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ABSTRACT

In 1985, Christopher Durang created a master work titled The Marriage of Bette and Boo
which was described by The New Yorker as a “brimming cornucopia of brilliant lines.”* Frank
Rich of the New York Times called it “so speedy and chipper that it could almost be mistaken for
a Bob Fosse musical.”® Douglas Watt of the New York Daily News referred to it as a “farcical
study of a disastrous marriage, marked by still births, insanity in the family and divorce.” These
critical responses indicate the necessity to maintain the complexity of the character of Soot
without allowing her to fall into the easy stereotypes that trap many artists. The play’s focus on
alcoholism, spousal abuse, and cancer make it difficult to reconcile the very serious
circumstances with the overtly comical reactions created in the play. My challenge in portraying
the character of Soot is to resolve these issues.

| focused on the teaching of Konstantin Stanislavski as interpreted by Sonia Moore of the
American Center for Stanislavski Theatre Art to navigate this challenge. Ms. Moore asserts:
“Only after the actor has studied the play, the events, and the given circumstances will he be able

to select the actions which will involve his emotions and other inner experiences.” With this in

! Edith Oliver. THE THEATRE: Off Broadway. New Yorker 27 May 1985: 74.
% Frank Rich. Stage: ‘Bette and Boo' By Durang at the Public. New York Times 17 May 1985, C3.

® Douglas Watt. Durang darts slightly off-target. New York Theatre Critics' Reviews. Ed. Joan Marlowe, Betty
Blake. New York: Critics' Theatre Reviews, inc., 1994, 268.

* Sonia Moore. The Stanislavski System. 2nd. New York: Penguin Books, 1984, 26-27.
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mind, | began by studying the script and the playwright for clues about the given circumstances
within the world of the play.

“You’re the dumbest white woman alive™ is a line from the play used to describe Soot.
This line of dialogue has been used in the past to justify stereotypical performances of this
character which mask the complexity of a woman who has been seriously hurt by the man she
loves. These types of simplified characterizations are flat and do not take into account the inner
and outer forces that make Soot who she is. Olympia Dukakis played Soot at the Public/Newman
Theatre in New York City in an Obie award-winning performance.® She is quoted as saying,
“This is a very forgiving play.”” Durang later agreed with this assessment saying, “I remember
thinking that that sounded right.”® He further added that The Marriage of Bette and Boo is
“based on my parents, it’s more emotionally close to me than some of my more surreal plays...I
like the balance of the comic and the sad. It should play as funny, but you should care about the
characters and feel sad for them.”® Durang also confides that his own father was an alcoholic

and that “in life, my mother lost three [children in childbirth].”*°

® Christopher Durang. The Marriage of Bette and Boo. New York: DRAMATISTS PLAY SERVICE INC., 1985,
13.

® Durang. Full Length Plays - The Marriage of Bette & Boo by Christopher Durang. Christopher Durang. 15 Jan.
2007. 04 April 2007 <http://mww.christopherdurang.com/FullMarriage.htm>.

" Arthur Holmberg. Family Survival: An Interview with Christopher Durang. American Repertory Theatre 31 Aug.
1998 29 Sept. 2003 <http://amrep.org/past/bette/bette2.html>.

® Ibid.
® Ibid.
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Since the play, however humorous, is based on real events in the life of the playwright
and his family, it is reasonable to search for playable and understandable motives for the
character’s action through research of real life given circumstances. To this end, I have been
researching the behavior rationalizations inherent in the social interactions of alcoholic families.
This has led me to discover a possible explanation for Soot’s unusual responses to unpleasant
comments and situations. The eGetgoing Online Addiction Treatment Alcohol and Drug Rehab
Counseling web page explains that family members often choose enabling behavior to cope with
the destructive choices of the alcoholic. Enablers “may have their own system of denial that is

fed by the lies and deceptions.”*

Further, it states, “We can think of denial as a way of telling
the truth about a small part of reality as if it were all of reality.”** In this way, Soot is employing
a rational tactic to cope with an irrational existence. | believe further research will also identify
denial associated with personal tragedy. These understandable and human connections will
provide me with the basis of my beginning explorations of this achingly beautiful and
sympathetic woman because, as Sonia Moore states, “A person’s psychological and physical
behavior is subject to the external influence of his environment.”*?

Soot’s environment includes the time period of the piece and is complicated by the

memory play nature of the script, but it adds context for Soot’s behavior as a subservient 1950’s

housewife who feels as if she has very little control over her own world. According to Elaine

1 Enabling Behaviors and the Effects of Enabling. eGetgoing. 04 Apr. 2003. 23 Oct. 2003
<http://www.egetgoing.com/drug_addiction/enabling.asp>.

12 Denial Defense Mechanism. eGetgoing. 04 Apr. 2003. 23 Oct. 2003
<http://www.egetgoing.com/drug_addiction/denial.asp>.

13 Moore, 26.



Tyler May in her book Homeward Bound, “If a woman was not satisfied being a homemaker she
was supposed to keep that information hush-hush and go about her daily activities as though
nothing was wrong.”** This information provides further justification and adds strength to the
logic of Soot’s actions as she deals with the dysfunctional world of her family. The work I have
done researching Soot’s motivations appears to be relevant to the execution of the play. I may
now begin to apply that research to the creation of Soot.

The role of Soot provides a wonderful opportunity to develop and grow as a performer.
A thesis role needs to supply the MFA candidate with significant challenges. This role has
already provided huge opportunities to connect my research skills with my stage work. | believe
the role of Soot will force me to push myself and apply all the skills and training | have received

during my studies in order to do justice to the richness of the character.

1% Suburbia and the 1950's Family. Suburbia and Family. 05 May 2001. 2 Jun 2003
<http://www.wm.edu/amst/370/2001/sp2/SuburbiaandFamily.htm>.
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CHAPTER 1: INTRODUCTION

Statement of Purpose

This monograph documents my MFA Acting Thesis Role Project, Soot Hudlocke, from
casting to performance. These pages contain the research, process, and discoveries made in my
development of Soot and her world. It is through the application of my UCF training that | am
able to identify and realize my portrayal of Soot as a beautiful complex women and not the
“dumb woman” that another character proclaims her to be. This document will expose Soot’s

truth, and enable the reader to reconsider her otherwise superficial characteristics.

General Information

Durang made it clear that Soot’s laugh would be the key to her character. He included a
note in the acting edition of the script for directors clearly explaining the importance of her
laugh:

Soot’s laugh is terribly important, and an integral part of her character. Don’t cast an

actress who can’t or won’t do the laugh. Also, please have Soot do the ‘Oh, Karl’

(laughs) lines as written- that is, she says ‘Oh, Karl,” and then laughs; the laugh and the

line should be separated.®
I began my preparation for the audition by focusing on Soot’s laugh, not only because Durang
indicated that it was important, but also because | knew immediately and instinctively why Soot

laughed. I felt the pain behind her laugh. Soot’s laugh was unveiled and rang true to me because

| also use a defense mechanism to cope with the unpleasant: my smile.

1> Durang. The Marriage of Bette and Boo, 80.



The instant connection I had to Soot’s inner truth was my starting point, but I knew that |
had only scratched the surface of Soot’s complex character. I threw myself into gathering
research to assist me in the further development of Soot. Performance reviews, critical analysis,
information on the playwright, music and television would provide inspiration. | began to gather
information that would map Soot’s psychological journey and define the fabric of her psyche that
would enable me to hone the facets of her character fully in my acting choices. A study of the
playwright provided the point of departure, because a preliminary review of the piece clearly

indicated an artistic connection to his writing.



CHAPTER 2: CHRISTOPHER DURANG -- THE PLAYWRIGHT

The American playwright and actor, Christopher Ferdinand Durang, was born January 2,
1949, in Montclair, New Jersey.*® He was the only child of Frances, an architect, and Patricia, a
housewife. Durang and his mother were very close. Both sides of his family encouraged his
interest in the arts, but it was his mother who took him to musicals on Broadway and read plays
to him at home.!” Patricia also had a “bubbling sense of humor and liked to laugh and make
people laugh.”*® During the 1950s television was in its infancy, and its influence on Durang was
limited. Unlike most children, he found cartoons uninteresting, so he did not watch them.
Instead, he watched a station that ran classic comedic Hollywood movies from the 1930s seven
days a week. The popular sitcom | love Lucy was an influence as well.*®

Durang was drawn to playwriting at an early age. He wrote his first play in second grade
when he was eight years old. It was two pages based on an | Love Lucy episode. His first formal
production occurred when he was in eighth grade. Durang and his best friend Kevin Farrell

wrote a musical titled Banned in Boston. Durang’s mother told the priests at the Catholic school

the boys attended about it. The priest in charge of the drama department read the play and

18 Biography - Durang, Christopher (Ferdinand) (1949-). Contemporary Authors (Biography). Gale Reference
Team. Thomson Gale, 2004.

17 Durang. Christopher Durang - Frequently Asked Questions for High School and College Students - Q&A 3.
Christopher Durang. 27 Nov. 2006. 28 May 2007 <http://www.christopherdurang.com/QandA3.htm>.

'8 Durang. Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.
Christopher Durang. 27 Nov. 2006. 04 April 2007 <http://www.christopherdurang.com/QandA2.htm>.
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wanted the junior and senior classes to put it on. The play was so well received that two years
later his and Kevin’s second musical, Businessman’s Holiday, was performed as well.®® Through
his mother’s encouragement and assistance, these early musicals were performed for two
summers at the Summit Playhouse in Summit, New Jersey. Durang practiced his acting during
these summers as a leading character in one play. Durang increased his play reading in high
school and was influenced by Joe Orton, Arthur Kopit, and Edward Albee.?! Durang wrote what
he considered to be his first mature play, Suicide and Other Diversions, at the end of his high
school career. The play is in an Absurdist style. He shortened the play’s title to Diversions after
deciding the title was too dark.?

Durang’s frequent theatrical involvement coupled with good academics earned him a
scholarship to Harvard University, which he accepted. Although he knew Harvard did not offer
a major in theatre, he “decided a well rounded education was better for someone who wanted to
be a writer than an education that specialized right away in theatre.”®® Durang chose English as
his major.

Durang’s early college years were a time of personal darkness.?* He began to question
his Catholic faith and eventually stopped believing in its tenets. He stopped dating. He began to

have doubts as a writer and stopped playwriting. Durang’s family influence and upbringing was

% Durang. Christopher Durang - Frequently Asked Questions for High School and College Students - Q&A 3.
2 Durang. Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.
%2 Durang. Christopher Durang - Frequently Asked Questions for High School and College Students - Q&A 3.

% Durang. Christopher Durang - Frequently Asked Questions for High School and College Students - Q&A 1.
Christopher Durang. 27 Nov. 2006. 04 April 2007 <http://www.christopherdurang.com/QandAl.htm>.

2 bid.



the source of this deep depression; it appears these significant life experience connections are
represented in most of his plays.?

Durang grew up in an Irish Catholic family. He was taught that masturbation, unmarried
sex, gay sex, adultery, and even “impure” movies would send a person to Hell just the same as if
he or she had murdered someone. As a child, he was a loyal, unquestioning member of the
Catholic faith. Durang’s beliefs became more liberal towards the end of high school. He began
to question the church’s views on dogmatic absolutes as he learned more about other points of
view and current scientific studies, and this created conflict that contributed to his growing
depression. Because of this depression, he rejected the Church and had strong disagreements
with the Catholic Doctrine regarding many topics.?®

Durang was an only child, which was unusual in a devout Catholic family. He later
discovered this was due to a blood incompatibility between his parents. Doctors told his parents
that antibodies had developed during the first pregnancy, and it would be highly unlikely they
could successfully have more children. His parents were inconsolable, but because the Catholic
Church claimed miracles happen, his mother made three unsuccessful attempts to have more
children in hopes God would grant a miracle. Durang’s father, the more logical of the two,

believed the doctors and was not as optimistic or even eager to try. The resulting failed attempts

% Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.

% Durang. More than the “right to be wrong”. (Roundtable). Conscience 22 March 2003: 32(2).
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caused the family to experience the trauma of multiple stillborn births. The loss of a child can be
devastating in any marriage. This tragedy only served to worsen the Durangs’ marriage.?’

Durang’s father had an alcohol problem as did his grandfathers, so holidays were alcohol-
soaked battlegrounds instead of the festive, happy times they might have been. His parents
would fight because his mother would want his father to stay sober for the holiday. Often his
mother would become so angry she left home with Durang and stayed with her relatives for
periods of time.?®

Due to the closeness of the maternal relationship, Durang became more than just his
mother’s son; he was her friend and “confidant.”*® He was burdened with very adult issues as a
child. This is not an uncommon response in an alcoholic home. This is an extremely difficult
position for any young child.*® Durang would ask his mother not to approach his father if he had
been drinking, but she could not hold her temper. If Durang’s father came home even slightly
tipsy, she would soon be railing at him. This would go on sometimes for hours before his father
would lose his temper and begin yelling back, and the conflict would escalate into a full-blown
fight. This scenario occurred regularly and frequently. It was waiting for his father to yell back
that created the unbearable tension for Durang. This left him in a constant state of dread.

Durang’s parents eventually separated when he was thirteen, which was a relief to him. Durang

% Durang. Christopher Durang - Frequently Asked Questions for High School and College Students - Q&A 3.
% Ibid.
% Durang. Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.

% Robert J. Ackman. Children of Alcoholics: A Guide for Parents, Educators, and Therapists. 2nd. New York:
Simon & Schuster, Inc., 1983, 50.

6



realized his parents would never change so he told his mother never to take his father back.
Durang believed it would be best for all if they lived separately.™

Durang’s parents were not the only people Durang saw fighting. His mother’s temper ran
in her family. She and her siblings often fought, and these fights were quite mean-spirited. The
dysfunctional issues that prompted the fights between his parents and his mother’s family were
never resolved, and they resurfaced time and time again. There was no place for a child to
escape the screaming and he lived, “in tension and hyper vigilance, wondering when the next
fight would be.”*?

All these experiences compounded over many years led to Durang’s two-year bout with
deep depression. Fortunately for Durang, Harvard offered free psychological counseling and he
entered therapy to work through his conflicts and issues. This gave him the skills to cope with
his depression by his senior year in college (1971). Even though he regained his drive to
succeed, he retained a bit of his “dark view of the world”*® This darkness significantly
influences his style and permeates the worlds he creates in his plays.

His dark world view is evident in The Nature and Purpose of the Universe, a play he

wrote during his senior year at Harvard. This play produced very positive events for Durang’s

career. It enabled him to attend an exclusive playwriting seminar at Harvard and won him a

*! Durang. Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.
% Ibid.

* bid.



playwriting prize that included a production at Smith College. This led to his acceptance into the
Yale School of Drama’s playwriting program.*

Durang was extremely happy to be accepted into Yale to study playwriting because he
“didn’t want to go to graduate school in English literature.”® He met some well-known writers,
directors, and actors at Yale. Durang was active in Yale Cabaret productions, and wrote the
book and lyrics for Better Dead Than Sorry, co-authored I Don 't Generally Like Poetry But
Have You Read Trees?, GYP: The Life Story of Mitzi Gaynor with Albert Innaurato, and When
Dinah Shore Ruled the Earth with Wendy Wasserstein.*®

It was in Durang’s senior year at Yale in 1974 that a one-act, forty-five minute version of
The Marriage of Bette and Boo was produced. This student production was “directed by Bill
Ludel and featured Kate McGregor-Stewart as Bette, John Rothman as Boo, Franchelle Stewart
Dorn as Emily, Walton Jones as Father Donnally, and Sigourney Weaver as Soot.”*’ Durang
believed at the time that the play could be expanded from a one-act into a full-length play despite
the fact that his original one-act version of The Marriage of Bette and Boo received four
additional productions: Williamston Theatre’s Second Company, Yale Cabaret (directed by

Walton Jones and with Meryl Streep as Joan), Chicago’s St. Nicholas Theatre Company, and

% Durang. Christopher Durang - Frequently Asked Questions for High School and College Students - Q&A 3.
% Durang. Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.

% Durang. Christopher Durang - Acting Theatre. Christopher Durang. 15 Jan. 2007. 04 April 2007
<http://www.christopherdurang.com/ActingTheatrel.htm>.

% Durang. The Marriage of Bette and Boo, 62.



Princeton College. Durang disallowed further productions after this to give him time to expand
the work while he also turned his immediate attention to new work.®

Christopher Durang’s first professional production was The ldiots Karamazov, which
premiered at the Yale Repertory Theatre in New Haven, Connecticut on October 31, 1974. The
play was co-authored with Albert Innaurato and starred Meryl Streep. It is a satire based on
Dostoyevsky's The Brothers Karamazov and poked fun at several western literary classics.** The
Direct Theatre presented Durang’s The Nature and Purpose of the Universe off-off Broadway
soon afterward. This same company produced Durang’s play Titanic, which was moved to off-

Broadway. Since Titanic was only an hour long, it needed a “curtain riser,”*

which Durang and
his good friend Sigourney Weaver co-wrote. It is called Das Lusitania Songspiel, was and is a
compilation of parodies of current plays and movies that provided Durang and Weaver the
opportunity to co-star.

Durang was prolific during these years. He premiered A History of the American Film at
the prestigious Eugene O’Neill National Playwriting Conference in 1976. The O’Neil
production sparked back-to-back productions by three major regional theatres: the Hartford

Stage Company, the Mark Taper Forum, and the Arena Stage. These productions led to a

Broadway premier of Das Lusitania Songspiel in 1978 and Durang was nominated for a Tony

% Durang. The Marriage of Bette and Boo, 62-63.

% Durang. Full Length Plays -The Idiots Karamazov by Christopher Durang. Christopher Durang. 15 Jan. 2007. 04
April 2007 <http://www.christopherdurang.com/fullidiot.ntm>.

“ Durang. Christopher Durang - Longer One Act Plays - Titanic. Christopher Durang. 19 May 2007
<http://www.christopherdurang.com/OneActsLong-titanic.htm>.

9




Award for Best Book of a Musical.** The accolades poured in following this award. Despite
this success, Durang and Weaver decided to rewrite Das Lusitania Songspiel in 1979, and they
were both nominated for Drama Desk awards for Best Performer in a Musical.*?

Durang won an Obie award in 1980 for writing his next off-off Broadway production,
Sister Mary Ignatius Explains It All For You. Durang called upon his Catholic upbringing and
Catholic school experience to write this play. The satiric play consists of Sister Mary Ignatius
giving a lecture in Catholic school explaining the beliefs of the Catholic Church during the 1950s
and 1960s.”® Durang’s straightforward confrontation of Catholic dogma, “came across to
audiences funnier than I imagined...the concept of limbo, or how eating meat on Friday used to
send you to hell but didn't anymore--simply sounded crazy.”** Sister Mary Ignatius Explains It
All For You ran for three weeks. After some difficulty raising money for a commercial
production, Sister Mary Ignatius Explains It All For You was presented off-Broadway by
5

Playwrights Horizons in New York City, double billed with Durang’s The Actor’s Nightmare.4

Sister Mary Ignatius Explains It All For You was again well received, and stayed on off-

! Durang. Full Length Plays - A History of the American Film by Christopher Durang. Christopher Durang. 15 Jan.
2007. 04 April 2007. <http://www.christopherdurang.com/FullAmerFilm.htm>.

*2 Durang. Christopher Durang - Acting Theatre. Christopher Durang. 15 Jan. 2007. 04 April 2007
<http://www.christopherdurang.com/ActingTheatre2.htm>.

*® Durang. Full Length Plays - Sister Mary Ignatius Explains It All For You by Christopher Durang. Christopher
Durang. 15 Jan. 2007. 04 April 2007 <http://www.christopherdurang.com/FullSisterMary.htm>.

* Durang. More than the “right to be wrong”. (Roundtable).

*® Durang. Christopher Durang - Longer One Act Plays - Sister Mary Ignatius Explains It All For You. Christopher
Durang. 05 April 2005. 28 May 2007 <http://www.christopherdurang.com/OneActsLong-Sister-Nightmare.htm>.
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Broadway where it ran for over two and a half years.*® The notoriety was both a blessing and a
curse. He now had the full attention of the public and the Catholic Church.

The Catholic League protested Durang’s play claiming it was anti-Catholic, which caused
state-tax funding problems for some theatres that wanted to produce this show.*’ The negative
publicity appears to have reawakened and focused Durang’s negative feelings regarding church
dogma and his upbringing, because his next series of plays began to delve into his personal
familial relationships and Catholicism in a way that seems to lead directly to the resurrection of
The Marriage of Bette and Boo.

In spite of the Catholic Church’s protests, or perhaps because of them, Durang was
approached in 1983 by an independent producer who wanted to make a movie of Sister Mary
Ignatius Explains It All For You. Durang wrote several screenplay drafts that attempted to retain
the intimacy of the stage version for the screen.*®

Under commission for the Phoenix Theatre, Durang wrote Beyond Therapy in 1981.
After rewrites, it appeared on Broadway in 1982 and stared Dianne Wiest, John Lithgow, and
David Hyde Pierce in his first Equity production.*® Durang attacks traditional Catholic values in

Beyond Therapy.

“® Durang. Full Length Plays - Sister Mary Ignatius Explains It All For You by Christopher Durang.
*" Durang. More than the “right to be wrong”. (Roundtable). Conscience 22 March 2003: 32(2).

*® Durang. Christopher Durang - Film and TV Writing - Additional Information. Christopher Durang. 15 Jan. 2007.
04 April 2007 <http://www.christopherdurang.com/filmtv3.htm>.

* Durang. Full Length Plays - Beyond Therapy by Christopher Durang. Christopher Durang. 15 Jan. 2007. 04 April
2007 <http://www.christopherdurang.com/FullBeyond.htm>.
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Durang’s next play continues his attack on Catholic dogma by focusing on the ludicrous
of the Catholic education, Baby with the Bathwater, which premiered at the American Repertory
Theatre in Cambridge, Massachusetts in March, 1983, followed by its Broadway production in
November of the same year. This play features very confused parents who view their baby with
disinterest, as if it were a disposable inconvenience. Although this play “is a dark comedy about
the difficulties of parenthood and how scary it is to be a child”, it does have a hopeful ending.*

Durang co-authored his first screenplay with Wendy Wasserstein about another volatile
church subject that Durang had experienced personally. House of Husbands was adapted from a
short story about a town with a high divorce rate where the separated men all share a house,
fraternity-style. This led to a Warner Bros. offer for Durang to write his next screenplay in 1982,
The Nun Who Shot Libery Valance. This film is a comedy based on Durang’s feelings about
Catholicism; “the story of three friends graduating from a Catholic high school and what happens
to them in the real world.”" The high jinks occur when church teachings and real life collide.

Durang’s personal issues regarding themes of religion, childhood, and family dominate
his plays during this time period. It is no surprise that Durang chose to expand his most
autobiographical play and, in 1985, the full length version of The Marriage of Bette and Boo was
presented by the New York Shakespeare Festival. Although the Catholic League did not go to

great lengths protesting this play like they did Sister Mary Ignatius Explains It All For You, they

% Durang. Full Length Plays - Baby with the Bathwater by Christopher Durang. Christopher Durang. 15 Jan. 2007.
04 April 2007 <http://www.christopherdurang.com/FullBathwater.htm>.

*! Durang. Christopher Durang - Film and TV Writing - Additional Information.
12



still branded it an anti-Catholic play.®® Despite the Catholic League’s disapproval, the show
earned Durang an Obie award for playwriting, Jerry Zaks an Obie for directing, Loren Sherman
for set design, and an Ensemble Acting Obie for the entire cast.>® This largely autobiographical
play is Durang’s favorite due to the close emotional ties of the subject matter and, as a personal
bonus, he continued thumbing his nose at the heart of conservative Catholic beliefs in such a
popular fashion that his opportunities continued to expand.>.

Durang was hired as a staff writer for the ABC Carol Burnett special, Carol and Robin
and Whoopi and Carl as a result of his recent successes. Robin Williams was featured in the
funeral sketch Durang wrote and Williams won an Emmy.>® However, Durang’s next experience
was not to be as pleasant. Director Robert Altman was hired to direct Durang’s Beyond Therapy
for the screen. Altman did not use Durang’s screenplay, and Durang did not like Altman’s
adaptation, but since Altman’s version contained parts of Durang’s original play, they shared the

screenplay writing credit.>® It was not a happy collaboration.

*2 Three More Dumb Plays. Catholic League: For Religious and Civil Rights. Dec 1998. Catholic League. 15 Mar
2007 <http://www.catholicleague.org/catalyst.php?year=1998&month=December&read=701>.

%3 Durang. Full Length Plays - The Marriage of Bette & Boo by Christopher Durang. Christopher Durang. 15 Jan.
2007. 04 April 2007 <http://www.christopherdurang.com/FullMarriage.htm>.

> Holmberg.
% Durang. Christopher Durang - Film and TV Writing - Additional Information.

% 1bid.
13



Durang’s next spate of writing was unexpected. Durang was hired for a role in Herbert
Ross’” movie, The Secret of My Success. After being cast, he was also hired by the director to
enhance some of the movie’s dialogue, and rewrote some scenes while creating others.>’

Durang wrote a half-hour teleplay for a PBS series called Trying Times. Durang’s piece
was titled The Visit, in which an insane girl from high school visits her ex-boyfriend, who is now
married. “The short film won a Gold Plaque in the 24™ Chicago International Film Festival.”*®

Durang returned to playwriting with Laughing Wild, presented by Playwrights Horizons
in 1987. This play’s structure is unique, and consists of two monologues by different characters
and then scenes with both characters where it appears they are having overlapping dreams. This
play exhibits two of Durang’s themes: sexuality and religion. The male character is bisexual,
and during his monologue, he discusses Christians who believe God created AIDS to punish gay
people and Hardwicke v. Bower, a well known anti-gay Supreme Court decision. During
another scene, the female character interviews the Infant of Prague and finally tries to kill him.
The Infant of Prague is a Catholic icon that represents the Christ child.>® Durang wrote this
character into his play because he “thought it would be funny to interview this ‘entity’ on a talk
show,” and he “wanted an ‘out of date’ religious icon to spout the church’s out-of-date...beliefs

about why birth control is supposedly wrong.”® The protestations of the Catholic Church

> Ibid.
> Ibid.

% Durang. Full Length Plays - Laughing Wild by Christopher Durang. Christopher Durang. 15 Jan. 2007. 28 May
2007 <http://www.christopherdurang.com/FullLaughing.htm>.

% 1hid.
14



pushed Durang into a writing works that reverberate with both his childhood and adult
perceptions of the hypocrisy of the Church and their approved family life.

Two short projects followed-- The Adventures of Lola and Naomi in the Living Room.
The first is a screenplay written for Herbert Ross to direct. Unfortunately for Durang, he was
unable to rewrite a part of it to Ross’ liking, and so the film never came to fruition.”" The second
was a short play written for the ‘Home Series’ in the theatre called Home for Contemporary
Theatre.®” This play is about “a son and his wife visiting his mother who is very eccentric, rude,
and a little psychotic. As the play progresses, the mother becomes more and more offensive, it is
apparent that ... It's all about Naomi”®®

Warner Bros. hired Durang to write a sitcom. As the word “dysfunctional” had become a
buzz word at the time, Durang decided to use what he knew of dysfunctional families and write
them into a sitcom titled, Dysfunction! — The TV Show. The plot revolves around the weekly
cable TV show of Drs. Sloane and Driver, two family therapists. Their show has three parts.
The first is a general discussion of dysfunction. The second shows the Sullivan family at home,
where the doctors are counseling them and secretly filming them. The third consists of a family

therapy session in which everyone talks about what happened at home and how they can

improve. Again, Durang visits familiar thematic territory: a comedic view of the state of the

¢ Durang. Christopher Durang - Film and TV Writing - Additional Information.

%2 Durang. Christopher Durang - Long Biography. Christopher Durang. 15 Jan. 2007. 04 April 2007
<http://www.christopherdurang.com/Biography-Long.htm>.

% Tracey Walker. Edgewood College Theatre: Naomi in the Living Room. Edgewood College Theatre. 06 Feb.
2007. 3 May 2007
<http://edgenet.edgewood.edu/theatre/pastproductions/season04_05/0ne%20Act%20Play%20Festival%202005/1Ac
t%620-Naomi%20in%20the%20LR.htm>.
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family. Durang also drew inspiration from his life, making the Sullivans a dysfunctional family
with an alcoholic father and stressed-out, controlling wife. Durang even made sure the “children
fit the pattern of children in alcoholic homes.”® Warner Bros. liked the project, and it was sold
to Fox TV. By this time, however, the types of shows on television had changed, and Fox chose
not to make Dysfunction! — The TV Show.®® Durang’s comment about children makes it clear
that children in alcoholic homes are very much in his writer’s mind. It is clear that research into
these types of families is required in any knowledgeable treatment of The Marriage of Bette and

Boo.

% Durang. Christopher Durang - Film and TV Writing - Additional Information.

% hid.
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CHAPTER 3: FAMILY DYSFUNCTION

Dysfunction was a word that became ever present in my study, discoveries, and
development of The Marriage of Bette and Boo. The Marriage of Bette and Boo is a piece made
notable by the startling originality in the presentation of these dysfunctions. Its patchwork
collection of snapshots of the lives of its characters merges with an absurdist tone and action.
The panorama of human dysfunctions presented in the two central families is a damning
indictment of American social values importantly; it is a product of the playwright’s alcoholic
environment and Catholic upbringing. According to an article published in 2001, Durang
offered the admission that he draws his darkly funny moments from the pages of his own
memories, noting that “for me, comedy played of real [sic] is often the funniest. . . You have to
have a journey to take, even if it’s just a psychological one.”®

If the playwright is to be believed, The Marriage of Bette and Boo reveals a fictional
family that closely parallels Durang’s own real life dysfunctional family. The alcoholism of his
fictional world is not separate from his real life experiences with his family’s alcoholism. This
makes understanding the specifics of his family’s dysfunction important to crafting an approach
to the play’s performance. The snapshots of memory that Durang chooses to show us are full of
family rituals: the wedding, Thanksgiving, Christmas, a birthday, a funeral, the birth of children,

family dinners, etc. It is important that Durang’s family went ahead with these social rituals

because this may be one of the reasons Durang himself never became an alcoholic. This may

% Terry Byrne. Keeping his wits; Christopher Durang masters satire just by being funny. Boston Herald. 19 Oct.
2001: SCE, S05.
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have preserved Durang’s prolific writing career from the trap of personal alcoholism because “in
families where rituals were maintained despite alcoholism, recurrence of alcoholism in children
was low compared with high alcoholism rates in children from families that did not maintain
rituals.”®’

The duties in an alcoholic family typically fall into absurdly specific and identifiable
roles whose functions are designed to keep the family unit functioning in the face of massive
social imbalance caused by the dysfunctional addiction of alcoholism.®® These roles are clearly
defined by the bulk of research into alcoholic families. So, it is worthwhile to define
dysfunctional family roles, but note that “periods of ‘dysfunction’ do not necessarily make the
family a ‘dysfunctional family.”®® All families experience temporary periods of dysfunction.
This explains the universal appeal of Durang’s work. “A family becomes a ‘dysfunctional
family’ when the negative family interactions extend over a long period of time and become the

usual or normal way.”’® People within this environment can take on multiple and reoccurring

patterns of behavior.”

8 Ann Lawson and Gary Lawson. Alcoholism and the Family: A Guide to Treatment and Preventions. 2nd ed.
Gaithersburg, MD: Aspen Publishers, 1998, 106.

% Jeanie Griffin. ADULT CHILDREN OF ALCOHOLICS (ACOA's). Addiction and the Family. FRESH OUTTA
PLANS. 12 April 2008
<http://freshouttaplans.com/db3/00278/freshouttaplans.com/_download/ADULTCHILDRENOFALCOHOLICS.doc
>,
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These absurd behaviors make sense only to those people within the patterns of the
dysfunctional familial roles and may be seen as ridiculous, inexplicable, or even funny to those
outside the patterns. It is this dark humor that Durang harnesses for the benefit of his audiences.
These recurring real life roles form remarkably similar patterns of behavior within the family and
force members within the dysfunctional unit to adopt recognizable and abnormal social roles.

These real life social patterns include the role of the Hero. People who take on the Hero
role are typically recognized as “overachievers ...motivated by feelings of inadequacy and
guilt.”"® They often look outside themselves for validation of their value.”® Looking at Durang’s
life it is easy to surmise that the role of Matt in The Marriage of Bette and Boo is most likely the
primary role Durang himself played in his family unit because of his successful and intense
desire to achieve accolades, his personal history of depression, and his use of The Marriage of
Bette and Boo to face and overcome his past and forgive his family and himself. This is the
mark of the dysfunctional Hero role. He relives his feelings of guilt and inadequacy while
hoping to achieve a better future. The Hero typically adopts the role of functional adult who
steps in to save family functions.” The character Matt in The Marriage of Bette and Boo
exhibits this role during the Thanksgiving scene when he continues to set up for the feast while
the adults indulge in turmoil. This forces a premature maturity on children when they assume

this role and shortens the period of childhood. This often leaves the child playing the adult in the

"2 Sharon Wegscheider. Another Chance: Hope and Health for the Alcoholic Family. Palo Alto, CA: Science and
Behavior Books, 1981, 86.

™ Ibid.

™ Ackman, 49.
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family who is responsible for fixing the problems of the family. But, because the problem is
centered on adult issues surrounding the alcoholism the child is doomed to fail and this causes
intense feelings of guilt for that failed responsibly.” In Durang’s case, however, as an only child
the role of the Hero was insufficient to fill his dysfunctional family needs. He had to do more;
“Children in dysfunctional families assume traits of more than one role.”

The Lost Child is another of these roles. Children who are lonely and withdrawn have
taken on the behavior role of the Lost Child.”” Their psychological growth has been impaired
greatly by the alcoholic dysfunction of their family. Unable to deal with the stress around them
they can withdraw into themselves for protection.”® We see this social behavior role in the
character of Matt during the Christmas scene when he chooses not to speak. Matt is able to play
this role during Christmas because another family member (Soot) assumes the role of Hero
during the family gathering. Overwhelmed by his family’s dysfunctional behavior, Durang sits
quietly withdrawn and observing. Matt’s Grandmother Soot assumes the role of Hero and allows
Durang the luxury of the Loss Child role. Even to this day, Durang says his demeanor is “quiet
and usually polite, and I don’t dominate a room in any way. I’m a bit withdrawn, and I listen a

10t.”79

" Ibid, 49-50.

® Griffin.

" Wegscheider, 86.
"8 1bid, 129-130.

" Durang. Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.
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The Mascot behavioral role matches the person who provides comic relief out of fear.®
The power of laughter is a tool that helps the person survive the painful family system and can be
used to deflect dangerous circumstances. Matt’s Grandmother Soot often accepts this role in
trying to maintain balance for her dysfunctional family. Durang says that even though there was
great sadness in his family and he could have written tragedies, he “just wasn’t drawn to it.....
didn’t choose comedy, comedy chose me.”® Indeed, the majority of his life’s work has involved
comedy, the key to dealing with painful feelings associated with his upbringing.

The Scapegoat role is another behavioral type commonly assumed by members of an
alcoholic’s family. The Scapegoat is used by their family to divert attention and blame away
from the root cause of the troubled family. The person who serves as a Scapegoat diverts
attention away from the alcoholic.®* This role is seen clearly in Grandmother Soot’s behavior
when she is constantly insulted and/or blamed for faults by her husband. The family member
assuming the Scapegoat role can also try to bring public focus to the family’s dysfunction, even
at a price to themselves.?* They are attacked rather than thanked for this action and the person
who tells the truth receives the blame. Durang fills this role to a point. During his senior year at
Yale he wrote a short version of The Marriage of Bette and Boo. Producing this
autobiographical play in a large, public university calls attention to his home life. This action is

usually quite unwelcome because the family desperately tries to hide its dysfunction from the

8 \Wegscheider, 86.
# Durang. Christopher Durang - Frequently Asked Questions for High School and College Students — Q&A 2.
8 \Wegscheider, 86.

8 Griffin.
21



rest of the world. The appearance of normality is of utmost importance for those who feel they
are abnormal.

The alcoholic family unit goes through a vicious cycle of stress. First, the spouse and
children feel fear due to the unpredictability of the drinker.** This seems to reflect Durang’s
‘fear’ of the impending drunken fight even when actual drink is not taking place. The anxiety
builds fear in the anticipation of another volatile drinking episode. This anxiety leads to
continual threats or entreaties to prevent drinking before it starts which the alcoholic often uses
as an excuse to drink again and the cycle begins anew.®®

The spouse of the alcoholic generally adopts the Primary Enabler role and keeps the
alcoholic from suffering the consequences of the behavior.*® This is done by covering for the
behavior or permitting it. They always have the choice to leave, but this is difficult in the best of
times, and is strictly forbidden during the time period of the play with the strict Catholic
background that frowns on divorce. A wife of an alcoholic may threaten to leave her husband in
an attempt to get him to stop drinking.®” As discovered in researching Durang, he and his mother

would leave the home after years and live with relatives for a time for this very reason.

8 Lawrence Metzger. From Denial to Recovery: Counseling Problem Drinkers, Alcoholics, and Their Families. 1st.
San Francisco: Jossey-Bass Inc., 1988, 234.

% |bid, 235.
8 \Wegscheider, 87.

8 Jacqueline Wiseman. The Other Half: Wives of Alcoholics and Their Social-Psychological Situation. 1st.
Hawthorne, NY: Aldine De Gruyter, 1991, 201.
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The cultural and economic barriers to divorce are often too great to overcome without
aid.® Women who are supported by their husbands do not believe they can financially support
themselves (and their children) on their own. This fear is not completely without merit since
“despite the women’s movement, the status of American women in both occupation and income
has stagnated or lost ground since 1950; the average woman’s salary in the United States is 68-
75% that of a man’s.®®

Another reason women are unlikely to seek divorce is because they are concerned the
process is too difficult, confusing, or expensive.”® In addition, it is seen by some as the ultimate
humiliating failure that invites public scrutiny and shatters the protected image of normalcy.
Many women say they still love their husband despite the drinking and this can be true.®* This
love, coupled with feelings of guilt, keep these women (and men) from divorcing. They cannot
bear the thought that their leaving may cause their loved one’s drinking to become worse, and
thus it is the spouse’s fault for the self-destruction.®> While irrational, these feelings are typical
and bleed over into the children.

The presence of children often compounds the guilt. Women dislike breaking up their

family and having their children without a father. Children will often beg or convince their

% Ibid.

% Ibid, 202.
% 1bid, 205.
*L 1bid, 209.

%2 1hid, 206.
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mothers to stay with their father.®® This is also true in reverse. Interestingly, in contrast, it was
an adolescent Durang who convinced his mother that she and his father were best permanently
separated.® While at first glance it may be difficult to understand why one may choose to
remain in an alcoholic household but, examining the thoughts, feelings, and reasons behind not
leaving gives a greater understanding and insight into my character.

Durang clearly uses his playwriting and particularly The Marriage of Bette and Boo as a
way to come to terms with his childhood and work through his familial issues and exorcised his
demons in the process. All of this is vital to understanding the relationships and actions created

in The Marriage of Bette and Boo. You must understand before you can laugh.

% Ibid, 210.

% Durang. Christopher Durang - Frequently Asked Questions for High School and College Students - Q&A 2.
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CHAPTER 4: DRAMATIC STRUCTURE

Exposition

The exposition of this play is revealed in an interesting and unique way. The first
example of this may be seen during the photography session before the wedding ceremony at the
beginning of the play. Characters and their key relationships are revealed without words in a
montage of living photographic like tableaus. The audience is left with knowledge of geographic
location (US) and of a non-contemporary time period hinted at by the costuming. Social and
family roles are further defined by the characters’ actions and dialogue that follows the tableaus,
but we already feel we know something about these people. Gaps invite the audience to fill in
the blanks with personal experiences from their own lives. This pulls the audience in as more
character information is revealed. The relationships of the characters in The Marriage of Bette
and Boo have repeated throughout history; father, mother, son, etc. Thus the play becomes

“timeless” and relevant even today, because the play is character driven by relationships.

Point of Attack

James Thomas defines point of attack as “the moment when the play begins in relation to
the background story.”®® According to this definition the point of attack in The Marriage of
Bette and Boo appears in the opening scene after the tableau. Matt steps out of the world of the

play, breaks the fourth wall and addresses the audience saying, “If one looks hard enough, one

% James Thomas. Script Analysis for Actors, Directors, and Designers. 3rd. Burlington, MA: Focal Press, 2005,
136.
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can usually see the order that lies beneath the surface.”® The playwright declares his purpose as
it relates to the audio/visual exposition/background story offered in the opening tableau and uses
Matt to connect and define the relationships of the background flashback tableau in a way that
matches James Thomas’ definition of point of attack. The playwright’s specific words and
choice of point of attack make it clear that the purpose of this play is to examine this family, its
dysfunction, and come to an understanding and acceptance of their relationships with one

another.

Complications or Obstacles

The audience is introduced to problems and obstacles in the undertones of the opening
montage. These “‘undertones’ are further revealed in scene two when it becomes clear that these
are full blown complications and may threaten the happiness of Bette and Boo’s marriage. The
playwright chooses a non-linear format that invites a feeling of the chaos involved in the world
and relationships he wishes to explore. Scenes often flash back and forth in time with narrative
punctuation. This conceit allows the audience to see that the dysfunction in the family is deeply
rooted in time and relationships, and the weight of the burden of this dysfunction becomes
crushing to the family. Each journey backward in time also reveals a chance to prevent the
devastation; an opportunity to heal that is ignored. No scene is devoid of conflict, tension in

anticipation of the next conflict, or importantly, hope. This leads the play to its inevitable climax

% Durang. The Marriage of Bette and Boo, 8.
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and Matt’s personal journey to understanding. The order and repetition of the scene’s

complications and obstacles form a vital element to the dramatic structure of the play.

Climax

The climax of this play occurs in scene thirty-two. After all the struggles, Bette tells Boo
she no longer loves him. Bette’s confession goes beyond a failed marriage. As Matt achingly
stands by, Bette delivers this blow in the hospital after the death of their last child. The choice of
location is significant. A hospital is usually thought of as a place of healing. However, in this
case, the hospital fails to heal.

As a result of this play’s non-linear time line, the audience has already witnessed Bette
and Boo’s divorce in court before we see this climatic scene. By positioning the court scene
before the confession the playwright is removing the question “if” it is going to happen. This

technique of revealing the outcome early allows the audience to focus on “how” it would happen.

Resolution
The final and longest scene of the play occurs when Matt and Boo are visiting Bette on
her hospital deathbed. Bette questions her second marriage and her divorce from Boo in this
scene. Importantly Bette and Boo forgive one another. The audience sees love still exists
between them. Is this an indication that the playwright also forgives? This final scene provides
a glimpse of the family that “could have been.” Bette is at peace when she dies, and they are

together as a family. The music from the beginning of the play is heard again, a prayer for Bette
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is said, and Matt steps forward and delivers his final speech. He speaks of Bette reuniting with
her deceased children, Boo, and himself in heaven. Considering his personal conflicts with the
Catholic Church, Durang’s inclusion of these lines are significant. They signal Matt’s (and by
extension Durang’s) provincial acceptance of his mother’s right to her own beliefs and life

choices, and allows him to release her from guilt, facilitating his healing.
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CHAPTER 5: DIRECTOR’S CONCEPT

From the very beginning our director, Mr. Christopher Niess, was armed with a clear
vision of how we would produce Durang’s play successfully. Mr. Niess is a director who works
from, and bases his ideas on, research and knowledge; he is very specific in his choices.
Performances that come from an informed place (knowing the playwright, the time period, and
the specifics of the characters) are better performances. An actor’s job is to find the truth of the
character. If the portrayal is too general it becomes a stereotype. The success of The Marriage
of Bette and Boo lies in every character being fleshed out, as true as possible, so that the
dysfunctional reality is revealed to the audience. Mr. Niess kept track of all actors and
characters, which enabled him to be active in each of our individual journeys. It takes finesse as
a director to guide many characters into the same world. That was why after Mr. Niess
researched and worked closely with the other designers to create a cohesive vision; he began the
process by sharing the research and vision with the actors so that all had an understanding of
where the show was coming from and where it needed to go.

The beginning presentations highlighted universal concerns for the cast: time period, set
and genre of the play. Understanding the challenges we would face as actors, Mr. Niess
arranged for the presentations to consist of our set designer, Ms. Vandy Wood, explaining her
concept for the show, and Diana Calderazzo, our dramaturge, presenting facts about 1950s

culture.
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Ms. Wood shared the design concept of using Bette and Boo’s wedding cake as the set.
She then went into some detail as to how it would be constructed out of stage platforms and
would include a large screen, which would hold images projected from behind by a computer
connected to an LCD projector. From the design presentation it was clear we would not have a
box set; the thirty-three scenes of The Marriage of Bette and Boo would require a different
solution. Although the concept of “setting the play on a great big enormous wedding cake (with
the characters able to sit or stand on the different ‘edges’ of the cake)” was mentioned and
labeled a “crackpot notion” ¥ by Durang, Mr. Niess saw the validity of the idea and embraced it.
Since the world of this play is both fantasy and reality, the absurdity of the cake fits the play and
supports the world. Further, the circular shapes of the cakes have symbolic meaning and can
represent several things. The circular nature of the dysfunctional family, the circular nature of
our own lives, and the idea that one’s life must be continually examined so that mistakes of the
past are not repeated can be suggested to the audience through this set choice. The cake design
was also a good logistical choice. It provided a solution to the many locales needed and the
quick switches required between scenes. The vision of how we would move around the cake,
quickly entering and exiting, was explained by Mr. Niess, along with the concept of simplistic
props and set pieces for this show.

The second presentation by Diana Calderazzo, a graduate student, was intended to be a
short overview of the time period and be a cohesive research starting point for the entire cast to

use as a springboard for their own research. Being set in the past, the movement and mind frame

°" Durang, The Marriage of Bette and Boo, 69.
30



of the characters are naturally different from ours today. Diana focused on the 1950s since the
majority of scenes are set in that decade. Diana began her presentation with a timeline handout.
She then entertained with common phrases from the time period. Finally she suggested visual
research such as Leave It to Beaver and Sears catalog advertisements for movement study. Mr.
Niess encouraged all actors to wear rehearsal shoes and clothes in order to aid in the
development of the movement needed to portray characters.

Mr. Niess provided an active rehearsal period. He wanted us to develop our characters
from informed choices. He offered an assignment that had us thinking and on our feet
immediately so that our ideas were active, not just ideas. The first step to actively become our
character was to focus on identifying laughable traits of ourselves and our characters. Once that
was completed, we were to find the similarities and differences between them. This is a common
acting tool used as a starting point so actors know what traits they already have and those they
will have to adopt in order to fully become their character. After we defined them, we took the
exercise a step further and created an improvisational moment. In this improvisation we
connected a folly with a task. The importance of the exercise was to focus on the action in order
to capture the truth of the moment.

Mr. Niess encouraged us to try and explore before scoring a scene. His blocking
philosophy was that blocking should be created during the rehearsal process, not invented before
the process begins. Of course, Mr. Niess gave us a logistical outline to work from, but our stage
movement developed out of action. Mr. Niess had the actors, as their characters, actively

chasing an objective and winding up where they ended up in the process. The blocking took
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shape, and naturally evolved from that process. Finally Mr. Neiss adjusted the blocking to
enhance or clarify the stage picture. The final blocking developed by Mr. Niess was more than
functional; it supported my character’s relationships naturally. Mr. Niess’s use of levels,
whether steps or cake pedestals, created intimate settings that felt real and offered a variety of
stage pictures. My favorite example of this would be Mr. Niess’s placement of Soot next to
Bette on the second short level down center stage at the front of the cake with Karl stage right.
This ledge provided me an intimate feeling to share with Bette while putting me a level below
Karl who was sitting on a cake pedestal giving me a very subservient feeling as | lifted me head
from the conversation | was having with Bette to interject a comment to Karl.

Throughout the process Mr. Niess scheduled scenes for rehearsal in a manner that
allowed the actor to benefit by being able to build upon scenes and create an arch in a
performance while still maximizing the time of each actor present. Mr. Niess understands
repetition is a successful learning technique. The actors would be given their notes several times
so they could be remembered and implemented. The action sequences were repeated so they
could become natural and automatic.

Mr. Niess has an eye for identifying character traits and relationships, an instinctive grasp
of reality and truth, is able to identify absurdity within this truth, has a strong sense of timing,
and is extremely versed in movement. These traits coupled with the fact our interpretations of
Soot, although arrived at independently, were in agreement, made me feel very confident at all

times in his director notes. They were specific, referencing a particular line, scene, relationship,
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etc., which made them easier to implement. Often Mr. Niess would suggest a particular acting
technique for the actor to try in order to keep the development of the character moving forward.

The importance of the relationship of the characters, specifically your relationship with
the characters around, was a very helpful note given by Mr. Niess throughout the rehearsal
process. Mr. Niess’s reminder to be aware of the characters around us and our relationship with
them sparked an interest in me as an actor, which led me to explore the script again, this time
paying special attention to my relationship with the other characters and how they change
throughout the play. This was a very useful revisit for my process. In isolating the scenes during
the rehearsal process | was defaulting to my happy mask, basically rewinding at the beginning of
each new scene. In reality how I felt towards Bette was in a constant flux. | learned | needed to
put purpose behind my emotion and use the coping method when needed.

It was a blessing to have a director that could sense when something was not working for
you as an actor and provide a note that would assist you in approaching it another way to gain
success. To leave that rehearsal with even a little progress would give you something concrete to
work on and bring back to the rehearsal process.

The idea of equilibrium and disequilibrium goes hand in hand with dysfunctional traits
and actively trying to reach a goal. To create our dysfunctional world we had to be ever aware of
where our characters were in that balance. Our actions went hand in hand with our reactions in
creating our characters and the relationships between them. As I stood on stage, [ was actively
participating in my environment, going in and out of equilibrium with the other characters. It

was this active participation that kept my character from becoming a stereotypical mask.
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During rehearsal Mr. Niess was constantly expressing the importance of pace, reminding
us that in comedy cues need to be picked up and the pace quick in order to best serve the
dialogue. Mr. Niess’s direction on pace allowed the dysfunction of the family life to have
greater power.

The autobiographical nature of the play was something that | had researched prior to the
beginning of rehearsal, and was careful throughout the process to never lose sight of the
connection. It was the autobiographical nature that compelled my approach of Soot to be reality
based. | was aware that The Marriage of Bette and Boo is a play fashioned around memories,
and the characters are rooted in truthful snapshots of Durang’s own life and his family. Mr.
Niess mentioned that he felt that Durang’s snapshots of life seemed truthful to how our memory
really works. | decided this idea rang true to me. Thinking back to moments in my life, they
were snapshots as | remember them. As the memories became more distant in time, they were
truly combinations of memory and hearsay from others.

The ensemble cast, developed under his direction, was a pleasure to work with and
enhanced the experience tremendously. An ever- steady force, Mr. Niess effortlessly kept the
entire cast on track, and at the same time allowed us to explore and develop our characters fully.
Encouraged by the direction provided | forged ahead, exploring different techniques to achieve

the performance | desired to give.
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CHAPTER 6: REHEARSAL AND PERFORMANCE JOURNAL

The Marriage of Bette & Boo was the third production of the 2003-2004 season and was
performed on the Theatre UCF main stage under the direction of Mr. Chris Neiss. The Marriage
of Bette & Boo began rehearsals October 17", and opened on the 20™ of November after thirty-
four days of rehearsal. The show ran for two weeks and had an eight-day Thanksgiving break in
the middle. The show’s final performance was December 7™, The show’s run included a total of
ten performances including three matinees. During this time, | kept a journal to record my
thoughts and process.

October 17, 2003 — | was a bit overwhelmed with excitement. | entered the Blue Room
for the first read through this evening, and | chose a seat across from Robert who was cast to play
my son, Boo. The stage manager handed me a green envelope filled with schedules and
necessities. The cast assembled one by one and then the presentations began. Vandy Wood, the
set designer, revealed a diagram of the Wedding Cake set equipped with projection screens and
columns to be used to sit and stand on. Diana Calderazzo, Dramaturge, spoke about the time
period. Diana provided a timeline of the thirty-year span, which contained landmark events. She
touched on the idea of the American dream and the undercurrent of Naesent Feminism. She
played with phrases from the time period and suggested movies and old catalogs for movement
research to support character development. Christopher Niess, the director, spoke of comedy,
and his take fascinated me. As I reflected on his words, the word comedy stuck out in my mind.
With a self-awareness of the ridiculous elements of my personality and the recent study of
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clowning, I decided | would draw from these first. Ijotted down many notes from the evening’s
discussion of the play that would assist my investigation. ‘What are we to be poking fun of?’
and ‘we needed to make the audience laugh and then think’ were the notes that fueled my
thoughts today. Questions began to form. How did | feel (objectives and relationships)? What
was | trying to do (actions)? Soot would be found by identifying objectives, relationships, and
actions. The truth of Soot lay here. For this reason | reviewed my character analysis and
considered how her truth fit into the comedy of Durang’s world that we discussed.

My first task as a member of the cast was to identify three laughable faults, traits, or
follies shared by my character and myself.

Today’s thoughts: As I visualize my goal ahead, of realizing the truth of Soot, | know that
no magic will manifest the result | desire. | will succeed only through the mechanics of

questioning and the method of exploring, so they will be my tools for this process.

October 18, 2003 — I began the homework assignment in the morning and worked to
identify three laughable faults, traits, or follies that Soot and | shared. | decided to start with
myself. As | reflected on past moments to identify ideas, | realized that | could sometimes
present a forced, happy appearance when I was not. This was caused by my strong need to
please people and to be liked. I could also sometimes be laughably clumsy. When nervous, |
could say the wrong thing. 1 could also be easily embarrassed since I am shy at the core. | could
misunderstand things sometimes. Throughout life I noticed that I could never find my keys.

This made me laugh. | felt I had enough to work with so | moved onto the laughable traits of
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Soot. | realized | had thought of her all along, that | really had not separated us in my mind. The
fact that Soot found the cruel things Karl said to her to be funny was similar to my strong need to
please. Also, Soot appeared to have found everything that Karl said delightful despite its cruel
edge. Soot was very attentive to Karl and always tried to keep him happy and pleasant. Soot
disliked conflict and did everything she could to keep peace, even to the point of self-sacrifice.
Soot allowed herself to be called by a nickname whose origin she didn’t remember even though
it seemed quite degrading. Hmm, did | share any of these traits?

I had completed my list of laughable traits; my next step was to use this foundation to
create periods of internal truth for Soot through action. | spent time on my own and improvised
moments and questioned what was truthfully funny. [Actions were the focus of my exploration.]
While we watched and examined Donte’s improvisation during rehearsal, the following idea
surfaced in our discussion: Maybe being funny meant you took some small sliver of truth and
magnified it? This worked for Donte today. He used physicality that gave his arm the
appearance of being abnormally long so that he could save submarines or space ships. | have
forgotten which arm or why he was saving these things, but I have not forgotten how I laughed
whole-heartedly.

Today’s thoughts: Sometimes it was easier in my life to be happy and ignore all that was
wrong than to face it head on. Ignorance was bliss. Love; how one could be blinded when they
were in love could be true for Soot. Could happiness be found in a relationship? Maybe it was
easier for Karl to blame Soot than to look inside him for fault. It could be difficult to be

committed to a truthful examination of our own faults. Was it natural for humans to want to
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change those around us? Who was it that Soot wanted to change? Who tried to change her?

Why?

October 19, 2003 — | entered this rehearsal process with a decision made that Soot was
not a cliché dumb blonde, but a complex character that took a psychological journey within the
play. Today, I questioned my choice. | ran scene 6 and tried to find Soot’s laugh while Karl’s
last line of the scene rang in my mind. He sure made a strong statement. Not just dumb, but the
dumbest white woman alive. Not the dumbest one ever, but alive now. This cruel line really
made me think again. Was Soot dumb? After consideration my original instinct was correct, but
the complexity of Soot still left me wondering, if not dumb, then what was she? At the close of
scene 6, Soot played dumb in response to Karl’s proposition. Why did she use that tactic? Was
Soot just embarrassed by what Karl proposed at the end of this scene or had she thought it easier
to act clueless rather than to tell Karl no?

Today’s thoughts: Could one expect their partner to provide them with happiness? Or

must happiness be found within oneself? Was this a case of misery loving company?

October 20, 2003 — The following are notes that | jotted down in rehearsal in order to be
remembered so that | could revisit and explore them later. Each character was a snap shot of the
time period (50s). This idea reminded me of how important it was to approach Soot from her

1950s mindset, not my contemporary one.
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We were dysfunctional characters who tried to make it work! [ loved the natural way this
note incited activity (action).

It was funny to see a character who tried really hard to complete a simple task correctly,
but who failed (messed up). We (the audience) liked to watch the character that picked herself
up, recovered, and tried even harder again to complete the simple task correctly (essence of
clown). The idea of one who tried really hard to keep the alcoholic family functioning despite
failure was at the root of Soot’s existence, and I believed this truth was both humorous and sad.
It was this dual emotional quality that made up Durang’s dark humor.

Soot found everything that she did for Karl enjoyable. She found delight in her life. Karl
was funny, charming, and all his friends said so. I laughed and found the fun in Soot’s world and
remembered that Karl enjoyed Soot. She expected that he enjoyed her company. She was not
tentative about what she said or talked about around Karl. It was just a matter of finding the
right conversation subject.

As | reviewed and reflected on my rehearsal notes | found I questioned them. First off, |
thought Soot was careful with what she said to Karl, but I did agree she didn’t fear him. She did
try to keep Karl happy, and learned over the years what triggers set him off.

What was Soot’s ideal life, husband? 1 believed that Karl gave Soot her ideal life to a
point. He was a good provider. Karl gave Soot a lot of attention even though it was negative.
He also gave her the security of money. She loved being a wife and mother. She was the happy

homemaker.
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How did Soot interact with the people (husband, son, friend, stranger, etc.) around her? |
identified the differences between 1950 and 2003 in order to avoid contemporary manners. To
do this, I watched reruns of Leave it to Beaver and | Dream of Jeanie as well as gathered
information on 1950s etiquette and then applied it to the physicality of Soot. Every time period
and culture had physical rules that detailed proper etiquette. During my research gathered I paid
special attention to how the TV characters sat, stood, spoke, and interacted with each other.
Good manners and proper etiquette aided in the development of Soot. Truth was, as | watched
Leave it to Beaver I dreamed of living the perfect life. Iknew it couldn’t exist, but I still
dreamed of the fairy tale, and | was positive that Soot had too. Who did not want the picket
fence life? Who did not want to be loved and taken care of by her husband? 1 also watched
Pleasantville, but found the mother to be Margaret type not Soot. | daydreamed in black and
white about what Karl and Soot’s first meeting was really like. Were they introduced by family?
Underneath the appearance of the American dream, Soot’s life was full of the dysfunction that
alcoholism caused her family, and this must be remembered.

Today’s thoughts: Could the apple fall far from the tree? I knew that behavior was
learned, but did one have to have the natural inclination for it? Was there a genetic or
environmental connection? Maybe it was knowledge of another choice that could break a

pattern? Destiny verses choice (free will)?

October 21, 2003 — Today we worked with Jim Brown on the opening song. The opening

song had a music box quality and was lively. This childlike chant of names was as lively in the
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mouth as it sounded. We covered the general melody and were assigned groups for the round,
and added the basic movement. For the song’s movement we explored 1950s physicality by
dropping in the image of a Maytag ad containing a housewife being presented with a new
washer. The round (song) and circular movement led us to the wedding ceremony of Bette and
Boo. In the wedding scene we were instructed to pick an imaginary place and to complete the
action ‘to look for someone’ or ‘to tell them something’ with our opening lines. To juxtapose the
fantasy (imaginary place) with the real task (action), to me, was a perfect way to begin Soot’s
journey.

Today’s thoughts: Actions make a person who they are. What they have said or done as
well as why they have done it. Actions speak loudly but ‘why’ seemed to me the key to truth.

Why did Soot make the choices she did? Why did she stay with Karl?

October 22, 2003 — I borrowed 1950s CDs from a friend and began listening to them non-
stop and naturally implemented them into my physical warm-up. | found the music delightful as
| used it to transport me back into time. 1 thought about Karl and Soot and their life together. 1
wondered about moments like their prom and their wedding. What were they like?

| found an informative and interesting gender roles article, How to be a Good Wife, in a
1954 high school home economics textbook. This article detailed all the items that a good wife
should get done before her husband returns home from work, as well as general information on
how your husband can be made happy. | found no information in this article that mentioned

what your husband should get done for you or what you should get done for yourself.
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Today’s thoughts: Should Soot have left Karl? Would Soot have been a stronger or
better person if she had? The vows of marriage, how far was ‘for better or worse’ meant to be
taken? The idea of putting your husband first: could this have worked if your husband had done

the same? Was any relationship in the 1950s a partnership? Was a wife only a caregiver?

October 23, 2003 — Research supported Soot’s loss of hearing at the end of her life as a
psychological symptom. It was common for loved ones of alcoholics to have developed
psychological symptoms as a coping mechanism. Soot’s selective hearing evolved from the
healing device of laughter that Soot used to combat Karl’s comments. By the marriage retreat
Soot relied on her manifested deafness to maintain her happiness. Soot saw Booey suffer from
alcoholism passed down from his father as his marriage fell apart. Soot knew she had enabled
the behavior and this pushed her to the breaking point. Soot was unable to handle reality; instead
she took solace in silence where she found peace.

Once examined, I found Bette and Soot’s behaviors interesting. They reacted so
differently to their alcoholic husbands. Soot and Bette both took on the role of an enabler to a
certain degree. But, Bette did not sit quietly by as Soot did; instead she fought Boo and pled
with him to change. The tactic most often used by Bette in her war against alcoholism was
nagging. Bette nagged Boo to change his ways. She did this because she hoped that he would
see the error of his ways; unfortunately he used it as an excuse to drink more. Booey even
deluded himself into thinking that he wouldn’t have drunk if Bette had not nagged. Interestingly

Soot did not nag Karl. | wondered if this was because she and Karl had not challenged the
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gender roles that society had set up. Soot accepted Karl as the man of the house and did not
challenge his decisions. I believed that it was Soot’s natural love of homemaking that saved her
from nagging. She focused on her duties and on mothering and found pride in her work. Bette
was a woman who expected more from her husband and felt entitled to emotional fulfillment and
demanded her husband to work with her to find happiness. This was not to say that Soot did not
want this connection.

Scene 6: What was Soot’s relationship to Bette? Soot felt a bit threatened by her
presence. Bette was another woman in her house who received a great deal of attention and
caused conflict, which Soot did not like and worked hard to avoid. She wanted Bette to like her,
and was excited about the baby; she loved babies. But, was confused by why Bette did not just
let Booey drink? Soot needed to calm Bette down and to have her energy refocused on the
positive (the baby).

Today’s thoughts: What went on behind closed doors or happened in a relationship was
really hard to judge from outside. What was considered an unhealthy relationship? What could
be considered markers? How much did Soot compromise? Did Soot compromise too much and

create an unhealthy relationship and sacrifice her core?

October 24, 2003 — From rehearsal notes that were given my new physical goal for Soot
was to be grounded, but full of joyful energy. From my physical exploration with Mr. Niess, |
have found that to be grounded I needed to place my weight back in my heels. | reminded

myself that there was no stress or tension in joy. Also, | needed to be mindful to make sure that |
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added in moments of failure to completed Soot’s development. As an actor, Mr. Niess suggested
that | work until I have found the positive and then | needed to allow myself to tripped up. The
obstacle was not to be played. The action was to be played. We were to think positive. As a
cast, we were generous with each other. The focus of each scene was to be identified and
everyone was to give focus as required. We were characters of Matt’s memory (part fantasy and
part truth). Functional dysfunction was a concept that was ever present. Positive action to
resolve the problem was the action that Soot took. Soot warned Bette that she could not have a
baby, because it would die or could be retarded. How did she do this? Since Soot didn’t know
how to go about it she asked for Karl’s help by hinting about a friend of theirs and their child
who had been born with a birth defect. Soot did this because she hoped that Karl would jump in
and solve the problem, but he did not. Was this a tactic that Soot used often? Did she let Karl
deal with the unpleasant often? Did Karl handle the conflicts while Soot tried to create the
peace? Was this a good compatibility?

Today’s thoughts: Was Karl and Soot a good match? How was true love to be measured
or confirmed? How could one know if they were right for each other before they were married?
What about arranged marriages? Could respect be the key that was missing in Soot and Karl’s

relationship?

October 25, 2003 — In order for the complexity of the Christmas scene to be truthfully
portrayed I looked at Soot’s many roles within the scene. As the hostess of the family gathering

and the hero of her dysfunctional family, Soot was responsible for keeping the peace. Not an
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easy job since dysfunction ran wild that Christmas. Booey was drinking, Bette was nagging and
all the while Karl was antagonizing everyone. Within this scene we saw Soot play the hero as
she tried to keep peace and then switched and accept the role of scapegoat when Karl trusted it
upon her.

Ryan and I ran the ‘Lottie’ section a number of times and discussed Lottie. Karl cheated
on Soot with Lottie. This was the first time the secret of his betrayal was revealed. Did Karl
love Soot? Could he have loved her? He did not respect her and this he showed clearly when he
was unfaithful. | was sure that Soot knew about the affair. | wondered if cheating was
commonplace with Karl. Why was Soot quiet about this? Was she quiet about this? Did she put
an end to it, and was that why Lottie did not visit? Did she have a broken hip? Or, was she
pregnant?

Today’s thoughts: Why did Karl stray? Did Karl cheat because he could? Was Karl
going through a mid-life crisis? Once trust was lost in a relationship what was left? What were

the emotional effects of betrayal on the human psyche?

October 26, 2003 - Eyes fascinated me. How other people saw Soot. How Soot saw
herself in Karl’s eyes. What she saw in her eyes when she looked in the mirror. What Soot saw
in other people’s eyes? How she imagined others saw themselves and her. Karl was cruel
tongued, but I saw love in Karl’s eyes when Ryan portrayed him. Was Ryan’s compassion
bleeding out and giving compassion to Karl, a man who may have never had an ounce? How

two opposites, love and cruelty, could exist together made no real sense to me.
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Today’s thoughts: If Karl had loved Soot then why did he treat her so poorly? Could it
have been simply the difference between men and women? Could it have been Karl’s
insecurities? Was it fun for Karl? Did he mean it? Did he love Soot? Did he at one time?
Could one have loved and not respected their spouse? Where did the divide end? Did all

marriages grow and change? Was the key to grow together? Was this possible?

October 27, 2003 — | focused on scene 26 today and explored and asked questions in
search of an honest portrayal of Soot. Soot’s eyebrows were a focus for her during this scene. It
was clear that the stress in her life was escalating quickly and we (the audience) saw Karl push
her in this scene beyond her expected role. Soot was accustomed to laughing at Karl’s cruel
jokes, but here Karl asked her to tell it. With the death of Bette and Boo’s last child at the end of
the scene we saw Soot hit rock bottom. Soot tried really hard to tell the joke to Karl’s
satisfaction, but she fell short of Karl’s standard.

Did Soot worry about her eyebrows because she had noticed a difference in herself? Did
she see changes physically or did she look different to herself.

Today’s thought: Can people lose themselves so entirely in a relationship that they are no
longer the person they once were? Was this a product of trying to make their other half happy?
Or was it because the couple was not a match from the start? Who was compatible? Could

opposites attract and form a successful healthy relationship?
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October 28, 2003 — | worked on the proper focus for Soot in the marriage retreat scene. |
wanted her to be active in the scene even though she was deaf (or was blocking out everything).
So | experimented with how visuals were funny. Since Soot could not hear the joke, Donte's
physicality was her main cues. Soot easily found delight in Father’s jokes through his physical
humor. The timing of Soot's exchange with Margaret in this scene needed to also be taken from
visuals. Soot’s last line needed to be framed to button the scene. This scene was fun and
challenged me to work through and develop stronger choices through focus technique. Where
did Soot go when she zoned out and heard nothing? | imagined that the cruelty that spew from
Karl’s mouth and the unhappiness of her son were too much for her to bear. In order to survive
at this point Soot retreated into her silent world and was happy. It was not reality, but it is the
only survival tool Soot had left.

Today’s thoughts: Did Soot blame Karl in anyway? Or, did she find fault in only herself?
One always had a choice, they say. Was Soot too meek to see the way out? Would her life have

been any better if she had picked up and left? Was Bette’s life better after the divorce?

October 29, 2003 — I dealt with humor, joy, laughter, tension and sadness and how they
related to Soot’s relationships. How did Soot find so much delight in Karl? Ireflected on times
when | cried so hard as well as times | had laughed and laughed. Both were strong reactions. It
was my experience that people could be uncomfortable with crying (crying could sometimes be

thought as weak) and substituted laughter instead, even at inappropriate times. What if Soot

47



knew something we didn’t? What if Karl was all bark and no bite? Maybe without fear for Karl
Soot was free to laugh instead.

Today’s thoughts: Did we make choices in life that changed our path or would we always
take the road eventually fated? Did God have control, the greater plan? Did God punish as Matt

thought?

October 30, 2003 — Soot was an enabler in her dysfunctional family. She enabled both
her husband (Karl) and son (Boo) to drink. Soot was initially unaware of her contribution to her
loved ones alcoholism. She was only trying to take care of them and wanted to create peace in
her family. Where was it in her journey that she realized her role? Did she every stop enabling
her loved ones? It seemed that Soot saw the alcoholism causing problems in her Booey’s
marriage and understood he learned from his father, but I did not find any clear sign that she
stopped enabling either of them.

Smiles could be active and inactive. This idea was a new one suggested to me in
rehearsals and I sought out the difference. Soot’s inactive smile was the same as a physical
mask. It was possible to hide behind this mask, but it was flat and stereotypical. Soot’s active
happiness evokes an active smile that she hides behind. It comes and goes as needed. In my
research I came across the healing effect of laughter. Soot’s relationship with Karl was complex.
Every time Karl insulted Soot she had two options as to how she could react to him. The first
option was to call him on his insult and request that he stop. The second was to not request the

behavior to stop and to deal with the insult. Soot chose the latter and then took it one step further
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when she made a conscious choice to find Karl charmingly funny. At first glance this seemed
like a crazy choice for a person to have made. But, | believed Soot was doing everything she
could to make her relationship pleasant and to not rock the boat. This choice was in her mind the
best way to handle the situation.

Today’s thoughts: Masks and their many forms were on my mind. How natural it was to
hide ones feelings from those you love. What was it like to live a lie trying to be who someone

wants you to be? If left to herself, who would Soot have become?

October 31, 2003 — Today was Halloween and costumes were everywhere. What we
wore and how that informed our characters. More specifically I have thought about women’s
clothing of the 1950s and how it related to my character. Did the skirts that Soot wore make her
feel beautiful? Or did they stifle her and put her in her place? Could she have felt differently if
she had worn pants? Could ditching the heels have changed her in anyway? | wondered if she
had felt comfortable in the heels. Did she feel beautiful without her make up? How long did she
have her particular hairstyle? Drawing from my own personally experience | felt that all the
above items subtle effected who Soot was as a person.

Today’s thoughts: As I watched the final scene between Bette and Boo at rehearsal 1
could not take my mind off the idea of regrets. Did Soot have any regrets? What might Soot

change if she had the chance?
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November 1, 2003 — These are some general notes from rehearsals that | folded into my
work: | worked specifics and carried through with my actions. Always aware of tempo and
pauses, | did not take three beats to have a thought if a half or one beat was enough. A conscious
effort was made to not let the last five or six scenes become melodramatic or drawn out. We
vowed as a cast to be generous on stage. Focus was made to play my action and to not layer the
text with extra unnecessary sounds.

Exploration of Soot’s tempo made me aware of my breath and its connection to action.
Aware of the tempo needed to complete each action, | found each intention scored with the
appropriate energy needed. Further exploration of Soot’s laughter and how it affected my breath
and tempo will continue throughout my process. How was it different each time? How was it
the same? This comparison fascinated me.

Today’s thoughts: Breath equals life and during life the heart beats at different tempos
throughout. How personal experiences molded or shaped Soot’s likes, fears, wants and desires
intrigued me. To take it one step further I considered what Soot was willing to do to get what

she wanted.

November 2, 2003 — Scene 9, the first child of Bette and Boo. During the beginning lines
of this scene at the hospital, Karl ordered Soot to get him a drink. This section needed further
scoring so | examined it again. Was Karl trying to draw attention to himself? Did Karl really
want a drink? Surly he knew that no drink could be found in a hospital? Why did he make such

an unreasonable request? It was interesting that Karl used emotional blackmail on Soot and
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stated that he would not speak to her if she did not fulfill his request. Emotional blackmail was a
manipulative tactic. Also for Karl to have picked communication as an item to withhold as
blackmail told me that Soot desired this from Karl, and he knew it. Was he testing or asserting
his power over Soot? If he was testing, why did he do this? Did he feel threatened by the baby?
Soot did love babies!

Today’s thoughts: Desire to protect oneself was primary for Karl. This instinct was so
strong that Karl took Soot and Booey on the dysfunctional alcoholism circle with him. Did he

realize he was doing this to his family? Was he selfish?

November 3, 2003 — Building her pleasant world was a constant job for Soot. This was
important to her since she did not like the vulgar. As I glanced over the last few entries in my
journal, I noticed it was full of notes. | was in an exploratory mode where asking questions was
essential to my process. I dove into the specifics in order to flush out the many facets of Soot’s
character. | have lengthened my pre-rehearsal warm- ups to be insured that | am ready and open
for discoveries.

Today’s thoughts: Did Soot have control over her happiness? Her coping method was
created to deal with the painful in her life and | wondered if it did the job. Could denial

sugarcoat enough to prevent the pain or was it just enough for Soot to have functioned.

November 4, 2003 — Images were very powerful tools for me. Once the character was

pictured in my mind’s eye I stepped into her and begun to flush out the facets of her character
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that I had been exploring over the last rehearsals. The image of Soot in her apron, domestic and
happy, was a very strong image for me to work with. Another powerful image was Soot kissing
the cheek of Karl as he headed off to work. The last one I worked with today was Soot’s adoring
look that she always gave Boo as he left for school. | found working with these images refreshed
my approach and informed my body with clues to my character’s physicality that I couldn’t have
found from an intellectual approach alone. These exercises revealed Soot’s center of weight to
be centered as a sitting dog waiting for the next command. By keeping her weight grounded and
centered it allowed Soot to be ready to spring into action. It also allowed for a greater lose of
equilibrium when she was not able to complete the command and return to center, as she was
used to. We saw this lose of equilibrium in both the ‘drink” and ‘joke’ scenes.

Today’s thoughts: Images conjured up responses from all my senses, and [ was amazed
how strong I felt these. The memory of these images left imprints on my soul that I will draw

from throughout the journey.

November 5, 2003 — Laughing has become a focus for me this week. 1 turned to energy
levels to continue development of Soot’s laughter. During these between rehearsal sessions |
have applied energy levels and the ideas of expanding and contracting to my vocal work of Soot.
This allowed the laughter to be a product of joy and released laughter naturally. This joy in my
laughter supported Karl and Soot’s relationship well. Soot’s dysfunction was that she responded
to Karl’s cruel comments as if they were funny. Soot’s delight in Karl was one of her strongest

dysfunctional character traits. Finding Karl funny was something I will continue to explore and
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build. Continuing to find the humor in Karl and exploring what this means vocally and
physically for Soot was essential to discover how Soot’s laughter was manifested and to keep it
alive.

Today’s thoughts: Does Soot’s laughter come from love blinded, or was it manifested for
only protection, an armor of shorts? It was clear to me that Soot was playing the game with Karl

and that she knew her role and how to defuse Karl.

November 6, 2003 — Karl and Soot’s relationship was full of dysfunctional
communication. | wondered what was said between Karl and Soot behind closed doors. Was
Karl kind to her? Did he ever respect Soot? The way he made fun of her in public was a very
demeaning action. Why did he do this? Was Karl simply following the example that was set by
his father by imposing the role of scapegoat on Soot? | have found that every time Soot took on
the scapegoat role in the play that it was needed in the balancing game of the dysfunctional
alcoholic family.

Today’s thoughts: An examination of body language was also required in the
development of Soot. The idea that clues about what is going on inside a person’s mind could be
seen in body language was a very intriguing idea to me. Could Soot say one thing but convey
the deep truth to the audience with her body language? Since body language was mostly about
subconscious action | was not certain if | would be able to implement any into my portrayal of

Soot, but I was determined to explore the idea fully.
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November 7, 2003 — Soot’s props were a ton of fun. I worked with Karl’s (Ryan’s) cigar
in the eyebrow/joke scene, and it proved the most challenging prop. The timing of the exchange
was key to it working. While we were working through the mechanics of this exchange | found
that if I focused on Ryan’s breathing and matched its rhythm that the pass of the cigar came
naturally. Did we naturally mimic the breathing of our loved ones?

Today’s thoughts: My modern dance training came flooding back to me as I
experimented with synchronizing breath with Karl. This connection of breath created a bonded
feeling, a close connection with Karl, and | wondered if making a life with someone produced

any of these feelings. Or did Karl keep Soot far enough away that she felt alone?

November 8, 2003 — The Thanksgiving scene also presented a unique prop to work with.
Working with the pearl earring in my white-gloved hand was interesting. The white on white
masked the earring for the audience. | adjusted my hand shape and gave the earring as much
focus as I could and it alleviated the confusion. The earring was only a feeble excuse for Soot to
check on Booey, so the visual was not as important as the checking on son.

Soot’s first exit felt unmotivated for me until I noticed that Karl was giving me my cue to
leave. It was so natural and truthful to look to Karl when the dysfunction started to build in the
scene. Since | was a guest and it was not my place to step in and fix the dysfunction, I allowed
Karl to cue me to leave and scurried to catch up with him. This development of a motivated

exist pleased me.
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Today’s thoughts: The candelabra that Soot brings with her to Thanksgiving seemed
very odd to me this evening. Why did Soot choose to bring this item to the family dinner? |
decided it was an anniversary gift from Bette, and Soot wanted to make sure that Bette knew she

liked it.

November 12, 2003 — Tonight we rehearsed on the stage! The wedding cake was great.
The stage proved to be very difficult to navigate for me this evening. The stairs were rough
during the quick hospital entrances, and the rake of the set was really hard for me in the taller
heels. But, | was not discouraged and managed to increase my comfort level and ease of
movement already during the first rehearsal. | have worn heals during the rehearsal process to
build up a general comfort for heels, but my costume heels are taller and smooth bottomed. |
have purchased rehearsal heels with the taller heel and added rubber to the bottom of them to
discourage slipping. | have plenty of time to become comfortable with the set, and | was
thankful for this time. Ryan noticed my taller heels and offered to carry the heavier pieces off at
the end of our scenes when he could, which I greatly appreciated.

Today’s thoughts: Footwear and how it changes your movement is never ending. Just by
adding one inch to the heels and raking the stage, weight placement sifts slightly. 1 loved it. It

gave me a chance to revisit the idea of losing equilibrium and to return.

November 13, 2003 — Costume / Dress Parade: The pink dress created for Soot was

lovely. I loved how it made me feel. 1 felt very different when | wore it than | had in my
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rehearsal skirt. The apron, gloves, hat and purse all coordinated perfectly. The addition of the
costume gave me a thrill. As I snapped myself into Soot’s wonderful wrap dress, I was so
excited about the performance to come.

Today’s thoughts: The idea that ‘clothes make the man’ may go too far, but I found that
the costumed completed mine. | felt from a different time period when wearing the costume and

| felt permission to enter the world Durang created since | was so appropriately dressed.

November 14, 2003 — Crew Watch: It was exciting to have the crew in the audience
tonight! It was nice to finally have an audience. The slide show went really well and seemed to
add to the experience of the audience. I don’t know what was on the screen during the ‘shade’
comment of Karl’s, but the audience went wild. I was looking forward to sharing Soot with an
audience after working so hard towards portraying her truth. | believe the audience saw her as |
had hoped.

Today’s thoughts: Live responses reminded me that although Soot has been a personal
journey for me, she was always intended to be viewed by an audience. Adding the audience
completed the last component needed for theatre. | was looking forward to comments and
critiques of the play and performances. | was interested in what elements of Soot were revealed

to the audience successfully.

November 16, 2003 — Cue-to-Cue: rehearsal was long in order to finalize the slides and

lighting. It felt like forever since allergies had taken over my body, and I was sick. | found
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myself tonight miserably trying to suppress a cough on stage. With all the laughter in Soot’s
dialogue the cough was trouble. Even with a cold | was counting down the seconds until
tomorrow’s dress rehearsal. I just couldn’t wait to get into costume.

Today’s thoughts: ‘Firsts’ were moments that we note in life (first: Christmas, kiss, job,
house, love, championship, etc.). These moments were special not only because of what they
were but because they were new experiences. | knew that this show would be my first

performance on the UCF main stage: an exciting new experience!

November 17, 2003 — Tech Dress Rehearsal: Still searching for further truth in my
relationship with Bette | reviewed the advice scene and explored the following ideas. The idea
that Soot understood Bette’s desire for children, but did not understand why she became
pregnant knowing that the doctors did not feel the baby could survive. Bette’s desire to have a
baby at any cost was a very selfish act that Soot did not understand. Soot wanted desperately for
Bette to see the error of her desire.

Today’s thoughts: The desire to have something that you cannot have was an easy
concept, but risking the death or illness of a child seemed over the top. What was it that drove
Bette to go down her path? Was it the Catholic Church? Or was it her need to have someone

who loved her unconditionally and that she could care for and control?

November 18, 2003 — Dress Rehearsal: My hair turned out well all curly and wavy.
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| felt good tonight. | enjoyed the show and was pleased with my performance this evening. A
peaceful feeling came over me this evening during the marriage retreat. This newfound
peacefulness sprouted out of Soot’s forgiveness. When Soot reached the marriage retreat she
was in a different place than we have seen previously. She had released herself from the
responsibility of her and her families’ mistakes. She had accepted that she could not fix her
son’s marriage. She has embraced God’s love. She blocked everything unpleasant out of her
mind and that included Karl and his words.

Today’s thoughts: Soot gave herself a clean slate and a chance to be free mentally. Was

her mind fractured at this point or had it retained sharpness?

November 19, 2003 — Final Dress Performance: Final Dress went smooth for me and |
felt ready to open tomorrow. The technical elements of the play had come together to support as
designed. The raked stage no longer registered as anything unusual to my movement. Every
character has continued to grow since the addition of the remaining elements and I felt we had
created a strong show.

Today’s thoughts: Expectations have been high on my end for this production. I have
exceeded my original expectation, but have found that I raise the bar every time I have reached it
throughout. The natural complexity of Soot lends itself easily to more growth. If I were to play

Soot again at another time in my life | would still have more to explore.
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November 20, 2003 — Opening Night Performance: After my pre-show warm-up | took
extra time to enjoy deep breaths and to push all thoughts other than the show out of my mind.
Thrilled beyond believe to share our story, I have to admit I did not hear the audience’s laughter,
clapping or moments of silence. | gave my focus so strongly to the tasks at hand that I did not
note any of the reactions from the audience during the show. This was a very different
experience for me.

Today’s thoughts: Moving moment to moment created an acting experience unlike any I
had ever had. | felt prepared and open for anything when | entered the acting area. | could have

followed the team anywhere we needed to go without hesitation.

November 21, 2003 — Performance: Filled with energy from last night’s show I was
fueled for this evening performance. Ryan suggested a quick exchange of the cigar before the
start of show and I thought this was a great addition to our warm-up. This evening my cough
was in full swing so | gave extra time to vocal exercises and hoped for some loosening of
congestion. This process has been like no other for me. The role was more complex than any |
have portrayed, because Soot changes from beginning to end. She was not a cliché or stereotype
she was a full character. Her psychological journey was heart wrenching and honest.

Today’s thoughts: Emotions have been on mind this evening. The audience’s emotions
are tapped into as the world Durang created flashes through time to reveal the story of Bette and
Boo and their family. The sadness felt for Matt and his family is strong, but the laughter that

comes from being slightly removed as the conventions dictate allows for thought and hope that
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Matt will end the cycle. The hope that our lives are not predestined but what we make of them
was what | hoped some members of the audience take from this show.

November 22, 2003 — Performances at 2 & 8: The eyebrow joke with Karl went really
well in the matinee and evening performances. When the timing was correct the joke built the
needed tension for Soot’s emotional break. Timing was on track throughout the show. My line
at the end of the marriage retreat scene was well framed and created a good button at the end of
the scene as intended.

Today’s thoughts: My allergies acted up today and my voice was unusually low. This
deeper voice worked for Soot this evening. Using my full range for Soot was explored, but
setting her voice in my lower register was never specifically chosen. | loved the grounded feeling
that the lower tones gave Soot. | have decided to continue using my lower register for the

remainder of performances.

November 23, 2003 — Performance at 2 & photo call: The Osbornes (family friends)
came to see the show today and I was very excited to share the show with them. Karl’s (Ryan)
lines with Soot had a little more harshness and bite to them today. | kept things in balance and
countered with extra effort as | smoothed things over and made them as peaceful as | could. Karl
(Ryan) followed suit and kept us on a truthful track. The truthful dialogue exchange with Bette
today in the advice scene was something that | had been working towards passionately and it felt

great to finally get there.
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Today’s thoughts: In-laws and family was at the forefront of my thoughts today with the
Osbornes in the audience. | thought of the many Thanksgivings that | have celebrated with them
and how welcoming they were. These positive experiences have renewed me and sent me back
to school full of energy. To think what the negative holiday experiences have done to Soot and
how they must just suck the energy out of her. Where did she get her strength from to carry on

and continue to have family holidays?

December 2, 2003 — Pick- up Rehearsal: | found myself excited to return to the show
after the holiday break. In preparation for the pick-up rehearsal I reviewed my lines and
blocking. We stumbled through and regained our feet this evening. To take a week off from the
show before returning for additional performances was a different process for me. The break did
have a great big advantage for me. The break gave the antibiotics time to kick in and improved
my health for the second half of the run.

| reviewed my blocking and lines and refreshed the mechanics of the brain, but it was the
revisiting of the relationships and actions that fueled my continued search for the truth. I have
found that by focusing on the pursuit of truthful relationships, interactions and actions rather than
trying to reach a perfect performance has provided a more fruitful process and fulfilling journey.
This new approach to acting gained during my studies here at the UCF Conservatory | treasure
most from my graduate schooling. It made every performance an exploration towards truth not a

stressful performance leaving me empty. Within this new approach | found myself present on
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stage and measured my progress easily while | continued to reach for my goal of a truthful
portrayal of Soot. The freedom I found in this structured process was fulfilling.

Today’s thoughts: I examined Matt’s opening passage and realized that scientists and
actors have a great deal in common. They have all looked, examined, explored and tested to find

the answers to theories.

December 3, 2003 — Performance: | was amazed how easy it was to navigate the raked
stage without my cold. The pillars were half the weight and Soot’s laughter came freely. I had a
fulfilling show I felt connected to the other characters as well as invested in my actions. This
was a different level of connection and | was motivated.

Coming back to Karl’s (Ryan’s) eyes tonight felt like coming home. Every time I lost
my equilibrium and returned to Karl’s eyes I felt centered again. Which was odd considering
that he was the one most often directly responsible for my loss of equilibrium. Karl as my
anchor as well as the tide seemed impossible.

Today’s thoughts: Were we all creatures of habits? Did we fear change? Could Karl

have provided security for Soot?

December 4, 2003 — Performance: This evening | added a review of my script notes, after

hair and before physical warm-up, to my preparation. After the review | was pleased to find how

far I had come in my quest to find Soot’s truth since putting down the script and going off book.
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Ryan sensed my need to connect truthfully tonight and spent the first two scenes of the
show keeping me on my toes and demanding fresh responses. | found that by the second child of
Bette and Boo that we were in step with each other instinctively. What a partner Ryan was
through this whole process. Ryan’s quality of being a distant acting partner yet always there
when needed made me think of Soot and Karl’s relationship from another angle. From the very
beginning I have understood Soot and Karl’s basic core, but through it all the many layers of
their characters have fascinated me. Intrigued by the complexity of their relationship | have
examined it over and over and have always found another angle to be explored. This time |
wondered if Karl teased Soot to take her mind off of unpleasant things. Could Karl have slung
whammies at Soot for any good redeemable reason? This was something to be considered, but it
was hard to even think of Karl with a compassionate heart so | rejected the idea.

A line was skipped somewhere in the Thanksgiving scene so | had to shorten my look to
Karl before he summoned me to leave, and my exit was not timed as | would have liked. On the
other hand, when I reentered for the earring section the timing was on and Soot’s purpose of
checking on Booey before she left was completed well under the guise of looking for a lost
earring.

The ‘eyebrow’ scene with Karl and Booey felt raw and honest tonight. The audience
seemed to feel for us as a family, they did not see Karl as a monster, and | was pleased to have
hit this cord right.

Today’s thoughts: Honesty and truth was on my mind as well as the idea of how they fit

into the phrase “in the eye of the beholder.” Could one choose their own truth and see things the
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way they wish? Once inside the mindset of Soot everything looked different. Could she even

keep track of the truth amidst the world that she created?

December 5, 2003 — Performance: Tonight | enjoyed the songs at the top of the acts
greatly. | felt healthy tonight and sang easily; | have found a deeper connection to the songs.
The opening music box song rang in my ears as childlike and sadly poetic as | moved around the
stage and sang out the names of my family. While | made the simple circular movement around
the stage, moments of the play flashed through my mind and I had to force back tears of joy.
Filled with emotion I said my first line and felt ready to take the journey. Are we doomed to
repeat the mistake of our parents if we do not examine them carefully? The truth that can be
found in honestly looking at one’s behavior to move forward and better yourself can be hard to
understand and even harder to accept.

The 99 bottles of beer song evoked the opposite emotion for me. It brought on waves of
sadness as | thought about my Booey and his failing marriage and the unhappiness in his eyes. |
found myself without the skills to help him and | needed to help my baby boy. Another
realization made this evening was that | have become accustomed to the stage and the stairs.
With my new realized feeling of comfort in the acting space | began to notice small details again.
For example, the rice bags thrown by Karl (Ryan) in the wedding scene was extra funny and
appalling all at once this evening. It was the first glimpse the audience had of Karl’s temper.

The fact that he suffered no consequences from his actions was telling of the dysfunctional
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world. It left me to wonder if Soot had stood up to Karl and asked him not to act that way if he
would have refrained.

The marriage retreat scene was full of truthful interactions with Margaret for me this
evening. Then later in the show as | laid dead on the stage and listened as Karl proclaimed to
Matt his philosophy of life and the reason that he stayed married to me. | was shocked by the
absurdity that Karl didn't even remember my real name.

Today’s thoughts: Nicknames and teasing was to be considered. I have heard it said that
one’s true feelings could often be found in teasing. Could Karl’s teasing to the tenth power (if
you could call his cruel comments that) be a clue into the unhealthiness of his relationship with
his wife, a manifestation of disrespect? Or was Karl immature? When | was younger my mother
would say that young boys tease girls that they like before they have the maturity to express it

any other way. Could Karl be immature instead of cruel?

December 6, 2003 — Performance: Karl (Ryan) had fire in his eyes when he unleashed his
‘shade’ comment on me tonight. The power Karl had over me at that moment was strong; |
blushed for real. My reaction was unexpected to even me, but it was honest. | was also pleased
with Soot’s ‘dead baby speech’ this evening as I felt a real connection to Booey (Robert) and
was driven to action by the pain in my heart. Mothers want the best for their children.

On the other hand, the ‘eyebrow’ scene didn’t go over well with the audience. They
seemed to not like Karl or at least his sense of humor (not that I could blame them). When the

baby dropped at the end of the scene the audience was the most uncomfortable yet.
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I watched Bette’s death scene this evening, on the monitor in the green room, and it was
very touching. The capacity one could have to forgive and love amazed me.

Today’s thoughts: Power and how it was gained. How the upper hand in a relationship is
gained to be more exact. Did power have to be taken or could it be given. Why did Karl always
have to have the power? Did Karl take the power? Or, did Soot give it? Could it have been a

mixture?

December 7, 2003 — Performance: Since today was the last show, I took extra time to
prepare. | believed | would remember this show the most, because it was the end of my journey.
But, tonight’s show came and went like opening night in an excited blur. I remembered
breathing, I remembered Karl’s (Ryan’s) eyes, and I remembered bowing in the final curtain call.
| felt a sense of loss, which was overcome with happiness as | hung my costume up for the last
time. The ending of this journey was a little sad for me, but the pride of completion along with
the promise of the next beginning lay just ahead and carried me forward.

Today’s thoughts: The journey, | reflected for a moment and wondered if our journey not

the end or beginning was the most important in life. The journey is when living happens.
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CHAPTER 7: CONCLUSION

| set out to portray Soot as a complete, realistic character who goes through a painful,
personal journey during the play. By understanding the nuances and the intricate balancing of
the roles within her dysfunctional family, I was able to understand Soot’s thoughts and actions.
She was not the “dumbest white woman alive”® but a woman who had to use brilliantly simple
defense mechanisms to get through her day. This understanding provided me with the ability to
embrace her point of view and bring her to empathic life on stage. As an actor, | succeeded by
identifying what Soot intuitively wanted: to break the cycle. Her journey is painful and
embarrassing, but ultimately triumphant. Her memory and actions help her grandson Matt to a
better life; even though she failed with her own son. Soot was no simple stereotype. By
recognizing this fact and developing a fully-rounded character, I contributed to the ensemble’s
goal of developing the playwright’s intentions.

Olympia Dukakis has the opinion that The Marriage of Bette & Boo “is a very forgiving
play.”® Durang agreed, saying, “I remember thinking that that sounded right.”*% With this
play, Christopher Durang offers hope to anyone who has or is living in a dysfunctional situation.
Soot demonstrates it only takes one concerned and motivated individual to evoke change. The

Marriage of Bette and Boo reveals that change is possible and opportunity is available to break

% Durang. The Marriage of Bette and Boo, 13.

% Arthur Holmberg. Family Survival: An Interview with Christopher Durang. American Repertory Theatre 31 Aug.
1998 29 Sept. 2003 <http://amrep.org/past/bette/bette2.html>.

100 1hg.
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the negative cycle of dysfunction. The play encourages forgiveness, and moves us forward on

the path to healing.
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Scune | — All the characters, in various wedding apparel, stand
together to sing: the Brennan family, the Hudlocke family.
Matthew stands apart from them.

ALL. (Sing.) l |ve [
God bless Bette and Boo and Skippy, ' .\ t
Emily and Boo, S Al H
Margaret, Matt and Betsy Booey,

i ¥ Mommy, Tommy too, S ‘ e~ )
f'%\\’l o Betty Betsy Booey Boozey, O{ 0w e
e Soot, Karl, Matt, and Paul, C o\
Margaret Booey, Joanie Phooey, _ \ ({ @,
God bless us one and all. A : e,
—( The characters now call out to one another.) \)
BETTE. Booey? Booey? Skippy?
BOO. Pop? Clha v o bey
MARGARET, Emily, dear? Sote b o tae
BETTE., Booey? '"\ 9 W ‘|qj J
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JONTD SOOT. Karl? Are you there? o e ac*lan
L steol.  JOAN. Nikkos! looK Lor sSomeone (e Jhnq E
BETTE. Skippy! Skippy! Yell + (u W soMchad §
NY| EMILY. Are you all right, Mom? D ed L B“(

3 ;\\((15 ETTE, Booey, I'm calling you!
Y o MARGARET Pal? Whese ace your Cro'to Platfon
wWES JOAN. Nikkos!
BOO. Bette? Betsy?
BETTE. Boo? Boo? ( Flash of light on the characters, as if their pic-
ture ts being taken. Lights off the Brennans and Hudlockes. Light on
Matt, late twenties or so. He speaks to the audience. )
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MATT. Ifane jooks hard enough, one can usually see the ordes |
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ofdumd in order 10 understinxd theen, 5o rmust the
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ldmd Onece these bave been comsidered, generaliza:
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be written down begibly, and stodied. The Memiage of Bete and
Boa. { Matt eats. Charscters arsume thur places for phosagrspks beforr
the wedding. Bso stonds to the nide ceith his porents, Korl end Sot
Beite, 10 u aedding gooim; poses for pictares sk her famly: Mangaret,
her motker, Emely, her sister, holding a celly; Joan, amother sister, who s
regnsnt s s ing o sy, and Posd, e oo B, Mg,
MMWMHHmMijmoj
gronchy, Lghts flast. They change puitions. )
MARGARET. You look lovely, Betie.
EMILY. You do, Lovely.
MARGARET. A lovely bride. Smile for the camera, girls,
( Speakang ot by cither audhence ar o unseen Modogeapher,) Bette was
always the most beautiful of my children, We used to say that
Joanie was the most striking, but Bette was the one who Jooked
beautiful all the time, And sbout Emily we used 1 sy her
health wasa'l good,
EMILY. 'l‘hu‘nhnddyputomry Mam, hlnl‘m&dlng
much better Mymhunlmﬂ;bndnmulullmhy
2 s vt
seeim o
they call him Boa? Ao
BETTE, It's a nickname, £aat  Nanur

MARGARET. Where is Nikkos, dear? ©7 "= o
JOAN, He's nat feeling well. Miﬂa 1
EMILY. Do you think we should ask. By snor
jthone with ws, Joan dear? e Tt
JOAN, A saxopbone would sound nidiculous wit ello,
Emjl, wn u‘
EMILY. But Nikkos might fecl left out. a3

JOAN, He'll probably stay in the bathroom anyway.
BETTE. Nikkos seems cxazy. ( fsae glures af her.) 1 wish you snd
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Nikkos vould've had a big weddmg, Joanie.

MARGARET. Well, your father didn't much ke Nikkoa, It
. Just dudo't seem appropriate. ( Evuly oughs syl ) Are you all

“!’“- PmllY’

EMILY. I¢s nothmg, Mam,

JOAN. You're not pm;mm aick, are you?

EMILY. No. I'm sure { won't,

g)
%% MAR(’ARFT Eumily, dear, please pat away your cell. I1's to

) BMILY I can't find the case, ( foas wes her nsse spay. )
BETTE. | can't wait 10 have » baby, Joanie.
(o JOAN. Oh yes?
a MARGARET, ( O fo fromt agwee ) Bebxy was always the mather
N of the famly, we'd say. She and her brother Tom. Played with
3

dolls all day Jang, they did. Now Jaanse haed dolls. I you gave
;- Joanie u doll, she put it in the oven.
Y JOAN. I don' remember that, Mom.
W+ BETTE e dolis
& . EMILY. Bestof luck, Rette. ( Kivwes hery to foam,) Do you think
ﬁ*\. Nikkas will be offended if we don’t ask him o play with us?
JOAN. Emily, don't go on abouwt ir,
EMILY, Nikkon it 3 wonderful musicuan,
/ |7\ BETTE Soare you, Emily,
| "’3’ MARGARET. 1 just hope he's a yood hushund. Booey yeems
\‘ very nice, Petsy,
| BETTE. 1 think TT have a berge family. (Laghts flask, takong a
plote of the Brenans. Lights diw on them, Laghis nan pick ap Bos,
| Korl, end St by whre pue fiv pictures.) FLASH
KARL, It's altmagt time, Bose,
BOQ. Almost, Pap.
\»\ ¢ SOOT. Betsy's very peetty, Boocy Dan't you think Betsy's
1 Qe

| 1 prety, Karf? -l@]ﬁm
KARL, She's pre wre mighty odd 1o be getting marvied,
n‘ Hore, How old are you
. BOO. Thirty-two,

( o ! SOOT. That's not ald,
i’ KARL. Nearly over the hf” Bore.
Oy T, Dan't call Bovey Bore today, Karl, Someone might
:{“L miminderstand
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el KARL, Nobody will m:.mm.m}.%m flch Extr Folher
v el honnly. The foaslis take S ple on aiher side f hir. Bete end

FATHER DONNALLY. We are gathered here in the sight of

| .,w B sovee bgeer, and stond Ao fim )
; g’{a.'t".'ﬁ

[\
\*

!

<

¢ g JOAN. (Virp amouged ) I
i

Gaxl to joun thi man and they woeman in the scrament of boly

‘S‘ matrimony. Da you, Betie . 2

BETTE. (Tv B [ do
FATHER DONNALLY. And do you, Boa . ,?

BOO, (7o Bew) | do

FATHER DONNALLY, (St of hisef) Take this worman

nfl

?-vlj‘f b your wflly ekl . o, | o, { Bocksformsl o
"l

g ) | pronouncg you man asd wife, ( Bate ond Boo ks Karf

. ﬁ.wm,mmwmw.m)

o GJOAN. Cae i . Ey e Joun e v ol i
Ay Emy a o o it o snbes she plays Aer celle. He carnie a flae )

i S EMILY. And mow, i bonoe of o deat et weing il
.Lﬁ‘ play the ceb and my fcher il play the o, nd oy wonder-

fulsister Joanie will simg the Schubert lind, Lackvn and Weine,

o 3oV which tratsates s Laughing and Ceying, { Joas petr n peciss
3 Pl s i flae i outh, Erly st ix e ks, ol te

b 1 »
il R e

5. siferce.
EMILY. ( Tier aguow; stgpr. ) I'm serry, Ui sy, Bette. Im_ﬁ
(1 resmember it { Eoeryone doks o file disshtornind asd dbsgramilef it
L. Ely Phots flak. Lights chasge Wﬂ“)ﬂ"
foh el M
A B Son ol Lomar

Ry )
(e S 9 i s e i,

MATT, When orckeriag reality, it Is nocessary 1o accmulate sll
the facts pertaining to the uatier at hand. When all the facts are
whnm:ﬁulyavﬂﬂ.mmuuylnmmmw&nby
contidering oral history—bearsay, gossi "
e, mm-mwmlwm&udym
of these {aets shoukl bring sbour understanding, The boney-
tocon of Bette and Boo. (Mt exits, Exter Bett, il ex bor undiong
dvere i the fofloworg ipench, smd much of ke bivve, Bttty clverully
snd guackly, mabany ny aiable cowactiins Befioven ker stalesents )
BETTE. Hurry up, Boo. I want 10 use the shower. { fpeats v as-

dienc, who soem to Aer a grest frind ) Firt | v a tomboy. § used
mlidmmmdIwnupnybmlu.Tnm.Mludmty
t0 beesk my sisies Joanie's wice box becanse she liked to sing.
She always srratched me though, v instead | tried to play Em-
o's celln. Excepe | donrt have a lot of musical talent, but I
wery popular. And I know mare about the cello than peogle whe
o't know anything. | don't like the cello, it's 1o much work
mdhﬂ&t.lthingnykpoym&uwymdtmkdlumy,
| usked Fmily if it made her feel funay and she didt know
what | meant; and thes when | takd her she cried for two whele
Brours and then went fo canfession twace, just in case the priest
didn't understand her the first time. Dogey Eaily, She meam
well. ( Catls ffitae, ) Booey! Fon peegnant! ( 7 sdione ) Actur
ally T couldn't be, because Im & virgin. A married man tried fo
have an affac with me, but he was married and 50 it would have
been pintless, 1 diln't know he was married atil two months
#g0. Then 1 et Bovey, mrt of on the tebound, He seems fine
though, ( Callr . ) Bovey! { o sudiewce ) | wait to confession
about the cello prikcticing, but [ dan's think the priest beand e
He didn't say asything. He didny even gve me & pennce. |
wandet if nobody was in there, But as long as your conscience fy
l righs, thes s your soul. {Cally, pidy, Kappy. ) Bocey, come
on! ( Bete rens off. Liphtr chenge. Shet aw Mot )

Scawn 3 Mant adéeenses the sudionce

MATT. Margaret gives Emiby advice. (Mat e Bvtr j
Mg, sy, g hr ol ) r
EMILY. Mo, I'm 50 upset that | forgot the piece at the wed-

ding. Beete kooked zngry, When | write an apology, should |
send it to Bette, or to Bene end Hoo?

MARGARET. Emdly, dear, dos) o on abomt it { Lphts change,
fpot m Man )

Scane 4 Matt addreres the sodionce

MATT. The boneymoan of Bette and oo, continued, { Bnts,
Lo Bt and o, g i g st and ki by T
Mmiﬁngfnmt.ﬂqhﬂﬂkhﬁuﬂﬁgm
=Bt s Aev s, Bow raivas s e and ucket, |
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BETTE. That was better than a cello, Boo,

BOO. You're mighty good bncking, gargeaus
am&mmmmmmmmmdme
BOO. Whe?

BETTE. 1 guess you dos't know her, | want to have Jots of chal-
dren, Boo. Erght. Twelve. Did you read Chesper by the Dazen?
BOO. 1 bave o call my father shout  new insurance deal w're
handling, ( Taker pbowe froe Aennurh tbe cheets; ulbm:wn)
Hello, Pop . .

BETTE. (Tendm)lmaudhnnfchldm.lhvdﬂw
wavie Skiggy with Jackie Cooper. | cried and creds; [ ahways
lnved bittle boys, Where is my pockethook? Find itfor me, Boo,
( The pockeibsok it e fill ripht, but Bette doesn seom.fe satice it )
BOO. 1'm talking to Pop, Bette. What is it, Pop? 1+
BETTE. ( T audience ) When | was 2 little giel, | used o love
mind Jimmy Winkler. “Do you want me 1o watch Jimmy?”, 14
say 10 Mrs. Winkler. He was five years old and had short stublby
legs. 1 used to dress him wp as o banp shade and walk him w
towen. | put tassels on his toes and raped doilies on his knees,
and be'd scream and scream. My mther said, *Betsy, why are
you crying about Skiggy, it's only & movie, it's ot seal*/But 1
dicdn't believe her. Bonnie Wilsan was my best friend and she
got tar all over her feet. Boo, where are you? -

BOO, ' bere, angel. No, not you, Pop, No, | was talking to
Bette. Here, why doa't yoo speak to her? { Hands Bette te phone )
Here, Bette, if's Pop.

BETTE. Heflo there, Mr. Hudlocke. How are you? And Mn.
Hadbocke? 1 cried and cried at the movie Stiggy becanse |
thought it was real. Bonnie Wilson und | were the twu stapidest
in the clss. Mrs. Sullivan used to say, “The two supklest in
wath aze Bonnie and Betsy. Bonnie, your grade s eight, and
Beasy, your grade i five.” Hello? Hello? ( T Boo.) We must
Yave been cut off, Boo. Where 1s my pocketbook?

BOO. Here it is, beautiful, ( He geres bes the pocletboek that bas bem
i ol igh sl g )

BETTE. | love yoa, Boo.

Scane 5 Emy sits at ber eefle
EMILY . 1 can't remember it,  She petv up and addvenses Aer char:)
1

I:t .

QJ

;"whcnbc'suberhumllyvuym A Y

| ol 1 beaved I

’Pi AL (D\'(,SS ano{fuﬁs[:w
It starts o A, Emily, (e ate doven, fries bs play. ) I'm ey AL

sorry, Bette. | can't remember it, (Enfer foox with sevssans. )
JOAN, Tt may start an A, Emily. But it ends aow, (She rises
revsary wp. Freeze and/or lphty change )

Sernp 6—Molt addrerser the audsence

MATT. At the naggestion of Radboat, Bette celashinng her wed-
ding gown info 4 cocktail dress. Then she and Boo visit their in-
laws, Betie iy pregnant foc the first time. ( Lo Bette, oo, Sout,
Kerl )
SOOT. How nice that you're going to have u haby.
KARL. Haye aother drink, Bore,
BETTE, (7s St ) 1 thank. Booqdnnkst.oumuh Does Mr.
Hudlocke drink two much? ot a
SOOT. | never think sbout t. §
, KARL. Soox, get me and Bore apother drink, { Aso and Karl are
lwlmpu pmmﬁ)um]
BETFE Dot b amth e, Bo.” Qu‘&““’"

. (Stwales, tispers ) 1 think Ka dranks too much, but
A ,t 10\5"
Bmﬂldﬂnllhmkﬂondirld&mhﬂ'mgmgmh\u v

(YT S LTS Y

SOOT.Ifnnboy,wummmhbnl!oo.mdiﬂl‘ugldyou
can call her Soot after me,
BETTE How did you get the tiame *Soot"?
SOOT. Ol you know. The old saying, *She fell down the chin-
ney and got coveredt with soo,”,” ' )
BETTE. What saying? A
SOOT, Something aboue that. Karl might remember. Kard, |
haw did | get the name "Sooc"? ',
KARL. Get the dinks, Soot. '
SOOT. All nght.. ¥ /
KARL (th:)Soumhd‘mnbmwhmmannlM
SOOT. Oh, Karl. {Lanphs, exits)
BETTE, | dan't wani ou 1o get drunk again, Boo. Joame's
hushand Nikkes may Jock himeelf in the bathroom, but he
dorsn't drink,
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1 COMM 1'| p{‘u%
< Boo lm:.l'apmllmbokmgm
“« DETTE. I'm your wife.
= BOO. Besie, you're making 2 sceuie,
Sy RARL Your bab's goingtobe all mouth f you e ting 0
< much. You want 1o give birth 1o & mouth, Bette?
53 BETTE, All right, U'm Jeavang,
{7 BOO, Betie, Can't yon take 4 joke?
== BETTE. ft's not funny.
~ KARL I can tell amither one, These was this drunkes aidkne
' mmmpunghtmthcpnpth
" BETTE, [ leaving now, Boo. ( Enlr)
- ' BOO, Beue. [ better go afer her. {Sirt b eat)
KARL. Where are you going, Bore?
BOO. Bcnc‘ulml: pm Pap. mumhtx#m&u
Su dM)’
SOOT. Whese's Booey, xul?,

N VKARL, He 't bere. W"A‘
SOOT. | knaw. Where did be go? ,~.w9 #o
KARL, Out the dor. 44+ 1
SOOT. Dud you say smething o Bette, Karl

1 KARL Let have the droks, Soot }
" LS00 lemlmﬂynn\mmhuhwmyutw
" (alling me Soot. Can y Y\
KARL. Go mio your Soo«
SOOT. Oh, Kl { L
KARL. Go get the veild and start m, The shailes are down,
00T, Kull w what you're talking about.
're the dumbest white woman afive. [ rest my case.

Ligh desg)

!ll.;..' Ll

Seext 7= Matt addenier e audhence.

MATT. Bette goes to Margared, ber mother, foe advice, (Enis
Bittr, Merpued, Erealy on the flv, soning @ wte Peul, the fike, 1
s

BETTE. Mom, Boo drinks. Aed his father inslted me.
MARGARET. Betsy, dear, mariage is 0o bed of roses.

EMILY. Man, s the phrase sy own stopidity” hﬂi!nld’
MARGARET. No, Emily. She's apologuing o Joanie again

1

about foxgetting the piece ot the wedding, aamie wa very en-
barrassed

BETTE, How can | make Beo stap drnking?

MARGARET. I'm sure if's not  serious protalem, Betsy
BETTE. Poppa. what should | do?

PAUL, Wedhh, ah 5% enmgh oo shi$w aunddr chvgii
ing s abm, ( Nose i rander andlor actor: Fod ur mnt v e the
sctm of & tiobe. Ffis red 15 shll fooctiomang el dot ot ol tv
sposk o grently mopenned. Al thee s, | g b cafc s by sy
ol Iy mtivated By, ot e ancionce end the ol charecers e pliy
shoaid pevaine) Ae wrelle v wale oot sfent anytlong bt b suye
thovgh sy com ety fhon amy emaneed colbrangs be grow, | e
frund it sefl for v s v e et of Pisnl 0 15y (e v writiee
1o the drackaty, Aut 8o s afevat ol of the consments and ty make L
fusgue o slact, 40 dhet powr Pl onch i alingnt ol souls, miend e
wth am acensaene!, inesplcodle ronp of rowsanants. sl fint e ap
stooe— cophetzing thet m ave shvadd be st o mate ant oot aty of
it =l b, WVl T thoed g handd covsadr gonveg s e )
BETTE. What should | do?

PAUL ( dugry it becant beamdimivod. ) Ot ot uamp 005 5
onoosnsfs. Eggh ing ahned§, | Don't jump to machesons. Gne
things time. |

MARGARLT Praul, I've ke you st o speak, We can't un-
derstand you.

EMILY. Mo, bow do you spell ‘mea culpa™
MARGARET. Ensly, Latim is pretentions in an infarmal kt-
fex. Joarse will think you're silly.

EMILY. Thisx oe is tv Father Dannally,

MARGARET. M-E-A CU-L-PA.

BETTE, Boo's (ither has gaven him a very bad example. { Enie
Joor, oy & pome of paper ) O, Joan, qaick—do you think
when 1 have sy baby, o will make Boo sop . ..

JOAN. Wait a masute, | 7o Ey. ) Emaly, § gee your sate. Now
listen 20 me chosely. { With eebemence) | foopae yoru, | fgrov you, |

Jorgae you,

EMILY. (4 bt stsrled ) Oh. Thank you,

JOAN. (7 Bete) Now, whit did you want?

BETTE. Dy you think when | Bave my by, it will make Hoo
stop chinking and bring him 4ed me cdoser togecher?

JOAN. 1 have ooy et
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BETTE. Well, but hasn't your having fittle Mary Frances made

things better between you and Nikkos? He im't sull (isnex-

ing for days, w he!

JOAN. Ar:mrtymglomhmledbad:hﬂmynm’

EMILY. I'm sorry, Joanie.

JOAN. Whae? '

EMILY. lflmkyou‘ulbadllnmyawmnnp.

JOAN. Oh shut up, ( Ets )

BETTE. (7o Maguret.) She's so masty, Dld)'w,pllllllhbﬂ

enaugh when she was littke?

MARGARET. She's just tired because lmleMnyqu:aiu

al the time. She really is 3 dreadfil child, 0

BETTE. [ love babies. Poppa, dan't you think my baby will

tiring Boo and me coser together” M

PAUL, Auzsk® ot uh erfry owowdf @ ceah o ab ub ayer,

ehtte. [That's nut u very good reason 0 heve a baby, Bette. |

( Bene {oote ot Pos! Slondly. Liphtr chavge ) W
Scexe 8- Matt addreses the audience, w0

Bl

MATT. Twenty years later, loohldmncruhhm{ﬂw

avd Mait ot st o tadle, )

BOO, Well, how are things up at Dartmouth, Shp7l'wpltm

duo!ﬁmukmhvmylvylngmmndmg

MATT. Ity all right.

BOO. Ate there any preity girls up there?

MATT. U huh,

BOO. So what are you leaming up there?

MATT, Tess of the dUrbervilles 1 & masochist,

BOO. What?

MATT. It's a novel we're reading. ( Mambes. ) T of the f Utker-

uill

BOO. (Laughe) A man noeds 3 woroan, son. | miss your

mocher. 1 go back with her m a minute if she wanted, She's

oot in kove with her family anymore, and 1 think she kuows that

drinking wasn't that much of a problem. [ think your cld man's

going 1o get teary for a second. ' just an old softee. { Boe biaks

Rux gyes, waper thee. Mt exts, embarrasyed. Hog doesn) solwe b ad-

dreiszt the charr as of Matt were stll here. ) [ miss your mother, Skip.

16
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Nobody should be done, Do you have any problems, won, you
want (0 talk over? Your ald man coukd belp you out. { Ha mauts

for am answer. Lightt chang. )
<R rij LLAEDER AFTER

2 e

T, The irstthid of Bete
SmeMmﬁh&jm.!’atnqndwu
Ime and it expectuntly. Exter the Dictor, whe s plapad by the same
actir e plagr Father Dousally, )
DOCTOR. She's doing well Just 2 few more minutes, ( Exts ) Q
EMILY, Oh, God, make her pain small Gmmdnpm<
ratherthan e, (Wi i i 3(
MARGARET. Emily, bekave, dmull»qnnl
BOO. Pap, | hope i's 2 son o)
KARLThuulMuadnnkSwpt rn;!

SOOT Where would [ |
KARL. A drink, Soot. w "’%“"’@
SOOTY Kael, youe leasing me aguin,

RARL. Al right, [ won't talk to you,
SOOT. O please. Please talk 1o me, Bovey, talk to your father,
BOO. Come on, Pop. Well have o drink afterwards.
SOOT. Karl, T get youa drink. { 7o J )‘lhmwmldl
? ( To Karl) Karl? e
is doctor know what he's doing, Bore?

| SOOT. Karl? Wouls't you ke ey %@Su&«w'

1 EMILY. It's atmost here. { Haomg an expmnce of s sart ) Ol
10, 10, 4G 01 10 B0, 1 0L
MARGARET. Emily! U
KARL. This Besys sver, Bore?,~ | -
BOC. Pop, | hope ifs aboy.
KARL. You were a boy, Bore. ( Eutrr the dackrr, bofing tbe My in
o War Mewket ) This is It, Bore,
EMILY' In the name of the Father, x0id of the Soa, and of the
Haly Ghos.
DOCTOR, Iy dead, The baby's dead,  He drps il on the o )
EMILY. ( New cllie ) O !
JOAN. T wint the bet.
MARGARET. Tim here, Betsy, i all right, ( Pl i o the
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by ) Pacl, pue the baby down, That's disrespecafal,
PAUL. Bub uh ayee ahd§4 ehlit! |But the baby's not dead, |
MARGARET. Don't sbout. | can understand you,
PAUL, ( To dscawr, ) Uh uyer ahi#$# ehhd! Yrr ub abberr, annfé
oo e, uh ayoe ali#§# ehhf! [The haby's not dead You're 3 doc-
tar, can't you see, the baby's not dead |
DOCTOR. | Takes e daby ) Oh, you're night. I's not dead. Mr
Hudfocke, you have 4 ma,
KARL. Congratularions, Bore.
EMILY. Thank you, God, ( Entr B, radiont. Sie dobes she by )
BETTE, ( T s, ) We'l call the haby Skipgy.
EMILY. T has to be 2 saind’s nume, Bette.
BEITE Mind your busisess, Emily.
MARGARET. Betsy, dear, Emily's right, Catholics have 10 be
o named after saints, Otheswise they can't be baptized
K BOO. Bao,
r' MARGARET, There is s Sani Boo.
‘t"' \EMILY. We should eall it Margaret in hoeor of Mam.
\ &\. BETTE. 1¢s a bay.
1t N EMILY. We shouk call i Pl i honorof D
b . MARGARET Too commion,
3 SOOT. 1 aheays ke Clasence.
JOAN, 1 vate for Beo.
MARGARET, ( Taling b b deare.) Joanse.
KARL. Why rot name it after o household appliance?
SOOT. Karl, { Longhs,)
KARL. Egg beater. Waille iron. Bath
| {E'ITE ( To endiemie, ) Mate. | rememher a Nitthe boy named
il’. L,s ‘Matt who looked st Like a winchup toy, Wel ca him Matt,
A BOO, W a bay, Pop,
(o144 EMILY, 1y Mat a ot mame, Bece?
/A BETTE. Matthew, Emily. Maybe if you'd iall jin the coe-
L vent, you'd learn the apostles’ names,
g EMILY. Do you think | should join a convent?
BETTE, { 7% awdience. ) But his nickname's going to be Skippy.
oL mmv favorite movie, { Laghts chonge,)

B
S 10— Matt addvesinn the awdhence.

r~

MATT. My Very Fasarse Mavve, an sy by Matthew Hodlocke.
1

My very favorite movie . . are. . Nights of Cobiras, 8% , Cilizew
Rane, LAwenrs, The Seoenth Sesl, Prrsona, The Pavent Trsp, The
Soeg o Bernaditte, Potawhin, The Fire Withoe, ke Bells of . Mesy),
The Seagmg Nue, The Dsmcang Nan, The Ao aw the Fire Escape G-
side My Windbor, The Nux That Consed the (%icago Fire, The Ve
Aba Rises, The Nom Whs Cawe by Diver, The Cascasion hall Naw,
Lang Day's Joarnsy ants Nus, Newe Bt the Lavely Heart, 3 The
Nux Whe ot Labenty Valonce,

Page two. I the novel of Thoemas Hardy, we find o deep
und unrelseved pessimasmn, Hurdy's novels, vet in his home 1own
of Wessex, comtrast sadure mutside of man with the human ma-
ture isvsxle of man, coming togetker inexorably 1o casse human
catastrophe. The sacdness i Hardy —his Ik of belief that a
benevulent God watches over human destiny, his sener of the
waste and fresration of the average human Bfe, bis forceful
irany in the face of moral and metaphysical questions—is part
af the fte Victorian mood. We can we sorething like it in A £
Housman, or w Emily's lfe, Shordy after Skippy's birth, Emily
eriters & convent, but then leaves the comvent due to nerves.
Betee becomes preguant for the secand time. Boo continues to
drink. If paychaatristy bad existed in sincteenth century Wes-
sex, Hardy might suggest Bette and Boo seek counselling. In-
seid be bas no advice to give them, aad in 1066 be writes The
Mapat af Cassrbratge ‘This nowel is one of Hardy's greatest yuc-
cesses, anid Skippy studes it in college. When be is Hitle, he
studies The Woed 1o the Willsus with Emily, And when be is very
lttle, be surkes drawing with Eglily. {Emiby, Mot Ewdy by
brightly e camstructivn pefer and enaprn, |
EMILY. Hello, Skippy, dear, T thought we could do some pice
arts and craffy oy, Do you want 1 draw a cat or a dog?
MATT. A dog,

EMILY. AR right, then [Tl o n cat. { They begrn s dhsw ) Here's
the bead, and here's the whitkers. Of dear, it looks moee like =
ciock, Oh, Skippy, yours i very good. 1 cantellit'ya dog, Those
are the ears, and thar's the cil, right?

MATT, Yes.

EMILY. That's very good. And you draw much betser than
Masy Frances. | ried 10 interest hes in drawing Babar the ele-
phiant the oher day, bt she docsn't ke wets and crafls, and she
scribbidedt all over the paper, and then she had 2 crving fit, (Sik

19
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Aack) Oh dear. T shouldn't say she doesnt draw well, ¥ suuds
ke a criticism of Jeanie,

MATT. I won't tell.

EMILY. Yes, but it would be an my conscience. I better write
Joanie a note apalogazing. And really Mary Frances deavs cery
swell, | didn't mean it when | saxd she didnt. She probably hada
beadache. [ think T1 use this nice pink piece of constration
Puper s b Jni, s 1 spelgie ot orgeing
the piece at your mother's wedding too. ['ve never:been sure
Juanis forgiven me, even though she says she has. I don't knovwe
what el T can do except apogiz. | don't have any maney.
MATT. Your cat looks very good. Tt doesn’t look: like a chock.
EMILY. You're such 2 comfort, Skappy. 18 be right back. Why
don't you pretend your dog 3 real, and you can teach it incks
whie T gone. (Exis, Mat mozs ol wer” e i g
it i s Mt

« agyon |1 cress g\uwwwé‘-’

11~ Bate exters, s char. She sar se e charr.
ScDhliw.a ”T’

BETTE. { Ts asshencr andor berslf. ) 'm guing to pretead that T'm
sitting in this chair. Then 'm going 1o pretead that 'm gomg to
have another baby. And then I'm geéng to have another and an-
other and znother. P going 1o pretend (o have a big family,
There be Skippy. And then all the A.A. Milee characers,
Boo should yen A A. Therel be Eesoee and Poch Bear 20d
Caristopher Robin and Tigger .. . My family is going to be ke
an enormons arplasage. [ be their mother. Kanga and six
hundred Baby Ros. Bzhy Roo i Kangs's baby, but ¢ 2
motker to them all. Roo and Tigger and Pook and Chiristopher
Rabin and Eeyore and Owl, owl, ow, ow, ow, ow, ow, ow, ow,
ow! I'm giving birth, Moen. Roo asd Tigger and Boo and Pook
and Soot and Eeyore and Karl 20d Betsy and Owl . . . (Enir
sy B, K, S, Mg, P, By o, Thy s
Sher same asputs] ponitiens. Etor the doctar walh e dady 1o o Blae
Hanlat)

DOCTOR. The baby's dead. ( Drogs if se the v, )
MARGARET. Noosense. That's what be szl shout the bt
are, didn't he, Paul?
DOCTOR. This time if’s true. Tt & dead.

N

BETTE. Why?
DOCTOR. The reasan the baby is dead i this: Mr. Hudlocke
has Rh positive blood.
KARL. Good for you, Bore!
DOCTOR. Mrs. Hudlocke has Rb pegative blood.
BETTE. Like Kanga.
DOCTOR. And so the mother's Rh negative blood fights the
baby's Rh pastive blood and so: The mother kils the baby.
EMILY. (Ratter fomfied ) Who dhd this??? The mother &d
i
KARL. You married 2 wizner, Boce,
& ¢ BOO. The baby came. And it was dead, { Picks s dofy.)
g $3 SOOT. R By
W BETTE. But Il kave other babies
m‘ s DOCTOR. The dasger for your health if you do and the Jikeli-
"_| hood of stillbirth are overwhelming consideratives.
BOO. The it was dead,
6\//\ BETTE. Mama, tell him to go away.
MARGARET. There, there. Say something to her, Paul. { Pauf
|l deg)

1t 8 fDﬂl)W k(}u
Scexe 12~ st adbrses e i

. Bette and Margaret vasit Emily, who s in a rest home
due to nerves, [ Entr. Endy udth fer el Bete, Moporet. Bette
sms ey s, el i e fv o g f )
EMILY. O, Mom, Betre. It's 5o good to soe you. How are you
kg Bt afe s el

MARGARET. Emily, dont talk about it. Change the subject.
EMILY. ( Trpivg desperately b edige | Um ., .o .., wh. .
MARGARET. { Lsskmg amant shghtly. ) Thas s 2 very nice room
foe an institution, Betre, lock up. Do yoe like the doesars, Emily?
EMILY. Yes, they're very goed to me.
MARGARET. They should be. They're very expense. [ was
guing to ask your brother, Tom, for soene maney for yoar stay
Bere, tut he's cealfy not .., Ok, [ didn't mean to mentice Tom.
Farget [ said anything,

EMILY, Oh, what is #? Is be all rghe?

MARGARET. [ shouldnt bave mentianed it. Forgetit, Emily.

|
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MANUAREL, IVIW, ﬂlﬂly' (LU s\)lﬂm'&vlm“llau
of yours. If you had stayed i the convent, magbe vou mold
have coereted that fanh. Oh, I'm sorry. | didn't mean to tmng
up the convent.

EMILY. That's o nght, Mom. (Silece)

MARGARET. Besides, whatever happens, happens. Don't ok
that way, Emily. Change the subject.

EMILY. Um. .. uh. ..
MARGARET. There are many pleasant things in the woeld,
thnk of them. _

EMILY. { Tryong e t thonk of somatheng; then ) How is Skgpy,
Bette?

BETTE. Who?

EMILY. Skippy.

BETTE. { To Margore | Who?

MARGARET. Sbe means Baby Roo, dear,

BETTE. Oh, Roo. Yes. (Ser off in distonce Blsnkly )
EMILY. Is be wel?

MARGARET. ( Telling Esuly fo sigp.) He's fine, dear. Looks
just like bis mother.

EMILY. He's a lovely child. Ilmkfnmrdmmnghlmm
I imalfy leave here and gettogo . . . (Cer ey}
MARGARET. Emiy, the doctars tokd me they're sure you're
mat here for hfe. Isu't that right, Betee? { Whispers to Ealy ) The
doctars say Bette shoukdn't have any mare babies.

EMILY. O, dear. And Betie's a wonderful mother, Bette,
dear, don’t feel bad, you have the one wonderful child, and
maybe someday God will make 2 miracle 5o you can have moee
children.

BETTE. ( The firtsestese she hesrd ) [ can have moce children?
EMILY. Well, maybe God will make 2 smmadde so you can.
BETTE. 1 can have a mirack?

EMILY. Well you pray and ask for one.

MARGARET. Emily, mracles are very fine . . .

EMILY. Oh, I didn't think, [ shouldn't bave .. .
MARGARET. But now you've raised Betsy's hopes .. .
EMILY. Oh, Bette, lisen to Mom . . . I'm so sarry . ..
BETTE. 1 CAN HAVE MORE CHILDREN!

et [0 Oring WS up . . -
EMILY. Fm so supid . . .

MARGARET. Bat firs you start in o your brother Tom wha
has a spastic ooion and is drinking too much . . .

EMILY. OH NO!

BETTE. [quﬂ.wmmum)lcm HAVE
MORE CHILDREN, [ CAN HAVE MORE CHILDREN, |
CAN HAVE MORE CHILDREN . . _ ()

MARGARET. { Oeriggping with Bete) . . . and has beza fired
and there’s some crazy tafk about him and some boy in high
schood, which ' sure tsn't true, and even if itis . .,
EMILY. Tom's all right, isn't be, it isn't true . .,

BETTE. ... 1CAN HAVE MORE CHILDREN! . . ()
MARGARET. | dadn't mean to tell you, Emily, but you talk
aduak. ..

BETTE. . . . 1 CAN HAVE MORE CHILDREN, ! CAN
HAVE MORE CHILDREN . ...

EMILY. Ok, Mom, I'm o sorry, I ..

MARGARET. and telk about 2 thing until you think your head
is going to explode . . .

EMILY. { Cuerlgpping sl Fm 5o sorry, [ .. WAIT! { Stz
Erly sit af her colly wth oot concentation, prcks up the o) 1
think [ remember . ( Lidens, tnes to sememler the pre fom the
weddimg, kaeps tryoug ou diffment opeming mater. Margaret bk betwers
e fuw i)
MARGARET. I wish you two could see yourselves. ( Lowgts
weriy) Vst bt cing vy . Lighs i) Came
i, Bty (Mot Bt i, L. Ely s g
roueabe. Ligks chmge )

Scexe 13— Malt adioves the andimee

MATT. Bette secks definition of the word “miracle” from Father
Donnally. { Ents. Bet, Father Dousally. Ske buels t him 1o the coe-
i, e b

FATHER DONNALLY. Hello, Bette, how are you?
BETTE. T'm foeling much better after my tragedy.
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FATHER DONNALLY. Ifs a cross to
BETTE. Have you ever read Winow the Pood, Father? Most
pecpe think s for chiden, but | oever ead it ne] [ vasan
%& adult, The humar is very sophisticated, :
FATHER DONNALLY. 0 bave o read it simetie
BETTE. Do you believe in mirades, Father? .
N FATHER DONNALLY. Miraces ey hagen,Bee,
%b‘ BETTE. I do too! Thank you, Father. waklpdmmﬁr
a deison. g g
BPYU\' mH-Mduﬂm&m\ )
wcq&
‘) MATT. &m;m er_
W B, i Ko )
BMMMF&MMymdMIMHpb:p
\ g and that even i this baby cie, there wouk be at st
L one mare oy that woul v, and then [ would be s cter

/

God meant me to be. Do you 2gree, Soat? é“
*Wmmmﬂjww ‘
m"!“‘ "% (]“]L

. Bﬁmldnn\mlflhrdidsmdd.'lknlhm&h
fy will. T lowe retarded children. T ke chiddren, more than [ fe - 1
; people. Boo , e drinking o mach, i ot fair jome. fhis
'rﬂ es, ifs ing to be your fakt.
A 3$|msmufmwywmw
you about this. That's what [ think, 00
BETTE. He's a priest. (ToSwt)D:dpuwa]a&u
(‘mpermthikl’lthmghlhcwamdmtmhnwky
Temple, what do yoe think, Soot?
Whﬂmuﬁ&g)hﬁadmm&ﬁgin
'ﬁmmdwfx NNy 4
SOOT, Ob, Karl..{Lasgh, fooe )
KARLBmmhﬂc has just said more seaseless things
mmetmmmntcpandthSoothmhamdnthmyym
ufbundagt M’!

SOOT, O, Karl. I never was one for T
BETTE, ( To Krl) Look here, yuml'munt you I'm

P

uﬂ
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Mgdngmh&npdlmcmahukm
y pushed Soot. Im stronger than that.

7 SOOT. O, my. (Lasghs’ySit dow, dear. /
KARL. Tell the haby-maker to tum it down, Bare.
BOO. Bette, sit down,
BETTE. [ want 2 marnage and a family and a howe, znd ['m
going to bave them, asd if you won't belp me, Boo, [1l have
them withost you. { Exi )
KARL“&,BOR [dﬂn'lhmllndmax‘lwnrm&

'!er

dﬁmammpdlh::ayﬂxmgnddammﬂy
farm animal.
S(mKll,mM'lmmqmm

‘ .| Bon, Kxfsabvdy most of the ta
mdl'\thdav«yw&mbh hmlhnpe)w’llbu

licle Kinder than he wagf Just 2
ﬂm [Mhldliklm/l\ndﬂ dad “q
T'd stuffthem doen Kaef's throa, Olcmme -

4rnau7hddmswmmm
““Nj"fﬁims Mo et i /

\IA'IT Now the Mayor of Casterbridge, when drunk, ssalslmf
il and child to someant he meets in a bar. Now Boo is consid-

erably better behaved than this, Now the fact of the matter i
thBooun\mllymhﬁolwaﬂ,hndnnkmmplybtmu
Bette is such a terrible, umending nag. Or, perhaps Boo 11 an
akoholic, and Bette i a terrible, unending nag in v to his
drinking so much, and also because be justisa't "there” foc ber,
anymore than Clym Yeobright i really there for Ensacia Vye
in The Rsrn of the Natie, although acmitedly Eustacia Vye is
very neurot, but then o & Bette alw.

OQ, (r perhags s the fault of the past history of stillirths and
the pressures that that history puts om theer physical relationship.

Perhaps blame can be assigned totally to the Catholic Church.



Cenaily Emily’s guit bt Jeaving the convent and about
everything el i the workd canbeblamed brgely o he Catho
e Church, { e ) JamesJoyce can be blamed onthe Catho-

lic Church; but not really Thomas Hardy, And then in 18%

Hardy writes fade the Ohscwre. And when Skippy s nine, Bette
goes to the hospital for the third time. The third child of Bette
and Boo, ( Exib. Lights chenge.)

( Dress ?Um' ﬁ\ovcs ; Jewelrﬂ‘hﬁj

xE 16+ Eveyone assemiles, evafl for Bete: Boo, Kl
Soot, Margare, Poad, Joan, Evuly. They woait Extr thedor-
. He dropsthe aby oo the flor, e, Pose. Lights chasge

Sce 17~ Bee n the s o af mght

BETTE. Hello, Bonnie? This is Betsy. Betsy. (To remand ko)
Bonnie, your grade is eight, and Betsy, your grade i five. es,
it me. How are you? Oh, I'm sorry, I woke you? Wel, what
time & 1t Oh I'm sorry. But isn't Florida in a different time
annee than we are? Oh. 1 thought it was. Oh well

Bonnie, are you married? How many chikdren do you have?
Two. That's nice. Are you going to have any more? Oh, [ think
you should, Yes, P'm married. To Boo. I wrote you. Oh, [never
wrote you? How many years since we've spoken? Since we were
fifteen, Well, ' not  very good correspondent. Oh, dear,
you're yawning, [ guess it's too late to have called. Boanie, do
vou remember the beach and lttle Jimmy Winkler? | used to
dress him up as a lamp shade, it was so cute. Oh. Well, do you
remember when Miss Willis had me stand in the corner, and
you stand in the wastebasket, and then your grandmother came
1o dlass that day? | thought you'd remember that. Ob, you want
10 g0 back to sleep?

Oh, Pm sorry. Bonnie, before you hang up, ['ve Jost two
fabies. No, I don't mean misplaced, stupid, they died. [ go
through the whole nine manth period of carrying them, and
then when ifs over, they just take them away. [ don' even see
the bodses. Hello? Oh, I thought you weren't there, Fm sorry, |
didn't realize it was 5o late, | thought Florida was Central Time

w
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oc something, Yes, [ got twelve in geography or something, you
remember? ey, your grade is twelve and Bonwie, your grade
is, .. what did you get in geography? Well, its not important
anyway. What? No, Boo's nat home. Wel, sometimes he just
goes to a bar and then he doesn't come home until the bar doses,
and some of them don' close at a and so be gets confused what
time itis. Does your husband drink? Oh, that's good. What's his
nam! Scooter! Like bicycle? [ like the name Scooter. I love
cute things. Do you remember Jackie Cooper in Skispy and his
best friend Sukey? | cried and cried. Hell, are you sl there?
[m soery, I quess 1 better let you go back to seep. Goodbye,
Bonsie, i vasgod obear yourvoie  Higra. Lits g )

Scexe 1~ Matt addresie the audince

Sane)
MATT. Several months later, Bette and Boo have the two fam-
tles over to ockebrate Thanksgiving, ( Bat, Matt Bet i on the
g |
BETTE. ( Callsg off nasy.) Come af from the celar, Boo, I'm
ok going to say it again. They're going to be here. ( To Matt)
He's hidden a botle behind the furnace.
MATT. Please stop shouting.
BETTE. Did you smell something on his breath?
MATT. I don't know. I dicn't get that cose.
BETTE. Can't you go up and kiss him?
MATT. I can't go up and kiss him for no reason.
BETTE. You're so unaffectionate. There's nothing wrong with
aten year old boy kissing his father.
MATT. I don't want to kiss him.
BETTE. Wel, I think [ smelled something. { Enter B.)
BOO. What are you talking about?
BETTE. You're abways picking on me. [ wasn't talking about
anything, Set the rable, Skippy, ( Maft nis.)
BOC. Whea are they all coming?
BETTE. When do you think they're coming? Let me smel your
beeath.
BOO. Leave my breath akone.
BETTE. You've been drinking. You've ot funmy look in your
eye. ( Ester Matt, hoiding same sboerware.)

nT
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MATT. Something’s burning i the oven.

BETTE. Why can' you stop drinking? You dort care enough
about me and Skippy to stop drinking, da you?

MATT. Ifs going to bum.

BETTE. You don't give me amything to be gratefal for. You're
just ke your father. You're 2 terrible example to Skippy. He's
going to grow up peurotic because of you.

MATT. I'¥ turn the aven of. {Enis )

BOO. Why don't you go five with your mather, you'te both so

perfect

BETTE. Doalt criticize my mother,  Entr fosn ond Evily. Joue
her o revong i it consied ot ttves; Evnly b o lrge gy
bost ik )

EMLY, g Thksgin, Bt

BETTE. Hush, Emily, Yoummk,ﬂoo ' probably ust 2s
well the other babies have died.

EMILY. I brought the gravy,

BETTE. We do't care about the gravy, Emly. | want you to
we a priest, Boa.

BO0. Stop talking, [ want you to stop talking. { Entr Mot
and Poad. Poal s bl ¢ brge cale )

MARGARET. Hello, Betsy, dear.

BETTE. He's been drinking,

MARGARET. Lef’s not talk about it. Hello, Boo, happy
BOO. Helo. { Exter Sont nd K. Sost &5 camyng a condlde )
SOOT. Helio, Margaret

MARGARET. How nace to see you. Paal, you remember Mars.
Hudocke?

PAUL. Tose o ee 00, issizzse ubock##, Tht o0 ab uhulll memg
uh arreeng acef##? [ Nice o see you, Mrs. Hudicke. Did you 0
have trouble finding 2 parking plare?] *\
SOOT. I guess so.  To coerpbedy. | | beought a candleabea. '
BETTE, (To Sst.) You'e bis mother, | want you to smel his '
beeath.

VY

BOO. SHUT UP ABOUT MY BREATH! (B anadeeialy
ks ity Evaly, whs aios ihe gravy ow the flow |

BETTE. You've spled the gravy a over the rug!
EMILY. T'm sorry,

BETTE. Boa did it
BOO. W dean it up, I dean t . (i) ¢ (g\l\
smlmmmmmnmw‘m
EMILY. Joanse dida't drop the sweet potatoes. <
SOOT. Are e iy Ligh
(» RARL. Pipe down, Soot. (Bnahmdamdma
s i a5 e slaty by cauee up fe gray.)
BMWMmyouddng?Boo!
%) B0O.Tandoi!
L—“ bBElT['L You don't vacuum gravy!
\.i_ BOO. T can do it
\ \ 5\BEITE Scop ! You're ruming the vacuum!
SOOT. O, dex Les . L) Godye, ey, (Ko
l¢| ;“ ond Sool e
Q' JOAN. T knew we shoukdn' have had it here,
OS MARGARET. Come on, Betsy. Why dee't you and Skippy
gkt stay with us tonighs?
Ar“b}_ BETTE. YOU DONT VACUUM GRAVY!
T 0 MARGARET. Let it aone, Betsy.
o BET[’EYwdmﬂmmm You don't vacuum gravy.
% Yo dou't vacusum gravy,
BOO. { Hyseval } WHAT DO YOU DO WITH IT THEN?
TELL ME' WHAT DO YOU DO WITH IT?
BETTE. { Qhorer, b sey st ) You get warm water, and a
sponge, and you sponge it up. ( Bete and Bos stow ofone avther
o
EMILY. Stoukf we put the sweet potatoesin the oven? ( Ext
Mot |
JOAN. Come an, Emily. Let's go home.
MARGARET. Bessy, if you and Skippy want t0 say at our
house tonight, just come orer. Goodbye, Boo
EMILY, () Gy, Scr ( oge, o, i, o
Posdend. Enir Mat it  poe of wsier and oo spongs. He
Shem o Bete. Bt and Boo mothdically spongeup the grary. Mt
the Bt s Bon” oand m the buckgrvand )
BOO. { Guity.) Okay, well soak & wp with the sponge. That's
what we're doing. We're scaking it up. ( Thy more o ds s
it i) T'm going to take & nap. ( Boo ey dows whoe e 1, and
fl )
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BETTE. Boo? Boo? Bocey? Boo? (Esir st
SOOT. Did [ bosz an caming in here? O, dear. He's |
askep, it he? N

SOOT‘Hcmhmgmumi(HMlpmhg,u
you should see it it ooks just like this one. ({ t'}
gtk e ey Bm d
BETTE. Boo? Booey

MATT. lednn‘luymah up Youll just angue.
BETTE. All right. T won' try to wake him. ( Paw) Boo

Booty. (&ma&ma@)hmmlw
want to get through to him about the gravy. { Ta Boo.) Boo. You
don't vaouum gravy. Are you awake, Boo? Boo? [ wonder f he's
going 1 doep throngh the night. | can vai. Boa. By, (Bt
kded,ﬁaMd&n.Mdhbdhdq‘ﬁn,bm‘b

mmumuﬂwwm
fu L Bl

‘)||ﬁ|t S e 3ol /“‘LWWLJ
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q ACT I
[same|
Sco 9Bk, B, b Dol oo, Mt
et Al oty e g
o i e el nd B o, Mk o e
roand 7 haard.

AL (Bt Bt B, i Dy, Mot s |
Ninety-nine bottles of beer on the wall,
Ninety-nine boctles of beer,

Take voe down, pass 1t around,
Ninety-eight bottles of beer on the wall,

chmugmbotdaofbuon 1
Nisety-ight ot of bee n"'{aﬁ fone

(T g sy o e g e

BOO. ( Holding up # puaz of pader ) T pledpe, in frout of Father
Daneally, to geve up drinking in order to szve my marriage and
to make my wife 2nd son happy.

FATHER DONNALLY. Now sign it, Boo. ( Bee sgus it}
BETTE. ( Haggy.) Thank you, Boo. ( Kisses kim; to Fatker Dyn-
) Shoald you bless him or something?

FATHER DONNALLY. Oh, I dast kncw, Sure. { Blows than |
In the name of the Father, Son and Haly Ghost. Amen.
BETTE. Thank you, Father.

FATHER DONNALLY. Al problems can be woeked out, can't
they?

BETTE. Yes, they can.

FATHER DONNALLY, Through faith.

BETTE. And wall power. Boo, let's have anocher baby.
THOSE SINGING. { Feerbing )
" Take ane down, pass it around,
Godbksmm:mdal
(Lt

\‘j
&\ &mmw%m Perbgpt 10 mas e the
background.

BETTE. This s fun to go dancing, Boo. We haven't gone since



BOO. You're mighty peetty tonight, gorgecus.

BETTE. I wander if Bonnie Wikson grew up fo be prety. We

were the two stupidest in the cias. | don't think Joanie's mar-

fage is working out, Nikos is a louse.

%.Ithimhmimhmghlwoddjunorduinggingu

ae.

BETTE. The waiter idn't think anything about it. You think

everyone’s ooking at you. They're not, Emily said she's oing to

pray every day that this baby ives. [ wonder what's the matter

with Emily.

BOO. Your family's crazy.

BETTE. Dan't criticize my famly, Boo. Il get angry. Do you

think I'm prettier than Polly Lydstone?

BOO. Whe?

BETTE. You're going to have to make more money when ths

baby comes. | think Father Donnally s very nice, donft you?

Your father is terrible to your mother. My father was always

sweet to my mother.

BOO. 1 think the waiter thinks Im odd.

BETTE. What isit with you and the waiter? Stop talking about

the waiter. Let's just have a ice time. ( They dosce i silnz | Are
ng a nice time?

%%mw'mmmmmm

BETTE. Me too, Boo. ( They daws, chemed up. Light chonge |

Dt pash

MATT. Haldoy, an essay by Matthew Hudocke. Hobdays
were invented in 1203 by Sir Ethelbert Holiday, a sadistic
Englshman. It was Sir Ethelberts hape that by seting aside
specifc days on which to celbrate things~the birth of Chrs,
the death of Christ, Beowulf’s defeat over Grendel—that the
poplation at large would falinto 2 collective dep depression.
Hnﬁhysuwﬂhlg;ldalcjoymthummwhodidn't&ljoy-
ful on those days would feel bad. Single people would be sad
they were single. Married people would be sad they were mar-
ried. Everyone would feel disappointment that their fives had
fallen 50 far short of their expectations.

3
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A stall perventage of people, sensing the sadism in Sir Ethe-
bert's plan, did indeed pretend to be joyful at these appointed
fimes; everyane else felt intimidated by this small group's ex-
eessive delight, and so never owned up to being miserable. And
s0, 2 time went o, the habit of celebrating holidays beame

and more ingrained into society.
'+ Eventually humoristy ke Rabert Benchley wrote midly

X o . amusing essays poking fun at the impossibilfty of enjoying holi-

x}
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" days, but no one actually spoke up and attempted to abolish
them.

And 0, atthistime, the Thanksgiving with the gravy having
been such fun, Bette and Boo decide to celebrate the holiday of
Christmas by visting the Hudlocke's. { Maple o bt of Chrrimas
mastc. Emily s seor Kol and Sos. Bos i off o owe i, drmking
smething. Bete t o fo asoter side, loking gri, sbe o als loking

@ pregnast. Malt sits o floar neor Enuly ar Soot )

v EMILY. T think Christmas is becoming too commerrial, We
sboddnevcrfurgﬂuhmbmhdayw:malebnnng
SOOT. Thar's right. Whose bmldayarji*’hn;@. r

= EMILY. Our Lord Saviour,

SOOT. Oh yes, oimurse.ldmghlslmmmcr;hﬁm
EMILY. Jesus.

S00T. [1s 0 nice of you to visit us today, Emily. I dort think
P\tmmmmmmmy:t}w )ud anay.

. [,34 U8 Wil
.Shppyaslmdm:tommalmng,bm m enjoying
‘Smt.gaﬂmandnxanodmdnnk
BETTE. IF BOO HAS ANOTHER DRINK [ AM GOING
TO SCREAM AND SCREAM UNTIL THE WINDOWS
BREAK! [ WARN YOU! ( Pawe)
KARL, ( Lasks of Bete.) You're having another baby, woman?
BOO. I told you, Pop. Betsy has a Iot of courage.
KARL. You trying to kill Betsy, Bore?
BETTE. m going to be down in the oeher room. (Ti B
Skippy willtell me if you have another drink. (it
KARL. You sound ke quite a scout, Skip. Is Skip 2 scout,
Bore?
1, BOO. What, Pp?

- KARL Is Skip  scou, Bore?

\

{

Y SOOT.Iomabmwnic.(Rth&]

\’- "' ) 1 33



BETTE. Boo upsess Skippy's stomach. ( Sts dewn.) I'm not leav-
ing the room.  Peae )

SOOT. ( To Emily.) My friend Lot always comes out to visit
at Christmas time . . .

KARL. Her friend Lottie looks like an onion,

SOOT. Karl ahways says she looks ke an onaon. ( Dsesg her
fest ) But this year Lottie woa't be out till afier New Year's
KARL. She may Joak like 2n onion, but she smells like a gar-

N

SOOT. Oh, Karl. Because this year Lottie slipped on her drive-

way and broke her hip because of all the ice.

KARL. And she tastes like a septic tank,

SOOT. So, when Lottie gets here she's going to have a cast an
... Karl, where would they put the cast if you broke
in?

K:\Rll]?buitdncm’lhmhip.&ehaspiwsdmxhk

shin wrapped around a septic tank in the middle.

SOOT. Karl doesn't like Lote.

KARL. That's right.

SOOT. Karl thinks Lattie seuells, but [ think be's just kidding.

BETTE. HOW CAN YOU SMELL HER WITH ALCOHOL

ON YOUR BREATH?

BOO. Oh God.

KARL. What did you say, woman?

BETTE. You're tco drunk to smell anything.

BOO. Will you lay off all this drinking talk?

KARL. { Holds up i drk. ) 1 think it's time your next stillborn
yeas bapized, don't yo,

soon@'?( ﬁmam@muap

i Lighs hone )~ i

S~ .~';.\1’£V f‘n" ‘S?‘n] ‘!

Sm 92— Matt addresses the andience.

MATT. Twenty vears later, Boo has dinner with his son. (B,
Matt)
BOO. Well, bow are things up at Dartmouth, Skip? People in
the office ask me how my Ivy League son is domg.
MATT. [t all right.
BOO. Are there any pretty girks up there?

i

f

1/’]"! '\’)/‘l
[ T E TR
L.

MATT. Uh huh.

BOO. So what are you karning up there?

MATT. Tess of the dUtbesvilles s . . . I'm not up at Dart-
mouth anymore. [m at Columbia in graduate schoal.

BOO. I know that. | meant Columbia. How is it?

MATT. Fine.

BOO. Why are you still going to school?

MATT. T don't know. What do you want me to do?

BOO. I don't know. Your mother and | got divorced, you know.
MATT. Yes, 1 know. We have discussed this, you know.
BOO. I don't understand why she wanted a divorce. | mean,
we'd been separated for several years, why not just leave 1t at
that?

MATT. She wants to feel independent, | guess.

BOG. I thought we might get back together. You know, |
ways found your mother very charming when she wasn't shout-
ing, A man needs a woman, son. [ think your old man's gaing
o get teary for a second. Do you have any problems you want
o talk over? | Blzeks his g} I'm just an old softe. ( Matt sipr
ot of the scene. Boo steys in place )

MATT. ( s sudience.) At about the same time, Betie also has
dinner with her son. { Bate, Malt )

BETTE. Hello, Skippy dear. I made steak for you, and mashed
potatoes and peas and cake. How many days can you stay?
MATT. [ have to get back tomarrow.

BETTE. Can't you stay longer?

MATT. [ really have to get back

BETTE. You never stay long. I don't have much compary, you
know. And Polly Lydstone's son goes to her house for dinner
twice  week, and her daughter Mary gave up ber apartment
and ives at home. And Judith Rankle's son moved home after
todege and commutes forty minutes 1o work.

MATT. And some bay from Pingry School came home afier
dclass and shot both his parents. So what?

BETTE. There's no need to get nasty,

MATT. [ just don't want to hear about Polly Lydstane and
Judith Rankle,

BETTE. You're the only one of my children that fved. You
should see me more often. (Mot ks aghert )

MATT. That's not a fair thing to say.

3

87



BELLE, YOUTE TEOL 105 TOU T 01 0 (0 WI0g 9p we uare
dren that died; tha's beside the point. I realize Boo and I must
take responsibility for aur own actions. Of course, the Church
wast't very helpful at the time, but nonetheless we had brains of
our own, 5o there’s no point in assigning blame. | must take
respousibility for wanting children so badly that | foalishly kept
trying over and over, hoping for miracles. Did you see the arti-
de in the paper, by the way, about how they've disoovered 2
serum for peole with the R problem that would have sllowed
me to have more babies if it had existed back then?

MATT. Yes I did. ] wondered if you had read about that.
BETTE. Yes | did. [t made me fed terribly sad for alittle while;
but then | thought, what's past is past. One has no choice but to
acrept facts. And | realized that you must live your own life,
and | must live mine. My life may not have worked out as |
wished, bat still | feel 2 deep and inner serenity, and so you
mustrt feel bad about e because 1 am totally happy and self-
sufficient in my pretty sunlit apartment. And now 'm going to
dlose my eyes, and [ want you to go out into the world and live
your life. Goodbye. God bless you. ( Clsser by g5 )

MATT. ( 7s audience ) 'm affraid I've made that conversation up
tatally, ( They start the scont wer.)

BETTE. Hello, Skippy, dear. [ made steak for you, 2nd mashed
potatoes and peas and cake. You know, you're the only one of
my chikdren that lived, How long can you stay?

MATT. Gee, [ don't know, Uh, a couple of days. Three years.
Ouly ten minutes, my car’s double parked. T could stay eight
years if | can go away during the summer, Gee. | don't know.
(Lihs e

Scexe 23— Matt addresses the auduenve.

MATT. Back in chronology, shortly after the unpleasant
Christmas with the Hudlockes, Bete brings Boo back to Father
Donnally. ( Exs. Bete, Boo, Fither Dennally. Bett 10 6 foud temper. )
BOO. ( Rasding | | plecdge in front of Father Donnally to give up
drinking in arder 10 save my marriage and to make my wife and
son happy, and this time | mean it.
BETTE. Read the other part.

36

BOO. ( Reading.) And | promise to tell my father to go o hell
FATHER DONNALLY. O, I didn't see that part.

BETTE. Now sign it. (B signs it. Cassly, fo Father Dvesally )
Now bless us.

FATHER DONNALLY. Ob all right. In the name of the Fa-
ther, Son, and Holy Ghost. Amen.

BETTE. Now let's go home. { Bete and Beo oross & ansther part of
the stoge; Fasher Dowmally et ) Now if you give up drinking for
good this time, maybe God will ket this next baby live, Boo,
BOO. U huh.

BETTE. And I'm going to go to Mass daily. And Emy is pray-

mng.

BOO. Uh huh.

BETTE. You're not very talkative, Boo.

BOO. [ doa' have anything 1o say.

BETTE. Well you should have something to say. Marriage s
ifty- ity propositon.

BOO. Where do you pick up these sayings? On the back of

matchpacks’

BETTE. Why are you being nasty? Have you had a drink al-
ready?

BOO. No [ havest had a drink already. | just find i very
humltating to be constantly dragged in front of that priest all
the time 30 he can hear your complaints about me.

BETTE. You have an wiotic sense of pride. Do you think he
cares what you do? And if you don’t want people to know you
drink, then you shoukdn’ drink.

BOO. You are obsessed with drinking. Were you frightened at
an early age by a drunk? What 5 the matter with you?
BETTE. What is the mateer with yo?

BOO. What is the matter with yso?

BETTE. What is the matter with you?

BOO. What is the matter with you? ( Thir argument sinkes them
hfoy, oty g Lights chge )

Sene 24— Mt addresses the andience,

MATT, Shortly after the second pledge, Bette and Skippy visit
the Brennans to celebrate Joznie's birthday. Boo stays home,

7
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drunk or sulking, it's not clear. (Moo, Poul Bate, Emily,
Joovand Mot oon lysks prognant; Bete asa bks repmant. Morparet
avms downrioge avd odiesies e axdince |

MARGARET. All my children bve hoene, i€ so race. Emili's
heee, back from the rest home. And Joanie's here becanse her
marrizge basn't worked out 20d somebody has to watch all those
children foe her while she's working, poar thing. And Tom's
here sometimes, whea he gets fired or when his spasti colon is
acting up really badly. Then he always goes off again, but I bet
be ends up here Jor good eventually! ( Clackies, pleaind | The
oaly pee who hasn't moved back home is Betsy, because she's
stubborn, but maybe she'l end up here too someday. [ just love
having the children home, otherwise there'd be no ane t talk to
—unless | wanted to leam sgn language with Paul, { Lougés )
Scenctimes I'm afraidif [ Bad to chonse between having my cha
dren succeed in the world 2nd live sway from home, or having
therm fail and live home, that Fd choose the laster, But huckily,
1 buaven't had to choose! ( Snilr, smtams &0 the seese. ) Come om,
everybody, ke's cekbeate Joanie's birthday, and doa't arybody
rention that she's peegnant with yet anather baby.

BETTE. Every time ] Jock 2 you, you're using nose spray.
JOAN. You just got here.

BETTE. Bt the last time | was here. You're gaing to give
yourself a smus infection, )

JOAN. T already have  sinus infection.

MARGARET. The girls always fight. It's o cute. Naw, girls.
BETTE. Wel, you use too much nose spray. You might hart
the baby inside you,

JOAN, Let's drop the subject of babies, shall we?

BETTE I can't imagine why you'rs preguat again.
EMILY. Happy birthday, Joan! { Everpone lssts af ber.) | made
the cate. | beter go get it ( Enie )

MARGARET. Where's Booey, Bette?

BETTE. He's home, drank ce sulking, Skippy and 1 can’ de-
ade which, Where's Nikkos, Joan?

JOAN. Under a truck, | hape.

BETTE. Well, you married him. Everyane told you nce 0.

MARGARET. Tsn' that nie?

BETTE. Skippy aheays gets A's. Isltthe Mary Frances sl get-
ting F's? Magbe if you were bome meee, she'd do better.
JOAN. I can't afford 0 be home more. [ don't have a life of
lesure fike you do. | Ester Evily with th colz)
EMILY. Happy birthday, Joan.

BETTE. Hush, Emily. If 1 had several children, [d mate time
10 spend with them.

JOAN. You bave 2 home and 2 hushand, and [ doa't have
cither.

BETTE. Well it's your own fxul.

EMILY. Please don't argue, Bette.

BETTE. Why do you say “Bette™? Why not “Joanie™ She's the
ane anguing.

EMILY. Don't anybody argue.

MARGARET. Dun't excite yoorself, Eamily,

JOAN. You see what your talking has dose? You're gaing 1o
gove Emily ancther breakdown.

EMILY. Thats sweet of you to warry, Joanse, but Pmal right.
BETTE. { Ts fam | You're just a nearotic mess. You're guing to
ruin your chiklrea.

JOAN. Wel s lucky you anly have one to ruin, or else the
mental ward wouldn't just have Emily in it. { Enaly hss av st
atct )

MARGARET. This cake looks very nice, Emly. Why doalt we
all have some. T bet Skippy would like a piece. { Marpwret ats iy
fate and pacver f oovnd )

EMILY. We fafgot to have Joanie blow out the candles.
JOAN. There aren't any candles on the cake,
EMILY. Oh, I forgot them. T'm soery, Joanie.

JOAN, Why should I bave candles” [ don't have anything ele.
MARGARET. Poar Joanie.

BETTE. The dough's wet. Don't eat it, Skippy, it make you
sick.

EMILY. Tt it cooked right?

BETTE. 1t's wet, if's wet. You dida cook it enough.

JOAN. T don't ke cake anyway.

MARGARET. Lef's chasge the subject. How are you domg in MARGARET. Poor Joasie.
school, Skipgy? BETTE. Everything's alwa ie. But her baby's goe
MATT. (Glus. ) Fine, to Ive. B
3% L]
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EMILY, Oh, Bette.
JOAN. Well misybe well both have 2 miracle, Mtybumn’ll
live and mine'l die,

MARGARET. G“kﬂd’ Thmlmmfwﬁnbug
roem. Or for young

PAUL. (M‘uu dv.) 1A RIRCHGHRERA R
""@'O'Onuu-

MARGARET. Paul, stop it, Stopit. (MJ“"""“‘%"
chage.) i

'“[
Scene 35~ Matf puiy o sl coer Pawl and addoecses e
ewdievee.

MATT. The funeral of Paul Beennan, { Psul m & chatr with &
sheet sver fum, Frevet are Matt, Bate, B, Mm&dyju.)
MARGARET, Paul was a fine husband, Goodbye, Paul
( Ty )
BETTE. Boo, thank you for being sober todbay. ( Kuses ko
Laok how hagpy 1t makes Skippy.
BOO, Skigpy's drunk.
BETTE. That's not funny. { Exte Fatier Doenally)
FATHER DONNALLY. Dearly bereaved, Paul Brennan was
afine man, and now he's dead. T didn't knaw Paul very well, bt
I imagine he was 2 very nice man and everyoae spoke well gf
him. 'nuulhbtm‘tmi:lquahdldlhm.(hgh,
vergone kol fomy appelled)
lummbehwdmuomhm,hncodpubdddm
an this earth to adapt to circumstances, to do His will
I vens reminaded of this fact the ather warniag, when [ siw my
enlared garhage man eollecting the refuse as [ was on my wiy to
sy Mass. "Good moening, Father,” be said, "Nice day.” “And
whats your name?® | said. *Percival Prety, Fathes," be s
I il e more and then | said, *Andt how are yor—Per-
cival?” And he said, *F'm doing the will of God, Father. God saw

4

fit to take my little Buttermilk to Him, and now I'm emplying

the garbage,"*And who is itle Buttermilk?” | said, and be said,
*Why, Buttermlk was my daughter who beoke her neck playing
on the swingy." And they he smaed. Colored folk have funny

W

At Jud
Jﬂ.”l ’pﬁt&'(“ﬂ{ 3,;/)6:3

+ ideas for sames, 1 knew coe colored woman who named her
"‘ i dnuglm']mnymd ltwu’lmmfnqubhnhdnyl

g )
&V nulllhnlhmvihny‘lmlznlm-fwudl.udn
niow when | think of Paal Brennan, I'm going to smaile. {Smiles )
And then nothing can touch you, Shehar baeds mith Margont )
Be strong, dear
EMILY, Thank you, Fatber, foe you talk
JOAN, (o Pusl deod b ) Fve tarned against Grees afer
Nikkoe. You weee right, Dad, you were right!
MARGARET. Thank you, Joanie, That was a nie gesture.
) ' FATHER DONNALLY. Hello, Bette. Hello, Boo. You're
V' Fm"l""#"‘ m‘ .
WY BETTE Wsnothing,(Sadly ) meas, it il nodhin, (L

gt )
w‘ e (Dress s use el et

* MATl‘Mwhhomﬂfuanum,um
o etcerena. (Ente Karl, Ssst, Boo i ther baghtal astig” positions )
U)- OO, Pop. Emimlylhmmmnpuu.qh [ mean, soree-
d)x & thing happens, and then i stops, and
‘ KARLMunkamm?Hmd!thkphm

A\

\v&ﬁtm’
¢L" BOO, Bette wasn't that way when 1 marmied her, was she?
40 SOOT. Kad, s there still  space betwren my eyes?

t KARL. What did you say, Soot? m

¥ A somuomgmmm,um"idufﬁﬂ.&{'
qdnn)bmdwly:mdwhmyourmhmmtohu. /
you better watch it, "vww
KARL. Your mother's eyebrows are ki
SO0T. Ywmhmdmgwund Knllwhhl{

b said ; ot
i Y'B bhwiﬁmf&mmygum
) Orce there was & travelling salesma, Soot, wboruupimu
bum\\hunmmm
SOOT. 1 don't know this
KARL. The garl was anfalbino,Bore, you lintening, She was an
ahino humpback with a Barelip
BOO. I'm going to get a drink. ( Ent.)

\/\)\}\\k' bo(‘\\s%

mm"’ ’1 lm%wal W
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r ] 0.‘ " h: o
: PO, oy oS
' T g
AR gl s e g ) Wik s e i ot s g i, d_)
nd this albing humpback saw . ’
SOOT. Karl, Ihave is e 47; &( BOO. Will you two shut up? T donit want to bear a joke.. { Exie )
KARL. And w hisidickey,)and she sad, “What's that™ W-Hcdnmﬁmmhanhjuh
and he sid, That's my ey, "W KARL You tod i vroeg, Soot.
SOOT. K, you i thisiary to e, anshe i e . / i’;, SOOT. Tm sorry, Kar. P really ot myeelf oday. { T
ngm’hnﬂ,whnmmmw o b b ) Ty, By, By (Thy
W& and he ... Soot, what's the end of the stoy? }

| W

g SOOT.KatImhqmyommh&Ijh‘Md ’iw" 630 J" Scewe 27~ Bu, lingmpe e e ch hing
-\\;’:‘A\ KARL, WHATS THE ANSWER TO THE JOKE? e 20,
\\'bsoorr.(w.)mmmm.smmm ',[, /) s B

3f,¥ Maybe Bare koows. Booey? T to go home and ake 3ttt ) = - sn
N\mm e\ e oo
‘ o M it s-momnt ) Catholic can' use hirth con- 3™ el rioe. pudding’ for dimer agan,
s e What i the matier with Mary Jane?
,mthq’ﬂu!sa]nhwmmnc.(ﬂiaﬂm) o .
KARL. Yo tissed 1, Beo. m,m\'r )"L' Christopher Robin had weases and smeeles,

BOO. Did it live? o] They bundie him nto bis bed,
. KARL. Not salesthe recefindth tems. ; ?}) (Kl bk gy o tho b s, i)

SOOT. Don't tease Booey, Karl. Let's distract bim, see ifbe re- v / The names of the children are: Patrick Michael, February
members the joke. s A{ twenty-sixth; Christopher Tgger, March eighth; and Poch
KARL You tell it, Soot. AT Bear Eeyore, March twenty-fifth. Boamie Wikson 2nd [ were,
SOOT. No, I don't ike the joke. I just thought maybe he'd re- ,::" wese ., . { Calls ) Father Donnally! Father Dannally . . . ( Father
member it. Devsall eders mto Betes spac.) Father Dannally, can you help me?
BOO. It 't Fve. FATHER DONNALLY. I'l try. What's an your mind, Bette?
KARL. Tell the joke, Soot. BETTE. 1 know sometimes oee can misanderstand the will of
BOO. Pop, 1 don't feel like hearing 2 joke. God. But sex 3 for having babies, right? T mean, its not just for
SOOT. Poor Bocey. marriage. Well, even if it is somewhat, [ feel that [ should be 3
BOO. 1 should probably see Bette, but I dan't think [ can face mother; and | think it would be 2 sin for me nat to try again.
ber. y But I don't think Boo wasts me to get pregoant again.
SOOT. Why dan't you go get a drink, Booey, you Inok awful. FATHER DONNALLY. Have you tried the rhythem method?
]‘w‘gmtoguhoﬁeinﬂdﬁmjfﬁ@sl,vk ) BETTE. But I maxf o get peegnant.

KARL, Tell the damn joke, Soot. %% qn;fg FATHER DONNALLY. What does your doctor s2y?

| BOO. Pop, I don't want to hear a joke.
SOOT. s all ight, Booey. IT el it. Your father seems b
sessed with it

 KARL. | Ram ki cigaria hor otk ) Here, you'l e this.
* SOOT. Oh, Karl. (Losghs }JAl right, Booey, you ready?

BOO. I dorit want 5 et a joke.

. KARL. Youl like it, Boee.

SOOT. Now, Booey . . . {Bos srs ey ey fllm) ... i
7 0

BETTE. The problem is that all the babies die. I doa't see why |
have to go through all this suflering. And Boo never belps me.
FATHER DONNALLY. [ give 2 retreat for young married
couples every year i the parish. Why doa't you and your hus-
band come to that? T sure it will help you if you're having
trosble on the marriage oouch.

BETTE. All right, T'¥ bring Bocey to the retreat. Thank you,
Father.
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FATHER DONNALLY, You'se wekcome, Bette. | Father [hn:
),

;!PII'I'E)(MWN:&)M Boo. Booey. Boey,

Bovey, ( Eatr B )

BOO. Wiat?

BETTE. Booey, 'm pregnant agais, Do you think I'm going fo

e Ly b

b‘)‘t@éwl - The st Pt e B, B, At ale

et neabashedly pcaiir — v of hacm, ol szzfing mjes
and cntwrting b hody i peeenl e i, Towand e end, &y
ke pudeneg noier vt he e, Then e tends ap agare. AL presnt
ol rwping g of pposcal o vty | | b o cof
fre percokativg. ( He dbes sz ) Pr. B, Prpcpiptpeptyepept. Ba-
con'sbetvr, But chings Bke coffee and bacoa are important in 3
marrisge, because they represent thingy that the wile does to
ke her basband happy. O fat. ( Lawghe ) The wile cooks the
bacon, and the basband beings home the bacan. This is how
St. Paul s marrage, although they probably didereally eat
pock hack then, the cunag process was sot very well warked out

VP M, B, o, e dod ol (it st 1]
?ia‘ i), Ko, St Enr Fthe Dol
V8" PATHER DONNALLY. otherameof e e, e Son,
(4 and e Holy G, Amen. Good vening, oung marich.
,f\\ (Lavks sbo i for 4 e ) A | i e igh room?
b”f EMILY, I'm not marrid, Faher. | bope you diet mind dhat
AT

i Chea’s time, which is why so many of them followed the
Jewish dietary laws even though they weze Chrisians, | know
Ton gad to be bving now when we have cured peak and plub-
ing and shawers rather than back when Christ fved, Many
priests 51y they wah they had lived in Chrat's time 30 they
auklhvmliim;thtmdd,nfmum.hmhnm
mice, but P g 1 live son and tht | have n shower. ( Endy

f,Fr

' FATHER DONNALLY. On e conty, ' lghte. i
3 oot married either, {Langhs ) The theme of marmiage in the
, Cathobe Corarch azd m this retreat is centerrd around the story
" of Christ and the wedding feast at Cana. Jesus Christ blessed
" the young wedding coogie at Cana, and when they ran out of
& expensive wine, He performed His first miracle - He tock vats
1 of water and He changed the water nto wine. { Holds gl |
I have same wine night hee, (Sips 2 ) '
BOO. (T Bt ) He dronke. Why dan you try to get him 1o
i drikig
BETTE. Be quies, Boo.
FATHER DONNALLY. (Laugl, sovushy ) Please don talk
whren T ralkinng, {Sharts Aoy ek ) Young marreds have many
prnblesns to get wsed to, For same of them this is the fipst person
of the oppste ex the oter has ever known, The husband may
£t be used to having 2 woman m his bathroom. The wele may
ot be use 0 a srong masesline odor in ber bowce, Or then
the wide may not cook well enough, Henw many marriages have
fousdered on the ks of illccoked bacon? { Paue ) [ used 1o
amuse frends by mitating bacon in & sucegan. Would amy-
ane Jike w0 see that? { He losks o, foon, Karl, ond St nise
Sharbordr. dfieramann, Evuy, rlkee confised, m’ahlhldu
Fasker Doyl 18 oo o s oy g - f g

H

botkoed by kit ' pust s, vaws b e ) T ot readly o
questioen yet, Eauly. ( Emily bower hr ko, e i i e, )
Man and wike, a5 St Pasl s t, Now the woman should cbey
be husband, bt thaes not comsidernd 4 sery medern though,
nldon'lcmmrolﬂlhnmii.uriﬂ.h'lnhqym
tstands, but if chacs follows, dont bame me, The tower of
Babel 25 an image of chacs hus always Faxcinated e~ (Endly
e for fond, )

BETTE. Put your haod down, iy, ( Eniy does
FATHER DONNALLY. ( To Bete) Thank yous. Now I donls
men (o get off the point. The point s husband and wife, man
and woman, Adam and nb. [ dont wast vo dwellon the nequal
iy of the sexes beasse these vary from cougle o ouple -~ some-
fomes the man is stupic, sommetimes the winnan is stupid, sceme-
ﬁmMnnuﬂ.ThMimndu&mﬁimdm
by matniamesny to complete each echer, to papulate the easth
anedto glorify God. That's what i for. That's what i s for, If
yuu'te ki priest or & nus, you sermally get marmed. {
st he kond ) Yo, | know, you're nee married, Emily. Not
everyane gets married. But my comesents soday are geared fo-
wand the mamas penple here. { Evly ater doun b hand ) Man
and wide arebelpmates. She helps him, be helpy he. 1n sicksess

i
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aredin health. Aana Karenina should not bave left her hashand,
nior shiowkd she have jumped in froat of a train, Marriage is pot
2 step to be taken Bghily. The Charch does vt revogaize di
varer, it does permil it if you msist for legal purposes, but in
the eyes of the Church you are sill married and you can never
be unmarried, sod that's why you can never remarry after o di-
waaree because that would be bigansy and that's a sin and illegal
aswell,  Bovathvs ) So, for God's sake, if you're going 1o get rmar-
tied, pay adtentian to what you're daing, hiave canversations
with the persn, figure out if you really want to five with that
person far years and years and years, because you can't change
it, Priests bave it easer. I T chan't like my pastor, 1 can apply
foca transer. 111 don'y ke a househeeper, | can get ber ird,
( Lowks disgrantied. ) But a husshand and wife are stck together. So
know what you're doing when you get married. | get so ik
ol theee penple coming v me efter they're married, and they've
just gotten to know ane another aftr the ceremany, and they've
discovered they have nothing m comuon and they hate one an-
other. And they want me 10 come wp with a sobution, { Threes op
fur Aonds ) What can | do? Theee is no salution to & problem like
that, | can't belp them! 1t puts me in  termble position, | can't

say pet A divorce, that's against God's law, 1 can' say go get ——

sorme om the sade, that's againse Ged's faw, | can't say just pee-
tend you're happy ard maybe after a while you woe't knaw the
fference because, though that's not against God's law, not that
miany peaple know how ta do that, ard if 1 suggested it to peo-
ple, they'd write ta the Bishop coenplaining about me and then
e transfer me to some godlossaken place in Latin Amenica
withot & shewer, ancl all because these people dun't know what
they're doing when they get married. (Shaby bir bead) So |
mumble plutitodes to these people who come o me with these
imsoluble problems, and 1 think 10 myself, “Why ddn't they
thik before they gt marvied? Why does no one ever thnt? Why
dhed God make peogle stupid?” ( Pasie | Are there any questions?
(Bete e b b, s s iy Fother ackmunledyes B )
BETTE. Facher, if | ave a e i rather than a boy, do you
think it might five? Should | pray for this?

FATHER DONNALLY. You mean , . . 4 litle gurl 40 dean
house?

BETTE. {rrshatad. | No. T don't mean a littke gieh to clean howse

1

| mean that the doctors sxy that sometimes a fitle girl baby
fights infection beter than a lttk boy baby, and that mayte if
ave 2 Bl il by, the fighting between the Rh positive blood
i her body and the Rb negative blood in my body woald not
destroy her, andt she might live.  Pease. ) Should [ pray for this?
FATHER DONNALLY. By all mesns, peay for it Just don't
gt your hapes up oo high thaugh, maybe God doesn't want
you to have any more babies. I certainly doesalt sound lke i

1o tne.

HETTE, But | cos pray?

FATHER DONNALLY. Yes. You can. No ane can stap you.
BETTE. That's what [ thought. ( Envly e hr hund )
FATHER DONNALLY. (Drnsiing whstior she gong 16 107.)
Yes, Emily?

EMILY. Do you chink maybe s ey fuult tat al of Retses
habies die? Because 1 left the convent?
FATHER DONNALLY. Yes, I do L \
;Mll,\'.(&vih]OhmyGod (Iu

ATHER DONNALLY. T sorry, Eauil, ] was jus ki
Arclkrleuyupuﬁmubumm&ynﬁdmpldm
s ne i ) Well  dan't have time foe amy more questions uny-
way, Wel take u short break for refteshments, and then Faher
MeNuly will talk o you about sexual problems which [ not
very good at, and then you can 2 go home. Thank you foe your
attention. In the name of the Father, and of the San, and of the
Foly Ghast, Aeen, (Shrs b it )

EMILY. Father .

FATHER DONNALLY. Twas just kicding, Enily, | am sarry,
hmtm,lblvclopmlkhlllm.‘kmlhmﬁy
JOAN, You know, he makes 2 better piece of bacen than he
does a pries,

EMILY. I donit think he shonuld joke about something like that
MARGARET' He's 2 peiest, E:ilt; "
EMILY. !'know you've right, Mum, but everyane should want
m Our Saviour, thats mare important than having

MARGARET. Doc alk anymare, Eily,

BETTE. Did that make you feel better, Boo? Are VOu gomg to
be easier o five with?

BOO. { St ) Yeu, ity all better now.
i
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BETTE. Why won't you et anyane help wy?

BOO. What help? He just said that we shouldn't get married,
and that i we did, not to bother him with our problems.
BETTE. That' not what be said at oll

MARGARET. Hetee, dan't talk angimare. Hello, Mry. Hud-
bocke, Dhd you emjoy the falk?

SOOT. I'm sarey, what?

MARGARET. Did you enjoy Father's talk?

SOOT. You know, | can't bear you. | thnk I'm gomg deaf,
God, [ bope so. :
MARGARET. What de you mean?

SOOT, I'm stry, | seally can’t bear you. { Langhs ) I havent
been able 10 hear Karl for about three days. ( Laugks. } It's wone

el ¥
BETTE. You should see an car specialist d
- What? .
TTE, Oh,oever it Befh

Y. N, Gty ik . ThAESS
MARGARET. Emily, | i st to k. |1kea b 9.
BETTE, Well o you don't wast us o talk, what do you want us
1o do?
MARGARET. Dt be cranky, Betsy. Wel just all wait for

Father McNulty. Maybe hell have sumethi to .
( They all wart, Sovt mule.) W&t )
| Lie besings, (Linfh Lit g )

\,\\" { ¢ \;,\ (u\"" ))me EYO'H'OMTM

" S - Mt addres the a...m.a(

MATT. Twenty years bater, or perhuags anly fif ¢ ,‘:‘ !
for  divorce from Boo. They have been separated for several 0 11
years, since shortly after the death of the final child; and at the
suggestion of a theragist Bette has been seeing, ete decides 1o
ke the separacion Jegal in oder 10 formalize the beeakup psy-
chologically, and also to get betier, and mare regular, suppoet
payments. Boo, far some reason, decides 1o contest the dovoree,
and 0 there has o be tesimany. Margaretaod Joanie decide
that Cathobes can® restfy i divarce cases, even though Bette
had eventually testified in Joanse's divorce, and so they refuse 10

4

testfy, frightening Enuily into aprecing with them o, Blah
blah blah, et eetern. S0 in iew of other witnesses, | find mysedf
sart of having to testify agamnst Boo during my ssphomore year
at callege. [ am trying to work on & paper an Thomas Hardy,
bu fieed it difficult 1o concentrate, [ ly hame for the divarce
proceerbaigs, My mother's lveyer reminds s of my grandfathes
Pal. { Rete and Boo o oppacte s, Mt ., tifi, questioned
by Pasd sobo comer o lfe ot e, Hle stll s in Pl i
e o, b e s ot by |

PAUL. Eh!(:m.od'woingwngllmtmqhxghzﬂﬁ-
kehe® [ Tell me, Matt, do you thusk your father was an alco-
hofic! |

MATT, Whar?

PAUL. { Imisted ke caxt be undmtind, ar Posd asef 0 bv.) o
v g e ghfer s scgh cgha@@hc Do you thin
your father was an alcobolic? |

MATT. Yes, [ do feel he drank & fair amount.

PAUL, Ut us ee acgh acgha@@lehe? | But was he an sko-
halic?|

MATT. Tm really noe inthe position to say if anone s actuall
an alkeoholic or oot

BETTE. 1 have a calendlar here from the owelve years of our
marringe. Everytime it says HD, that stands for hall-drunk.
And everytime it says DD, that stands for dead drunk_ 1 offer
this as Ehibit A,

PAUL. { Telfiog ke 15 s0¢ der tars,) Enez own awk enn 00 abt
aia uh anm. [ Pease don' talk when you'te not on the sand |
BETTE. What! '

BOO. ! was never dead drusk, She has this thisg about drunks.
MATT. (o bt ) He said you shouldn talk when youre not
on the ytael

BETTE. 1 didn.

PAUL, (7o Bt ) Sseh, (Long getioe o Mot ) EW e s, lbd

0ok eheh e ar ahder ab ehey obazsn, itt or wher? | Tell me,
Matr, did you ever e your father, on any ccrasion, hit your
mother? |

MATT. Yes. Hardy wrote Tews of she Urberalles in 1691,
PAUL. (ot ) As oet ut ub s, | That's not what | asked |
MATT. Ok, I'm sorry. [ misheard the question.

PAUL. i e ee? (D8 he bt hee?] (Maker kiing muti, )

8
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MATT. Yes 1 did see him hit ber,

PAUL An!

MATT, Of course, she hit hiem teo. They bath kit exch other
Especially when they wese driving. [t was fsirly harroing from
the back seat,

BETTE He started i,

BOO, She'd talk and talk ke it was & sickness, There was no
way of shutting hes up.

MATT. Well | worhf bave appreciated your not arguing when
yuu wene driving i car. '

PAUL. (7o Bate ond B ) Fe ihhee! [ Be quiet!]

MATT. O at beast keft e hame.

PAUL. Stbh! ( Back 1 questivesng Mot ) E) ee att, oo oof i o
i Ihahf eher agh wh ink? | Tell me, Matt, do you fs yuur own
lile ever have & drink?|

MATT. Na I don't ke any happily mamed couples. Cer-
tainly not relatives.

PAUL. { fitated) As ottt b ass. | Tha' oot wha 1 ashed|
MATT. O, Tm soery. I though ther's what you asked
PAUL. Oo oot ih ar oha abf eher agh ub ink? [ Do you in
your own life ever bave a drink?|

MATT. No, my paper is n whether Eassacia Vye in The Betary
of the Natie s neurotic or peychatic, and bow she cwmgares 10
Eamily, That it what you asked either, is it? ' sorry, What?
PAUL. O vef mt’ {Do you drink? |

MATT. Ink?

PAUL. { Gt as 1f dhanking, ) Ink! lak!

MATT, No | don' deink sctually.

PAUL. EM ec att, urr 0o ubaagee ehn or erreny epyratrted?
[ Tell me, M, wese you ushappy when your parents sepa-
et | { Mot s ot o dor. P! rone rebont the sord “eharated” seomal
iy, ath Aond geture, Bulre Mok exdemtionds )

MATT. No | was glad when they sepuraied. The arguing got
anmy nerves 3ol ( Fawse.) I'd bear it in my ear even when they
weren't talking, When [ was 2 child, anyway.

PAUL. Enl ee at, 00 0of ink or ahies uz b goob aher® | Tel
e, Mat, do you thisk your father was & good father? |
MATT. Yex | am against the war in Vietnam, I surry, i that
what you asked?

PAUL. Deo oaf ink ee uz 2 gaooh ahzer? | Do you think be was
a good futher? |

MATT, Oh, Yes. [ guess he's been a good father. { Lisks e
raed |

PAUIL. ( Pyintivg of Bow, frubing for rorn pent. ) Bus dyoa ood ink
ce il abime or ult inkng babblim? |But do you chiok he bad
some sort of drmking probleen | ( Maker drivhyeg g )
MATT. Yes, | goess he probiably does have some sort of drink-
ing groblem. ( Baarving ueeked 3p. ) | mean it became such an
st it peemy suspicions 20 me that he didn't just iop, he kept
saying there was o . . Fuls bockt ) well, it was odd be dickn
stog. I¢ really ot my place to be saying thin, | would peefer |
wasn't here. Powe. Malf 1t unconfortable, Aar deen amcseyforaile
selatng &y Bow for the ol o, )

PAUL. Ore eheooox, 2t Yoa're excused, Matt.|

MATT, Whar?

BETTE. He sasd you were excused.

MATT, O good. ( Pt exts, or poes bk andmpbeet. )
BETTE. Thank you, Skippy, { Keiser fem, )

BOO, Well, san. Have u good time back at schoal,

MATT. Thank you. s behind o this papes [mdaang, { Fasce.)
1 hiave 10 get the plane,

BOC, Well, have s good trip. ( Lookr embarmacin, cals )
MATT, Thnk you, { Bete st exib. Mot adveses the andionce )
Estacin Vye is defimitely neusotic. Whether she is pychecic as
wellis . In R of the Native, Hardy is dealing with some of
the emutional, as well as physical, dangessinthe . . One bas o
be very careful in ocder to protect oaeself fram the physical and
emotjonal dangers in the workd, One must abways be carefi
crosang streets in traffic. One shoukd try not to live amywhere
near & nadear powes plant. One sbowld vever walk past a build-
ing that may have a suiper an twp of it. In the sumamer one
shoukd be cer the alert agningt bees and wasps,

As to emotional dangers, ute showd always try to avaid crazy
people, rspecially in marriage oe live-in sitsiations, bt in every-
day Hife e well. Although crazy people aften mean well, mean-
ing well is not enoigh. O sorme level Artils the Han may have
meast el

Sometimes it s hard 10 decide i a person s crazy, like Entacia
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Vye in The Retre of the Notiee, which is the togic of this paper.
Sote people may seem sane at first, and then at same Inter poiat
tuzrm out to be votally crazy. I you are at dinner with somenne
who suddenly seems msane, make up some excuse why you must
Jeave dinoer immediately. If they don't know you well, you can
sy you're & doctor and pretend that you just heard yoor beepes.
[ the crazy persan shoud call you bases, either to express anger
1 your abeupt beave-taking o 1o ask for medical advice, caim
the connecton is bad and hang up, 1f they call back, I'm afraid
you'l have 1o have your phone namber changed again, When
pun!llbtphqmmplnymmgﬂhi.ihhmmtht
line seems stupad, hastike or crazy, sunply hang up and ca the
phone company back again. This may be done as many times ay
necessary wetd yu g sseme sane. As the phooe company hay
many employees. ( Braatber ) It s cifficult o totally protect ope-
self, of course, and there are many precautions that ane thinks
of only when ifs oo late, But, as Virginia Woolf poirsed out in
zowummmm-ammm.w:mg
aall

Sametieme after the divarce, fve years or fifieen o something,

Skippy s inner with Kt hod St and Masgaret and P U R

Karl s near 80, Margaret is seaile, and Paul and Soot are
3oy G small piler Ge SiFin thirr \Q'

5 }Scmﬂﬂ-lﬁmiidauhﬂdjn Pl nd S
(VAP o b el did. K s oy e
v’\ and hinnl§: Mangare > disrated wnd onpue

MATT, Hello. Nice to see you 2,

MARGARET. Emdy! Hub-huh-huh. Tom! Nurse! Hub-huh-
bk, ( Note: the Nod-bad-huk” sound o5 et fike loaghter, dat 1 & ner
anu i, dund fily and otk oty thvaghot b sene. Taek
mcally speakavg, o' ke g mold! oacal exencase msing the dhapbragme, ke
an engviey caugh fler wlh 2o reed cougt Bedind 1. 4 )

KARL. You're Skip, aren't you?

MATT. Yes, You remember me?

KARL. Yes [ remembes you.

MARGARET, Doctor. Mama, Huhehubhub. Hahehub-huh.
KARL. T Matgaret. ) Shut up,

MATT. { To Karl, weth sersumess. ) What do you think 1 sbould

i

\
My
¢

o with my life?

KARL. Well, don't masry Soot.

MATT. Yex, but you know~

MARGARET. Emily! Hah-hub-hoh.

MATT. Everyone | kaow is divarced except for you and Soot,
and Margaret and P, Of course, Soot and Paul are dead, but
you 4l staved married right up until death, And | wosdered
what mistakes you thooght | could avoid based oa all your ex-

perience.
KARL. Don' expect much, that’s for starters. Look at Bette
and Bare. She kept tryig to change Bote. Thats idotc, Don't
Iy 0 change anybody. 1f you don't ke them, be mean 1o them
llwunm;tryoogudmmmindiflbnumyw. hut
don' ever expect to chinge them, ( Matt awsiders ke )

MATT. Do you agree with that, grandma’

MARGARET, (Seeing Mot for the fort e, s ooer 0 hom )
(o to the buperdy san ride zone a bat.

MATT, Baperdy!

MARGARET. Lamin fortris trexin home. Enmly!

KARL 11100 bad Paul's not still alive. It would be interesting
10 hear them talk together now, Mot lsmgh o dhu )

MATT. Grandua, try to be hoid, | think Karl's advice makes
sense, sart of, if you're in & bad mammiage. Hut what il you're not
in a bad marriage?

MARGARET. When the bob?

MATT. ! siid, do you agree with Karl? O do you see same:
thing more optimistic?

MARGARET, | want Emily to clean the mirrors with ik of
mlmminlkmhmmdlky&n‘lymy.
KARL. At Jeast that's 2 complete sentesce.

MATT. Enily's st here right pow.

MARGARET, Everyane's 5o late. Dabble morning hunting
back, Bely, Hub-huh-huh.

MATT. { Gase ap om Mg, back bo Karl ) Yoo koo, | dici
hwmuﬂﬁouhﬂmmmyumg.uum
and Paul either, for that matter, Maybe your marrages woe
happy. | bave o0 way of keowing,

KARL. I never expected much from life | wanted to get my
way in cverything, and thar's abeut all, What did you ask?
MARGARET. Hub-huh-hub Joan. Emsly.
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MATT. Why dd you marry Soot?
KARL No reasn. She was much prettier when e was

younger,

MATT. But surely yon dida't marry her because she was peetry,
KARL. Don't tel me what | did.

MATT. And why did everyone call ber Soot? How did she ges
the name Soot?

KARL. 1 don't remmember. Was ber name Soot? | thought i
was samething elee.

MATT. | thisk ber nae was Seot, Do you think | misheard t
ull these years’

KARL. | coukdn® say,

MATT. Why werr you so meatt 1o Seot?

KARL. Why da you want to keow?

MATT. Because 1 see al of you do the same thing over and
over, for years and years, and you never change, And my lear is
that 1 can see ll of you but not seo myself, and maybe I'm doing
wenething simmilar, bt | just can't see it. What | mean to say is:
did you all ietend 1o live your lives the way you did?

KARL. Goaway. | don't ke talking 10 you. You'vean iritating
young eman. ( Matt feases the sene. Karl, Morgorn, Sovt end Pasd en

ki) £y VSR AT

S 3.

MATT ( Tiyong o foud s plae. T smdionce. ) Back into chmvmol-
ogy agaie. Bevie harkthe first biaby, that s, the first dead buby,
in 1931 or something. And then the secand one in 1953 r § or
wenething, and then . . ( Entr Eaniy. )

EMILY. Hello, Skippy, dear. How does this sound 10 you?
( Reods from & moke.) “Plesse forgive wy amnoying qualities, |
ke that | talk 10 mach about 2 thing and that | make people
nervous that [ do . | ans prayiesg that | improve that fault and
beg that you be patient with me."

MATT, Wha is that to, Emdy?

EMILY. [ dont know. Wha do you think # sbould be 107
MATT. [ doatt know. [t would be up o you,

EMILY. Do you think if's afl right?

bl

MATT. 1 don't think you should be % bard o yourself, but
otberwrse | think ir's fine.

EMILY, O, thank yos, (Entr.)

MATT. Okay, Just 2 dreams must be anabyzed, 5 misst the
endless desails of waking life be considered.

Having intelligence allows one (0 analyze problems and to
make sense of one' life. This is difficalt to achieve but with
perseverance and persistence it 1s possibile not even to get ol of
fed i the marning, To sleep. To sk, perchance o dreasm, to
take the phoe off the book and simply be unreachable, This is
lexs dramatic than suxide, but mare resernble

| can't make sense oit of these things anymore. Um, Bette
gues 10 the huspital for the third time, und there’s the seroad
deail baby, and then the fourth time, and the third dead baby,
sad then same timoe after Father Doenaly's marriage retreat,
Bette goes to the huspital for the fifth time. The fur child of
Beete anid Boo,

Scaxe S2—Faie Bas. He ond Mat are 1w dher Swushieg’
Pouitions, back 1u the hosgolal

0O, You doelt have to wait here, Skip, if you dan't want.
MATT, it's all nght, .
OO, Wha keces, maybe it wall five, The doctors sty o if's 2
girl, giels sometizmes fight Barder for life. Or something. ( Pesse)
You daing wed in school? '
MATT. Ub hub. { The dackor throer the baby, in @ pink Honkel, 25

m’(m.y [t was a girl,

BOO, You have any problems you want ta talk oves, son? Your
obd man coubd help yoo vut.

MATT. T'l be cutyide a minate. | Exbr. Exier Bete)

BOO. Hette, let's oot have any more. (Mnﬁ)l’wvu
enough babies. They get you up i the mickdle of the nigh,
dead. They disty their cribs, dead. They need constant sien-
tion, dead. No more babies.

BETTE. | dun't lose you anymoee, Boo,

B00. What!

k3
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BETTE. Why do you say what? Can't you hear?

BOO. Why da they mever have a bar in this hospital? Maybe
there’s one on anather foar, '
BETTE. Im tired of feeling alone tafking to you.

BOO. Maybe Tl take the elevator to another foor and check.
BETTE. They don't have bars in haspitals, Boo.

BOO. 1 think I' walk down. See you later. { Exts)

BETTE. [ feel alone, Boo. Skippy, are you there? Skippy?
{Enter Matt)

MATT, Yes.

BETTE. Would you move this for me? { S8 mdiates dood baby an
i, He gexgely places o offage ) Your father’s gone away. All
the: habies are dead. You're the oly thing of value left in my
fife, Skipgy.

MATT. ( Witk growing anger.) Why do you call me Skippy?
Why don't you call me Mart?

BETTE. Ifs my favarite movie.

MATT. My favorite movie i Citzen Kove | don't ca you
Cilizes K.

BETTE. Why are you being fresh?

MATT. T don't know.

BETTE. I don't want to put any pressare oa you, Skippy dear,
but you're the anly reama [ have Jeft for living now.

MATT. Ab,

BETTE. You're so uresponsne.

MATT. 'm sorry. 1 don't know what to say.

BETTE. You'rea typical Cagmicorn, cold and ungving. I'm an
Aries, we ke fun, we do three things at once. We make life de-
cisions by writing our optians oa little pieces of paper and then
throwing ther up in the zir 2nd gong “Wheeee!" Wee wee viee,
all the way home. | should have had more babies, 'm very good
with babies. Babies gie to you, then they grow up and they
don't give. If [d had more, I wouldn't mind as much. I don't
mean o be eritical, it's just that 'm sovery .. . ( Losks rod, shakes
Rer dad } T need to go to bed. Come and read to me from A A.
Miine until [ f2 askep, would you?

MATT. All right. ( Bt starts fo lawe.)

BETTE. ( Suddmy tesrful ) I don't want to call you Matr,
MATT. That's all right. I¢’s fine. T be in to read to you in 2
minie, okay?

%

BETTE. Okay. { Bete evis.)

MATT. So | read ber to sleep from The Hosse of Pask Cimer
And then | entered high school, and then [went to college, and
thea they got divorces, 2nd then | went to graduate school. [
dedyingﬁmﬂndyhauﬂtmduied]mh
Coarad. Oh the borrar, the horrar. [ afraid what happened
neat will sound rather exaggerated, but after she divarced Boo,
Betie flt very lonely and unhappy for several years, and then
she married another aicohalic, and then after twn years that
bmktnp,andtbmd!gulcam:r.l},uhilml'mlhhty,aﬁl
visit her oace more in the bspital

Scese 33— Eredy pucker Bae ov in o whodcharr Bete
dsem] bk el

EMILY. Doesn't Betre ook well today?

MATT. Very well

EMILY. Let's join hands. { Hrids Man and Bets honds | In the
nare of the Father, 2nd of the Son, and of the Holy Ghast,
Amen. Heavenly Father, please lift this sickness from our be-
loved Bette. We place ourselves in Your hands. Amen. (To
Bez) Do vou feed any better?

BETTE. The pain s a lttle dulier.

EMILY. Well maybe | better go to the hospical chapel and peay
Same o,

BETTE. That would be nice, Emily. Thank you. ( Endy et |
I've spent a kot of time m haspitals.

MATT. Yes,

BETTE. I sometimes wonder if God is penishing e for mak-
ing a second marriage cutside the Charch. Bot Father Ehehar
says!hllGodlurgi\'amr,mdbﬂidmhtmdmnia;tis
over W 20YWaY.

MATT. 1 dont think God punishes peaple for specific things.
BETTE. That's geed,

MATT. | think He punishes people in general, far oo reason.
BETTE. {Laphe ) You always had a gred sexse of humoc,
Skippy. The chemreherapy hasa't been making my hair &l out
afier all. So | haves't needed those two wigs 1 bought. The
waman at Lord and Taykr's looked at me so funayy when 1 said

)
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| eeeded them because my bisir was goisg (o out. Now ste
difn't have & good senoe of humor. Broly bronghet me this boak
on heafing, all about these cases of people who are very ill and
then sameon pways over them and places their hand on the
place where the rurmor 1, and there's this fecling of heat where
the tutnoe is, anl thern the patient gets completely cared. Would
you peay over e, snd glaoe ynue hand an my hip?

MATT. T'm afeaid [ o't believe in any of that

BETTE. It wan's kil you ta try o please me,

MATT. All eight., ( Putr far Aend ae ber ot )

BETTE. Naw say a prayer,

MATT. (Sond quakly e bef o panchinl sebvel chulgbosd ) Hail
Mary, full of grace, the Lord s with thee. Besnd art thou
amongst women, and blessed i the fruit of thy womb, Jewss,
Haly Mary, mocher of God, peay for us siners, pow and at the
houe of aur death, umen,

BETTE. | thank | frel a warmih there.

MATT. (Mot ) That's good.

BETTE. You're 30 cobd, you weat give anything,

MATT. 16 1 don't believe m prayer, you shouldn't make me
peay, It feels funny,

BETTE. You're just like your father — unrrsponsive.

MATT. Let's not argue sbout this.

BETTE. All right, (On o plssawtr byt | Do you remember
when you used to smed your father’s breath to see if be'd been
(rinking? Yous were such a cute child, 1 se your father bt
week, He came 10 the hospital to visit

MATT. Ob, how is he?

BETTE. Well he's sill nsad at moe about my second marrisge,
but in some ways be's always been @ swert man. | think the
yeans of drinking have done: samething to bis hrain though.
He'llbe talking and then there' be this boesg pause Khe be's gone
o skeep ar soenething, asd then finally he'l g on agaim (ke
oaings hgpne. (Bt o, g fe

BOO. Bette?

BETTE. Oh, Boo, | was just taking about you. Lack, Skippy's
bere.

BOO, Oh, Sk, How are you!

MATT. I'm fine. Hi. How are you’

b

B00. You ook good
MATT, O yes? Do you want a chair?
HOO. What?
MATT. T get you a chair. ( He dher )
S

, IS
MATT. Do you want 10 sit? (B bty wnconpecbeing ) Ive
licaught you a chiair,
BOO. Oh thank you. (St
50O, | you flowers,
mmyw { Boo b them b bt )
BOO. { To Matt | Your mother will bk very peetty.
MATT. Mother sud you came to visit st week.
BOO, | came last week.
BETTE. He tepeats bamself all the ume.
BOD. What? )
BETTE. | said, you repeat yoursell. (Bop bobs sveped} Bt iy
ckanug.m.un!)YmMuﬁ!dmltlkmndhﬁ
arse

BOO, Your okf man sl has an eye for the ladies. 1 was here
fast woek and there was this . . . (Lang pawit; Ae s, Navk. )
BETTE, ( 7 Matt.) See, he's doiag i sow. h.l!)“!!lﬂt?
foo? (Simgs 1o Al ) God bless Bete and Boa and Skippy,

an,

BETTE. She thought he was ber grandfaches.

BOO, What?

BETTE. Youle too akd for her

BOO, What!

MATT, Mayke he's gune deal,

BOO. No | can hear. | thisk ify my beaine

BETTE. Do you retember when you riend o vacuum the gray?
800, No

BETTE. Well you did. It was very funay. Not at the time, of
course. And how you used 1o keep beetles bidden in the cefar
And all the dead babies. .

BOO. (S, baggy.) Yes. We i sume good times,

#
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BETTE. Yes, we . And do you remember that tinse afier we
gou divoroed whes 1 came by your office because Mes. Wrighs
ihed?

MATT, Mny, Wright?

BETTE. You were at college, and [ dicn’t have ker very Jang,
Stie was a parakeet, (Metf ruddenly cooprobmes ueth am ‘sh”or ‘54"
snd ) And T calledd her Mrs, Wright because sbe fived in 2
Frask Lioyd Wright birdeage, | think, Actually it was a male
parnkeet but | liked the name better. Anyway, T hept M.
Wright free on the screen porch, ous of the cage, becase she
[ikest i that way, bt she'd alwaays 1ry 1o folkow me to the kitchen,
30 1d have to ge1 to the parch doar before Mrs, Wright, and |
abways did. Exvept this ane time, we had o tie, and | squashed
Mrs. Wright m the doar, Mary Roberts Rinehart wrate a novel
called The Doar bt 1 ke her Tisk staries better. Well, | was
very upstt, and it almest made me wish | was still marned to
Boo s he could pick i up, So | went 10 Boo's office and [ sad,
“Mrs. Wright is lying on the rug, squashed, come help, and
e did, ( T B, stk great affitane ) You were very good. (To
Matt. ) But then 1 think be went out and got drunk.

BOO, 1 remember that parakeet

MATT. Why did you drink” ( 7o Hente ) Why did you keep 1ry-
ing t0 have babies? Why dids't Soot leave Karl? Why was ber
nanie Soce?

BETTE. | don't know why her nsme was Soot. | never had o
parakeet that talked. § even bought ane of thase recoeds that say
“Presty bhoe boy, peetty biue bay," but it mever packed i€ up.
Boo gucked Mes, Wright up. Asa joke, | called people up and |
pliyed the vecard over the phone, pretty b boy, pretty bive
by, gopehept i, “Who s his” Euepe i, s
tried to bave o conversation with the recard.

BOO. | remember that pucakeet. You shut the door ca it
BETTE. We moved past that part of the story, Boo, Anyway,
then [ eaBled Boomie Witsan and [ played the record for her, and
she knew it was me right away, she didn't even bave 10 ask, Ity
nioe seeing your parens together agaia, 't 1, Skigpy?
MATT. ( Tiokm aheek, Aut thes if s wie, ) Yo, very mice

BOO ( To Mot ) [ was just remembering when yon were alittle
boy, Skip, 30 how very dhrilled your mother and | were 10
e vou. Yo had all thas hair an your bead, 2 ot of hair foc a

hby.ndm;hl.nhmnit&mﬂ:ybm,hnwwn

very happy to have you, and Lsid 10 your mother . Pewr

he by smather Mschoul, stows . )

BE'!'!'E.pr,thmhpapin.lno?ﬂqo?(Mp.)l

beter ring fo the aurse. | need & shot for pain.

MATT. Shouid I o?

BETTE. No. Waie till the nurse comes, :

BOO, { Cormang hock | .. o youse miother, “Where do you think

this Tt imp of  baby came from?”

BETTE, We finished that story, Boo.

BOO. Ob,

MATT. | do need 1 catch my train

!m&lrnninulfulph.ltlphuﬁlm(m

s, s wesy, m)b,h&m.&mhuhqa.du

o b et

BOO. Beste! Betsy?

MATT. b she seeping? ( Mat itk s Beiaton el fr o pulie
ju b ok, Eter Erly )

EMILY. O hello, Boo. I(s mice 1o 3¢ you, Are yuu all nght,
oy’

Skiggy? ‘

MATT. She doed, Esily.

EMILY. Then she's wih God. Lefs say & prayer over ber.
( Evily and B sy by B bty Mune to ‘Hie and Bov"musd i
Rad sy, Mt pat o e ) '
MATT. Beite passed into death, and is wich God. She is in
bmmwhtﬂwhahmmnhdlkhlhhubdm
and whete she waitsfor Bao, and for Boanie Wilsan, and Emly,
i Poch Bear and Beyare, and Kanga and Roc; and foc me.

(Ligtesdim. Fnd of play |
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AUTHOR'S NOTES

I feel particularly dose 1o “The Marriage of Bette and Boo,"
and to the excellent production the play recetved this past spring
at Juseph Papp's New York Shakespeare Frstival,

The play itself has n rather dong history. | wrote the first draft
of the play—a 45 minste, one-act version-—-when | was sill »
student st Yale School of Trama, and it was produced there nyy
final year (1974}

The play had the same chiracters ane the sime nusber of
willborn chiddren, bul otherwise was much more Setcdfike,
aned by emotional anpact was (ar mare eiptical. For instance,
the scene at Thanksgving, Bete's phone call, Matr's dinner
with the dead grandparents, the divorce scene, the final hospital
soene~all these were not in this early verisan.

The one-act version received @ very good student produc-
tion directed by Bl Ludel, and featured (amang ethess) Kate
MiGregor-Stewart as Bette, Joha Rothman as Boo, Franchelle
Stewart Darn ay Emily, Walton Joees as Fr, Donsally, and
Sagoarney Weaver a Soat,

Al Yale my work had bern controvensal up 1o this poinr,
especially *Better Dead Than Sarry," which festured Sigourney
Weaver singing the tile song while recesving shock treatments
*Bette and Boo,” though, seemed 1o win over a far fanger sudic
ence fo my wark (at Yale, that 1), and was said 10 have moee of
a sense 0f roeepassion m the midst of the dark bumce.

There were subsequently four other productions (that | know
ol of the one-act versinn. The first was ot Wikamstinen The-
atee's Second Campany, divected by Peter Schifier. | dicn' see
thes productian, but heard pasitive reposts, and was espectally
gracified to bear it was 2 big success when presented at a wamen's
prisan where the inmates apparently got indo cheering on Bete
anl, well, boceng Boo.

Then there was a sumemer Yale cabaret veryion, directed by
Walton fones, and fraruning Christine Etabeook as Bette,
Charles Levin as Boo, amil (sb-hem) Mery! Streep as bitter sig-
ter Joan, Then a workshop at Chicaga's St. Nicholas Theatre
Company (now closed, and lamested). And finally a Printeton
College unlesgraduate peuduction, directed by Mitchell Jvers

and with actress-writet Winsie Holersan 1 memorable, gigghng

Soot.

Argund 1976, | decided not 10 et the one-act version be per-
farmed amymote, because [ flt that the material could be ex-
anded 1o fullJegh, und | wanted to hokd off wider exposare
el "t
The play “fech” ; assume;
Mb?’hymwpmdlhthhamd&m.
and Boo do not in mamy significant ways reflect my parents
lives, Many of the surrounding characters and eventy are in-
deed fctipealized, but there is 3 cove 1 the play that is pretty
much mwoted m my past, Lo

1 wigte the first *espansion” of the play sametime in 1980,
and bad a reading of # ¢ the Actors Sadio. Having et Jooeph
Pnpplkwdmbym.la&dhimupml‘dndhmﬂ
could arrange a readig of the play for him —which | . From
that reading, | did various rrwrites, especinlly relating to Fr.
Danvaly, o t the characer of Mt which was slmost o
existent in (he one-act yersion. .

For complcated reasons, the play kept o being scheduled
wulhmmkm.thwpkmdidnllkh@c,
thanks 10 Papp's nterest, and to the support of Gail Memnfield
and Bl Hart in the play department, and of athers thee as wel
{Rabert Blacker, Lyn Helst, John Ferraro, Morgan Jennes).
I the sumemer of 1904, Pagp and | ugreed wpon jerry Zaks
s (Grector, and the play was scheduled for the 84-05 seascn.
Zaks, as original direcsar of *Sister Mary lgnum."&.ymd
Mw'(df'Bmdnly}.md'&bywightbf&M, hadl
Mbcm:mwhlnhspdﬂiﬂmqumtmd
ous familiariy with one another has made for that wonderful
ease and shorthand that somerimes happens with a bongterm
callabocatyan,

M. Papp (1 do call i Joc, bust Cacholc sehoelboy manners
are hard to beeak) was very much of the opinioa that | should
play the part of Matt suysell. Just as Tom in “The Glass Menag-
erie” *feels” like an author sarrogate, 1o does the part of Matr;
ulﬂhpp,wmwmmpzdmakwﬁga,ﬂtuny
dninyhrd:wmhud-umydduﬁ:gwuh&'ws
voice” nature of the part that might gay off
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£ was fearful that it might seem seif-indulgendt oe self-pitying
1o have me play Maat; bur conversely | 2 thaught i might
woek fine, and | had had success sometises acting m my own
plays at Yae (though never in parts that had any biographical
reverberations). Flus, 1 thougit that if T were to turn down the
chance, | would shways wonder what it might have been bk, So,
parncularly snce Zaks was 1o be at the helm, | chose 10 chance
it (1 did tell Jerry before rebearsals that | wouldsr hate bim if
e decaded it wasn't warking and | should be replaced )

Performing the role, particulery o previews when it wis
very oew, sometimes struck me 28 a peeposterously public man-
ner i which to seveal some rather persanal thoughes and feek
ings. Since | dant ferd F'm casdly open about emotans ta begin
with, it seesned terribly odd to me that | had got ayself into this

pasitian.

Most of the feedhiack | got on my doing the part was extresnely
pasitive; and | know that the last sceme in pusticular, as expen:
enced from insice it (anvl shared with sctors Jaan Alles, Graliam
Beckel and Katheyn Grody), seemed suffused with a sense of
eting yn 4z Gnsbang that acknowlelged anger but ende,
bascally, with—=well, | was gaing to say with acoeptance and
bove st thit sorans gfth aned rhythmically convenient. But then
that probaby 1v what | mean. | know that acting the last scene
did feel extrerely positive and oot at ll despairing (though ces-
tainfy sadness was there).

Some peaple, I'm told, dismiss this play a5 too angry; | dan'
agree with them snd feel they may be deaying something I've
fiumd to be tnse: tht unless you go through all the genuine
anngery you feel, both justified and unjustified, the (eefings of
Yove that you do have will not bave any Jegitimate base asnd will
be at least partally falye. Plus, evestually you will o crazy.
Well, anyway, ' glad [ wrote the expanded versan and cat |
pilayed Mart

The production of “The Marriage of Bette and Boo at the
Public Theatre was the most positive and joylil experience [
v had m professtona! theatre up to this paint {asd | say that
having liked most of my theatrical experiences). The peasure of
working with Jerry Zaks again, total agreement with all threr
designeny, the support of all the departments in Papp's excelfent
New York Shakespeare Festival—this made for a production

6

ap:mnunhnudmbads.lmymdwwhhmix,

bot it woald be pointless not to acknowledge it

Asfar the actory, ve usually el ondness a0 sdmiracon foc
ﬂhmhuﬁdmmmmmm‘wm

¢ 1o be an especially dose ing one :

Wﬁw IOpansmolwyilgiu,ofm.m:dl?m.n
rather meaty in ity way, and a (ew days after our apening 18
carly May, all lOqushtdinanani:awndwa{tmblc
Mum‘&nﬂ.'uuwwdpnhdlmw
yelves, consisied of Joan Allen, Graham Beckel, Olympa [
kakis, Patricaa Falkenhaia, Kathrym Grody, Bill McCutcheos,
13 Moor, Mercedes Ruehl, Richard B. Skl and myself. God
dess s, each und every one. '

1 sho woo an Obie for playwriting, Jerry Zaks for dsection
(and for hus direction of Larry Shoe's “The Faresgner”), and
Loten, Sherman for his set designs over the past conple of sea
s, inclucing “Bette asel Boo.” One wants to bt how impor-
tant awards and critical praise seetn for al the times coe doesnt
rceive them, asel foe the instances when fine work of otbers
ot get acknowledgement, But that said, we weve pretly
hapgy about the Obies

Well, anyway, it was a termific experiee.

SPECIFIC NOTES FOR ACTORS AND DIRECTORS

1 amt in the habst of weriting motes 1o the acting editions of my
pllyninanmmpunoﬂrrwulwwldnymhﬁmmd
actors of a future production if § were able 10 be peesent during
thei rebearsals. The notes are ot meant 1o inhibit the creatrve
npdmoleitbudimwacmt.wmhdpdmfymym
fusing aspects in the play or in ity production, and to offer my
yleas on what acting tone best serves my wirk, Wordu'n_nnh
recise up Inapaiu,nywmmnmmsmdmimgpdg-
ment will have to be your ehief guide. But [ hope you will read
these notes b you might have a coaversation with me &l 4 pre-
production meeling,

BETTES NAME.

1 inteeel the niame “Betie” 1o be pmomud & “Bet’ —une
syilable, which better contrasts with her nickname of Betsy.
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vt eoeunciationting: plese pronourr *Nikkes
Nee-kas, Masgaset may Amencanize it as Nick-us, perhaps,
bt the oehers shold ged it right

MUSIC,

Please use Richard Peaslee's music. (He is the distinguished
composer of “Marat/Sade.”) The music bax melodiousess of
has “Betre aned Bou” theme seemny toset just the right tone for the
phay's opesing and yet the meloely s an underlying poignance
10 it when it cames back later,

Jerry Zaks used a repeat of the theme played o gisno fon
tiape) a the-end of Act [, and again at the ead of the play. The
misic hedps the acts to ead, and the theme's porguance s woeth
ackling 10 those two moments as well. (I'm always upse! when
an auibiesice doesn’t know an and, or  play, is over; ia this case,
[ know that the endings do play as endings with the peoper i-
rectunial skill

Zaks started the music at the erel of Act | samewhere around
Bette saying *Are you awake, Boo? Boo?", and st the end of the
play, right after Enly's *Let's say a prayer over ber,' and before
Matt's final speech. I recommen the use of the music at the end
of Act 1, and request it a the end of Act 11,

Zaks alwo wed 2 recurring muscal intro for the emrance of
the characters inta each of the haspital scenes (exeept the lat
nne, Scene 32), which | abso recommend, (165 actually a jaunty
fragwent of the *Bette and Boo” theme, and 1 in Peaslee's packet

of i )
THE OPENING.

The *Bette and Boa” theine at the opening of the play i ming
theugh once, sweetly and simply, and thea is sung again, more
uprtempo, and 28 a two-part round.

The opening mownents are very non-realistic. In Zaks' ver-
swon, the wedding voupele and the relatives and Fr. Danally all
wood chase together on a growp of steps in front of stained glass
winddows, ard sang loking straight out. (They were not spe-
cifscally performing “for* the sutbence, they just sang straight
v, thary oll)

®

When the charatters call out o one another, i as f they are
all in isalation, calling ot 10 the sigificant others, uacertain
where the other is. They are not upset particularly, just desirout
that they get a respoese— though Joan may be ansoped about
Nikkm.nﬂbnﬂymbenmw:#mmﬂyy.
anid 30 v as i logicalfor the othes characters. Tt will seem it
ckaim&wuknﬁtmhuh‘smmmycn,um&
enigmatic quality is 8 good set-up for Matfx opening comments
sbout Jooking for ceder. ' ‘

In Zaks'version, Matt was able 1o be hidden bebind the pec-
ﬁzonthcn:ps,mduﬁ:hisﬁmnmmmm.;hmh-
o them (which was nice thematically, as Matt indeed has
*coume fram" this group of peaple). If that cidn't work in teras
olynunighliuu.junhmhhnmukwoﬂ-mgufmlu
calfing nut, | would think.

THE SETTING,

| mentioned stained glass windowy above, 30 perbians this i a
good time tn discuss the set ‘ -
Loren Sherman o a beilfiant stage designer who, judging
from his work on Bette and Boo," “Baby with the Bathwener,”
ard Peter Pamells *Romance hﬂ?:;:m;m;
afted i solving the problems presen with many
ﬁ:athpdwmdwqudlymd&!idy. .
ladwﬂingwh:xhe&dldonmwmn@mhnhy
h«kmhdmhotmmd»mﬂquwn.;um_n
shiuld be of iterest how his set addressed problems inhereat in
the seripl.

Sherman's set was 4 series of siding, marvon-<alored panels
that sl on a track recessed into  carpet that covered the stage.
These panels were operaied by stage hands who stood behand
theem, but it coukd be done mechanically as well.

"The panels were usee to change the stage space in sumerous
unys.wnmldumimnhﬂu;mmnqy,mqw?r
designed anel rehearsed 30 that the changes wese just sbout in-
santancous. With 33 scenes, climinating “wain” betwoen the
scenes is of the highest importance.
ﬂmmmdpmk:uumu,whkhm
the back-wall of the setting, a midstage set of pancls; and 2
dorenstage set of panch,

ol
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The upstage, or back-wall, panels were designed to be an
lbmlh_iquﬁm.uﬁmm::dpmdnhthmﬂi:
ghass windows, ubviously suggesting a church; second, a solk]
bdeu]wilhmumwhimwilhuﬁnbﬁnd:d
curtains on them, suggesting any of the bose stings; and
third, a selid maroan background with nothing ca it, allawing
h}:ﬂw’m’.

idstage and downstage sets of pancls were als miid
wmmmm.m-mﬂu:umm
lieit the stage space {and to allow stage hands ro =t wup for the
eyt scete behind them).
The “bigger” scenes were pecfarmed o the full playing space,
Mwwmhwmﬁmwtﬁlﬁ:ﬁ
afew chosen furniture pieces, *Big” soenes icluded the wed
ieg, Thanksgiving at Bette and Boo's house, the retreat, ete, —
usisally a scene with a lot of people o that " beg.
The *smaer” scemes took place in playing areas defined and
limised by configurations of the panels.
In amy cuse, these three rows of panels were used i an ex-
tremely complicated way 1o change the shape and sze of the
yhyu;spmmuplilmd.'lhhﬁindhwllw&mi-
ture: pieces wen: et up behind the dlosed panes 5o that whea
they opened the vext set was already io place < these logistics
are 10 coenplicated fo me 0 artinadate for the purposes of this
ey,
Hawever, | doslt intend for you w0 copy this )
kmnhlﬁmdmlbndmfgkmw
seitg to be changed instanceneously as far as the audence was
concerned ~which & my mam concern. With 33 sceves, gpeed
10 going from scene to soene s of the esence,
i erms of other setting ideas, full realistic settings for any of
Ihe semes would probably be wrong; there are just (oo many
changes for *full” setings not 1o scerm sborous. Tm pretry sare
You want a“suggestive” setturg for this play, ove that chianges it
Imglcations and lnok eastly.
One sngle setang {an al-urpose Fving roam, pechaps) that
with hghtiog and staging kepe suggrating differeat ocales woukd
be fine with me, and 2 ogical way 10 sove the problems in de-
aguing his ply.
Or a tocally non-realistie space that had module-lke blocks

5

that stood in fee furmiture {as i used in all plays at the ONeil
Natiomal Plyywrights Canlerence, for instance), walso fine with
me. | even suggested to Zaks and Sherman he rather crackpot
otion of serting the play an 2 great bog enurmous wedding cake
(uihthedmumablmsitmmndcalh:diluml’@u'
dlhcnh);lhuughhrﬁghbcmmmmﬁq.itmdd
hve the benefit of snding i easily for allthe differeat scene
dmxu.wilhm-nyniulmhtnﬁmudthn'mymr
jor concezn. (1 wouldn't want a0 allgurpose churdh setting,
Muﬁumﬂmﬂuh&ﬂimtm
pqunhutuo(dllﬁﬂlMuhdﬂﬂ.ilWﬂﬂmdy
mwwuwd:ymddahdhmuimwwuld
them i)

(e additional comment about Sherman's solution, though
Aside from the ability 30 keep the action moving with 5o stogs,
the diding panels somelinves acted 2 punctuation fo the eoel of
asene, {You coubd try to get & simular effect with lighting, or
dooes chosng, | emagine. |

A BRIEF HARRANGUE.

A stray note sbout the set, Piease dlanl sef the play “where
Mattlives,” wherever that may be, | saw  production of the fll
hgmmmmmumdem.mm
tenemen, with 4 cheag kitchen table and a window ceoter stage
overkooking 2 bk wall and a fire excape. This was 2 “ane sel-
sing sabotion’ (which | certainly doa't abject 0], 3 al the seetes
lodplaaiuﬂlhn.bi&fmnhﬁn;lhm.lhwgh, o
tresuely desmoralizing 10 bk a1, | wandered why the disector
el decided (hat the Brennan and Hudlocke famsdlies were 90
poor, | thought of thems ¢ firnsly in the middle cim, even (es-
peciay the Hudlockes) upper midde class

1 was Mabbesgasted when the drector fokd me that the st
i relfect the Beennans or Hudbockes at all but was “where
Matt fived " Since there are o scenes where Matt lives, the
audience (1 am canvinced) bad oo wore idea than | dl that this

MMMM&"W&&MMQ
was ot even effectively cammanicated, But, moee aupartantly,
it i very el iea. Y, the play in osamy ways i Mat's mera:
ey play, bt to et the play “where Mat lives” mmakes o linke

]
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sense xs Jookany at Tor's last speech in “The Glass Menagerie®
and then setting the whale play in Amsterdam.

This same production staged Scene 30 (Matt has dinver with
Kart, Soor, and Paal) with Karl and Margares ast ar
the table {though Soot and Paul were), and with Matt not at the
tuble, bt dyvng wn s dack, downstage, staring at the cesfing, His
openang line, “Hello, Nice to see you all" was very confusing, 2
ome dieln't know 10 whom he was speaking. And since most of
the time he dxdn't get to hook at Karl {be finally gor up off has
back, after o while), the content of the soene never really took

place

"The director explained this staging by saying be feared that
the audience would think the soene *real” if Matt actually st at
the table; [ painted out to him that since there were two dead
people at the table, it was not highly fikely that the audience
would think the scene *real”

Fusthermose, his belief that be bad to mmehow specially ad:
dress what was ot wasn't “real," due to the fact chan Matt s
remembering swime wenes and presumably imagining and/or
exaggerating cthess—thiy beliel was, | feel, an moorret and
dangerous ide path be hud wandered diwn, The dizecor busi
cally dida truse the wndience 1o make sense of this issue ¢ dom-
musscnted by the senid ssef, and felt bie hal t0 run around “mier:
preting” it far them with listle signals. (The sex asel this seene
wese not the only exammples. The list scene of the play,  rather
tealistic piece of writing, was staged Becket-style, with all theee
charseters sitting in dhrs, stating straight ahead, never locking
at ane anather. | don't know what that was supposed to do—
perhaps remove the scene's natural warmth, which it certainly
dlid ) What made it worse, be was talented, and he meant well.
(1 showsd ke Matt) Bt it was ot a happy meeting of ply aed
director.

Same peaple, 'm tokd, bristle at the fact that | write these
notes, As an actor, | can sympathize o same degree, and | doa'
want 10 straitjcket creativity, But seeing tenements “where
Matt lives” and a dinner scene staged with nooe of the partiei-
pazits at dinnes 1 an extremely panful experience for an sthor.
I a direetor pats Hamles on roller skates, ar even if a directar
sets *Endgame” in a subway station = the plays are 30 famons
ane kesoves that 1 i & directorial iterpretation, far god or bad.

il

(And the subway setting, for instance, which Joanne Akalis
MuMuRmMumm@m
tonn)lnlih&rmduunmgcimuwtnm_mhm
phy.diuudimcquit:hgiﬂymxm&mhuuhmlh
authar wrote it Ao [ de't think that' fair.

And that why | write these nutes~ probably not for the &-
rectars who i stage Mat ying on his back oo matter what
1 i, st o posiple who might geaninely want o capture the
toe | had in mind, and who don't mend same potaters in get

ting there.

\g\'dl,uwu'ildlin, But please don't set this play “whese
Mt lives” orin Mat¢s mind, of in Amsterdam. Please do not
have people lie on their backs cn the floor every tine a direction
says “at table,” Thark you.

THE COSTUMES.

33 scenes spaanier 30 years veems @ nightrmare in terms of
changing costumes 10 keep up with the time spas; phs,mmy'nl'
the scenes are so short, i€y probably nat even passible. Luckily,
1 don't think it desirable either.

Costume desigoer Wilkam Ivey Long, m agreesent with e
and Zaks, chiase o leave everyone in their weddeng chthes,
more or less, for the whole play. This was thematically appesl-
in;lnmcnmll-mmu!nymmhddofhwthm-
tery stanie] out

Though the characsen’ *core costames” did indeed remain
the same throughout, there were timy changes for all that made
for variety (and a rathes significant change for Berte),

mhepluyumon,thcmnldmitmlmhm.w
of s and veils and lace jackets for the women, made for a
:nnolmhy,-utﬂuhtht&mﬂmhdmulmd
for same scenes (when they're at home), and more formal for
thers (Soot and Maryaret putting theiebats back an for Thanks:
giving, sy, ox foe the early hospital wcenes)

Farther, thee were certain smal, logcal sdditions—Paul,
wnally  bit downtrocde, adided to bis costume a dampy look-
ing cardigan sweater ooce he was rid of s wedding jucket.
Likewise i loase, rather gloomy-loaking sweater was eventually
warn by the noo-fashion-conscious Emily,

n
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Lo designing the weckdivig clothes, Long made 2 consoous de-
chsion to gve the charsters good taste, with whach | concur. |
woukd be unhappy with cheap shots making fun of any corny
chothing chosces, or making any comments ubout vulgar 1%30s
gt {like thase anful wide skires that fair ot on the sides,
which make me think of 1955 movies), Inded, since the wed-
it takes place i the Late |940s (juclging from the cronulygy
that Matt sputters out in Scene 31), Long pointed out to me
that it would be & 19405 look that the wedding apparel would
Bave, not a mid-3s, Daris Day look.

The core costume used at the weckding should, though, not be
distractiog later in the play. For instance, if one dressed Emily
e Joass in full lesngth bridesmsdy outfits, o woukd be probr
femsatic n the later wenes. So Long didn' give Eanily and Joan
fhoar length gowes, but nan-msatchmg (though pastel coardi-
nater]) noeznal length dresaes, with corsages and finle Ixce jack-
ey, the carsages and jackets were removed for later scenes,

Hoo wore tae for the wedding tsell, bot by Soene 4, had re-
maved his taskoat (o remain in just his yest aod tie, then later
remonved the tie, then later, as by life disentegrased moee, re-
roeved the vest and wa just in his shirt teeses (He thoagh,
ruther touchingly, dressed back up in bis wedkling garh for bin
fimal visit to Bette in the haspital)

Bette's weckding dress was the larger problem. Long wanted
a full length, full bridal gown look for Bette at the top of the
play. 1 concureed, bus felt that it would be wo distractng in
later seses. (Imagine Bette strding sround yelling *You don't
vacumm gravy” in a flooe lengeh wedding gown, Itcoxdd wock ac-
tuadly, | suppose, as & themiatic statement, but the dangers for
peetentioussiess and ludicrousness are high )

Lotsg told me — as 1 it kv~ that paticularl i the 5
woenen's magannes encouraged their readers 1o redh theie
wedding. gowns into cocktail dresses, o he decided 0 build
Berte 2 dresy that was normal kength bt otherwise capied her
wedding dress, (Far Act 11, be gave her a fight blue version of
the same dress, as o she had dyed it somewhere along the way,
Long wdded this just for variety.)

In dress eehearsals, | fourd the lock of Bete's cocktall dress
rather more formal ooking then | expected, and | felt that its
relation to the wedding dress wis nof as cbvious as | thueght it

t!

woull L. So the i lof!htﬁﬂ'lltﬁﬂ.lﬂtﬂbkll'lﬂ
m;illwhﬁ:?h:humwwa{xmmhawug
mfuhimdh:rwddingpmmhmﬂmmulw.l
did(hhonlyhhd:ufdmty.hldlmuldlhduhm
ﬂmda!wumtnllkbigmuﬂmaymtlmghwf
the evening, Such are the joys of colaboration.
Forthchupidmtllhmd.langdmp!d:ghlgmu
hﬂuulhnmﬁumthtmmmwhmlmmnlnhr
wddiquunndhdnﬁninwﬂix.i’uzhtchdbgu
miyuhlmhullolmﬂ,thcwddmmummwuﬂmg
white coupled with Boo's return to his tads was very touching.
(Aldzﬁmlmmﬁnhmwdubow@ﬂf
huypidunyilgahluquﬂdhmund&mgdlprumhn
nﬂx]kanan:,mgﬁnmmudmmform&m
ﬁu,hdtoﬁghlh&kmmmﬂcrmmbuuhem)
Anmhumnmm—lhptgmiuoquau‘mlm.l
dtinhkyduddkmlnuhlymmm:mlmudmdm
mipl,hlnn(mtdﬂmnnmbtw.(\%dn]u'm
Mldlnatpnmliulh:mihgmlkmmmdw
tmim.ln&m6.&mmuwlhuhptqum)ﬂ;nh¢hn
probably just Jearmed she's expecting )
Fm!lkl‘gluimmmh:Hsdlndumc,dumdplodgt.
and]om’lhiﬂhdlypﬂy,imirwumtlﬂﬂtlklwtm
m,Unlunnnmly,Santﬂ('wmulnu.mhmdlmn
wkhh:rm’]mhd\tmiddltoflhh.udbm:dcgdy
mmmhukpqpmimhcmywrm:rmz.mmhm
mlomhulinlc;ﬂmhatﬁm&rw:dmnuhad
arcnunel her waist with velcrs, and which was removable aud e
placeable quickly, off-stage. 1f for same reascs, you had trochle
whhthis,dispcmcwitblh:mmhnklurc&tumnmf!
dmﬂndpluke,lndpﬂnnilh&c%ym.-hhu
afier Seene 23

A fisal Bette costume issue, Karl must poue his drink o0 her
nlkcmldChrimn.MlthIic.hu&mmgmb-
pw&dn&nwmlh«uﬂymoﬁk.ﬁmmmtbc
drm.(SbtmmDyhdMMHAnlldm,ptnu
uwbgum.mhdnmmmdmam&wdmd
the water shouhd full anta the nan-scotch-guared part. )
"The finl costurse tsses are the doctor, the peiest, and Matt,
‘Ihe doctor is a ymall past, doubied by the actor who pays
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Fr. Donnalty ({or purposes of convemiente, as well a¢ 2 o
ﬂmnlkfiofthcdnmmdpiubdngwﬁdcw;wg:
who deal with Bette and Boo), The doctar's costume should be
whatever sy “doctor” quickly w0 the nudience and makes it
(|t;l chat 's mot Fr. Dunnally dressed differently.

r. Dunnally 3 parish priest, and 25 wch has the pormal
ﬁmhhmﬂhﬁ:t:dwymnhnm&m(uﬂn

y fests wore in ife, | suppase | should add), Zaks and 1

lehlhnthchlukm:kwmlhdednbhth:iunhg,ud
:;: that ase be wore nice white-and-slver priesty wedibing

Mat ot cresed o the wedling, o be was oo b a
tlm?aim. Althousgh i you wanted to dress him up out of *re:
spoct” for the event, that's okay, | rather peefer Long's slution
which was to deess hian as “student,” with ciothes that clealy
wﬂtfnmmﬁh-ﬂ&ngpinm

[hossgh Matt would have been i college in the iy, a fill-out
vadieal scudent look for ham would sot be & correct match with
has personality, lnygmmkrpmmma!-admwu
]uttl.l.hwquhra\tnhlncwkﬁn.m Lang liked
lhalhcjnnmmiculmhhdvimllyuﬁhmcndding
w&:nﬁ:n&mmﬂzh&ﬂhﬁ,mw
wivakd have. Matt needn't, asef shuukdn's,
i ity In't, change clotbes foe the
_lf:z:tbeyhyiu:\mnm,MmMmmih
sl ve lattoos sayimg “mother” na his forearm,
o o it is farearm, ( Just

ANOTHER HARRANGUE

No, fulse alarm.

From here on i, I'm oing 1o offer eomments on miscel:
lanexns ssues, and will dkip around rather, »

THE HONEYMOON

Zahufgcd&md(lb:hmym,mhund)whhﬂm
and foo in 4 bed, unlke how | had it in the seript, which wan
Beuemdﬁoofmdlql?mkrmppdiumm. L've left t
the larter way in the script because | think ifs casier 10 stage

"

withost 1 bed, but | have no objection ta the scene taking place
i b, if that works out for you.

However, either way (sheet oc bed), | like the stylizatin of
Mpingﬂuuudlmmmulunilldmdind)drmﬂin;
dlothes, [f you have them either in thest underwear or, wore,
with thelr shirts off, 1 find that that distracts from the content of
the scene itsll, aoel for the camedy in it s well. (11 can turn it
aiiggening, which i ungleasant.) The scene certainly husa fir
qatives feel to same of it, but ity really not abouf sex or *first
time” ot all. s prinsardly about the workings of Betee's mnd
(charming but sumewhat infantike)

THE HOSPITAL SCENES

I envissoned the haspital line up” for every scen to be ol the
charactery standing i straight line, facimg aut fa the andience,
asiftheir backs were against a hospital hallway. This in'ta very
ealistic pese, but the stylization of it seems right for the soese,
an] the fact that we can always sex their faces at the top of the
werne waiting s abo important., (1 dou't mean they say frozen,
staring ot they look a1 each other when they speak, and turn
10 the doctor when b comes o | just meas they start out that
way |

The doctor, the dcript says, "deogs the baby.” He does not
“heaw” the biaby down in anges, or disgust; o coaversely, be
does ot 1os it ot the ground with some fake cheermess. He
cither shows po emotion or, maybe as time goes on, a lice
ormal fatigue over daing the same dhing oves und over {but
subely). He announces the fact “Ifs dead. The baby's dead”
"Then he lets go of the bundle that has been in hiy arms, 20
dmpmthdlmnlmkaaiwmbukmmcm;dun‘lmh
it in any pasticalar way,

THE BABY PROF.

The original student production aed Zaks’ producti did the
babypmpu:b&mb!yhpd‘hm&'lhmdntw
when dropped {1 was oestrocted as a beanbag (1 think), more
or bess in p baby's Sorm, but asally wrapped in a blaniet, 3o that
ane could not see any "haby” or beanbag. T sorry fo be die
dactic, but | hink that i the ane way fo design the baby,

7
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If you use a real doll that you can see throwgh an opeming in
the blanket (as ['ve seen) the first thing that happens is that the
audience gasps because the image for a split seoond becomes too
real - you think about the hoeror of dropping a real baby an the
ground; then a second later, the andience reminds itself that the
dall i, of course, fake and not 2 baby 1 all, and by then they're
outside the play and not thinking about Bette or the dead baby
ar any of the characters onstage.

Using the visible doll made the audience react in two stages
(within a few seconds), which is not good. When 1t is ondy the
bundie that is dropped, the audience is zble to react togesher at
the same time an the same wsue: they are shocked the baby is
dead, they are shocked it has been dropped, they laugh that it
has been dropped, they question whether it is appropriate to
Laugh that it has been dropped.

And using any very non-realistic representation—like a bas-
kerhall or something—is also ot good: it will teke us too fas out
of reality and be toa jokey. Far all the oddness of my represent-
ing the babies' death the way T have, it does still communicate
thar Bette has lost a child. A bouncing basketball would not do
that well. (Plus it shoald make 2 small thud sound when it hits—
which will help trigger the audience’s conflicted Laughter; i it
bounces, it's too farcical, too unreal )

THE FAKE SCENE

Scene 22 (20 years later, Bette also has dinner with his soa)
starts realistically enough, but starting with “You're right, if's
mat fair to bring up the children that died" it starts to shift to
Matfs fantasy of a scene where his mother snddesly becomes
super reasonable and undemanding. Dan't tip this to the audi-
enie to early. Let Bette play her first two long speeches 2s con-
vincngly and as Jogically as possible. If she averdoes any of the
comments, the audience will realize it's false too soon. [love in-
stead the sort of cumulative doub that ereeps into the audience
—you can feel them thinking, this scene sounds 2 ke false.

WHAT'S THE MATTER WITH YOU?

The end of Scene 23 when Bette and Boo's quarrel disinte-
graes into “What's the matter with you,” “What's the matter
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with you?", etc. When the actors convindingly are fighting, but
just find themselves stuck making the same point back and
forth, their genuine amusement seems a very good way to end
the scene. Because it was hard to totally set that (faking the
amusemient seemed hard), Zaks and [t the actors keep adding
“What's the matter with you?" (up to a reasonble point, 3 or ¢
moee than the script says) if tha helps them. 1 2o like & when
Boo starts the laughter.

THE CHARACTERS:
MATT.

Tim pretty sure Matt should be onstage only when indicated
in the script. [{he's on for scenes where he's not written in—like
his birth, for instance—it overdoes the “this is Mat’s memary
play” stuff.

It also fghts against the unusua shape of the play. 1 thenk in
Act 1, it should feel lke Betee's play; in Act II, it begins to feel
Hke Bette and Matt’s play; fior a lietke while (from the divorce
through the final baby), it starts to fee! like Matts play; and
from Bette's entrance m Scene 32 on to the end, it fecls like
Beite and Matt's play again. (Boo is certainly terribly impor-
tant, and part of the ending; but something mare central seems
to happen between Matt and Bette, | think.)

Matt starts the play believing he can make sense of things
through analyzing them. As time goes oa, this works less and
less well for him, culminating in his T can't make sense cut of
these things amymare” (a speech | wrote triggered by Joe Papp's
comment that Matt should somehow “finish” with his Thomas
Hardy stuff, a good comment).

Matt should have a sense of humor—if be seems only sensi-
&w,lﬁndtbcmaxuiﬂbamspltdingandanbmming(w
e, least). And much of the humor is in the deadpan delivery
of comments, 1 believe.

And though [ doa't want Matt's position to became bathetic,
stil from Thanksgiving on, there’s no getting around that be
suffers in the situations, Edith Oliver's description (in The New
Yorker) of Matt watching —“sometimes vissbly suffering, some-
times numb’— s appropriate, | think.

n



And the "sometines nand” image is useful 1o keep in mind,
v xvoid any ohvious pleardang for sympathy; #'saccurate as well
~children in alobalic homes offen hecome quite stoic; every:
one else around them is in suth 4 neess, they don't want to ke
any bother, and w0 they become linle adults, And speaking of
fitde adhales, 3t also good 1o avesd actually paymg Mart as 1 ft-
e bay; just keep ic sinple for the “arts and crafts” scene, and by
the time we're 10 Thanksgiving he's already the litde adult,

Zaky ercouraged me and Joan Allen as Bete not to shrink
away from rather full anger chosees in the Betie-Mart argu-
ments (especially in Scenes 22, 32, and the brief disagreement
about bealing and prayer i 35).

| resssted this direction at first, due 10 fear that full out anger
might seeen 100 ohepity-poce-Matt; in pliying it 1 decwded Zaks
was very might, and that the full anger made the play not senti-
mental, just banest. (Damn it, though, it so tricky passing this
ot of advice on. 1 saw two Mates who did "My favorite movie
s “Citizen Kane”, | doat call you Citizen Kane® with genuine
anger, and the live still got the appropriate laugh 1 think it
should get; | saw another Matt do the same line with simlar
anger, and yet due to some averseriousness that the sctor com:
municated, the line was ot at all funny, and, ass, § think that's
wrong, And | can't prove that to you, ar tell you how exactly
bonw 1o do it ight.)

One last thing about Matt. His final speech (*Bette passed
mio death and is with God") has ne inony in it, The impulic be-
hind it s ta share with the audience the only comfoet human be«
mgs have found to cope with death—the belief in an afterlfe.
Matt has made dear that he doesaf) seem to believe in all that,
B chaf ficr dbemt elong o ther sument, The moment 3 about
staarang with the auelience the sesse of loss; perhiaps for the mo-
ment, Matt decides to befieve in heaven—or to speak as 1f he
believes because it's the only comfoet valsble, the undy thing
b can think 10 say. Any senve of Matt-looks-down-or-separates-
hamself-Eroms thase-who-believe {which appeared in guess which
favorite production) is totalfy at odds with what [ mean by the
Aol

BETTE,
Befoce starting 1o cast Bette, Zaks and [ agreed we were baok-

7

ing far steneone wha seemed fike & “winoer.” (And Joan Allen,
a fabiudous actress, i very much a wincer.) Part of Beue's story
is that she i smeane for whom things basically should have
and could bave gome right. She is thus genuinely charming,
very vivacious, ¢ic., it just all goes very wromg, But, for all her
chatter, she is not stspid. She coenes fromi a background where
the chatter is considered part of a woman's charm, and where
o o 38 expected 0 have to make thoaghtful decivives s oth-
ing bl s g o g _

1 she's not stupid, though, she is also pot wise. Krl i par-
Myﬁﬂuhhw”-t:hplqhghrbfmbngm
chmguhimhan‘idunge(lno’zdrinﬁu.hmgwlxr
child against medical ikelibood). But unlike the other charac-
ters, she & in there trying, and thats something,

We should, of course, feel for her. She can act like o bitch
aften, bt that's not, af care, what she ix. Joan Allen can yel
with the best of them when the script calls for that, but she also
i an extraordinary volnerability samewhere within Bette's
iron will that made Bette's plight extremely moving.

00

Boo 1 at core very swees, and be probably loves Betie very
much (Graham Beckel was tetrific looking at Bette with infatu-
ation in the honeymoan scene), However, his personality never
confronts anything=he seemy totally inured to wasching his
father insult his mother, o instance (though, of course, he would
have had many vears getting used t it.)

He drinks, presumably, to eacape, ane Bette keeps on aod on
at bimn trying to keep him from escaping; and in that way, they
ae incompatible.

I?;uddmd;':nuﬂammmnduﬁmbnm
how passive Boo is, particularly in the Hudiocke scenes; he toak
it s 2 given of Boo's character, which I think it is. His mother
latighy when awful things are said; Boo cither docin't lsten, or
rakes a drink.

Beckel also was very painful to watch in the divorce scene and
in the final baby scéne; his Boo, when ciroumstances forcd bins
10 see something irreyocable, had furt eyes.

Zaks tunde a tervific point sbout the [ast scene. For all the fact

"
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that Boo keeps staring off suddenly, moat of the time ke and
Bette have a lvely ease between therm in this fisal scene that, in
Zaks' words, made yeau wish that they had found 2 way to gei
fhat ease earlier. His seeing that ease was impartass for this
scene ~ because foe all the sadness in the sitoation, the sadness
isn't what to pley {except for the occasiona) inescagable mo-
ments} Bette has given up trying to change Boo, and that has
allowed her tn exjoy his affection for the frst tiree in ages. 'y 2
seenie that shows that a reconciliation among all three has sort of
happened - not & triumphant ane, because everyane has owered
their stakes and expectations, bt a recancifision nonetheless.

SOME OF THE OTHER CHARACTERS.

SOOT. Soot's laugh is terribly important, and an itegral
gt of her chararter. Don't cast an actress who can't ar wan't do
the kaugh. Also, please have Soot do the “Ob, Karl® (laughs)
fines. as writken = that is, she says *Ob, Kurl" and the bughs;
the Laugh and the line should be separated,

Soot 1 one of my fwverite charaters {and ussally vee of the
audience’s as well)

Many of us woukd gacher off-stage mightly to watch certain of
Oy Dukakis scemes, sbe was so remarkable. | was pastics-
Jaty enamoured of how she would book over at Karl every time
he beegaun to speak with this expeesssan of pleased expectation, a¢
if she knew that whatever was sbout to come ot of b mouth
way, withot question, certain t by the most delightful and
charming remark imaginable, Sbe would then listen with rupt
ttention s he stid his usually borrible or insalting comment,
und then she would laagh delightedly as f ber pleased expecta:
tion had been totally carrect, Occasionally, if ber line was &
dlight reproach of Karl =such as “You shouldn® tesse everyone
0" e antirade seermed] 10 be that Kiarl had just said soenething
slghly maughty bt st vastly amesing, while what any sane
persan would have beard was that Kael had st been shocking
und cruel

"This extrersely crazy dispuanty betwees what Karl says and
bow she respands is the aore of Soot's charactes. I bulsious
and, without the actress having to peash it, soet of hearthreaking

KARL. A magor thing sbout Karl—cast him 25 mielligest

wadm.(&umuhwdmaudl.)ﬂchd
meant 10 be & lower clase Archie Busher, uncouth asd stupid
He is nean to his wife and 1 athers because be 1 a misantheupe;
I thisk he bocked at the workd early in life, ditn' be what be
uw, and out of that percepiion began to watch everything
around him like @ scientist Jooking at bugy through i micro:
soope, But be. 1f simart,

Alnngtlulunc.lmll&lumﬁmmuoﬂmmk
o about having mare chidren and aboust Jackse Cooper'scute-
ness vs. Shisley Temple's (Scene 14), and seesng un his face,
sulity, the thought that Beste was very stupid for making these
deisans about having chikdren. You saw the opénion oo his
face ~and this opsnion was 2 mare genuine vespotise b whit
s guing o0 in the room than anything that was cosing from
anyone che in the roam; Boo i drinking asd trying not Io ks
ten, anv) Soat, who can't stand any problems of any sort, is smik
ing at Bete ay f everything she was saying was celightful. Of
course, Karl follows this silemt reaction by being very insulting
to Bete, whach doesn't particularly belp anyone; but the izsal
comes fram & genuine apinice about bow folishly she is run-
ning her .

Ancther choice Bill Mooe made that was nseful, | think, was
that be decided thar Karl was, most times, amuayed by Son
Nl@duﬂéﬂwﬂkﬂl&mwdﬂ.ym.xulis
a tealist andl sees thisg, he just doesn't believe anything can be
done sbaut anything, and %0 he hay chosen to be nasty, Soce
an‘lnmdtdityhnwmlﬁngllriﬂmh,mdwt

to herself {30 successully that she doesu't even know
she's preseling) that everything v fine wih everything. In a
strange way, they certamly ‘g together.

‘The characters of the Brennan family and Fr. Donnally are
seeningly Yss open to misunderstaniing, and so [l spend less
time on them,

PAUL s a kind father, and most of the lines 've gives him
are actually rasher sensibl, ity just nobody can undentand
him, Bill McCutcheon seemed sweet and fond of his girs, He
i ahways Joaked very imitated, whenever Margaret tokd bim
nmmpuk.nmlmldmunubhhﬂ,-hi:hwmhnuy
thosee.

Aty thing about Pauf's speech. | describe how | envision it
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fr the script, in terms of Pafs dropping mest of his conscmants
o that it is mastly impossible 8o understand him. | have seen
some actars do that bot then add o it a staccato, jerky thythm
to how Yaul speaks, | would peefer your Pal not do this=it
soanichs slightly retardedd to e, which is wrong { Pauly mind is
abacutely fine), o¢ else like an acsor's choice that | just donk
“get." Plus, the staccato rhythms very mach burt the divorce
seene whete Pauls rhythms should be very much ke an old-
time lawyer—canversational, making points, talking 1 the
Judge, etc.; i just bels ncomprehenvible. (McCutcheon was
ikasous ¢ this frastrated lwyer; of we all watched Olympia’s
scenes, | noced that she hways stood off-suage fo watch that

soepe )

So, 1 vouwurdh | peeder normal speating rhvythims (just lose
mort of the ramaisialy,)

JOAN s yneafich part, und, jodying by auditions, a litle
b 10 get o handie an. Howeser, the actresses we caled bck
o b in consmon an extremely ey delivery and the ability 10
miake the force of Joan's unhappiness and edgy bitterness fuaey
Probubly Juan lked swenchody in the wodd once, but i's nat
shown i this play. Mercedes Ruehl gave an indelible perfor-
maice. and ity 1 ribsste 40 her gfls how mmuch she was poticed
i s it Also, early aaghs in 2 play are important b cot the
sidience *what kind of play thix s going 10 be, ard Joan's char:
acter (and Margarets) have i lot of Enes that are laugh Jines
debewing o how you say them, (*She roes, You kook Ynvely,
Pette” i fumy when saif with the proper, fir, semi-stile dis-
interest. Ob, God, he's grving line readings sow.)

MARGARET siys “Lety not talk about it” rany times in the
plav. weneser anvne brings up a problem. Soot peetends (or
s o et eveC) the problems aresi't there. Margaret does
see i, i just that she s of the obd school who Seels you
ok lk abour wnpleasant things. Patricia Falkenhan was
hadaraushy on the wose when, fr instance, in Thanksgiving
she'd tel Bette thiat she and Skippy might stay with her to avod
Boo's drunkennrss, and then & moment kater says with uties
cheeriness s if nothing has happened, *Goodbye, Boo!*

A« Moryiet ets drap in her Jongest speech (Seene 281, she
Sl e oHiiodeem 1o v pankikesns, it makes ber fee] njeeded
it apeos s is e of the meanest 've ever written, | think, b

"

e

h&uhlppmlhnm;ndl’mirhmkmhm'uhmmtk
Muuppmptimiampmhnofil-MUpﬂud\ln-
mg,uhcnauﬁngmdm.hpumumhlhcthu,
w0 she fikes all the bickering that goes on around ber.

EMILY. Audiences love Emily. She 1 dear, and docss'
yeem 10 hve a mean bose in her body. Bt her mind sure is
mucked up, and writing her | was reminded of u comment 2
friend unce e about a paignant character in a mavie (Shirley
Kauight i “Petalia,” mistreated by her bushand George €.
Scout): | was sayimg bow touching | found her vulnerahility, and
myfﬁd(amm)nhkyu.lhwnlmd»wmuhfdl
the satisfacrices of eeimg & sensitive pervan “gen it.” 1 thought
this remark was rather shocking, but alsa rather true

Emily obvicusly warks oat of guil, very misplaced and deegly
rooted. She's also rather childibe~her mind seeas to move
skower thin othes people, and she has a chil's belief that every-
diughmunutzdmhtr(md.inhame.ishuhuh).ldmd
watching Kathryn Grody as Emly trying desperately o make
sense of whast Fr. Donnally was saying, and always presumiing
thiat if she didin' follow it it must be ker fault (engo, ull her hand

raisings),

Zaks and Kathryn also made Emily sruog in the last wene)
sbe niws shout prayer, and sbout offering commfort, and o
these was no apologeic quality to-any of e bebaviar in the las
seene; she was (in a nice way) in her element.

FR. DONNALLY wat Richard B. Shuall. Shull is ke one of
the marvellows charscter actory in file froem the 30s and 405,
thenigh his peiest was often kindly 1o Bette (and ochers), rita-
unninlwysmumhbdnnhcuﬁm;lhlnlhirdof
Shull'y marriage retreat was a hilarious explosion of built-up
{ritation of his intolerable pasition, bemg askedl 1 solye impe
able probleme. If he joined Kael at dinner in Scene 0, they
woubd have had some puints of greement abuut not being sble
40 change same things (although Dounally i busieally kindly )

AND NOW THE END

I really it aplagize. | have gone 0 100 dang, and though
T've tried 1o et this {and have cut some stufl, believe i or nox),
| have fussed and fussed with this for 100 fong, and w0 I've de-

Ly

111



cided 10 leave st lengthy 10 you can choose what 10 make use of,
and what 10 reject,

| really do keeow that thete is racely oaly une way to do some-
thing in acting and directing - but withis that range of poss-
bilities, there really are, | think, choices that hit the right tone
for my stuff, and choices that make it fall Ma, or go nasty or go
silly. That's what I'm trying to control. Children of alcahofics, 1
have readl, often have trouble in later life trying to over-cantrol
things, arvd | guess thes essay is 2 bit of an example of that, But
ot Jeast T oot coming to your house darectly, to bother you,
ard at east | got 10 praise the actors who worked with such
oommitment o0 the play at the Pablic, and 10 whom | offer
much affection und gratitude.

Christopher Durang
November, 1985

!

“THE MARRIAGE OF BETTE AND BOO™
1/16° = 10"
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PROPERTY LIST

ACT

Sone [

(el

Nooe spray

Rice

Char

Flute

Scene 2

Fillow

Soone J

Celln (from Seene 1)
Seene

Sheet

Pocketbook

Phone

Seame §

Cello {from Scene 1)
Chiair

Stwssars
Sowe §
Papens

el (from Scese 1)

Baby {in  blue blanket)

Sieme 10

Construction paper (brightly colared)
Crayons

Sine 11

Chair

Baby ( from Scene 9)

Seone 12

Cello (from Scene 1) %

Soene 16

Haby (from Scene %)
Seme 17
Silverware
Serving dish
Gravy boat dish
Large cake
Candelabra
Vacuum cleaner
Pan of water
Spanges (2)
Farring

AcT

Soowe 19
Piece of paper
Soene 2

Cake
Nose speay {from Sceme 1)
Keife

Plates

Seewe 23

(Chair

Shret

Scene 26

Babry ( from Scene 9)

Cigar

Sove 28

Glass of wine

S 3)

Note

Seene 3]

Haby (from Scene §)
Seeme 33

Wheekhair

Flowers

O "
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COSTUME PLOT

BETTE BRENNAN

Adt | Seene |

Seumed hose

Sip

Cream satin wedding gown and shoes
3 Strand pear] bracelet

Pearl pecklace

Weddiag veil

Ad 1 Seme 3

{Subtract wedding veil)

Act { Seene §

Satin cocktail weding gown
(Subteact erexm satin wedding gown)
et 11 Seeme 19

Blue satin shoes

Blue satin short dress
{Subtract cream satin shoes and cocktuil wedibing gown)

Act 11 Seewe 2
Water dress
Stomach pad
(Subsract dress)
Ad | S 2

Blue dres
(Suberact water dress and stomach pad)

At Il Seeme 23
Stomach pad

Act 1l Seene 26
(Suberact stomach pud)

Ad 1 Soewe 22

Fuak nightgown

Silk rabe

White dippers

(Subtract heels, dress, and pearl houcelet)

8

MARGARET BRENNAN

At | Seene 1
Seamed hose

Fullgire

Slip

Rose shoes

Multsstrand pearl mecklace
Pearl bracelet

Marcon dress

Cream har with veil

Gardenins

At ] Some 4

(Subtract gloves, hat, jacket, gardenias)

Ad 1 oo 8
Ha

(loves
Jocket
Black purse

det 1T Seeme 19

Gald pin

Gold earrings

(Sabtract pearls, jacker, hat, gloves, purse)
Aot U Seene 26

Jucket

Hat

Ad I Seone 29

{Subtracs hat, jacket)

PAUL BRENNAN

At | Sone |
Grey plaid socks
Beown thoes

Grey theee-prece sust
Red and white shirt
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Red suspenders

Maroua tie

Camation

Adt | Sven 26

Tan swealer vest

(Subtract camnation, jacket, grey vest)
Ad T S 8

Jacker

Vest

(Subtract sweater vest)

Adt 11 Saes 20-21
(Subsract jacker

At 11 Seee 30
Jacket

JOAN BRENNAN

Aat | Seeme |

Seamer] hose

Purple stuin heels
Purple pleated linen dress
Purple lace jacket with gardenia
Purple Bowered bead dress

Aat ! Seene 2
Liven jacker with bel
(Subsrace ghoves, headdress, lace jacket)

Aut 1 Serns 20-23
Stamach pad

At 11 Soone 26
(Suberact stamach prad)

115

EMILY BRENNAN

Ad 1 Sae |

Seamed hose

Pank satin puamps

White half ship

Pank dresy

Pink luce acket with gardenis

Fank flocal heackdress

White Iace glove (removed wene 1)
Pear] bracekt and necklace

Godd cross on chain

Ad | Seme §

(Subsrace kace Jacket, pink shoes, beaddress)
Act [ Soome 8

Light pink sweater

Act | Sorme §

(Subtrat pearl necklace)

Aot | Seme 11

Hrown sweater

Pink sippers

(Subtract pink sweater, beown shoes, pearl beacelet)
Act ! Sceme 1§

Brown shoes

(Subtract dippers)
At 11 Some 19

Pink sweater
(Subtract brown sweater)

dit 1 Sere 30
Diark puak sweater with pockets

BOO HUDLOCKE

At | Seeme |
Black socks

]



Back shors

Singlet

Rack pants with suspenders
Hlack vest

Grey striped Ascol

Bluck moening coat

Block anel sibver cufffinks
White carnation

A e 2

Carnation (ateached to vest)
(Sabitract cost and carsation)

Aut 1T Seeve 33
Jacker
Carnation

KARL HUDLOCKE

Adt I Some

Blue socks

Black shoes
Three piece blue sait

Blwe with whise striped shin
Rel tie

Black bekt
Packet watch with chain
Carnation

Aa | Sy 25

(Subtract jacket, vest, camation)
Act I Seme 7

Juket

Act 1 Seeve 12

{Subtract jacket)

Ad [ Seene 15

Jacket

Act [ Seone 17
Vest
Jacket
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Ad 1 Seewe X0
{Subtenct jackes, vest)

A 1l Sevey 22-27
Jacket

SOOT HUDLOCKE

Act | Seene |

Seamed hose

e heels

Rioe wool st

Beige silk blouse with lace dickie
Hue wool jacker

Gardenias

3 String beads with matching earrings
Off white gloves

Blue hat with veil

Blue by

Act | S 2
(Sabtract bat, jacket, dickie, gioves)

Ad | Seewe 8
Jacker

Hat

Gloves
Purse

Act | Soene 12

(Sabtract har, goves, hag, jacker)
Act 1 Seewe 15

Jacket

Hat
Gloves

Bag

Act ! Some 17

Dickie

Act 1T Seewe 19

(Subtract dickie, bat, ghoves, bag)
i
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* HONO y Joanna Murray-Smith. In a series of intense confrontations, a wife,
husband, lover and daughter negotiate the forces of passion, history, responsibility and honour. <3
“HONOUR makes for surcrrisingly interesting viewing. Tight, crackling dialogue (usually S
glaycd our in punchy verbal duels) caprures characrers unable o deal with emotions . .. Murray- E
r{
b

mith effectively places her characters in situations thar suip away pretense.” —Variety ... the
play’s virrues are strong: a distinctive theatrical voice, passionate concerns ... HONOUR might
just capture a few honors of its own.” —Time Our Magazine (1M, 3W] ISBN: 0-8222-1683-3 -5}

: g

* MR. PETERS’ CONNECTIONS by Arthur Miller. Mr. Miller describes the protago;iist

as existing in a dream-like state when the mind is “freed to roam from real memories ro con-
jectures, from trivialities to tragic insights, from terror of death to glorying in one’s being
alive.” Wich chis memory play, the Tony Award and Pulitzer Prize-winner reaffirms his stature
as the world’s foremost dramatist. “... a cross between Joycean stream-of-conscicusness and
Suindberg'’s dream plays, sweetened with a dose of William Saroyan’s philosophical whimsy
i CONNE(TI‘XOI\?S is most intriguing ..." —The NY Times [SM, 3W] I%BN: 0-8222-1687-6

* THE WAITING ROOM by Lisa Loomer. Three women' from different cenruries meet
in a doctor’s waiting room in this dark comedy abourt the timeless quest for beaury — and its
cost. ... THE WAITING ROOM ... is a bold, risky melange of conflicting elements thac is
. terrifically moving ... There’s no resisting the fierce emotional pull of the play.” —The NY
Times “... one of the high points of this year's Off Broadway season ... THE WAITING
ROOM is well worth a visit.” —Back Stage {;M 4, flexible casting] ISBN: 0-8222-1594-2

* THE OLD SETTLER by John Henry Redwood. A sweer-natured comedy about two
church‘goinlg sisters in 1943 Harlem and rhe handsome young man who rents a room in cheir
apartment. “For all of its decent sentiments, THE OLD SETTLER avoids sentimentality. It 3
has the authenticity and lack of pretense of an Early American sampler.” —7The NY Times “We've %
had some fine plays Off-Broadway this season, and this is one of the best.” *-The NY Post ? T
[IM, 3W] ISBN: 0-8-222-1642-6 ™ Y-

* LAST TRAIN TO NIBROC by Arlene Hutton. In 1940 two young strangers share a seat
on a train bound east only to find cheir paths will cross again. “All aboard. LAST TRAIN TO~*=
NIBROC is a sweetly told litde chamber romance.” —Show Business “... [a] gendy charming lic- 57 °
tle play, reminiscent of Thornton Wilder in its look at rustic Americans who are to be weas- -
ured %r their simplicity and directness ...” —Assaciated Press “The old formula of boy wins
girls, boy loses girl, boy wins girl still works ... {a] well-made play that perfecdy caprures a et
slice of small-town-life-gone-by." —Back Stage [IM, 1'W] ISBN: 0-8222-1753-8 vy
* OVER THE RIVER AND THROUGH THE WOODS by Joe DiPictro. Nick sces both £
sets of his grandparents every Sunday for dinner. This is rourine until he has to tell them
that he’s been offered a dream job in Seatde. The news doesn't sit so well. “A hilarious family
comedy chac is even funnier than his long running musical revue [ Love You, You're Perfect, -«
Now Change.” —Back Stage “Loaded with laughs every step of the way.” —Star-Ledger [3M, 3%} 3
ISBN: 0-8222-1712-0 e

% SIDE MAN by Warren Leight. 1999 Tony Award winner. This is the story of a broken
family and the decline of jazz as popular enterrainment. “... a tender, deeply personal memo-
ry play about the turmoil in the E?nily of a jazz musician as his career crumbles at the dawn 6f -~
the age of rock-and-roll ..." —The NY Times “[SIDE MAN] is an elegy for two things —a lost &
world and a lost loye. When the two notes sound together in harmony, it is moving and grace- ~
ful ..." ~The NY Daily News “An atmospheric memory play ... with crisp dialogue and clear- (:3
ly drawn characrers ... reflects the passing of an era with Kzrsuasivc insight ... The joy and
despair of the musicians is skillfully illuserated.” —Viriey [SM, 3W] ISBN: 0-8222-1721-X

IS

sy
DRAMATISTS PLAY SERVICE, INC. -
440 Park Avenue South, New York, NY 10016 212-683-8960 Fax 212-213-1539

postmaster@dramatists.com www.dramatists.com
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REF #: PR-23752-3365-7

WORK: A Performance Study and Analysis of the Role of Soot'in

“The Marriage of Bette and Bod"

by Jodi Renee Coleman

TITLE The Marriage of Bette and Boo
AUTHOR Christopher Durang |

SELECTION entire play, acting script for dissertation

This is in regard to your recent permissions request concerning the above title. Please
see the following regarding the status of your request.

Permission is hereby granted for use of this material free of charge. This grant
applies only to North American English language print rights. Please use the following

credit:

The Marriage of Bette and Boo by Christopher Durang. Copyright ® 1986 by
Christopher Durang. Used by permission of Grove/Atlantic, Inc.

Thank you,
Permissions Department

Approved for dissertation use anly by the
University of Central Florida. Please reapply if
printing any other coples

."»J 1 [‘1'

Permissions Managar

841 BROADWAY, 4™ FLOOR. NEW YORK, NY 10003
TeL: 212-614-7850 / FAX: 212-614-7886

EMAIL: PERMISSIONS@GROVEATIANTIC.COM
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Introduction
The character analysis process was an integral part of my character development of Soot.
The following questionnaire created by Dr. Seay was the blueprint of my exploration. His
questionnaire initiated my creative process by asking the important questions needed to identify,
develop, and shape my approach to the material. The clarity gained fueled my eagerness to

begin rehearsals and built a foundation for informed choices throughout Soot’s progression.

Approach and Style of the Play

What is the genre of the play? The Marriage of Bette and Boo is a comedy.

What is the basic or central meaning of the play? The central meaning of the play is that
we cannot change people. We can love them. We can understand and misunderstand them. We
can even forgive them, but we cannot change them. Durang divulges this central meaning late in
the play inside scene 30. Durang chooses Karl to speak the central meaning, which I believe to
be very clever. Since the audience has grown accustom to listening for Karl’s jokes and remarks
throughout the show, they are not only tuned in to him, but their ear will immediately catch this
statement because it is totally different than what we expect him to say.

MATT: Everyone | know is divorced except for you and Soot, and Margaret and Paul.

Of course, Soot and Paul are dead, but you all stayed married right up until death. And |

wondered what mistakes you thought I could avoid based on your experience.

KARL: Don’t expect much, that’s for starters. Look at Bette and Bore. She kept trying

to change Bore. That’s idiotic. Don’t try to change anybody. If you don’t like them, be

mean to them if you want; try to get them committed if that amuses you, but don’t ever
expect to change them.™®

1% Durang, The Marriage of Bette and Boo, 53.
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How does your character contribute to the basic meaning or central idea of the play?
Are there any selected illustrations of action and/or dialogue of your character that help to
reveal the central idea of the play? It is Soot’s acceptance of Karl as he is, paired with Karl’s
wisdom to not try to change Soot, which is exposed by Durang as the functional part of their

dysfunctional relationship.

Durang gives us the opportunity to see Boo and Bette finally accepting each other when
Boo visits Bette in the hospital in scene 33. The peaceful way in which they interact with each
other forces us to consider the possibility that if Bette and Boo had found this peace earlier, if
Bette had known her mistake in trying to change Boo, their relationship may have lasted. But is

staying married until death the goal?

Is your character honestly drawn or has he/she been distorted to affect the central idea of
the play? The Marriage of Bette & Boo is structured in a memory play fashion. Matt, the
narrator, reveals thirty-three scenes which flash back and forth through time*? in an attempt to

make sense out of his life. Matt addresses the audience in scene 1 saying,

If one looks hard enough, one can usually see the order that lies beneath the surface. Just
as dreams must be put in order and perspective in order to understand them, so must the
endless details of waking life be ordered and then carefully considered. Once these
details have been considered, generalizations about them must be made. These
generalizations should be written down legibly, and studied.'®

As a manifestation of Matt’s memory Soot has a sense of heightened fantasy about her

but I believe that she is honestly drawn at the core. So, | have approached her from an acting

102 |hid 71.
103 1hid 8.
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standpoint in this manner. | believe strongly that Soot was an honest product of her life
experiences and environment. While Soot is a character shown through Matt’s (Durang’s) eyes
as he remembers her, I do feel that Durang’s intention is to show her honestly (her inner truth).
Does your character fit into the genre chosen by the playwright? Why? Soot fits
perfectly in the comedy genre chosen by Durang because she has character traits that lends her
actions to the comical, but is rooted in truth. The way in which Soot reacts to Karl’s pointed
words as if he is charming and delightful all the time is funny while being laced with sad,

dysfunctional truth.

Where

What are the surroundings? Does it take place in a building or another structure? Does
it take place in a specific room? The Marriage of Bette and Boo Spans thirty years and jumps
around to a number of locales. The locales of the scenes in which Soot was involved are:
scene 1: Bette and Boo’s catholic church; scene 6: the Hudlocke’s living room; scene 9: a
hospital waiting room; scene 11: the same hospital’s waiting room; scene 14: the Hudlocke’s
living room; scene 16: the hospital waiting room; scene 18: Bette and Boo’s home; scene 19:
Bette and Boo’s catholic church; scene 21: the Hudlocke’s living room; scene 26: the hospital
waiting room; scene 28: the catholic church’s multi-purpose room; scene 30: the Hudlocke’s
home.

As mentioned in the director’s concept a giant wedding cake with a large screen to hold
projected images would be used to facilitate the thirty-three scenes with multiple locations and a

timeline that flashes through past and present time.

128



Where does it take place, city or town? It takes place in a small city, middle-class
suburb. Knowing the semi-autobiographical nature of the play, | would say Montclair, New
Jersey, since it is Durang’s hometown'®. By using a generic location, Durang gives the illusion
of anyone’s local home, church or hospital. The characters and their relationships with one
another gain primary focus when you strip away focus on locale.

What is the immediate past location? | have found that the immediate action not the past
location will be the information that will assist me best as an actor in navigating the play’s
structure. The structure is that of quick vignettes in which the stage lights come up on the
characters in action. Soot is a character that lives in the moment and has responses drawn from
the present action not the past, but colored with past experiences. The immediate actions are:
scene 1: | am adjusting Booey’s wedding suit bow tie; scene 6: | am trying to get Bette to stop
nagging Boo for his drinking. In order to accomplish this, | am trying to refocus her energy on
the positive fact that she is having a baby; scene 9: | am listening intently to the doctor’s update;
scene 11: I am waiting anxiously for the doctor to bring the baby out; scene 14: | am listening
closely to Bette to find out what advice Father has given her regarding having another baby;
scene 16: | am praying the doctor brings a healthy baby out; scene 18: | am urging Karl to be
nice today before we enter through the front door of the house from their driveway; scene 19: |
am mocking the whole idea of this ridiculous pledge; scene 21: | am thinking of a way to help
this awkward conversation along; scene 26: | am trying to confirm, on my own, that there is still
a space between my eyes; scene 28: | am watching Father begin a prayer; scene 30: | am

deceased and only present so that I can be referred to by Karl and Matt.

104 Biography - Durang, Christopher (Ferdinand) (1949-).
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Are there any historical period clothing styles pertinent to the play, scene and/or
character? Even though the play spans thirty years, the costuming for Soot is from the 1940s.'%
Soot wears her outfit from Bette and Boo’s wedding the entire show. Soot does remove or add
personal items to her wrap dress based on occasion and locale.'®® For instance, she would wear
her hat and gloves to go to the hospital and then take them off when she returned home and put
on her apron. The costume designer chose a classic wrap dress with belt that was perfect for the
character of Soot. | really think that even if Soot had the opportunity to change clothing to be
current, she would still be wearing the same versatile wrap dress she began in.

Are there any historical period caste systems, social structures, customs, or beliefs
pertinent to the play, scene and/or character? Our dramaturge discussed important mindsets of
the play’s time period. The American dream of a nuclear family, equipped with a nice little
house in a suburb with a picket fence and family car, was a ramped mindset that Americans were
working towards. Consumer products were geared to the happy home life. TV dinners emerged
to go with the televisions that were popping up in the general middle-class household. Gender
dictated the role each person would play within the nuclear family. The father would the
breadwinner, head of the household, and decision maker. The mother would be the ever
nurturing, happy homemaker and loving wife. During this same time, an undercurrent of
feminism was beginning to challenge traditional roles. Bette’s interactions with Boo suggests

she is beginning to embrace these new ideas.

1% Durang. The Marriage of Bette and Boo, 72.
1% Ibid 71.
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The characters in The Marriage of Bette & Boo are of the Catholic faith. Fortunately, |
myself was raised in this faith, and so | understand and relate to the beliefs. The Catholic Church
had very clear rules on marriage, and divorce was not an option in the eyes of the church. Birth
control was not allowed under the rules of the Catholic Church.

Rituals can be found throughout the play, from wedding ceremonies, the honeymoon
night, the birth of children, religious holidays, and intimate family dinners. These family rituals
are important not only because they are special moments significant to the characters’ lives, but
they also enable the audience to bookmark the characters’ actions from the socially expected
behavior as well as their own personal family experiences.

Are there any historical period political factors pertinent to the play, scene and/or
character? |Is the setting of the piece affected by war or is it a peaceful time? Durang makes no
mention of historic events in his play. The play takes place in a peaceful time because this is not
a political play, but a play that focuses on the state of the family.

What is the season of the year? What are the weather conditions — raining, snowing,
sunny, etc.? What is the time of day or night? One can tell that the thirty-three scenes of the
play happen at a specific time in Matt’s life, but as they are revealed from his memory. The
playwright does not focus on the exact season, weather condition, or time of day. As an actor, |
did assign a rough time to each of my scenes because | felt it would add a subconscious layer to
my interactions with the other characters. However, | only indicated the season of the two scenes
that take place on a holiday. The times | decided on where: scene 1: 10:00 PM; scene 6: 6:00

PM: scene 9: 4:00 PM; scene 11: 1:00 PM; scene 14: 7:00 PM; scene 16: 2:00 PM; scene 18:
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12:00 PM — fall; scene 19: 9:30 AM; scene 213:00 PM — winter; scene 26: 9:00 PM; scene 28:
10:00 AM; scene 30: 6:00 PM.

Who are/were your parents? What do/did they do for a living? How do they feel about
that? Are/were they happy? Although Durang gives no direct indication of the identity of Soot’s
parents in the play, one can make educated choices by examining the character traits of Soot and
Karl as well as their relationships. For instance, there is no indication that Soot or Karl have
been blessed with large wealth from their parents. Karl is employed and Soot handles the
housework herself without hired help. 1 feel strongly that Karl would not marry beneath his
class, so I believe that Soot and her parents are also of the middle class. The products of middle
class families, Soot and Karl have come together to create an upper middle class family through
Karl’s success at work. Karl is the breadwinner, just as their fathers were, and Soot is the
housewife her mother was. Soot’s desire to take care of her family’s every whim is a character
trait ingrained in her by her mother. A product of her dysfunctional family, Soot is armed with
an enabling trait as part of her doting wife arsenal. Soot’s father was most definitely a
functioning alcoholic. Soot’s acceptance of Karl’s alcoholism and her natural ability to enable
the alcoholic are learned behavioral traits, inadvertently passed on by her mother that Soot has
carried into her married life with Karl. Soot is very accepting of Karl’s drinking, as I believe her
mother was of her father’s drinking. The understanding, subservient nature of Soot is fed not
only by growing up in a home of an alcoholic father, but also by her Catholic upbringing. Soot’s
mother put the needs and desires of her husband before everything and Soot follows this
example. By recognizing the man as head of the household in her marriage, she feels this will

bring her the same happiness her parents had (or she thought they had). Karl, also being raised

132



in a Catholic family and programmed with a selfish nature learned from his father, eagerly
accepts the dominant role in their relationship. Karl finds himself superior to the people around
him, as I believe his father did. The cruel edge of Karl’s character is a trained behavior
developed under his father’s tutelage. Karl’s father was no doubt a man who married a woman
whom he could dominate. Taking from his father’s example, Karl sought out the same type of
relationship because it had made his father happy. Karl’s desire to have things his way was
cultivated before he ever entered into a relationship with Soot. Even though Soot is of Karl’s
social class, he still believes himself superior because he is a man and she is a woman. Karl goes
as far as to nickname her Soot, which obviously refers to cinders, dirt, lower than him. The poor
treatment of Soot by Karl is his way of dealing with his disappointment in the relationship and a
reaction to his misguided desire to be with someone else. | do not doubt that Karl cares for Soot
and, in his own way, loves her. | believe that Soot and Karl are not armed with the skills to
overcome their dysfunctional upbringings and create an emotionally fulfilling functioning
relationship. Soot, unarmed with the skills to deal with Karl’s cruelty and the desire for the
pleasant happy life she dreamed of, develops a weapon of laughter to combat Karl’s cruel
treatment. It does not solve their problems. Karl identifies his unhappiness as Soot not being the
right match for him. Since Karl and Soot are Catholic and divorce is not an option, Lottie comes
into play as Karl looks for greener pastures. Karl is not faithful to Soot, and | believe Soot
knows this and wrongfully blames herself. The failure of her marriage in the eyes of God is too
much for her to bear and, in the end; she resigns herself to her fate. Soot finds the mercy of God
in her deafness, which she identifies as a blessing from God since she is unable to hear Karl.

The deafness that Soot refers to is most likely not a physical impairment, but a coping method
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that manifests to aid her in dealing with Karl when laughter is no longer enough. | believe in the
end, she sees the dysfunction in her relationship with Karl and how Booey has taken aspects of
their dysfunction into his marriage. Ultimately, Soot takes the responsibility for both failed

marriages onto her own shoulders.

How do/did you get along with your parents? Iam Daddy’s little girl and Mom’s pride
and joy. My Dad teased me and, in a way, was entertained by me. | was happy to be his
entertainment since it made me the center of his attention and universe. | allow Karl the same
privilege out of love and habit. I may be a Daddy’s girl, but I look up to my mother and I have

learned a great deal from her over the years.

Where/when were you born? What is your nationality? | was born October 2, 1910 in
Montclair, New Jersey. | am a citizen of the United States of America. | was born into an Irish
Catholic family.

Where do/did you live? How do you feel about it? The pace of the interactions and the
autobiographical nature of the place lend it to be located in the northern part of the United States.

We live in a beautiful track house with a white picket fence at 1310 Karlton Avenue. |
love my home; it is more modern than the home I grew up in. Our home is full of new comforts:
a television, a vacuum, and a washer. | feel fortunate to be living the American dream.

Do you have any brothers and sisters? Iam an only child. I enjoyed being Daddy’s little
girl, but I always wanted a brother.

When you were growing up, did you have many friends? Were you popular? Why? How
do you feel? What were you like as a child? | was shy as a child and retreated into my very
active imagination. | would entertain myself for hours playing house with my dolls. | had a
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favorite baby doll, my honey doll, and | was never seen without her as a child. When I grew old
enough, | would follow my mother and father around and assist them with chores.

In school, I was never what one would consider popular. Truth is, | was self-conscious
and awkward around the popular group. | did have my own circle of friends by the time |
reached high school. | enjoyed my small group of friends and flourished in that circle.
Unfortunately, | never overcame my shyness.

Did/do you go to school? How long? Did/Do you like it? Why? | attended elementary
and was expected to finish secondary school with a diploma. | loved going to school because
there | could interact with others my own age. My choices after graduation were to go into the
workforce as a schoolteacher, nurse, sales lady, or to marry and become a homemaker. Karl
asked me to marry him and we were wed soon after graduation. Since Karl wanted me to be a
homemaker and did not want me working outside the home, there was no need for further
schooling.

Were/are you a good student? Why? How do you feel? Although I tried my best in all
subjects, | struggled with math and science. | excelled in home economics, due perhaps, to my
mother’s teaching and duties at home. I was proud of my abilities because I knew that these
skills would make me a good wife.

Are you smart, clever, wise, cunning, intelligent, learned, etc.? How to you feel about it?
While not the smartest woman in the world, | am certainly not the dumbest. | am intelligent
because | easily run the household, and have many practical skills that are useful in the home.
Although still a little shy, I am an excellent friend, loyal and caring. Others feel welcome and at

ease when around me. This makes me a good host when others come to visit. 1 am very
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forgiving of others, overlooking minor mistakes, shortcomings, and personal weaknesses. | love
being a mother; loving and taking care of my Boo.

Who have/had the greatest influences on you? In what way? How do you feel about
that? My mother has been the greatest influence on me. She has been the source of my
confidence and my insecurities. My mother has been my example of what | wanted to become: a
loving wife and mother. | always hoped and dreamed | would have a life like hers. Staying
home and taking care of my family makes me very happy. My mother is glad that | am married
with a family, and have become such a good homemaker.

What do you do in life? (job, title, etc) 1 am a mother and a wife. | am in charge of our
home and the care of our son. | do the cooking, cleaning, shopping and organizing of the
household. I also have to be a good wife to Karl, always looking my best and being there for
him. 1 work hard to make our life beautiful.

What is your philosophical/religious background and preference? Do you practice a
religion? Karl and | were both raised Roman Catholic. Karl works hard during the week, and so
does not feel like going to church on most Sundays, and | would not feel right going without
Karl. We do attend church on all major holidays.

Do you believe in God or gods? Spirit? Force? Being raised Roman Catholic, | believe
in the one true God and the Holy Trinity: the Father, the Son, and the Holy Spirit. Outside of the
Church, I believe in true love and “the one.” I also believe in fate and destiny.

Do you believe in life after death, heaven, hell, etc? | have been taught that after death

there is a heaven for the righteous, a hell for the damned, and a purgatory for wayward souls.
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Do you have any special fears, hang-ups, etc.? If yes, what? Lately Karl and Lottie have
been making fun of my eyebrows. If it was just Karl, | would ignore it since he is trying to be
funny, but since Lottie is also mentioning it, I am concerned. | have become quite self-conscious
about it. As | have seen my father grow old and pass away, leaving my mother alone, | am
fearful that I will be alone.

Do you have any special likes, dislikes, prejudices? If so, what? | like beautiful things
like flowers, pretty dresses, an orderly house, and other such things. 1 like the fact that Karl
takes care of me and makes me feel safe. | like that | entertain Karl, but | wish his teasing was
not so cruel.

Do you consider yourself to be moral, immoral or amoral? Why? | had a very moral and
religious upbringing and see myself as a moral person. | try to follow the laws of the Church and
of my community. | try to live by the Bible and follow the Ten Commandments.

How would you describe yourself? 1 am an intelligent person. | pride myself on my
patience and understanding with others. | have always been very sensitive and | have a big heart.

What is your societal level? I was raised in a middle class home. Fortunately Karl’s job
provides us with middle class status and comforts. Karl is proud to invite his important business
associates to our home for entertaining,

How old are you now? Are you mature or immature for your age? At fifty years old, it
is hard for me to believe that | have a son who is old enough to get married. I certainly do not
feel that old. Although I am a mature responsible adult in charge of a family and household, |

guess | am young at heart.
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How is your health? How do you feel about this? My doctor has recommended | lose a
few pounds, but my health is fine.

What is your marital status? Married, single, divorced, widowed? How do you feel
about this? Karl and | have been happily married for thirty-three years and | love being married.
| feel blessed to have found the man of my dreams.

Do you have any children? We have the most wonderful son, Booey. | am very blessed
to have a healthy boy. | wanted all my life to be a mom, and | have been granted my dream.
Karl was thrilled to have a son, and | love to watch them together. Karl is a great father and
Booey has always wanted to be just like his dad. | would have liked to have a boy and a girl, but
Karl was happy with our boy, Booey.

What are your physical characteristics? | am a natural brunette, 5 foot 7 inches, and
slightly overweight. I carry my weight evenly throughout my body, making me thick all over. |
am very lucky that Karl prefers his women round and curvy.

What is your temperament? Generally | am a happy person; I love to smile, laugh, and
bring joy to other people. | prefer to see the world and the people in it in a positive light. Life is
too short to focus on negative thoughts or feelings.

What is your movement like? Grace and fluidity is expected from me. | have moments of
this, but my awkward side does show through. 1 try to float and glide and not be spastic, but |
am clumsy at times when under stress.

Are you neat or sloppy, etc.? Mother taught me “everything has its place,” and I follow
that advice to this day. | work hard to keep our home perfect and orderly. 1 do my best to keep-

up a neat, attractive appearance for my own pride and for Karl’s pleasure.
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How do you stand? | stand as tall as | can. | always wear heels, which help with my
posture. Since | have gained so much weight, | wear an undergarment to help support my body
and posture.

How do you look? | have noticed, as | grow older, I look more like my mother. This is
not a concern for me because | always found my mother attractive. My smile has not tarnished
over the years as my other looks have faded.

Do you have any physical defects-scars, etc.? | have stretch marks from the birth of my
son, Booey, and a chicken-pox scar above my eyebrow.

What are you wearing? Any character externals? | am wearing a wrap dress in mauve
that | adore. | bought it special for Booey’s wedding day. The appropriate undergarments and
natural colored pumps to match the outfit are a must. | have a very pretty flower, special gloves

and my mom’s jewelry that I borrowed to complete the outfit.

Business and Movement

How does the style and/or period of the play affect (influence) your movement in the
play? How do such/factors as the character’s age, social status, education and health suggest
the type of movement to be used in the play? As a woman during this play’s time frame, Soot’s
role in society is clearly defined. Society expects her to be a polite lady, graceful, well groomed,
a perfect wife and mother. Soot’s role in society requires her to wear certain clothing and move
in a graceful manner. Soot is in good health and not plagued by arthritis or other impairments;

she has no problems going where she needs to go and doing what she needs to do.
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How does the mood of the play affect the type of movement to be used? The needs of the
characters around Soot, or the excitement of the situation, dictate the speed in which she must
move. The excitement of the wedding, holidays, the tending to Karl’s needs, the birth and deaths
of Bette and Boo’s babies all require quick movements. When she is taking care of herself,
Booey, and the house, Soot is in control of the situations and moves at a slower, steadier pace.

How do the demands of dress (costume) affect the movement? The costume itself
supports my character and makes it even easier to bring her to life. While | am used to wearing
pants primarily, my costume will consist of a dress. My typical body movements will need to be
adjusted in order to be appropriate while wearing the wrap dress created for Soot. Dresses, like
the one designed for Soot, can be restraining in movement. There is a freedom of movement in
pants that a skirt does not offer. | am not accustomed to wearing them and do not feel
comfortable at all, so | will need to work hard at moving naturally. Soot would have been very
comfortable in her everyday clothes and | want to portray this ease. This comfort level included
movement in the binding undergarment a woman used to control curves and correct posture. The
heels women wore helped maintain this good posture, as they are designed to adjust the weight
placement of the wearer and elongate stature. The heels will also be a challenge since | have not
worn any for years. | have always found that when walking in heels, I had to take shorter steps
in order to keep my balance. 1 will need to work continually with them to insure they do not
impede the grace needed for the character.

Are there any critical pieces of furniture or props, which will affect (influence) movement
and business? If so, what and how? The set will be a large wedding cake with pedestals that can

be moved around to create seating and levels. The moving of the cake pedestals at such a quick
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pace will take some time to get used to, but the freedom the set creates will allow the cast to
move quickly between scenes. It will make the extra focus worth the effort. The degree of rake
in the cake will also be a factor in movement; in order to move smoothly around the cake, | am
going to add rubber to the bottom of my heels to prevent me from slipping and sliding.

Are there any differences in language from one character to another, which tend to
clarify characterization? All the characters in the play speak English. Even so, Paul Brennan,
who has had a stroke, speaks with an impediment, which makes him impossible to understand
completely. Paul Brennan is a character of clarity and reason of thought and yet the playwright
has chosen to make his speech affected. There are moments in the play where the characters
understand what he is trying to convey, exchanges when they misunderstand, other times when
they hear only what they want to hear, and sections when no one listens to him at all. Durang
also chooses to apply a theatrical convention and have Paul play the attorney at the divorce
hearing of Bette and Boo. He even keeps the speech impediment the same for the attorney. This
convention places the focus on what the other characters say and adds a level of humor to a very
serious event.

Durang has taken time and care to notate “Soot’s laugh is a terribly important, and

integral part of her character,”*"’

which conveys that special focus must be paid to how and when
it is indicated and the connection to, as well as the timing, of breath. The laugh for Soot is the
most important dialogue she has with Karl. Durang reveals, in the Author’s notes of the acting

edition of the script, that how Soot responds to Karl is the core of her character and then goes

197 Christopher Durang, The Marriage of Bette and Boo, 80.
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even one step further to comment that Soot reacts to what Karl says as if she hears the opposite
of what a “sane” person would.'*®

Is your character’s dialogue similar to that of the other characters? What does it reveal
about your particular character? Soot has a pattern of speaking that is sweet and full of laughs
to help her deal with the world in front of her. Karl is straightforward and a little rude and crude
at times. Without her defense mechanism, Soot would be no match for Karl. Soot’s pattern of
delighted dialogue and laughter is special to her, but Margaret, the other mother, does have a trait
that is similar. Margaret also dislikes the unpleasant, but she has her own way of dealing with it
by changing the subject or commenting on it. Bette was not raised as Soot was and speaks her
mind plain as day, paying no mind to the social rules that Soot abides by. Bette’s dialogue has
this in common with Karl’s, but it does not have his cruel edge. Instead, it is full of desperate
need.

Does your character speak with any dialect or use a particular regionalism in his/her
speech? Soot does not speak with any dialect or use a particular regionalism in her speech.

Are there any factors in the character’s age, social status, education, or health that will
require a change from your “normal” speaking voice? There are not any factors in the
character’s age, social status, education, or health that will require a change from my normal

speaking voice, but for maximum expression on stage | will need to continue to explore my full

range and support my voice properly.

198 1hid 80.
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Are there any long speeches or passages, which need to be planned or “scored” for
performance? There were two long passages that needed careful study. The first one | dubbed
the “dead children speech.”

Boo, Karl’s a lovely man most of the time and I’ve had a very happy life with him, but I

hope you’ll be a little kinder than he was. Just a little. Anything is an improvement. |

wish I had dead children. I wish I had two hundred dead children. I'd stuff them down

Karl’s throat. (Laughs) Of course, I'm only kidding. (Laughs some more. Lights

change)'%®
This exchange with Boo is a very important moment for Soot. She reveals for the first time, out
loud, that she recognizes the dysfunction in her relationship with Karl. She reaches out to her son
with this knowledge so that he does not follow in his father’s footsteps, as she fears he is. She
wants him to be better to Bette. She ultimately wants him to be happy and for his marriage to
work. Through this speech her frustration with Karl shines through, but in the end, her coping
mechanism is activated and she laughs.

The second exchange that needed extra attention, I refer to as the “cigar joke:”

(Cries) Karl, I don’t know. Something about a dickey. Maybe Bore knows. Booey? 1

have to go home and take a bath. | feel awful. (Enter the doctor. He drops the baby on

the floor, exits. Karl and Soot stare at it a moment.) Catholics can’t use birth control, can
they? (Laughs.) That’s a joke on someone. (Enter Boo.)™
In this exchange with Karl we see Soot fighting her embarrassment while trying to make her
husband happy as he teases her and pushes her to the limit. Only moments before this we hear
Soot speak of her fear of losing her mind, referring to Lottie’s warning, “Lottie always said when

5111

your eyebrows start to kiss, you better watch it. The audience experiences Karl’s teasing of

1% 1bid, 25.
19 1bid, 42.
1 1bid, 41.
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Soot many times throughout the play, but at this point Karl has stepped it up even including
Lottie in the mind games he plays with Soot. The audience sees that the stress of everything is
getting under Soot’s skin and into her head and now even affecting her demeanor. Suddenly,

Soot says a very Karl like line regarding birth control in response to the death of the baby.

Motivating Force/Desire, Objective, Intentions- What and Why

What is the motivating force/desire of your character? What do you want? | want to be a
good wife and mother. | want to be loved and return that love two fold.

What will you, or do you, do to get it? | will do anything and everything to get my
family’s happily ever after. | will keep a perfect house, clean and full of delicious food to make
those around me feel special. | will give everything I have to my family, focus all my energy
into my family. | will put my husband above anything else. My family will be everything to me.

What are your objectives and intentions? My objectives and intentions are to be the best
wife and mother I can be. I will break the cycle of dysfunction and help my family be happy.

This will make my life meaningful and complete.
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UCF Conservatory Theatre
Fall 2003

The Marriage of Bette and Boo

October 20, 2003

Valued Production Members:

I am very excited to be given this responsibility and opportunity to be with all of
you on this production. Over the next few days, I will continue to send you
materials that will add to this packet.

Please keep in mind that all information is subject to change. Upon such
occurrences, swift action will be taken to apprise all members of the updates. All
important information will be e-mailed to all parties and updates will be posted
on the callboards.

Thank you for all of your work on this production. I appreciate the experience
and look forward to a great run.

Sincerely,

Jeannie M., Haskett
SM

10/372003 Jeannie M. Haskett-SM
Virgima Ekblom-ASM
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UGF Canservatory Thostre The Mam of Bette and Boo f/o“x/i‘{
Rehearsal Schedule
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Thursday, November 13 Dress Parade/Publicity Photo Shoot == |
Friday. November 14 _a:m:z_—zr—
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Rehearsal Schedule
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The Marriage of Bette and Boo
Scene Breakdown
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The Marriage of Bette and Boo
Scene Breakdown
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The Marriage of Bette and Boo
French Scene Breakdown

Jeannie M. Haskett-SM
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The Marriage of Bette and Boo

French Scene Breakdown
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The Marriage of Bette and Boo
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The Marriage of Bette and Boo
French Scene Breakdown
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GIFT & DELIVERY CENTER
GIFT BASKETS - All Occaslons
WINE'SPIRITS'CIGARS*MICROBREWS ' GOURMET FOODS
Shipped throughout Florida
|non-zlcohol selections shipped nationwide)
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