	Unit Four: Genre (nine lessons)

	Aims: a performance based unit where students will
Understand what each style/genre means and involves

Use their knowledge of each style/genre to create drama (scripted and devised)

Develop their group working and negotiation skills as they rehearse in preparation for performance

Evaluate their own work and the work of others in written form and aurally.
	Key Words and Skills:

Straight/serious; comedy; melodrama; musical; genre; style; tragedy

	Learning outcomes: by the end of this unit students will have
Knowledge of five styles/genre

Demonstrated their knowledge of five different styles/genre by performing a devised or scripted piece in each style/genre

Demonstrated their ability to negotiate and work with a variety of different people within the class

Demonstrated their ability to make a piece of drama appropriate to the style/genre

	Assessment criteria: students will be assessed on their ability to
Perform in a variety of different pieces of drama in differing style/genre

Evaluate their own work in written form

Evaluate the work of others aurally and in written form

Work with a variety of different groups

	Continuity & progression:

This work will be used in the next half term when we work on the GCSE Drama Showcase Evening

The skills learnt in the Status and Character unit will be used here as the students devise characters
	Resources and ICT:

Handouts for the following genre: Straight/serious; tragedy; comedy; melodrama; musical

Video camera

Large paper and pens

Paper for storyboarding

Role on the wall worksheet (hwk)

Flywheel, Shyster, Flywheel – one per student

Song words – You’re No Good, One Fine Day, Oh Carol, Sealed with a Kiss, Hey Paula

CDs for above songs and copy for each “singing student”

Words from Grease and Grease CD

CD Player

Video Camera

TV and VCR

	Differentiation:

Organisation: EB to group students

Task: Students to choose from a variety of choices of titles for melodrama

Outcome: It is expected that all students/groups will have a different response to each task set

	Homework:
	Coursework/Assessment: as per school assessment policy

	After each lesson: Write in Drama Diary

After each performance: Self-evaluation and Evaluation of others’ work

Role on the wall worksheet

Rehearsal 
	Melodrama performance will be given a GCSE mark

	Activities:

Lesson One: Focus will be on straight/serious drama and tragedy. Students will be grouped and asked to prepare two short improvisations: one tragedy and one straight/serious. They then show one of the improvisations and the audience have to decide which it was: tragedy or serious/straight

Lesson two to four: Comedy is the focus. After going through a handout of the main principles of comedy students will be grouped into two groups (half the class) and they have time to rehearse a radio play called Flywheel, Shyster, Flywheel to be performed lesson four. Focus should be on the delivery of comic lines. Self evaluation and evaluation of work of others required.

Lessons five and six: Melodrama: Students are given a group of 4 and a choice of titles (The Secret Life of Harold, Lady Markham’s Secret or The Count of Basildon Bond) and the task of preparing a melodrama ensuring they include all of the stock characters and all of the melodramatic conventions necessary to make melodrama successful. Self-evaluation required and Melodrama Review.

Lessons seven to nine: Musical  - after singing a few songs from Grease students will be given a song to base a musical around. Students to idea storm the following: Who is the narrator in the song? Who are they singing to? Who else is involved? What has happened before and what happens after the song? Students to storyboard their musicals, rehearse and perform

	Literacy and Numeracy:

Keywords: Straight/serious; comedy; melodrama; musical; genre; style; tragedy


This is the actual SOW that I used but below is a quick outline of what I did in my lessons:

Lesson One: Went through the resource for what Straight/serious drama is and then asked students to do a role play about an adult and a teenager (they could choose their own theme) but it had to be serious. Repeat this activity, same role play but as a tragedy – referring again to the handout about serious/tragedy etc. Pairs choose whether they are going to perform their serious/straight play or the tragedy and the audience have to guess if it is serious/straight drama or a tragedy, pin-pointing exactly why. For a plenary ask them to discuss how they managed to perform such a serious play without laughing (usually they laugh – my class still does at serious stuff!)

Lesson two to four: I gave them another handout – this time about what the key characteristics of comedy and farce were. I then divided the class into two and gave them Flywheel, Shyster, Flywheel a Marx Brothers radio play to rehearse and then perform in the fourth lesson. This radio play helped them to focus on the importance of using voice and the delivery of comedy. To evaluate the work students wrote about their audience’s response in their drama diary.

Lesson five – six: These were my favourite and my students’ favourite lessons. The lesson began with a review of the different genre we have looked at. Asked them to identify the different characteristics of the different genre – I just randomly picked people. I then gave them (yet another) handout about the different characteristics – this time of melodrama. (I suppose you could use a variety of different ways of giving this info – research etc.) Then I divided the class into groups and gave them one of the following titles: The Secret Life of Harold; The Count of Basildon Bond; Lady Markham’s Secret. They then had to use the stock characters and key information about melodrama to devise a melodrama. They then have the rest of the lesson to rehearse and then perform next lesson. The audience have to evaluate the performances.

My class did fantastic melodramas with classic lines such as “you are not worth the steel of this sword”.

Lesson seven to nine: Musicals. I gave each group a song and they had to look at the words and answer the following: Who is the narrator; who are they singing the song to; who else needs to be in the play; what happened before and after the song?

Create characters and hotseat them. Complete a role on the wall for each character. 

Create scenes and draw a picture of the key moment of each scene. 

The song then becomes a sort of monologue (they actually have to sing the song).

They work on their work and then do a wonderful performance.

Then, after all of the above: each group was given one of the following scripts to work on:

“A Doll’s House” - the beginning bit up until Mrs Linde tells Nora that she doesn’t have a father to pay for her

Miss Julia”” – again the beginning up until Jean raises his glass in a toast to Miss Julia 

“The Crucible” – four scenes were chosen – the scene with John and Abigail at the start when they talk about what she has done; the scene with John, Elizabeth and Mary when Mary tells them about the court and that Elizabeth has been accused; the court scene where Elizabeth is brought in and it ends when John tells her he has confessed; the scene at the end between John and Elizabeth while in jail.

“Lady Audley’s Secret” – the first act

The Importance of Being Ernest – Act One from where Gwendolen and John Worthing are alone and he proposed until the end of the act.

They simply worked on this for five weeks and had a wonderful performance – costumes and all.

Of course, you can pick any genre and find a suitable play. Or get the students to find a play and prepare it.

All resources are below:

Sealed with a Kiss - Male Vocal

'Tho we gotta say goodbye for the summer
Darling I promise you this
I'll send you all my love every day in a letter
Sealed with a kiss


Guess it's gonna be a cold lonely summer
But I'll fill the emptiness
I'll send you all my dreams every day in a letter
Sealed with a kiss


I'll see you in the sunlight I'll hear your voice everywhere
I'll run to tenderly hold you But darling you won't be there
I don't wanna say goodbye for the summer
Knowing the love we'll miss
Oh let us make a pledge to meet in September
And seal it with a kiss


Yes it's gonna be a cold lonely summer
But I'll fill the emptiness
I'll send you all my love every day in a letter
Sealed with a kiss
Sealed with a kiss
Sealed with a kiss 

Hey Paula - Male and Female Vocal

Paul: Hey, hey Paula, I wanna marry you
Hey, hey Paula, no one else will ever do
I've waited so long for school to be through
Paula, I can't wait no more for you
My love, my love

Paula: Hey Paul, I've been waiting for you
Hey, hey, hey Paul, I want to marry you too
If you love me true, if you love me still
Our love will always be real
My love, my love

Both: True love means planning a life for two
Being together the whole day through
True love means waiting and hoping that soon
Wishes we've made will come true
My love, my love



Oh Carol - Male Vocal

Oh! Carol, I am but a fool,
Darling I love you tho' you treat me cruel,
You hurt me and you made me cry
But if you leave me I will surely die.

Darling there will never be another
Cause I love you so, don't ever leave me,
Say you'll never go I will always want you for my sweetheart
No matter what you do; oh! Carol, I'm so in love with you.

Spoken: Oh! Carol, I am but a fool,
Darling I love you tho' you treat me cruel,
You hurt me and you made me cry
But if you leave me I will surely die.

Darling there will never be another
Cause I love you so, don't ever leave me,
Say you'll never go I will always want you for my sweetheart
No matter what you do; oh! Carol, I'm so in love with you

One Fine Day - Female Vocal

One fine day you’ll look at me

And you will know our love was meant to be

One fine day, you’re gonna want me for your girl. Yeah!

The arms I long for will open wide

And you’ll be proud to have me right by your side.

One fine day, you’re gonna want me for your girl.

Though I know you’re the kind of boy who only wants to run around.

I’ll keep waiting and someday darling you will come to me when you want to settle down.

One fine day we’ll meet once more and then you’ll want the love you threw away before.

One fine day, you’re gonna want me for your girl.

One fine day, you’re gonna want me for your girl.

You’re no good - Female Vocal

Feelin’ better now that we're through
Feelin’ better cause I’m over you
I learned my lesson, it left a scar
But now I see how you really are

you're no good, you're no good
you're no good, baby you're no good
I’m gonna say it again
you're no good, you're no good
you're no good, baby you're no good

I broke a heart that was gentle and true
Oh I left a man over someone like you
I begged his forgiveness on bended knee
but I wouldn't blame him if he said to me

you're no good, you're no good
you're no good, baby you're no good
Gonna say it again
you're no good, you're no good
you're no good, baby you're no good

I’m telling you now baby that I’m going my way
forget about your baby coz I’m leaving today

You’re no good, you're no good
you're no good, baby you're no good

I’m gonna say it again
you're no good, you're no good
you're no good, baby you're no good
Yeah yeah you’re no good, you’re no good, 

you’re no good, baby you’re no good.

Comedy

Comedy is intended to make the audience laugh and yet, in general, to make them accept and believe what is happening.

The right audience will laugh readily at amusing characters and the way they behave and speak; amusing situations and how these affect the character; and the amusing dialogue, including jokes, double meanings, irony, puns and misunderstandings. It is very difficult to make every member of the audience laugh at the same things, and every audience respond as you want. To be successful, you need to overplay your characters and scenes slightly, so that the audience can immediately see that you are not taking things too seriously. It usually takes an audience a few minutes to ‘warm up’, so that smiles become giggles and then outright laughter, and they need frequent rests from constant laughter, otherwise they get tired and the laughter dies.



Farce

Farce is a style of exaggerated comedy. It is intended to make the audience laugh, but it goes ‘over the top’ and beyond belief.

Much of what is said about comedy is just as relevant to Farce. The main difference is that you must overplay significantly and become ‘larger than life’. Even names may be ridiculous or with double meanings, the characters and their dialogue may be totally laughable. Situations that may be quite chaotic and getting worse, will suddenly become totally sorted out – the coincidence often causing the ‘last laugh’.



Good example of comedy plays:

“She Stoops to Conquer” – Oliver Goldsmith

“The Importance of Being Ernest” – Oscar Wilde

“Relatively Speaking” – Alan Ayckbourn

Good examples of farcical plays:

“No Sex, Please, We’re British” – Marriott and Foot

“School for Scandal” – R.B Sheridan

“Gosforth’s Fete” – Alan Ayckbourn

Serious/Straight 

Straight or serious drama is realistic drama where laughter is not intended. It often deals with serious issues connected with everyday life, and is intended to highlight a particular situation or character; for this reason, it is often useful for teaching or informing. To be successful, actors must play characters and situations as naturally as possible, although they must avoid the trap of trying to look and sound very serious as this can often cause unwanted laughter! Realistic emotion is also a part of Straight Drama, and actors must be able to communicate feelings and thoughts, and to create atmosphere and anticipation.

Good examples include:
Talking Heads by Alan Bennett





A Taste of Honey by Shelagh Delaney





The Winslow Boy by Terence Rattigan

Tragedy

Tragedy occurs when order breaks down into confusion or chaos in the real and everyday word, so there are victims and often deaths.

Basically this is an example of Straight/Serious Drama which just goes further into exploring the worst possibilities of a situation. A straight play might deal with the difficulties of young lovers who come from warring families; in a Tragedy, the lovers’ deaths will be the inevitable consequence of their situation, the only possible ending. To be successful, an actor must fulfil all the skills necessary for straight acting, but must also be able to handle emotions involved in situation such as madness, disability and death.

Good examples include:
Oedipus by Sophocles





Plays of The Diary of Anne Frank





Pack of Lies by Hugh Whitemore

Melodrama

A melodrama is a stereotyped, romantic and sensational play, with a particular emphasis on excessive emotion and on audience participation.

To be successful with melodrama you must be able to over-exaggerate any action, movement, or words which may convey feelings: e.g. a hand, palm outwards, to the brow, at the same time as a loud, indrawn breath, to suggest faintness. You must accept the essential conventions attached to both the characters and their movements: the beautiful heroine, the handsome hero, dastardly villain, horrific happening, a hidden but suggested final kiss between the happy couple.

Melodrama also demands audience participation, but in different ways from, say Pantomime. With melodrama, your audience should boo and hiss the villain, sigh with the romantic couple, shout encouragement in a fight, cheer when the hero wins, all without being told: they should recognise the signals. But that will only happen if you give them the right signals – whether by action, voice, movement, look or simply by the way you enter! The western is often a variety of melodrama, set in the ‘Wild West’ of America in the days of the early settlers: although the stock characters and settings are different to the traditional ones!

Good examples of melodramas are:


Old, silent movies




Maria Marten/Murder in the Red Barn – Constance Cox

Melodrama

A melodrama is a stereotyped, romantic and sensational play, with a particular emphasis on excessive emotion and on audience participation.

To be successful with melodrama you must be able to over-exaggerate any action, movement, or words which may convey feelings: e.g. a hand, palm outwards, to the brow, at the same time as a loud, indrawn breath, to suggest faintness. You must accept the essential conventions attached to both the characters and their movements: the beautiful heroine, the handsome hero, dastardly villain, horrific happening, a hidden but suggested final kiss between the happy couple.

Melodrama also demands audience participation, but in different ways from, say Pantomime. With melodrama, your audience should boo and hiss the villain, sigh with the romantic couple, shout encouragement in a fight, cheer when the hero wins, all without being told: they should recognise the signals. But that will only happen if you give them the right signals – whether by action, voice, movement, look or simply by the way you enter! The western is often a variety of melodrama, set in the ‘Wild West’ of America in the days of the early settlers: although the stock characters and settings are different to the traditional ones!

Good examples of melodramas are:


Old, silent movies




Maria Marten/Murder in the Red Barn – Constance Cox
Melodrama Review

Group

Title

What was the plot?

Who were the characters?

Which of the following conventions were used?

	Beautiful heroine
	

	Handsome Hero
	

	Dastardly Villain
	

	A horrific happening
	

	Hidden but suggested final kiss
	


Overall effectiveness of piece:

	5 – Very effective
	4 – used most of conventions
	3 – used some conventions
	2 – occasionally used conventions
	1 - Poor

	
	
	
	
	


Any other comments:

Musicals

A musical is a play where music, song and dance are essential as ordinary speech and movement.

To be successful in a musical you must be able to sing and dance at least as well as you can act, as you tell your story through a mixture of all three. You must be able to accept the conventions of song and dance: self-consciousness can look dreadful! The Musical suits itself to all sorts of other styles/genre, and to a wide variety of topics, as Andrew Lloyd-Webber has shown.

Good examples include
Andrew Lloyd-Webber musicals





Oliver! by Lionel Bart





Grease by Jim Jacobs and Warren Casey 

(N.B. All of the descriptions about different styles/genre are taken from AQA GCSE Drama by Joy Morton, Ron Price and Rob Thomson)

Five Star Theater (aka "Flywheel, Shyster, and Flywheel")

Written by: Nat Perrin, Arthur Sheekman, George Oppenheimer & Tom McKnight

BACKGROUND 

In the fall of 1932 the Standard Oil Company combined forces with Colonial Beacon Oil to sponsor a radio series that would promote Esso gasoline and Essolube motor oil. Since archrival Texaco was enjoying vast success with its new Texaco Fire Chief Program, starring vaudeville comic Ed Wynn, the Standard Oil Companies were naturally interested in carving out their own territory over the airwaves. The result was the Esso Five Star Theater, a variety series that offered a different program each night of the week, Monday through Friday, all to dramatize Esso gasoline's five unique properties, including something called "hydrofining." 

The shows featured music, comedy and even some interviews. And each show included a dramatization. These ranged from Charlie Chan to light opera. But the jewel of the enterprise was Monday night's entry, Beagle, Shyster and Beagle, Attorneys at Law. The series was about a malpracticing attorney and his bumbling assistant. The program was created to showcase the talents of Groucho and Chico Marx, half of the four Marx Brothers. The talents of Zeppo and Harpo Marx did not lend themselves well to radio. 

Beginning with the fourth show of the series, the name was changed to Flywheel, Shyster and Flywheel after a New York lawyer named "Beagle" called and threatened a lawsuit if the name was not changed. 

For 26 shows, the two Marx Brothers were paid a princely sum to stand in front of the microphone for 15 minutes each week to read from a script they barely bothered rehearsing. True, they also had to spend 60 seconds hawking Esso products. But that was O.K. Imagine in 1932-33 they received $6,500 per episode! 

The first show was on Monday, November 28, 1932, 7:30 p.m. eastern time. It continued for 26 weeks, broadcasting both from NBC in New York and NBC in Los Angeles, depending on the weather. After the May 22, 1933 broadcast, Flywheel, Shyster and Flywheel went off the air for the summer. It never returned. The reasons were that the Four Marx Brothers were ready to return to films, coupled with the fact the show never garnered the same ratings as Ed Wynn did for Texaco, although it did have a very loyal following. 

Episode 12:"The Kidnapping" Monday, February 13, 1933 

CAST (In order of appearance)
Announcer 
Miss Dimple 
Waldorf T Flywheel (Groucho)
Emmanuel Ravelli (Chico)
Salesman 
Bertram T. Bardwell 
Slim 
Crookley 
Men's voices--page 148 
Policeman 
Bailiff 
Clerk of Court 
Judge 
Esso Dealer 

SOUND EFFECTS 
Typewriter 
Phone rings 
Phone pick up 
Phone hang up 
Door opens 
Door closes 
Knock on door 
Dishes rattling 
Match striking 
Sirens 
Smashing door 
Breaking window 
Crowd noises 
Gavel 
Car approaches, horn, grinding brakes 

MUSIC, TRUMPET FANFARE 

Anncr: The Esso Five Star Theatre, tonight presenting Groucho and Chico Marx. 
MUSIC, SIGNATURE THEME 

Anncr: The Five Star Theater starts another week of programming with presentations of a scope, magnitude and variety never before assembled under one banner.. 

Under the patronage of the Standard Oil Companies of New Jersey, Pennsylvania, Louisiana and the Colonial Beacon Oil Company, the Five Star Theatre will present a brand-new radio attraction every night in the week except Saturday and Sunday. Five stellar productions each week. Every night a first night. With the world's greatest singers, musicians, actors, writers and speakers collaborating in a gigantic entertainment program for your enjoyment. This, in a word, is the Five Star Theater, and here is this week's programs: 

Tonight, the inimitable Marx Brothers, Groucho and Chico, starring in Flywheel, Shyster and Flywheel. 

Tuesday night, Josef Bonime's Symphony Orchestra, with John Charles Thomas as guest soloist. 

Wednesday night hear a dramatization of Rex Beach's story, Cool Waters, with Mr. Rex Beach as guest speaker. 

Thursday, the Aborn Opera Company will be featured in Franz Lehár's opera, The Merry Widow, broadcast by special arrangement with Tams-Witmark. 

And on Friday night at seven-thirty p.m., that beloved detective of fiction, Charlie Chan, in a dramatization of The Black Camel, by Earl Der Biggers. 

And now for tonight's feature. Groucho Marx is here, ready for his role as Waldorf T. Flywheel--black mustache, horn-rimmed spectacles and all. There's Chico, too, looking just the way he does in the pictures. Ready to portray Emmanuel Ravelli, Italian accent and all. 

The orchestra is tuning up, the overture is about to begin. 
MUSIC: OVERTURE 

Anncr: The curtain is rising on the offices of Flywheel, Shyster and Flywheel. That's Miss Dimple at the switchboard. 

FX: TYPEWRITER, THEN PHONE RINGS, IS PICKED UP 

Dimple: Law offices of Flywheel, Shyster and Flywheel . . . No, Mr. Flywheel isn't in. He's in court, trying your husband's case . . . Uh-huh . . . 
FX: DOOR OPENS; CLOSES 

Dimple: Just a second . . here he is . . . (To Flywheel) Oh, Mr. Flywheel. Here's Mrs. Watson on the phone . . . 

Flywheel: Good. I was just going to call her. (Jovial.) Hello, Mrs. Watson. How are you? That's fine . . . Your husband? Oh yes, I meant to tell you . . . He got five years in prison . . . But don't worry, Mrs. Watson. I've got a very pleasant surprise for you. I'm going to knock ten percent off my bill . . . Goodbye. 
FX: PHONE HANGING UP 

Flywheel: Miss Dimple, Miss Dimple, put down that telephone book. This office is no place for a bookworm! 

Dimple: Yes, Mr. Flywheel. 

Flywheel: Any mail this morning? 

Dimple: Yes, there's a letter from the typewriter company. They say you haven't paid for the typewriter yet. 

Flywheel: Why should I pay for the typewriter? You're the only who uses it. 

Dimple: But Mr. Flywheel, I-- 

Flywheel: Never mind, take a letter to those cheap chiselers. Ah . . . Gentlemen . . . I never ordered that typewriter . . . If I did, you didn't send it . . . If you sent it, I never got it . . . If I got it, I paid for it . . . And if I didn't, I won't. Best regards. 

Dimple: Anything else, Mr. Flywheel? 

Flywheel: Yes . . . Love and kisses. But don't send them. They're for you . . . And now . . . take a letter to the Peerless Building Supply Company. (Pompously). Gentlemen, I refuse to accept a penny less than fifty dollars for the electrical fixtures in my office. In case I do not hear from you, I shall conclude that you do not wish to pay more than twelve dollars . . . So, in order to lose no time, I shall accept the twelve dollars. 

Dimple: But Mr. Flywheel! You can't sell those fixtures. They belong to the landlord. 

Flywheel: Well, he ought to be glad. I'm only selling his fixtures so I can pay for his rent. Say, tell that assistant of mine to wrap up the chandelier. 

Dimple: Mr. Ravelli? He isn't in yet. 

Flywheel: Well, when he comes in you better tell him to take out more fire insurance. I'm gonna fire him on Saturday. 

FX: DOOR OPENS 

Dimple: Why, here he comes. Hello, Mr. Ravelli. 

Ravelli: Hello, Miss Dimp. Hello, boss. 

Flywheel: Ravelli, do you realize you're a half hour late? 

Ravelli: I couldn't help it, Mr. Flywheel. I fell down a whole flight of stairs. 

Flywheel: Well, does you take a half hour to fall down one flight of stairs? Anyway, I don't believe that story. 

Ravelli: Awright, if you don't believe dat story, I tell you anodder one . . . I came late because we had a little money trouble at our house. 

Dimple: Money trouble, Mr. Ravelli? 

Ravelli: Yeah, my little brudder he swallowed a nickel. 

Dimple: Really? What did you do? 

Ravelli: Well, next week's his birthday anyway, so I let him keep da nickel. 

Flywheel: Hey, stop jabbering and clean out my desk. 

Ravelli: I cleaned out da desk yesterday . . . Dat's where I got da nickel. 

FX: KNOCK ON DOOR 

Dimple: Come in. 

Flywheel: Ravelli, I'm going into my private office. When I come back I don't want to catch you loafing. 

Ravelli: Awright, if you don't want to catch me loafing you better whistle before you come out. 

FX: KNOCK ON DOOR 

Dimple: I said come in. 

FX: DOOR OPENS; CLOSES 

Dimple: Mr. Ravelli, I think he's selling something. 

Salesman: (Breezily) Well, well, well. Just what I like to see . . . a busy little office with bright, smiling faces. 

Ravelli: Aw, shut up. 

Salesman: Ah . . . er . . . er . . . excuse me, you see, I represent the Excelsior House-to-House Merchandise Company . . . 

Ravelli: Well, dere's nobody here by dat name. Dis is Flywheel's office. 

Salesman: You don't understand. If you'll just give me a moment of your time, I'd like to show you a few choice values in neckties, safety razors, hair tonic . . . Say, let me tell you about this tonic. It's the real thing. 

Ravelli: Awright, gimme a taste. 

Salesman: (Trying to be patient) No, no. Now before I began using this tonic, my hair was getting pret-tee thin. 

Ravelli: Well, it don't look so fat now. 

Salesman: You just try it once. We guarantee every bottle. 

Ravelli: Oh, the bottle she looks all right, but I tink the stuff inside is no good . . . Hey, how much for dat necktie? 

Salesman: Now you're talking. I'm going to sell you that tie for a dollar. 

Ravelli: (Incredulous) A dollar? 

Salesman: Yes, brother. And it's a steal at that price. 

Ravelli: Hey, if I'm a-gonna steal it, I can get it for nothing. 

Salesman: A dollar and the tie is yours. Why I paid ninety-five cents for it myself. 

Ravelli: Well, if you paid only ninety-five cents, why should I pay a dollar? 

Salesman: Well, the nickel's my profit. You know, I got a wife to support. 

Ravelli: You tink I'm a-gonna help support your wife? Nobody supports my wife--not even me . . . I'll tell you what--you leave da necktie, and I'll send you ninety-five cents care of Woodlawn Cemetery. 

Salesman: (Indignant) Woodlawn Cemetery? That's not my address. 

Ravelli: Well, it will be by da time I send you da ninety-five cents. (Laughs) Some joke, eh? 

Salesman: (Furious) Aw, I can see I'm wasting my time here. 

Ravelli: Well, it took you a long time to find it out. 

Salesman: Goodbye! 

FX: DOOR SLAMS 

FX: DOOR OPENS 

Flywheel: Did I hear someone come in? 

Ravelli: Yeah, a wise guy. He wanted a nickel for his wife. 

Flywheel: A nickel for his wife? Well, that sounds cheap enough--Was she good looking? 

FX: KNOCK ON DOOR 

Ravelli: Awright, come in. 

FX: DOOR OPENS 

Bardwell: Mr. Flywheel. Permit to introduce myself. I'm Bertram T. Bardwell. I suppose you've been hearing about my charity work and my fight against crime? Flywheel: Oh yes, I've been hearing about for a number of years, and I'm getting pretty sick of it, too. 

Bardwell: Why, er, er . . . I happened to be in court this morning when I heard your thrilling address to the jury sent that man to prison for five years, where he belongs. 

Flywheel: My speech sent him to prison? (Laughs) That's a good one on the jury. I was defending that guy. 

Bardwell: Just a moment, Mr. Flywheel. Let me ask you a question. 

Ravelli: Hey, I got a question too, boss. What animal likes dirt, always plays in the mud, and eats anything? 

Flywheel: I know, Ravelli, it's you. 

Ravelli: (Disappointed) Aww . . . somebody told you. 

Bardwell: (Annoyed) Mr. Flywheel, my organization is waging an intensive fight against crime in this city, and I feel that you're a man who can help us drive the crooks out of town. 

Ravelli: Hey! Why should we drive 'em out? Let 'em walk. 

Flywheel: Nice work, Ravelli. 

Bardwell: You see, gentlemen, my committee is determined to rid the city of Public Enemy Number One, Big Joe Crookley. Although Crookley himself is in hiding, he has crime organized like a big business. In fact, some of his gangsters have an office only two doors from here. 

Flywheel: Bardwell, you came to the right man. There isn't enough room in this town for gangsters and me, Waldorf T. Flywheel. That's why we're putting up a big hotel in the spring. 

Ravelli: Boss, you leave it to me. Ravelli'sa plenty smart. I go next door and tell dem gangsters to move. 

Flywheel: An excellent idea, Ravelli. But wait a minute. You've got your hat on wrong. 

Ravelli: Well, I don't know which way I'm going yet. And say, if you see my brudder, tell him to wait. 

Flywheel: I don't know your brother. 

Ravelli: I never thought of dat. Awright, den tell him not to wait. Goodbye. 

FX: DOOR CLOSES 

Bardwell: Mr. Flywheel, I can see you are a man of action. Some time later I'd like to interest you in our charity work, too. 

Flywheel: Charity work . . . hmm . . . Bardwell, I'm not the kind of fellow who likes to talk about his good deeds, but it may interest you to know that I've been sending pretty large-sized checks to various charities, and not even the charities know that the money came from me. 

Bardwell: But Mr. Flywheel, I don't understand. Couldn't they tell by the name on the checks? 

Flywheel: No, no, that's how modest I am. I didn't even sign the checks. 

Dimple: Why, Mr. Flywheel, what's this? Someone just put a note under the door. 

Flywheel: Well, pick up the door and get it. 

Dimple: It says . . . why, good heavens. It's from Crookley's gangsters. They've kidnapped Mr. Ravelli for meddling in their affairs. 

Bardwell: Kidnapped him? 

Dimple: Listen to this: "Unless you send us ten thousand dollars, we will kill Emmanuel Ravelli." 

Bardwell: They'll kill him? Mr. Flywheel, what are you going to do? 

Flywheel: Keep cool, Bardwell. Miss Dimple, take a letter to Big Joe Crookley. Dear Joe: Received yours of the fifth inst., in which you state that unless I send ten thousand, you will kill Ravelli . . . I haven't got the money, but the proposition sounds very attractive. Send further details. 

MUSIC: UP STRONG AND THEN OUT AS FX BEGINS) 

FX: KNOCK ON DOOR. PAUSE. LOUDER KNOCK 

Slim: (Hoarse whisper) Who's dere? 

Crookley: Open dat door, Slim. It's me, Crookley. 

Slim: O.K. chief, I was scairt it was de cops. 

FX: DOOR OPENS AND CLOSES 

Crookley: You don't have to be scairt. De cops won't ever find dis place. Where's dat fella, Ravelli? 

Slim: Inside eatin'. Dat's all he's been doing since we grabbed him off a week ago. Hey, chief, is dat lawyer Flywheel comin' trough wid de ten grand? 

Crookley: I tink so. He's on his way over here now. 

Slim: Say, what if he brings da cops? 

Crookley: Don't worry. He won't go shootin' off his mouth. I told Flywheel what's food for him. And now I tink I'll have a little talk wid Ravelli. 

Slim: Right, chief. 

FX: DOOR OPENS 

Crookley: Hey, Ravelli. 

FX: DISHES RATTLING 

Crookley: Ravelli, put dat dish down. I'm talking to you. 

Ravelli: (Cheery) Oh, hello, Mister Crookley. Sit down, have a piece of pie. I just had tree pieces and I'm afraid to eat any more. 

Crookley: What? 

Ravelli: Sure, if I eata too much pie I'm afraid I get pie-areah. 

Crookley: Look here, mug. We been treating you pretty nice. You know why? Because if Flywheel don't show up wid dat ten thousand bucks today, you ain't gonna live very long. 

Ravelli: Hey, you crazy? I feela fine. I tink I eat some more pie. 

FX: KNOCK ON DOOR 

Crookley: Who is it? 

Slim: Say chief. There's a guy comin' in. I tink it's dat Flywheel. 

Ravelli: Flywheel? Don't let him in till I hide the pie. 

Crookley: Bring him up here. 

Slim: (From distance) O.K. chief . . . This way mister. 

Crookley: Well, Flywheel, I-- 

Flywheel: Cut out the formalities. When are you gonna kill Ravelli? 

Ravelli: (Alarmed) Hey, boss, is dat what dey wanna do? 

Flywheel: Don't be alarmed, Ravelli. I've fixed everything. I've written a farewell not to your wife, and I've sent flowers to your sweetheart. I've also arranged for a nice, quite little funeral. There'll be eight carriages for your family and a motorcycle for your friends. 
Crookley: Quit stalling, Flywheel. Did you raise that money? 

Flywheel: Oh, I raised the money all right, but unfortunately I had to spend it on Ravelli's funeral. 

FX: KNOCK ON DOOR 

Crookley: Come on in. 

FX: DOOR OPENS, CLOSES 

Slim: Hey, chief, I gotta talk to you. 

Crookley: Awright, I'll be right wid you. Listen, Flywheel, you an' Ravelli stay right here. Come over here, Slim. What is it? 

Slim: (Hoarse whisper) Chief, Butch just called and said we better lay low on dese guys. The cops is all steamed up about de kidnaping and dey kinda suspeck you. 

Crookley: (Whisper) O.K.. I'll try to grab off the dough, an' t'row 'em both out. 

Slim: (Whisper) Yeah . . . (receding) Maybe you'd better, chief. 

FX: DOOR OPENS, CLOSES 

Crookley: Look here Flywheel, forget the ten grand. You give me five thousand dollars and Ravelli can leave here. 

Ravelli: Sure, I like to leave here. It's a very nice house to leeve in. 

Crookley: Well, what about the five thousand? 

Flywheel: Five thousand? Crookley, can you make it three thousand? 

Crookley: All right, I'll make it three thousand. 

Flywheel: That's talking, Crookley. Now if you'll make it two thousand, I'll make it one thousand . . . I haven't got the thousand in cash, but I'll give you my note for thirty days, and if isn't paid by then you can keep the note. 

Crookley: Listen, you guys. I'm gonna give you exactly five minutes to make up your minds. When I come back, you're either gonna fork over the dough, or it'll be curtains for both of you. Get me? Curtains for both of you. (Receding) Now, think fast. 

FX: DOOR OPENS, CLOSES 

Ravelli: Boss, we're in a tight fix. Whata we gonna do? 

Flywheel: First, Ravelli, I think I'll have a piece of that pie. Take some for yourself. 

Ravelli: Tanks, boss, I'm full. 

Flywheel: Well, put some in your pockets. 
Ravelli: Der full, too. 

FX: KNOCK ON DOOR 

Ravelli: (Whisper) It's Crookley! 

Flywheel: Crookley? He's probably bringing us the curtains. 

Crookley: (Outside door) Better hurry up, you guys. You got just two more minutes. 

Flywheel: Ravelli, I've got to give this a lot of thought. 

Ravelli: Hey, boss, I gotta idea-- 

Flywheel: Be quite! I can't hear myself talk. 

Ravelli: Dat's all right. You ain't missin' anyting. (Suddenly) Say! It's cold in dis room. 

Flywheel: It is kind of chilly. See what the thermometer says. 

Ravelli: Aw, you can't believe dat thermometer. One day it'sa sixty; next day it'sa sixty- five--it'sa no good. 

Flywheel: Well, the thermometer ought to be kept at seventy. 

Ravelli: I can fix dat easy. I just light a match under it. Watch. 

FX: MATCH STRIKING 

Flywheel: Ravelli! Be careful of those draperies! 

Ravelli: Hey, boss. Dey're burning. Oh boy, look at dat fire! 

Flywheel: (Calling sweetly) Oh, Crookley! 

Flywheel: (From outside door) Whata you want? 

Flywheel: Can I use your telephone? 

Crookley: You tink I'm crazy? 

Flywheel: Answer my question first. Can I use your telephone? 

Crookley: (Sneering) And' let you call the cops, I suppose. 

Flywheel: Not at all, I just wanted to call the fire department . . . and ask them where the nearest alarm box is . . . Crookley, I don't want to seem like an old gossip, but your house is on fire. 

Crookley: (Outside) What! What's dat? 

FX: DOOR OPENS 

Crookley: (Approaching mic) Whata you guys been up to? Slim! 

Slim: (From outside, excitedly) What's up?! What's wrong?! 

Crookley: Quick! Bring some water. 

Flywheel: You can make mine ginger ale. 

Ravelli: And I'll take some pie. Hey, I know a song about pie. (Singing) Good Pie Forever*1 
Flywheel: Say, Crookley, why don't you call the fire department? I know all the boys at Hook and Ladder 78. And tell 'em to bring along a deck of pinochle cards. 

Crookley: Nothin' doin'! I don't want no cops or firemen snoopin' aroun' here. 

Ravelli: He's right, boss. Dere's no use-a callin' da fire department now. Da place is on fire already. 

Flywheel: Ravelli, open the windows. Open the windows! This smoke is beginning to get to me. 

Ravelli: Yeah, der's too much smoke. Ya better put out your cee-gar. 

Slim: Boys! The fire's spreading fast. Better start running. 

Ravelli: Hey, Flywheel, I know a good place to run to. 

Flywheel: (Excitedly) Where, Ravelli, where? 

Ravelli: To run to. To run to, Canada. (Laughs). Hot stuff, eh, boss? 

FX: SIRENS APPROACH 

Crookley: Slim! It's the fire department--the cops, too! Watch your step. 

FX: SMASHING DOOR, BREAKING GLASS 

Men's voices: This way! I think there's somebody in there. 

Slim: Gee, Crookley, you better duck. 

Crookley: Don't worry, Slim. De cops around here won't recognize me. Listen, Flywheel. No cracks about me being Joe Crookley, if you know what's good for you. 

Flywheel: Count on me, Crookley, old boy. I'll see that your name isn't mentioned . . . (Sweetly) Oh, Policeman! Policeman! 

Officer: What is it? 

Flywheel: I want you to meet Emmanuale Ravelli, the fellow who started the fire-- 

Officer: What? 

Flywheel: And before I forget it, when you report this fire, don't mention Joe Crookley's name because there's a warrant out for his arrest. 

MUSIC IN STRONG, THEN FADE FOR NEXT SCENE 

FX: BUZZ OF CONVERSATION 

Bailiff: Silence in the court . . . His honor, the judge . . . Everybody rise. 

Clerk: (Droning) Hear ye, hear ye, hear ye, the municipal court is now in session and stands until adjournment. 

FX: BUZZING OF CONVERSATION; GAVEL SILENCES THEM 

Judge: What's the next case, clerk? 

Clerk: It's the preliminary hearing, your honor, in the case of Joseph "Big Joe" Crookley, charged with the kidnaping of Emmanuel Ravelli. 

Judge: Proceed with the hearing. 

Bardwell: Your honor, please . . . one moment. 

Judge: What is it, Mr. Bardwell? 

Bardwell: Your honor, I'd like to say a few words in behalf of the Citizens Committee Against Crime. 

Judge: Of course, Mr. Bardwell. 

Bardwell: My organization regards this case as tremendously significant, and wants to commend Mr. Flywheel here in open court for his noble, fearless, public-spirited activities in bringing that archenemy of the people, Joe Crookley, to justice. 

FX: APPLAUSE BY CROWD 

Flywheel: Thanks, folks. Thanks . . . I've waited and struggled a long time for this honor. Why, I began life as a barefoot boy-- 

Ravelli: At'sa nuttin', boss. When I was born I was naked. 

FX: LAUGHTER FROM CROWD; GAVEL SILENCES THEM 

Judge: Gentlemen, the court wants this case to proceed. 

Flywheel: Very well, your honor, if you and Ravelli will keep your traps shut, I'll proceed. As I was about to say, before the judge horned in, when I was a wee bit of a tot, I was left an orphan-- 

Ravelli: You was left an orphan? What did you do wit it? 

FX: LAUGHTER; GAVEL 

Judge: Mr. Flywheel! The court must ask you to sit down. Now, Mr. District Attorney, proceed with the hearing. 

D.A.: If your honor please, the state's attorney's office has office has been requested by the Citizens Committee to let Mr. Flywheel conduct the prosecution, because of his splendid work in tracking down Joe Crookley. 

Judge: Very good. Joseph Crookley, where's your attorney? 

Crookley: Judge, Iofferedd to pay plenty, but I couldn't get a lawyer in dis town with nerve enough to take my case. I even offered to pay as high as five thousands bucks. 

Flywheel: Just a minute, your honor. I'm talking now not as Flywheel, the lawyer, but as Flywheel, the man--the defender of human rights. In a court of justice, your honor, every man has certain inalienable rights. Every man has a right to advice and counsel of a lawyer--especially if he has five thousand dollars. Crookley, I'll take your case. Trot out the five thousand clams. 

Judge: Mr. Flywheel, the court was under the impression that you were going to prosecute Crookley. 

Flywheel: Well, I was under that impression, too . . . until I heard about the five thousand. Let's start the case. The first witness for the defense is Emmanuel Ravelli. 

Judge: Mr. Flywheel, you can't call Ravelli for the defense. He's the man who says he was kidnaped. 

Flywheel: Oh, so that's the story he's been spreading! Well, he's a liar. 

Ravelli: Hey, whata you mean, callin' me a liar? 

Flywheel: You're a liar. I didn't call you a liar . . . See, your honor? He wouldn't tell the truth under oath. Ravelli, get up there and take the oath. 

Ravelli: O.K., boss. 

FX: MURMUR OF CROWD; GAVEL 

Clerk: Order! Order! Emmanuel Ravelli, do you promise to tell the truth, the whole truth and nothing but the truth. 
Ravelli: (Disturbed) Hey, you me to lose my job? 

Flywheel: Emmanuel Ravelli, where were you born? 

Ravelli: I wasn't born, I had a stepmotter. 

Judge: Come, come, Ravelli. Tell the court your birthday. 

Ravelli: What you wanna know for, Judge? You ain't gonna buy me nuttin'. 

Flywheel: He's right, your honor. You haven't bought a thing since you bought your place on the bench. 

Judge: See here, Mr. Flywheel, the court considers that remark most unnecessary and vicious. 

Ravelli: Hey, judge, dat's what I got for my birthday. 

Judge: You got what? 

Ravelli: Vicious--I got a telegram with very best vicious. (Laughs) Some joke! 

Judge: Please, can we get on with this hearing! Mr. Ravelli, will you kindly state your age. 

Ravelli: Sure, judge, I'm joosta twenty-eight. 

Judge: Twenty-eight? Why, you said you were twenty-eight when you appeared here in court two years ago. 

Ravelli: Well, when Ravelli says something in court, he sticks to it. 

Flywheel: There you are, your honor. I guess that'll hold you for a while. I make a motion that you dismiss the charges against my client. 

Judge: Motion denied! Mr. Flywheel, have you any other witnesses? I don't think this one is intelligent enough to understand court proceedings. 

Flywheel: (Laughs) Did you hear that, Ravelli? Your honor, just to show you what a fool you're making of yourself, I'm going to give my witness an intelligence test. Ravelli, what's the first letter of the alphabet? 

Ravelli: Give me a hint. 

Flywheel: Ravelli, is that question so hard for you? 

Ravelli: No, the question's easy. But the answer's hard. 

Flywheel: All right, I'll try another one. Where was the Declaration of Independence signed? 

Ravelli: At the bottom! 

Flywheel: Right! 

Judge: The court cannot help but regard all this as irrelevant and immaterial. Mr. Flywheel, you now claim that Crookley did not kidnap Ravelli? How is that Crookley was found at the scene of the crime, where he was holding Ravelli prisoner? 

Flywheel: Frankly judge, that's got me kinof puzzleded, too . . Say, maybe it was Ravelli who kidnaped Crookley. 

FX: CROWD MURMURS; GAVEL 

Judge: Silence in the court. 

Flywheel: (Becoming eloquent) Your honor, in a case as important as this, we cannot be swayed by our emotions. Nothing matters but hard, cold facts. (Becoming tearfully emotional) Remember, I too have a baby . . . I met her in a dance hall . . . and your honor, I couldn't go home and face my baby if I felt that I was defending a guilty man. 

Judge: Just a moment, Mr Flywheel. The prosecution hasn't been heard from yet. Do you expect to talk much longer. 

Flywheel: Certainly. The longer I talk, the longer my client stays out of jail. Your honor, Joe Crookley is really a fine boy at heart. He's very good to his family . . . he never goes home. Why, for a whole year he didn't talk to his wife. And why didn't he talk to his wife? Because he didn't want to interrupt her. Your honor, I demand a habeas corpus. 

Judge: (Astonished) A habeas corpus? 

Flywheel: You needn't be embarrassed, judge, I don't know what it mean either. 

Judge: Mr. Flywheel, you've wasted enough of the court's time. Mr. District Attorney, call your witnesses. 

D.A.: Your honor, the state has been surprised in this case. We had counted on Emmanuel Ravelli as our witness. And since he's shifted to the defense, I'm afraid we have no case. 

Judge: In that event, I am forced -- much against my will -- to dismiss the charges and release the defendant, Joseph Crookley. Crookley, you may go. 

Crookley: Tanks, judge. (Receding) So long dere, Flywheel. 

Flywheel: Judge, he's leaving the court room! Bring him back! 

Judge: Bring Crookley back? What for? 

Flywheel: He owes me five thousand dollars. 

Ravelli: Aw, you crazy boss. We owe him five thousand dollars. 

Flywheel: We owe him five thousand dollars? 

Ravelli: Sure. He had ten thousand bucks in his pocketbook. 

Flywheel: Well? 

Ravelli: Well, I got his pocket book. 

MUSIC: UP STRONG TO END. 

Anncr: Keep your seats, people! The show isn't over. The mad Mr. Flywheel and his insane assistant, Emmanuel Ravelli, have gone for the night, it's true. But Groucho and Chico Marx are still very much with us, and are going to give us something brand new. They've concocted a little act entitled, "The Marx Brothers Motoring." Scene: an Esso service station, anywhere from Maine to Texas. Characters: Groucho, Chico and an Esso dealer. Here it is! 

FX: CAR APPROACHES; HORN, GRINDING BRAKES 

Chico: Whew! Boy, dat was fast driving! Groucho, you know you was goin' seventy miles an hour? 

Groucho: Well, I was in a hurry. The brakes on this car don't work, and I wanted to get here before we had an accident. 

Chico: Well, whata we gonna do here? 

Groucho: Get our oiled changed, of course. 

Chico: Why you wanna change it? Don't you like it anymore? 

Groucho: Sure I like it. But we've gone a lot of miles with it, and it's dirty. 

Chico: Dirty? Den what makes you think dey'll change it for you? Dis fellow here won't want your dirty oil. Groucho: Maybe you're right. I think I'll take some free air instead. Oh, dealer! 

Dealer: Yes, sir. Shall I change your oil? It pays to change to Essolube. 

Groucho: That's fine. How much does it pay? 

Dealer: It pays in value, sir. Essolube is the first five-quality oil ever made. Until it was developed, folks had to choose between two types of oil-- 

Chico: I know, olive oil and castor oil. 

Dealer: No, I mean two types of motor oil. One had three of the five qualities a modern oil needs. The other had two of them. But there was no oil with all five. Then, after many years of work on a great invention so important that it won a Nobel prize, my company perfected hydrofining. And produced Essolube, the first five star oil. 

Groucho: It sounds too expensive. Better fill up the car with castor oil instead. 

Dealer: But it isn't expensive. That's another amazing thing about Essolube. It's regular- priced. Costs you less to buy than the oil you've got in there now, probably. 

Chico: At'sa fine. 

Dealer: Will you take a couple of quarts for your car? 

Groucho: A couple of quarts for this car? Sold! Give us the oil and the car is yours. 

Anncr: This concludes our Esso Five Star Theater presentation for this evening, brought to you by the Standard Oil Companies of New Jersey, Pennsylvania and Louisiana, and the Colonial Beacon Oil Company. These associated companies maintain a system of service stations from Maine to Texas. 
Don't forget about tomorrow night's Five Star Theater presentation of Joseph Benumb's Symphony Orchestra with John Charles Thomas as guest solist. This is the finest musical unit ever assembled on the air. It will be a great treat for music lovers. 

Good night, for Esso and Colonial Beacon. 

MUSIC: SIGNATURE MUSIC UP AND PLAY TO END. 

Tune: Good Bye, Sweetheart
