries. .

?

The Speaker combines the elements of the metropolis in

‘

an introductory monologue, accompanied by descriptive music

. o

that traces the origins of the nation back to the pastoral
qu_;dyliié Qigion”of the early settlers. There is no
sentimental lingering; narrative and music rapidly sketch
the upheaval of native people ousted from their home "with
the children and the happiness," and the fate of settlers
slain in the military territorial battles fought‘for the

country s independence. The city’s historic and racial com-

plexity 'is established as‘'a backdrop for its present life.

These monuménts sgiri out of history, out of

0 tne dusk of‘time..;shéwihg the pattern of
_heritage, the woof and warp of tradition,’the

strands of which reach‘back[into every cOuptry

in the globe..:into every language, every creed

and every racial trait.23

The theme of the city is enlarged upon in My City, a

series of thirteen plays, all written by Shoub and produced

23 : ~ '
Mac Shoub, "The Song of a City," Panorama. Prod.

Rupert Caplan. Montreal, CBC, Trans-Canada Network, December

12, 1945. (CCBS: 2000260), pp. 1-2.
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by Caplan., that were broadcast weekly from May 11 to August'
3, 1948. The city of.the series is no longer the ﬁpecific
city of Montreal but agﬁi?ity that shares in .the common’
history of the nation: Piéserving the same multiplicity of
images that marked "Song of a City," Shoub examines the |
significance of the city in a sequence of poetic impfes—
sions that bring to life its many aspects. A bustling city
train terminal reveals its good(énd bad features through
the eyes of its users in “The,Station". "The All:Night
Restaurant" gives an amusing portrayal of a hoséile and
cynical radio wrltfr in an all-night cafe. A patrol
pcliceman in "The Man on the Beat," helps kids and drunks’
with firm kindness. A lively hotel, a newspaper enterprise,
an advertising agency, a mayor’'s office--all subjedts that
are exploited continually by today’s televised drama--
undergo a critical scrutiny that reveals their ﬁidden

X .
_realities, and the human anguish and joy associated with
their existence.

The third episode in the My City series, "The Hospi-
tal," might be seen as a prelude to the drama of Shoub's
final radio.writing period when he took on the very real
social problems of his time ‘and produced some of his finest
drama. Several stories interweave in "The Hospital"; a
young woman loses her baby, a doctor performs his first
operation, a patient undergoes a cancer check. Their por-

trayal could illustrate the "ritual" that Esslin equates to

\
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\\\\\,Nﬁbral code. *

drama, for they embody the concepts of Hope, Courage and

Tenacity, virtues that are enshrined in our Judeo-Christian

"The Hospital®“-~wag febroadcast from Vgncouver over t g
&nternationaeretwork of the CBC on Oqfober 13, 1948 in the
"series On Stage. It was later included in a May 1950 “Jgint

“Hospital Fund Bréadcast" in which CBM, CfCF and CJAD
Qé?ticipated.

'Thezgg;g Murder series was among £he psychological and
vmyétery pla;s that might be said to represent 'a’ third phase
in the playw}ight’s career. Scripts for the series were
started on a Friday and dispatched on the following Monday.
by'specﬁal delivery to Vancouver from where they, were |
broadcast on Tuesday niéht of the same week. "They were
hectic and exciting times," said Shoub' who prepared several
adaptations and some original drama for the Montreal
studios during the same period. 24

The Vancouver produéer, Raymond Whitehouse, had
received his training from Caplan in Montreal. whije tﬁere,
he had worked 'on three Shoub plays, "2é4 Maple Drive,"
"wait and See," and "By Niéht on‘My Bed," all of which'were

mystery and suspense dramas. The experience prepared him

for the thirteen-episode It ‘s Murder series, which was to

24
Mac Shoub, telephone interview with Jeannette
Winter, September 16, 1985.

'
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give Shoub an opportunity to experiment with a type of

drama that, in its appeal to the imagination, is ideally

suited for the radio medium. Shoub’s scripts deploy varied

téchniques to highlight the partifular dramatic situation
of e;ch story, from stark dialogue to the stream of cons- -
ciousness approach. Whether the plays present a realistic.
situation, as in "They Never Die, Do They," in which a
woman ‘s pent-up hatred causes her death, or thé bizarre
tale of a man possessed who transfers his phobia to his
listener, as in "How Crazy Can You Get?," there is always
an underlying moral message tha£ places the wofk on a
level above that of pure eptertainment. ' ‘
In "Vengeance Is Mine," the protagoﬂist; a victim of
State injustice, is released after being incarcerateg for
14 years for a murder he never committed. The revenge he
seeks on the woman who falsely accused him has already been

meted out by powers other than his--as the title implies in

its scriptural connotation--through the tortured existence

-she lives. "They Never Die, Do They," presents thg iroqic

situation of a would-be murderer killed by the same device
she planned for her victim. The title refers to her early

dreams. of marital harmony, dreams that "become layered over
’ 25
with disappointments and frustrations."

25 : .
. Mac Shoub, "They Never Die, Do They," It’'s Murder.
Prod. Raymond Whitehouse. Vancouver, CBC Trans-Canada
Network, August 11, 1950, (CCBS:; M001127), p.l.

'
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‘An unusual angle on a murder perpetrated, with?GL

hate, malice or bloodshed, bﬁt through "emotional fric-

" tion," gives "Death ~ Handle With Care&&.a psychological

e ©

4dimensi5n that is dévelbpeé'in later’ myds
"The ﬁan who Couldn‘t Disappear," ana‘inAShoub‘s last radio
plays.'The‘drama, which uses éelodramatic‘tension-builders
that Shoub rarely résorts to, such as the sound oflpo;ring
rain and thunderclaps, deals with ‘a married wéman's fatal
trauma4over the forced adoptién of her expected child.
"Death' ;1Hand1e With Care!" can be cénsidéred a; the link
_that connects with the last phase of Shoub’s Qbrk, alread{
taking shape nine months before the first ePisode qf the
It’s Murder series. ‘ )

N,

phase, was producéd by Caplan on Octéber 26, 1949 from the

"Ashes in the Wind," the first major play of this last

Toronto studios of the CBC over the Trans4Canada Network.
The production was a first for original Canadian radio

: . .- > .

drama in. that it ran for two hours on the CBC Wednesday

Night series. No other original drama of thaf 1en§th had‘
~been broadqast in Canada before, nor, poss;bly; in North
America, Shoub is purpqrted to have said in a CBC Times
article devoted to the play. "Ashes in the Wind" is
described by shoﬁb in the article as being inspifea by a .
"statement of Freud’'s that human suffering has its or?giﬁ in
three sources: the body itself, subject as it is to pain and

decay; the outer world with its destructive forces; and
»

30
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= human relatlonshlps that can generate what appears 'to be
he most acute sufferlng. How Freud s argument is developed
as the drama unfolds wirl be examined in the selected play

analysis following this section.

N4

In the article, Shoub also describes the process of .

N

the articulatien of human~emo£ion in most of us who "put

our reactions through .a sieve of intelligence before

’ A
. .

realising them in wofds." The charaeters of "Ashes in the
~Wind," he says, do‘not experience these "reflebtive delays"™

. so that their 1nnermost feellngs of fear, hope, and guilt

5 @

surface rapldly and 1n doing so,\a bond’is formed between
the drama and the llsteners, who recognlze the deep-seated,
unVolced sentiments of their own subconscious. Shoub

further describes the play in this waya

?

Lt‘i§ a graph of human emctions reacting to a

. e

s . . " given stimulus. I have tried to make it an .

- implicit, penetrating comment on a common human
experience. The big hurdle presented itself in

this problem: how to 1ift a common éxperience
3 26
_out of the cdmmonplace.

"Ashes in the ngd" wasnnot'rebroadcast as a two-hour

drama but the script was adapted by ;he author for a 60-

, 26 : .
. "Drama of Human Emotion," CBC Times, Eastern Region
Schedule, October 23-29,.1949. p., 3. ;
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"of an elderly woman and the repercussions the sickness has - o ,1

'three consecutive weeks in September 1958. It had been

32

minuteﬂéerformance on Summer Stagé, again producea by . -
Capléﬁ, thig-time from Montreal on Jqu 22, 1956, S@oub's C T
‘30-minute television adaptation of the play was per%ormed

on Kraft Television Theatre, thch earned it a place améng

~

the year’s finest productions. It was the first of Shoub’s -

plays to be published in the American publication, The Best

Television Plays (1954). "Thank You, Edmondo" was published

. 27 . .
by the same editor in 1957. On both occasions, Mac Shoub ' o ‘

. . ‘ : rf P
was the only Canadian dramatist represented in the year’s

[N

selection. . ] 1

Thé raw emotion that characterizes "Ashes.in the ,‘

Wind," issues from a problem which was very real at the time

rof its writing, that of the sudden incapacitatipng sickness - |

on her family. The same type of dramatic treatment is given.
two other human, problems, widowhood and withdrawal, or iack

of interest in life, caused through the death of a loved ' s l

one.

ke

\

‘ i
""The Trial of Addie Garth," a "trilogy on widowhood,"

was broadcast on Drama in Sound, one episode a week for

s

preceded by an hour-long play, in August of the same year,
g

27 .
The Best Television Plays: Volume III, ed.

,William I. Kaufman (N.Y.: Merlin Press, 1Inc., 1954). . -

Best Television Plays, 1957, ed. William I.
Kaufman (N.Y.: Harcourt Brace & Co., Inc., 1957). . -~

\
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called "Goodbye the Ghosts," whlch contained the basic

characters and confllct of the trilogy but not the final

act which elaborates the process of the protagonist s

reawakening to life.

The second play of emotional withdrawal following the

“death of a loved - one, is "Hush, Malala, Hush," which'

depicts two generations in opéosition and captures the

mental abberations arising from inconsolable grief. The

play, broadcast on Summer Stage, June 21, 1959, is the last
of shoub’s major works that focuses on woman protagohists
as symbols of famlly unlty and of life,. |

| It is the quality of these’ plays that they deal thh
situations that seem familiar enough to us now through
frequent mediahexposure both in the docudrama, with its
clinical expositiop of facts dé&oid of emotional nuances,
and in pbpu}ar‘drama, with .its exploitation of the
emotional and its sacrificinélof the didactic. When

plays like "Ashes in the wind" and "The Trial of Addie
Garth" were written, thevaerefinnovative works that
sometimes evokéd audience disapprcval because of the
frankness with which they'revealed the f}aws in human

behaviour. ‘

o

Other plays that might be defined as belonging to this -

phase of creative activity are "Hit And Run," dealing with
N ' .
a mah’'s remorse and eventual acceptance of the justicé he

tries to avoid by abandoning the victim of a car accident;
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"The Black Carriage," which depicts the symbolicﬁarama of

the death of a baby in its cérriage; and "A Matter of

Life," an early original television play produced in 1957,

which -focuses on the problem of drug addiction and the
father/ daughter relationship in a motherless home.
Shoub’s "Elegy to the Uncelebrating," a 1960 New
Year’'s Day production, directly descended from the 1948 My
gigi series insofar as subject, style and tempo are
concerned, bringsnother problems to life in‘ﬁrief, poignant
scenes--the final moments of a broken marriagé; a wife-
beating teacher s dread of going home for fear of again
lpsiné his control; and a stree£wa1ker's death wish. "Where
thgre was a cause that seemed worthwhile, I didﬁ‘t mind
béing a bit of a polemicist,”" Shoub told me during an’
interview. He then recalled the social atmosphére of the

times and the secrecy which shrouded behavioural and social
: 28

- deviations from what wds considered normal conduct.

Shoub s dramatizations of such subjects are reminders,
in any period, of our human propensity to err, or to sin,
or to hreak’'the law--whichever viewpoint £L£S our ideology.
They also"point the way to retribution and transformation
while evoking sympathy and compassion for those ifvolved.

Two plays, "The 0ld Man Says ‘'No " and "Stud§\;n Black

. ‘w

..

28
Shoub interview. November 28, 1985.
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... And Other Colors," produced within the last éecade of
Shoub ‘s radio writing career, evolve about-a social problem
but without the same urgency to define it in its more
comimonplace setting. Thié seems to establish a less intense
bond of reéognitiOn between the listener and the charac-
ters, at least on the level of emotion. The plays are fast

-

paced with a strong story line that suggests a greater

\

affinity with the realistic w;itiné of Shoub’s murder
plays. '

'The protagonist 6f “"The 0ld Man Says ‘No’" is not the
urban victim of city developers but a rural settler of

British Colombia who temporarily obstructs plans for the

expropriation of his land for the development of "the

world ‘s largest power site at Kooka Landing, 160 air miles

29

-west of Prince.George.” * A scenario not, unlike that of

Earl Birney’'s "The Damnation Of Vancouver," broadcast by
: 30
the CBC in 1952,
. o, ,
While Birney’s play is a satirical protest against the

proposed damn, and an indictment against the destructive

sweep of industrial development on nature and society,

29 , , o
Mac Shoub, "The 0ld Man Says ‘No’," Summer Stage.
Prod. Rupert Caplan. Montreal, CBC Trans-Canada Network,
October 1, 1957. (CCBS: M005690), p. 11.
30

, Earle Birney, The Damnation of Vancouver, (Ontario:
McClelland and Stewart, 1977). Birney claims the scheduled
1957 TV performance was refused on account of a parllamen—
tary committee’s ruling on what it called “highbrowism" in
CBC broadcastlng p. 5.
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Shoub ‘s play, satirical in some of its elements, is a
reconciliation with progressive industrialism and its
effect on iﬁdividual lives. ,

lJThe 01d Man Sajs "No"" is the one play of. Shoub’s
canon that might'fit william solly’s theory "that there
would seem to be a genuine, even an instinctive, pfedilec-
tion in our [Canadian]ﬂdrama for the prbblems of the
aged.“31 It will be considered ip this conteéext in the
following section sinc&€¥it also illustrates the major
themes dominating Shoub ‘s drama. .

"Study in Black ... And Other Colors," the last of |

Shoub “s radio dramas, broadcast in December 1965, is not
available as a script although a taped copy does exist. A
«play that présents the dilemma of gdbd and evil, its prota-
gonist, a black lawyer of irreproachgble integrit&, is :
‘chal lenged y;;h a bizarre propos?l t;.commit a murder that
.would vindicate his father’s 1ync€ing death, his mother’s N
resulting madness, and the squalor and deprivation of his
childhood. Overtly a racial confrontation, the‘piay has an
underlying level of meaning reminiscent of a morality play.

The black protagonist strives to overcome the temptation,

with its promise of vengeante, riches, and power, with

31
William Splly, "Nothing Sacred," Dramatists in
Canada, (Vancouver: University of British Colombia Press, .
1972), p. 47. . : '

e
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which the white. figure of eQil, "the Devil," entices him.
The female character, the lawyer’s wife, is the ;ational
voice of a moral code based on the scriptural ideal of
love. The only post-war play _by Shoub with a non-Canadian
setting, dictated perhaps by a sense of nistoric berspec-
tive, it toucnes on the universal problem of racial
diécrimination qnd'natred. ) '
Apart from thé original plays, or tybes of piays,

mentioned in this review of 8houb’s work, some historic

plays, like "The Trial of John Doughty" and "La

Corriveau," were written by Shoub for the Famous Canadian
Trials series. They are, included in the chronoloéical list
2
of original dramas in the Appendi:es. !
In this first assessment of the original radio drama

writing of Mac Shoub, four major di;isions, or phases, have
been suggested. The plays within each phase are not neces-
sarily confined to strict chronological Boundaries although

they might, for the convenience of the next step in the

consideration of his-work, be classified as follows:

Phase I War and war-related plays, 1942-May 1945,

Phase 2 The individual and the city, June 1945-1949,

Phase 3 Psychology, mystery and murder,,1950-%957,

Phase 4 Drama of Human emotion deriving from common
N -

social problems, 1957-1965.

Because of the large amount uf drama produéed;and
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adapted from classiéa} works that, with Rupert Caplan’s
vision and Mac Shoub’s writing skills, acquainted a
listening aﬁdignce with literature they might otherwise
ney@} have known, it seems worthwhile :to note Eriefly the
major adaptétions falling within the different phases of
* Shoub s orié&nal writing.

The 1list of adapted plays in the Appendices has been
drawn up from the CBC Drama Bibliography, the Mac Shoub
cSllgctién, and from articles in the shbub scrapboock. It is
po;sible that several plays have been omitted because of
the lack of adequate records. However, conversations with
the author himself would seem to indicate that the most
significant adaptations have‘been recorded.

Five hal f-hour adaptation§ have been identified in-
the initial phase of Shoub’s radioc writing career, three of

. them in the CBC ﬁussian Play Series which included ' N

Chekhov’s Three Sisters. 1Included also is "Address
Unknéwnf which. was mentioned at the Beginning of this
chapter. Looking back)awith a long egperience of radio
writing behind him, Mac'shéub7eyaluates this eafly |

initiative: ' : ,

It was a tremendously difficult thing to do,

. . ./
virtually impossible because it’s ["Address

L —

Unknown"] simply a series of letters; that go

across the water from Germany and back until

i

&

-~y
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the final one comes back marked "address

unknown." So there’s basically nothing in there

32

;7) and it was a pretty new form that I just
inadvertantly created for myself.

There were two adapted plays in the second phase, oﬁe
was "The Dybbuk," by S. Ansky. A metaghysical'drama,
whose title means "the devil," it represents one of the
rare occasions wheﬁ Shoub worked with a strictiy Jewish

story. The play, which was broadcast twice from Toronto on

éBC Wednesday Night, with Rupert Caplan producing, was
latef,adapted by Sﬁoub for televisioﬂ. -

The third phaselyfrom 1950 'to 1937, included a prbdi—l
gious ,amount of'adapted d;gma that helped maintain~
Montreal "5 status as a.major centre for radio drama, in
spite of tﬁé growing tendéncy towards a centralized drama .
producfion from Tofénto..During this period,,Homer’s The -
0odyssey and The Iliad were each broadcast in thirtgen“ﬁ ’
weekly installments. The Odyssey, which received a 1954
Ohio State Radio Drama Award for the interes£ing and provo-
cative way in which it handled the classics, was r;broad-‘

/cast the following year.

Cecil Woodham-Smith’s Florence Nigntingale was

dramatized in thirteen half-hour broadcasts from April to

32 ‘ : : ‘
‘Shoub interview, November 28, 1985.
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July, 1955. In writing this adaptation, Shoub made use of
the heroine’s letters and diaries, which she conserved from
an early age, as an additional source of dialogue.33 In
August of the same year, the first of a weekly thirteen- /
part dramatization of Woodham-Smith’s The Reason Why was

broadcast. This account of events 1éading to the fatal

"Charge of the Light Brigade," which sealed Britain’s

‘military defeat in the Crimean War, was followed by a third

serialized adaptation of a Woodham-Smith work, her book on

the Irish famine, The Great Hunger. Shoub recalls writing

the thirteen episodes and there is evidence in his private

_ papers that they were produceé by Caplan in Montreal. The

4

dates of broadcasting are notainown, however, since no
scripts and no official re;ords are available. The few
records maintained by the CEC, dr'by Caplan himself, of
\broadcast drama groductions of tﬁe time were either lost or
destroyed in the transfer to new hegdquarters, before
Howard Fink initiated the search to recuperate the
"artifacts” of this important pericd in Canada ‘s cultural
history.

A series of Damon Runyén stories was also prépa;ed for
thirteen half-hour broadcasgs from November' 1955 to January

T

1956. It was.followed by Thomas Hardy’s Tess of the

a/// f
33 : .
"The Life Story of Florence Nightingale,"

CBC,Times, April 10-16, 1955, p. 12,



D ‘Urbervilles which was dramatized by Shoub for weekly

broadcasts from August to September 1956. That same year,

Hugh MacLennan ‘s”¥wo SoliFudes was presented in seven
episodes. During a_recenﬁ interview I h;d with him,
MacLennan récalled that fhe radio dramatiiation of thg
novel, which focusesmon Frénch/English relations in
Montreal, was "very good." "Canada had a very good record
with radio plays, one of the best in fhe world, in the old
days," henadded.34

shoub, like Caplan, was aw;re of éhe importance of
French-laﬁguage theatre and radio drama in Quebec. A long-
standing friendship with Marcel Dubé, the French Canadian
playwright, led to a Shoub-translation and adaptation of
Dubé’s play "Zone." ﬁubé, in turn, translated and adapted .
for teievision “Ashes In The Wind" ("Cendres") and "La
Corriveau" ("La Cage") both of which appeared on the
French-language television of the CBC (CBFT) in 1957. In
1961, Shoub’s translation and adaptation of Dubéf§ "Le
Temps des Lilas; Medée" was broadcast under Caplaﬁ's direc-
tion, on CBC Wednésday Night.

<

One of the most outstanding programs, that illustrates

’

Shoub s capacity to selective judgement in the adaptation

of theatrical drama.for radio, is "Anvil unto Sorrow," a

34
Hugh MacLennon, interview with Jeannette Winter,
May 15, 1986. (CCBS: no number).

-
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1

commemorative broadcast dedicated to the life and Qorks of
Eugepe 0°Neill. The three-hour Qrogram,,preserved almést in
entirety oh tape, traces O’Neill ‘s development as a play-
wéight through excerpts from Hié plays, adapted for the
&edium of radio. In spite of the puritanic approach Caplan
had adopted in nis wofK. imposed to a large extent pylthe
social context, Shoub réfused to compromise with the
O:Neill vocabulary. The reaction from éertain quarters was
voiced in a public protest to Parliament expressed by a
House member who thought fit to congr;tulate CBC for jits
Grey Cup program in the same protestation speech. As a
comment of the tiﬁes, an excerpt from the speecﬁ is

recorded here:

Just so that we would not ever have a repetition‘of
a program that was broagcast on March 10 in the
form of an appreciation of Eugene O “Neill, I should
like to tell the house some. of the things that were
broadcast on that prog.am. This was the filthiest
.program.I have ever hegrd over any radio. The cur-
sing that went on in it wgg agéglutely disgusting.
there were some 125 pages of script,‘and 1 believe
in 22 places they took the Lord’s name in vain. It
was a very low type of program. Eugene O 'Neill may
havé been a very great writer, but I do not believe

it was fitting or becoming for our radio broadcast-



ing 'system to pay tribute to the man in a manner.
that would be disqusting to most Christian homes in

35
the dominion. ,

.

The program was hot the last oflp'Neill’s workﬁtp be
Ipresented as radio drama to a 1950’$ Canadian audience,
however. "Anvil unto Sorrow," was hailed”as‘a triumph
in iiterary and theatrical circles, and Carlotta O’'Neill,
the pléywright‘s widow, impressed by the production and the
interest it aroused, granted.exclusive Canadian rights to
Caplan for the production of “™Long Day’s Journey Into
Night," a.blay 0 'Neill withheld,from production during his
lifetime. After its Canadian stage premiere at Le Thé3tre
du. Nouveau Monde; Sboﬁb.prepared a two-hqur radio script uf

\

the play which was broadcast on CBC Wednesday Night on

September 23, 1959. A "First Award in the class of cultural
.programs, " was given the play by the Ohio Stqte University
in 1960.36 Another 0 Neill play, fDesire Under the Elms,"
and three' Chekhov élaYS were among the comparatively few
adapfatigns Shoub ,prepared dur}ng the last phase of his
playwrighting career.

35 ‘

‘Mr Hosking, House of Commons Debates,.

official Report, Thursday, June 10,1954, pp. 5807-8,
36

"Rupert Caplan}" CBC Times, August 13-19,
1960, p. 10. . :
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3. THE PLAYS { o ‘ ' .

The Major Themes and Images

.
v

Moreover, as:we shall see, while democratic

taste dictated that the most frequently
broadcast dramatic forms wpuld be p¥pu1ar

* . .
. radio, such as mystery, adventure, comedy,

and soap'opera, the necessity flor-ra io

dramatists to éxpress themselvels in these
popufar forms ;:;Ltimeé produced drama able

to communicate serious themes ih a meaning-
: 37 ' :
. ful fashion.

. Th%pabove statement, cited from a descriptive and

ahalytical‘argicle on the development of Nd:th American

\ ’ i
radio drama, anticipates what Héward Fink calls "serious
Canadian radio drama in English." In contrast Eg&the banql

and Stepeotypic d;éma of the sponsored production, this

' serious, often experimental, radio drama was able to flou-

rish under the aegis of a government that‘est§blished the

i

i

‘necessary structures to favour its growth and survival,
&

. N -
’-

(S *
37 . g
A\ .Joward Fink, "The sponsor’s v. the natipn’s choice:
North AWerican radio-drama," Radio Drama, ed. Peter Lewis,
(New York: Longman, 1981), p. 188,
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The regional centres created across the country were.

each endowed with a "long-running series ... as the show- .

4

case for serious radio-drama activities." The Montreal

~regibnai series, Montreal Drama, was under Rupert Caplan’s
direction from its establishment %g 1941 until his retire-

nfent in£1968./Bach regional series, says Fink, "received

the creative stamp of the producers who were }esponsible
' L 38 -

in ‘tufn for its production." ) '

o Speaking of the type of freedom that the artiét_theh

;;éhﬁoyed in comﬁérison with the constraints that bind a’

writer in the commercial field, Mac Shoub is reported to

o
<

_have said:

1 1

It was an exciting thing to be a young Canadian

writer ... you could go off-beﬁtf\grow, experi-
. ’ < L4
. ment. .... But the CBC has been horribly seduced

by the advertisers [in 1958]. ... It's got to

4

be safe;, for the sponsor. This is the big "’

corporate attitude. The sponsors would rather
. C 39 7
. : . the script be dull--but safer-than good. -

It is evident, from a survey of the themes around which
Shoub builds his stories, that a good drama for him is one

o

‘ 38 ' )
. Fink, pp.. 232-236.

4 __

39 . :
. George Brimmell, "The Gloomy Shoub Lashes Out,"
The Telegram, Toronto, Saturday, 'November 1, 1958. p.TV-7.
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that sets its gharactér; in a dramatic confrontation with
. | , :

the fundamental mysteries of humah life; death, suffering,

man’s inclination to evil, and his capacity for good--

themes that have constituted the basis of man’s myth making
in all societies and.at all times. )
~Shoub’s concern with death, evil, and retribution
marked the choice of his first adapted play "Addressl°
qunown,é in which anoacéycf betrayal, justifigble even in’
its horror, becomes tge grounds for an equally éqrdia act
of retribution. Here death is implicit in the two acﬁﬁon$,
the first, the death 6f an innogent victim, tne second, fhe
‘dé;th of her betrayer. In a later original pléy, "yengeance “
Is Mine," Shoub develoés the idea of the innocent victim,
figurativel& dead in the unjust imprisonment that robs nim
of his youth, whose beﬁ;ayer's death,ﬂalso figurative, is
‘ that which comes from a mind tortured by a constant cbn-" !
éroﬁtation with the evil which it epgendered. &
In his first original radio play, "Dear Mom and the
White ‘Angel, " ShouB intgpdqus the theme of death as a
. ﬂife-givinq sacrifice, a theme not uncommon in tiﬁés of war
when the blood of the slainvsoldiér becomes the purifying
force through»ﬁhich a new and peaceful world can be
founded. The preéedﬁe of an Angel in the pléy sets the

sacrifice on a higher, metaphysical plane akin‘to the

afchetypai Easter sacrifice which, in the Christian belief,

. ,
is the pr%iitiaEbry act through which mankind is” saved. A

I
¢ a




"~ wisdom ... to know all things that are in the earth.

B

similar symbolic anqysacr1f1c1a1 death theme is present in

~

"Thank You, Edmondo." S " \

\ |

In "Study in Black ... And -Other Colours," the under-

a

. S .
lying innocent-victim and vengeance themes are made more

forceful through the the angel-like character of Easter.

hY

. "Angel-1like," that is, in its scriptural connotation of

a

4
messenger and mouthpiece of God. In her role as.counsellor
to her husband, who is torn between Good and Evil, Easter
becomes like the scriptural angel of God, possessifig "the

40

The child as 1nnocent victim is the un1versa1 child,
victim of the ravages of war and of oppressive systems that
kill through the suppression of freedom. "SuffgrxLittliA
Children," one of Shoub’s early war plays, elaborates the
innocent victim theme through a tombination of scfiptural
images, a fantasy afterlife, and thé grim effects of modern

warfare on the lives of civilians.

- The symbolic death of freedom 1is the theme of a 1942

play "If a Man Should Dreanf," chosen for the Best Plays of

the Year series from Vancouver in 1943. A call to arms to

Canadians, it is a reminder of the historical struggle for ;

" freedom Ybugﬁt and won through the "blood of martyrs."

Freedom is lost, in the dream fantasy, when the Nazis

invade Canada. The development of-the theme through

A

SN /
40 ) .
<II Samuel 14:

47
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o

successive images of repression culminates with the image

of freedom as a fragile flower needing care for, should it

die, "everything worthwhile dies with it. There is nothing.

4] h
to live for ... nothing."

\\\\\\ Death that assumes more significance than life, not

S~

because of its sacrificial nature, but because of the ease
- .
with which it can be accomodated in society, is present as

~

a théme in" the bitter satire of "Dauntless Once in Khaki."

. The commemorative statues raised up for the dead

become a placeifcr.sparrows tolre;t
And a place for rain to fall '
And the wind to whisper. e
And men, being duty bound, shall 6ccasiohally'
deposit at their feet |

‘Wreaths more alive than they.42 .

1

In contrast, the @?ad wife, 1n "The Old Man Says 'No’," 1is

a source of life .to the old man, whose stubborn refusal to
' #
comply with the expropriation ruling is caused by his

incapacity to accept life without his dead bride. Death as
the -1neluctable end to all life is a themeé of "In the End

/\\

41
Mac Shoub, "If a Man Should Dream," Pre-Campaign

War Savings Bgoadcast. Prod. Rupert Caplan. Montreal, CBC ¥

48

Trans-Canada Network, July 26, 1942. (CCBS: no number), p. 14.

42 P .
Mac Shoub, "Dauntless Once in Khaki," Radio
Répertory. Prod. Rupert Caplan. Montreal, CBC Trans-Canada
Network, October 10, 1946. (CCBS: M005743), p. 9.



Is the Beginning," which celebrates life in the midst'of
Qeath, as-thrge doomed men discuss various philosopnies of
human existence.

The enién@ of life 1n death, or the potential of life
1n death, is present in much of Shoub’s work where,.ln its

more ominous appearances, when the symbol of éontinuity

A}

perishes, 1t 1s made to serve as a warning of human
nature’s capacity to destroy that which maintains it in
‘1ife.-In "Wait and See," a husband destroys his pregnant

wife whom he believed to be incapable of bearing the chil-

—
.

dren he craved for. His near confession to what seems a
perfect crime, cantains the elements of the theme of life

1in death, "1f murder were the only way for me to bring life
. 43
to creation I would ..."

The paradoxical themes of death in life and life in
death form a synthesis in ?Semmelweiss," a drama about the
19th-century Austrian physiéian of the same name,‘who dis-
covered the causé of puerperal fever, the killer of nun-
dreds of mothers and newborn babies. Crusading for hygiene
in the hospital, Shoub’s Semmelweiss discovers the life-

destroying poteﬁffal of death which is expressed, through

~ .

the Narrator, in this way: ~—__

And suddenly in a flash, his mind‘reeling,

"

43 .
Mac Shoub, "wait and See," Listening Room

Only. Prod. Raymond Whitehouse. Montreal, CBC Trans-Canada

Network, August 16, 1946. }CCBS: M005796), p. 19.
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Semmelweiss knew the trpth—4a corpse was not

a dead thing; It was alive--with the germs of

death!44 ¢

The theme of regeneration, explicit or implicit in

Shoub’s work, 1s common to all human belief;, whether the
regenératiop transpires on the same level 6£ being, through
a continuation of inherited experiences and through rein-
‘carnaéion,_or on a higher level of being, through a
spiritual resurrgction. Josepn Campbell calls it "the
primal mythological scene™ iﬁ which "the cycles of the
plant worlds become models for the myths and rituals of

45

mankind." The role of ritual in drama as a means to

sustain the moral code of a society has already been

‘\\ " discussed in'relation to Shoub’'s work (see p. 21).

Many other aspects of death are incorporated into
‘Shoub’s dramatic themes: acciden;al death; death through

» sickness, fear, and despalr;\and tﬁ; metaphorical death
which 1s the withdrawal from life through desperation, -

insanity, and misery. Contingent upon this .theme is that of

]
L}

bereavement which, except in the case of the old man

mantioned above, is presentedofrom the woman’s point of

44 .
Mac Shoub, "Semmelweiss." Prod. Rupert Caplan.
Montreal, CBC Trans-Canada Network, no date. (CCBS: no
number), p.6.

45 . .
.Joseph Campbell, Mytlis Ta Live By (New York:
Bantom Books, 1972), p. 55.
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view. It might be said that "Ashes in the Wind" deals with

a £ype of bereavement by anticipation, in which case the
patient s unmarried son, Willie, who lives with his widowed
mother wouid 6% the first affected. Mrs Crandall’'s physical.
death 6;éurs only at tne play’'s end, however, so that its
repercussions on Willie’'s life extend beyond the ac;ioh of
the play. '

Shoub deals with bereavement by a confrontation of 1its
resulting ionellness and grief, which leads to a reconcil-
Jation on the part of thg bereaved wiéh the death, followed
by a recommltﬁent to life. So that bereavement becomes a
kind of spiritual death from which a new life emerges. The
bereavement theme, predominant in the'last phase of Shoub’s
~radio drama writing, will be examined in more detail an
some of the selected plays éf the next section. The theme
does have its antecedents in Shoub’'s earlier wriping,
5ut the bereaved characters are not depicted with the same
degree of intensity and emotional strain. In "Hello Joe,
What Do You Know?," a 1944 play that uses fantasy and
dreams to‘producé a supernatural effect, the bereaved wife
is reconciled to deatn through visions of her lost loved
ones. "My Own, My Natie Land," "The Hospital," and "When
Thy Day Comes,J all presewt‘varloué aspectg and 1mages of
female bereavement, the last with no fecénciliatlon‘to life

and, this, because its major theme is the loss of freedom

which, in Shoub’s work, is synonymous with the-loss of



%

v g

~ \‘
life itself.

Guilt and retribution are also interwoven into many .
of Shoub’s radio drama themes, particularly those of the
early war plays and-the‘mystery/murder plays. The quilt is
all-consuming, slowly destroying its subject through self-

s

imposed‘torgure. "angeance Is Mine" apd "The Mag Wwho

Murdered My wife" fllugtrate the theme of guilt and t;e

" .power of the conscience over the ﬁind and body.
Retribution, on the'other hand, is punishment imposed

on the unjust from outside powers; usually by a symbolic

figure of Justice. It is the theme of "Death and Transfig-

uration” and "will You Forget?" both plays from the first

phase. of Shoub’s writing. The supernatural force of retri-

bution is' made explicit in the 1949 play, "Wait and See.”

r

1

QEERCE: If I killed her, and you w;yl never know,

A B Captain, if I did--it would have been with a.
clear and easy conscience. With the voice
of God beside me. . \

WILSON: Too'many people hear that voice without
understanding it fully, Mr Bierce. And if you
have appointed yourgelf an agent of human dgs—
truction, rest assured He will speak further

. 46
to you. You will be hearing from Him again,

46
Shoub, "Wait and See,"” p. 18. " T
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The universality of humaé,greedland cruelty 1is another
preoccupation of Shoub’s that occurs frequently in themes
which,* invariably, are offset by individual acts of
kindness, unexéected’sacrifice, and heroic resolutiop as in
"Let There Be Light," "Will You Forget," and "By Night on
My Bed." In tne latter play, a woman's deep-seated fear of
ﬁén, arising from a traumatic incident in hér youth, 1is
633?66%e through a man’s love.

| If'ghe virtue of love is the ideal under;ying most of
the dramatic situations in Shoub s work, fhe presence of

<

its antithesis provides some of the major conflicts that
& v
reappear in many of the plays. It is through this éf/ .

dichotomy--love/hate, good/evil--that Shoub’'s work Béqgmes

the "political event" about which Esslin speaks in An >

Anatomy of Drama, in that it serves as a reminder of the

T

“rules of social coexistence" and reasserts "the code of
' 47 - )

conduct of a'given society." -
q

The script of an unéroduced satirical play "Tne

Gentleman Talk of Peace," one of two that were refused

during Shoub’s radio playwriting career, indicates that

L]
Shoub felt strongly about the dehumanizing effect of power

politics. The play, written at the war’s end in 1945, is
critical of the authoritative figures involved in negotia-

ting peace without regard for tnose, from all nations, who

\1*5‘(
47 ‘
Esslin, p. 29. .
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sacrificed their lives for its cause. .

Itlhas'not been possible to cover all the plays in
this su;vey: Those mentioned were judéed to‘?e the most
appropriate for the context in which they are used. The
radio plays that are treated in greater detail in the
follg@@ng section ha?e been selected because they
illﬁstréte the éredominant themes, images and ideés
mentioned above, and because they demonstrate excepéiona1~

-

literary and dramatic qualities in Shoub s canon.

<

BERR I
I S

L
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Choices and Methods of Analysis of Selected Plays

‘Radio, " I once heard a particularly sonorous
Corporation executive say, ’is, essentially; an
aural medium.’ Thaé is true only to the extent
that print is a visual medium.. You must be able ,

L4

: to seé in order to read; you must be able to hear

in order to listen to a radio play. Neither

statement says anything at all, though, 'about

what should be written for the radio set rather

than for the printed paqe.48

1t is unfortunate that the plays selected for a more

detailed study are not available in the form of taped
broadcasts. Tne’one exception, "Thank You, Edmonéo“ and an
earlier, shorter, version of the trilogy "The Trial of
Addie‘Garth" entitled "Goodbyé the Ghosts," have provided
an opporthnity, however, to experience the written word
in the context for which it was lntended Listening to
these tapes, and to the four.others in the Mac Shoub Col-

lection (indicated with an asterisk in the play lists in

‘the Appendices), has been helpful in elucidating production

"

48
Jonathan Raban, "Icon or symbol: the writer and
the ‘medium’," Radio Drama, gd. Peter Lewis (New York:
Longman, 1981), pp. 81-82.
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) , . r
directions, and in demonstrating the importance of intona- ‘ : ‘

tion, pacing, volum

(1]

, pitch, contrasting voices, music,

p—

éoﬁnd effects and silence--technical features taken into
account by the dramatist in the writing of the radio play.

Words that might seem insignificant on the printed
page assume a depth of meaning and a purpose in the
unfolding drama, that can only be fully appreciated once
they are set in moti?n thfough the medium for which phey
were prepared. The plays are specifically radio plays and

L)
...are, moreover, not interchangeabl with theatrical pla?s,
where ﬁuch of their dialogue would be superfluous and theif
‘spatial and'teﬁporgl transitions unworkable.

A study of the words of the scripts such as this
thesis is, cannot bring to life the art form, although it
can attempt to d%scover, through the written artifact,‘xhe
secret of 1ts impact on the listéning'populaticn. The study
can also evaluapg the qualitlgé of the artifacts as drama-
tic literature belonging to a particular périod in'the
country;s cultural history.

The rationale fqr‘the selection of the following plays
has aiready been given in chapter 1. No attempt has been
' made'to select plays in each of the .phases suggested as
gaides to the various stages of Mac. Shoub’s creative drama
(see p. 37). However, as a pSint of reference,'it might be

noted that no plays have been selected from the.second

phase, "the individual and, the city," and only one from the

“

- o4
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third phase, "psychology, mystery and murder." This gkclu*

sion in no way implies that the scripts, many of them out-

standing in

their fie;d,‘do not warrant more Qetailed

iy . S . N4 .
consideration. It means only that, in my opinion, Shoub’s

qualities as a radio dramatist concerned with human values,

beliefs, emotions, and needs, are best illustrated in the

chosen texts enumerated below in the order -of ‘their first

broadcasting date.

- - Dear Mom and the White Angel - January 5, 1942

- O pay of Joy and Gladness - Septémberx'9, 1944.

- In the End Is the Beginning - April 5, 1945

Only the Tears Have Spoken - May 5, 1945
- Thank You, Edmondo - January 24, 1946

" "=--Night call - December 1, 1949

. - Ashes in the Wind ~ October 26, 1949

- The Old Man Says 'No - September 1, 1957

- The Trial of Addie Garth - August 17, 1958°

The nine plays will be considered in chronologicaL

to. it .
order. The preparatory steps were ‘basically the same in the

case of all
examinatian
characters,
resolution.
radiophonic

directions:

/ »
the plays in the qd%on. These were, first, an

of the dramatic/é;ructure through thé plot, the

/

the elements of tension, and the climax and
Second #as an examination of the specific

e

e
features revealed in the playwright s written

sound effects, tone of vojce, pacing, and so

v
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on; and revealed also'in the time and placé changes tﬁat‘\‘ . 4
carry the story into theﬂpast or future, and give charac- , f
ters and events more depth. Intérié; monologue, overlapping'

dialogue, and fantasy seguences are other features of the

radiophonic form of drama considered at this stage. Third

there was an éxamihation of the plays as literature: in tﬁe

symbols, fiéures o{ sﬁéech, tﬁemes; levels of meaning, and

myths they CQntaiaﬁ\\\ ' \ 4 e
" fThis preliminary study reveaied the distinctive fea-
tures and similarities of khe plays and led to the final , {
choices of ébé nine"plays wh;ch form the basis of éhe more -
detailed’ examination. Since éﬁe thematic content of the

~ plays has a1¥eady been discussed as a major unifyiﬁg feat~
ure the commentaries on the selected plays will reSpond
uprimafiLy to.the-individual.character of each play.

;

The works of Martin Esslin, An Anatomy gglgramal and : N

of Northrop Frye,-Anatomy of Criticism, both already cited -

in this thesis, together with _that of Eli Mandel, Criticism:

The Silent-Speaking Words have been used in conjunction. .

with the scripts, and‘they have provi

| .

ded the guidelines for
some of the observations. Since Qhe“gorfééted plays nave

already been discuésed in relation fb their social context,
“ , . \ .: ’ , ! - .
no further consideration will be given this aspect of the U

dramas unless it is essential for the understanding of a S

w

particular play, as in The Trial.gg Addie Garth. ‘ ' -
LI [
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4. ANALYSES OF THE SELECTED PLAYS

1

One had to unlock a certain inhibitory

process in the liségﬁer*by what one 'wAs } \
doing. The Listene? became caught. mﬁenjk e
suddenly, thpse inhibitori, like a‘draWj:

bridge ... a portculis, would éJEdgnly

. o
come up and they [the listeners) would

/ 4 G~ , °

14

enter this imaginary wgrld.

’ 8
The imaginary world of Mac ‘Shoub, peop#d with

recognizable characters who, by their acts, words, and

3 emotions, reveal-the'heights to which humanity can rise and ",
. i '

°

the depths\ko which it can/dgscendnw{s‘a wor}a'that
‘acknowledges a superior force which unites individuals in
their quest for lifé and fulfillment. y

\. : . The supernatural, in Sgoub's work, is rarely personi-

~fied by a being, or an element, that is distinct from the

character experiéncing its influences. It is present rather

e -~ ’ B

#/’////i/’/,//’j“* religibus'or, more explicitly, a scriptural guality that is

d//;/’/////gbaent from the work of Norman Corwin, one of the. two
—— dramatists who most influenced Shoub’s early writing. Cor=

' 4 9 . »
Shoub interview. April.3, 1986.

vyt
” f

as an undefly;ng energy which gives’thé work something of a

59
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" win might‘Pse biblical names and biblical stories, with .

b3

T o\

. which to build'a play, but the mode‘is~éatiric§1 and the

K effect, iconoclastic. His notes on "Samson,” a 1941 radio

drama, are indicative(pf his approach: ' <

Mahy an irreverent man in a tight spot has
petitioned his god for hélp. The whole legend
is atheosophic, so that the liberties of this

.50

b version need offend no zealot of the church.
: r ' . .

Shoub “s early work would’seem to reveal the influence .
of Corwin more in its,style, which combines free verse, .
long monglogués and pithy dialogue, in the directness of
its-attack,‘in‘its democratic sentiment, and, oqpasionally,

o

in the choice of subject. The following plays might, in R

-

sonie measure, owe a debt to Corwin, one of America’s finest
- ?
" radio dramatists, ‘but they bear the~indelible stamp of

their origindtor, Mac Shoub. ' .

o,

"Dear Mom and the White Angelu'(January 5, 1942) ista.
play about a young seoldier’s discbvery of the meaning of

life, which he communicates.in .a letter to his mother
< . ‘ . : 7
P 50 o ‘ <
‘ Norman Corwin, "Samson," More By Corwin
(New York: Henry Holt & Co., 1944) p. 226. SR : .

o
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written from the battlefield moment; before'he is killeq by
a shell. A drama of contrasts, this first broadcaét work cf
Mac Shoub uses to advantage tﬁe possibilities of drama for
listening with its shifts in place‘aﬁa time, and its inner
dialcgqgue. The satirical boy-meets-girl scene of the play’s
opening presents the. superficial conversation of a chance
encounter, accompanied'by romantic music that,'as the
dialogue érogrgsses, reaches its finale in the weddirg
march. The transfer to the field cf battle is made through
a challenging Narrator figure that voices the playwright’s
concern. "Is 1t enough?" h% questions, with reference\to
the sentimental love scene, "Or shall 1t be sterner stuff?

- . ' 51
Nobler stuff? The stuff that dreamsfé?e made of?"

The Narrator 's role is overi The message that the‘piay
delivers 1s now vciced by the Angel. This supernatural,
chdaracter, whose presence cén be taken either as the, voice
of Tommy’'s enlightenment or as an actual spiritual manifes-
tation, 1s prefigured by words and scenes from Tomﬁy's
childhocd. The advantage,‘nere, of radio cver stage drama
1s that it doés not impcse a visual imagé of a character,
tne Angel, who might not be credible to all llstenersv but
allows the imaginative process of each'llsgener tc "seé"‘
the charactér in the way it chocses.

51 .
"Mac Shoup, “"Dear Mcm and the White Angel,” Montreal -

Drama. Prod. Rupert Caplan. Montreal, CBC Trans-Canada

Network, January 5, 1942. (CCBS M007694}), p. 2.
All future references to this work appear in the text.

4
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As a fantasy figure of Tommy s imagination, the Angel
could be the reasoning mind that, when confronted 1}th
imminent’dgath, understands suddenly and clearly the mean-
ing no§.only of its own life, through a revival of past

events, but thé meaning of all life, through a spiritual

illumination or catharsis.

ANGEL: What are these things, sol&ier? These things
learned by you who are so younj in years and
yet older than all time in spirit?

TOMMY: 1t is the knowledge that I am free. I have
‘never bean as free as 1 am now. My copsciénce‘
is free for‘I know what it is I fight for.

And we who fight ARE free peoplé. We are

men, without shadows. (p. 10).

As a "real" character, the Ange{ on the battlefield has
‘entered infq the mytholbgy of Qaffare. Angelic visitations -
\as precu;soré of death or of victory in battle were the
frequent claims of soldiers on the battlefield in the two
;world wars. ¢

WhethHer arising erm the 1m§ginat10n or from g superQ
natural incarnation, the Angel is a symbolic figure qf
wisdom and of rebirth. From thiénbérspective, the play

B

" could be seen as a 20th-century version of the myth-play

which Frye traces back to the auto sacramentales, or

\

Eucharistﬁplays, of the Middle Ages. He comments:



The appeal of the mytn-play is a curious mixture of
the popular and the esotenﬁc; it is popular for its
immediate audience, but those outside its pircie
have to make a conscious effort to appreciate it.52
.0n the level of religious symbholism, the Angel in the blay
represents what Frye, in the. above context, calls "the
symbol of spiritual and corporeai communion," as well as
the symbol of resurrectioA or reawakening to a new life.
Although angels appear frequently in the 0ld and New
Testaments, onl? twice\are they depicted as white figures,
on poth -occasions 1n~connectlon Qlth the resurrection. The
"white Angel" of the play has 1ts archetype in the dngel

that sat near the.opened sepulchre of Jesus, 1ts "raiment

* '

white as snow,"” and in the two éngellc figures’, clothed in

"white apparel" who appeared to the apostles after the
. 53
ascension of Jesus into heaven. The association with re-

birth is strengthened by the insistence on the power of-
death to create life. Tommy s words’, less lyrical than the

Angel s, are echoed at the end by his grieving mother,

"together we 1l make a newer, better world" (pp. 11-12).
Death and life, peace and war, freedom and boﬁdage,

these are the contrasting components of the themes that

52 ’

Frye, p. 282.
53 )
Matthew 28:3; Acts 1:10.

1
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Shoub deals with in "Dear Mom and the White Angel." Their
dramatization in the main battlefield scene, and in the
memcry scenes, produce the Eonflict that carries the story
forward to its inevitable climax, which 1s Tommy's'death.v
The resolution comes with the reception by his mother of
the "killed in action" message and the implication that
Tommy ‘s ideal will survave in, aﬁa through, his mother.
Contrasts 1n speech patterns--the clipped realistic
dialo&ﬁéféf soldiers, the sglf—conscious writings of
Tommy, the lyricism of the\Angel——togethér with the *
contrasts of dramatic situation and scenes, contribute to
maintain the fension’in the play and to give thé dgama a
depth of meaning that avoids the type of superficial
emotion criticized in the satire of the opening scene. AsS
a first play, "Dear Mom and the White Angel" carries, the
seed of the themes and ideas that were to be elaborated

upoh‘by‘ShQub during his radio playwriting career.

B

.In "0 Day of Joy and Gladness" (September 29, 1944),
Shoub had written a work that earned a first award -at the
Ninth American Exhibition of Educational Radio Program; pt
Columbus, Ohio. The judges’ citation on the -occasion ;éads:

. For their astuteness in presenting to the

7



. public, authors and producers who, through their
apparently unhampered abilities, are_enabled to
create andfproject radio drama of originality,
emotional appeal ‘and intellectual integrity.

The judgés feel that all of the offerings by
the Canadian Broadcasting Corporation, through
these dramatic programs [Stage 45, Montreal
Drama, CBC specials], have shown courage and
leadership in attackiné vital, current, humaﬁ
problems. They were by far the finest programs

54
submittgd in "the opinion of the judges.

The above citation is meant to do more than record the

~.attributing of an award to a play, "O Day of.Joy and Glad-

ness;" the gualities of which become evident thfough'a
study of the script and the context that initiated its
creation. The judges  comments have been included to snow
the esteem with which Canadian radio drama was considered
in a country‘(USA) that had witnessed the decline of its
own radio drama a few years before. They also serve as a
reminder that ideas and stories thch were original and
innovative in the 40s and 50s have since been used and
reused by a media that 1s 1n constant need of material.

5 .

. o4 .
‘ "CBC Wins Four Firsts at Columbus," CBC Staff Maga-
zine, Vel. 1, no. 8., June 1945, p. 2.

{(Lister Sinclair’s "A Play on Words," and Len Peterson’s
"Mulrooney’s New Year 's Party"” also won first awards.)
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"0 Dbay ofﬁjoy\and GladnessJ is a play that conceals
its complexity in a ;eémingly simple story that deals with
the problem of racial prejudice as Experienced in the life
of a Canadian soldier returning from the war. A“sffaight1>
forward approach keeps the play’'s action in the present,
except for one scene in past time that senxs;\to recapture .
the moment-when the soldier, as a young Jew1sﬂ boy, first
becomes aware of the prejudice and hatred displayed towards
his race in a country, Canada, that professes to be
democratic. \

Shoub dispenses with a narrator to set the scene for

v

what appears to be the inauspicious homecominé of a group
of wounded soldiers who pass the.time playing\cards in the
train carrylﬂg them back. Instead, Shoub innovates with a,
terse opening dialogue that creates the atmosphére of the
‘mens expectancy~ang hope, and establishes the protagohlst,
Maxie the Jewish soldier, as different from the others
although one with them in the camaraderie that prevails
among men who have eacn fought 1n the same war for the same
cause. The wounds they have received are a visible sign of
their unity. The soldiers, concerned about their reception
as invalids in a countfy that must accomodate a flood of !
returning men, reassure themselves of the promises tHgt

they will be taken care of. Their anxiety gives way to an

exchange of stories about their various war injuries that

. are first indications that things are not what they seem.



MAXIE: Listen, 1f I pulled thréugh, anybody can.
Ever see where I got mine?

JACKSON: No.

MAXIE: Right 1n the chest. Smack on. Could almost

look through me.

—Th

55
MAXIE: Naw, rot a bit. Left quite a mark, thcugh,

JACKSON: Bother you? -

The appearance of the white-uniformed attendant who
directs Maxie off the train; the hall where he checks 1in

that receives "a lot of G.I.s" every day (p. 8); the

- abundant flowers that "just grow" (p. 10); and the sympa-

thetic Yank who lets Mﬁgle sprll out his whole bitter story

of the discraimination.and hatred he has endured, are all

-

indications to the listener that this 1s no ordinary world.

But Shoub does not 1indulge in facile puncn lireg and

)

the revelation tnat Maxie is, in fact, dead and that he now’

exists, like all the pther characters in the play, in a --
different order of things, is not meant to shock the
audience.-as 1t shocks Maxie. The audience has been aware of
this for a long time. Complicity with the dramat;st is a

bonding device, says Esslin, that places the listener in a

o

55
vac Shoub, "O Day of Joy and Gladness," Montreal
Drama. Prod. Rupert Caplan. Montreal, CBC Trans-Canada
Network, September 29, 1944. (CCBS: 2005314), p. 4.
All future references to this work appear in the text.

v
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privileged position from which to judge a character’s
situatibn and to anticipate the solution to the conflict in
which he is involved. The procéss of suépenseful expecta-
tion provides the tension necessary to carry the story to
the climactlé moment that culminates the play’'s life-in-

death theme.

MAXIE: (WILDLY) Don 't say that! You...you re kid-
diﬁg...don't lie to me...I got a wife and
kid...loék, I got pictures...{(VICIOUSLY)
Stoep looking at me! stop 1t! I'm not dead!

(CRIES) I'm not! I'm not! (p.16}.

”aXlF'S reconciliation with his fate ties 1in with the
resolution of the blay's principal objectaive, or, in
Esslin’s definition, "1ts main element of* suspense ... the
major theme-~of the play.,"56 which, in "O Day of Joy and
Gl&dness," 1s that qf racial intolefance.
By giving his primary theme the compelling setting of

a supernatural drama which unfolds before an audience
already awarejof 1ts stﬁnificance, éhoub-ls able to sustain
_interest in the legitimate -indignation and perplexity of
its Jewish protagonist. The character of Maxie Myers is the
arcﬁetypal Jew of Christian imagery. From the play’s

opening scene, Ma}ie is an outcast, caught up in his own

56
Esslin, p. 45.
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silence while participaplng in a gamelthat involves him
Qith money, and the accumulation of }t, through winnings he
seems almost reluctant to acquire. The ﬁirst Jewish stereo-
type is thus:unobtrusively established; Méxie 1s the "poker
vulture hangin’ around, " threafening o swallow up his
comrade;' cash with his inexplicable luck at the game (p.

)

‘s state of isolation from the group is next made

'
\

2).‘Maxie
evident whéen he is stéa to leave the train ahead of his
cdmrades to| facilitate, as we afterwards realise, his
meeéting with tne Command¥ng Officer at the checking in.

It 1s‘t rough Yank the "one man reception committee,"

thaq Maxie discloses his personal reason for joinifng the

war.\He wanted to fight baqk for ;ne'flnai iﬁdggﬁity.éuf:f;
fered by his nuch persécuted race when "Adolf started
making feftlll.e;‘outa my people” (p. 12). Prepared to
admit his own selfishness--"a slow, painful, growth, this
becoming selflsL" {p.-12)--Maxie traces 1ts development to
the hurtful realization of his éifference from other chil- -
dren and his negé to'defend himself from their abuse and

ridicule, and even from their physical attacks.

Through a transition 1n the play’s action to Maxie’s

\ v

early childhood, Shoub is able |to capture more vividly the
moment of‘awakenlné to the }ife\that\would be his, as Mrs
Myers attempts to énswe; the dquestions that have begun to
_ trouble the young Maxie. '

MAXIE: Robert ‘s mother said I mustn’t eat them,

-G
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k' ‘

_Why, ma? '
MRS MYERS:(REALISING éE WILL HAVE TO BE ANSWERED)
. .Becéuse you‘re Jewish, darling.
MAXIE: Aren‘t all the people Jewish, Mama?
MRS MYERS:No, zindele, there are very many different
kinds of people in the Qorld, You .will
learn all about them when you grow up.
MAXIE: When w£L1 I grow up, mama?
. MRS MYERSE(DOW&) You have growh up already, my son.

(p. 13).

It is Mr Myers, the patriarchal figure of fortitude
and wisdom, who counsels his young son to prepare for the
hatred and despising that origlnated}"sq very long ago the
beginnings are almost lost" (p. 15). Maxie, as a soldier
returning from the war, wants to preserve the son he has
never seen from the pain and humiliation of his own life
Eﬁat his own father, years before, would wiilingly have
borne in his placé. ’ s

Maxie clings to the belief that things will change,

that the sacrificed Jewish blood of the ghettos and lime

kilns will wipe away the inborn prejudices and bring in a

.world of happiness and love, a "day of joy and gladness"

(p- 18). But the historic dimension of years of persecution
and intolerance overcomes this hope, as he realizes

"Nothing “s gonna change. Nothing" (p. 17). And so Shoub



‘
-,

passes the probleﬁ and its resolution on to thé listenefsl
Through their invqlvghent in the process of thé play, they
have become involved in the resolving of its broblgms and
have gai;éd\an“insiéht into their ‘own, perhaps unéonscioué,
attitudes towards people who differ from themselves:

The self-examination is made morelcbmpelling by-
Shoub ’s discreté use of Christian symbols and metaphoriéal\
langdage,,egﬁecially th9§e éonnected with the cruéifix'énd
the beﬁring of the cross and of one anotner s burdens. The
last scene of Maxie’s reconciliation provides the final, "’

poignant touch. o (

MAXIE: ... Get killed and be happy. That’s one way.

YANK: Maybe. It’'s changing. Thy will be done on

-

Earth as it is in Heaven. ... It isn’t until
you get here that you really understand what

that means. I think we can go back and check

you in. You ready?

MAXIE: What’'s he like the C.0.?

YANK: - One of the boys. Got here like the rest of

us.

' 3

MAXIE: Did he get it bad?

YANK: (QUIETLY) Him? He was crucified. (p. 18}, .

4
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The dramatic situatibn‘that’sg;ves as a scenario for.

"In, the End 1s the Beéinning" (April 5, 1945), a play of

- ideas, is.one that, of itself, creates tension. Three

survivors .of an air crash are spending their éevanthlday‘

marooned in a lifebdat, each maﬁ knowing it is his last day

L3

- of 1ife. The focus never leaves the lifeboat. There are no

escape scenes into the past, no emotional exchandges about

pre-war life and happiness, nothing to relieve the tension

of a relentless death at sea. A play that must have had a

deep effect in its brcadcast form, "In the End Is the .
Beginning" was selected for The Play of the Week series and

{
rebroadcast three months after its first performance. It ~

was produced again in 1950 by James Kent in the Winnipeg

Drama series, five years after its first broadcast.

.Since there are no recordings of this stimulating

- work, the reader of the script must use his imagination to

creaEe the dramatic atmosphere for the setting of the play

‘that Shoub describes in these directions:

:Soﬁnd{ The wash o£ the sea: the sound of wind and

: water up close against the boa;;wthis sound
ié constant throughout in Various~degreeshof’
pitch: alwgys the lonely far of[f] sound of

watery emptiness: always the close familiar

sound of lapping: wind: establish and bring

»
v
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down slowly as

A 1

Music; (ereéeps in tremolo: strings: pdncturéd'every

other’bar by,the deep horn: fluttering: .
A S i&
. hoverlng like a soul about ta die: ¥iold down = .

57
behlnd)

'The musical tremolo is repeated with ﬁauntinb~insis£ence at
intervals in the play (pp.-7, 13, 14) and the sound effects
break throdgh at dramatic points in &he dialogue, as whern-
four of the five original men‘in the boat pYepére to bury
their dead cémpanion (p. 9). . *

‘Although this play falls within the cont xt of war and -
‘its drémgtic situation arises as ; consequence of war, its
underlying theme, which‘is the viréue of faith in the
confrontation with death, reaches beyond the.fea}m of war .
into that of'hﬁman experience at/large: The dialogue in .the
bodt brlnés together different ideas on .human ekis;ence and
purpose. Of the,five men originally saved after the plane
~crashes at sea, only‘one makes no contribution to the
discussion; It is his approaching end that becomes fhe,

occasion, however, for the others to express their personal

beliefs about the nature of life and the'meanrng-of deatnh.

3 . ¢ s N
57 . ! [N

Mac Shoub. "In the End Is the Beginning," Montreal .
Drama. Prod. Rupert Caplan. Montreal, CBC Trans-Canada Network,
April 5, 1945. (CCBS: M004098), p. 1.
All future references to this work appear in the text . :
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<//yétivated Stein's décision’:

y

Howells, a war correspondent whose -opening soliloguy

. provides the exp051tory background to the play, is an *

. objective observer of life. It is his commentary, a dispas-

sionate assessment of their plight, that announces the day
as being that of their deaths. Not given to prayer during

his life-time, his last long narration becomes an appeal to

, humanity to remember and learn from his useless death,

.-which he describes in detail from the phyéicalﬁdeterfB?ai

tion of his own body. He.ends his dying monoclogue in these

words:

{(QUIETLY: NARRATING) Those were'my last words.

@

Saying'them'l had* said all. That was my prayer

to a God I had never troubled to ask for
.anythiﬂb? I lay there ... weak ... waiting to

‘die on this, the seventh day. ... (p. 15).

& * N
* ’

As an observer of behav1our, Benton, the e{derly psychoana—

lyst, is one of the,two dominant charactersw The approach

. ©f death 1n the conflned surr, undlngs of the bqgt gives him

[ T

b en .stripped of civilized fontrols ... would be forced to'
Wi
r

esort to basic instingte™ (ﬁ. 3). He is quosed by Stein,
the Jewish pilot, whose faith transcends that of the Hebrew
religion, which he had studied as a youth with the idea of

‘becomisg a rabbi. It is Howells that seeks to know what

¢
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HOWELLS: Whét changeduyour mind?

STEIN: The thirgs ¥ read? The -things that told me of .
the misery and pove{ty that the few had always
hung around the necks of the many. And the
lles that 1 saw. The lies that said...believe
and you shall be led forth from the darkneQSu

But...there must be a leader. ...Jesus was a

leader not a passive preacher. (p. 11).

Ste;n<seés £he war as an opening from darkness to light,
and as a fight for his gd%l of a better life.
‘ _Dgniells, a troop entertainer, has spent his life, up

till then, unth?nkingly acting a role and éxisting in a

sgperficial way behind a mask. His sensuous representation
; éf death that constitutes his one monologue, is the c0unLA

tetpart‘to that of Howells” clinical observations. On ihe.
_sixth day, he jumps into the sea and so robs Benton of the

. chance he was waiting for to obsérve‘him going mad and
slowly dylng.'

Benton’s cynical negatlve phllosophy sefves as-a f011

to Stein’s positive idealism. Esslin refers to this examin-

+*

ation of two opposing positions as the "control-mechanism"

faellngs of éach one of his characters from the inside
58
s however much he may d;sapprove 'of them." In making Benton

whlch forces a good playwrlght to. "experlence all the
/(

- »

. " 58 .
Esslin, p. 96.
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“as convincing a-@ﬁarabter as Stein,’Shéﬁb maintai?s the 7
tension of the pfay through the thrust of the op oging
arguments. It 1is Stein, phough, who has the final illumina-
Fion about death and its generative force that is implicit
ig the piayfs tiéle. He quotes thg words 1in Eliog's context
[Bast Coker], where they aré juxtaposed with Mar§ Queen of

{ Scots’ motto, "In.my beginning is my end." And it is Stein
who passes his interpretation, with its message of hope, to
the dying Benton. "Think of those words, Benton ... That’s \
what he must nave been thinking on the cross. He was so
right. He did begin something" kp. 17).

The faiths of Stein and Myers encompass Hébrew and

‘Christian beliefs with Jesus as the central figure, at once
b .

uniting apd dividing the two--a compellihg way to present a
code of ethics and a spiritual ideal to an audience largely
comp?iséq og Judeo-Christians. Whether it represents a‘
literary éynthesis'through‘which its author can project a
meéssage, or whether it 1s a persconal statement of belief;

it must inevitably engage the listener in some kind of

reflection, about' his own position on the subject.

f .

J
I~ ,
*a

In "Only the Tears. Have Spoken" (May 17 1945}, a post-

war drama which deéicts the return.of a'young German soldier

Al




to his family, and the aggreséive acts that provoke his
murder, Shoub maintains his vision of a newer and better
world arising from the devastation of the recent conflict.
. "A play with four characters, each an archetypal

. figure, "Only the Tears Have Spokgn" has two basic themes.
On the level of realism, therg.is a conflict of ideologies,
resolved by the_suppression.of that which{is militant and

/ ' aggressive. Qp the level of the archetypal, innocence is

saved by jué;;ce~from hatred and vengeance, and hope is
reborn. On the emotional level, the play might well be
described ‘as one of disillusionment. Willie, the returning
soldier, is disillusioned about the defeat of the German
Army and about the lack bf support his peoéle manifested
“during the war when they were called upon to make sacri-

P

/
fices fdr the glory of the fatherland.

WILLIE: ... this man [Hitler] was as a second God, and

- . "

for his people ne had a.wonderful dreaﬁ. But
his people had no courage. ... Tneyvcould not
see beyond their own graves. He‘said..be sirohg
..and they were weak! He said..fight.. and they

’ 59
_ran! He said..believe..and they wouldn’t.

59 . '
Mac Shoub,” "Only the Tears Have Spoken," Montreal
. Drama. Pred. Rupert Caplan. Montreal, CBC Trans-~Canada

) Network, May 17, 1945. {(CCBS: M004305), p. 13.
. All future references to this work appear in th® té(}.
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The Father, who has become mayor of éhe town where he
. and his daughter settle after the death of his wife from a
bomb that destroyed‘his old house, is disillusioned by his
only soﬁ’shinability~to accept defeat and to see wa} for
the horror 1t is. He is disillusioned, too, about his own
lack of\courage and leadershib in denouncing the evii he
had witnegssed. "Twelve years is toc long for a maﬁ to
cringe,"” he tells Willie.who repeatedly accuses him of
being a traitor and of worging for the underground against
.the cause of the Fatherland. TheAdreém of happiness and
mutual love that was once the Father’s, is expressed by him"y
after Willie’s return, when it hés become evident that it

A

will not be fulfilled, and it is elaborated Upon 1n the

[

pléy's final resolution when Willie’'s death becomes the
\symbclic act through which the dream of a new beginning 1s

: made possible.

€

FATHER: I dreamt t@at one day I'would come out from
"the darkness”and I would walk to the top of.
‘Vthe_hill and there I would wait for my;ﬁéy.

... And we would look at each other and say
... "Listen, everything is changed. Up till
now only?mhg tears have spoken. But that is
' ended. Now will be a time for building and

"happiness." (p. 6).

Anna ‘s digsillusionment over her brpther’s hate and

1

f?’ .
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I'd
arrogance is compounded by the anticipation of Willie’s

reaction to the Jewish child she adopted after finding him
hiding in a closet of the new home, where he had been a
terrified witness of his own mother s murder bx Nazi sol-
diers. "I lived with h&pe...hope‘that the war would end,"
she says in the monologue that reveals her dream, "hope
that we’d laugh again..And now, it’'s all soldifferent" (p-
6). Knowledge of the child’s origih and presence sharpens
willie's hate,land the pistol with which he had threatened
his fther becomes the threat on the child’s life. When it
seems certain that he Qill use it to kill the child, he,
like the audience, discovers its loss. By withholding the
information on Anna’s theft of.the pistol, -Shoub maintains
A the tension of the play and effects a dramatic shift in

roles, when the victimized beéome the holders ofgpower and

the/aggressor becgmes the victim. Sending the boy upstairs,

Anna shoots her brother as mercilessly as he would have

shot the child. | A4 '
S ©o. The dramAtic irqny of the execution sceﬂe’is intepnsi-

1

fied by Willie’'s desperate appeal to the Jewish child, the

-

\Ciétim who had endured his scorn and hatred, not to leave
him alone with his sister. He knows that only the child’s

presence could preserve him from his sister’s murderous
. ' .

intent. "No more °‘little Jew’?" Anna sneers, as the child

.

gains thg uppé} floor, where he had been when the soldiers X

invadéd the house and killed his mother. Before releasing

-
v
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the trigger, Anna recalls her vow, made earlier in the
play, that Willie would never touch a hair of her adopted
son’s head.’ "He is a new wofld. my Eric," she says, "and no
harm shall come to him" (pp. 20-21).

The return of the avenging son, the threat he makes on

Al

" his father 's life and, later, on the child’s, which threat

provokes "the counterbalazs}Qg movement" that, in its ful-

' fillment, "resolves the t aged;," are all elements of what

Frye, in his "Theory of Myths," calls the "revenge-
tragedy." "In its most elementary form," he says earlier,
"the vision of law (dike) operates as lex talionis or

. 60
revenge."

The act of retaliation is perpetrated by Anna, the

staunch figure of justice who, in killing her soldier

* brother, 1s avenyging the slaying of the child’s mother and .
<

symbolically wiping away Ehe memory of her murder from the
bo&'s mind. The slaying of Willie becomeé. then, the expia-
tory act which wipes away the injustices of war. Eric, éhe
innocent &ictim..is the archetypal saqrificial figure. "He
has meaning for us," the Father tells Willie, "In some |

®

small way we will be able to atone for what has happened"

(p. 14). Preserved from death through Anna’s act, the ohild“

assumes fully the symbol of new life and hope.

The Father, whose name is not revealed, is ay once the

60 . .
Frye, pp. 208-9.

e -\
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authority figure of whom Anna, in almost scriptural terms,
asks forgiveness, "Oh Fatﬁer..forgive me, my Father!" (p.
21), ana the archeéype of a people blind to its failings.
"In self~accusat§on he says of himself and of the German
people::"Ignorance, that was our badge. A great stupid wall
of ignorance hiding {rom us our passive guilt, our empti;
ness" {(p. 16). Even with the éhreat of death upon,his‘
house, “the Father refuges to see the danger, "... he fs one
and we are three," he tells the frightenéd child, "Tcgether
we can stOp-aﬁything he wants to do" (p. 19). But he fails
to ackno@ledge that féasoninq is powerless in the face of.a
weapon wielded by a man,ﬁalbeit his own son, who hasubeen
inculcafed into a doctrine of hatred. Only when the murder’
has been committed does he assume his responsibility-and
dignity,'§nd then his assurance to Aqna that he will
"attend to tne authorities, " suggests his intention to take

upon himself the onus of the crime. "Go upstairs," he tells

Anna after the slaying, "your son...is waiting” (p. 21). [

Willie, in his death, becomes the symbol of the
Father's dWn passivity agdlcowgrdice, a symbol of the world
in corruption, the world he had failed to help become a
‘better place. The Father ‘s moment of bitt%r‘seaf—repro;ch

is also his moment of illumination.

FATHER: (BITTERLY) Why don’t you cry old man? Where

are the tears? There on the floor is your
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i worid. (QUIET) Diseased. Dead. ... Let the
world go by. Hide from it. Turn your bé#k on
the'misery, the hate, the tears ... ignore it
so-fhat tomorrow another son will come home
to die, and then another, and still another
until the whole world lies dead in a etinking

heap because.of you and men like you. (p.-22).

In Yife, Willie is the archetypal figure of'passionatel
hatred and ruthless patriotism, His unchanged attitudes are
’symbelized)by’the wea?ing of his Army boots, whiéh'he
refuses to reIinquisﬁ in spite of the cﬁeap5civilian suit
he was forpea fo\exéhange for his soldier ‘s uniform (p. 2).

‘ Shoub, in “Oﬁly the Tears Heve Spoken " has preseﬁted
a moral dilemma in a story yﬁose archetypai characters are
reCOgnlzable as ordxnary people who have become v1ct1ms of
the society in which they live. The act of violence at the
Qplay's climax is gradualiy prepared fof from the begiﬁhing,
QhenIWii&ie comes home; its justifiablenesé is left for the
llstener to determlne. That this is the playwrlght s ‘inten-
tion is expressed by the Narrator in the openlng lines of'
the play which aims to "stimulate discussion and reflection
‘on the vital problem iﬁ poses” (p. i};

!
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In the szcond post-war play under consideratipn,
) ’,"Thaﬂk'You. Edmdndo" (January 1 1946), Shoub examines two
" - - possible attitudes about war and the ultimate sacrifice if .

- AY n

demands of those who fight. The one attitude is that of
veneration for the defenders lost in the fight for a

country’s freedom,~sincerg1y felt but centred on the

'

finality of death as a noble act for an immediate cause.

-«

The other is that of recognition of death in battle as a
. ; : sohrce‘of life and fruitfuln;ss; a theme thatishoub deve-
‘lops'in many different ways'throughput his canon-
fhe story of "Thank You, Edmondo," evolves about the
discoﬁery of the grave of a Canadian soldier, killed while
defénding his post and buried hastiiy by his cpmrades, in
an Italian field allotted to a group of peasants.at thé end
of the war. The young man, Edmondo who discovers the grave
as he prepares to plough the section a551gned him, is over-
<come with awe. When the oldest peasant, Gabriel, deciphers
o the English insciiption on the makéshifp cross that marks
the g}ave, Edmondo demands that ﬁhe entire fieldlbe.

preserved, to commemorate the soldier’s sacrifice and to
' ' 2>

- respect the wishes of the epitaph written for himqby his

¢

comrades.

GABRIEL: {READS) Here lies the... body... of a ‘

Canadian soldier. He came... to fight... for




this land. On this spot... he was killed.
Let this resting place... be his then. Treat
him well... you who find him. Let him rest

' 61
in peace... for he is a soldier of God.

L3

Ridiculed by Francesco, the irreverent leader of the
group, whé wins over’'the less convinced Luigi, Edmondo
defends his stand.by*%hreatening them both with a knife.
When that and reasoning fail,’Edmondo puts a curse on the
produce of the field, "may it rot in your entrails and the
entrails of your families and strike you all dead!” (p.
15). Unperturbed by the'curse, Francesco urges thé others
to Eontipue the ploughing but the superstitious Luigi >
refuses'to'co~0perate.yAn this impasse, Gabriel,'tﬁe wise
old\beasant,.proposes the intervention of the viliage~
priest to remove the curse and suggest a course of actioﬁ.

In the presence of the briest, who has heard the
arggments of bdth sides, a vote is decided upon té resolve
the problem. Gabriel, the last to declare himself, casts
his lot with Edmondo and thus divides the group equally.
The priest is then called updn to make the decisive vote

e

and, aligning himself with Francesco and Luigi, his deci-

61

Mac Shoub, "Thank You, Edmondo," Montreal Drama.
Prod. Rupert Caplan. Montreal, CBC Trans-Canada Network,
January 24, 1946. (CCBS M005717), p. 9.

All future references to this work will appear in the text.
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sion to plough the field holds sway Edmondo ‘s quest to

honour the soldier s death-wish has failed, but not comple—

‘telyy for, in blessing the field to remove Edmondo’s curse

and to give the peasants’ toil a greater motive than tﬁa;

-

of their own sustenance, the priest evokes the continued

1
)

presence of thé dead soldier’s spirit while,.at the same .

time, he imparts a sacramental meaning to his shed blood..

’
r

PRIEST: ... Thy hand has been laid upon this field
and Thou hast sprinkled it with mortal dust = ..
And when each hath taken unto hlmself his

share let there yet be that left which will

give food unto the hungry and the stranger
"and the qudefér. and let the spirit of hi

who now rests there ever prevail. (p. 25)

‘The hngredictability of this response shocks Edmondo

who had felt secure, before the priest, in his position of

.reverence towards the dead foreigner, who had- fought for

his country’s freedom. Had the group pleaded‘their cause

‘

before the mllltary officials, who jgportioned out the land

" to. be cultivated by the peasants, the decision would have

been, predictable. On this point, Esslin says, "Predicta-
bility is the death of suspense and therefore of drama."
He refers not only to - the actlon but to theiberbal

accoutrements of the developing plot:’
©

Each surprising forw, each verbal ,
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felicity, eéch grain of wit or original wverbal
image, contribute tS"the interest, the uhpredicé-
. ability, th; attention-holding quality of the
' dialdgue.62 4

\

Shoub uses the tension,.creatéd bylthe dispute and by the
anticipation of its resolution in the scene before the
priest, to_sustainvinﬁerest in the complex ideological
aspects of the dilemma arodsed by Edmondo ‘s stand.

The archival tape of “1hank You, Edmondo" from the

Drama Series presented by the International Service oi

the CBC, illustrates the veracity of Esslin’s statement
as the full texture and import of the spoken dialogue takes

- —vr

form.- The role of the dead soldier, most appropriate to the
aural medium, provides’a'sonorous contrast to the voices of
the peasants, While\%he’calm, friehdly tone of the priest”s .
voice invites the audience, to take him into their confi-
dence just és the guarrelling men do. The details of the

" contention a%e preseﬁted\to\the priést with an economy of
words that accentuates the tension by pinpointing the

nature of the broblem and the argument of eaéh o6f the men

~

involved. ~

EDMONDO: It is written there [on the cross] that

the field shall be his resting §1ace;
‘ : “

. 62 Esslin, p. a7.
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FATHER: Yes. It is sSo written.
EDMONDO: I say we are not to plough that field.

FRANCESCO:. He éguld rather have us‘stqfvé.

> LUIGI: There are children, father, who wait for Fa

i
'

this crop. It is,necessary if we are to
1 g . . .

live. .
G§PRIEL: The boy 1ook§ upon the dead onelas a ) ’

saviour. He-has laid upon the,fieid é.

curse should we plough it. (pp. 18-19)..

" The priest’s responsibility before this conflict of

>

spiritual and material needs,” is alleviated by his asser- . -

tion that the dead man will "supply éhe answer" (p. 22);
this is an iron;c touch becguse the dead man, as one of the
play’s characters, has“already let the audiénée know that
the priest‘is his mouthpiece.VIn his second monologue,
after the men leave the field, this‘unseen witness of the
argument and the*decision to‘résolve it through qﬁtsidé
help, says of thg priest "I would have my soul sit-at his
elbow t6 see the riéhF wordg come from his lips" (p. 17).
In alighiné ﬂi%self‘wiph Edmondo fof the vote,
Gabriel, the'oid wi;e ﬁan, makeé it an occasion to laud a -

noble sentiment while®warning against the self-interest

that is its inherent danger. From the story point of view,

. the tied vote obliges the priest to make a pronouncement

Which, in the light of the dead soldier s own words, is the

. ' »

1 ' . -

|
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"right" one, the one that he would have wished for even - - -=—---7-

C e .
though it seems to deny the wishes expressed in the epi-

»

taph. Tﬁi priést s "Go then and plough your field" (p. 25), oo

' with the promise of fruitfulness implied in the bleésxng,

R . . N . .
“is a'tribqte-toafhe sacrificial value of the soldier’s

- -

\death. " i

1

The resolution bf‘tﬁE’Eanl{Ft also provides“aﬂ -
insight. into the meénlng bf democratic freedom. f;é priest
tells Edmondo how close he was to betraying the prinCLEles
of.freedom the soldier.died for and he himself upheld, by
seeking to imbose his ideals on his companions, first b;
persuasion, then by force, and, finally, by supérnggural
powérs.‘The settling of the dispute through a vote was the '
priest s way of showing Edmondo how the érinélples of
demoerécy he cla;med toc respect, could be applied 1n every;
day life. | ‘ 3 .
‘ Oon the level of myth and mefgphor,-thé play, in its
story and symbols, is a'celebraiion of life énd produétl-
vity. The soldier, in the opening monologue,;speaks of his
grave and of the earth’s "fertile warmth; (Q. 1). Shortly
after, with the peasants’ arrival on the scene, Edmondo
obsefves7 "It is so warm this earth ... 1iké 4 woman when
she smiles." Alphouéh Luigi and Franscesco laugh at
ﬁdmondo's imagery, claiming he knows nothing‘about women,

\Esbriel elaborates the simile:

~
%
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FGABRiEL: NP First,\Edmondé, be stold the earth is
> N
" 'not like”a woman -- It is a woman. Feel it.
* (PAUSE) It is alive, no?

EDMONDO: Yés. -

g - . . RN
GABRIEL: But not always so. Sometimes she grows cold

‘ / £

to us. She will not give of her favours.
Understand then, you must ®reat her with

respect if she is tbé give you the things

you want. (p. 4).

The act of ploughing the earth in conjunction with the

destroyed symbcocls of war, as represented by the rifle butt

.

“from which the cross marking the soldier s grave was

formed, is a biblical image jof peace and prosperity.

= ...and they shall beat their swords into plow-

//\

shares, and their Spears into pruning«ﬁgoks:

Y

nation shall not lift up sword against nation,
. ‘ 63 ,

neither shall they learn war any more.

Transforming the battlefield to a fruitful place is 1iinked,
in the play, with the sacrificial victim through whose
death a new life and alnew order of things is made ‘
poésible: The cross as‘the Christian imagé of resurrection
and ‘immortality is present from the opening to the closing

. -
. L

6 3 . [4 * N 1
Isaiah .2:4. . ¢ %




e .

. .
of | the drama, when it lies "flat on the freshly-turned ¥

_eartn” while. Edmondo sobs over the grave site.

*Thank You, Edmondo," whose title echves the soldier’s

o —

words in Eﬁé-laqt line of the play, was produced six times
'as a radio play before Shoub adapted it for television. A
CBC kinescope production was sold and shown in six European

countries, and an hour-long version was preparéd by Shoub

for NBC's Matinee Theatre. In May 1957, it was printed

in The Montrealer and, in the same year, ity won a Harcourt
. ‘ \ .

Brace Award and was ﬁublished in the Best Télevision Plays,

1957. For- the second time, Mac Shoub was th only Camadian

playwright to be represented among the winning authors.

N\

¥

"Night Call" (January 12 1949), a psychological play,
is one qé the first of the mystery series that Shoub‘
prepared during the third phase of his radio drama wziting
career. The nightmarish quality o?,@he drama is achieved.
'tHrough the sftrangeness pf the story, the manner of its .
gpresentation, ané the spare.dialogue. Sound effects are
éssential”to the atmosphere of."Night Call"——the'ticking\
clock, the breathing, gnd the throb.resembling an amplified
heart beat thét "skips in with a frightened thud of drums"

td underscore ominous moments in the Doctor s dialogue

%0



" ning after a harrassing day s work. In a distraught state ] v

64
with the Woman. Silence also is important; the script

allows for several pauses which add to the unreal, dream-
like guality ofgthe play.
Thé'protagonist, a doctor, whose name is revealed only

3 .
at the play’'s end when its sinister implication becomes

evident, is preparing to sleep in the early hours of mor- .

of mind, he anticipates events that he feels have already
happened: He tells his story¢in a monologue, alternately
talking‘to himself 1n the second person or of himself in
the first. The sense of déja vu is already being communi-
cated. "After,é while," he says, "you get the feeling that
you know exactly how it’'s going to happen" (p. 1). The .
audience 'knows, 'as he does, that the telephone will rang.

The unknown Woman caller claims to have picked his

-name, which turns out to be Morgassen, from the directory

because its sound appéaii to her. 5he begs him to wisit .

her, claiming a sickness‘*that she avoids naming, referring

to it as "a matter of life and death™ {(p. 3). The death
she refers to is his own. Although he knows neither the
Woman nor the new neighbourhood where she lives, he il
driven by an inexplicable compulsion to the right address.
64 | )
Mac Shoub, "Night Call," On Stage. Prod. Raymond
Wwhitehouse. Vancouver, CBC International Network, January

12, 1949. (CCBS M000464), p. 6.
All future referefces to this work will appear in. the text.
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)
"I°ve never been on this street before and yet I seem to

know it well," he says, "know it in—the sense that somewhere
it holds heaning for me" (p. 7).

The dialogue w%;h the Woman, whoganticipatesmhis every
reaction to her words, increases the drama’ s hallucinatory
effect. Without réalizing why, he fulfills her predictions
even up to the point of strikigg her. As if fixed in time
he is unable to leave, waiting for_ﬁer tg call the next
move even though his pyofessional mind has alreéé& diag-
nosed her séhiquhrenic state. When he summons up Courégé
to question her powers over his thoughts and actions, he

analyzes his own inability to control either himself or

tne event$ of his life.

DOCTOR: There it was. I said it. "As if you can see
it.happenin¢." My head began to spin with
the foolishness, the helpléssness of it.
(DELIBERATE: TENSE) Eor I, too, felt that it

"had already happened, somewhere, somehow, in

some way ahead of time...and now, hére I was

L

moving into it, joining hands with if.v(ﬁfle)[“‘
"Night Call" seems to approach surrealist drama with
t
the disorientation sustained through the dialogue, the sense
[
of déja vu, the,free movement in time, the juxtaposition of
actions and words, and the atmosphefe of the dream- state

with its sharpened perception. It is closer to expressionist
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drama, howéver, in the revealing of the inner thoughts in
éonjunction with the physical actions performed during their
process. The péttern of the Ddéctor’s discourse, alternating
irregula;ly betweéq\objective %nﬂ subjective, is maintained
throughout the play in a serie$ of mbnologues.that/intensify
the dramatic situation. These interio} monologues ‘have the
gffec% of distancing the Doctor from himself so that he can
observe aﬂg comment upon his own behaviour. The process is
echded in the character of the Woman when she starts to
refer to herself in the third person: "She doesn’ 't believe
you...you're like 'the rest. ..:You’re dead...dead like the
rest. Everybody’'s dead...she’s alone in the world (p. 17).
"Night Call" is one of the few Mac Shoub plays that was
not produced by, Rupert Caplan. Raymond Whitehouse undertook
its pfédugtfén on three occasions, once in Montreal and h
twice in Vancouver, whilelJémes'Kent and Gustaf Kristjaféon
each ocrepared a production from Winnipeg. The play was also
adépted by Shoub for CBC television. A French version,

translated by Jeanné‘Frey, was performed on Radio-Canada’s

ThéStre d 'éte in August 1961. After its first broadcast,

"Night Ccall" was retitled "224 Maple Drive,"--the address of
the mysterious woman patient--and underwent a slight change
in its conclusion which left it open to the alternative
interpretation of its being the drama of the Doctor’s

nightmare rather than that of his real experiencq.
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"Ashes in the Wind" (October 26 1949) is without doubt

s

!
. j .
one of Shoub s most remarkable plays. qritten as a two-hour

/
radio drama, the first original Canadian radio play of that

/

length, it was produced by Rupert Cagian from Toronto on

¢
/

the CBC Wednesday Night series. It was rebroadcast,

/.

slight modifications, from Montreal as a- play of one'and

three-quarter hours It was subse&uently readapted by Shoub

as' a one-hour play for broadcasp/on Summer Stage from

/

Montreal on July 22, 1956 whew’it earned a First Awa:dﬁ »

from Ohio Unlver51ty for overdll excellence.

In a 1974 interview w1tﬂ/Howard Fink, Rupert Caplan,

who by that time had retlreé from the CBC after producing .

hundreds of Canadian play§4 tecalls his reaction to the 79-

page script that Shoub sﬁbmitted to him in 1949:

.
, , . /

I was never mgved by scrlpts I looked at it

, from the poyét of view of productlon. I said

Mac, thlS/lS the finest thing I have read in my

life |in %ssoc1at10n with original Canadian plays

/
--this i's the finest. You've reaLly got to me!’

/
65 / {
Rupert Caplan, interview with Howard Fi
11, 1974. (C?BS no number). .

/;

/

/



A ]

In the development of Shoub’s drama, it would seem that
the previously éispussed play, "Night Call," with its - .
.sirong elemént of subconscious prbbing,/bas a precursor to
"Ashes in the Wind."JThe expe%imenta, ﬁature of that play,
and its eviéent success, permitted Shc b to empark even
déeper 1uto the realm of the underlying mental processes
that engender human’emotioh and determine human action.

In the CBC introductory article to the broadcast,
‘previously cited in this thesis [p. 31], Shoub speaks of
the influence on his work of.Strindberg whose "peculiar
power lay in his ability to make his characters speak
emotions rather-than considered opinionf."66 Frye includes
Strindberg as one of the authors in most of whose writings,
implicitly, at least, "the auto (or the myvh-play) symbol
of communibn in one body is reappearing, but in a psycho-
logical and subjective fozm, and without gods." It is the
"communion" of the "spiritual and corporeal" which Frye, in
his "Theory of Genres," describes as being the symbol that
the myth-play brings into prominence. "The action of éhe
archetypal masque takes piace in a world of human types,
which at itsG?@st cpncentrated becomes the interior of tbe

human mind." The characters in "Ashes in the wind" are

each presented in the psychological and subjective manner

66 ‘ ‘ :
"Drama of Human Emotion),' CBC Times, p. 3.
. 67

Ffye, pp. 282 & 291.

<
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described by Frye above, just as the Doctor in "Night call"
is a comoination of narratdr and pariicipant, or the alter-
‘natively objective and subjective observer of his own

'Y , .

thoughts and actions. \

"Ashes in the Wind," which, like "Night Call", hgs:its
doctor who is called to a patient in the night, is the
story of alfaMily suddenly thrown into anguiéh and
emotional disorder th;ough the fatal, but lingering,
sickness of the mogﬁbr, Mrs Crandall, who is the central
,.flgure in the drama. Her approachiﬁg death, the natdre of
her. sickness, and the effects it has on the lives of tﬁoée
closest to her is the focus,of the dramatic action.

The doctor, who, with his wife, represents one of the
three couples in the play, is the moderator figure in the
emotiona} storm that breéaks ouf‘ymong the'characters. Every
possible combination of characters~--brother with brother,
sistér pith brother, husband with wife,lsister—in-law with
sister--produces another aspect of the conflict. As the
frustration and fear steadily intensify, and as their

causes become more explicit, the dilemma of the characters

in the play, who want Mrs Crandall to live but, at the same

time, find themselves wishing for her death, becomes :

increasingly compelling. The dramatic conflict, with its

physical and human dimension and its articulation of the

subconscious feelings, permits the audience to examine what

.

might'be its own conduct in a similar situation and, in
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this way, involves the audience in tﬂe play “s action.
_This‘dramati;ation’of a social problem, wﬁich was very
real in a period that had no socialize@-health insurance
projrams, raises tlie question df the extent to which the
resources of the liviné.shéuld be expended to preserve thel

clinically dead. Shoub is presenting a variation of the

~dilemma fécing the priest in Thankﬁ%@u: Edmondo (see p.

87), where consideration for the economic need of the
peasants would result in a seemingly sacrilegious act.
Aithough not.a‘central issue, the question of euthanasia
underlies part of the dialogue in "Ashes in the Wind,"
while Ben, Mrs Crandall’s son-in-law,. in a m9ment of

desperation, confronts the doctor opgnly on the subject.

BEN: But she’s dying anyway - why should she suffer?
You could make it easier for her, couldn’t you?
VIC: 1I could. In a matter of seconds.

BEN: It would be a blessing 'for her.

-

VIC:. And for you.

BEN: For all of us, doctor.68

!

¢

Ben is expressing sentiments which, normally, he would seek

" to conceal, and it is only when Vic, the doctor, asks him

\

f

y.
68 : . -
Mac Shoub, "Ashes in the wind," CBC Wednesday
Night. Prod. Rupert Caplan. Toronto, CBC Trans-Canada
Network, October 26, 1949. (CCBS: 2000511}, p. 47.
All future references to this work will appear in the text.
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if he would be preparéd to effect the mercy killing himgelf

-

. . . RAY |
that he realizes the degree to ‘which his behavlour-has been

’affecteé by the emotional and financial strain o¥ ;rs
Crandall’s sickness. ‘ ‘ o -

Suffering is the‘central theme of this play, however,
in ‘the threefold aspeéé Freud givesAiffin the passage Shoub
cites at the peginnipg of the play:’ ~

"

Suffering comes from three quarters; from our 6wn
bddy, which is destined to decay and dissoclution,
-and canno£ even dispense with anxiety and pain as
danger signals; from the outer world, whicﬁ canl
rage against us with thé most powerful and
pitiles; forces of destruction; and finally from
our own relation® with other human beings. The
unhappiness whjig\gzg/this 1ast’origin we find *

perhaps more painful than any other ... (p. 1).

Thé suffering from within the body is drapatized in the
character of Mrs Crandall, while its "danger signals" are
present in each character. The suffering from the outer
wogld and ‘its destructive raging is-depicted in the strug-’
gle to maintain a normal life while coping wiﬁh the burdgn
of Mrs Créndall’s sickness. Willie tries to fightlit of f by
drinking, "it's like a big cushion wrapped around your head,
... when they hit.you it doesn’t hurt so much" {p. 45).

v

Each successive measure to keep Mrs Crandall alive--new
= 1

\’4) !
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A
- T medigéélon- a nurse; an oxygen tent--comes as a blow to the
family members whose time ané\megfy 1s abso(~\d in the

A .
effort. "An old lady gets sigck," s Oscar, Mrs Crandall’s

zglder son, "and suddenly five, six eopleofind themselves
shooting down a hill without brakes"_(p. 75).
. The wqrst suffering is that caused by persbngl rela-
'ionships, with'the strife and conflict that arise through
;jzear, mistrust, and quilt. The characters are blind to
theig own weaknesses, accusing one.another of the faults.
they have themselves; and there is no stemming the flow of
ill feeling geﬂerated’in edch as the demands of the
! unconscious patient increase. The tensian is relieved only
when Ben decides to make the final sacrifice by selling off
his life insurance to help finance the oxygen tent needed
\by Mrs Crandall. Through this gesture, a state of compro-
mise and mutual respect precede the ailing‘woman's death.
In thé long form of "Ashes in the wWind," the major
role is reserved for the doctor, whose part is considerably
reduced in the hour-long play. In both versions, however,
Vic is at 6nce the power fiéﬁre,'the sustainer of 'life, and .
- the scépegoat. In a conversation with his wife, é{ter Mrs

Crandall has' died, Vic speaks of his position in relation

to the living family and the dead woman.

- ‘ VAN: Poor old lady. : "
. VIC: Ashes in the wind. She’ll never suffer any

—



v ' +

; more. An enviable'situation sometimes., .
~ . - '
. 4
VAN: Cynic. . . e

"‘ T . VIC; Yog %hink,so§ Look, i:il Zell you something.

“*?,, ‘ - Those beople, her family, thef;re lucky. - .
- Everything’'s behind them now. A féw tears, a. = v

_ sore heait, and tneﬁ everytping's a membryl But

u , ?j_ ,
‘ what about me? »
' an . . eseseses vereresaas

o ‘ That old lady entangled mé, too. And not only

. ' ﬁer.:.Deéth'frightens me as much as it does

anyone else - even more' because I'm the guy they

chooée to fightiit with. (pp. 76-77).

Without the possibility of listening to the radio

broadcast, it°mi§ht be suggested that "Ashes in the Wind"
in its one-hour readaptation is a more inteﬁse 1nd powerful
\ A

play. But the shorter version does not allow fprdtﬁe samge

character developgpent, especially that which e§tab1ishes
{ .
j the three couples in their home backgrounds; and Willie's

y dependence on his dying mother. It has also eliminated many
' . ’
of the doctor’s longer monologues which provide a rational

. voice in contrast to the family's emotional ones. The

e

tshofter version, as a consequence, is more directly centred
‘on théﬂconflict and its repercussions within the family,.
which seems to inLensify the play’s urgency through the
stark, unalleviated flow of emotion and suffering.

3
~

"Ashes in the Wind" has had'numerous lives. After thne

H

~ B
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origiﬁal two-hour broadcast onlgctoger 26, 1949, and the
shorter version mentioned abové; it was pgepa;ed for a
sixty-minute broadcaét on July 22, 1956, in which versién
it was presented over the.BBC(in Autumn 1957. As a televi-’

sion play, it was translated by Marcel Dubé with the title

"Cendres" for a performance on CBFT Télétheftre on January

.

"3, 1957, when it was shown in its longeét television

éroduétion of ninety minutes. A shQrter, hour-long

television version had been produced in 1951 in New York
: - 69
"with great success," according to Caplan. By November

1956, Shoub’s sixty—m%nute television adaptatlon had been

2

shown five times on English-language television in Canada.

In 1957, it became the first hour-long canadian television

play to be presented by the BBC in Engl@nhd. Shoub prepared

_a thirty-minute adaptation for Kraft Theatre in 1952. The

script was published in The Best Television Plays, Volume

- III after winning the award for best play in 1953.

In the CBC Times article referred to above, Mac Shoub,

speakiné of the opinion held by many at the time [1949]
L °

that radio drama is "an illegi#imate imposter" in the world

of art, 1s reported to have said tnat he wrote "Ashes in -
.

the Wind" "togprove to myself once and forevér rthat such a

[ thing as>radio literature does and can exist." Given that

.-
69 . . v .
Rupert Caplan. CBC memo to H.J. Boyle, "Stage ‘52"

" and "CBC wedWesday Night." October 29, 1951. (CCBS: Caplan

file). A

-
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drama in all its forms falls into one of the "primary

70

. gategories of 1ljterature™ outli by Frye in his
t of Criticism, and

8
"Polémical Introduction® to Ana

given that Shoub, in "Ashes in the Wind" creates an imagi-
‘'nary world where familiar exp;riences serve to enforce a
éobe of behaviour (throhgh the dramgtization of its devia-
t}dhs} and to perpetuate‘yhe‘collective myths that give

value and purpose to human existence, then Shoub can be

said to have met the challenge he set for- himself.

" ' . ' . Vs
“The 01d Man Says 'No’ " (September ‘1 1957) is an-

eﬁception‘fo the generalization that there is little

[

overtly Canadian in subject, setting or style in most of

o

' 4 Shoub "s radio drama. The "Canadianism". implicitly there, in

)

images, langwage patterns, and themes, could be accidental

~--Edmondo ﬁiqht be any soldier, notﬂnecessarily C;nadiag,

and the story would have the same meaning; the City might

be any city in North America, not necessarily Montreal and
" Mrs Crandall might be any aging mother struck down by

sickness in any country. Be that as it may, there is little

likelihood that Shoub’s "The 0ld Man Says 'No " could be

70 . :
Frye, .p. 13. . : ’ ‘ o
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taken for anything but a Canadian play. Its setting and
characters are sp%cificaily Canadian as is its theme which
is the stfuggle of an isclated pioneer to preserve his-
hard-fought means of survival. This interpretation is clear

N \.
in a CBC description of the play: "\

\

A human interest drama, produced by Ruﬁgft caplan
in Montresal, an#PId sou;dough clings tigﬁtl§,to
his littie homestead in remotest B.C.: his land

p and his memories are more important than the
fortune offered him by a power company needing

71
property for a dam-site.

On the underlying, symbolic level the theme (one fami-
liar in Shoub’s plays) is not exclusi;ely Canadian: life in
death, or the life-sustaining force oé death oﬂ the
bereaving survivor. In its realistic Canadian setting here,
the symbolic meaning is more submerged than in others of
nis plays. | ‘

A work that uses satire to convey some of its more
outspoken statements, "The 0ld Man Says 'No’" opens cold on
a brisk dialogue between top executives of Power Producers
Limited, that sets the tone for one of "the two contrasting
character Eroups involved in the tension-building situation

~

of the pléy's action. After a brief exchange, which

71 ’ ! .
. BC Times August 1957, p. 3.

—
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establishes the play’s theme and indicates where’the dram$4.
tic conflict will arise, the men'drink to their success in
gaining legislative approval fbr‘their industrdal project.
At this point the announcer gives the play-credits, and
then the two‘major characters of the opposing group-~the
men who m&st leave their land on account of the proposed
project--are iﬁtroduced. A contrasét is thus immediately
established in ;he setting (urban/rurall, thé language
(educated/rustic), the tone (businesslike/defiagt;, and the
perspective'?brogreSs/deprival). Only one character crosses
the boundaries of each group; he is the idealistic young
executive, Ed Dillbp, who hopes to win over the o0ld man
whose stubbornness might' otherwise oblige him to use the
power invested by law in his company. The play’s solution,
contrived by{Dillop, absolves Power Producers Limited
‘through the humanitarian act that follows the old man’s
compliagce with the expropriation order. |
Davey Root, the old man of the title, is an isolated
‘trapper and logger who lives several miles away from the
settlement, with its thirty-member population, that is his
. @

human community. Marcus Crimp, ‘a man of the same age, is , A
the settlement s postman who becomes the foil for Root s

opposition to the Lig—business corppration; His counsel
‘and éympathy sustain the old man and, finally, as the play

progresses towards reconciliation and resolution, lead to a *-

- méeting between Root and Dillop.



As ﬁreviously mentioned {p. 36] william Solly, in

- ' " "Nothing Sacred," speaks of the popularity of*old people as

‘ \ protagonists_in canadian plays. He adds:

... it is tempting to speculate|why so many should
cho?se this limited point of view, this concentra-
tion upon theAtwilight of age. Perhaps it is only»'
because thé jugtaposiﬁion of the new and the old
(the one in setting, the .other in characters) is
‘aesthetically pleaﬁing; but, more probably, it is
because the juxtaposition is a necéssary'dramatic‘
balance, that the only way many.of our playwrights
can cope with the spectacle of a younqg fresh land
is by peopling it with the éired and senile.72

A
The balancing of old with new, in the physical sense that
Solly implies, where.the aged man strikes a dramatic con-
trast with thé young land, is one of the theQ;tic possibi-
lities of "The 0ld Man Says “No’," as it is ih the
metaphorical sense of new,lifé arising from the old. Fer,
in the play, the "new" land is already "old" and'its
development for the water péwer project can only come about
| by the destruction of the old settlement with Fhe home -
steads that had been built by its first settlers. The

process, described in a newspaper release from the ¢

- ' 72 ;
Solly, p. 47.
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development enterbrise, illustrates the scope of the trans-

formation on the region’s topology:

The flood, when it comes, will not result in a

national disaster. For brilliant men, the best
engineering\minds on tﬁe continent, are skill-
fully calculating and planninépgvery step which
will soon result in 125 feet éf water on top of
each and every dwelling along this pié&uresque

73 .
lake. 4

The almost gleeful announcement of the aestruction of the
early dwellings together with the allusion to the relative
‘unimportance of the "di;aster" on the national scale, main-
tains the satirical ;éture of the dramatization éf t
Ghafactérs involved in the ‘industrial venture. 3Sollyj it
. should be noted, recognizes satire to be a strong component
6f Canadian writing.
The regenerative process, implicit in the destructive
r

process, is elaborated in the continuation of the press

release:
When tpese‘extensive plans are conpleted, (they
are reputed to be the most complicated and -
4, '
v
73

: Mac Shoub. "The 0l1d Man Says' ‘No’," Summer Stage
Prod. Rupert Caplan. Montreal, CBC Trans-Canada Network,
September 1, 1957. {(CCBS: M005690), p.ll.
All future references to this work will appear in the teéxt.
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expensive ever attempted in Canada), many
thousands of our people will be employed; and
perhaps a new city larger than Saskatoon, will

“spring up where now there are only rocks and

trees and wilderness. (p. 12).
» N : i N
The predicted vigality of the new land provides the

contrast Qith the condemned state of the old. The contrast-

is echoed in-Crimp’s own life which, with the grfdual
revelation of the motive for his defiance, is seen to draw’

its vitality from death.

From this perspective, the old man does not fulfill

" the” same role as that of Solly’s "tired and senile" inhabi-

tants of a "young fresh land," who serve to create the
"neceséﬁry dramatic balance; in the plays of Canadian A /
writers étriving to find a place for the individual within //
the magnitude of nature. Shoub’s old man is one with the /
"old" land because the land is his life. "T burieé my lifé
;n this land,h he tells Crimp, "Ain’'t no one gonna wash/ﬁel
away after all these years" (p. 14). The image of his
buried life takes on its true meaning towards the pfay’s
end, with the knowledge that Root’s 19-year old wife lies
buried at the back.of the house, where. she died in their
first winter toégther. "She ain’t never gonna be dead for
me! She ain>t never .gonna be dead!" he cries {p. 47).

v

Root, moreover, is not thé "essential® Canadian type
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that Solly depicts as being "slow-moving, slow-witted and
illiterate," neither ‘is he the comic figuie~5011y associates
with the old man of the habitual rural setting. Root is
rather a.man still afire with the youthful visfbn of the

4

early days when he thought he’d "never see God's heaven -
through the tops of them Douglas firs;" (p. 48).

Apart from a.brief‘scene with the receptionist at the
switchboard (pg. 19-20)7 no &oman characters take part in
the action of the play. The présence of the dead wife, Mary
Helen Root, isistfongly felt, however, even before Crimp
reveals thg cause of his friend's obstination to Dillop~--
the grave with its carved inscription, "Our L%ght is Flown,
Our Beautiful, That Seemed Too Much Our:Own, Ever To Die"
(p. 42). As the earth is the source of female images of
productivity in "Thank You, Edmondo," so the érave of the
dead bride is the source of life in "The 01d Man Says

‘No’." Some of the play’'s most lyrical passages are those

+ related to her presence.’

]

RQOT:'She knows I done that. I got birds singin” like
the Lord s own church bells for her... I got
the ciean sun warmin’ her an” the pure rains
clean§in' her. I got goldep aspens dancin” the

‘ day for her an’ valley winds singin .her songs.
I promised her that, an’” while I’mjzzgye that s

how it’s got to be. An’ no power company gonna

23

Yo



come between me an’ that promise. (p. 50).

After its first broadcast in 1957, "The 0ld Man says
‘No " was made available to overseas services, in 1958, as

a two-installment radia play. It was rebroadcast, in its

. . . i
hour-long version, on Midweek Theatre in 1965. A t&evised

version was prepared by Shoub for a General Motors’ Theatre

production from Toronto, in 1558

~

!
First broadcast as a shorter play entitled "Goodbye

the Ghosts" on August 17, 1958, the threerpart "Trial of
addie Garth" (October 21; 28; November 4, 1958), focuses on

the stages of a woman’'s grief at the death of her husband,

her readjustment to widcwhood, and her awakening to a new

life. Onge again, the dead character, wﬁose fatal accident

{

is announced in the cpening scene, has a powerful effect on

‘the living. - L

The memory of Andrew G. Garth pervades the atmosphere
of the confined world that becomes Addie’s after his death.
Contented as‘she was with her orderly, comfortable life as
a wife and.mother, the bereaved woman has suddenly to
grapple'with a probleh of giga?tic proportion. Its signifi-

cance in her life is symbolized by her husband’s second

name, Grumbo, which 'is that Bf the giant in the fairy tale

(%)

109



7

of Tom Thumb. Once she is able to overcome her grfef and tg
reconcile herself to her new situation, she lafs the giant
to rest and sets out on a path of her owq, thetarchetypal .

5
widow "for whom all things begin with Death."

Addie Garth is essentially a woman of the 1950s, the
post-war era when the aggressive, independent career woman
of the war years had gradﬁéiiy#éiven way to what Betty
Friedan cafls the "housewife-mother." Friedan describes the
demise of the self-assertive woman and her replacement by a
woman of the new mystique, ref{écted through and, to a
certain extent, created by her image in poéular literature,

including that of radio, teleﬁ%sion and film. She writes:

The end of the road, in an almost literal sense,
is the disappearance of ‘the heroine altogether,
as a separate self and the subject of her own
story. The end of the road is togethérness, where
the womén has no independent self to hide even in

guilt; she exists only for and through her hus-
75 -
band and children.

a

Such were the Addie Garths of the day. Mac Shoub was

74
Mac Shoub, "The Trial of Addie Garth, Part 1: The
Ordeal," Drama in Sound. Prod. Rupert Caplan. Montreal, CBC
Trans-Canada Network, Oct. 21, 1958. (CCBS: 2002884), p. 1.
All future references to this work will appear in the text.

75

3
Betty Friedan, The Feminine Mystique (New York:
Dell Publishing Co. Inc., 1963}, p. 41.
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breaking new ground in his portrayal of a woman who steps

out of her expected role, and becomes "a special kind of

A

heroine. The kind fthat writers don’t often write about, |
"the kind that maintains the silence expected from one ln

her situation because "a silent problem may hardiy be a|

problem at all" ("The Ordeal™ p. 1). . f\j

. Pat Pearce, radio and television critic, conveys the.

. import of .the play at the time. In a review entitled "Study

in Loneliness Makes Moving Play," she writes:
1

last night, blaywright Mac Shoub tackl=d an

unusual theme. ... His heroine was that figure
!

of désperate'loneliness, the widow, the woman /
wh@se life pattern has been all set, compound of
all those often intangible things that go to
make a ﬁarriage, and who must suddenly learn to
live that life alone.76

Addie s courageous fight to extricate herself from the

stagnation of a living death is finally resolved by the

promise of moral support and friendship from an understand-

ing man. That Shoub’s play ends on a note which could be
construed as, an entry into'a second domestic situation for
Addie might come as a disappointment for today’s reader. In

76 -
Pat Pearce. "Study in Loneliness Makes Moving

Play," The Montreal Star. August 18 1958, p. 24.
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the context of Shoub's writing, howéver, the figure of
- Adam, the friend of the last scene, is symbolic as much as
realistic. He rejects the cont;ived‘mee;ing‘planned by the
concerned brother-in-law and appréaches Addie in his own
way, "It was allvwrong. Like...peddling merchandise," he
explains 1ater.7‘ Adam is the sign of Addie’s new‘freedom.
He stands at the door to héf héuse iﬁviting her to explore
the world outside, ‘to start a new life. Itfis the same door
éhat served to admit the bearers of‘th;‘message of death in‘
" the opefing scene, which death was not only her husband’s
but alééﬁﬁér own. ‘ \
ﬁo recordings of "The Trial of Addie Garth" tiilogy
| are a;ailable although the récording of the shorter, 60-
minute production, "Goodbye;the Ghost's,” 1% in the Mac
ShohB collection of the CCBg: The taped produétion brings
out the full texture of the dramatic structure through its
blending of background sound with human voice and its’
articulation of grief through verbal directions that attain
their effect.asvthey are put into action. The different
types of male and female voice-~Marcus’ thickeﬂed with
rdrink, Ena’s clear and questioning, the doctor s authorita-
tive, and Addie’s shakeﬁ.or controlled but always with a
hint of the underlying emotions--contribute to the atmos-
J 17 : . vy
Mac shoub, "The Trial of Addie Garth, Part 3: The

Hunger" Drama in Sound. Prod. Rupert Caplan. Montreal, CBC
Trans-Canada Network, Nov. 4, 1958. (CCBS: M005909), p. 34.




‘phere of grief and confusion that marks Addie’s widowhood.

Preference for an atral rather than a visual tool of
expression in the study of radio drama might seem to say
nothing about the author’s writing ability, Qithough it
does reflect the egcellence of the actors and the director
in their intéréretation of the script. But "the actors
embody and interpret the text provided by the author," says
Esslin, and "the author has at his disposal a very*bowerful

instrument for imposing on the actors the manner of inter-

‘pretation he desires." The instrument to which Esslin

L3

78

refers is style. .It is the distinctive style written into

each character and revealed in particularities of language,
ways of ‘expressing feelings; and.attifudes adopted in the
face of the tragedy, that permits them to comg'to life as
caonvincing personalitieg)in the dramatic prpductidn of
Addie Garth’s beregvement. . ’

In keeping with £he imposed confinement of widowhood,
the play has only one setting--the house in which Addie had
spent the carefree days of her married life. Its rooms
acquire their 6wn distinctive atmospheres as Addie’passes ;
through her trial and slowly retﬁrns.to life. The kitchen
and living room, where solicitous‘friends and family
members gather in forced gaiety as they tryato avoid allu-

sions to the tragedy, contrast with the hushed bedroom

”

78." ‘ ‘
Esslin, p. 34. . :
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where Addie is comforted by the Reverend and the Doctor,

and where, once alone, she breaks down overcome by grief

[N

.and loneliness. The bedroom later becomes the chaotic scene

of Addie’s exorcising of the ghost that was her nusband

when ske "buries" his clothes in_é trunk'that she dragéed

up from the basement, "bump by bump." As well as marking

"

‘Addie ‘s returning interest in her own life, the trunk scene -

acquires deeper significan&e through the image of Sisyphus,

which Addie applies to herself in describing to her sister

her daily confrontation with monotony and isolation. ,

ADDIE: I'm beglnnlng to feel like. him [Slsyphus] o

‘Get up every morning, I’'m’ g01ng to roll my
rock up the hill. It’s heavy, but I 'm going

to rqll it up ... Yes, tha’s how it starts
every day, rolling that rock. Thendthe post-
‘man comes, or you look at é picture‘.;. And
you forget about rolling the rock. But that
rock - it doesn’ t forget. Down 1t comes, and-’

79 .
you ‘re at the bottom again.

3

The original play "Goodbye the Ghosts" was a one-hour

4 '

drama with two acts. The trilogy retains the first two acts
. L} .

79 » _ .
Mac Shoub, "The Trial of Addie Garth, Part 2: The
Ghosts," Drama in Sound. Prod. Rupert Caplan. Montréal, CBC

. Tyans-Canada Network, Oct, 28, 1958. (CCBS: M008825), p. 8.

1 future references to this work will appear in the text.
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as parts one ("The Ordeal") and two ("The Ghosts") and has

3

l .
a new act as part three ("The Hunger"). The complete drama,

.one and a half hours in length, takes place at three diffe-

rent periods in. Addie’s life, the day of her husband’s
death, one month after, and a year later.
The tension of the emotional ordeal is maintained even
' /

.-
after the turning point, or catharsis, of the exorcising

scene in which Addie breaks into uncontrollable laughter,

‘triggered off by her daughter’s reaction to one of Marcus’

habitual light jokes. The author'éydirectioﬁs for this

)

laughing scene take up three guarters of a page ("The

"Ghosts," pp. 25-26) as he describes how the first hesitant

giggle meets with suppréssed laughter, which gains momentum
and spreads to each of the four pefsons in Addie’s room,
before it bursts into an explosion of sound. The:taped
production of the sEene, which follows closely the details

given by Shoub, .has a spontaneous and infectious quality,

that can hardly fail to draw in the listener as the dramatic

!

tension is eased and Addie rids herself of her husband s
ghost. ' .

In the shorter play, "Goodbye the Ghosts," the
laughtér is a prelude to the drama’s résolution; in the
trilogy, it is a steé towa;ds the more.complete reconcilia-
tio? of thé longer pfay. Shoub is able to maintain the

dramatic tension into the last part by shifting the focus

of the source of conflict, whicﬁ becomes that of Addie’s
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resistanéelgg the socially acceptable mores governiﬁg a

widow’s life. Addie’s attitude sets up a tension between

herself and heridaughter, who is the first to reprove her

»

mother s growing need to express her slowly reviving taste

for life. The two women become rivals and Addie sees her

‘daughter as an obstruction to the fulfillment of her emo-

tional and physical needs. It is only when Addie is about
to break through‘to the outside world, which Adam’s

A
presence enables her to do, that her reintegration into the

society from which she had been isolated for so long,

N .

becomes a possibiiity. The promise of tﬁe'play’s ending is
the promise expressed éazly oﬁ,'when Addie was strugéiing
with the shock of her husband’s death. "But this isn’t the
end. For you it’s only the begigning - a beéginning of
something that will need all your strenéth and courage"
("Tge Ordeal," p. 20). The Reverend’s words go Beyond a
simple reconciliation to a changgd status; they contain thé
hope of a new life af}sing from the old. »

"Phe Trial of Addie Garth" wa¥% broadcast twice in 1958.

Its .scheduled appearance as a three-part television play to

launch the #Montreal contribution tq the CBC~TV network

Playbill, in Octcber 1958, was cancelled on account of the

live coverage of Prince Philip’s visit. Its first televised

performance was consequently on Midsummer Theatre in Fall

of thé same year and, in May 1959, the trilogy was produced

)

fer Shoestring Theatre.

“
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5. CONCLUSION .

. © g
Like the real world itself it [drama] is

s

€Fen o infinite interpretation. ... This

9

is the source of one of the most intri-
guing and mysterious aspects of drama--

that dramatic works can contain meanings

N\

ofiwhich their aufhors must almost
certainly have been_unawage.ao
o In the wriging of this thesis, the original radio S
dramas of Méé Shoub have been examined from the perSpecfive-
of their major themes and images and of their development
in his canon. The role of Shoub’s radio plays in sérving as
‘reminders of .the "rules of social éoexistence," and in
reasserting "the code of“conduct of a given society," which
Esslin claims to be part of the fuhction of drama,81 is
shown to be of .great importance in his work as a whole..
The radio plays, with one or two excéptions, could be
classified.by theme and writing technigque into four major
- phases: first, war and war-related plays, Jénuary 1942 to
May 1§45; second, plays abbﬁt the individual and the ’
80 A : |
Esslin, p. 113. : . . A

B1 : . :
Esslin, p.' 29. .o o , 8
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eity, June 1945 to 1949; third, psychology, mystery and

s
W o

murder plays, 1950-1957; and fourth, drama of human emotion

defiving from common social problems, 1957-1965. Although

“the subject and style of the plays undergo changes as the

¢+ work moves from the realistic phgses to the ps&chological,

éhe themes that mark Shoub’s work reappear in many
different guises. Death as a sacrifice and as a source of.
life is seen to be related to scfiptural images in many
plays in the first phase. The parédoxical themes of death
in life and life in death constitute its variations in the

second and third phases. In the fourth phase, bereavement

and reconciliation to life are part of the thematic content '

of the dramas of human emotion:

i

N The importance of Shoub’s contribution to the
gdiden age of Canadian radio drama is revealed in the

»

dramatic and literary qualities of his work and in the

.prolific output maintained by the dramatist during the

‘twenty five years of his radio writing career. '

1

There .are other aspects of Shoub’s work that might

have been considered, such as the woman protagoni%p, the

" element of fantasy, or the relation of his dramas to

French-language radio drama in Quebec, but these are

outside the scope of this thesis. It is to be hoped that

.- further studies will be undertaken on the work‘of Mac Shoub
- [}

and'pn Quebec English-language radio drama during the most

siénificant period in its history.
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7. APPENDIéES

Original Plays in Order of Their First Broadcasting Date

This chronology supplements the alphabetical Sh&‘p
;lstings in ghe Radio Drama Bibliography. The chroaolog-
ical listinglgives the first broadcast of each play; -
subsequent broadcasts are enclosed in parenthesis under the
first listing.

Unless otherwise stated, the‘plays were produced by
Rupert Caplan from Montrealiover the Canadian Broadcasting
Company (CB&) National or Trans-Canadian Network. The MOO

and 200 catalogue numbers are those of the Canadian Nat-

ional Theatre on the Air 1925-61/CBC-CRBC-CNR Radio Drama

in English bibliography, and as used on the scripts in the
CCBS collection. bncatalogued pre-1961 plays were not
traced at the time of bibliography’s compilation, while
post-1961 plays fall outside its chronologicai scope.

' Page numbegs indicate the length of the intten.
scripts. Unless otherwise stated, the broadcast time for.
each play is 30 minutes. ™

A title preceded by an asterisk indicates that a, taped

copy of the broadcast. is -available in the CCBS Archives.

'42.01.05. "Dear Mom and the White Angel," Montreal Drama.

25 mins. 12pp. M007694.

&
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' 42.06.i0; * "My Own, My Native Land," Montreal Drama.
" 25 mins. 15 pp. M008732.

fa note written on script by Mac- Shoub '
indicates that blay was repeated twice; no

‘other details are availabie]

s

42.07.05. "Dear Mr. Axis," Montreal Drama. Z2005614.
[no transeript available) -

42.07.08.  "Thunder On, Democracy,” The Play of the Week.

13ppf
(42.07.22. Montreal Drama. 13pp. M007813.)

P

42.07.26. "If A Man Should Dreém,“ Pre-Campaign Warf

Savings Broadcast. l4pp. | - -

v

(43.01.31. Best Plays of 1942. Vancouver .

Natiouna! Netwgerk. Prod: Rupert Caplan.)

42.03.02. "Suffer Little Children," Pre-Campaign War -

Savings Broadcast. 11pp.

42.12.08. . "Let There Be Light," The Play of the Week.

12 pp. 2004246,

43.03.24. "When Thy Day Comes," Montreal Playhouse. 1l6pp.

2004249.

v

' [Shoub’s personal records indicate a rebroadcast

on Sound of Voices; no other details are

available.)

43,05.05. "Will You Forget?"” Mongreal Playhouse. 14pp.

7004235. ' B /
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43.07.07. "Variations-on a Theme," Montreal Dra@&. 29pp.

(43.08.28. Montreal Drama. 2005229,

3

44.10.05. Montreal Drama. Z005315.,

46.04.11. Montreal Drama. M005723.

50.06.15. Winnipeg Drama. Winnipeg Trans-

3

Canada. Prod: James Kent. 2004977.

' o 51.02.15. Prairie Playhousé. Winnipeg

A
«

‘ o . M004644.

54.10.02.. Saturday Plavhouse. 2001681 qh

55.08.21. Summer Stage. 2001931 )

. ' 43.12,19. "Born To Be Hanged," Montreal Drama. 20pp.

\h006743

Eastern Network. Prod: James Kent.

21lpp. M004038.
(44. 09 22. M;ntreal Drama. 20053‘3

(45.01.18. Montreal Drama. M004282.)

o

44.03.01. "Heéllo Joe, What Do You Know," Montreal Drama.

)
' 54.06. 19. saturday Playhouse 2001666. )
44.09.01.° "A Soldler from the wars Returning,"” Montreal
°  Drama. 18pp. M004470. '
(44.07401 no detalls avallable.
z 45.02.01. Montreal Drama.,M005756.)
44.09.29. "0 Day of Joy and Gladness:“ Montreal Drama.
_ ’ 1Bpp. 2005314. '
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- 45.02.22. .ﬁDeath and Transfiguration," Montreal Drama.
| . 20pp.- M006854. ¢ |
45.04.05. "In the End Is the Beginning," Montreal Drama. '
e 17pp. M004098. .+ - | S
(45.07.12. Montreal Drama. z005334. -
s 5 } . , 50.64.06.-winnipgg Drama. Prod: James Kent.
X Winniéeg Eastern Netwogk. 2004967._)° )
i 45.05.17. "Only The Tears Have Spoke%, " Montifeal Drama. '
° 22 pp. 2005337. . ° T R
' (45.07.26. Montreal Drama. M0043Q5.) ‘ _
65.06.217 "Second Variations on a Theme,” Montreal Drama. )
‘ 19 pp. -M005719. -
"(46.03.21. Radio Repertory. M004437.
}\ a oL, 56m01,26: Winnipéngrama. Pred: Jaméé Kent. ,
. Winﬁipeg Eés%ern Network,'5004957.
55.08.28. Summer Stage. 2001932.) | :
45.12.20.-  "The Song.-of a Gity," Panofama.IIBpp.' -
2000260. . ° ‘ _ Q
46.01.24. * "Thénk Youz Edmondo, " Moni?eal Drama. 25pp.
g o MO0S717. . Y o
| | _ (46.03.07. Radio Repertory: M004550.
. i . e . 54.08.28. saturday Playhouse. 2001675.
' 61.06.29. Halifax Theatre. Prod: Anthony Ross.
. ; | v* Halifax Eastern Network. 2003960.)
R ' : ca oo, : . ’ - S .
@ . .
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7 46.02.07.
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* "46.04.25.

i

46.06.16.

46.10.10.
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" 48.05.11,

48.05.18.

«  48.05.25.

48.06.01.

]

"Fantasy with a Southern Exposure," Radio

Repertory. 18pp. M005713.
. N L}

(47.03.13. pPopular Playhouse. 23pp. -M005678.)

"Phe Kid.and the Canine," Radio Repertqu.

21pp. M005724.

\

(50.10.12. Winnipeg‘Drama. Prod: Esse Ljungh.

Winnipeg Eastern Network. M004147.)

"Case History," National Clothing Collection. -

17pp.

“Dauntless ‘Once In Khaki,ﬁ'Radio Repertory.

20pp. M005743. .

"Hit and Run," Popular Playhouse. 26pp.
M005680.

3

(50.03.16. Winnipeq Drama. Prod: James Kent.

Winnipeg Eastern.Network. Z004964.

54.05.15. Saturday Plavhouse. 2001661.)

""Prologue,". My City. 17pp. M005966.

"The Station," My City. 23pp. M005967.

"The Hospital," My City. 19pp. M005968.

(48.10.13. On Stage. Prod: Rayﬁond White-
house. Vancouvérxlnternationaf

i Network. M0O01135.

. 50.05.19. Joint Hospital Furid Broadcast.

e CBM, CFCF, CJAD.)

"The Hotel," My City. 21pp. M005969.
. , . Ty -

~-

g A \
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-

48.06.15.

48.06.29.

48.07.06.

48.07.13.

48.07.20.
48.07.27.
48.08.03.

49.01.12.

49.08.04.

" 48.06.22, -
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"The All-Night Restaurant," ﬂx‘cltz. 23pp.

e

-

M005970. e

"The Newspaper," My Citz: 18pp. M005971. \

"The Sound Of My City," My City. 20pp. M005972.

. "The Man On The Beat,” My City. 26pp. M005973.

"The Advertising Agency (Part 'I)," My City.

3

17pp. M005974. S ' \
"The Advertising Agency (Part II)," My City.
19pp. M005975.

"The Bar," My City. 2lpp. M005976.

"The Mayor. Of My City,” My City. 21pp. M005977.
"The Apartment Hou;e," My City: 23ép. M005978.
"NightJCall," On Stage. Prod: Raymond White-
house. Vancouver International Network. 22pp.

M000464.

[Produced as "224 Map}e Drive" in subsequent
broadcasts. 3ggp49;09:02.]

"224 Maple prive,"'ﬁistenigg Room.Only. 20pp.

Prod: Raymond Whiggbousa. Montreal Trans-Canada

Network.-M004224i/

(50.08.18. It s Murder. Prod: Réymond

N whitehcuse. Vancouver Trans-Canada
\ .

\ Network. 25pp. M001430.

\\

- Vo 51'0%v16' Prairie Playhouse. Prod: James Kgnt. .

. - ‘ (
\\\ Winnipeg Trans-Canada. Z005074. ¢ T

\\ . , }

\ . e



' :

49.08.16.

49.09.13.

49.10.26.

‘

Y

54.09.16.. Prairie Playhouse. Prod: Gustaf

F

Kristjanson. Winnipeg Trans-Canada.
M0O07963.

[F;rstfproduced as "Night cail". See”49K01.f2.]

"Wait.and See," Listening Room QOnly. Prod: -
1
Raymond Whitehouse. Mnntreal -Tt%ans-Canada

’4
R

Network. 23pp. M005796.

(50.09.01. It's Murder: Prod: Raymond .

o ©

Whitehouse. ‘Vancouver. 26pp.

65.10\17. Vancouver Theatre. Prod: Jim

"y

Henderson. Vancouver Trans-Canada .,

Network. M000344.)

"By Night on My Bed," Listening Room Only. -

' Prod: Raymond'whitehouse. Montreal Trans-Canada

Network. 23pp. M000461.

"Ashes in' the Wind," CBC Wednesday Night.

Prod: Rupert Caplan. Toronto Trans—-Canada.

120 mihs. 79pp. 2000511. -

(56.07.22. Summer Stage. 38pp. 60 mins.

. M005654. ) . : ' .

[shoub’s personal records indicate a rebroadcast

Vad

of a 105»miné. version from Mentreal in 1949; no

other details are available.]
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'.50.07.14."  "The Guy with the Eye in the Middle of His

Head". It's Murder. Prod: Raymond whitehouse.

Véncouver Trans-Canada Network. 27pp. M001427.

50.07.21. "How Crazy Can You Get?" It s Murder. As above.

50.07.28. "Jealousy Will Get You Nowhere." It’s Murder.

50.08.04. "Exercise In Murder." If’s Murder. As aboveé.

- 25pp. M00Ol436.

A}

" As above. 29pp. M001428.

26pp. M001429.

- 50.08.11. "They Never Die Do Théy." It’'s Murder. As above.

23pp.- MOO1127. . ’ L

' 50.08.13. "Vengeance Is Mine," CBC Summer Theatre.

Prd&: Raymond Whitehouse. Vancouver Trans-

Canada. 23pp. M001435.

50.08.25. "Dead! - As In Deadline." It’s Murder,

Prod: Raymond Whitehouse. Vancouver Trans-

Canada. 26pp. M001434.

50.09.01. "The Man Who Murdered My Wife." It s Murder.

50.09.08. "Deatf - Handle With Care." It’s Murder. As

© As above.17pp; MO01433.

(50.09.22. It’s Murder. As above. M004217.)

=g

above. 27pp. M001432.

50.09.15. "rall Down Friend - You’'re Dead." It’'s Murder.

A
3

As above. 30pp.. MO01431.

T T e ——
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50. 2. “"Double Thirteen." It’s Murder. As above. No

listing.

{no date. Canadian Theatre of the Air. Prod:

Alan savage. Toronto Dominion Network.)

»

50.12.15. "The Man Who Couldn’t Disappear." Foxd Theatre.

60 mins. Prod: Alan Savage. Toronto Dominion Network.

. 59pp. M007180. -
?3.03.27.' "The Ballad of the Grass." Ford Theatre.
60 mins. Prod: Alan Sa&age. Torénto Dominion
Network. 40pp. 2001452.
(56.07.08. Summer Stage. M007053.)
57.69.01. . "The 01d Mdn Says ‘No’." Summer Stage. 60 mins.

64pp. M005690.
' . 9
58.08.17. * "Goodbye theﬂghosts." Summer Stage. 60 mins.

64pp. M005653.

58.09,21. "The Ordeal." (Part 1 of "The Trial of Addie

Garth"). Drama in Sound. 34pp. 2002884.

58.09.28. "The Ghosts." (Part 2 of "The Trial of Addie

Garth"). Drama in Sound. 29pp. M008825.

58.11.04. "The Hunger." (Part 3 of “The Trial of Addie

Garth). Drama ig'Sound. 34pp. M005909.

T —

59.06.21. “Hush,‘Mahala, Husp." Summer Stage. 62pp.

- 60 mins. 2002960.

60.01.02. _ "Elegy to the Uncelebrating." Drama in Sound.

»

28pp. M007477. .
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63.03, ? "The Monteagle Affair." Famous Canadian Trials,

30 mins. Prod: Rupert Caplan. Montreal Trans-

éanadg Network. ‘
6?.04.14l "The Black Carriage." Midweek Theatre. 54pp.

60 mins. - -
65.12.09. * "Study ‘in Black...And Other Colors." Midweek

Theatre. ' ‘ o .

[no transcript available].

no date "Semmelweiss." Jewish General Hospital Drive

For Funds. Prod: Rupert Caplan. CBC Radip :

Montreal (CBM). 9pp.

no date * "La Corriveau." Great Canadian Crimes. Prod: .
Rupert Caplan. Montreal, Trans-Canada Network.
no date "The Trial of John Doughty."

[no further information available].
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Adapted Plays in Order of Their First Broadcasting Date

.

' This chronology supplements the alphabetical Shoub
listings in the Radio Drama Bibliography. The chronolog-
ical listing gives the firsc broadcast of each play; in the

case of serials the first broadcast date is followed by

the last. Subsequent broadcasts are enclosed in parenthesis

under thé first listing.

Unless otherwise stated, the piays were produced by
Rupert Caplan from Montreal over the Cana@ian Broadcasting
Company (CBC) National or Trans—Cangdian Network. The MOO

and 2Z0O catalogue number s are those of the Canadian Nat-

ional Theatre on the Air 1925-61/CBC-CRBC-CNR Radio Drama

in Engiish bibliograp@y, and as used on theigéripts in the
CCBS collection.
The name of the original author appears in parenthesis
after the title of the play. - .
Page ﬁumbe?s indicate the length of the writteh
scripts; these will not be given in the case of sgriéls.

Thg/broadéast time for each play is listed; in. the case of
~ v * N

" serials the total broadcast time will be given.
A title preceded by an asterisk indicates that a taped

copy of thé broadcast is available in the CCBS Archives.

135



il

136

42.05.12. "Addres; Unknown" (Kressman Téylor). Theatre
Time. 30 mins. Prod: Andrew Allan. Vancouver
Western Network. lé6pp. M001827. r
44.01.16. "Divided They Fall" (W.G. Hardy). Montreal
| Drama. 30 mins. 20pp. M006883.°
47.08.18. "pPeter Rﬁgg, The Missing Man" (William Austin).

Great Tales of Imagination. 30 mins. 16pp.

M005708. i

) 48.07.21. , "The Dybbuk" (S. Ansky). CBC Wednesday Night.

60 mins. Prod: Rupert Caplan. Togonto Trans-Canada
Network. 67pp. Z000411. - i

'
(50,05.31. CBC Wednesday Night. Prod: Rupert

caplarf. Toronto Trans-Canada Network. 2000777.) ,
oo ——49-01.12. * "The Well of the Saints" (John Millingtcn

Synge). CBC Wednesday Night. 60 mins. 2000492.

(59.06.07. Summer Stage. 2002958.

61.01.08. CBC Stage. 60 mins. Prod: Esse
Ljungh. Toronto Trans-Canada. 41pp.

M003106.)

49.01.19. —“The Rich Man" (Hénry Kreisel). CBC Wednesday
Night. 60 min§. Prod: ﬁsse~Ljuﬁ§h. Toronto
Trans-Canada Network. 63.pp. M003521.‘_
* (55.11.27. CBC Stage. 60 mins. Prod: J. Frank

) ' Willis. Toronto Trans-Canada Network.
48pp. M005079).



49.05.04.

51.09.26.

51.11.21. .

53.

™

06.18%:~

53.09.17.

54.

54.
54.
54.

54.

55.

55

.06

01l.

03

09.
12.

08.

04.
.07.

01.

.10.-

26.-
19.

21.

10.-
31.

.08.

“The Trial" (Franz Kafka). CBC Wednesday Night.
90yqins. frod: Rupert Caplan. Torodto Trans
Canada Network. 2000503.

"The Uninvited" (Dorothy Macardle). Ford

Theatre. 60 mins. Prod: Alan Savage. Toronto

Dominion Network. ZOOS47§J

"He Who Gets Slapped". (Leonid Andreyev). CBC

Wednesday Night. 90 mins.

M995710.

2000965.

(55.01.23. = 55.04.03. 2991900).

. - ,
"Magnificent Obsession" (Lloyd C. Douglas).

Ford Theatre. 60 mins. Prod: Alan Savage.

Toronto Dominion Network.
* "Anvil unto Sorrow: A Tribute to Eugene O 'Neill."

CBC Wednesday Night. 150 mihs. 87 pp. M008851.

“"The Iliad" (ﬁomer). 13 episodes. 6.50 hours.

M995709.

"One Is a Lonesome Number" (William Manners).

saturday Playhouse. 30 mins. Z001675.

"Florence Nightingale" (Cecil Woodham-Smith).

z001512.

15 episodes. 6.50 hours. M997&77.

"Montserrat" (Emmanuelkggpbleé translated by

Lillian Hellman). CBC Wedﬁesday Night.

90 mins.

2001947.

.

"The Odyssey" (Homer). 13 episodes. 6.50 hours.

%
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55.08.07.~

55.11.13.

55.11.20.

55.11.27.

55.12.04.

55.12.11.

55.12.18.

56.01.01.

56.01.08. .

56.01.15. -

56.01.22..

56.01.29.

56.08.05.-
56.10.29. .

N

~

™.

™~

"The Reasori Why" (Cecil,wOodhgm-Smith). 13

episodes. 6.50 hours. M995690,
“rer . )
"A Piece Of The Pie" (Damon Runyon).

Damon Rynyon Stories. 30 mins. 2002027.

S . -
?All Horse Players Die Broke" (Damon Runyon).
As above. 7002028.

"Blonde Mink" (Damon Runyon). As above. 24pp.
M005634. |

"Broadway Incident" (Damon Runyon). As abpve.‘
28pp. Q905635.

"Lonély Hearth (Damon Runyon). As above.

26pp. M005637. - \

"The Lacework Kid" (Damon Runyon). As above.
25pp. M005636.

"A Very Hono?able Guy" (Damon Runyon). As ;Sove.
24pp. M0O05638.

"Madame LaxGimp" (Damon Runyon).‘Asfabove.
24pp. M0O05639.

"Dark Dolores" (Damon Ruﬁ&ons. As above. 24pp.

M005641.

"Maybe a Queen" (Damon Runyon).As above. 24pp.

M005641.

- "Tess of the D’Urber'villes" (Thomas Hardy).

-13 episodes. 6.50 hours. M995711.
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56.11.05.-
56.12.17.

57.07.08.-.
57.10.29. !

|

58.03.26. °

58.08.24.

3

59.06.14.
59.06.16. -

59.06,23.

59.09.23.

59.*;.07.

" 60.03.02.

60.11.23. .

139
9
"Two Solitudes" (Hugh-MacLennan). 7 episodes.
3.50 hours. M995715. |
"Lorna Docne" (Richard D. Blackmore). 15

episodes. 7.50 hours. M995653+—

"Desire under the Elms" (Eugene-©'Neill). CBC

-

i

Wednésday Night. 120 mins. Z002732.

"Ward No. Six" (Anton Chekhov). Summer Stage.
90 mins. z002651. '

(64.04.26. CBC Sunday Night.)

"The Three Sisters" (Anton Chekhov). Summer
Stage. 60 mins. 2002959.

"Man with the Flower in His Mouth" (Luigi

Pirandello). Drama In Sound. 30 mins..2003227.

4

"?or the Information of Husbands" (Anton

Chekhov). Drama in Sound. 30 mins. 27pp.

&

2003228.

(63.11.04. Montreal Plavhouse).

'y

"Long Day’s Journey into Night" (Eugene

. 0°Neill). CBC Wednesday Night. 120 mins.

2003168. ' fig

"This Heavy Load" (William March). Drama in
Sound. 30 mins. 2Z003245.
"True But Not To Be Believed" (Claude Avaline).

CBC Wednes@gy Night. 30 mins. Prod: Ruéert

Caplan, Toronto Trans-Canada. 29pp. M003669.
"The Matchmaker" (Thornton Wilder). CBC .

Wedneéday Night. 120 mins. 97pp. M003683.
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o ',
. ° "Iime Of The Lilacs" (Marcel Dub&). CBC
B ' Wednesday Night. 120 mins. 100pp. M003691.

‘ ‘ 61.04.24.  "They Found My Grave" (Joseph Shearing).
. . Drama in Sound. 30 mins. 28pp. M005929.
i 61.07.16. . "Uncle Vanya" (Anton Chekhov). Summer ‘Stage.

} § ‘ 60 mins. S3pp. M005658..
'\ﬁ * i *
! i .
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Television Plays Performed' on CBC Networks

’

[T —

The chronologicél listing, of television plays includes

%he most important dramas for television written by |Mac
Shoub;pnd produced in Canada by the CBC.”Since Shou
wrote many scripts for American television, the 1is
\not represent a comglete record of his work in this
The PlﬁLS are listed in bgaer ?f their production

l - i a . al .
dates. Original television plays amgvipdlcated by a
3y

plays adapted from Mac Shoub’s original radio drama lare
indicated by ‘an (A-0), pla&s adapéed from another so fce
are indicated by an (A- ﬁollowéd by,the name of the ,rigi—‘
nal author). ‘

Sources for {he cgmpilation of this iist are the|Mac
Shoub’ Collection in the C@BS Archives and_éBC Mohtrea&
records which have been maintained, to a cegtain-exten

é\,
.since 1957. ‘ \ A

, | . |
Scripts conserVed in the Mac Shoub Collection of tﬁe

|
_CCBS are indicated by the letters MSC at the end of the |

" listing.
a§tlng




50.12.15.

55.01. 7.

55.07.29.

55. 2.

55 b

56.05.27.

56.07.08.

56.07.17.

+56.11.26.

PR
o=

[

I

I
»
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"The Man Who Couldn’t Disappear” (0). MSC.

) "The‘Coﬁgterféiters“'(O). On Camera. 30 mins.

54.}1&1i;JP‘\

Prod: Murray Chercover. Toronto. MSC.

"Ashes in the Wind" (A-0). G.M. Theatre.

Prod: ﬁaﬁid Greene. Toronto.

']

&

"Flesh Of My Flesh" (0). Producers’ Workshop.

60 mins. Prod: Guy Paren®. Montreal. MSC.

*zone" (A-Marcel Dubé). G.M. Theafre. Prod:

Leo Orenstein. Mpntreal.

[also performed on stage: Crest Theatre, June

1956]. \

"Montserraf“‘(A-Emmahuel Robbles translated by

Lillian Hellman). Montreal.

"A Case of Conscience" (A-0). Perspective.:

Montreal.

[also known as "Hit and Run"“J.’

"The Ballad of the Grass" (A-O). In the .  °

First Person. Prod: Michael Sadler. Montreal.

MsC.

. wQu

"Double Hazard" (0). General Motors Theatre.

Montreal.

"Thank You, Edmondo"

(A—O)N

Prod: W.T. Kotcheff.  Montreal. MSC.

(59.03.29. Shoestring Theatre. Prod: Roger .

Racijne.)

On Cagpera. 30 hins.



57

© 57

57
- : -

57

}

|

} e 58

. 58
‘\ 58

- 54

v

.01.03.

.03.25.

.04.14,

\

.09.20.

.09.12.
L09.17.
.09.24,

-

-8

.12.07.

’

58.12.07.!

=

“Cendres" (translation of "Ashes in the Wind"

(0) by Marcel Dubé). CBFT Téléthéitre. 90 mins.
Prod: Louis-George Carrier. CBFT Montreal.

"Big League Goalie" (0). CBC Television Theatre.

.Prod: Ted Kotcheff. Toronto. AZC.
-[also produced in Lond@n,~EngIand].
f"La Cage" (translation of "La Corriveau" (0) by
‘Marcel Dube, Prod: Jacques Gauthier. QOntreé .

"A Matter of Life" (0). Dorchester Theatre. |

30 mins. Prod: Ken. Davey.‘Montreaf.
"The Trial of Addie Garth : "The Ordeal® .
: "The Ghosts™"
¢+ "The Hunger" (A-0).

Midsummer Theatre. Prod: Ken, Davey.

_ "The Man Who Murdered My Wife" (A-0).

Shocestring Theatre. 30 mins. Prod: Jacques

Gauthier. Montreal. MSC.

"Two in a Trap: Wait and See (A-0) and "The

' Stronger (A-Aligust Strindberg). Shoestring

’

59.02.03.+

.99

’

.04.19,

A

Theatre. Prod: Guy Beaulne. Montreal. MsC.
"wsrd.&o. 6" {(A-Anton Chekhov). CBE Folio.

60 mins.'Pro@? Harvey Hart. To;ontb.
"variations on a Theme # 2" (A-0O). shoestringl

i

Theatre. 30 mins. Prod{ Ken Davey. Montfeal.

F

':,ih;
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59.04.26:

/

‘

59.05.17.-
59.05.21.

O

' 59.07:19.

60.02.07.

60.04.10.

61.04.22.

be

61.05.

61. 2.

k)

-

-~

28.

/ 62.11.18.

>/ . . | ’ ' ///

“For the Information of Husbdgzg"'(A-Anton

Chekhov). Shoestring Theatre. Prod: Guy
Beaulne. Montreal.
"The Trial of Addie Garth" (A-0). Midsummer

Theatre. 3 episodes. Prod: Ken Davey. Montreal.

(58.0?.26. Shoestring Theatre. 3 episodea;
Montreal.) ‘

"By the Waters of Babylon" (A-Stephen Vincent

< - Benet), Shoestring Theatre. Prod: Jacdues

v

Gauthier. Montreal. MSC. .
"Thef Neve{ die, Do they? (A-0). Shoestring

Theatre. Prod: Jacques Gauthier. Montreal. MSC. r~

“The High School” (A-Sholom Aleichem).. Shoes-

tring Theatre. Prod: Jacques Gauthier. Montreal

M5C.

‘"Appel de Nuit" (translation of "Night Call" (0)

by Jeanne FreY). Thédtre D été. Prod: Rene
Verne.

"Hit and Run" (A-0O). Shoestring Theatre. Prod:

1

. Jacques “Gauthier. Montreal.

"The Dybbuk" (A-S.Ansky). Festival ’61l.

90 mins. Prdd:"Haryey'Haft. Torohto. MSC.

/

"Long Distance Call" iO). Shoestring Theatre.

Prjﬁz Jacques Gauthier. Montreal.

S

<



g

.

63.07.17.
67.10.30.

no date

no date

\ *
¥

“"La Corriveau" (A-0). Shoestring Theatre.

Prod: Jacques Gauthier. Montreal. MSC.

, "For Men Only" (0). Tele Play. Prod: Brian

" 0'Leary.

"rhis Music Crept by Me upon the Waters (A-

archibald MclLeish). Shoestring Theatre.
Montreal. ) .

vcanada International Police"’ (0). MSC.

-
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