












































Y 10 LITTLE NIGGER BOYS

— a study in the process
of elimination

Before the war we manufactured about ten varieties of Magazine
equipment to meet varying requirements. We flattered ourselves
that we had something to suit almost every condition, but that
when not, we could and did turn out something special. Very often
that something special found its way into our catalogue as an
addition to our ever increasing range.

This system of obliging everyone was not nearly as clever as
it sounded. [t was virtually impossible to stock any part of this
type of equipment (for sule) except such bare items as sheet steel.
lampholders and coils of wire. Even the colour frames and rc-
flectors varicd in size. Furthermore, there was a fallacious thcory
afoot that the more lamps you could cram into a given length of
footlight the more efficient was the job.

Our backroom boys iResearch 2nd Development—or R. & D.
to us) have applied the law ot dimimisiing nigger boys and have
evolved a standard design of Batten and Footlight each of which
has the choice of two types uf refiector.

Tt will be some time before this standard equipment finds its
way into our hire stock but as this type is now exclusively manu-
factured for sale, the advantages are worth recording for the benefit
of the more ambitious amateur groups who like to **own their own.™"

Both Battens and Footlight are now standardised on 9in. wide
compartments—no more and no less. There are two housings, the
one type for suspension as Batten the other for laying down as
Footlight or single row Groundrow. These housings are made in
3ft. and 6ft. lengths, the requisite number of the latter being bolted
together with (if necessary) one of the former to make up the
correct length. (By correct length we mean the length as suggested
by the customer to the nearest multiple of 3ft. At worst this means
we can supply any length called for within a mere 18in).
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The advantages? With the exception of the actual wiring we
will know (when supply catches up with demand) that we have
the correct length of Batten or Footlight in stock on the shelves
ready to despatch. The wjring cannot be carried out in advance as
there are too many variables, viz., at which end are the connections
required, how many colours are wanted and how many circuits
per colour do the regulations call for? Two 8%in. diameter silvered
Sunray glass reflectors (A.235 and A.236) are interchangeable
between Batten and Footlight housings. These reflectors give soft
edged crossing beams free of all filament striation or streakiness.

The A.236 reflector gives a medium angle 55° beam and is
standard” for general Batten work, the main beam being directed
onto the stage below while the direct light of the lamps illuminates
the neighbouring border or ceiling. The A.235 reflector gives a
wide angle beam, free of hot spot, and is standard for Footlight
and Groundrow work. Actors down stage are evenly lit and the
light travels well up the house tabs. Up stage, the light is of low
intensity to obviate shadows on the cyclorama or back cloth. This
reflector is alsu used in Battens when they are required for even
colour mixing at closc range, as for example, on a cyclorama on
a small stage.

The housings of both Batten and Footlight are very strong:
being constructed of a single piece of folded trunking in 20 gauge
steel, with pressings welded thereto to form the compartments. The
exteriors present a smooth surface free of projections and sharp
corners and are finished black outside. Baffled ventilation inlets
and outlets are provided: in the case of the Footlight these are on
the stage face only so no light can be seen by the audience.

Metal colour frames are interchangeable between Batten and
Footlight and take 8in. ~9}in. colour mediums.

Those who handled our pre-war type of Batten will remember
that it was necessary to lower the unit to the floor in order to adjust
the angle of tilt. With the new method of hanging and tilting our
Battens shown in the illustration, it is only necessary to undo one
lock-nut per 6ft. length and to swivel the Batten to the desired
angle, then locking up once again. It is not necessary to lower the
Batten right to the floor.

Another feature of the unit length construction of Battens is
the ease with which such lanterns as Acting Areas can be inserted
between lengths. This is becoming a very popular practice in the
professional theatre. Both Battens and Acting Areas can be hung
from the same barrel thereby saving considerable valuable space
up and down stage.

As already mentioned wiring is carried out to suit the require-
ments of each job and is terminated at whichever end is specified
at a terminal connector block. In the case of Battens a clamp is
provided to grip the flexible multicore cable which runs up to'the
fly or grid connector box. Also fitted to Battens on request, are
pilot compartments for scene changing, cehearsing, cleaning, etc.
Sometimes these pilot lights are put in their own compartments
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but on other occasions where there is a white circuit in the Batwen
a second lampholder is put in one or two compartments on the
white circuit and the pilot lamps then wired back to an additional
way on the connector block. This method, of course, has the
advantage that it does not waste on working lights, any compart-
ments which should be used for stage lighting. The objections to
putting pilot lamps into compartments other than the white hardly
need to be pointed out.

Now a word about lamps. 60-watt, 100-watt or 150-watt
lamps may be used in both Batten and Footlight as circumstances-
that is to say the size of the stage—demand. Readers will remeinber
that pre-war we advocated the use of special Batten type lamps
in this kind of equipment. That was because the reflectors which
we then used required the lamp filament to be fairly accurately
positioned at the focus of the reflector. With ordinary 60, 100
and 150-watt lamps there was quite a difference in the filament
position and these special Batten lamps were recommended as they
had the feature that the filament in each wattage was atl the <ame
focal point.

With the reflectors now fitted to the new standard Batten and
Footlight the positioning of the lamp filament has become very much
less critical and our recommendations are now as follows:—When
using a 60-watt lamp these should preferably be of ordinary type
both in the interests of economy and efficiency. When using 100-
watt lamps there is little to choose from the point of view of cfficiency
but in the interests of economy the choice will probably fall to the
ordinary type of lamp once again. On the other hand when using
150-watt lamps there is no question that the Batten type lamp
should be employed as it gives a very much greater degree of cffi-
ciency. Incidentally these lamps should always be ordered with
Edison Screw (E.S.) lamp caps as E.S. lampholders are fitted to
Batten and Footlights as standard.

Tre latest type Strand Fooulight for 60. 100 or 150 watt lanipy  desiened 1o
pravide a more even illumination down vtave,



MANCHESTER PRESENTS—

The months of June and July saw two unusual commitments underiaken

by the Hire Department in Manchester. The first marked the 750th

anniversary of Lichfield Cathedral, and the second the 150th anniver-

sary of Newton, Chambers and Company Limited, the great steel
and iron works of Thorncliffe near Sheffield.

At Lichfield, the Festival Committee staged a modern miracle
play which had been specially written for the occasion by Miss
Dorothy Sayers, entitled 7/ie Just Vengeance and this was produced
in the Cathedral in the presence of Her Majesty the Queen on
June 6th.

For this occasion, which marked the return of the Stage to
the Church, a full theatrical equipment was installed in the nave
of the Cathedral in front of the West Door. Tt consisted of a large
three-tiered rostrum completely filling the nave, each tier com-
municating with the next by means of steps descending eventually
to the floor of the Cathedral. The middle tier was separated from
the first by a large blue arch with working curtains, the top of which
from the nave appeared to form the base of the lofty West window

Behind this arch and masked by it, were installed a series of
spot and acting area lanterns, but the main stage lighting was
provided by pageant lanterns mounted high in the triforium. [n
addition a series of flood lanterns were installed on each side of
the nave in the arches of the triforium and used at the climax of the
play to flood the whole interior of the Cathedral with light as though
from windows in the roof.

All the lighting was controlled from a series of portable switch-
boards, 26 ways in all, and the changing action of the play was
indicated by emphasising first one section of the acting area and
then another. During the whole performance the majority of the
players remained on stage, and it was entirely due to the clever
use of directional lighting equipment by the producer, Mr. Frank
Napier, that the difference in time and place was obtained.

The second Pageant, on a very much larger scale, was produced
by Mr. Heath Joyce at the City Hall and as a production will long
be remembered as a triumph for all concerned. With a cast of
six hundred, this production set out to show in seventeen episodes
the past history of a great firm and its hopes for the future.

The Pageant was written by Dr. L. Du Garde Peach and
covered the foundation of the firm in 1790 in the Valley of Thorn-
cliffe, showed the work and progress from that date onwards
including, as it did, three wars and finished with a parade of the
modern coal products.

The staging of the production presented innumerable diffi-
culties and was handled in its entirety as in the case of Lichfield
by our Manchester Branch and Messrs. Watts and Corry Ltd. who
are closely associated. The first problem was presented by the
hall itself. The stage, which has a width of 100 feet, is semi-circular,
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Shefhivid Pageant—Finale 10 Parr 1

rising in tiers to the organ grille at the back. There are five cen-
trances. two at the front, two at the back of the platform and onc
in the centre which is flanked by two stone lions with the organ
console above, None of these entrances could be used for scenery.
Lighting equipment was practically non-existent consisting of a
row of footlights and three arena lamps and to complicate matters
further nothing could be hung from the cuiling or screwed to the
floor.

The whole problem seemed at first insoluble, but caretul
planning by the producer and the heads of departments in the firms
concerned resulted in a very successful solution.

The main scene was designed as a castle surrounded by mediaeval
tents and marquees. These tents were erected up each side of the
stage completely masking the entrance doors and providing access
““tunnels’” to the stage entrances in order to cater for the large
numbers. At the back, on each side, a castle battlement served 1o
mask into the organ grille which was covered in and was provided
with various groundrows and set pieces to represent the various
scenes. At the end of each battlement wing, towers were erected
and at the top two booms supported gigantic banners. These
booms were pivoted in such a way that they could be lowered in the
manner of the European railway crossing gates, where the banners
became the curtains concealing the organ grille and the scene in
front of it. A rostrum was also built over the organ console and
central entrance on which a great part of the action took place.
The organ, however, was still operative and was used during the
performance as well as an orchestra.

The lighting was still to be accomplished and so twelve pylons
were constructed each to support a banner 9ft, 6in. long. These
were fastened to weighted boxes and each banner concealed a flood,
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a spot lantern and a pageant lantern. Floods, spot and effects
lanterns were also fastened to the towers supporting the banners
and a further sixteen pageant lanterns were fixed to the circle front;
in addition a dozen black light floods were installed for one scene.

It was thus possible to cover the whole stage area either by
wide angle floods or directional spot lighting and very effective
use was made of this throughout the production. The control of all
this lightiag presénted further difficulty as the switchboard required
72 dimmers. After further consultations with the authorities it was
decided to shut off one end of the dress circle and establish there a
master control point at which the producer sat. Immediately behind
him were the switchboards whose operators had a full view of the
stage at all times. There were bétween four and five hundred
lighting cues during the performance and these were all given by
the producer to the switchboard operators verbally. The crowd
management was also exceptionally well organised. A control
room was established in telephonic communication with the pro-
ducer and from there a public address system kept all the performers
informed of progress and ensured that everyone was on stage at
the right time.

Access to erect this installation was obtained only at 10.30 p.m.
on the Saturday evening, but everything was completed for the
opening night on the following Tuesday. Rehearsal started on the
Sunday afternoon by which time the greater part of the scenery and
lighting equipment was installed and working.

JT.W.

THEATRICAL RESEARCH

We notice with interest the recent appearance of a young
contemporary dealing with theatrical research. It is a little quarterly
about the size of **TaABs,’" edited by Richard Southern and Sybil
Rosenfeld, and is called Thearre Notebook. Its scope is confined
to the history of the English theatre. Its attitude is scholarly and
authoritative and highly informative.

The staff of advisors includes Mrs. Gabrielle Enthoven, O.B.E.,
Prof. Allardyce Nicoll, C. W. Beaumont, M. Willson Disher
Dr. F. S. Boas, Dr. Alfred Lowenberg, The Rev. Dr. Montague
Summers, James Laver and Paul McPherlin.

Theatre Notehook is illustrated and part of its policy is a drive
towards a theatrical research bureau and museum, where both
ancient and modern technical problems may be studied.

The subscription is 7/6 a year, and the Manager is Ifan Kyrle
Fletcher, 12, Lansdowne Road, Wimbledon, S.W.20 with whom
intending subscribers should communicate.
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THE IRISH THEATRE

A Review by Seamus de Burca

A portly volume could be written on the Irish Theatre in the
last fifteen years, and then the prospective author would be left
with a mass of matter and data necessitating yet another volume
with the subject still not exhausted. Books have been written
about the early Abbey Theatre, the movement that gave us Synge
and Yeats as authors, and the Sally Allgoods and Arthur Sinclairs
as players. It is with a start we realise this famous playhouse
opened its doors in 1904. But a book is overdue dealing with the
advent of Sean O’Casey in the mid-’20’s. The history of the Abbey
for the past seven years is but a part of the general history and yet
the Abbey has had more sound commercial success since the war
began—whether this is a sign of dramatic renaissance or not is a
moot point. For instance, George Shiels’ play The Rugged Path
ran for twelve weeks—a long run for Dublin—and Juno and the
Paycock at its initial showing played only for two weeks. But let
us confess long runs were not the policy of Dublin managements
and Juno has, more or less, saved the Abbey in the difficult years
of the "20’s until an Irish Government decided to give the Theatre
a subsidy of £1,000 a year.

In 1930 two young men started an Arts Theatre in Dublin.
They presented plays not done by the Abbey and neglected by the
London touring companies—they were Hilton Edwards and Micheal
MacLiammoir. The going was rough financially—they gave us
plays from Shaw and Ibsen to Shakespeare and what may be called
“*West End’’ plays. There were, of course, original plays, and
among these was Denis Johnson’s The Old Lady Says, ‘*No.'"
But whether the play was a masterpiece, a commercial play, an
actor’s play, a good or bad play, it was done well—there was acting.
there was dressing, the lighting was fresh and the setting original.
The company, The Dublin Gate Theatre Productions, split up into
two separate companies—one, Longford Productions, is now
managed by the Earl of Longford, patron and playwright, to whom
perhaps we owe the very existence of both companies to-day. Thus
when cross-channel artistes and companies were stopped early in
the war, Dublin was catered for by three companies (including the
Abbey) with only two theatres. The second theatre was the Gate
with a seating capacity of something over 400. It was in this theatre
with a proscenium opening of 20 feet that Hilton Edwards pre-
sented his miracles of staging and lighting.

Cross-channel companies visited the Gaiety Theatre for close
on sixty years. What was to become of the Gaiety with its settled
policy and without companies? The theatre had been purchased
by the famous Dublin family of Elliman and luckily for the theatre
Louis Elliman was a man of vision. The Gaiety has not been
closed for one week for want of an opera company, a musical
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comedy, and the Gate Theutre Productlions frequent seasons of
plays have been a wonderful success. Genius Micheal MacLiam-
moir’s fantasy /// Met by Moonlight, after three weeks at this
theatre, moved over to the Gatc where il ran for six more weeks.
This was followed soon hy a production of Sean O’Casey’s Red
Roses For Me which ran for three weeks. The play was directed
by the London producer Miss Ria Mooney-—-but this was riot the
first Dublin showing of the play.

The problems of variety were in a different vein. The Theatre
Royal, the largest Theatre in Ireland seating 3,800, succeeded with
the spectacular type of show. Two troupes of girls are constantly
employed, a staff of scenic artists, a wardrobes staff and what is in
fact a resident company. The Queen’s Theatre has also a resident
company. However, as neither of these theatres produces plays
they do not come within the scope of this article. The Queen’s,
true, has a tradition of a hundred years of drama behind it but
modern business cares nothing about tradition. One must simply
lament the loss to the legitimate stage of possibly the best theatre
in Dublin.  We appreciate a theatre is first and foremost a business.
But undoubtedly Trish Variety has reached the cross roads. We
are all justly proud of our Irish variety artistes, they have kept the
flag flying during difficult times and packed the *‘halls’*—but one
wonders, apart from the audience, do they not get sick of them-
selves?

The case of the Olympia Theatre, originally built as a music
hall, is interesting. [t was left to Miss Shelah Richards to prove
that “*drama’” would pay in this theatre with an unbroken record
for variety.

The first play happily choszn was Paul Vincent Carroll’s The
Strings Are False which ran for nine weeks and later for five weeks.
Miss Richards’s other seasons here were not so successful; this
is not to say they failed financially. In fact Red Roses For Me had
a very successful two weeks’ run in 1944 and could have run for
four weeks: and four weeks in the Olympia has been proved to be
the start of a longer run. Another success in the ‘‘phenomenal”’
class was Dumaged Goods as produced by Ronald McDonald
Douglas, which ran for eight weeks, and later for two fortnight
seasons. There have been other plays produced, some new, some
successful and others failures, but in the balance the theatre did
not lose money. If regular seasons of plays were given other
Strings and Damaged Goods will be found. And since the war ended
a lot of plays are awaiting production, some, perhaps, mere *‘com-
mercial’’ plays—but others of undoubted artistic merit. (It should
be pointed out that the Qlympia Theatre seats 2,000; is larger than
the Gaiety, and thercfore The Strings holds the Dublin record).

In these notes | have not mentioned the rise of the Players
Theatre whose personnel were quickly snatched away by the Rank
Film organisation and are now, almost to a man and woman,
working in Denham. One is grateful ous actors are getting big
money and thankful for the added publicity value of the films.
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Most of the Abbey Theatre company are working with the same
concern—we trust not permanently in either case. I have no space
for new plays and playwrights. But the spirit of adventure is absent
and the Irish Theatre as reflected by the Metropolis, has become
commercial and cautious. Outwardly the theatre prospers. Who
would dare blame the managements?

Ballet Jooss has paid a highly successful threc weeks’ visit to
Dublin—the first time since 1939. A fine new play The Righteous
Are Bold by Frank Carney has run for 16 weeks at the Abbey
and created a record. More artistes have left the theatre
for the films—the latest being Captain Boycotr which is being
directed by Frank Launder. An American play Our Town by
Thornton Wilder presented by Longford Productions has had a
better reception from the critics than that author's Skin of Our
Teeth. At least if we are in a rut of complacency we are still a
living body.

THE HIRE DEPARTMENT—IS IT ON
THE TOP FLOOR?

No, for you the Hire Department is lower—nearer the centre-
the kernel in fact, who **doesn’t mind if he does’’ (Sorry ITMA),
Provided that you play your part.

In order to find out how you can best help we went to see the
‘*Hire ups’’ of the department, and found that they spent mosl
of their time on the telephone trying to find out what you mecant
by what you said in your letter.

**When do you want what you want, where, and for how long? ™

is their question,

They must have notice if they are not to let you down. If they
do let you down of course they get it, but they'd rather it came from
you.
While they are prepared to laugh off the actress’ state-
ment (not to the Bishop) that **the electricity supply, like the gas, is
only half pressure these days’’ their tolerance is better than that
of the lamps we use, and 110v. lamps are still upset by 230v. supply,
coal or no coal.

They’re inclined to become terse when you send back carefully
prepared lengths of cable unopened because you used your own,
and above all they don’t like to send stands unless you need
them. Apart from the shortage of these they are cxpensive in
carriage, which anyway you pay, so don’t have them by accident.

Colours are no longer included free so plan what you require
and tell them exactly.

Truth being stranger than fiction the following letter is pub-
lished as exhibiting a touching faith in their (the Hire Department’s)
powers.
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Deir Sirs,

We e pulting on ~*— —"' by — for the above
Society and would like to know how much the lighting
will cost with one electrician.

Another local Society are also performing “‘—

' by — some time next year and we should like you
to tell us what we want for this play.”’

In accordance with commercial practice the original can bz
seen at Head Office together with all the replies Hire Department
didn’t send. ;

For the benefit of the sleuth minded reader we can say that
neither of the plays mentioned was The Miracle.

Where productions require special effects or fittings, Hire
Department usually give advice from their records of previous
productions, but they do not endeavour to catalogue the normal
lighting requirements of every play written—nor can they be ex-
pected to guess the size of a stage. But give ’em a little information
—-a plan, a sketch, a few dimensions, and maybe they can help.
They'll always try. B.

CAN THE AMATEUR STAGE LAY CLAIM TO
THE BATTEN?

In our last issue we discussed the question of the date of the
introduction of Footlights into this country. Though nothing has
yet come to hand, we understand that we may expect to receive a
challenge rom a reader who has, he believes, found record of
Foothghts being installed prior to 1672. This is most interesting,
and we look forward to hearing from him.

This time—a word on Battens. The very word Batten is
unusual as it conveys completely different meanings to the stage
electrician, the <ailor, the carpenter and the weaver. Presumably
the word crept into theatrical usage from the piece of wood to which
the lamps were fixed.

The derivation of the French equivalent (that is Herse) would
seem to be rather more definite.  The only meaning for Herse
which has any connection with lighting, as given in Cassell’s English-
French Dictionary (1930) is ““triangular candlesticks.”” Thz reten-
tion of /{erse by the French is an interesting parallel to the retention
of Floats for Footlights by the English theatre. .

However, we are not concerned with triangular candlesticks
but with rows of lights suspended overhead, out of sight and parallel
with the proscenium.

An amateur dramatic performance was given in 1780 at
Wynnstay, North Wales, in what had originally been the kitchen
of a mansion. [t was a long low room which had the advantage
(as it was thought), that Floats could be dispensed with. The stage
was lit by lamps fixed behind a beam or arch so that they lit the
actors without being visible to the audience. These lights gave
a strong downward illumination upon the actors and this in the
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words of one historian “*is as we received the light trom nature,
whereas the operation of the Float is exactly upon a reversed
principle and throws all the shades of the actors’ countenance the
wvrong way.”' This historian did not see how this principle could
be generally adopled, since if a beam to carry light *“was placed over
the proscenium at Drury Lane or Covent Garden Theatre the
goddesses in the upper tiers of boxes and the 2/— and I/~ gods in
the galleries would be completely intercepted from a view of the
stage.”’

Now it cannot be that our worthy chronicler really thought
that the top of the proscenium at the theatres named was so con-
structed of itself to intercept the view of the gods. The audience
had very much more to say in the conduct of a theatre in those
days than now, and any manager who opened a theatre with such
imperfect sight lines would have been left in no doubt as lo the
feelings of his audience.

This brings us to the conclusion that our historian appreciated
the fact that it would not be possible to light actors right down
stage by Battens alone from within the proscenium if the Footlights
were to be discarded. [t would appear, therefore, that what he had
in mind was the construction of a kind of false proscenium within
the auditorium itself and this, of course, unless kept very high would
undoubtedly cut the sight lines of the gods and goddesses.

If our assumption is correct, he anticipates by about 150 years
the introduction of an extra Batten (or its equivalent) into the
auditorium of several of our theatres. The masking of these Battens
or other lanterns was not always very happily accomplished and
the present day tendency to increase the number and strength ol
spotlights from the front of house from concealed positions has
surely rung the death knell of such an arrangement.

Well, there it is. On the above evidence it would appear that
to an amateur production goes the credit of being one of the first
users of the Batten in anything like the way we know it to-day.

H. M. C.

GAINSBOROUGH AND GARRICK

The recent loss at Stratford Town Hall of a Gainsborough
portrait of David Garrick (variously estimated as having been worth
anything from £25,000 to £40,000), calls to mind that Garrick’s stage
lighting was by no means always admired by the artist.

In 1772 Gainsborough wrote to him “when the streets are
paved with Brilliants and the skies made of Rainbows, T suppose
you’ll still be content and satisfied with red, blue and yellow.

Maintain all your llght but spare the poor abused colours till
the eye rests and recovers.

Garrick used coloured silk screens on pivots with his lights in
the flies to produce the offending colour effects, but it is controversial
whether he, a sczne painter named French or a continential designer
named De Loutherbourg first devised and introduced them to the
English stage.
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IS NOT A CONVENTION

11 you vt ona play. your members may say,
Thut an absence ol scenery s right;

But you'lt find that the audience won’t sit it out
Whih n simlar absence of light.

If you want to throw light from the front of the house
118 ‘tos lootlights are not very kind

To the laces of actors who come right down stage

But  you must avoid shadows behind.

Patterns forty-three, forty-four or forty-five—
As required by the size of the place—

It sufficiently high, will not light the sky,

But give adequate light on the face.

If the Hall is quite small and the Stage not too tall,
The footlight can well be omjtted;

Provided of course that you follow verse three,
And haven’t a float newly fitted.

When you come to the Stage you will hear your [riends rage
As they lay down, affirm or repeat,

That Battens (not Floods) should be used from above,

Or contrariwise avec some heat.

The condition of size of course always applies,

But in general you'll get the best light
P From a chosen collection of Spots and small Floods,
7 q. [ And the wattage depends on the height.

@ [ Right up close to the curtain—just inside the Prosc. -
Hang a barrel: your choice will then be
A To fix thirties or sixties or small baby floods

And for highlights—some spots from verse three.

All the spotlights have mirrors—they 're not there for fun.
So set them and lock them up tight:

And remember when fixing the spots to the bar

Light the left of the Stage from the right.

IF you have 1o use borders to mask off the roof,
Hoas more of o eert” than a bet,

Fhat you'll need some more light or else shadows will falt
Right adong the top edge of the set.

Once more you'll consider the size of the stage
When choosung wineh luntern to use:

A few lengths of Batten —or Floods if its small
Y our goseimng lactor's the fuse.

For control vou ™Il be wanting some dimmers [ think,
Some separate, and some linked “*au pair’’;

And Lstly vour colours: They'll help you a lot
(Some ¢'en make the ugly look fair).

There are 1londs 1o light windows, and Floods to light skies,
And Spots to shue i lett and right,
But as you puy the money - **you makes your own choice’ —
The great thing 1o have s some LIGHT.

B. E. B;
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PLAYS FOR THE AMATEUR SOCIETIES
Messrs. Samuel French of 26, Southampton Street, W.C.2

advise us the following are now available for performance by

amateur groups:—

Acacia AVENUE. A Comedy in 3 Acts. By Mabel and Denis
Constanduros. One Interior Scene throughout. Four males:
five females. Price 4s. 2d.

BLITHE SpIRIT. An improbable Farce in 3 Acts. By Noel Coward.
One Interior Scene throughout. Two males; five females.
Price 4s. 2d.

CLaupia. A Comedy in 3 Acts. By Rose Franken. One Interior
Scene throughout. Three males; five females. Price 4s. 2d.

CRIME OF MARGARET ForEy, THE. An Irish Play in a Prologue and
3 Acts. By Percy Robinson and Terence de Marney. Two
Interior Scenes. Seven males; two females. Price 4s. 2d.

FLARE PATH. A Playin 3 Acts. By Terence Rattigan. One Interior
Scene throughout. Seven males; four females. Price 4s. 2d.

I’LL SEE You AGAIN. A Comedy in 3 Acts. By Romilly Cavan.
One Interior Scene throughout. Three males; four females.
Price 3s. 8d.

LiviNG Room. A Comedy in 3 Acts. By Esther McCracken.
Two Interior Scenes. Five males; five Females. Period: 1937.
Price 4s. 2d.

MR. BoLFRY. A Play in Four Scenes. By James Bridie. One
Interior Scene throughout. Four males; three females. Price
3s. 2d.

Quier WEeKeND. A Comedy in 3 Acts. By Esther McCracken.
One Interior Scene throughout. Five males; eight females.
Price 4s. 2d.

SCANDAL AT BARCHESTER. A Play in 3 Acts. Adapted by Vera
Whentley from *‘The Last Chronicle of Barset’* by Anfhony,
Trollopc  Three Interior Scenes. Ten males; six females"
Price 4s. 2d.

A SoLpIER FOR CHRISTMAS. A Comedy in 3 Acts. By Reginald
Beckwith. One Interior Scene throughout. Three males;
seven females. Price 4s. 2d.

Ten LITTLE NIGGERS. A Play in 3 Acts. By Agatha Christie.
One Interior Scene throughout. Eight males; three females.
Price 4s. 2d.

THEY CAME TO A CiTY. A Play in 2 Acts. By J. B. Priestley. One
Exterior Scene. Four males: five females. Price 4s. 2d.
THis HAPPY BREED. A Play in 3 Acts. By Noel Coward. Period
1919-1939. One Interior Scene throughout. Five males:

seven females. Price 4s. 2d.

UNCLE HARRY. A Play in 3 Acts. By Thomas Job. Period 1908.
1909. 1912. Three Interior Scenes. Eleven males; six females.
Price 4s. 2d.

WHILE TYE SuN SHINES. A Comedy in 3 Acts. By Terence
Rattigan. Interior Scene throughout. Five males; two females.
Price 4s. 2d.
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