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The purpose of this experiment has been to complete a
challenging'thesis production in the style and tecanique of
Open Theatre, utilizing imaginative production effects, The
purpose was also to provide a valuable experilence for Those
actors and technicians involved, meeting the standards and
requiremente of educétional theatre, The experiment evolved
from adapting, designing, directing, and producing a twelve-
sceﬁe cutting from Megan Terry's Viel Hock and twelve epi-

sodes from Jean-Claude van Itz2iliets The Serpent.

This study 1s divided 1into four chapters_and an apﬁeﬁ-_
dix. Chapter I relstes the historical evaluation of.the
Open'Theatre and the background of the two playwrights dealt
with in the experiment. This includes a discussion of the
general developmént of the Oven Theatre snd its technigues,
and a eritical view of Megan Terry, her play Viet Rock, and

of Jean-Claude van Itallie and hils selection The Serpent.

Chapter II treats upon the meaning and dramatic develcpment
of the adapted selections, and it also includes 2 discussion
of the director's approach to the experiment; Chapter III

is a record of the directing and sroducing of the experiment.
It discusses policies for the formation of the Company and

a description of rehezrsal procedures, such as eXercises,

Improvisations, and an approcach to the idea of transformations.



Also, technical aspects of the Qroductions; including the
designing of costumes and scenery, music, sound, and light
plens, are presented in this chapter. Chapter IV is an
evaluation of the production based on_thé opinions of the
director =nd members of the Company as well as professors,
teachers, and audience members who attended the perfonmance
on August 10, 1971, The Appendix contains a copy of the
scripts with blocking, a copy of the program, a financlal
statement, a copy of the rmusic used in Viet Rock, photo-
graphs, end publicity items of the experiment.

The study was culminated with a one-evening performance

of The Serpent and Viet Rock on August lO, 1971. The style

and technique of Open Theatre secemed to be well accepted and
fulfilled the requirements which the script demanded. The
reaction of the .audlence secsmed to indicate that the response
sought by the Company waeg accomplished. The conclusion may
2lso be drawn that this experimental prbdﬁction was sﬁccess—

ful not only as art, but also as an evening of entertainment,
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PREFACE

On August 10, 1971, 4n Experiment in (Open Theatre was
presented in the Studic Theatre at.North Texas Sﬁate Uni-
versity. The director hoped to completé 2 challenging
thesis oroduction which would be in the realm of experi-
mentation utilizing imaginative production effects, and
would provide a valuable ekperience for those partilcipating
in acting, costuming, lighting, and those in meny arbistic
capacities otherwise involved in the production. The style
and technicue of Open Theztre seemed to offer the best op-
portunity for fulfilling these desires., Thus, the experi-
ment evolved from adapting, designing, directing, and pro-
duciﬁg a twelve-scene cutting from Megan Terry's Viet Rock
and twelve episodes from Jean-Claude ven Itallie's The
Serpent. |

The directoﬁ wished the selections to be performed by
student actors from high school znd early college. Re-
hearsals were held in Arlington, Texas, on a thrust stage
at Sam Houston High School; then the production was ﬁrans~
ported to Worth Texas St?te Univérsity for final rehearsals
and performance, The director wanted to learn from this
project and she concluded that the knowledge and experiences
gained from this_fhesis were varied and will prove beneficial

throughout her career.



fhe following work is intended to recount the prepara-
tion, performance and au&ience response to this eXperiment
in Upen Theatre. Chapter I relates the historical evalua-
tion of the COpen Theatre and the background of the two play-
wrights dealt with in the experiment. This includes a dis=
cussion of the general development of the Upen Theatre 2nd
its technigues, and a critical view of Megan Terry, her play

The Serpent. Chapter II treats upon the meaning and dramstic

development of the zdapted selections and a.discussion of
the director's approach to the experiment. Chapter III is

a record of the directing and preducing of thelexperiment.
It discusses pclicies for the formation of the Company.and

a description of rehearsal procedures, such as exercises,
improvisations, and zn aporoasch to the idea of transforma~
tions. Also, technical aspects of the production, including
the designing of‘costumes and scenery, nusic, sound, and
light plens, are presented in this chapter. Chaptér IV is
an evalvation of the production based on the opinions of the
director and members of the Company as well =s professors,
teachers, and audience members who attended the performence
on August 10, 1971, The Appendix contains é copy of the
scripts with blocking, a copy of the program, a financial
statement, a copy of the music used in Viet Rock, photo-

graphs, and publicity items of the experiment.



CHAPTER I

A HISTURICAL EVALUATION OF
THE OPEN THE:TRE AND THE PLAYWRIGHTS
UTILIZED IN THIS EXPERIMENT

In September of 1963, a group of actors and directors
ané¢ playwrights in New York found thehselves at the séme
roint in their professionzsl development: .théy were tired of
conventional New York thestrical expressicn aﬁd disgusted
with the nearly total lack of ocuilets available for experi-
mental work. This group, founded by Jouseph Chaikin, became
¥nown as the Upen Theatre.

Chaikin, born in Brooklyn of Russian parents and edu-
cated at Drake University in Iowa, was for several years the
central actor of tﬁe Living The=tre. During that time he
won several off-Brozdway "Obles," including one for his per-

formence in Brecht's Man Ig Man (20, p. 56). The Upen

Theatre's goals as deifined by Chaikin are "to redefine the
limits of the stage experience, or unfix them. To find ways
of reaching each other and the audience" (19, p. 9).

Since its founding, the group has continued in its
views about what is worth exprgssing in the theatre and how
to express it. The group has remained deliberately non-
commercial. The rent on their rehearsal loft, on Spring

Strect in Manhattan's East Village, 1s paid by membership



dues, There they work regularly on the exercises that nave
nolded them into an ensemble with unusual physical rapport
and expressiveness, for it is Chaikin's beliel that the moré
abstract contemporary plays call for more use of the actor's
body than do traditional plays, Therefore, the Company does
voice and movement exercises designed to develop fuller and
freer expression in ensemble playing (8, p. 3).

The Open Theatre has received a few grants: 510,000
from the Néw York State Council of the Arts, $7,500 from
The National Endowment for the Arts in 19683 (7, pe 126) and,
in 1971, $20,000 from the National E.dowment for the Arts
(15, p. 28), Thls support has ensbled the Company %o per-
form one or two-night programs of short plays snd improvisae
Vtioné in neearly every off and off-off Broadway house (20, |
P. 56).

‘In a statement giving political alignment to the Open
Theatre, Martin Gottfried, in his book A Theatre Divided

(L, o L), Stétes:

Whatever pari of off-Broadway still
looks for the artistic, the non-commsr-
cial, the off beat is left wing. o o« o
The lef't wing must be antagonistic to the
norm, It pushes for change, By nature
it resists popularity. If its ildess were
accepted it would become part of the
right wing. + + «{l1, p.li}.

What of the.'right wing"? One might label the "right wing"
in the American Theatre as the egtablishient; the successful,
expensive, professional, and essentially Broudway theatre.

But even more than Broadway, today's "right wing" is any



thestre that is accepted by the public, the government, the
poOwWers thet be. Its performances are usually conventional
in style, in intelleciual-moral attitude and‘in staging
concepts {4, p. 4-5). |
. Gottfried's classification-emphaaizes.that the founding
0f the Open Thestre in 1963 simply continued the evolvement
in "left wiﬁg" ideas. Changes from the traditional have
been evident in the /American Theatre since World Wazr II.
Thé_artistic changes that the "left wing" présenté are usu-
ally in style, and the intellectual changes are in content.
. But the most difficult of ideas for the "right winger® to
understand is the existence of theatre for its own sake.
Basic in the e&olvement of the various vlieft wingﬁ theories
are the ideas of the existentialiéts and the surrealists.
A major "left wing" stylistic change is that of total or
aﬁsolute theatre. It refers to a thestre that uses all stage
elements: dance, fhythmn, lighting, musie, rituesl, masks,
mime, and so oh. Not guite spectacle and not quite drama,
1t 1s & concept which recognizes the thestre as a place for
production as opuvosed to a place for plays, a recognition
that a script is only the b@giﬂﬁing of a stage experience
~and. that the things thst happen on the stage when the cur-
toin rises are considerably more complex and have consider-
ably.more dimensions than the spoken word. These ideas are.
found in the styles of Brecht, Piscator and Artaud.

Though some productions employing these "full-theatre®

techniqgues, such as Peter Velss's The Persecution and
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Assassination of Jean-Paul Marat ss Performed by the Inmates

of the Asylum of Charenton under the Direction of the Marguis

de Sade, were Broadway sell-outs in the mid-sixties, still
today, in 4merica, théy are limited to the leftist resident
companles and far "left wing" experimentalists, Joseph
Chaikin, drawing upon the technigues of Judith Malina and
Julisn Beck's Living Theatre, first employed "full-theatre!
methods with his Open Theatre to produce Megan Terry*s~2£g§

Rock (1966) and Jeen-Claude van Itallie's America Hurrah

(1966) (4, p. 7-12). Both preductions, appropriately enough,
: wére first performed in New York at a major "left wing" ex~
tremist theatre, Ellen Stewart's La Mama Experimentsal Theatre
Club, which is not a company like the Living Théatre or the
Open Theatre but rather a place made availsble to adventur-
ous young playwrights for work-in-progress staging of their
dfamas. The playwrights are free to try anything, Miss
Stewart's only stiﬁulation being that they be far "left wing"
(4, ps 300-302). This location of the Open Theatre's per-
formances 1s mentioned to emphasize the fact and the impor-
‘tance of the playwright in Open Theatre. One must consig-
.tantly recall that the Open Theatre began with a group of
éctors, directors, and playwrights tringing with them a |
mutual,desirer”to redefine the limits of the stage experi-
ence, or unfix them. To find ways of reaching each other

and the audience” (20, p. 9).

Perheps it is the close interdependence with the actors

end directors and playwrights of the Open Theatre which



significantly separstes it from the other "left wing" move-
ments. ‘hen speaking of the success of Viei Rogk, an ex-

plosive tour de force that recreates the ambience of the

Vietnam Wer and our feelings about it, Miss Terry stated:
"We worked together to make a play to show cur concern, our
confusion, our anger, our hope" (13, p. 1). Likewise, we

find that Jean~Claude van Itallie's The Serpent resulted from

several months' unpaid, full-time commitment, =nd countless

discusslions and improvisations on the part of the eighteen

actors and ofher artists involved. The Serpent, a series
of images on the Fall and its contemporary sociszl =nd poli-
tical implications, was created by this ensemble under
Chaikin's direcﬁion,.wiﬁh ﬁcrds_ahd stfﬁéture by van Iﬁallie.
(21, p. 110-111B). -
These statements hint at 2 method of working thet is
significantly different from what most playwrights have been
accustomed to. This method found in the vpen Theatre is
basically one of participation =nd collaboration. The pley-
wright snggests forms or simple plots for the company of
actors. After the writer has suggested a form, the actors
begin to improvise with it. The actors decide how they wish
to communicete the idezs expressed in the forms. They may
wish £o éommunicate to the audience 1in complete spoken
sentences; they may choose to utter only a few garbled
phrases and supplement these phrases with meaningful and

suggestive stage action; they may wish 4o use no words and



convey thelr message through pantomime alone, The method
of cormunicatlion which the Company decides to use depends on
the form of the imprdvisation, its goals, and the extent of
the emotional involvement of the Company with the particular
image or scene., In reference to this, Joseph Chaikin states:
The first steps of collaborative

work, then, are to open up and develop

a vocabulary of image and action. Later

the director becomes more important, He

must find ways to select the most cogent

Trom among possible images; he must en-

large any particulur image through more

specific dempnds of voice and movement:

he must redefine the actor's intentions

when they become lost; and he must dise-

cover ways to sustain the freghness of

successive performances, . . .4lso, the

single action which has been finally .

chosen for each part of each scene must

be a formal articulation of the one

cnoice selected from among many, the one

phrase~ol-ac¢tion which represents the

essential impulse of the scene (20, p. 10).
The playwright accumulates ideas from the imaginations of
the actors and directors, He does this by having discus-
sions with the Company and by watching the actors improvise
on a simple form, He then goes home and with this collec-
tlon of ideas writes his scenes; but does so in the context
of the explorations of the group experience.

Thus, the plays "begin as notions, move through a
chrysalis stage of improvisation, become solidified in a
text, and are produced" (19, p. 9-10). But for many of the
plays this is not the final stage of development., With each

performance the play continues to evolve, undergoing con-

stent revision. Of course, once the texts have been



printed, the plays evolve no more. But even then many ap-
proach tﬁeir stéging not =#s & re-creation 80 much as ﬁ-recan—
struction (19, ». 10).

Further separation from the other "left wing" movements
ay be found in the essential exercise of the Upen Theatre
- Company, the improvisational techniqué developed by‘Joseph
Chalkin known as the transformation. fecording to Peter
Feldman who directed the Upen Theatre production of Terry's

Zeep Tightly Closed:

The transformation is an improvisa-
tion in which the established realities
0r 'given circumstences' (the method
phrase) of the scene change several times
during the course of the action. VWhat
may change are character and/or situsztion
and/or time and/or obiectives, whatever
resilties are established =%t the begin-
ning are destroyed =fter a Tew minutes
and replaced by others. Then these are
in turn destroyed znd replsced. These
changes ocecur swiftly =nd =lmost without
transition, until the =udience's devend-
ence unon any fixed reality is c¢slled
into question (19, p. 10).

In nddition, one can use transformations without changing
the characters; instead, one changes the actors.

Ubviously, the transformation has introduced an entire-
ly different kind of construction to drama, unlike the tra-
ditional structure where actor equals character equals 1life.
This new device is an attack on conventionsl plot and chzr-
acterization, an assumption that o character is defined not
by the social snd psychological informetion introduced

through exposition but by his visible ncts. The result of
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the transformatién technique has been hoth 2 kind of ensemble
playing that depends on the guick transformstional respoﬁse"
and a kind of play built of dramatic images ﬁhich are noj
held together by conventional linear devices (21, p. 110B).
Thus, in transformations each scene is considefed separately;
no attempt is made to connect one with the other, though one
scene follows another, it need not logically grow out of 1it,
The relationship between scenes is one of "free assoclation

or arbitrary cue" (19, pe 1)

Whet effect does the transformation have on acting?

Richard Schechner, former editor of the Tulane Drama Review
(the "left wing" Veriety), states that "transformations do
not change acting but the rules governing the use of aéting"_
(19, pe 11). He describes the transformation as a "realistic
acting exXercise Infused with the tensions and strategies of
a.gmne" (19, p. 10). .The actor is playing with a set of
quick-changing reaiities rather than the traditional idea

of playing his reality. Surrounding the inner rules of re-
alistic acting are a set of rules which determine the rate
‘and kind of chenge. Though these guick changes from one
‘scene to another give an effect of "kaleidoscope, fluidity,
and scenic explosion" (19, p. 11), each particular scene
within a group of transformations can be as real as any part
of naturalistic acting. This technigue reguires little of
the actor except that he give up his conventional, play-long

identification with & role. The sctor follows the rules of



the g-me which reguire him to move from cone action to @nother

simply because at a ceriain fime on certain cue the new

action begins. Une might comparé it to the =zctions of a

football player who carries on one play and blocks on the next.
In the case of changing sciors in the transformation

rather than characters, perhaps Miss Terry's Comings And

Goings, subtitled A Ther-tre Game, may best serve as an exam-

ple. The script is concerned with playing owt variations'onr
tﬁe theme of male~fem=le love reli-tionship. In the staging
of the script; actors are sent in to replace other actors in
the midst of or between scenes. The continusl changing of
éctors means not only that the action of the script is bro-
ken but thet there i1s no consistent interprepatibn of roles.
The result? The zudience no longer identifles actor and
character;-but rather most of the sudience's attention is
divided between the gkill of the group of performers =nd an
investigotion of the action which almost seems abstract when
its usual sctor-charscter indentificstion is taken away.

With these new acting rvules, it c¢sn be found thst new
situ-tions are possible for performsnce and conseauently for
playwrights. Since the actor no longer must make = natural-
istic transition between scenes,‘the-playwright cen likewlse
jump from situation to situ&tion. In this way, the playe
wright structures his play on = progression of "action-bloces
wnich sre = series of scenes C¢r a sequence of actions. These

"action-bloes™ relate to each cther in pre-logical ways (the
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relationship of free association or arbitrary cue) (19, p. 10~
o). o _

| Wo doubt this new technique of trznsform-tions cowld be
mede clearer through more exammples frqm specific.works, and

it 1s hoped that the reader will find sufficient exomple when
reading Chapfer II where the experiment's selections =re dis-~
cussed. Therefore, since a general development of the Open
Theatre and its tecbniQues has been-presented, let uS'confiné
oﬁr thoughts to = more critical view of the playwrights =nd

the selections with which the experiment will de=zl.

Megan Terry and Viet Rock

Niss Terry hss worked in the theatre for the last twenty
yesrs, writing some twenty plays prior to joining the uUpen
Theatre Compsny. Since jolning the group she has run a play—
wright's workshop for the Upen Thestre. Her major contribu-
tion, Viet Rock, developed in this workshop, has played or is
playing in more than twenty major cities of the world. Eight
of her plays'have been sold in Europe, South America snd
Japan, where they hrve been produced by leading compsnies
and played to capacity audience (3, p. 1).

Richard Schechner stated thet ﬁMegan Terry dcesn't wfite
plays, she wrights them" (19, p. 7}, thus indiceting a return
of the plazywright to his original profession as exemplified
in the theatre of fhe Renzissance. In times past the making
of plaﬁs was the work of +those who were part of the theastre.

Some, Moliere and Shskespeare, were wctors: others, Brecht
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and Aeschylus, were directors. anh realized that the main
idea of theatre was performance and that plays were for play-
ing, books for readihg.

Such is ﬁhe case of many of the young playwrights of to-
day. One need not have read hntonin Artaud or Bertolt'Brecht
Yo realize that performance, action, and event are thé essen-
tial terms of our theatre and that these terms are not liter=-
afy. Schechner says the "Surely rhetoric has its place in
the theatre, but only as one more differential form of action.
HYegan Terry, like others, knows that action is the soul of
drama” (19, p. 8). She is quoﬁed in an article from the Hew .

York Times on Wovember 10, 1968 as saying: "What i1s this

idea that“ohly words can make“gréat*drama?" (13, p. 3)s She
states that:

We see the need to communicate with
audlences in our theatre, by every means
open to us, as a matter of life and death
for our thestre, cur nation, our planet,.

« o oThe problem wilh ocur theatre
for az long time has been just that thing
called 'voicet!, The theatbtre has been
full of nice, tidy, static plays in which
the actors stand around and vocalize at
each other., The thesire should make use
of the total man, the total society, the
total universe, spiritual and materisl.
We'lve only begun to push cut, What is
this idea that only words can make great
drama? (13, D. 3} ' '

This statement leads the student to seesk Miss.Terry not
first in her plays nor in herself but in Open Theatre. There
the technigue of "transformation is a focus on the action,

not the character® (11, p. 2). Also, in Open Theatre the
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playwright'is an impqrtant member of the company. Like
Shakespeare, the playwright ssks hig actors to improvise from
suggestions and the actors give him whst no man working alone
can get, "a 1living sense of interaction, irony in depth, dif4
ferent linguistic and gestural patterns, simultaneity" (19,
p. 8).

Miss Terry, who is thirty-nine, has written six full-
length plays, only one of which has so far hit a professional

stage. Her Ix-Miss Coppner Queen Un & Set Of Pillia was given

ohe verformance at the Cherry Lane Theatre. She maintains
that she can work only in the kind of warm, creative atmos-
phere supplied by the Upen Theatre. At the age of fifteen
she entered a repertory company three blocks from her home
in Seattle, =nd in this company she was trsined as an actor,
direcfar, and designer. Having also acted off- Bro:dway and
in television, she finds it frustrating when "the show is |
over and everything dissolves =and then you have to start all
over agaln with a new group of people" {8, p. 3). Thus she
apprecilates the possibilities of the close interdependence
with the trusted and talented actors, directors, musicians,
‘and artists of the Cpen Themtre. From her articlé of Nﬁvemm

ber 19, 1768 in the New York Times we reand:

Lending one's abilities to theatre
artists who have excellent theztrical
ideas but who don't write themselves, is
another way of challenging onegelf as a
olaywright. . .z playwright is not an or-
iginal God. He is only lutely come down
from the trees. He hos read snd thought
a bit ~nd perhaps tought himself to type.



As indicated in her above stztements, Viet Rock, the

»

most celebrated and most performed of Hegan Terry's work,

With Viet Rock I brought in material

. from =211 possible sources; the sctors

brought in stories, toeir own or their

friend's eyewitness accounts. wWe pooled

our fears, our viclence, our lnowledge,

and we worked together to make a play to

show our concern, our confusion, our anger

and our hope. We have an sudlence and we

are responsible to it. Through improvi-

sation and acting exercises, gulded by me, .

we evolved a script. This script was

written, and re-written, and re-written

and edited and shaped--not only by nme,

but by the exigencies of day-to-day evenis.
This 1s fine. But how do you learn

what will play? You learn it in the the-

atre. How do you get into the theatre?

(ne way is to bulld your own kind of the-

atre, That is what we have done.

. « +One must have a strong ego to wWork

in a give-and-teke atmosphere of this

"kind., The rewards are enormous, There

sre worlds within worlds to be dramatized.
We're on the threshold of great new dis-
coveries that will involve the total man
in the total theatre. '

.« « oThere is only a certain amount of
personal material to be mined. Dut there
are great public issues to be confronted,
and it i1s possible to confront them with
the 2id of many heads and meny voilces,
One has speclal skills as a writer which
he can lend to the use of the group. The
playwright as an instrument, transmitter,
shaper--a glver of a voice to the inarti-

~culate but deeply felt aspirations and

concerns of the community-~is healthy and
constructive, The playwright as a monarch
is 2 ridiculous, corrupt and reactionary
image (13, p. 3.

13

was developed in Miss Terry's Saturday Workshop at the Open

Theatre,

It grew out of improvisation combined with the

exploration of acting techniqgues discovered and gerfected by

Joseph Chaikin in his Monday Workshops.

Miss Terry had
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written and designed Viet Roek to be piayed in the intimaey
of the Céfe' Le Mama, Thus, on May 25, 1966, Viet Rock, subw-
titled A Folk War Movie, had its debut (18, p. 197). After-

wards, the show ran two weeks at the Yale School of Drama,
then opened at the Martinque Theatre in New York for sixty-two
performances (12, p. lLl). |
Critical comments on Terry and Viet Rock reemphasize
Hartin Gottfried's discussion of the "left and right wing"
‘theitre of todzy. Viet Roeck is an outstanding example of
"left wing® theatre, which has been previously described by
Gottfried as "antagonistic to the norm." Miss Terry's play
clearly "pushes for change' and "resists popularity." Richard
Gliman of llewsweek says of Viet Rock:
Its nearest counterpart is Oh What
A Lovely War, which was created Improvi-
sationally in Joan Littlewood's workshop
» « +0h What A Lovely War was about World
War I and conveyed the specific terrors,
idiocies and pain of that specific war,
Viet Rock, for all its topical relerences,
is at bottom merely an antiwar play, fall-

ing back on all too easy statements snd
gestures (3, p, 11},

Catherine Hughes of America states:

liss Terry's Viet Rock. . .had nuier-
ous faults, The most damaging of them
vas the sheer amaturishness of its writing
and production and the sophomoriec quality
of 1ts message.
« +» +The attempis at satire are heavy-
handed, devoid of the sort of rerspective
required to cut to the core of our com-
placency, ' :
e o o1t was, in short, a prisoner of its
own cliches, drowning in its own emotion-
alism, and devoid of wit-surely the one
element 1t most needed to 1ift it sbove
tediim (5, p. 759-750),
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Afver its performance at the Martingue Theatre, Harold

Clurmen wrote in The Nation, "Viet Rock does not propose

'art! but propaganda® (2, p. 586). But, he also speaks of
the scene concerning the recognition,bf the wounded GI by

his mother, as being "vivid and potent! (2, pe 566), Jack

Richardson of Cormentary speaks with some humor of Viet Rock:

in Viet Rock's main narrative. . .

we &re treated to a group of not gympa-
thetic louts very similar to the fun-
loving gengs that John Wayne has led
ashore so many times, . Of course, noOw we
are supposed to see them as men unable

to shed infantilism and who, after the
manner of their sergeant/mother, burp
forth the .standsrd extenusztions of their
circumstance~defense of freedon, the
stand against aggression, not-wanting-to-
bemthere-but-if-we-mustwthen—by-God, etec,
liss Terry is entitled to her opinion
that our military is made up of infants
in arms, and, in a simple way, she may

be right. But there is so much more,

- The production, for all its song,
dence, and fury, never did more than
simulute thestrics, and often would nok
let the text lie peacefully, but pumped
it up with sentiment and signiricance,

(L7, p. 86-87).

Finally, Walter Kerr of the liew York Times agrees that

Terry "strikes a clear tone" with the recognition scene, but
he remains one of the outspolken critics opposed Lo liiss Terry
and her work. From the issue of lovember 11, 1966 of the
Times we read, "The one truly distressing thing about Viet
Rock. . .is that it is never awsre for one moment that it

is behaving precisely as mindlessly as the conduct it means

to mock" (9, p. 38). On Hovember 27, 1966 in the Times,
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Kerr applouds the success of Jean-Claude van Itallie's Amer-

ica Hurrah produced by the Upen Theatre, yet continues %o

denounce liss Terry's Viet Hock by the same experimental
company. In this biting article he states:

The author has not had a powerful
private intuition reguiring a special
style to express it. She has simply
hurled a style at the wall, and let it
splatter,

Presumable Miss Terry is against
war in Vietnam and against war in genm
eral, and presumably her thrust is
satirical; but she has thrown so much
loose method and so much unrefined ate
titudiniving at the target that the tar-
get itself is obscured in the acecumulation
of verbal and visual mud (10, p. 1=3).

In opposition to these eritical comments from the "right
wing" are the primary "left wing" advocates Richard Schechner

(previous editor of the Tulsane Drama Review and presently

working on the West Coast in Envirommental Theatre) and
Robert Brustein (Desn of the Yale School of Drame and ocne of
the most important drama eritics and historians in America
today) (1, p. 295). Robert Brustei., feels Terry!'s Viet
Hoek 1s characteristic of thé Third Theatre; which is to say:
"it synthesizes the principles of work and of pleasure, dis-
cipline and imagination, form and process, reflection and
improvisation, sge and youth" (1, p. xx). Brustein lists
Miss Terry amcng the large number of interesting writeré the
new theatre movements have produced. All of these writers
share a passion for experimentation, originality, and an

individualized vision (1, p. 36-37).
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Having seen Viet Rogk in an Upen Theatre workshop, Mr.
Brusteln invited the Company to Yale in order to acquaint
his students with the new techniques. The result of the

Company's visit is revealed in his book The Third Theatre:
. « +Viet Rock experience was useful.
The production was of instructional
value; we hoped cur students would pro-
fit from the advanced technigues it
employed and they did. Their own work
for the next few months was highly in=-
fluenced by Vied Rock (1, p. 287).

It is Mr. Schechner's contention that many confused
in Miss Terry's Viet Rock the film technique of "dissolve,"
in which there is a quick-flowing alternation between images,
and the Upen Theatre's basic technique of transformations.
He reminds the reader that the "transformstion is a focus on
the action, not the character" (11, p. 24). Schechner feels
this device of transformation is particularly exciting in
Viet Rock where the author is able to "cover great scenic
and intellectual distances economically® (11, p. 24). He
says:
What makes Viet Rock stunning is

its scope, both scenically and intel-

lectually. It covers continents and

concepts with the boldness of Zliza-

bethan drama {(which was attacked by

Sir Phillip Sydney as being helter-

skelter and imprecise). Miss Terry is

a major ironist and parodist. Her eye

for images and her ear for dialogue

are accurate and devaststing (11, p. 24).

Becruse of the director's azgreement with the latter

statements, even after considering the opinions of the
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"right wing" critics, an adaptation of Megan Terry's Viet

Rock was utilized in this experiment in Open Theatre, In

addition the director felt that this work beét exemplified
the use of transformations, the primary technigue of bpen

Yheatre,

dean-Claude van Itallie
and

The Serpent: A Ceremony

Jean-Claude van Itallie was born in Brussels in 1é36.
-Raised in Gr;at Neck, Long Island, van Itallie gradusted
from Harvard in 1958, He joined the Open Theatre when it
started in 1963, Since that time his primary works, America

Hurrah (1966) and The Serpent: 4 Ceremony (1968), have been

produced, hailed, =and banned 21l over the world (20, p. 556).
"Mr, ven Itallie is not only gifted but in control of
his devices" (10, p. 3). This statement by Walter Xerr

after van Itellie's debut of America Hurrah in 1966, supports

the opinion that Jean—Claude van Itallie is one of the most
accepted exponents of the Open Thgatre by drama critics.
Among the influences on his writing, van.Itallie T1eIl=
-tions Antonin Artaud, who invented what is.now considered in
the twentiethlcentury the Theatre of Cruelty, and Marshall
Mcﬁuhan, mown for his belief that "the medium is the mas-
sage' (sic), Yet he speaks of his connection with the Open

Theatre, since the fall of 1963, as the most formative ine

fluence. He says of the eXperiences:
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They had a loft at that time on 2ith
Street. . . .It was the most exciting work
I'd ever seen. It was non-neturalistic
work, and yet it was completely authentic,
It wasn't just kooky way-out stuff. I
could see all sorts of possibilities for
a playwright, They were dealing with
things I had never seen de&lt with in the
theatre before, . .myth, dresam, ritual-
and soeclal comment., It wasn't without
content. And I could sse how you could
build a play-working with the actors-
you could build it from the inside out
(103 Pe l)o '

Julius Novick of the New York Times, who refers to van

ltallie as M™this newest of promising American playwrights™

(10, p. 1), reminds the reader that as an off-off Brdadwéy_.

- figure ven Itallie is somewhat of a'?aradox. While dedicated
to experimentation and new forms, "this slight, dark, clean-
shaven, softnspdken and neatly-dressed rebel" makes his 1iv-
ing writing public affairs programs for television (10, p. l).‘
Af'ter graduatihg from\Harvardlin 1958, he arrived in New York
where he worked at several literary jobs: menusgcript-re jec-
tor at a second rate literary agency, editor of the Irans-

atlantic Review, and free-lance work as a television writer,

He also has worked for Channel 13 and the CBS religious pro-
gram "Look Up and Live" (10, p. 3).

Though the Open Theatre first received recognitiop
through the productions of Miss Terry's Viet Rock and van

Itallie's America Hurrah, the critics agree that the Open

Theztre performed its masterpiece in The serpent: A Ceremony

by Jean-Claude van Itallie, Since its debut in Home at the
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Teatro del Arte on lay 2, 1908, van ltallie has been praised
for his piece that was "a triumph for the ooilaborative method
of working" (7, p. 128).

Newsweek drama critic Howard Junker referred bto The
Serpent's script as crisp and rescnant (7, p. 128). Junker
describéd the final mood as bittersweet, "a rare mood for the
Open Theatre, whose normal position mixes the life style of
radicel politics with the dedication of radical theatre (7,
p. 128).

Gerald Weales, of Commonweal, speaks of the Open Thesz-

tre's The Serpent as an entity rather than an example of a

new tradition. He continues:

Tne impressive thing about the company
is the skill of the performers, their dis-
cipline, the zbsence of the self-indulgence
that such a production might engender. . . .
Ihe imapges are clear, precise, without the
amorphousness, the sense of chaos that the
Beek's productions embody (21, p. 111B),

Yet Mr. Weales is disturbed by two areas of the preduction,
First, he questions the reason for ending the piece with the
song "Moonlight Bay." He asks: "is the nostalgia to be
- taken straight (longing to get baek into the Garden) or iron-
ically {a comment on the longing)?" Second, he states:
If The Seruent is to be 'A Geremony!

in fact as name, presumably I should move

from observer to participant at least emo-

tionally, but the very clarity of the im-

ages and the abrupt transformations be-

tween them make them more iLllustrations
than events (21, p. 112B).
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In an erticle entitled "Iheatre of Ritual?" in 1969,

Catherine Hughes says of The Serpent:

it was easily the most talked cbout ex-
perimental theatre event of the past year
and perhaps of several. It was also one
of the potentially most significant, . . .
it recognizes the necessity to blend word
and images, to speak to the audience's
intellect and sensibility as well as o
its emotions, to do everything to a uni-
fied purpose (6, p. 160),

And firally, even dalter Kerr, after observing a performance

of ven Itallie's The Serpeat, stated in the New York Times

that "il you are at all interested in the theatre's latest
attempt to remaice itselfl, this is the company to watch”
(1L, p. 8).

In the introduction to the tex:t of The Serpent, van

ftellie makes several comments which reflect his philosophy
as a piaywright. Since the theatre does require the live
Presence of both audience and actors in a single space, van
Itallie contends thats

the playwrights' work is not so muech to
‘urite! a vlay as to 'construet a cere-
mony ! which can be used by the actors to
come together with their audience. Words
are a part of this ceremony; but not ne=-
cessarily the dominant part. . . .The
important thing is what is happening be-
tween the audience and the action., . . .
The 'trip' for the audlence must be as
carefully structured as any ancient mys-
tery or initiation. But the form must
reflect contemporary thought nrocesses.
And we don't think muceh in a linear fash-
ion. Ideas overlap, themes, recur, ar-
chetypsal figures and events transform
Trom shape to shape as they dominate our
minds (20, p.6).
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Both the seript of The Servpent and tne collaborative

methods used +toc realizve its presentation by the Open Theatre

speak clearly to creative imsgination. The Serpent is free-

dom and experimentation itself. It has some narrative,
sections of Bibliecal text and some suggested improvisations,
The entire concept ot the script is electrifying, but the
freedom it gives the director snd actbrs, as well =g the
demands it makes of an_audience,.is beyona descriptiah.
These thoughts, along with the following guote from Mr. van
Itallie confirm this director's opinions of the play‘'s
Possibilities for fhié experiment in Open Phestre. MNr. van

Itallie states:

Yhen other acting groups want to
perform The Serpent I hope that they
will use the words and movements only
as a skeleton on which they will put
their own flesh. The Servent is a
ceremony reflecting the minds snd lives
of the people performing it (20, p. 7).

- The mere fact that Upen Theatre is experimental by
nature brings a uniqueness to its study. The ideas found
on the previous pages and in more current pericdicsls reveal
that judgment on this movement must be withheld to see how
much more may be accomplished, Reports in April of 1971
stated the Company has not disbanded anad remains the leading
experimental theatre company in America today, Une of its
most recent endeavors is Terminal, a collective work, cow
directed by Joseph.Chaikiﬁ and Robefta Sklar with text by

Susan Yankowitz (16, p. 51). Perhaps Catherine Hughes!



statements can best summate an evaluation of the Open'

Theatre's worlk:

Unlike many experimental groups, it
is professionsl in the best sense of the
word; highly trained and disciplined, ap-
proaching its material with intelligence,
prepared-~and this is one of its distin-
gulshing features-to deal with language
as well as with the stage movement and
theatrical 'effects' that too often mere-
1y serve as s substitute fur thought,
skill and content (6, p. 160).
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CHAPTER IT

THz DIRECTOR'S
ANALYSIS AND APPROACH

The initisl purpose of this prepsration for the experi~
ment is to discover the total meaning of the play and, =28 A
result of this insight, to establish = concejt or appfoacﬁ
to production. This =vuproach must communics=te this total
mééning to the sudience, through the actors and the use of.
technical fnacilities.

Tecauge of the nature of Open Theatre 1tself, 1t is ne-
cesssry that the mnalysis of the selections of this experl-
ment be viewed in the light of the manner in which they were
originally structured and produced. There is a collaborative
znd cooperativé spirit in the Upen Theatre. As previocusly
mentioned, the play is creszted from selective imeges of im-
provisztions, =nd the playwright construcis his text with
the technique of Y"transformations," thus developing a series
of "seotion-bloes" rather than a plot. These unique funda-
meatal concepts which form the foundation of Cpen Thentre
effect the manner in which = play must be an=lyzed.

tlso, the facts that both Viet Rock nd The Serpent were

first produced in the intimate quurters of the Czfe' La Nama

and thst most of the uUpen Theatre Company's performances
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occur in the lofts, gareges, living rooms snd coffee~nouses
arbund Hew York City, influence the director's interpretation,
For though the two plays may differ in form, they asre both in
the style of the Open Thentre.

) Since the methods and technigues of this new theatre
movement may not ode labeled conventional or traditibnal, the
internal analysis of.any gseript in its style does not easily
lend itself to conventional or traditional methods of ansly-
sis, snch as that set down by Aristotle., Therefore the di-
reetor chose o series of gquestions, derived from verious

: ele@ents of accepted methods to facilit.te in the understand-
ing and production preparaziion of the plays. The questions

- were (2) What is the theme and sitvation? (b) What is the
general mood established? (d) what about cbaracterization?

(e) What of.the conflict 2nd crisis within the play? (f) VYhat

problems of production zsre appsrent? (g) In the cese of Vied

Thesé question, with available evidence in the form of
st+itudes or intentions which the drsm=tists have put down
relative to their respective plays, =long with the kndwledge
iof the playwright's role in the rezlm of Upen Theatre 2nd.
thé basic gosls of this group, assisted the director in dis-
covering the total meaning of the plays. A discussion of -

the results from this analysis is recorded below.
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Internal Analysis
of
Viet Hock

Viet Rock, written as a result of the Saturday Workshop

at the Open Theatre and first produced on May 25, 1666, is a
satire with deance and music, echoing pépular attitudes re-
lating to the Vietnam War. |
In this play Miss Tefry ig concerned with exploring the

negative feelings toward Vietnam. She seeks to understand
the aggressiveness, hatred, and anger prevaient in all mankind
(3, p. 3). Through improvisations, the Cpen Theatre Company
sought to get at the essence of violence (9, p. 197). Ililss
Terry states:

I am trying to express my feelings about

how we are all really related and how we

must begin to leel responsible for one

ancther. I want my audlence to feel

rather than think (3, p. 61).

Viet Roeck is an anti-Vietnam Wer play because 1t 1s an

anti~war play: alllwar, all murder of individusals in the
cause of ideology. But only once do Miss Terry and the play's
- production make a straight forward political statement, At
this point the women of the company go into the audience and
deliver this speech:

. This war is worms. This war is worms
invaded by worms. This war is eating away
at the boy flesh inside my belly. This
war stinks. This war takes men away and
pins baeck the man in me so he can't kick
end scream, whnich is his God-given right.
This war stinks. This war mazkes every-
body more warllke Than they are anyway.
Tnis war invaded me and makes me hate my-
self, I hate you. I hate you., And you--
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I hate you! (Quieter) This war is wounds.
This war is worms (9, p. 219).
Yet, for most of the play Miss Terry is not propagandistic
or dogmatic but represents, and depreciates, all points of
view.

The music of Viet Rock grew along with the play in the
Saturdey Workshov, It was composed by Harlanne de Pury (9,
p. 197). The purpose of any technical aspect in a productipn,
like music, is to comment directly or indirectly upon the
action of a play. The musie within Viet Rock is particularly
significant in helping to establish mood and relate the form
of the play itself. For exemple, the combination of the
words with the rhythmic beat in the opening song entitied
"Viet Rock," played even before the action begins, estab-
lishes a general feeling of irony and satire. Tne audience
nears these lyries prior to the introduction of any char-
acter or actiomn:

Far across the Southern Sea

Tg a land where the Viels rock.

Here every morning you can see

The Viets roll.

‘When the bombs fall

The Viets rock and rock.

When the napalm bursts

Then the Viets roll. . . .

Rock and roll, rock and roll,

How the sweet Viets

Love to rock and roll. . .

Roeck and roil, rock and roll,

Do the Viet Rock (9, p. 198-95),
Another song, "To the Jungle March,' not only serves in con=

tinuing the ironical element of the play but coupled with a

dance allows for a frenzied. demonstration of the aggressive-



ness felt within the characters. Even the sentimental
"please God," interspersed with the climatic fecognition
scene between & mother and & son, seems ironicel in the dourse
of the events presented.
| Through a series of varied ”action-blocs,” the play

traces the movements of a handful of Amerlcan boys from ine
duction to fighting and to their dedth. Interspersed are
topical scenes like a Congressional hearing, an anti-war
demonstration, or radio visits from Haﬁoi_Hannah. it ﬁresents
clever parodies of official mindlessness and‘brutality and
involves the American soldiers, thelr families, their lead-
ers, the Horth and South Vietnamese. Serioué scene and pars-
ody, sentimental moment and satire, brutsl death and vaude-
ville gag are all found in repid transformations. All of
the scenes are designed to produce the thematic picture of
the brutality and violence of war in & mood of light irony.

Yet the significance of Viet Rock lies not in its par-
odies and satire but rather in its use of the new theatrical
technicques, In its original production, a small company of
actors who trained togetiner and assisted In the play's devel~
opment portrayed many characters without ever doubling their
roles, Thus, any company approaching the play must likewise
sustain this ability of multiple characterizations., In addi-
tion, Viet Iock uses both forms of transformations. In most
of the scenes, the actors become, in raplid sequence, mothers

and girl friends, army officers and inducﬁees, fathers and
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doctors, Vietnamese women, reporters and witnesses, etc., In
the Congressional heafing scene actors replace other actors
within the actual delivery of a single scene. Richard Sche-
chner says, "The richness of Viet Rock depends largely on
the interweave between these two basic modes of transforma-
tion" (10, p. 16).

These new techniques cause the reader or observer of
any Open Theatre script to lose sight of the characters and
become aware of the pfogressive flow of action. Thus only
a few of Terry's characters remain dominantly in mind: the
standard Birch patriot and the sergeant; the GI's inzgeneral
who seém to be unfeeling "pawns in someone else}s power pol-
itics" (1L, p. 760); the insensitive if not unconsecious éoliw
ticians; the archaic, seductive Hanol Hannah; and the uni-
versal Mother who decgmatically protests this war after the
death of her son,

Hlegan Terry.then did not intend to portray well-rounded
individuals. ©She set out to present the essence of violence,
and her characters are important only insofar as they forward
that presentation. The actions do not exist to displey char-
acters, but characters to demonstrate actions, The only
character who rises to any high thematic 1evél is the Ser-
geant., <e is a constant driving force in the GI's training;
maintaining that they =accept ideals which lead To the de-
struction and murder of the individuals for the sake of an

idecliogy. In Act I, he addresses his "boys" in the final
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moments prior to their departure for Vietnam:

Yes, boys. War is hell, And you
have to be @ hell of a men, with £ hell
of a lot of blood to spill for the hell
of a lot of love you have for your hell
of a country! Get sboard now and know
that the U.S.A. is behind you sll the

. way. Ten thousand miles right here be-
hind you. We'll show your dead brothers
in srms that they did not have died in
vain., God love ys, and go get thst guy,
before he get you first. For God. For
dgountry. For the land of the brave and
the home of the free! Fall in! . . .
Next stop, Vietnam (3, p. 205).

Miss Terry's idess on =cting hsve been strongly effected
by her c¢lose interdependence with the (Upen Theatre. Her char-
ascters sre motivated for = scene not by natural, loglczl con-
nectives between écenes. Ruther the motivation comes from
the specific zction in which the wetor is involved, rlthough
he is constantly aware of the basic mood and theme of the
play itself. Though no permanent bhﬁracter identification
evolves, still there is a noturalness in the action of the
scene with the chsr=cter (10, p. 10-11),

Production notes from Viet Rock's original performance

contend that "it is most necesssry that the director make
maximum use of his playing #res and concentrate nct only on
the intent of the scene but the encticnzl content-is it belng
fel& by the sudience in how it 1soks to them?™ (10, p. 22).

P

Other editions of Viet Rock state that the sudience should‘

become involved intellectually, emotionally, =nd kinesthetiQ
cully. Another suggestion that would aid in this involve-

ment, is that the =udience should be arrunged so that they
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can see one another throughout the play (9, p. 197). These
comments and the menner in which the play is structured lead
the analyst to believe that although momentary conflicts
occur within individual "ection-blocs, " the‘major conflict
of Viet Rock is created in the spectator's consclousness,
The crisis occurs when the audieﬁce members! involvement re-.
sults in the desired response of the playwright, That is to
say, the audience of Viet Rock would begin to feel with the
flow of action the aggressiveness, Hétred, and anger in the
brutality and violence of war.

Internal Analysis

of
The Serpent

Jeen-Claude van Itzllie labeled The Serpent "a cere-

mony" and its director Joseph Chalkin has stated that the
theme of the play is "that Man made God in his ouwn image,
and held up this God to determine his own, Man's, limits"
(11, p. 9). With its origins in Genesis and the Fall, and
its meaning in the present, the play 1s structured as a
series of images on the Fall and its contemporary social
- and political implications (12, p. 110-111B),

The script succeeds in beipg what van Itallie terms
g ceremony" with a consistent mood in the terms of myth
and rituzl, and the employment of technigues which invite
a communal reaction to repressed personal emotions and to
shared and traumatie recent American history., "Lines are

often chanted, and there is frequent contrapuntal delivery,
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rhythmic choral humming, carefully formalized movement and
freguent repetition in the manner of religious ceremonies
or litanies" (2, p. 160).

Mr. van Itallie's comments concerning the development
of "a ceremony” are of interest, for he contends that the
work of any playwright is not to write a play but to con-
struct a ceremony (11, p. 7). He relates that:

At each point in constructing the cere-
mony the playwright must say to himself:
tWhat 1s the audience experiencing now?
At what point are they on their Journey

and where are they to be brought to next?!
(11, p. &).

Likewise van Itallie, speaking of The Serpent, stated:
The creatlion of this piece was an explor-
ation of certain ideas and images that
seem to dominate our minds and cur lives,
The only criterior, finally, of whether or
not to follow an impulse in the plece was:
Did it work for us or not, in our lives,
in our thoughts, and in tne playing on
the stage (11, p. ©).

During the year and some months in which the Open Thea-
tre and van Itallie worked on the development of this piece,
they strived to find theatrical expression (non-verbal) of
guestions dealing with guilt and disguiet, Consecuently, the
words of the piece are not the dominant part, but rather
"they attempt to be the 'top of the iceberg! to the rest of
the theatrical experience for the audlence, capping off im-
ages that have already been sensed" (11, p. 12).

Several scenes within the play's structure are gulte.

extraordinary., The first of such scenes occurs when four
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actors assume positiocns similar to those of the Kennedys and
the others in the car on the afterncon of Kennedy's assassin-
stion; they begin to pantomime the various moments of the
assassination. The scene 1s 2ll done to a twelve-count. The
impression of a filmed account is given in slow motion, re-
peated first in order, then in unrelated sequence, At one
point the action stops, while a figure at the back quietly
spealts lines like the actual ones of Dr. Mertin Luther sing,
Then, the scene grows in speed and intensity as members of
the ensemble portraying the crowd ritualistically repeat:

I was not involved,

I am a small person.

I hold nc opinions.

I stay alive. . . .

I'm no assassin,

I'm no President,

Ll don't know who did the killing.

L stay alive. . .

I keen ouv of big affairs.

I am noét a violent man.

I am very scrry, still

I stay alive (11, p. 21).

- The next scenes, beginniug with "The Garden," combine
the element of ritusl, improvisation, and audience involve-
ment, While the words of the chorus (four women) are pre-
sented in a ritualistic tone, the script calls for the en-
semble to form (in semblance to the rigid physical nature
of the Open Theatre's technicgues) variocus creatures for the

garden, The script likewise suggests that these should be

creatures whilch express an otherwise inexpressible part of
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the actor himself. This expression would result from irne
provisatibnal exercises in rehearsal, no doubt. A serpent
emerges within this period of non-verbal scriﬁt,“formed by
five actors; writhing, hissing, moving, tounges flicking.
The temptation evolves and the ecstatic serpent, who by this
timé 1s being portrayed physically by the entire ensemble,
serarates to distribute apples to the audience to ghare thelr
pleasure with themn. |

The curses of God on mankind and the mﬁrder oflﬂbel by
his brother Cain follow. This scene seems the most effec-
- tlve and originally conceived within the seript., Walter

Kerr of the New York Times refers to it as the "Cain-Abel

puzzle." He reflects on the entire idea in his article en-
titled "What If Cain Did Not Enow How To Kill Abel?! (B, P
1). The scene serves as an excellent counterpoint to the
Kemnedy-King assassination scene. A theme on the nature of
violence is develbped from the almost absent-minded murder
of Abel by Cain, who the authors contend,

was taking the first naively ineffe-

clent steps in the killing art, to what

they consider its advanced form in the

flat trajectory, telescovic-sightsd rifle

fire that cut down President Kennedy (7,

P. 56}.
The actual murder is prefaced by remarks from the four
chorus women, each undertoned by the "davening! or rhythmic
humming of the other three. Ixample lines read:

Fourth Woman

And it occurred to Cain
To kill his brother.
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But 1t did not ocecur to vain

That killing his brother,

Would cruse his brother's death,

'or Cain did not know how to kill

ind he struck at his brother.

ind broke each of his bones in turn.

And this was the first murder {11, p. 42).

In the succeeding images in the series, the ensemble en-
counters "Blind Men's Hell" while the chorus' "Statements II™
gspeak on the emptiness of the contemporary society,_aa demon -
strated in these lines from the opening of the scenes

Fourth Wom:n
1l no longer know the beginning;
L am In the middle
On & line
Between the beginning
And a point towsrd which
I chose to go. :
Third Woman
I have fewer choices now,
Because when L change direction
The change can only start
From a line already drawn.
Second Woman
My husband is in that coffin
ln the day he goes to wurk,
In the evening we discuss household:
matters,
And at night
He climbs back into the corfin
(11, p. 46).
ind amidst the closing lines of the "Stétements IT" scene,
which builds to0 statements of contemporary guilt and dis-
quiet, the author's theme is stated by the Third Woman.

First though, we re=d:



Fourth Woman
If a bulldog ant
Is cut in two,
A bsttle starts
Between the head and the tail
The head bites the tail
The tail stings the head.
They fight
Until both halves are dead.
Third Woman

So Man created God,
What for?
To set limits on himself (11, p. 4§).
The entire presentation of "Blind Men's Hell" and "State-
ments II" is the interaction of lines and action, much like
the encient ritual forms. Thereby complementing and clari-
fying each to achieve their meaning and effect (2, p. 160).

The ending of this series of vaen Itallie's images con-
sists of man's discovery of sex (as the chorus declares the
begats from the 0ld Testament) and man's discovery of death.
The script advises that each of the actors "is overtaken by
a slow kind of dying, not so much a physical one as a kind
of 'emptying out,! a living death, which soon slows them to
a complete stop™" (L1, p. 55). The actors leave the theatre

singing some sentimental popular song. In the original prow-

duction the Company sang "Moonlight Bay.®
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Jean-Claude van ltallie, in keeping with the aspects of

the Open Theatre, did not intend to emphasize characteriza-

tion in The Serpent. IiHe rather thinks of the actor, in some

sense, as belng a priest or celebrant, and the audience is
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drawn to participate with the actor in a kind of "eucharist®

(11, p. 6). Joseph Ch=ikin explzins that the actor in a

work like The Serpent must understand as much as can be un-—
derstood. Here the_ideas of the entire piece or as important
to the actor's understanding ns are his individuval character
motivations (11, p. 8).

Thus, upon the first reading of The Serpent, the impor-

tance of ensemble =cting is apparent. Peter Maloney, who

‘was a member Qf the criginal cast of The Serpent, commented:

As & part of a group an actor gives up a
lot, especially the motivation of ztten-
tion. But he's rewarded with & continu-
ity, a chance to develop trust in the
other actors asnd a sense of being part

of a sumething lurger than what might oth-
erwise be possible (4, p. 133).

Yet reaching a point where members of the ensemble can dew
velop this "something"™ requires that the entire group find
communal points of reference. For only then, can the ensem-
ble zddress itself to the questions =nd imeges which make up

The Serpent.

However, The Serpent does not exclude recognizable

characters. The willful, luring Eve; the compliant Adsm: the
‘muscular Cnin emerge ns roles, although only for an instant
before being caught up again in the ensemble.

The role of the four women who make up the chorus is
muitiple. To the audience, Chaikin says they are "hostesses.
They ere narrator snd chorus® (11, p. 9). 4s contemporary

widows they mourn the "good life." These women are common
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place, =nd they pcssess = tiresome manner of speech, as sug-

gested in "Statements IIM:

Second Woman

I'm collecting things.

Beads

I'm buying plants,

Curtainge

With which to m=ke & home,

I'm buying things

To make a goond life (11, p. 45).

They introduce ideas which are thematic perspectives, as in

fStatements Iv:

Third Woman

If God exists

It ig through me

tnd He will protect me

Beczuse He owes His existence tc me
(11! po 3?).

Mr. Chaikin continues to explzin the multiple purpose of the

chorus by stating that:

They bring everything intoc question by
juxteposing the worldly with the other-
woridly. They 'de-mystify' by making
common, and yet unienable, statements.
They answer questions implied in the

regt of the text by further gquestions,
continually intruding on answers to bring
into focus the unanswerable (11, p. 9).

As with Viet Rock, the manner in which The Serpent is

structured affects the interpretation of its conflicet and.

‘erisis,.

Each image within the series could be dealt with in

relation to conflict, but it appears that the main conflict

results from the play's fhematic perspectives. The major

conflict apnears 10 be man's ~cceptance of his choice as to

his current existance. Man rezlizes thet he has created sn
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image of God in his mind »nd has chosen to allow “this" God
$0 set limits on his life. How he must decide the effect of
these 1imits on. his life. Having made his choice, all other
possibilities are excluded. KHe must adhere to the limits set
down, kfherefore, the conflict occurs in Man's accept=znce of
hig choice. He =zsks, where 1s he? VWhat Aare the limits, and
how were these limite decided?
Fourth Voman
I no longer know the beginning,
I am in the middle
Cn a line
Between the beginning
4And a point towsrd which I chose to go?
Third Woman

I have fewer choices now.
Becanse when I chunge my direction
The change can only start
From a line alre=dy drawn (11, p. 45).
The sudience's involvement, as in Viet Rock, becumes an
integral part of the vplay's conflict and crisis. By the na-
ture of the pley's form, "a ceremony," the mudlience and ac-

“tors are brought together in a tyve of common understanding.

The point at which this encounter takes place in The Serpent

can be labeled as the c¢risis or turning point of the main
conflict for at this time the audience and actor become a-
ware that Man has chosen "this" God to determine the iimits
of 1life. Now what? During the moments after the apple has
been enten and the actors are playing out the ecstasy of its
pleasures, both actors ond sudience through the common under-

standing of this image and feeling realize the limits which
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God has set. Gonsequeﬁtly, from this point of encounter, hcth
actor and audience are participants in the main conflict of
the play. During that periocd of silent encounter, when tﬁe
actor has physically shifted the focus from the stage to the
whole room, thus confrdnting all men With the feelings of the
image, there is a reality of people: actors and audience,

The reality of pecople is also the reality of life., And the
thought cccurs that Man chose to let his God set limits so

for better or worse he must live with Him and with the fears,
shame, and sense of sin that accompany it all.

ks to tne significance of The Serpent as & whole, first,

it is a prime example.for the physical exercises with which
the Open Theatre seeks to extend its dramatic resources.
Second, according to Walter Kerr, it has humor, It smiles
at itself, smiies at its sorrow, and smiles a%t its imvolve~
ment in a univefse that does not yield logical answers., Perw
 haps its humor guarantees its seriousness (8, p. 8). Third,
1t is truly en excellent exesmple of the collsborstive method
of working., The text invites all those wurking on it to cre-
ate what will hzppen on the stage. It is freedom and exper-
imentation itself. :nd finally, according to Catherine
Hughes:

1t Jjoins & sense of continuity with the

past with a valid prebing toward the fu-

ture and at times comes impressively

close to providing the sort of experience

theatre is all about (2, p. 160).

That is to say, the experience of The Serpent is the exper-

ience of 1life itself.
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The Director's Approsch

Since the purpose of this creatlve thesis is to experw
iment iﬁ Upen Theatre, the director's appreach to'prbduction
W thereby defined within the elements of this style. There-
fore, the director's techniques were derived through the uti-
lization of the Open Theatre's methods in réference to such
elements as rehearsal procedures, staging, characterization,
and zudience involvemen%.

‘ Upon the study of this new thestre movement, it was
noted that thﬁugh the style remains truve to ‘all its scripts,
there is a variety exlsting in the form used by the Theatre's
ﬁlaywrights. Therefore, for the experiment's validity it
was Qonsidered worthy to approach the production of two
scripts which had evolved from the collaborative method of
Opeﬁ Thestre.

This decisinn to produce two scripts presented an ob-
vious problem, How to present itwo different scripts in per-
formance in order to facilitate an evzluation of the basic
experiﬁEﬁt? Since the director's analysis has already re-
vealed the need of revision within the scripts on account of
local mores and to meet requirements fur educativnul theatre,
the director decided to cut the funning time of each play
to the range of a one-act play. Therefore o night's program
including two adapted selections from COpen Theatre was pre-

sented.



The cuts made in the secript Viet Rock were avproached
in the following manner, First, lines using obscene lan-
guage beyond the acceptance of the audience of educaﬁional
theatre were deleted or other words substituted to convey the
necessary meaning. Likewise, stage directions requiring any
action not ethically acceptable to the performer in educa-
tional theatre training were modified or revised. The chro-
notogical order 1in which the transformations appeared in the
script wes not changed, yet cuts of some "actlion-blocs! rew
sulted in one "action-bloc" succeeding another which it may
or may not have immediately followed in the origlnal script.‘
The specific scenes used in the adapted plece were selected
in order to allow the entire production to move from an. air
of.light comlic irony to & more tragic-ironical view of the
brutality and viclence of wer., Consistent consideration was
given to the cutting, in order thet both forms of transforma-
tions were represented within the adaptation. The transi-
tion from Act I to Act II was simply treated as another trans-
Tormational change. The singing of "America the Beautiful®
underscored this transformation. Liberty was taken in the
.reconstructing of lMiss Terry's final scene. Yet, the direc-
tor finds personal justification in this reconstruction, be-
cause the lines incorporated were selected (a) from posters
and slogans prevalent in current American society znd (b)
from lines previously used in the script itself, The first

meansg cf selected dialogue is similar to the method, it was
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learned thfough reseesrch, thét Miés'Terry nerselfl used in the
actual envolvement of the script, Though reconstructed in |
dislogue and partially modified in action, the final scense,
it is believed, rétains the basic impact desired by Iiss
Terry, The final gesture suggested in the script concerning
nembers of the Company going into the audience to look at and
touch repeatedly some particulsr sudience member was deleted,
This action could'appear as an assumpticn that the actor and
audience member have shared sn experience togetiher. The di-
rector felt this assumption would prevent the audience from
arriving at & sincere reaction to the pliece. Thus, it was
cut. Leaving only the sound of sn stomic bomb te echo the
message of Viet Rock., (See original seript with cuts in Ap~-
pendix B, pp., 235-3183,)

When The Serpent was considered for possible revisions,

it was not only a matter of running time, educastional thestre
stendards, and local mores, butbt also a matter of the number
of students available for the acting company. Whare the
script had been written for the original eighteen-member en-
semble, an ensemble of eleven had been selected to partici-
pate in the experiment, Conseguently, the five—actor serpent
was reduced to & three-actor creature and the chorus of four

women to three, Hssentially, the text of The Serpent was

presented with few deletions. Lvery image incorporated in
Me, van Itallle's series appeared. A few lines were out due

elther to the selection of words within them, or to their
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implicatiohs which might De found offensive to the education-
#l theatre zudience. Angd Again some line deletion resulted
in scenes incorporating consistent repetition either in ECm
tual word choice or intent. Actually the director found that
an adequate time for the show coulgd develop not so much from
cutting the script as.from controlling the natural rhythmn
cf the show itself. MNost suggestions given within the nar-
rative portivns of the script were followed, except in the
following two incidents. First, the stage movement of +the
"Begﬂtting" scene was greatly modified to a more modest sc-
tion, increasing its scceptance., And second, the using of

a sentimental popular song by the actors as they exit was
deleted simply out of preference by the ensemble and their
director. (See .riginal seript with cuts in Appendix B, pp.
193-234.)

With the basic approach defined <nd the scripts adapted,
certain objectives regarding the experiment were established,
The director shall attempt to:

1) develop a working ensemble and colleboe
rative spirit between the director and
actors.

2) explore the freedom of the scripts by
broadening the use of technical effects
(from the original productions) in order
t2 enhance and play up the scripts! basie
style, _ ' '

3) maintzin the charscteristic expression-
istic artistic stance of the Open Theatre
and =1lso to0 give evidence of g closely
observed naturalism (6, p. 50) .,

4) produce a significant theatre experience
within the style of Open Theatre by us~

ing actors with high school ang early
college training, :
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maintain a flexibility in all technical
creativity to facilitate transporiation
of the Company's work to various styles
of tueatre,

“learn the control required to direct Open
Thectre, Always to remember the "role of.
the director" in an ensemble: allowing
the actor to experience alone the defipi-
tive moment of all images with the impro-
visations., Likewise, to prepare for re-
hearsals with the thought that the re-
hearsal experience guides the actual

- evolvement of the purposeful action of

the scripts., The director then must se-
lect the meaningful imsges and assure
their spontaneity in actual verformance,
And in conelusion, to sharpen, smooth.,
end clarify the valuable work of the
actors,

Objeetives for the specirlic plays of the experiment

stemmed in some cases from apparent preblems of production

within the seripts themselves, Others from the director's

analysis and approach, In the producing of Viet Rock, the

director shall attempt to:

1)

~

2)

3)

b

5)

adequately demonstrate the use of both
forms of the technigue of transformations,
present an anti-war play rather thsan an
anti-Vietnam war play.

use a cartoonish style for satirical ef-
fect in the staging and some characteri-
zations, not cliche! but deliberate ex-
aggeration. Almost the “he trieg too hard"
Captain America style. Then the dark val-
ues will come through with more impact.
approach all lines with irony yet control
the degree.

emphasize the predominance of the play's
vigual imeges over thse words of the script,.

In The Serpent, the director shall attempt to:

1)
2)

avoid the cliche' images of the CGarden.
attain smocthness, flexibility, and control
in the physical exercise of the script,
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fulfill the intended "ceremony" but to0 ¢one
trol the degree of =udience involvement, not
to confuse involvement with versicipation,
bring out the elements of humor witnin the
script.

offset the themutic complexity of the script
with # technical simplicity by using basics
in the majority of color intonstions snd
lines of design in costumes, scenery, and
lights.
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CHAPTER III

DIRECTING AND PRODUCING

: AN EXPERINGNT IN UFiW THEATRE

The psst chapters have zequalnted the reszder with sn
initial historical evaluation of the Jpen Theatre, and the
experiment's pluywrights and scripts. Likewise, the di—
fector’s énalysis and approach to the experiment have been
presented. Now, the actual record of the directing and pro-
' ducing of the experiment will be considered. The director
hopes to provide the rezder mlth an undersfdndlng of the re-
lationship between the concepts discussed and their execution

in the experiment.

Formation of the Company

Desiring to Kéep within the style of Upen Thestre, the
director invited a group of students interested in experie
mentation to become members of the Company. Students with
whom the director had had personal contact in previons stage
'experleqceq and/or classroom study, and whom she felt h- d
aenonqtrated “1ex1bllxtv of voice and body, creativity,
sensitivity, and a sincere desire to produce significant
thedfre, were aqked to attend an initial briet ing session of
the experiment. At this meeting, the director discussed

what the experiment wes 1o be, whst she hoped to achlieve,
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and whot would be expected of those deciding to join the
Company.

The director explained that company members might not
work only as actors but also as technical members of the ex-
periment. Huphesgis was placed on the-desire to devglop a
working ensemble and a collaborative spirit betwesen the di-
recﬁor_and the members of the Company. Equai distribution
of acting parts was discussed and the fsct was presented .
ﬁhat the acting ensemble chosen would participate in both

The Serpent aﬁ& Viet Rock., A period for questions followed

at the close of the director's initial presentation of ideas.
The response was ethusiastic,

The availability of cast meibers received great con~
sideration in the final stéges of the Company's formation,
Some students invited to Jjoin the Company wefe unable to do
80 due to summer jobs and various previous commitments. But

an acting ensemble of eleven, (three college students and

o]

elghv high school students), a technical staff of three, two

n

musiclans, several general crew members szad the director

formed the Company for An Experiment in Open Theatre and

&

‘began work on July 18, 1971. (See copy of the experiment's
program for complete 1list of the Company in Appendix G, pp.
320-321.)

The next step, then, was to designate lines and/or
roles within the two scripts. The director received help

in line readings and in rehearsals from the assistant
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director, Cindy Byers, who sraduated in 1971 from North
Texas State University with « major in speech.and drama,

She hzd not only wirked with the high school students during
her student tesching at Sam Houston High School but she also
was acquainted with the colieyge students’' stage experiences

and performances,

Scheduling of Rehearsals
Since there would be only threé ﬁeeks given to the
prepzration of the exneriment's production,'great care was
exércised in pleanning the rehears-1 schedule. There'weré
actually two plays in one production which had 4o be.reu
hearsed and prepared. In addition, time was needeqd t0
utilize the verious rehearsal techniques o+ Upen Thestre.
Conflicting work schedules of the Compiny's members a=nd the
involvement of music with E;gglgggg h=d to be considered.
TENATIVE RhiﬁiRSAL SCHEDULE
for

An Ixperiment in Upen Theatre

JuLY:
(8} 18 - Formation of Company - home 5f director - 6-8 P.M.
(¥) 19 - Reading of scripts - S.H.H.S. Theatre —- 6-10 P, M,
(2) 20 - Wusic Rehearsal for Viet Rock - S.H.H,83,

Thertre -~ 2:30 P,M.
20 - diork on Viet ROCK —emme 4:30-8:30 P.M.

———tinh e

(W) 21 - Group Rehearssls on Viet Rock - S.H.H.S.
Theastre - 8-10 4.M./%-5 P.M.



(TH) 22
22
(r) 23
(s} 25
(M) 26
(T) 27
{(1#) 23
(F) 30
AUGUST:
() 1
M) 2
() 3
{w) 2z
(TH) 3
(r) ¢
(84) 7
(8) 8
() 9

(1)

The preceding rehearsal schedule was pl

tensively ang thoroughly,

Music Rehears 1 for Viet Rock - S.H.H.S.
' Theatre - 1

Lines for Viet ROCK =i 2.6
Run through Viet Rock - S.H,H.5.
Theatre —ee—mmew_ 112

Group Rehearsal on The Servent - 5.H,E.8.
. Thestre - £-10

¥ork on The Serpent - S.HHL.S,
Theatre —mwe—eo 6-10:30

Llnes for The Servent - 3.H.H.8,
Theatre - 4£:30«8:30

The SeI‘Den't - S.H -H.Dc .Lhed‘tre ““““““““““ ?"'6

Music Rehearsal for Eiet Rock - B5,H.H.S,
Theztre - 10:30-12

The Serpent and Viet Rock - S.H,H.S, :
Theatre ~——wnm 6-10

Mttt it bt et s

S.H.H.S. Thedtre -- £

Technical Rehearsal for 'he Servent -
. tH H CS‘ _Lh@m'tre - 4— 30

Group Rehearsal - S.H.H.5. _
. Thestre ——---- 8-10 A.M./3-5

Run thruUéh and wark through conmplete
show - 3.H.H.S. Theatre —mmmmme—e—o o __ 1-6

Transport set to N.P.8.U., Stucio Theatre «-- 3

Set lights - 5tudio Thestre ——mmem—wm—ee oo 17
Dress Reheasrsal - Studio Thertre —we———__ 6-1-
Final Rehearszl - Studio Theatre ——wamemen 6-10
Performance - Studio Theatre —e——eeeo——__ 8:15

52
P.M,
P.M,
P.M.
P.N.
o0

P.M.
P.M-Q

P,

P-M.

PN,

P'M‘
P.M.

AM,

P.M.
P.M,
P.M.

anned both ex-

but as is true in meny productions,
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unforeseenlproblams preVented the Company from fulfiliing

the prepared schedule, Three specific forces caused & re-
vised schedule to be adopted: (1) the sudden illness and
death of the airector's_father (2) the unavailability of the
facilities of Sam Houston High School's Theatre for rehearsals
until July 29, 1971 and (3) the‘late arrival of scripts for

REVISED ﬁEHEﬁRSAL SCHEDULE
for

An Ixperiment in Open Theatre

July 18 -~ Sunday - Formgtion of Company -
home of director —-me—ccmewm= 6 P.M,
July 26 ~ Monday = - Discusszsion on The Serpent -
' ' home of Hindy Murphy =--ewee- & P,M.
July 27 - Tuesday - Blocking of The Serpent -

Meadow Lane Baptist Church 6-9 P,M.

July 28 - Wednesday - Read thru of Viet Rock -
Meadow Lane Baptist Church 6-10 P.H.

Worl on Viet Rock -

o ——
4

July 29 - Thursdzy
S.H.H.S. Theatre ww-ceae-a- 2-0 P.M.

July 30 - IFriday - Music Rehearsal - home of
John Kainoneg ——ce-ceomme—w 9-11 A,M.

]

August 1 Sunday - Run thru of The Serpent -
Work on Viet Rock -

S H.H.5. Theatre =--m=w-w~ 610 P.M,

Auvgust 2 Monday - Music Rehearsal - work on
Viet Hock and The Serpent -

S.H.quSa Tl’le&t]?e —————————— L]_"'lo P.I\}I.

August 3

Tuesday - Group or scene rehearsal
' and straight run - _
S-Hui’}:-&;. Tl‘leatl’e “““““““““ 6""10 P.MQ
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Group or scene rehearsal
and stralight run -
S.H.H.53, Theatre ——-eamwm. 5«10 P.M.

lugust 4 - Vednesdsy

Dresgs Rehesrsal -
S.H.H.S. Theatre —~we—ea—m- 1-6 P.M.

August 5 -~ Thursday

August 6 - Friday - Transport set-to N.T.S.U.
: Studio Theatre memmmemmm————— 1 P.M.

August 7 =~ Saturday Set 1igﬁts_w Studic Theatre 10 P.M.

Ltugust 8 -~ Sunday - Run through of entiré show =
Studio Theatre ~——mweecm——- 6-10 P.M,
August 9 «~ Monday - Final Rehearssl - |
_ Studio Theatre ——meemawcoe—- =10 P.M.
August 10 -« Tuesday - Performance -
‘ Studio Thestre ~meememacaca 8:15 P.M.

‘Rehearsal Procedures

“ith the mendetory revision in the reheaféél séheduiéH 
came some chénge in the plans for rehearssl procedures. The
director hnd hoped tc carry the Compsny up to the verform-
ance through a series of rehears=zls which wouid be simil=zr
.in style to the reﬁearsals of the original Open Theatre Com-
pany of New York. Uf course, where the origin=l campaﬁy cre=-
ated the actual text which wes used during rehearsnsls, this
Company would simply seek, through exercises =nd improvisa-
tions in early rehears=ls, to increase their feceptiveness
to .sthe materisl. Using the skeleton scripts, they would pre-
sent the intended mesnings in a clear theatricai manner to
the éudience.' #ut the facter cf limited rehearssl time be-.

fore the performance dste caused most of the rehesrsals to
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be rushed, and thus the initisl exercises esnd Improvisstions
were less thorough =nd detaliled than the director would have
liked.

To some extent, rehearsals in the experiment were con-
sistent with the style of Jpen Theatre, most particularly in
the aspects of »n ensémble snd & collaborative spirit. Most
rehearsels found the director suggesting some idess and the
actors playing off these %o form an individual definitive in-
tervretation Qf the scripts' imsges. Consistently, members
2f the Compeny would bring forwnrd suggestivé technigues to
@e used in preseniting some particular concept of the script'
to the =udience.

Thig rehearsal rapport did not just happen; yet it oc-
curred slmost before the director was awsre of its presence.
The director hoped 1t developed through her npproach to re-
hearsals. All reheéfsals were met with SOme specifics in
reference to a technicslly successful production and also
with detailed study of the scripts. For instsnce, the di-
rector was specific in instructions to the actofs in regsrd
to the acting ares in which a scene would be pleyed. 4&s in

the case of the women in The Servent, they were plrced down

stage right to strengthen their juxtaposing lines. Since
the majority of the Important scenes of this play were per-
formed in stage center, the down stuge right vosition of the
women cocmmunicsted to the sudience thst the women served as

hostesses or narrators to the action., Hence, they remained
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outside the action. However, the director in Open Theatre
must be careful not to block the action tob extaﬁsi#ely.
She must let the actors experience for themselves, allowing
the rehearsal experiences to gulide the actual evolution of
action in the script.

Group discussions on textuél meanings_were begun prior
to the blocking of each script. The Company was encouraged
to continue discussion throughout all rehearsals., These
discussions included the individuals! inferences from and
aséociations with the script. Yet the Company was encour=
aged by thse director to move.from cliched ideas to more cre-
ative and veried responses to the texts. If time had allow-
ed, responses would nave been reached through more detailed
improvisational exercises. With the initial blocking of
each scene, the members of the Company would spend time with
the director on improvising methods of presentation. They
would also discuss the selection of the exact moves which
would best communilcate the intended thought. The final
blocking was The result of the director's smoothing out of
the actor's creativity. This selection of blocking was
based on the director's preference as to now and where she
wanted the audience's attention to be focused,

In the beginning of most rehearsals and on performance
nignt some time was given to warm-up exercises. These exer-
cises vroved invaluable because of thesirenuous physical re=-

quirements of both scripts. The director found the actors.
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more.sensitive and open to creativity after warm-ups. Therem

fore, & vériety of exercises was used; their central purposé

was to develop flexibility and control of'thé body. Also,

the exercises relaxed the whole body in order to open the

attor's minds to & state of crestivity and sensitivify. These

warm-ups were led by the director and two members of the Com-
pany, Bobby Hays a=d Teresa Shouse. Some of these éxercises_
were yoge exercises, Exsmples are listed below:

1. Salutation to the Sun--~This is done in the standing
vosition. Inhale, holding hands in air. Exhale, placing
hands on the floor. Place one foot back, then bring the
cther foot back to form a body arch. Now inhale =nd
lower buttocks «nd back to where the chest‘and neck are
elevated abo§e the back. Curl the neck taward the back..
Then in one step, exhale, return into the first arch and.
come back up, bringing the hands up too.

Purpose:‘ To facilitete the flexibility and move-
ment of the muscles in the body,

2. Tree---"This is done in the standing position. Place
the right oot on the left thigh and but h-nds in front
of chest as in the manner of prayer. Extend the hands
cut in front of the body, palms facing outward at this
time. Uove the arms out to the sides. Then bring them
over the head. (lasp them together »s if prayving and
bring them lower in front of the f-ce. Repeat the ex~

ercise placing the left foot on the right thigh.
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Purpose: To obtain coordination, flexibility,
and control of the body.
Relaxing of the lind znd Body;~»This ig done lying flat
on the back. Take deep breaths through the nose., EXe

tend arms out to the gide with the palms up. Go through

a mental process of trying to make the mind clear or

blank., Beginning with the right foot, flex it and heold
it ten counts and relax. Then, using the heel as a sup-
vort, 1ift the leg off the floor and tighlen the muscles
for ten counts, Then drop the leg. Now raise the leg
in the air and tighten 1it, heolding it in that position

again for the count of ten and drop it. Do the same

thing with the other leg. low tighten the muscles in

the buttocks and hold for a count of ten, then relax,
Tighten.the muscles in the stomach for the same count
and relax. Now, press the shoulders to the flocor for

a count of ten and relax., Lift an arm off the floor,
tighten it and relax it in the air, ‘Then raise it again,
now lower 1t, and while loﬁerimg it, act as if having

to force it down. Now relax the arm and repeat wiih the
other arm. Tighten the muscles in the neck for a count
of ten and relax, Fress the head againsi the floor then
relax affer a count of ten, Tighten the muscles in the
face end relax them. How just i1ie on the floor while

the body is relaxing.
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Purpose: To relax the whole body and to bring the
mind into z state ol peace.

Other werm-ups were in the form of sensitivity exercises.

A few are listed below:

1.

Ze

A person relaxes and falls backward into the arms of
another cast member, The person is then gently lowered
to the ground.

Purpose: To develop trust in fellow cast members;
Cast members stand in a circle (six or seven to a cire
cle), One person is in the middle and is passed around
gently from pefson to person. The individuzl is then
1ifted by the group to shoulder or head level, then gent-
1y lowered to the ground in a swaying manner,

Purpose: To relax the individual,
The Company sits in a circle, eyes closed, exploring
space by reaching, bending, and touching.

rurpose: To make members of the Company aware of

the body in szace, and to relate to sur-
roundings.

The Company stands in a circle facing each other, hold-
ing hands while contemplating fellow cast members (abili-
tles, mannerisms, etc.). As individually moved théy go
from person to person and produce a non—verbal communi-
cation feeling.

Parpose: To break down irhibitions and barriers on

a one~Lto-one communicastion basis.
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Although the use of these and other exercizes was primare
ily based on the general knowledge of the director and members
of the Gompaﬁy, the reader may find sufficient reference for

warmn-up exerclses in such books as Improvisation for the Thea-

tre by Viola Spolin, A Book on the Open Theatre by Robert

Pasolli, and Towards a Poor Theatre by Jerzy Grotowski. In

addition to warm-up éxercises, these books also describe, in
~detail, ideas which could be utilized by the director in re-
héarsals. These ideas enhance the actor's &bllity to grasp
‘the material of any script, giviug him Imowlédge which will
allow him to more easily perform that script,
| During the first rehearsals of the experiment, the di-
rector used these above listed books as reference for;the
development of interpretation =nd of improvigation in ap-.
proaching the idea of transformaetions. OF course, the direc-
tor Iirst explalned the basic meaning of a transformation to
the Company. Howeﬁer, in order to assist the actors in an
'understanding of the technique of transformation in a per-
formance, a simple exercise was used, The following quote,
teken from the above-mentioned bdok by Robert Pasolli, proved
to be beneficial: | |
Imaginary Objects'

Here the actors deal with specific
imaginary objects---tools, toys, and the
like. The importent thing is that the
actor experience the object through ug-
ing it, rather than through hls sensory
experience of it. The actors are in a

circle. One begins the exercise by dis-
covering an object through using it, then
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passes 1t to the next actor, who experiw
ences the object by using it, and then
trangforms 1t into a different object
and passes that to the next person. This
exerclse gets actors used to the princi-
ple of things changing in mid- -course.

(1’ pc l?"’lg

If needed, the director could have moved from this simple

exercise to an actual transformation improvisation to supple-
ment the actors training in this technigue. For example:

‘Two actors are teenage brothers arguing
over who gets to sleep in the lower bunk
of their new dcuble-decker bed, Claims,
counterclaims; threats, entreaties,
Abruptly the older brother starts acting
like & wild animal, say, a lion. He has
transformed his identity. His partner
must transform too. He might become a
small animal trapped by the lion or, con=
VLrsely, a-imanter stolking the lion, 1ls
change in identity establishes a new set
of circumstances, which he and his part-
ner then eslaborate lmDrOVlSatlonallY.

(1, p. 2C).

In a transformation improvisation, several things are impor-
tant. The actors must let things happren, folloﬁing their
instinets and breaking out of the established circumstances
a8 frequently and freely as possible, They must accept what-
ever changes their ?artners initiate, finding a way to join
in; they must cooperate with even bewildering changes.

Once the handling of the ;ransformation'technique was
grasped py the Company, the director found that the sponta-
neity 5f the scripts themselves was strengthened through
the use of a style transformation exercise., According to
Robert Pasollil, during a style transformation the theatri-

cal or soclological style of a scene is transformea. {1, p.

21).
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A8 en example, during a rehearsal for The Ser-ent or Viet

Rock, the director would eall for specific scenes to be per-
formed in the style of a Hollywood melodrama or that of an
old movie. At other times she would c¢all for the actors to
chenge thelr accents, asking them to place the scene in a
hillbilly or oriental locale. As the scene would progress,
the director would call out the exact change and the actors
would immediastely change their style in the scripts presen-
tation.  This particular exercise proved to be a consistent
aide in motivating the actors' creativity.

| Improvisations using transformation sought after the un-
.conscious resources of the actor, who, in jumping from one
set of circumstances to another, weuld be impelled to rely on
links between given and potential situations, These were
situaﬁions which he would not neceésarily understand ratio-
nally. Thus the device mined levels of meaning in a glven
situation which might not be otherwise evident. This director
found that transformation improvisations developed the actor's
ability to handle & wide range of situations, acting styles,
and emotions. Likewlse it enhenced the actor's sensitivity
to his fellow cast members,

‘The develcpment of the Company in this experiment into
an énsemble came about during the very first weék of rshears=-
als. The very nature of the experiment and the element of
-1imited rehearsal fime led the actors to.a point where they

were brought together, and by particivation in exercises angd.
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by making & group effort to present the images of the scripts,

the actors were engulfed by something lerger than themselves.
Characterizations evolved from this development of en-

semble acting, Since the sceripts of The Serpent and Viet Rock

are structured not according to the demands of character, but
to those of incident and sltuation, it was possible for the
actor to avoid working on himself, Instead, he worked from
what was occurring around him; his reference for charaqterif
zation was without ratoer than within himself, At first,

the director of the experiment was vuzzled by the rapid de-
velopment of multiple roles on the part of.the student.actérs,
but then she realized that the development of an ensemble had
created a sense of security., The individual actors, nercelv1ng
that they Wwere not alone, released a certain energy in per-
formance which made their creativity appear to be inexhausi-
ible, Since thé actor's impulses occurred as responses to
his fellow actors, the final selective ideas of characteri-
zations were most frequently evidences of a perceptively
develeped naturalism, In'yigg Hock, the actor then needed
only guldance in a deliberate exagseration of characteriza-
tion to underscore the satirical effects needed for some
portions of the script. The Senate Hearing scene in Viet
Rock may bve seen.as an eiample of this occurrence, =Each of
the characters svolved from the asctors! initizl sincere in-
terpretation of lines into the director's repreSQntational

stereotyped caricatures of people in our American socletye.
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.The Garden scene of The Servent was an excellent example of
the actors creating convineing naturalistic portrayals, but
this time through bslievability in bodily movement to present
~a animal in the garden. With the actor's personal interpre-
tations of the animalts movements, the director suggested
more choreographed stylized motions to broaden the complete
portrayal. The prominence in the lack of difficulty of de-
veloping characterizations throughout rehearsals supported
tﬁe directort's acquired convietion that the style of Open
Theatre, and specifically the technique of transfo?mation,.
1s more concerned with action than character,

‘ In the first rehearsals of each seript, analysis, inter-
pretation, and physical expressiveness were stressed by the
director. During the later rehearsals of each script, time
was spent on individual needs of voice quality, diction, and
articulation. As rehearsals rrogressed and blocking in the
scenes was established, the pacing of each show increased,
and the Company began to feel the emotional and intellectual

involvement they were reachlng in rechearsal activities.

Technical Staflf of the Zxperiment
Prior to the formation of the Company, the director
enlisted the aid of threé young pveople to assist as the
technical stafl of the experiment. Cindy Byers proved in-
valuable as the Assistant Director and Costume Designer
for the production., James Smethers, a l??i graduate of Sam

Houston High Schocl, volunteered his services as Stage
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Manager. ﬁe constructed the basic set and worked out the
lighting for the production. Hdaving just completed his Junior
year at Sam Houston High School, John Rainone agreed to ar-
| renge portions of the original music score of Viet Rock for
the experiment's production. In addition, he served as the
sound technician. These three @eople werked conscientiously
and consistently with the director in the tecinical aspects
of produection of the two plays in the experiment,

On several occasions the technical staff met with the
difactor to discuss the objectives of the experiment in re-
lation to tecanical ennancement. The desire to maintain the
basic style of Open Theatre was explained by the directgr.
Flexibility in all technical creativity was emphasized, The
evident problem of steging two completely different plays
within'the same area was accepted as g cnallenge by the
entire sgtaff, Since this was %o be experimentation, the
dirsector énd her staff zgreed to exrlore the freedom of the
seripts by experimenting in the use of technical effects,

On the other hand, the director cautioned the staff that the
technical aspects were to heighten the basic eplsodes of the
experiment; therefore, great consideration should be taken
in the'selection of production idéas.

Both plays which were to be used in the experiment were
discussed in terms of the director's approach and analysis,
The guick insight ﬁnd understanding of the tecihnical staff

into the director's interpretation of the seripts was
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encouraging. Ffrom these discusslions, the three stafll members
began work individually, with cccasional personal coufer-

ences with the director.

The Setting
As previously stated, the experiment would attempi to
present in a clear theztrical manner the inteinded meaning of
‘the scripts based on the style of the Open T%eatre.“ The
term "open" imnlied spacial freedom to the director of this
eXperiment, In addition, the use of transformations ruled
out‘the poseibility of scene changes through an alterétion
of set pleces during the performance of the scrints. based
on these ideas, several deéignS”were considersd by the di~
rectos and stage manager.
At last, one basic unit se¢ was created Lo be utilized

in the performance of both The Serpent and Viet Hock. The

use of one set established an atmosphere of unity in the
style of the two scripts and assisted in unilying the pro-
duction into one complete experiment. Also, the uase of oné
Dasic set benefited the limited budget of the vroduction.
(See Floor Plen in Appendix E, p. 358.)

The set consisted of two groupings of platforms. All
platforms were bullt to be collapsible in order to facilitate
their transportation to lNorth Texas 3tate University for
performance in the Studig Thestre, One group of four plat-
formas was plzsced in stage center and andther group of three

platforms filled the upstage acting areas. (See Work Drawings
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in 4ppendix B, p. 360-362.) Attached to the upstage plat-
forms were four poles. A large section of material was tied
between the poles. Thus, the stage was freea of set pieces
which might prevent the actors' use of any part of the stage.
Two benches and three stools were placed on the upstage plat-
Torms. The actors used the benches and sicols as improvised
scenery props when needed. Also, the benches and stools ser-
ved as places for the actors who were not involved in 8,
‘pérticular scene to sit and observe the action as any other
interested audience members might do.

The platforms gave levels and elevated acting areas
wnich helped in the estabiishment of different locales and/or
situations in_the scripts. OGroupings and stage plctures
were also enhanced by these levels, The abstract impression
pfesented by the scrim material spread between the poles |
heightened the moods of both scrivts. Using tals formation
the iirector hoped to give a circus cr side-show effect for
the satire of Viet Rock. Also, with the same formation the
director wanted, by altering emotional emphasis, to magnify

the elements of ritual and ceremony in The Serpent. Under-

scoring the entire experiment, the director felt that thesse
poles and the material gave an abstract "crusade banner' im-
pression. (See elevation in Appendix E, p. 359.)

The simpliclty of the set design was accentuated by the
cholce of color on the set. Two colons were selected: all
platforms were painted gray, while the stools, benches, and

attached poles were white. These colors were chosen in order



66

to imply a nesutrality of mood. They would be complemented
by the colors used in the costuning and the lighting of the
individual shows., Two sets of stools were used with the

basie set. The stools for The Serpent were white with black

and gray.crepe paper wrapped.around their legs., For Viet

Rock, red and blue crepe paper was used in the same fashion,

Consequently, with the change of stools during intermission

a slight distinction between shows was made on the set itsélf.

(See colored photographs of set in Appendix F, ppe 379-380.)
The design, color, and over-all style of the set made

it striking, bringing it out of the realm of conventi@nal'

‘theatre, “The simplicity of the set helped to offset the com-

plexity of the scripts! form, snd it also facilitated the

freedom of acting areas.

Costuming

The decision to use one basic unit set in neutral tones
for the experiment encouraged creativity in the design and
color schemes of the costumes. The director wished to ex-
press through the use of color combinations and designs and
styles of costumes, the vast difference between the atmos-
| pheres and dominant mocds of the two scripts. Also, the di-
rector desired costumes which would not interfere witn the
physical exercises required in both scripts.

With these ideas established, thé direcuwor acquired the
services of Cindy Byers, former high school student of the

director, who expanded the ideas and put them down on paper,
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tor.

The costumes for Viet Rock were done in variations of
red, white, and blue, The fad in.styles and designs~of
clothing, prevalent among the younger generation at the time
of this experiment, used these colors as a desecration of
the American flag, This style of clothing lent 1tselfl to
the dominant mood of the script. A4ssorted T-shirts were
purchased and co-ordinated with whitelor blue jeans which
the cast members wore., The extreme designs of the T-shirts
accentuated the satire in the script and at the same ﬁimel
-supported the anti-war plea. No specific combination of
T-shirts and jeans wés designated for any meﬁber of the cast
due to the rmltiple roles required in the transformatidns.
(Illustrations of these costumes in Appendlx E, pp. 363~366.)

In The Serpent, a style was created to assert the idea

of a ritualistic ceremonys All costumes were done in varying
combinations of black, white, and gray. Thesertones, when
used together, presented an explicit simplicitj. The combi- -
nation of colors and design for each menmber of the Company
was suggestive of the actor's role in the over-all concept of
the show. Tor example, the wnite for Adam represented his
innocence and sincere sensitivity. Eve's dominance of white
emphasized her initi sl innocence, while the sleevés of gray
suggested her momentary acceptance to the temptation of the

serpent. The women of the chorus and Eve were clothed in
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long skirts in opposition to the other two female members

of the Company. These latter two were clothed in long pant—
dresses to facilitate their movement as the animals of the
Garden. All the male members of the Company wore white flair
‘slacks. The shirts for the boys were all identically deSign—
ed and styled in a loose over-blouse fashion, The slacks

and shirts allowed the body to move freely and easily, Also
the styling of the costumes, specifically the flaired Jeans
and the belled sleeves, added £luidity to the movements of
the actors, The shirts, with the exceptidn of Adam's were
black and/or gray. Although séme‘specifications of cﬁaracter

were used in the costuming of The Serpent, the costumes gs a

whole blended in such'a way as to complerient the entire ac-
ting ensemble. (See sketches illustrating the costumes for

ihe Serpent in Appendix B, pp. 367-377.)

' Sound and Musiec

Although there were only a few sound cues in both plays,
they were meaningful to the over-all guality of the experi-
ment. All sound was rehearsed tediously to assure exact
timing, since most of the sound was sn integral part of the
action evolving on stage,

.In some portions of both scripts, the actors themselves
provided the sound., For example, the airplane in Viet Rock
was created by the girls of the Company. They extended their
arms to give a phyéical impression of an airplane, and they

mede a buzzing hum to suggest the motor of the plene, varying
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the piteh to infer taking off and landing, This technique
of the actors supplying sounds was consistent to the style
of the Open Theatre., Complete involvement in situation was

enhanced in The Serpent by the actors! improvisations of

sound during the "Garden" scenes, the "Curses' scene, "The
Blind Men's Hell" scene, and the "Begatting" scene. With
the exception of these improvised sounds and the live music,
the sound for the production was recorded and played at the
appropriate time during performanca.

Recorded sound for The Serpent was needed for the "Ken-

nedy-King Assassination! sequeﬁce. This scene was présented
as 1f it were a slowed-down silent film. All the things that
happened during John F. Kennedy's asssssination cccurred on
stage to a count of twelve., A voice was recorded counﬁing
from one to twelve, and this recording was played twice for-
ward and then once backward. Amplification through an echo
chamber heightened the over-all sffect for the scene,

In Viet Rock, a difficult sound cue dealt with a scene
occurring in the midsv of battle, This scene found the Gis
in the rice paddies of Vietnsm, 7The technical problem arose
withlthe ending of the scene where a GI must be hurt by a
mortar explosion. Therefore, precise timing was reguired
between the delivery of lines and the recorded segment of
battle sounds ending with the exXplosion. The problem was
801véd by rehearsing the scene repeatedly to perfect the

timing betwesen the actors and the sound technician,
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The last recorded sound in Viet Rock likewise required
precise timing, A4s the actors built the intensity of the
final lines, "Who, who, who. . .BAN THE BOMB! PEACE IN VIET
KAMI; " the director wished a giant explosion to occur Just
as the actors began the word NAM, thus preventing their final
plea for peace, Amplification through an echo chamber was
used to reverberate the sound in hopes of elongating the
suggestive sound of the brutality of war. _

Incidental rmusic, songs, and dance were used throughout
the adapted script of Eigg_gggg. Two musicians accompénied
all songs. Instruments utilized included one Parfisa Fast 2
combo organ and one Cipher six-string electric guitar,

The original music score for Vlet ﬁggk gave only the
guitar chords, the melody, the iey, end the time signatures,
Some changes and adjustments were made from the original
score. (See original music scores in Appendix D, pp. 325-331,)
These changes evolved in a music session held prior to the
formation of the Company for the experiment. The director,

- the two musicians, John Rainone and Ricky Mbsléy, and the
-female singer in the show, Mindy Murphy, worked several hours
“to alter the score to meet the requirements of the production.
Sigce no bass accompaniment was given in the originel scoré,
the musicians improvised and wrete as they worked. After the
session, John Rainone recorded the ideas ond succeeded in
erranging the music for the actual production.

The title song "Viet Rock" was changed in key and in
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some portions of the song's structure, Basically, the timﬁ
slgnature and measure arrangement were altered. The arrange-
ment took the ending of the song first, at a fast vace, and
then slowed down as 1t repeated the béginning Versed,

. The chords, time signature, aznd measure arrangemanﬁ of

"To the Jungle March" remsined the same as in the original
score. But a pizno and/or organ accompaniment was improvised,
The arrangement for the experiment's production involved
overlapping the word phrasings of the song with lmprovisa-
tional basic melody lines which could be sung to the same

chord accompaniment. These melody lines could be sung either
sepezratvely or along with other meliody lines, Three different
melody lines were used in the experiment, One was the actual
score itsell, and the Two others were improvised. In deliverj,
these two appeared to be spontaneous of the actors due to the
involvement of the scene,

In the case of the song '"Please God," only the words of
the original song were used, John Rainone wrote a ballad
arrangement specifically for our female singer, Mindy Mprphy,
.and this song underscored the emotional involvement and in-
ternal feeliﬂgs of the Hother depicted in the scene in which
this song was sung.

- Several rehearsals were held to study and learn thor-
cughly the music to be performed. DBuddy Rose, a non-singingl
member of the Company, was taught the opening song "Viet Rock';

Mindy Murphy sang "Please God'; and the entire Company
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performed "To the Jungle March.," Through rehezrsals and the
artistic endeavors of several people, the music of Viet Rock
was utilized in such a way so as not %o overpower the Qﬁhér

elements of the script., (See adapted music scores in Appen-

dix D, pp. 332=355.)

Lighting

The lighting technigues employed for this experiment
were carefully‘designed bj James Smethers, a former student
ﬁf'the director, The achievement of the desired effects was
particularly.diffibult due to the use of one arena stage,
three different dimmgr boards, and two completely different
'scripts which had to be lighted in aimost two completely
different ways,' The main difficulty in lighting was in se-
curing sufriclent lighting instruments to fulfill the direc-
torfs.desires. ~Another problem was the amount of tedious
experimentation with the control boards in order to handle
the number of instruments required in producing the differ-
ent cues involved in the two shows,

Unlike the set or costumes, the lights were not limite
ed to any particular color or color scheme, The lighting
technician was free to use any snd 211 of.the colors neces-
sary to establish a desired iffeét. The blending of pink,
blue, red, and.amber gels with some white iight was the pri-
mary means of illumination for the experiment. During spe=-
cific'sceneé; individual use of these colors assisted in the

presentation of the emotional intentions of the seripts,



75

Since two seripts were used, each demanded its‘own style
and form of illumination, Some ingtruments Qere hung and
gelled so that they éould be used in both performances. But
there were certain lights used only in one production, These
spedials were placed in such a way as-not to disturb the
lights utilized in both shows,

Several different unique lighting effects were employed
in the experiment, During the "Kennedy-King Assassination"

in The Serpent, a strobe light was used to give the film ef-

fect, At the close of The serpent, the general lighting fad-
ed out as a black light was used to reveal a star and its
rays on the material spread between_the poles. In Viet Rock,
Christmas tree twinkle lights were struﬁgb%o the pbié§ énd;
- material upstage, .During the opening song, these twinkié
lights were employed to give a bizarre circus, side~show
effect,

The lighting of the éxperiment displayed a flexibility
in creativity and heightened the basic style of the Open
Theatre scripts. The lighting cues were abundant and were
executed carefully to achieve a technicsal perfection, The
director was fortunate to receive the mssistance of a delil-
gent technician like James Smethers. (See light vlot iﬁ Ap-

pendix E, p. 357.)
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CHAPTER IV

EVALUATION OF AN EXPERIMENT

. IN OPEN THEATRE

Judging from the response of the audience, the one per-

formance of An Experiment in Oven Theatre was a success.

The Studio Theatre wag not only filled to its seating caw
.pacity, but also many audience members stood or sat in any
available space within the room. The audience was composed
of high school, college, end graduate students; professors
and teachers of high school and collere; friends and fam;ly
mombers of the director snd the Compaﬂy, and v1s1tqfs from
other colleges and universities., The applause and compliments
encouraged the Company and the director and gave them a real
sense of accompll hment., However, this does not mean that
there were not areés in the performance that could have been
improved,

At the close of the verformance, the dirsctor req&ested
from selected audlence members a written evaluation of what
.they had experienced or observed during the evening. No
specific references were made to theatrical terminology, and
o questions pertaining to the experiment's objectives were.
asked of these people. The dirsctor crelerred the corments

to come from the natural responses of the observers, Their

individual replies are recorded here as they were written.

e
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These corments have been arranged in an order which will aid
the resder's comprehension.

A highly successful high—school drama teacher and a
college professor of Speech and Drama wrote these statements
in reference to the ensemble, respectively:

First of 2ll let me congratulate you for
choosing a cast of dedicated cast members. They
were completely immersed in doing the best Job they
knew how for you. This speaks very well for you
ennd the dedication you attract snd demand. They
did seem to be a unit. This, I belleve was your
strongest ssset--ensemble pleying, a definite ne-
cessity ive this production.

Let me say first that I enjoyed the production
of The Serpent and Viet Rock thoroughly. . 1 have
done extensive research in the new movement end
find it extremely exciting. I feel you definitely
captured the essence of what the new theatre 1s all
sbout. I was most imoressed with the irnvolverien®
and dedication of your compeny in what they were do-
ing--the "faith! they appeared to have in the pro-
duction., They beautifully conveysd that "total free-
dom"” that is so important in meking this type of
theatre work.

I also felt a definite rapport between members
of the cast; the ensemble work was good and I be-
lieved these veople-working fogether in a joint ef-
fort.

The following is a general sampling from the critiques
concerning the technical aspects, directing, and staging of
 the experiment:

The stage plctures were interesting end theatri-
cal, + oThe music was very Litting. « .

Clearly, careful planning had gone into the
staging and design of the production, The staging
area was well used, although the platform at some
points in Viet Rock seecmed a bit small for the
amount of activity staged there.  Lighting seemed
always to intensify the mood crested. The moods
of each piece were ni¢ely reinforced by the cos-
tuming, especially for The Serpent, and sirong




erotlonal impasct was further developed by skillful
audio (vecal) devices, both musical and "mechane-
ical," ' : '

Your use of staging and lighting although
conventional was not limited by conventional tech-
nigues, The freedom of movement and use of space
you employed only served to increase the effect of
your production.

The costumes were interesting., I wished at
some time or other they could have "used! them in
some way. L liked the sirebe and the music, I
felt they worked well,

Ag for specifics: I liked the set and techw
nical effects. The costumes were outstanding. 1
felt the blocking in The Serpent was besutiful,
but it was a little vazue and rough at times in
Viet Rock,

The steging, the costumes, and the sp901a1
~effects were beautifully done.

The comuosition in each scene made a strong
lmbfos*1on, perticularly impressive one being the
Garden of Eden scene. Obviously the production
had gualities of dance, which unfortunately were
not always fully developed. This kind of thing
would reguire greater specialized training for
members of the Company, I realize.

The Serpent. . .your direction of i1t allowed
me to relate to it most effesctively, The rapid
changes of scene, time, and characters were st all
times well cdefined and clear to the audience. The
assassinatlon scene was most striking, the etherial

uzgesoion of action you created was far more ef-
fective then the vortrayal of that zction more
fully could have ever besn. You established the
situatvion, allowed it To have 1ts full impact, and
then moved on before it became redundant or duli,
The temnting of Eve was one of the most sensual
.scenes both pnysically and audibly. The blocking
of that scene was creative, and throughout the
length of the scene 1t was alive and did nov be-
come repetitious. The aural aspsct of that scene
was phenomenal both In its mechenlics of performance
and the emotion and feeling 1t schieved.

Une ldea mentioned freguently within the evaluation
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dealt with the relationship betwesn the zctor and the audi-
ence. The following are abstracts from those comments:

The actors seemed unafrald of the audience and
their inter-action wzs gcod (I got an apple; wonder
what kind of Eve that makes me?).

The production seemed a successful attempt
to involve the audience in a series of provocative
end moving impressions of men., It was a memorable
exXperience,

To eifectively critique a production one must
be an outside observer to insure objectivity. This
pesition of removed observer I cannct assume be-
cause L was tetally emeshed in the uroduction and
the literature., Your intention of relating to and
invelving your audlence was completely realized in
me, and I am sure it was reallized in the other audi-
ence members as well,

The 'open theatre! concent of audience rela-
tionship to the literature snd the production was
well illdstroted and achieved by your skillful
establishment of assthetic distance. The destiruc-
tlion of this distance, by shattering ths fourth
wall either by physical movement or by addressing
& spoken line through the wall, was very effective.
The technigues of direcition you employed served to
bring your audience closer to the intention of the
productlon and closer to involvement with the
meaning itself.

I wished for more audience contact in Viet
Reek, I wanted the cast tc come into the audience
at the end of the play which is suggested in the
seript. I feel your uninhibited cast could have
handled this begutifully, and it would have en-
haneced the production.

I don't know if 1t was by choice or not, but,
I feel the stage used was a wonderful choice. '
It brought the audience much closer to the thoughts
of the cast, '

Viet was cuite original in its zpproach to the
audience and its relsastvionship to the individual
audience member,

The audience was allowed, sometimes forced,
to experience with the cast humor, pain, pathos,
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exultation, discomfort, anger, confusion, but
little if any boredom. The tempo maintained
moved the unususl material at a pace the audi-
ence could keep up with, yet did not allow time
for simultanecus reflection--that the viewer
was left to do on his own time.

Performance skills of the astudent actors were cited in
of the evaluations, General opinions were as follows:

Sometimes the actors yelled and screamed which
bothered me but not often, and I thought the dark
haired (black almost) girl was your best volce--she
was unafraid, had fine stage presence and good diction.
I thought everyone handled his body well, a necessity
with this kind of production. . % loved the ‘ani-
mals' in The Serpent. :

Pacing of Viet Rock was excellent; actors
moved from character to character smoothly and be-
lievably. The kids did beautifully, Buddy Rose's
sergeant was marvelous and Bobby Hays was excel-
lent in everything (his talent steggers me). Terry
Pierce had depth and maturity (that marvelous volce),
Mark Remirez showed surprising insight and maturity,
and John Hainone was excellent (that rubber face).
Strong points of The Serpent were the serpent {(splen=
did idea to have three actors--very powerful--they
melted into one servent}, Gall Jones! Eve, and Mindy
Murphy's begats.

I felt that in thelr ardor they were unintel-
ligivle. There were times I could not understand
them, mainly because tco many were saying too many
different thinzs at the same time., I missed the
last line of Viet Rock.

I undsrstood every word in The Serpent but
missed many in Viet Hock.

It was not clear always how much of the emo-
tional Impact was being experienced by the actors
themselves. Some of them tended occasionally to
become patient spectators, but in some cases I'm
sure that this was quite iniention. The impact
was, however, much to the credit of the material,
and to a lesser degrce to the 'selling' ability
of some cast members. (There were important ex-
ceptions.). '
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The choice of personnel was an interssting
study in differing levels of dramatic accomplish-
ment, and the varying stapges of maturity added, I
think, to the dimension of the production. Many
cast members relaxed beautifully wita each other
end made characber transitions smoothly znd cone
vineingly., Others appeared to be more concerned
with the "technique® of this approzch to theatre,
rather thaa character or "role" depth,

Generally, the acting beautifully conveyed.
the myriad imvressions presented by the material .
and frequently accomplished this rowerfully.

My short but sweet opinions of the cast
members:
Bobby Hays--infallible
Buddy Rose--excellent but difficult to
understand
John Rainone~-over-played, at times
' unbelievable
Ron Lutz--lacking in involvemsnt as
' compared to other members
Mark Ramirez--jejune L
Terry Pierce--very talented
Mindy Murphy--beautiful voice, beautiful
actress
Gall Jones--excellent
Susan Manifold~-sufficient
Teresa Shouse--struggling but very
promising
Cindy Byers--very versatile, brillisant.

The finel excerpts from the selected responses to the
experinent deal with preferrences of scripts and general
gstatements of the over all effect of the performeance,

The Viet Rock half of the evening's perfor-
mance was colorful and moved. I must confess I
did not ceare for the script. My main criticism
was that it was too full of cliche's and stero-
type persons snd situations, The =zctors «nhanced
it well,

I thought Viet Rock was by far the better
play, although I had expected to prefer The Serpent.
Viet Rock moved and vibrated; it had songs with
ideas.
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In all, it was an impressive evening, i'm
glad to have been there, Hurran for you, your
cast, and your crewv.

You showed good theatrical balance in having
Viet Hock follow The Serpent, which was sc come-
plex, 1 did not understand much of it. The theme
was overpowered by busy-ness nuch of the time.,
But perhaps this is the way of Open Theatre,

I feel I rmust say this, though it mark me as
forever square. I do not fesl that copulatlion 1s
an appropriate activity to be performed/symbolized
on stage, particularly by student actors. Thils,
to me, 1ls obscene. '

The experimental theatre production of The
Servent: A Ceremony and Viet Hoel could be de~
scribed by the words “*artlxng, inventive, and im-
pressive. 'The combination of the materials was an
interesting balance ol moods and concepis, lsaving
an impression of tne felassice! prepering us for the
tecontemporary'.

I was im ressed with your selection of mater-
ial, its cutting and arrangement. However, 1
would encourage you to reverse the order of pre-
sentation, closing with The Serpent. I found my-
self so involved with that megnitude of literature
that Viet Rock seemed somewhat of a disclaimer,
The mood change was for me a bit abrupt.

I found parts of Viet a bit belaboured., 1
grew somewhat tired of the establishment of char-
acters merely for their effect, end I wished those
segments sacrificed for the futherance of the
literature, I must view my oginion of Viet in the
shadow of The Servent by which I was much lmpressed.

I felt The Servent was a more polished pro-
duction than Viet Rock. 4 smoothness, control,
end overall rhythim and unity impressed me with
The Serpent but was laG{lﬂg st times in Viet Rock.
fufhdps thig 1s a weszkness in the script of Viet
Rock,

I can say, I must say, but above all, I want
to say: I have never seen a more exciting or more
enjoyable nroduction as An Experiment in Open
Theatre. Congratulations to the cast and crew
and most of all, to youl
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Thank you. for your productioniand snowing

agaln how execiting and professional high school

and/or educational theatre can be, ., .

As can be seen from the above comments, the opinioné
of' the experiment's production are varied, However, the
general idea implied by the statements was that these audi-
ence members (teachers, professors, and students) enjoyed
the production and that some even called it good thoatre,
All of the comments received by the director through written
evaluation or spoken ressonse have beén accepted in good
'faith; and they will help in her directing efforts in the
future,

After considering the evaluations, the director made
some deeclsions in agreement with the negative comments.

At times the actors were unintelligible, but the overlépping

of' lines within the scripts was often the cause, FPrimarily

due to the script itself, the rerformence of The Serpent
was a more dynamic one than that of Viet Rockk, The perfor-
mance of Viet Rock must rely on effect for presentation
rather than portrayal. A few members of the cast memnbers
lacked in total ensemble playing, The director fecls this
was due to immaturity and lack of stage experience.

Yo evaluation of this experiment would be valid with-
out recording some of the opinions of the actors involved.
Although the members of the Company have not met as a group
since performance night, several members have written or
expressed to the director their personal feelings concerning

thé two and one~half week adventure into Open Theatre.
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Mogt sgree that an account of the experiment's rehearsal
nrocedures leading up fto the'one-night performance cannot
fully recapture the essence of_the actual preparation period.
Without meaning to sound vague or nostalgic, the majority of
the Company agrees that to relate the.experience of the ex-
periment would be to relate the experience of life itselfl,

Yet, upon the requsst of the director, some Company
members have refined thelr thoughts on the experiment, The
following are excerpts of their opinions:

It is really regretable that we didn't have
much time., We needed more tlme for the eculvalent
of the "sensitivity sessions." I despise the term
and the image 1t conjures up and would have worked
it differently, but I feel something of ths sort
is definitely needed in this type of theatre, 1.
talkes the place of in-depth character u@v;lopment
snd substitutes a nsed for ‘'openness!,

I think one learns much more zbout himselfl as
an actor in the exercises and improvisations of
Open Theatre than in portraying a character. One
is merely mimssis; and the other is an unlolding,
and with the uwuwolding comes much growith and
maturity, something worth working toward in high
school %fhestre. TFor example, many times characters
are porbtrayed as so many mesks, and we go along
rith the aector. He 1 good, perhaps technically
brilliant, and we can see him as the character.

But on the other hasnd when an actor experiences
something with his role, as a member of an en-
semble here, it i- very noticeable to an eudience.
It is seen perhaps in the shining eyes, the relaxed
attitude, and visible giving to the audience,.

The time limlt engendered a sort of unity of
purpose and a working together among members of the
ensemble, though I feel that, even in the produc-
tion, there were still several people who wWere not
"with it'.

Rehearsals were Informal, in a complete
creative stmosphere, with everyone giving of
themselves. The actors were creating thing
along with the director.



In The Serpent, 1 didntt feel like I was per-
forming, L felt 1like I was telling the audlence
scmething out of myself., It wasn't like creating
o character and saving his lines. It was like
‘having a personal understanding of what the author
meant and communicating it on a personal basis.

I didnt't feel there was a script at all nor that
there was an audience. The 'uudience' seemed to

be people coming to listen to us, not to wateh us,
As for Viet Rock, I never understood the play nor
ever saw any dep th to it. So I was not involved as
vefore because I saw no meaning behind it.

Since this summer's experiences in The Serpent
and Viet Hoeck, I am able now to play a part with

more mobility, whether 1t be Ooen or Conventional
Theatre,

At first I feared the idea of performing two
scripts of varying wmoods in the sesme evening. The
flexibility and control of this performance would
be ex tremely difficult. But, due to the arrange-
ment 1in verformance order-I was able to release
in Viet Rock my energy stored up in the concen~
urazed efiort of The Serpent.

After exporiencing the wonder of ensemble
acting this sumer, I can now relate to these eX=-
periences to assist me in trusting my Tellow actors
in any stage experience. I no longer am aware of
needing a certain 'pat' response I{rom anotier actor.
I am able to weork off any responsc they might give.
My development through the exercises and impro-
visations suggested by Open Theatre techniques,
allows my on-stage experience now to be more
spontaneous than mechanically plaonned.

Since it was my first stage experience, in
everything I do now I look for it to be like Cpen
Theatre., . .00t so much te be like Open Theatre
but to have the freedom of Open Theatre.

. I found that the collaborative atmosphere which
was established resulted in scme actors assuming

(inn their minds) the role of the director,. The

ole! adage. . .too many Chiefs and not enough
Indians., . .comes to my thoughts, This situation
made it difficult for me to work. I missed the
director image of the traditional theatre. I would
have preferred the director immediately stating

and defining the goals of the script and then the



director using the creative abllities of the

actors to obtaln these gosls through verformance,.

I felt that too much time was spent allowing the

actors to define the initial meanings for the

scrints! performances before the director refined

these ideas toward a unilied thematic approach..

In conclusion, the director would term the performance
of the experiment's scripts a success, Yet a comulete
evaluation of the experiment by the director would reflect
a regret that the rehearsal procedures were not as thorough
aud complete as they could have been. As.mentioned before,
the limited time wprior to performance date played a dominant
role in the rehearsal procedurés. The director realiées'that
this time-factor made it impcssible to have a sufficient
study of the scripts, She also feels that the limited re-
heersal time prevented her from carrying the asctors torthe
highest potential level of performance. Yet the director
does not feel a sense of fallure in the performénoas of the
gceripts, because the audience enjoyed the performances and
because the scripts were a challenge to those who were in-
volved in their presentation. Above all, she feels that the
vroduction was a success because of the material in per-
formance suggested that high school and early colle e students
can perform COpen Theatre. |

.Many fine things were achieved during the courss of the
experiment, and many things were learned as a result. The

director has rnever worked with a group sc dedliecated to the
, & P

play, te theilr fellow cast members, or to herself as those

students who workod on An Experiment in Open Theatre. The
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experiment also benefited the director in regaining some
selfuconfidence‘in reference to her productive creativity.

The director sncourages anyone to abtempt work in the
realm of Open Theatre. The style is an excellent stimulus
to break out of the rut and bad habits that directors often
indulge themselves in, mistakingly calling it theatré. Al -
though the director of this experiment has found a limited
amount of meritous Open Theatre scrints, she feels the basic
wdrthiness of this style is found within the designs for the
training of the actor. The theatre games, sensitivity ex-~
ercises, and psychological exploration in improvisations,
prominent in the style of Open Theatre, can work as a kind
of catharsis for many thinge that may be troubling an actor.
The entire approach of Open Theatre develops the actor's
chfideuce in kis ability-by enabling him to use every cle-
ment that has gone'into nig malke-ur &8 & person. Therefcfe,
tae director of this experiment would describe the style of
Open Theatre as ore which sirives to envision theatre not as
& sophisticaved entertainment, nor as an intellectusl pursuit,
’but a8 an experience cof life itself., The director conciudes
the evaluation of her expsriment by recalling a guote by

Joiin Wain as mentioned in James Roose-Evans book, Experimental

Theztre:

There, at the centre, are the artists who
really form the consclousness of theilr time;
they respond deeply, intultively, to what

is happening, what has happened and what
will haovpen, and thelr rssponse ls exe-
oressed in metapnor, in imsge and in

fable {1, pe 17).
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Blocking Key

Productibn Cues

0 Music Cues . O Lighting Cues
A Sound Cues - Blocking Cues

Stage Directions

X--cross, crosses | C-~-center
U-~upstage ' L-~stageleft

D--downstage R--stageright
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From the DSC of the cudience, a person strikes a triangle;
wailts 5 counts and strikes 1t again 30 times with 5
counts in between each strike,

(:>‘After end ring of triangle,'start ub on quartz scoop to 3

E;] On the 3rd strike the actors enter, Malf from DSR and half
- from DSL. Each helf goes directly to the side of the

C plat they enter on and walk the length of it to US,
Then, turn in and go up onto the plat. At the head of
each of the lines an actor carries an incense burner.
When they reach the DS corners of the plat, the burners
are put down. Since the number of the Company is un-
cven, one ector waits at the DS end of the nlat until
the incense burners are set into place, When the burn-
ers are in place, the actor DS steps onto the plet and
XUSC on the plat. When the actor reaches this position
he joins the other zcitors in forming a cirele on the
plat. The Company turns to their left and walks a com-

plete cirecle clockwise on the plat. After circling one
time, they stop and turn in <o saoch other; then walk

in C lifting their hands up at the same time, During
the course of this, 2 actors get into the middle of
this circle: one forms a heron and one & cat, deplc-
ting animals of the garden of Eden in a Tableau. The
other actors back away from the tableau., They make
enother complete circle. Then, the actors go into the -
C again and the actors who were animalg go back into
the circle while 2 more actors form the tableau of the
killing of Abel by Cain. Another comonlete cirecle is
made, the actors go back into € as berfere with the

last 2 actors returning to the circle; two more go

down in & tableau of the "begatting." Again ihe com-
plete cirecle, to the C, actors back into the circle,
and everyone back out as in the beginuing. The Company
Taces each other, they rface cutward, and then face each
other again. Positions are taken for the next scene,
Trensitions form one scene to the next are as a slow
transformation, Tach transformation is slightly 4if-
ferent, but pre-determined,
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THE DOCTUR

2

Doctor

Autopsy:

¥ith a single stroke of the cleaver
The corpse is split open.
The fatty tissues

Fall away

In twe yellow folds.

In a corpse

The blood is black

And does not flow.

In a living person

The blood is black

And flows

Prom the liver

To the spine, and from
There to the heart

And the brain.

During a brain operation |3
Pressing at this point
With a knife

Causes live patients
To exclalm 2% sudden memories.
If we press here

e get fesr.

In gunshot wounds
Infection ensues

Unless an operation

Ig undertaken immediately.
Te excise the wound,

And suck out bits of bone
And diffiuent brain matter.
If the patient survives

He may live for weeks

Or months
Or yeers.
He fuctions barely. |5
He is unconscious.
Or semi-conscior
We don't know. fgj
Ve clean him,

And feed him,

But there is no measure

To what degree .

The mind imagines, receives, or dreams. (:)
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() Bring up Adam and Fve speclal to 5; fTront plats to I

E] When the procession is nesrly over, the doctor detaches
himself Ffrom it. 4 vietim, & woman, from among the
actors is carried over by two zactors and placed on a
table formed by three actors in SC on plats, The
doctor stands behind the table., Other Company members
improvise furniture which might be found in a oper-
ating room.

X to R end of table

Eﬁ The patient, who so far hos been lying fairly still, climbs
off the table and comes slowly towerd the audience
DSL in 2 state of extreme bodily tension, making a
soundless appeal,

5] xc s1ipnsiy

T _ A cheering crowd forms in a line USC

@ Dim out Adam and Ive speclal; dim out quartz:; turn on
strobe; bring up left amber to 3
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KERKEDY-KING ASSASSINATION

(scene begins with no dialogue)
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ng on the floor DSC are L actors, 2 men and 2 women.,
They sit in the car as tne central characters in the
assassination of Pres. Johan F. Kennedy. The governor
and his wife are in front. The President and his

wife are in the back seat exactly as in all the news-
paper pictures. They are waving. . ‘The crowd, moving
from USC to USL behind them, gives the same impression
of movement as in a fiim when the scenery is moved be-
hind what is suprosed to be a "moving" car, One Ffig-
ure stands UR: the assassin. Another figure stands
with t.e crowd, but does not move. 4galn, everyone
but the people in the car is facing the audience, The
pPeople in the car loock at the audience, smile at them
as 1f they were a crowd. The svents which are the
actual asgassination are broken down intec a count of
12, as if seen on a slowed-down silent film., Within
this count &ll the things which we are told factually
happened, happen:

1: 411 four wave,

2: President is shot in the neck.

3: Governor is shot in the shoulder.

: President 1s shot in the head. . Governor's wife
rulls her husband down and covers him with her
body,

President falls against his wife, ,
President's wife begins to register something is
wrong. She locks at her husband.

She puts her hands on his head.

She. 1ifts her knee to put his head on it.

she looks into the front seat,

She begins to realize horror.

She starts to get up..

She begins to crawl up and out the back of the

open car, and to reach out her hand,

Limediotely after that, the numbers are started again,
Then the count is made a third time, backwurd this time.
The crowd reactions are also beckward, as if a film of
these events were being run bockward. The blsnk-faced
assassin has simply mimed shooting a rifle at the count
of two. He faces the audience, toc. The action in the
car continues, as if the count from 1 to 12 were golng
on percetuslly. The crowd, aside from the assassin,
forms a tight group at the rear of the L side of the
stage. They face the audience., A4fter the count is
made a third time, backward, the crowd shout begins. .
Each of four sections of the crowd has been assigned
cwz part. The shout is repeated I times, each time
through adding one of the four psarts.

= e

= OO0 -3 oA

4% w% x4 3% 4 g

[ﬁ} Sound cue for taped recording of 12 count
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Crowd Shout

was not involved.
am a small person,

hold no opinion,
stay alive. .n

= e

King

Though we stand in life at midnight,

I have a dream,

He's allowed me

To go to the mountaintop,

And I've seen the promised land,

I have a drezam _

That we are, as always,

un the threshold of = new dawn, '
4nd that we shall all see it together. E]

Crowd Shout

I mind my own affairs.
I am 2 little man.

I lead a private life. .
I stay alive.

I'm no assessin.

I'm no president.

I don't know who did the killing.
I stay alive. -

i keep out of big affairs,
I am not a violent man.

I am very sorry, still

I stay alive.

President's Wife

10

I've got his brains in my--

Crowd And Assassin

@
was not'invalved.
am & small person.

heold no opinions.
stay alive.

mind my own affeirs.
am a little man.

b b e
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Eﬂ Zveryone on stage freezes, and one figure at the back
quietly speaks words like the actual ones of Dr,
Mertin Luther King:

[:1 Crowd continues its shout, building up the other stanzes
a8 it did the previous cne. The characters in the
car continue their slow-motion actidns.

At times audience is able to make out words of the
President's wife as she speaks on the 12 count.

11} Assassin facing audience, goes through silently the
agonies of having been himself snct, spesks with
the crowd,



lead a2 private life.
stay alive.

I'm no assassin.
I'm no president.

don't know who did the killing.
stay alive, ' '

keep out of big affairs.
am not a violent man.

am very sorry, still
stay alive, ﬁ:]
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EEE)'Everyone freezes for 5 counts. Then, everyone's breath
comes short, as if in surprise. The three women
detach themselves from the rest of the group and in

short spurts of movement and speech XDSR and sit on
floor facing audience, '
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YHE GARDEN

®

I no longer live in the beginning. '13J

Pirst $oman Of The Chorus

Second Woman UFf The Chorus

I've lost the beginning.

Third %Woman Of The Chorus
I'm im the middle,
Kniowing.
Third And Second Vomen Of The Chorus
Neither the end
For the beginsing.
FPirst %Woman

I'n in +the middle.

. Second Woman

Coming from the beginning. (14

Tnlrd And Second Women

And going toward the end. (:)
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(E) Slow dim up on Adam and Eve special; plat blue up as Women-
X plat .

13| Other actors form creatures in the garden of Eden, The
serpent is formed by three (male) actors all writhing
together in a group, their arms, legs, hands, tongues,
2ll moving. The serpesc is SC on plats,. The Women
have repeated thelr "in the beginning" lines 3 times.
The Women speak these lim s as a secret to the sud-
ience.

‘14 -ITwo human creatures also become discernible, Eve DSL
' corner of plats on floor level., Adam falls asleep
D3R corner of plats on floor level,

() Dim up all plat lights to 7, except red scoop
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EVi AND THE SERPENT

Serpent 1: 151 Is it true?

Serpent- 2: Is it true

Serpent 3: That you and he,

Serpent 1 2nd 3: May do anything?

Serpent 2: Anything in the garden you want to do?

Serpent 1: Is it true?

Eve: We may do anything
Except one thing.

First Woman Of The Chorus: \16
Ve may do anything ‘
Except one thing.

Serpent 2: What one thing?
Eve: We are not sllowed to eat from the tree.

Pirst Woman: Ve are not allowed
"o eat from the tree.

Sergent 3: Not allowed to eat?

Eve: We may not even touch it. i17|

Woman: VWe may not even touch it.

Serpent 1: Not even touch?

Sernent 2 and 3: Not touch?

Serpent 3: Why not even touch?

fve: Adam said I would die.
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EE] Serpent speaks and hisses to Eve with all his three mouths.,
Eve is almost in a state of tremor &t being alive,

The serpent is seducing her with his even greater

aliveness, as well as with the intellectual argument.

As Bve comes closer to being in the state the ser-

pent's is in, she begins %o imitate the serpent's

movements, and finally seduces him, too. The ser-

pent is not only the serpent, he is also the tres,

and he holds the apple.

Eﬁg In the dialogue between Eve and the serpent the first of .

the chorus women echoes Eve's lines, but with the
emphasis placed on different words. The three Women
lock at the audience as if it were the serpent in
front of them. -

[Ez] XU onto plats; stand L of serpent



106

kYoman: Adam szid I would die.

i e serrenaspaas g

Servent 3: If you-—w
serpent 2: If you touch--

-Serpent 2 and 1l: If wou touch the tree—- -

Serpent l: Adem said
Serpent 2: If.you touch the tree

Serpent 2 and 3: If you even touch the tree
You will die—=

Serpent 1: But-- |18

Serpent 2:  But--

Servent 3: But-- |19
servent l: Have you died?

Serpent 3: Have you died?

Eve: 1 don't know.

Yoman: I don't know. }20

Serpent 2: You ftouched the tree.

Serpent 2 and 3: And you haven't died.

Serpent 1: You haven't died.

(&

|

Eve: DBut Adam said--

Serpent 1: Ch, Adam said
Serpent 2: Adam said, Adam said., . .

Servent 1 and 2: Listen.
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18{ Serpent zently surrounding her until she has touched him

without her realizing it

‘lgi Eve realizes her back is against the tree.

| Eve X slightly R of serpent
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Serpent 2 and 33 Answer me %this.

- Serpvent l: This,

" Serpent 3: Could it hurt more
To eat than to touch?

Eve: It is forbidden. |21

Woman: It is forbidden

Serpent 2: Who has forbidden it?

Serpent 1: Who?

et e i b el RS

Serpent 3: And why?

Serpent 1: VWhy has he forbidden it?
Serpent 2: Why?

Serpent 3: VWhy does he set limits

serpent 2 and 3: Agsainst yon and Adam?

Serpent 1: Think.

Serpent 2: Is the fruit God's property?
Serpent 2: Is it?

Serpent 1: He says Adam and Eve may not eat,
But are Adam and Eve

Guests. in thls garden?

serpent 2: Are they grests?

Serpent 1: Don't they live here?

‘Serpent 3: May they not eat where they want?



21

Turning to serpent

109
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Bve: 1221 I don't know,.

doman: I don't know,

Servent 1: Also, &lso haven't you

Servent 1 and 3: Haven't you noticed

Servent 3: That the younger always have rule
Uver the elder crestion?

Serpent 2: Haven't you noticed,
And zren't you afraid?

Serpent_1: Aren't you afraid
And hadn't you better hurry

Serpent 1 and 2: And eat the fruit now
Before the next comes tc rule
Over you?

Eve: I'm not_éfréié.f.

Woman: I'm not afraid.

Serpent 1: 123| She's not afraid.

Serpent 2: Why should she be?
serpent %: How could she be?

Serpent 2: She couldn't be,
She doesn't know.

Serpent 1: Doesn't know what?

Serpent 3: Doesn't know she exists.
ggggggg;l:' Why doesn't she know?
Serpent 3: Because she hasn't eaten.
Serpent 2: If she'd eaten, she'd@ know.
§ggp§g§_;: Enow what? |

Serpent 3: What worlds she would know
1f she ate,
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XE pass serpent

Tallting to itselves

111
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Servent 2: VWhat worlds?

Serpent 1: If she ate she would know

serpent 1 =znd 2: And if she knew

Serpent 1 and 2 and 3: She couldw-

Eve: VWhat? ‘24;
Woman: What?

Serpent 3: You don't know

Serpent 2: Because you haven't eaten.
Zve: Do you know?
Yoman: Do you know?

verpent 2: I don't know.
§§££ggi_§: But I can imagine.
Serpent 2: Imagine.

Serpent _3: Imagine,

Zve: DBut, is what you can imagine
What will be? ]25]

Woman: But is what you can imagine
What will be?

Serment 1 and 2: How can you know
Until you est?

Serpent 2: How can I know until you eat?
Serpent 1t: -This garden

Serpent 2: All these animals and these plants
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Turns toward serpent sharply

£

E’B X to serpent

26] Tempting Eve with movement of .apple
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Servent 2 =nd 37 Vere once only imagined.
Eve: Shall I risk losing all these?
Woman: Shall I risk losing all these?

Serpent 1: It may be

Serpent 2: It may be that no garden
Serpent 3: 1Is better thzn this one.
Serpent 1: This garden.

Serpent 3: 1t may be.

§§£E§g§;g: But you won't know,
Serpent 1: -Yéu can't know

Until you eat.

Eve: If i eat
ind 1f I die
Will you die too? [27

Woman: If i est
~and 1f T die
Will you die too?

‘Berpent _l: If you die
i will die %oo. tb '

=

Ever Why do you want me to eat? 128

Woman: Why do you want me to eat?

Serpent 2: Becsuse I want
Sernent 3: I want to

Serpent 1: I want to know,
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' X slightly away from serpent SL on plat; standing 1/4 L

@ Pim up slowly on red scoop

Turns towards ssrpent
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Serpent 3:

Eve:

Eve: XKnow what?

Woman: Know what?

Serpent 2: Know what you will know.
Serpent 1: Know what will happen.
Bve: I might.

I might do it,

I might do it if God didn't know.
Woman: I might.

I might do it.

I might do it if God didn't know.
Serpent 3: You might

Serpent 1: Might do it if God didn't know?
Serpent 2: But you want to.

Serpent 1: And he knows you want to.
§ggggg§“§: Is z crime

Servent 1: Only a crime

When you're caught?

Shall I do what I want to then? [29]

Wemagn: Shall I do what I want to then?

Serpent 1 and 2 and 3:

Yes!

- Eve: Even if what I want is to listen
To God and not to you?

Woman: ZEven if what I want is %o listen
To God and not to you?
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E XC closer to serpent
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Serpent 1: Yes,
Serpent 2: If you want.

Serpent 3 and 1: If you want.

Serpent 2: Yes.

Eve: Then I will eat. |30

Woman: Then I will eat.

Zve: Because I want to. [§§

dWoman: Becavse 1 want to.
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EJ] Grabs apple from serpent

BY sne bites into tne apple; XDL off plats
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EATING THE APPLE.

Firet %oman Of "he Chorus

132

And Eve looked

At the creztures in the garden,

Anéd at the ground

hnd 2t the wind and the water,

And she said: I am not the same as these.
And she began to examine

Her skin and her eyes

And her ears and her nose and her mouth,.
And she began to examine her own mind.

And Eve went 1o Adam.EEﬂ‘

To persuade him to eat’

But Adam said:

"Tou have eaten of that which was forbidden, and you shall die.
Do you want me to ezt and die too?" '
But Zdam azte. _

And Adam looke

At the creatures in the gsarden,

ind at the ground :

Aind at the wind and the water,

And he said: I am not the s=me as these.
And he began %0 examine

His skin and his eyes

- And his ears #nd his nose and his mouth.
£nd he began t° exsmine his own mind.

And he could neither spit out the fruit
Nor could he swallow it,.
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&

121

After a couple of frantic bites, there is & pause as Eve
begins to savor the experience, The first Woman of
the chorus, who echoed Eve's words to the serpent,
now describes Eve'ls experiences,

Eve XR to Adam

g

Adam, =t first, refuses but then is caugnht up in her frenzy
and he eats too., After his first bite nothing seems
to happen. Adam takes a second bite,

{::] Bve XSL to observe Adam in ecstasy,

36

All the actors, in a kind of ecstas,, form individual
serpents, moving in the same manner as we saw the
serpent move. The serpent is still a displey of
the tree of life, It is seductive ard inviting.,
Then the serpent separates, 4pvles are found a-
round the acting area by the Company. The actors
carry the apoles out to the audience to share
their pleasure with the audience. Adam begins to
cough alittle, It is clear that he can indeed
neither swallow the frult nor spit it out. 4n
actor who has previously been a serpent now be-
comes God with other actors grouped around him.
He stands SC on plats with others lying on the
Tloor beside him, The three Women XUS. Although
they are not speaking in the scene to bsgin, they
are still very much a part of it., Whenever God
will speak, all the actors on stage will whilsper
his words too.
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THE CURSES

@

Yhere are you? {37
Where are you?
Why do you not answer me?

God

Ldaom

I hear your voice _in the garden
And I am afraid.

God

Before

‘When you heard my voice
You were not afraid,
Yet, now you are afraid, }39

Adam

I 2m afraid
Becaunse 1 am naked
And I hsve hidden myself., 140

God

#ho told you

You were naked?

Have you eaten of the tree
FProm which

I commanded you not +o eat?

Adam

Lord, so long as I was alone,Ezg
I d4id not fall into sin. '
But as soon as this woman came
She tempted me.

God

Woman, 142 have vou eaten of the tree

Whereof I commanded you not to eat?



37

38

39

il

123

Start dim down on all lights; bring red scoop down slower

Adem tries to hide DSR; fruit remains stuck in his throat

Leans L from floor position with hand extended to God

Leaning R with hand extended down to Adam

Turns esway from God toward SR

Reising slightly from floon

God now turns to Eve and Adem falls to the floor
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Eve

It was the serpent, Lord. ____
He tempted me, cnd I ate. éB,

God (Actor #6)

@

Accursed!

Because you have ezten

uf the tree of which I zommzsnded you,
Saving: You shall not eat of it,
Cursed is the earth for your sake,.

God (Actor #4)

You shall use vour mind

Not to understand but to doubt.
ind even if you understand,
3ti1l1l shall you doubt.

God (Actor #8)

Acecursed!

Now shall come a separation
Between the dreams inside your head
And those things which you believe
Toc be outside your head

And the two shall war within yonu.

God  (Actor #11)

In the day shall you endure

The szme longing as in the night,

and 1in the night shall you endure

The same longing as in the day.
Henceforth shall you thirst after me..

God (actor #7)
4ind your children shall live in fear of me.

4nd your children shall live in fear of YOI,
And your children shzll live in fear of each other.
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'uﬁl Leaning R with hands extended %o God

From now on the voice of God is hearg similarly through
the different actors on the stage. All,; except the

four women of the chorus. As the curses continue,
there is a shorter space of time between the, and
greater agitation in the garden. And as the curses
ere gpoken each by one actor, the other actors si-
multanecusly whisper them to the audience. As each
actor speaks he pulls himself up toward the actor
who has been the main voice of God, S

(:) Start replacing red with blue
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God (Actor #10) .

Accursed, you shall glimpse Eden
All the davs of your life.

- But you shall not come agein.

. dnd 1T you should come,

You would not know it.

God (Actor #8)
And in the end

The esrth shall wax o0ld like a garment

And be cast off be me.

God (Actor #6)

For that you vere not able to observe
Laid upon you, for more than one hour,
Accursed be your days.

Henceforth shall you thirst after ne.

451 ..

And in the day

Shall you endure the same longing

As in +the night.

Henceforth shall you thirst after me.
And in the night

Shall you endure the same longing

As in the day.

Benceforth shsll yowuw thirst after ne,
And now shall come a separation,
Leccursed,

Between the dreams inside your head.
Accursed.

And those things which you believe to

And the two shall war within you.

the command

be outside your hezd

And your children shdll live in fear of me.

And in the end the earth shall waxold

like a garment
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W51 With the volume increasing, the curses begin to overlap.

They are repeated and fragmented, spoken and whisper-
ed louder by =and inereasing number of asctors. It
becomes inereasingly impossible to distinguish wnole
bhrases, All the voices build into a frenzy and a
din of sound. The actors begin to move individually
about the acting area as the curses increase. Some
move close toward the zudience,
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And be cast off by me.

And your children shall live in féar of you.

You shall not come again +to Eden.

And you children shzll live in fear of each other.
And 1T you should come, you would not know.it.
Accursed, you shall be make to think.

ficcursed, you shall be alone.

And even when you understang,
5till shall you doubt.

Accursed., |46
Accursed.
Accursed., |47
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461 A1l actors are US facing audlence.

The three Women are
UsC on C plats,

E::] Suddenly, there is silence, All the actors remain frozen
five seoonds. ‘hen the next scene begins,
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STATEMENTS I
First wWoman Of The Chorus

In the beginning anything is possible. @ .48’

Second Woman Of The Chorus

L

I've lost the beginning.

Third Woman Of The Chorus

I'm in the middle.

Secgond And Third Women Of The Chorus

Knowing neither the end nor the beginning,

First lioman

Une lemming. Ega

Second VWoman

vne lemming.

Third Woman

- Une lemming,

Firast Yoman

I try sometimes %to imagire what it's like to be somebody else.
But it's always me _pretending.

It has to be me.

Who else-is there?

Second Woman

I hugged my child

And sent him off to school

With his lunch in a paper bag,

And I wished he would never come home.
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(:) Continue replacenent of reds for blues

413] As Women speak, other actops slowly sit on benches and
\ stools on US plats., The women kneel, First women
is up on her knees, The other two are down on their
kmees in 1/L positions toward C, '

‘h?l Wnen not speaking, each women continues to say softly

"one lemming" as an accompaniment to what the
others are saying. -

50}] Sits down on knees
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Third Voman
II
m concerned

Because what you reject
Can still run your life.

Second Woman

I passed my friend on the street. }51

Third Woman

I paszed quite near. |52

Second YWoman

I don't think she saw ne.
If she did, I don't think

Third Woman

She saw me seg her,

Second Wwoman

I think she thought

Third %oman

If she saw me

Second Woman

That I didn't see her.

Third Woman

53

If God exists

It is through me.

And He will protect me

Because He owes His Existence to me.
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51} Sits up on knees

S2] Sits up on lmees

531 Stands XDL on plat
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Second Woman

\54]

' Sometimeé I feel there's nothing to do
But help other vevple.

But as soon as 1 Jjoin a committee or a party
1 know that has nothing to do with it at all.

Third Woman

Whatever I know izig

-Second Woman

I know 1t without words. |56

Third Voman

I am here as a witness.

Second Woman

To what?

Third Woman

I don't know,.

Sometimes people nod at you,

And smile,

And you know they haven't heard.

First Womsan

On a certain dsy @

Second VWoman

Uf a certain year

Third Womsn

Une lemming
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SLH Stands XDRC on plat

55| Turn in SR 1/k

@ Turn in SL 1/h

Blue wash with Adam znd Eve special dim up as Women
X plat and sit DS

57| Stands XDS on plat
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Second And Third VWoman

Starts to run

First Woman

tnother lemming, seeing the first,

Second Woman

Drops everything, |58

Third Woman

ind stzrts to run too.

Second =2nd Third Woman

Little by little ‘59j

First Woman

A1l the lemmings

Second Women
From all over the country
Third Woman

Run together

Second %“oman

for tens

Firet Voman

tnd hundreds of miles

Second Woman

Until,



58] 9oins first woman in xpS on plat

559 Third Woman joins XDS on plet

137
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Third woman

Exhausted,

First Woman

They reach the cliff {60

Second Woman

And throw themselves i61‘

Third Woman

Into the sea, (:) Eiz
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[5f

Three Women stop at edge of plat

Steps off plat and sits SR on floor

Dim up amber on front plat and side plat

Steps off plat and sits SL on floor

139
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CAIN AND ABEL

&3

Second Woman

And when they were cast out
Eve conceived

Ané bore Cain, {64
And she said:

First Woman

"Lo, I have gotten
A man from tae Lord."

Second VYWoman

And Eve bor sbel. [65]
And again she said:

Tirst Woman

"Lo, I have gotten
A man from the Lord."

Second ¥%oman

Then Eve hz=d a dream,

And she ran and told it to Adam.

And Eve said:

"Lo, I saw Adam's blood flow from Cain's mouth."
And wishing to divert any evil that might come,

Adam sepsrated Cain from Abel.

&nd Cain became & tiller of the ground,
ind Abel a keeper of sheep. ‘

And in time Cazin offered unto the Lord E§§
A sacrifice of first fruits, . '
While his brother Abel offered az firstborn lamb.

And the Lord had love for Abel #nd for his offering.
But for Cain and for his offerlng

The Lord had no respect.

And Cain said:

Third Woman

‘nwhv did He accept your offerlng
And not mine?"®
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63) First “oman sits SC on edge of plat, The three %Women -
repeat the last three lines of the last scene one

more time with a slow repeat and fade-out of the

lest line., The next scene begins to slowly unfold.

6&! Actor to portray Cain XL onto C plats and begins to chop
wood . -

Actor to portray ibel XR onto ¢ plats and begins to tend
' - sheep.

i66 During the recital of this scene the actors playing Cain
and Abel act out what is being saild,
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Second Woman

And Cain's face grew dark,
And his words were not pleasing to the Lord,
And Csin gald:

Third Woman
"There is no law and there is no judge.
Eise _
Why did He not accept my offering,
Yet He accepted yours?"

Second Woman

ind it occurred ts Cain @:)

Tc kill his brother.

But it did not ocecur %o Cain

That killing his brother

Would c~use his brother's death. C:)
FPor fain did not know how to kill
And he struck at his brother.

And broke each of his bones in turn
And this was the first murder.

And Calin said:

"If I were to spill your bloocd on the éround
As you do the sheep's,

Who is there 4o demand it of me?"
And Abel said:

"The Lord will demand it, The Lord will Judge.”

And Cain said:
"There is nc judge. There is no law.,"

Third Woman

"Else |
Why did He accept your offering
And not accept mine?"

Second Woman

"Why yours?

Why not minef?™

And this was the first murder.
For it cccurred to Cain

To kill hie brother.

But it did not occur to Cazin

Th=t killing his brother
Would cause his brother's death.
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Begin dim up on red scoop, slowly

(:) Stop dim up on red SCOoUp

<:>.Dim

67| Entire company begins to mosn tue death with soft voesa

sound, Abel, as a ghost, now crawls on his neesg to
DSR off plat., He confronts the audience, The actor
playing Abel is experiencing extreme tension through-
out his body; he envisions in his mind's eye what has
Just happened to him. Cain, still watching the place
where he killed Abel begins to feel the anquish of
the murder, He XDSL

out all ambers, pinks, and run-plat blues and whites



STATEMaNTS II

@

In the beginning [68
Anything is possible.

From the center

I can chocse to go anywhere.

First woman Of The Chorus

Second Woman Uf The Chorus

But now the point

Toward which I have chosen to go
4s a line drawn

Between itself

And the beginning.

Firet And Second Yomen Of The Chorus

I no longer k¥now the beginning.

I am in +the widdie.

Un a line

Between the beginning

Avid a poiat towsrd which I chose to go.

Third Woman vf The Chorus

I hsve fewer cholices now.
Because when I change my direction
The change can only stsrt ‘
From a line already drawn. E

First Woman

upen. |70
Close.
Upen.
Close,
No effort

Makes these two movements
dne.,

Second Woman

My husband is in that coffin.
In the dsy he goes to work,



(:)_Emart fester dim out of red scoop; stop all blues and
wihites on 5; kill all ambers and pinks

68f The two actors who pleyed Cain and Abel slowly transform
into an experiencing of a "Blind Men's Hell", The
other actors come DS gradually on either side of

the C plats and begin to go through a "Blind Men's
Hell", They are like people who have lived too long,
lone of those who are walking may stop or falleeif
they do, they'wmust immediately get up and g0 on,
those on the floor grope upward, grabbing at parts
of the moving people. This continues during the
Statements II,

' Now the three Women smile, They keep smiling unless
they are speaking, They sway slightly from side
. to side,

Opens and closes one fist
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In the evening we discuss household matters,
And at night '
He c¢limbs back into the coffin.

Third Woman
Even if you sit and do nothing,
Lven 890,
Your back is strapped to a wheel,
And the wheel turns.

Second %Woman

71

It's my husband.

He keeps me from i+,

It's hig fault, '

He keeps me down, holds me &t his level.
1 could be happy

If it weren't for him.

" Third Woman

The doctors lie.

My mother dled screaming with pain.

Did you know you could go into eternity
Screaming with pain?

FPirst doman

Upen.

Close.

Separate movements.
Stretched-out fingers.

Bails into skin.

vne to open.

une to close.

Separate

Motions.

o matter now I try,

These movements

Are not one.

There is 2 stop between open
And close, and between close
And open.

No effort

lakes these two movements
Cne.



Other Women s
”him 1t

peak and emphasize the words "he Mhig

107

and



118

Close.
Lpen.
Close.

Second Woman

You can see them having lunch, EE%

First Woman

Their faces pale, {73

Third Woman

Laughing., .
They are corpses laughing. 74?

first And Third Women

The men heve xililed each other.

Second VWoman

The king is dead.

Third Woman

He was shot in the hesd.

Pirst Woman

By an unknown assassin. 75]

Second Woman

The men are dead.

Third Woman

And no man can say
Uf work or land:
iMhis is mine."
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72| Stands XUS around R side of C plats

73} Stands

74l Stends XUS around I side of C plats

EE] All three Women stop




150

Pirst And Second Wonen

The men are dead.

Second Woman

¥e mourn them.

First And Second Women

Wé are dead,

" Second Woman

Ve mourn ourselves.

Third Woman

So Man created Ged, ‘76’
that for? h
To set limits on himself.

Second Woman

Suddenly-~- ({77
This moment.
Here, now.

I am here,
And you.

In this plmce, now
%e zre together,

First Woman

At the very end. |78

Even after the end,

Even when the boedy is on its own,

The human being can make such a variety
Uf sounds that it's amszing.

A field of dead men is loud.

Teeth clack, bones crack,

Limbs twist and drop,

And the last sound of all

‘Is a trumpet of escaping wind.
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['TE Turns faces DSC

T7] Tarns feaces DSC

78] Begins XRGC on C plats

Scene dissolves with actors vocally making sound of last
breath coming ocut of the body. The first and third N
Woman join other members of Company in this sound
and fall to floor USRKR and USL respectively. The
second Women stands USC on plats

Blue and white dominance; all blues and white on 5
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And
And
And

BEGATTING

Second ¥Woman

Adam knew Eve and Eve knew Adam 180’
this was the first time,
Adam lived a hundred and thirty years and he begat a son

In his own likeness

And
And
And
And
And
And

ind
And

And
And

And
The

And
And

And
And

And

And
And
fnd
- A11
And

And
And
And

And
And
And

And

called his name Seth.

Seth lived a hundred and five years and he begat Enos.

Enos lived ninety years =nd be begat Cainan.

Cainan lived seventy yesars and begat Mahalaleel,

Mahalaleel lived 81xty and five yezrs, and he begat Jared.

Jared lived s hundred and sixty and two years, and he
vegat Encch. )

Enoch lived gixty and five years and he begat Nethuselah.

Methuselah lived a hundred znd eighity and seven years,
and he begat Lamech,

Lamech lived a huadred and eighty and two years and he
begat a son, =nd called his name Noah,

Noah was five hundred years cld, and Noanh begat Shem and

"Ham and Japheth.

these zre the sons of Norh, Shem, Ham, and Japheth.

sons of Japheth were Gomer and Magog and Madai and Javan
and Tubal znd Meshech and Tiras.

the sons of Ham were Cush =nd Mizraim and Phut and-
Canaszn.

unto Shem were born Elam and Ashur and Arphaxad and Lud
and Aram, .

Arphaxad begat Salah, and Salah begat Eber.

unto Eber were born two sons, snd one was called Peleg,
and his brother's name was Joktan

Joktan begat Almodad and Shelaph and Hazarmavefh and
Jerah,

Hadoram and Uzel and Diklah,

Ubal and ﬁblmael and Sheba.

these were The sons of Joktan

Ever lived after he begat Peleg four hundred and thirity:
yeurs, and he begat gons and daughiers.

Peleg lived thirty yeszrs and he beémt Reun,

Reu lived thirty and two yezrs, and he begst Serug.

Reu lived after he begat Serug two hundred and seven
vezrs, and he begat s-sns 9nd dsughters.

berug lived thlrty vears znd ne begat Nahor.

Nahor lived twenty and nine years, and he begat Terah,

Terah lived seventy years, and he begat ibram and Nzhor
and Haran,

these are the generstions of Terah.

Terah begat Issac, and Iszac begat Jacob and Jacob begat

And

And

Judah and his brethren.
Judah begat Phsares and Zarah, of Themar,
Jacob begat Joseph.
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Steps onto C plats XSC of plats

Other actors lying about floor gradually gxperience an

awareness of life. Then couples meet, embrace, and

through stylized stage movement damonstrate the "bew

gats", The women give birth., Their sons are played
by the actors who played their lovers., After they
begat, they begin a cycle: Mother and child, lovers, .
adults, old peopls, etc, -

(:) Start dim out of blues and whites; turn on black light

Ega The actors are each overtaken by a slow kind of dying,

not so much a physical one as 2 kind of "emptying
out," a living death, which soon slows to a com-
plete stop. The actors are positioned around the
entire edge of the acting srea, the second Woman
slowly kneels SC on the plats. Then, as themselves,
the Company stands and leaves the theatre, wallk-
ing out D3R and DSL through the audience,

. Complete dim out; black light reveals star on serim

material on poles US, After a pause, dim up
House and cut black light,
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Viet Rock
)
8

Male Singer: |1]Do the Viet Rock, |
Now watch that Viet roll.

Do the Viet Rock,

Now watch that Viet roll.

Do the Viet Rock,

Now watch that Viet roll.

Do the Viet Rock,

Wow watch that Viet roll.
That's the way now,

5411 the way with the Viet Rock,
Rock and roll, rock snd roll,
Roeck and roll, rock and roll,
Rock and roll, rock and roll,
Roeck and roll... -
Do the Viet Rock.

far across the Socuthern Sea
The Viets rock and rolll.

Here every morning you can see
The Viets rock =nd roll.

Yeah, that's the way now

All the way now,

Rock and roll now.

%hen the napzlm bursts

T"ne Viets Rock.

At the sound ¢f jets now

The Viets rock and roll,

When the tracers flash

The Viets roll,

Rock and roll, rock and roll, rock and roll.
How the sweet little Viets

Love to do our rock and roll.

Rock and roll. ‘ '

Do the Viet Rock, .

How wateh that Viet roll.

Do the Viet Rock,

Now watch that Viet roll.
That's the way now,

211 the way with the Viet Rock.
Rock and roll, rock and roll,
Roek and roll, rock and roll,
Rock and roll, rock and roli,
Roek and roll...

Do the Viet Rock.
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@ House dims out, up on scrim reds and biues to 5, full
xmass lights

Up on cguartz as Si'nger begins

Orgen and guitar intro to "Viet Rock™

1| X8C from UL singing

E Actors enter dancing from different parts of the theatre

At end of song, actors pick up lines from various areas
of the acting ares
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Nobody wins.
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. We zre teams of losers.

Whatever doesn't kill you mzkes you sfronger.
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Cr isn't life the dream ¢f those who are dying?

Actor # 11l: It's only by virtue of our eyes that there are
stars.

Actor # 2: I've been a long time a-comin' and I'1l be a lbng
time gone. '

Actor # 9: ILet us persevere in what we have resolved before
we forget. ’
Actor # 10: Look out for number one.

Actor # 3: Whst you don't know can kiil you.

Sergesnt: Fall in; Ten-hut! Now listen, you mens,

and tisten good., The zrmy is going to train you mens to be-

gome ultimate weaoons. Is that clear? [:] Is that clear?
Answer me like you got a pair!

GI's: Yes, Sergeant! @

Sergeant: TLeft face. Right face. About face. Right frce!
Left face, right face. About face. Rirht face.

»

fbout face., All right girlies, you're in the army now,
Sound off!

GIl's: Une two.

Sergeant: Sound off!

Gl's: Three, four.

Sergeant: Cadence count.

Gl's: Une two three four, one-two, threeefour.
Sergesnt: Very-good girlies. One day you'll become ladies.
v.K., girlies, we're going to do some push-ups. At esse.

Fall into pluce. [15) Une. Two. Three. Four. Five. You
know that all young men have to face a time in 1life when
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Dim up full all stage lights; start up on serim to full by
"Fell ini® o

- X around C plats to DSC

Actors get into two awkward lines SC on plats
Actors noed

Actors nod again; Serg gets angry

Actors scream

Serg shows sstisfaction

Pacing L and R on DSC floor level

As nmistakes are made, Serg corrects them with tense
en joyment

Serg stops DSC

Actors merch in place

Girls march US to benches and stools on US plats, Actors
will come here when they are not an essential part of
the action : '

Men fall down in push-up positions; Serg XSC on plats
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they haﬁe to mske their own decisicns. -When they have to put
Nomma's voice aside and when they have to face up. ¥ell,
that time came to me, that time that all young men must face.
up to. :

¢I Two: This is the time that I call the breaking point.

Sergeant: This is the time when the ydung man puts away
childish things, like childhood and Momma's voice so that he
can step cut into the world a man. '

GI Une: I chose to make my own foot felt by walking
through the door of the induction center.

GI Four: That's what I call marking my breaking point.

: g; Three: [E:J I didn't have to. get anybody's C.K., no names
signed beside my one.

GI Four: It was my thing to do.

GI One: |23] So I put my foot down on the threshold to man-
hood and put away my childhood. '

QL.TWO=. And now as I'go through 1life, I ., . .Iﬂﬂ :

GI One: . . . Pray to my sergeant that I may be a man to man.

GI Four: I pray to my sergeant that T may be a man to ser-

g7
hree: I prey to my sergesnt that I may be a man to coun-

GI Two: I pray to my sergeant that I may be a man to Mother.

I Pour: I pray to may sergeant that T may be a man to Dbg.

GI's: I pray to my sergeant that I may be a man to God.

ergeant: All right, ladies Fall in! {26] Ten-nut! {27]
You're in the army now, :
You're not atop a cow . .

16ps

GI's: You'll never get rich
By digging = ditch
You're in the army now!
Sergeant: Sound off!

GI's: {ne two.
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In push-up position DSR
X to GI Two DSR

Freeze in final gesture

In push-up position USRC

Nose to ground in DSL

In push-up position USLC

Pushing up |

Holding self up in push-up pésition

Men in push-up position until time for their line, then

they come up on their knees with hands in praying
gesture ‘

XDSC on floor level

GI's fall in 3C on plats

Singing |

The women X from benches to US area on plat to form a

protest line behind GI's; women kneel with arms
locked together
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Sergeant: Sound off,

GIi's: Three four.

Sergeant: Cadence count.

. GI's: One two three four, one—two, three-four!

Sérgeant: Ten-hut! About face! Forward march!

| GI Cne: Hi, darlin!j BOI You come to see me off? [31

Sergeant: [32] That's a protester, you dogbody, you meat-
headed lassie! .

GI One: She ain't mine? Sergeant!

Sergeant: Straighten up and shut up, girlie!
Head Protester: Sir, I hereby inform you that you
zre hereby under citizen's Z@rrest by a citizen of these
United States. [36] You are charged, sir, with genocide,
criminal conspiracy, and carrying on a full-scale war under
the guise of an "expeditionary force,m

Sergeant: Take that pink mitt off this Government property.

Er'@te_s_ter; If you will come quietly, sir, I can guar-
antee you the same fair trisl that was conducted in Nurem-
berg and lsrael. :

Sergeant: You are bruising %2%0,000 worth of Government
trzining and experience.

Protester: '39| Listen, Dog Tag number 1077866, I have ar-
rested you in the name of morality, Christianity, and sanity

Head Protester: Citizen's arrest . . . !

All Protesters: Stop the war in Vietnam. Make love, not
war. BRING OUR BUYS HUME. Stop the war in Vietnam. Make
love, not war. Bring our boys home. Stop the war in Viet-
nam. Make love, not war. Bring our boys home . . .

Sergeant: You aren't worth me stomping my boot on. The
army is the Instrument of the will of the people., That's
"consensus™" to you, mushheads. [42] Go back to U.S. History
101l. Have you forgoiten the Indldn Wars already? What
-ecountry are you really from? '

1
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Men make an about-face and march into protest line
Grabs at a girl
Tries to kiss girl.

Serg pulls him off and throws him SR

Serg slaps GI One
Raises from lneeling position to speak

Serg X5C on plat to Proﬁester

‘Uses fingér in his chest to emphasize points

Taking Serg's arm

_Pulls away from'Protesﬁér_

- Hands on hips looking down, nose to nose, at Serg

frotesters line up again on knees with arms locked
in strength

XUSC on plats to face Protesters

XDR corner of plats

X to individuzl GIs and kneel

161
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GI's: We didn't start it}

Protesters: Innocent people on all sides are being maimed
and murdered. '

GI's: Sorry about that!

Protesters: Join us and stay home.
Gl's: We'd like to stay home, but we must serve.

Protesters: JInnocent people are being burned.

GI's: Gee, we really are sorry about that!

Protesters: Is that your final answer?

GI's: Ve have a job to do. There can be no questions.

_S__e_z;geanti Why are you standing there with your faces‘
hanging out, Ladies? Police the area! On the double
Fall in! Ten-hut!

GI One: “What a pity it is that we have what you can ap--
piy to some guys the implication "draft dodger "

GI Two: Some of these dodgers even burn their bodies
and cdrds of the draft.

GI Three: [50] I believe some of these activities are called
Yprotest moves. "

GI Pour: Now I ask you, how could our forefathers who

bled all over this ground that I'm standing on here, how

could they not roll around in the hallowed ground of their
graves?

GI Two: I ask you?

GI Four: These here are immature actlions of these so-called
American youth.,

GI One: ' If our forefathers heard about this, they'd grab up
their rusty muskets and rise up from thelr graves and shoot
down the whole bunch of these here so-calied Americen youths
who are protesting our so-called Vietnam war.

Gi Three: These aren't so-called youths. These are sneak-—
ing subversive commies, that's what they are,.

gl Four: I suggest to these so-czlled guys they should take
some time o?f from their burning and do a little deep study



El[E]
15

L7

B EEE]

163

Each response to the Protesters is shouted as if answering
a superior officer

Loocking over scene

#“GIs brutally drag women to US plats and throw them down

GIs form ultra-erect straight line, Two SRC and two SLC

on floor level,

ence
Speaking at
Speaking at
Speaking at

Speaking at

ease
ease
ease

ease

serg D3C on plat with back to audi-
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of this here problem like I've ps=id attention to it.

o3
-
C

l
5

ne: If they won't I suggest we put 'em on a fast boat
ommie China. - :

]

T
GI Two: I'll psy half the fare myself,
GI Cne: Just becsuse you don't . . .

Gl Three: . . . fAgree with your country . . .

GI Four: . . . Doesn't mean you shouldn't . . .
I One: . . . Do what they tell you to.
211: [52] And that's all we have t0 say to these so-called

Sergeant: These punks, these commies, these bleeding
hearts. These guys who claim to be pamcifists~~these--they
sre consumed by war. Do you see them throwing their bodies
down in front of the Detroit assembly lines? That's where
some bellyaching is needed., 1'd help them protest the blame
motorears, Ain't = one of them that's not more deadly
every d.y actually then the myth of the BUNB., Nore men
bleed their guts out and grind thelr bones on the cement of
our highways than ever lose a drop of blood in Vieitnam. [55
They're & bunch of potential suicides 2nd they work it o]
by protesting us, 2nd making out they're smarter than us,

and more humsnitarian and such. Let me zsk yvou where wetd

2ll bte if we hadn't fought in VWorld Wer I, Jorld Wsr II, and
Korea? Desd in our beds. That's where. |56] You punks
wouldn't even a been a gleam in yer old man's eye. Since .
when i1s it not honorable to die four your country? Thet's

the highest form of love. Give your blood for others. These
<uys ls afrsid to look at wsr. You have to fight now %o
prevent the big one..[:] Thank God there's some men left in
America. These bleeding hearts are zfraid to look at death.
Death ain't so bad. It's very, very peaceful, I mean
real death, with real guts strewn about the groudd. Baby
bodies dotting the dirt like bean sprouts in chow mein.

I ain't afraid t» look. Slant-eyed mommas crying over the
limp remains of black~haired sons. I seen it all.lzia I seen
it #11. Yes, boys. War is hell. 4And you have to Te a

hell of a man, with a hell of a lot of blood to spill for

the hell of & lot of love you have for your hell of a coun-
try! Get aboard now z2nd know that the U.S.A. is be-

hind you all the way. _Ten thousand miles ri%ht here behind
you. We'll show your dead brothers in arms that they did

. not have died in vain. God love ya, and go get that Zuy,
before he gets you first. For God. For country. For the
land of the brave and the home of the free. Fall int
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GIs have moved freely with lines, now they snap back into
formal line

Turng to address sudience

‘Steps off plats

XSR
Addresses GISI
XDSC
X3L
XSG

LSRR to side of plats

GIs fall into single file SR led by the Serg and march in
piace as women come on C plats inconcentrated force
with rising sounds to form an airplsne, Men march
up to plane, t..en halt,
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All rigsht, lsdies, prepore to go abroad.  Hext stop, Viet- -
nam! @’All‘rigét, lagies, bail out! (@) [63]

GI's: 1001, 1003, 1004, 1005, 1006. |64]

Sergeant: Satchmo! Satchmo! Satchmo!

One: I didn't prep=re myself.'

66

oI |

GI Two: The clouds look like whipped potatoes.

Gl Three: That sergeant is as helpful as a bag full of holes
GI Four: When I get home, I'm gonna make people stop and “
think. There, I'm getting my own individual style.

GI One' I'd like to tell you that having been raised in a
smalli and sheltered town, this is like going from one world
into another.

GI Three: I can't wait to get there 2nd make a killing in
the black market.

GI Four: I'm making a career in the army because 1 just

an't welt until the next day arrives so that I can see what
1nterest1ng things a2re going to happen 1o me next.

GI One: I joined the service to get some time to think. |69

Sergeant: Alice Company? @ Alice Company" Allice
Company? (/2] 411 right, you LiTtle Bo Peeps! We got a job
tc do for our folks back home. Come on, you girls you,
rise up. We have to get the freedom ringing._ VWe can just
make the jungle by the time the snow melts. Fall in!
Ten hut! Tet's go on the double. We havepa Jop to do and ’
Ee 're not even at the right address yet. <> Forward march!
Two, three, four! Huit! Two, three four! Hut! Two,
three, four!

To the Jungle march
Through the jungle gore,
To- the Jjungle march
Through the jungle roar.

We're off to fight for Vietnam,
We will display all our might.
We're off to win for Vietnam,
%We're fighting for what's right.
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GIs enter plane, stand in middle, attach parachute cords,
and face each other in two rows. The socund of the
plene changes to one of tzke-off, the plane then
levels. offy The plane arrives in Asiz, Women come
straight forward then turn right and taen right asgain

- and go back to US benches and stocls.

Side lights dim up as GIs bail out
GIs bail out one zt a time

As chutes open, GIs enjoy floating down. The men move
- their feet very little, but feel the pull of gravity
in their hips and thighs and steer the chutes with
~their arms.

Shouts ag8 he bzails out

GIs deliver lines to audlence as they float to earth

Lands SLC

Lands L

Lands SRC

Lands R

Calling as in distance from USR

dim to blussz and reds

XDSR

GIs go into formation with hesitation

Organ and guitar begin initro to "Jungle March!

GIs start march. Women join GIs as the men pass USC,
As they march tiey burst into a marching song atop C plats
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To bring the girls of Vietnam
Tc be free as we.
'To make the boys of Vietnam
Ag free as the U.S.A.

To the jungle march
Through the jungle gore,
To the jungle march
Through the jungle roar.

75

Senator One (Actor #8): Order! OUrder in this courtroom! ()
I will meke ny opening remards es brief as possible. {76
The situation 1s grave, the perils immense. We hope wl
the aid of the Almighty to find a2 Jjust, eguitable, and pro-
fitable solution. éj May I call the first witness? E{%

oy ——

Senator Two (Actor #6): [79] Good morning, sir,

¥Witness One (Actor #9): Good morning, sir. . .er, sirs,

Senator One: Do be seated, sir.

Witness Une: Thank you, sir. . .er, sirs, I am sitting.

Senator Two: Sir, let me tell the people of America that
we're very pleased to have a man of your caliber and illuse
trious career come forward to express his view on our posi-
tion in. . .er. . .in. . .er . . .Vietnam. . .

Witness One: I see it as my duty, sir.

Senator One: Are you resdy to express your views, sir?

Witness Une: Yes, sir. . .er, sirs. . .With all due respect
to our Administration to whose commander and chief I am

most loyal to, but sirs, it is time, I believe, that we stcp
pussyfosting around and won that war, From my vast experi-
ence in invading both islands and mainlands, I say we have
to lay our cards on the line and do the job. I say, get the
atomic bulldozer operational. Get it off the drawing bvoard
and out bulling dewn that jungle. The native population
should be moved temporarily 1o some valley in eastern Cali-
fornia, and than get the atomic bulldozer in there and push
the Jjungle into the sea. That wny there won't be any cover
for the enemy to hide out in, we mop up, blackton.the cleared
land-~and then shszam!l--we have a hell of = p&rklnv lot for
- jet bombers for when the next domino threatens to fall.

Benator One: Well thought out.

Witness Une: Somecone had to do it, sir.
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Wild frug intersperses with marching song, Senator One
speaks and Immedisate transformation to Senste In-
vestigating Committee room. Everything is pantomimed
throughout scene, Actors not poriraying Senators
or Witnesses are reporters, photographers, etec,.

Dim up front plat to 6; quartz white to 7; rear plat whltes
to 6; up stage left amber to 6

’~

Senator Two brings Z stools from US to USR corner oﬁ_plats

‘He sits

Witness One takes plsce LC on plats. He has brought
gtool from US plats

" To Witness

Senator One whispers to Senator Two
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Senator Two: Next witness.

Senator CGne: You did it, sir.

Witness One: Thank you, sir,

Senator Two: Next witness.

Witness Two - (Actor #7): The greatest. That's me. TYeah,
yeah, oh yeah. The greatest and the prettiest esnd the
sweetest that you'll ever see. TYeah, yeah, oh yeah. ©Oh
yeah,

Senator Two: What is your position on our position in Vist-
nam?

witness Two: To a neutral corner ycu should retire, be~
fore all our pretty boys and cute tiny friends all expire.

Senator One (Actor #9): Will the witness please be clearer?

Witness Two: [83] Two thousand X is my name. Turn it around
and 1t's still the same. Oh yezh. Yeah, yeah. Oh
yeah,

Senator Two: Eﬁﬂ 4 perfect specimen.

Vitness Two: Yeah, veah, ch yeah. [8€] I'm the prettiest
I'm the greatest, and I ratest with the girls. And to stay
this way, I want t» say; we got no quarrel with the northern
race. And that's the place where I stand. And I'm grand.
And I'm grend, man. Yeah, ye=h, oh yeah. 1 am grand, man.
Strike up the band.

Senator Two: [88] Next witness.: [39)

Senator One: We're grateful for your presence here today,
sir. 4As a highly placed =nd trusted high-ranking high Gov-
ernment official and a high-ranking source of high infor-
mation, would you state the latest official views, please.

ittness Three (Actor #8): Vhy, Senator, I'd be glad to.

If the ignorant and sensational press would just stop over-
reacting, we could get a job of hope realily done around this
globe. But no! Every tiny mistake, a few teensy bundles

of bombs dropoed in the wrong place, and tne ignorant and
sensational press just has to blgw everything up. Blow it
up. Blow it up. Blow i1t up. Bleep it. RBlop. Bleep,
gleep, blow. Sleep, sleep, sleep., Forgive me, but I haven't
h=d any sleep in eighteen months. Blow 1t up. 3Blup. Blup.
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.EEEP Steps off plats SL

62| Stepping onto plat USC and X to stool LC on plat

83} Standing

8] Dancing to beat in his head
@' To Senator One
Eﬁg- D5C on plat

87| Steps off DS plat

88} Standing

{89: Witness Three takes stool LC on plat

90| Stands

91| XR off plat
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Senators: Next witness, next witness. {92]

Senator Two (Actor #7): It is indeed an honor to havé &
writer of your intense commitment take time off fr¥rom KHiS8
" typewriter to give his views.

Senator Cne (Actor #9): What do you think we shaiild ds
about the war in Vietnam? ‘

Witness Four: Nothing. ()

Senator Two: Nothing?

Witness Four: Nothing. The war will die of cenceé#: Yeu!il
die of cancer. Everyone will die of cancer. MNe, I think
too much. I'1l1 die of cerebral hemmorrhage.

Senator One (Actress #3): Nevertheless, =2s a leading wFité®
of our country we'd be happy to hear if you possiBly havé
# possible solution,

iitness Four: The war ain't there, it's here, It's Fight
here now, here and now. Mark those words carefully. Thatfs
all there is. That's what's happeningy+baby! It's hére

and now, here and now., You and me. [93] Between you and mé
and me and me and you and you and you and you and me and you
and you and me. VWise up before it's already happéned to you:
Check 1t _out, baby, before they up-chuck you--into obliviony
baby. {34 The war ain't there, it's right here, heré and
now in this obgscene, cancerous glare of the TV lights._and
tranquilized television dinners. We got the fever. [35]
Purge the bestial disease of the computer madness wiggled
into your body by the Plastic Goddess--burn out the bleed &%
the malignent cells and cleanse your ego before itfs too
late. The horror from the sewer of our disease is rising up
t0 choke your throat and all our images are manipulated

from birth o death by cynics. Yeah boys, get out theré

and bomb the bomb before you die of cancer or you'll eéat thHé
fire next time! Madness lesped up! Madness leaped up shd
stomped on our hearts. Into oblivion baby,

Ssenator One: Next witness!

Senator Two: I beg your pardon?

Witness Five (Actor #9): Song of my peovle.

senator Two: Can you give the nation, your nation's view
of the situation in Vietnam? :

Witnegss [ive: Thig is the end of the line for you==
and all you whi¥€ wmen. The red men and the yellow man and
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Witness Four, a writer, enters USC on plat XSL and slumps
onto stool

Dim up SL blue and SR pink

XDS on plat

Steps off plat and moves toward audience SC.

LSR spesking to audience

Witness PFour is dragged USR by two actors

Witness Flve, an Indian, "does a controlled but violent
dance from USC to witness stool

Favses

Long pause, a shadow of a smile, then stands
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the black man are banding together. We will run you off the
scorched face of this earth. e will run you into the sea.
e will fly you into the zir. Your turn to sing now, white
man. Goodbye, white man! i '

Senator Two (Actor #6): |102' What have we here, Senator?

Senator Une: |l03] They're Vietnamese. Thought it only
democratic we ask the opinion of the common people over
there.

Senator Two: Good man, Senator, good man,

Senator One: Hush now.

§enato§§: ‘105 It won't have been in valn., We promise
YOu. o .

Senator One: Your men have not died in vain.

Searator Two: Wait'll you see the swell schools and the
great highways and turnpikes we're going to build in your
jungle.

Senator Cne: It won't be a jungle any more.

Seantor Two: Why, why you know what we'll do to make it up
to you? We'll turn the whole damn Mekong Delta into an-
other TVA!

Senator One: What do you think about that? [L06] Er, Usher!
Usher, will you please escort these ladleg to the powder
room. I think they wamt to freshen up. (107

Y¥itness Seven (Actor #8): Bless you, Bless you.
Bless you.

Senztor Two: VWhat is wvour statement, sir?

Witness Seven: Love, brother.

Senator Une: 110’ Love?

Witness Seven: Love, sigter.

Senator One: ‘111"Did you say Love?

t“itness Seven: Love, daughter. . .

Senztor Lne:  Love. , .7

Witness Seven: Love. . .Mother. . .
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He starts to leave USC, then locking at the Senators

Four Vietnamese women, crying softly, go kneel DSC
floor level in front of plats. Their hsnds flutter
in bewilderment :

XDSC on plat

XDSC with Senztor Two

Crying mounts, Senators try to pacify them

Uncomfortably

Women cry louder, Senator rises and gestures

Women rise and guietly return to be reporters, etc,.

Witness Seven appears USC on plat, his hands raised
in the air and his back to the audience, Action
stoys and everyone watches him. He turns quicke
1y around,

Pim up Adam and Eve specials; all pinks and klues to 9;
dim down whites and ambers to I

X back to Senator's stools
DSR on plat

Leaning L toward Witness Seven
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Senator One: |112] ILove?

Witness Seven: Love.

Senator Une: '113| Yeah, Love, 114

Witness Seven: If you do not love--father and I will walk
away. You're on your own. 114 Love. Love or perish, [I15]

Senator One:!116i Love.

Witness Fight: m ‘hat is this soft-headed, @ 1lily-
livered kind of thinking? Is this for patriots? Love
“can't stop criminals or tyrants. Love is no good with-

out & body to express it. Ve went across the Atlantic to
fight for freedom. Are you frightened to cross the Pacific?
118] The world has shrunk to the size of a vea. }119] We

are our brother's keeper. The flag of the United States of
America shall shelter all who wish our aid. Hold your
tongus. Stiffen your spine. There is still something worth
dying for. [120] The smme thing our fathers #nd grandfathers
fought snd died for at Valley Forge, Gettysburg, the Alamo
Anzio, Guadalcanal, Iwoc Jima, Ukinaws, Pork Chon Hill®

Freedom. Let freedom ring! Kill for freedom! [122]

GI: August 10, 1971, My Tho, Vietnam. Dear Mother., . My
dear baby Janet. . :

Mother: August 10, 1971, Dallas, Texas. My dearest be-
loved son. . .

Girl: August 10, 1971, Dsllas, Texas. Hi, dariin! Hi,
honey! Boy, Lugene, am, . .

GI: Hi, Mom. I'm staying warm. The sun here's about two
ttuousand degrees. My feet are still cozl black from. . .

Mother: I wish I could be making you some chicken and

dumplings. They called me from. .

Girl: I'm counting the days till your tour of'duty is up.
How's the sightseeing in the rice paddies?

Mother: . . .the Texas Chapter of imerican Mothers and
told me I'd been chosen our state's Mother of the Year.
U.K., now have a good laugh.

Gi: . . .being wet and walking in the rice paddies, but

on Sunday, I'm going to bleach them out with lemon like you
suggested. Janet, baby, I can't stop thinking about that
James Taylor record. War is terribdle, honey, but one thing
it sure as hell teaches you is what it. .
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Approaches the Witness with & hypnotized smile .
Gently touching heart of Witness
Witness begins XDSC on plat

People in room begin the message of love by shaking
hands, sitting with arms around one another, etc.

Witness Seven steps off plat to SR, leaving Senator
Crnie in a daze

Vigorous contemporary patriot jumps up from 8L, X to
witness stool and stands on it

Up on all whites

Crowd reacts with "NoiM
Steps off stool

SC on plat

Crowd surrounds patriot

Crowd repeats line, then everyone freezes, A voice be-
gins to sing "America the Beautiful" at the chorus.
Another voice joins on 'and crown thy good with..."
As they sing, cast moves slowly to next positions,
A Mother sits on DR corner of plats., A Sweetheart
sits on DL corner of plats. Other women spilt half
and half, surrounding the Mother and Sweetheart,

A GI stands 3C on plats, the men of the company sit
on the floor of the plats. All women are scated on
floor level,

Dim to blues; Adam and Eve specials full
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Mother: I guess I do feel proud, but I hate to think that
one of the reasons they're making me Mother of the Year is
because you are fighting for our country so far away on a
foreign shore.

Girl: . ., .Boy, I know I'm supposed to cheer you up when
I write you and all, m but the television news sceres
you know what right out of me, honey. I know you have to
- fight for freedom, but honey, please don't go out of your
WaY . o

gl: . . .ig that is important in life. Angd you are it for

me. Mom, I'm so glad you're managing to keep busy and all.

Mother: . . .The farm is. . .doing fine, but I have %o tell
you I've had to lease ont most of it. But I kept the piece
of land where you rigged the swimming hole in the irrigation
diteh, . . '

Girl: . . .I ache for you. I love your letters. I've got
them all near memorized. . .

GL: You wouldn't believe how being tired and away from home -
and loved ones can ¥nock you out. . .,

Girl: By the time you get home, I just know I'll have
enough in savings for our down payment. Our heme. Just
US., . .

Mother: m I'd give my right arm, if I could just hear
your volce on the phone., But I'm placing my trust in God,
and in your good sense.

GIL: Well, Mom, I have to hit the sack. . .

Girl: I got all the furniture all picked out for the master
bedroom, . .

Mother: Got to find something to wear when they pin that
corsage on me. Hope it isn't gardenias. . .

GL: Keep the letters coming, honey. 'They mean a lot., I'm.
putting on weight, Mom,

Girl: T want you. I'll write you again before I g0 to
bed. . .

Mother: I love you with all my heart. . .
gl: . . .Your loving son, Eugene., . .

: Oh; Bugene, my Eugene. . .Your own little girl,
t. - L]

o
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Mother: Come home just as soon as you ccni all my love,
dearest son, Your Mom.

~GI: Stay be me, Janet. i'll be home scon, All my love,
Bugene . ., . _

Sergeant: [126] Ten-Hut! @
Sergeant: [128] What's the spirit of the bayonet?
All: The spirit of the bayonet is . . . Kill ‘129h kill kill.

Sergeant: The spirit of the bayonet?
All: Kill kill kill,

Sergeant: Chop chop.

All: Kill kill,

Serge=nt: Warm blood chop.

é;l: Warm blood kill.

Sergeant: The spirit of the bayonet?
All: Kill kill ¥ill,

Sergennt: The spirit of the bvayonet?

All: Kill %ill kill, @

Chop chop 130

Kill ki1l —

Chop chop

Kill kill

The spirit of the bayonet

Chop spirit chop

Kill blood kill

Chop spirit chop

Kill blood kill

The spirit of the bayonet™
. X Sy

Kill kill Klll.é o1

&I One: {132] When I was a little boy I used to eat & SPOON-
ful of dirt every day.

GI Two: Similar things are not identical.

Gl Three: ‘ I seem to have a lot of ground to cover,

GI Four: Six per cent of the world's population cone
trols sixty per cent of its wealth.
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USR

Up red scoop To full; up blues to full

GIs and women form & line parallel to the center audlience.
Women split half RC on floor level and half LC on
floor level, All GIs SC on plats.

XDSC on plat; paces R and L

GIs and women march in place

Dim blues to T7; idam and Eve specials begin dim for
next scene :

Women march US to plats; stand in front of benches and
stools

Battle sounds begin; mortars go off and snipers fire

GIs fall on bellies and crawl as if in open rice paddy;

a8 scene progregses, one by one they raise taelr
heads and address the audience

SRC
DSR
DSL

SLC
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GI Two: Hello, young lovers. Green Nint Formula 47 gives
you confidence about your mouth,

GI One: VWhen I get home I'm gonna run for Congress.

GI Three: It's all right to be angry. It's all right.

g;'ﬁgggz They laughed when I stood up to shoot.,

GI Two: I dreamed I saw J.F.K. last night alive as you and
me.

GI Four: "Nothing is worth my life."

You have the smile of an angel. An angel.'zé& C:>ﬁ

Singers: - Please God, I azsk not for myself. _
Plesse God, bring him home, bring him safe
Please God, he has a heart of gold,
Please God, watch over hig life,
He has only six more months to go. -
Officer: (:) Mr. Small? -
fathers Yes?

Cfficer: I'm Captain Statzz. I'm to accompany your wife
to Vietnam,

Father: Yes, of course. 3She'll be ready in a minute. 139

Singer: His mother waits to see his face
To press the beat of his hesrt of gold.
. Please God, bring him home safe,

Cur family Marine with stsnce so bold,
He has only six more months to go.

Mother: No. You go.

Father: Dear, You're the only one allowed.

Mother: I can't stand it,

Pather: You've got to. Sweetheart, I'll get your bag, 141]
The officer is waiting to excort you. This is Captain Stafzz.

My wife, Mrs. Small.

Officer: Jerry's mother?

Mother: Yes.
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A nmortar explodes’

Flash all reds for explosion effect

B

136] GIs dive for cover. Jerry (GI Three) is hurt., The nen
‘ crawl to him anéd try to administer to his wounds,.
They 11ft him end place him alone on the DSC edge
of the C plats. Then the men go US to the plats

to watch or prepare for the next scenes., Jerry is
lying alone on the stage; a Iemale singer steps USR
and begins to sing

<:> " Orgsan accompanies solo
(::) Blues up full; soloist special to 3; Adam and Eve specials
to 3 ‘

137} A Mother and Father sit on USL bench; an officer appears

(:)- SL whiteé up

j138] Stands and XL to officer

139. Goes to wife, she shakes her head and they freeze

10} Turning away from husband

11l Escorts wife L to officer

{1u2 They freecze

6:) Dim out SI whites during freeze
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Singer: ‘Please God, it's not too late,
Plesse God, his femily prays,
Plense God, his loved ones all wait,
He has only six more months to go, [143
Pilot: (:) 144 This way, Mrs. Small., Fasten your seat
belt,
Mo th l 5| Sir, why can't my husband go too? After all,
he father, :
Pilot: We only have seats for mothers.
Mother: All the rest of these seats. . .7
Pilot: Will be occupled by mothers,
Singer: His mother longs to see hls fece,
To press the beat of his heart of gold,
Plezse God,
Please God,
Please God.
Mother: 1Is he here?
Doctor: Down this corridor, Mrs. Small.
Mother: Are you sure you've done. . .
Doctor: All we know how,
Mother: How long, Doctor, how long éc I, . .does he have?
~ Doctor: 11491 I'm sure you'll have at lesst two hours.
Mother: Doctor?
Doctor: Yes?
Mother: Will he know me?
Doctor: You're his mother.
Mother: I'm his mother.
Doctor: Your son is tagged,
Mother: Tagged?
Doctor: HName, rank, and serial number on a tag at his
wrist.
Mother: ¥ill I know him?
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Captain changes to Pilot, Mrs,., Small kisses husband
goodbye and follows Pilot '

Bring up SL whites
XDLC
ADLC to Pilot

They freeze

Singer retires to US bench, Pillot changes into Doctor,
Doctor and Mother XDL to entrance of field hospital,

SL whites dim out during freeze of Pilot and Mother

DL

X pass Mother toward SC

Stopping

X to Doctor
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Hoctor:
HMother:

Doctor:
save,

Doctor:
Mother:
Docsor:
Mother:
Dogtor:

Mother:

His voice--you'll know his voice,
You'll go with me?

Mrs. Small, I'd like to, but I have many boys to

I can't do it., {152

153 Mrs. Small, we're sorry about this,

Please come with me.

I'm needed,

I don't know where to start

155] He should be the third man in. 156

[[57] Gerald. . .Gerald Rogers Smell, Sp. 2nd Cless,

Co. 107. Gerald Rogers? Doctor. . .Doctor., . .It's a nmig-

TDoetor:

It's 211 a misteke. . .a grave mistake.

~M¥rs, Small, . .please, men are. . .

Mother:
Doctor:

Mother:

Doctory

Mother:

Ij
Wit ian
0| (@

The tag. Doctor, the. . .

160] Let's sece.

A mistake. This says Gerald Rogers Small.
Yes?

You see, it's =211 a mistake. My son's middle

name isn't Rogers, it's Robert. Gerald Robert Small.

Robert.
Doctor:

JETTY

Robert!
S0 1t does.

Mother:
Dogctor:
Mother:

Jerry:

|161] Momma. . .charming Jderry. . .

Jerry. . .7
The typist made the error, Mrs. Small.

Jerry. . .

165/ Momma. . .Momma?
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152] Turning away toward L

153) Comforts her

115@! Turns back toward Docltor

&

155] Pointing toward SC

156] Doctor XLC and freezes; Mother starts down the path of
' GIg which zre imaginary--except hers, She finds
him znd bends to read the tag. '

|

157]- 8C

Running in from SL

[
Dm
o

159] Showing him the tag

{160 XR of SC end look back to patient

161] Moaning

She recognizes her son's voice

Quietly
Doctor leaves XUL

Raises slightly

=] =1 Y1 5
of oy o] {0
[ 0NY {57 e L

—
o~
(]

Jerry dies

US plat amber to 3; full blues; DSL and DER cross beam
pink and blue up to L :
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Mother: [167] This war is worms. This wer is worms invaded
by worms: This war is eating away_at the boy flesh inside
my belly, 1168‘ This wer stinks. {169] This war takes men
away and pins back the man in me s0 ne can't kick and scream,
" which is his God-given right. This war stinks. [170] This
war makes everybody more warlike than they are anyway. This
wgr invades me andg mak%s me hate myself. I hate you.

I hate you. And you=-=I hate you! -172 This war i1s wounds.
This war is worms.

A

Hanoi Hannah: & Good evening, my little baby Yankee
imperialists. How goes cour tiny battle todey? This is
your bosom buddy snd wishful lover, Hanoi Hannsh, bringing:
you the truth from zround the world. I'm here to keep you
warm for your sweethe=rt back home, Vhere is your sweet-
heart now, my deor little baby GI's? She 1is 1In the arms

of a new man back home, while you fight here in a foreign
land. ©She is in the back seat of a 1971 roadster, with
somebody else. How does that make ycu feel, GI? Does that
meke you went to fight for what is yours? Do so, my little
imperialistic lovers, but do s0 in your own backyard. It's
me, your Indo-China lover, Hanoi Hannsh, here for our edu--
cational t-l¥%, my tiny round-eyed GI. You must understand.
that everything is divisible--especially the colossus of
the United States, especially the immorzl giant of U.S,.
imperialism, It will be and should be split up and defeat-
ed, The people of Asia, Africa, and Latin America can de-
'stroy the United States pilece by plece, svome striking at
its head and others at its feet. . .You are too spread out,
nmy tiny GI's. You cannot be every place at once, You can-
not be here in Vietnam and also guard your Stateside sweet-
hesrt and your Momms too. And what of your dollsrs, your
Yankee dollars, tiny round-eyed GI? Who is making all
those dollars, while you fight here in mud and get only
army pay? Everything is divisible, my tiny GI. Your he=sd
may be divided from your trunk, your arm from your showlder,
your heart form your he-d, your mind from your soul. Pull
yourself together and confess to the world that you were
wrong. Victory will go to the people of the world! It is
inevitable., Long live the victory of the veople's wsr!
This is your wishful lover and boesom buddy, Hanoi Haennah,
saying, sweet dreams in your hole, but I wouldn't close an
eye; you may never open it again, tiny round-eyed 3I. Good
night, my bad lit+tle boys. I'1il be with you =again this

time tomorrow night. . .Sweet nightmare and. . .:loha. . .
GI's: [175] Kill: @ '
Actress #4: You are a child of the universe!
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167] Turns face to ¢ sudience

1168] Stands

AXDS toward audieﬁce

170] XDSL; other actors now get ready for the next scene.
Men XDSC sides of plat in C and are in supposed
fox holes or trenches. The women go to different
areas US and SC and pick up flashlights which are
to serve as searchlights in the next scene, The
actress to portray Hanol Hannah stands USC.

Lra] xso
XDSR

' Begin dim up on Hanoi Hannah USC; begin dim out of DSR
' BSL crossbeams

‘173| Slowly turns US and walks away

é% Sounds of "old fashioned radio music” intefspersed,with
distance sounds of battle

Henol Hannah reads from radio manuscript; GIs react
to her according to their character

175] GIs jump out from trenches toward sudience as they yell
the line; at end of line they freeze in an extreme
body pose of a GI holdlng a gun with bayonet thrust
forward

@ Up all color and scrim lights
176} XDS slowly
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GI's: [L77] BLULD!

Adtress #3%: 1178/ No less than the trees or the flowers!

GI's: (179] CHO®!
Actress #5: [180] You have a right to be here!
GI's: WARM BLOOD KILL!

~Actress #1l: 1182] You have a right to walk the face of the
earth!

GI's: ‘1 3)'WARM BLCOD CHOP!

Actress #1l: ‘184i You have a right to exist!
GI's: WARM BLUOD KILL CHOP!

Actress #2¢ You have a right to live!

a11: [is7] wEO WHO  WHO
WHO WHO WHO
WHO - WHO WHO

Egig
Actor #9: VWho am I?

Actor #7: Why am I here?
Actor #6: VWho do I kill for?

Actor #8: Who needs this war?
Actor #10: Who am I?

Actor #9: Who needs me?

Actor #6: Who necedse———-

All:  Who, who, who, whq,who, who, who. 1189{ BAN THE BOMB!
PEACE IN VIETN--- (20)

&
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GIs surge to their R zg if using a large mache knife;
taen fresre

XDS slowly

GIs pull thelr hands up over their heads, then with hends
glasp the Gls bring their hands straight down as if
using en axe; then freeze

XDS slowly

GIs grab an imaginary enemy. They pull him into them by
his neck znd knife him in the throat; then freeze

XDS slowly

- GIs again hold gun with bayonet in their hands and thrust

it toward the audiencs; then freeze

XDS slowly

| GIs, as 1f holding a mache knife in their hands, 1lift

their hands high over their head; then they surge
to their R and with a slight curve they surge L

as they 1ift the knife up over their heads again,’
Then, with great force, the kmife is dropped stra-
ight to the ground,

XD8 slowly; by now all women are SC behind the 3Is

All actors stand staring at the audience as they say the
lines In unison

As women ¢ ntinue to repeat the "who", the men ask indivi-
dually questions of the audience or as if to them-
selves.

All actors repeat the action of the GIs eaprlier, As if
holding a gun with bayonet, they thrust forward to-
ward the audience, With gun in hand, the women
lean forward azs the men drop to one knee.

Dim out all lights but red and secrim lights; dim red out
slowly but leave scrim lights on '

Sound of a giant explosion or atomic blast
Ixplosion prevents the last word from being completed;

actors freeze on sound cue for 7 seconds. Then
as lights dim the actors leave the acting area

(:) Bring up house lights; dim out scrim
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Original Scripts with Cuts
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The Serpent

i3



BWARNMEP=AND PROCESSION

In all parts of the theater, including the aisle, the stage and the
balcany, the actors warm up. Each does what physical exercises
~ best prepare him for playing. The lights dim slowly and not com-
pletely. Each actor wears a costume that seems natural on him
particularly, of colorful and easily falling materials that Qatter the
movement of his body. The total effect, when the company moves
together, is kaleidoscopic, The actress who will play Eve wears a
simply cut short white dress, and Adam old khaki pants and a
shirt with no collar. Nene of the others is costumed for a particular

role. As no one wears any shoes but tights or haflet slippers, a-

dropcloth for the stage is desirable. _

After a few minutes the actors begin to move around the theater
in a procession led by an actor who taps out a simple marching
rhythat on a bongo drom. The players don’t use their voices, but
they explore every other sound that can be made by the human
body—slapping oneself, pounding one’s chest, etc. The actors also
use simple and primitive musical instruments during the procession.
During some later scenes an actor-may accompany the stage action
with the repeated sound of a single note on one of these instru-
ments, The processicn appears to be -one of medieval mummers,
and sounds’like skeletons on the move. All at once all stop in a
freeze. This happens three times during the procession, During a
freeze each actor portrays one of various possible motifs from the
play such as: the sheep, the serpent, the president’s wife’s reaching
gesture, Adam’s movement, Cain's waiting movement, Eve’s move-
ment, the heron, and the old people. In countties cutside the United
States where it is thought that not everyone will immediately
recognize all events in the piece, at these motif moments actors
shout out the names King and Kennedy. '

Transitions from a scene to the next will be done rhythmically, in
the character of one scene or of the following, as a slow transfor-
mation or “dissolve,” or completely out of character with the
audience merely watching the actor go to his next place. Bach
transition is slightly different, but pre-determined.

15
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THE DOCTOR

When the procession ‘is nearly over, the docter detaches himself
from it. A victim, 2 woman, from among the actors is carried over
by two actors and placed on a table formed by three other actors.

The doctor stands behind the table, He-speaks-inmamicind-ef-chant.

His movements are slow and ritualistic. The rest of the actors,

watchmg, wﬂmmﬂmmwm ~A—-pun-

DOCTOR
Autopsy:
With a single stroke of the cleaver
The corpse is split open.

i 1 : o dod | S N L L q
ACTUYSTHTHRE \.u”n.:; SR Tromnt ~+1e lh\.!a o Hrgrrdtveonis

The fatty tissues
Fall away
In two vellow folds,

DOCTOR
In a corpse
The bloed is black
"And does not flow.
In 2 living person
The blood is black
And flows
From the liver
Ta the spine, and from
There to the heart
And the brain.
Te-peretratethreshait
We-shave-thehead

16
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thﬁ”hammwm#andﬂkmfe
The-brain-is—ereant-colored,
Ft-is-a-balanee-of-chenmeals,
Fhought-t—cffected
By—traveling-electrons,

~Gunshot

During a brain operation
Pressing at this point

With a knife

Causes live patients

To exclaim at sudden memories.
If we press here

We get fear,

~Grunshol

The patient, who so far has been lying fairly still, climbs off the
table and comes slowly toward the audience in a state of extreme
bodily tension, making a soundless appeal,

In gunshot wounds
Infection ensues

Lnless an operation

Is undertaken immediately,
We excise the wound,

And suck out bits of bone
And diffluent brain iatter.
If the patient survives

He may live for weeks

Or months

Or years,

Theforr-womerr-of-the-choruss:




thve=backs- of-theirthroatsthaethey Wil make when—we—latersee
~Abet'sghost—

He functions barely.

He is unconscious.

Or semi-conscious.

We don’t know.

We clean him,

And feed him.

But there is no measure

To what degree

The mind imagines, receives, or dreams,

KENNEDY-KING ASSASSINATION

A cheermg crowd forms in a semi-circle at the back of the stage.
Using—fans.chaizamer sitting on the floor #-thestage—is—raked
eneesgly, four actors, two men and two women, sit in the car as the
central characters in the assassination of President John F. Ken-
nedy. The governor and his wife are in front, The President and his
wife are in the back seat exactly as in all the newspaper pictures.
They are waving. The crowd, moving fron one side of the stage to
the other behind them, gives the same impression of movement as
in a film when the scepery is moved behind what is supposed to be
a “moving” car. When the crowd moves the first time, one figure
is left to the side: the assassin. Amother-feure—stands—behind-the
cravwdand doermot-mevewithei, Again, everyone but the people
in the car i facing the audience. The people in the car look at the
audience, smile at them as if they were the crowd., The events
which are the actual assassination are broken down into a count
of twelve, as if seen on a slowed-down silent film. Within this
count all the things which we are told factually happened, happen:

: All four wave.

: President is shot in the neck.

: Governor is shot in the shoulder.

: President s shot in the head. Governor’s wife pulls her hus-
band down and covers him with her body.

5: President falls against his wife.

18
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Presxdent’ s wife begins to register something is wrong, She
looks at her husband,

7: She puts her hands on his head.”

8: She lifts her knee to put his head on it.

9: She looks into the front seat. .
10: She begins to realize horror.
11: She starts to get up.
12: She begins to crawl out the back of the open car, and to reach
out her hand. ‘-

Immediately after that, the numbers are started again, The-numbers
m@mimmmmmm

st - e=] hen the
count is made a thlrd time, backward this time. The crowd re-
actions are also backward, as if a film of these events were being.
run backward. Then ~the=puards-call out numbers from one to
twelve at.random, and the people in the crowd, as well as the
characters in the car, assume the positions they had at the time of
the particular number being called. The blank-faced assassin has

simply mimed shooting 2 rifle at the count of two. He faces the

audience, too. The action in the car continues, as if the count from
one to twelve were going on perpetually, but we no longer hear the
guards shouting. The crowd, aside from the assassin, forms a tight
group at the rear of the right side of the stage. They face the audi-
ence. The four women of the chorus are in the front. The crowd
shouts and marches very slowly taward the front.

At first, however, we have not understood what they are shouting.
The shout is broken down into first vowels, second vowels, center
consonants and end consonants. Each of four sections of the crowd
‘has been assigned one part. The shout is repeated four times, each
time through adding one of the four parts.

CROWD SHOUT
[ was not involved.
I am a small person.
I hold no opinion.
[ stay alive.

O
Then everyone on stage freezes, and +fe figure at the back quietly
speaks words like the actual ones of Dr. Martin Luther King:
19
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KING
Though we stand in life at midnight,
I have a dream.
He’s allowed me
To go to the mountaintop,
And I've looked aver.
I've seen the promised land.
I have a dream
That we are, as always,
O the threshold of a new dawn,
And that we shall all see it together.

The crowd continues its shout, building up the other stanzas as
it did the previous one, but the words are still not completely clear.
The characters in the car continue their slow-motion actions.

_ CROWD SHOUT
1 mind my own affairs.
I am a little man.
I lead a private life.
I stay alive,

I’'m no assassin.

I'm no president.

I don’t know who did the killing.
I stay alive.,

I keep out of big affairs.
I am not a violent man.
I am very sorry, still

I stay alive.

At times we have been able to make out the words of the Presi-
dent’s wife which she has been speaking on count twelve as she
reaches out.

_ PRESIDENT'S WIFE
Pve got his brains in my—

The last time through the whole shout, we hear each section of the

crowd emphasizing its own part, while the assassin, who has been

standing on one side, facing the audience and going through,
20
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silently, the égonies of having been himself shot, speaks the words
with the others, clearly.

CROWD AND ASSASSIN
I was not involved.
I am a small person,
1 hold no opinions.
I stay alive.

I mind my own affairs.
I am a little man,

- I lead a private life.

I stay alive.

I'm no assassin.

I'm no president,

I don’t know who did the killing.
[ stay alive,

1 keep out of big affairs.
I am not a violent man.
I am very sorry, still

I stay alive,

THE GARDEN

Everyone’s breath comes short and heavy and rhythmically, as if
in surprise. The<eur chorus women dvessed-in-blaek detach them-
selves from the rest of the group and in short spurts of movement
and speech.go to the downstage right area, facing the audience.

FIRST WOMAN OF THE CHORUS
I no lenger live in the beginning,

SECOND WOMAN OF THE CHORLUS
Pve lost the beginning.

THIRD WOMAN OF THE CHORUS
I’'m in the middle,
Knowing.

21
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: THIRD AND“SaTH- WOMEN OF THE CHORUS
Neither the end
Nor the beginning.

FIRST WOMAN
IPm in the middle.

SECOND WOMAN
Coming from the beginning,
- Znd

THIRD AND-FOENEE. WOMEN
And going toward the end.

In the meantime, others are forming the creatures in the garden of
Eden. They, too, emanate from the same communal “frst breath.”
Many of the creatures are personal, previously selected by each
actor. as expressmg an otherw1sc inexpressible part of himself. For

Fout gt gl,ghﬂm' cossionally~and—mokes 3

%}f-‘i*ﬂ‘bffﬁwe Other creatures become distinguishable, The
serpent is formed by five- (male) actors all writhing together in a
group, their arms, legs, hands, tongues, all moving.

The chorus women have repeated their “in the beginning” lines
from above. They speak these lines as a secret to the audience.
* k%

There is a sense of awe about the whole creation of the garden.
The two human creatures also become discernible. As Eve sits up

and sees the world, sheseremmrrimrammrsement, The—sound-of-her

' mmmﬁ&mdrww%ﬂw%ﬂrchmm%ey

ave-alse-Bve: They thin¥ of themselves asone =person-and-any.one
of:them-at-thic. moment might.zeflect Eve,

Adam falls asleep. Fhe-hesomand the serpent are now more c]early
discernible from the other creatures. Thecremtures-play-with-them-
selbves-arirreteoterquiedyminewe. The serpent is feeling out
the environment with hands and mouths and fingers. There is noth-
ing orgiastic about the garden—on the contrary, there is the re-
straint of curious animals in a3 strange environment,
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EVE AND THE SERPENT

SERPENT 1: Is it true?
SERPENT 2: Is it true
SERPENT .3 : That youw and he,

A SERPENT 4 Yeu and he

1'5

Yhite

SERPENT ;f and /8’ May do anything?
SERPENT 2: Anything in the garden you want to do?
SERPENT 1: Is that true?

EVE: We may do anything
Except one thing,

FIRST WOMAN OF THE CHORUS:
We may do anything
Except one thing.

_In the dialogue between Eve and the serpent the first of the chorus

women echoes Eve’s lines, but with the emphasis placed on differ-
ent words. The 4our chorus women look at the audience as if it
were the serpent in front of them. The serpent speaks and hisses
to Eve with all his five mouths. Care must be taken by the actors
playing the serpent that all the words are heard distinctly, despite
overlap in speaking. Eve is almost in a state of tremor at being
alive. The serpent is seducing her with his even greater aliveness,
as well as with the intellectual argument. As Eve comes closer to
being in the state the serpent is in, her movements. begin to imitate
the serpent’s, and she, finally, is seducing him, too. Some of the
other actors are now seated on a bench facing the audience, at
the back of the stage where they sit, and rest, and pay attention to
the action. This is where those who are not playing a particutar
scene will always go——none of the actors will ever actnally leave
the stage, During Eve’s dialogue with the serpent, onty—the-heren
ande one or two other animals in the garden are upright, but they
do nat distract our attention. The serpent is not only the serpent,
he is also the tree, and he holds apples.

SERPENT 2: What one thing?

EVE: We are not allowed to eat from the tree,
FIRST WOMAN: We are not allowed

To eat from the tree.

SERPENT 3: Not allowed to eat?

23
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EVE: We may not even touch it.
WOMAN: We may not even touch it.

SERPENT 1: Not even touch?
SERPENT / and & Not touch?
SERPENT &: Why not even touch?

EVE: Adam said ! would die.
WOMAN : Adam said 1 would die.

The serpent is gently surrounding her until she has touched him
without her realizing it,

SERPENT 3: If you-—

SERPENT A" If you touch—

SERPENT A and & If you touch the tree—
SERPENT 1: Adam said

SERPENT 2: If you touch the tree

SERPENT #'and 5 If you even touch the tree
You will die— . -
SERPENT 1 : But—--

SERPENT 2: But—

SERPENT 3: But—

Eve realizes her back is against the tree,

SERPENT/: Have you died? ‘
SERPENT / (Whispering) : Have you died?

EVE: I don’t know,
WOMAN: [ don’t know,

SERPENT 2: You touched the tree,
SERPENT 2 and 3: And you haven’t died,
SERPENT / You haven’t died.

EvE: But Adam said—
WOMAN : But Adam said—

SERPENT 1: Oh, Adam said
SERPENT 2: Adam said, Adam said . . .

SERPENT 1 and 2: Listen,
SERPENT 2 and 3 Answer me this.
SERPENT ’7‘ (overlapping the otbers) ; This,

24



SERPENT 3 : Could it hurt more
To eat than to touch?
SERPERT T To ot thamtor-touch?
GERPERereeaCorrhd=4t

EVE: It is forbidden.
woMAN : Tt is forbidden,

SERPENT 2: Who has forbidden it?
SERPENT 1: Who?

EVE: God.
woMAN : God,

SERPENT / And why?

SERPENT #: Why has he forbidden it?

SERPENT #: Why?

SERPENT 3: Why does he set limits.
SERPENT 2 and 3 : Against you and Adam?
SERPENT 1: Think, _

SERPENT 2: Is the fruit God’s property?.
SERPENT 3: Is it?

SERPENT 1: He says Adam and Eve may not eat.
But are Adam and Eve

Guests in this garden?

SERPENT 2: Are they guests?

SERPENT !: Don’t they live here?

SERPENT 3: May they not eat where they want?

EVE: (Jurning away) : 1 don’t know.
woMAN: | don’t know,

l SERPENT ﬁ/ Also, also haven’t you

SERPENT 4and /Y' Haven’t you noticed

SERPENT / That the younger always have rule
Over the elder creation?

SERPENT 2: Haven’t you noticed,

and aren’t you afraid?

SERPENT 1+ Aren’t you afraid

And hadn’t you better hurry

SERPENT 1 and 2: And eat the fruit now

25
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Before the next comes to rule
Over you?

EVE: I'm not afraid.
WOMAN: I’m not afraid.

SERPENT (to itselves) 1: She’s not afraid.
SERPENT 2; Why should she be?
SERPENT 3 : How could she be?
SERPENT £: She couldn’t be,

She doesn’t know.

SERPENT A Doesn’t know what? .
SERPENT 3: Doest’t know she exists.
SERPENT A: Why doesn’t she know it?
SERPENT 3 : Because she hasn’t eaten.
SERPENT 2: If she’d eaten, she’d know
SERPENT 1; Know what?,

smvt:m/i( What worlds she would know

If she ate,

SERPENT £+ What worlds?

SERPENT 1 : If she ate she would know
sERPENT 1 and 2: And if she knew
SERPENT 1 AND 2 AND 3: She could-—

EVE: W_hat?
WOMAN : What?

SERPENT/{ : You don’t know
SERPENT &': Because you haven’t eaten.

gvE: Do you know?
woMAN : Do you know?

SERPENT 2: I don’t know.
SERPENT-HrTdunit.
serPENT 3: But I can imagine.

- SERPENT / Imagine.

SERPENT / Imagine.

EVE: But, is what you can imagine
What wili be?
26
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womMAN : But, is what you can imagine
What will be?

SsERPENT § AND 2: How can you know

Until you eat?
<SERPENE-Seow-ean-Taewd-

SERPENT #: How can ! know until you eat?
SERPENT 1: This garden

SERPENT 2: All thege animals and these plants
SERPENT 2 AND 3: Were once only imagined.

eve: Shall | risk losing all these?
WoMAN : Shalt [ risk losing all these?

SERPENT 1: It may be,

SERPENT 2; It may be that no garden
SERPENT / Is better than this one.
SERPENT ¥; This garden.
SERI—'_EN'Y/I/: It may be.

SERPENT 2: But you won’t know,
SERPENT 1: You can’t know

LUntil you eat.

SERPENT 2: How could you know?

EVE: If | eat
And if I die

Will you die too?
woMAN: If | eat
And if ] die

Wil you die too?

SERPENT 1: If you die

T will die too.

EVE: Why do you want me to eat?
WOMAN ;: Why do you want me to eat?

SERPE,NT/{: Because I want
SERPENT A£: | want to
SERPEN”% : ] want to know.

EVE: Know what?
womMAN : Know what?
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SERPENT 2: Know what you will know.
SERPENT 1: Know what will happen,

"EVE: I might,

I might do it.

I'might do it if God didn’t know.
WOMAN : | might,

! might do it

I'might do it if God didn’t know.

SERPENT. 3 : You might
SERPENT 4: Might do it if God didn’t know?
SERPENT 2: But you want to,

SERPENT 1: And he knows you want to.

SERPENT/S' : Is a crime
SERPENT A'; Only a crime
SERPENT &': When you're caught?

EVE: Shall I do what I want to then?
womMaN : Shall T do what 1 want to then?

SERPENT 1 AND 2 AND 3 AND 4 AND §: Yeg!

EVE: Even if what | want is to listen
To God and not to you?

wOMAN: Even if what 1 want is to listen
To God and not to you?

SERPENT 1: Yes.

SERPENT 2: If you want,
SERPENT 3 AND A" If you want,
SERPENT/: Yes,

EVE: Then I will eat,
woMAN: Then I will eat,

She bites into. ome—of the app!e)/ held by the manyhasds-of-the

serpent.

EVE: Because I want to.
WOMAN : Because I want to.
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" EATING THE APPLE

fs-sented-fr-the-nrddesf=themserpent

- After a couple of frantic bites, there is a pause as Eve begins to
savor the experience. The first woman of the cherus, who echoed
Eve's words to the serpent, now describes Eve’s experience,

) FIRST WOMAN OF THE CHORUS
And Eve looked
At the creatures in the garden,
And at the ground
And at the wind and the water,
And she said: ] am not the same as these,
And she began to examine
Her skin and her eyes
And her ears and her nose and her mouth,
_ And she began te examine her own mind.
And Eve went to Adam
To persuade hiw to cat.
But Adam said: _
“You have eaten of that which was forbidden, and you shall die.
Do you want me to eat and die too?”

Eve in a kind of frenzy has gone over to Adam, woken him up,
and is trying to have him eat. He, at first, refuses but then is
caught up in her frenzy and he eats too. After his first bite nothing
seems to happen. The serpent freezes during Adam and Eve’s
argument but he has shared Eve’s ecstasy. The three other women
of the chorus “davenn” while the first woman describes the action.
This davenning is a rhythmic murmur like that of old women in
churches and synagogues as they repeat and repeat familiar
prayers and laments.

_ FIRST WOMAN OF THE CHORUS
But Adam ate,
And Adam looked
At the creatures in the garden,
And at the ground
And at the wind and the water,
And he said: [ am not the same as these.
And he began to examine
His skin and his eyes
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And his ears and his nose and his mouth,
And he began to examine his own mind.
And he could neither spit out the fruit
Nor could he swallow it.

Adam takes a second bite. All the actors, in a kind of ecstasy,
form #w serpent, moving in the same manner as we saw the serpent
move with fewer actors earlier. The serpent, as played by all the
actors, is still a display of the tree of life. It is seductive and in-
viting, Then the serpent separates,

&v
A-bagof apples i found on one-sideof-the stage. :
it-out-on-the-stage. The actors play with the apples, eat them, and
carry them out to the audience to share their pleasure with them.

THE CURSES

Adam begins to cough a little. It is clear that he can indeed neither
swallow the fruit nor spit it out. Suddenly, an actor who has been
playing one of the creatures in the garden pulls Adam up from
_under the arms. Adam himself speaks for God when God is
speaking to Adam. When speaking for God, Adam uses a voice
which is Jarger and mare resonant than his wsual one, and the
actor ‘who lifts him moirths the same words. Adam’s own attitude,
as he speaks for God, is one of surprise and dismay. Whenever
God will speak, all the actors on stage will whisper his words too.

GOD (speaking-threvdir—tdan)-

Where are you?

SQ The actor who had lifted Adam up now drops him and goes back
@\l\ to playing a creature in the garden. Adam tries to hide, and he
@ tries to cough up the fruit to be able to speak clearly to God. But
the fruit remains stuck in his throat. The same actor picks him

up again.

GOD (spesking theaugh ddam)
Where are you?
Why do you not answer me?

The actor Tets Adam drop and becomes a creature in the garden
again.
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ADAM (answering God)
I hear your voice in the garden
And I am afraid.

Adam is picked up again. Whenever he is picked up to speak, his
body goes limp,

GOD (Spemking—throngh—-Adeny
Before

When you heard my voice
You were not afraid,
Yet, now you are afraid.

Adam is dropped again,

‘ ADAM (answering God)
[ am afraid
Because 1 am naked
And I have hidden myself.

Adam is picked up agein from under the arms.

oD (speaking theough-Adam)
Wheo told you
You were naked?
Have you eaten of the tree
From which
I commanded you not to eat?

Adam is dropped.

ADAM {(answering)
Lord, so long as I was alone
I did not fall into sin.
But as soon as this woman came
She tempted me,

Another actor now lifts up Eve in the same way Adam was lifted,
and Eve is limp and speaks for God in a voice that is larger and
more resonant than her usual one. The actor who lifts her, and the
others, whisper the same words she is speaking.

GOD (speaking—itbroughb-Erel—
‘Woman, have you eaten of the tree
Whereof I commanded you not to eat?
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Eve is let drop, and the actor who had lifted her goes back to
playing a creature in the garden.

EVE (answering God)
It was the serpent, Lord.
He tempted me, and | ate.

SERPENF-+r-Yomwrgavethenracommand;
i ; i- 1 N .'

And-not-youd-

From now on the voice of God is heard similarly through the
different actors on the stage. All, except the four women of the
chorus, lift each other in turn and speak with a voice that is

larger than their usual ones. After lifting or being lifted, the actors _

return to being creatures in the garden. As the curses continte,
there is a shorter space of time between them, and greater agitation
in the garden. And as the curses are spoken each by one actor, the
other actors simultaneously whisper them to the audience.

GoD (speaking through one actor who—isLiftedfrom—snder—bis

Because you have done this
You are cursed over all animals,
Upon your belly shall you go
And dust shal\ you eat.

110SEDson ( : or)

ecause you have eaten
Of the tree of which I commanded you,
Saying: You shall not eat of it,
Cursed is the earth for your sake,

GOD (sheakingthroughanother actor)...
You shall use your mind '
Not to understand but to doubt.
And even if you understand,
Still shall you doubt.
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Gnﬁ*ﬁptnking-rbrotrgbﬂnmﬁerwﬁﬁ
*Forstatt-benradeto-thirk:

~And-although-few—ol yonr thoughts shall exalt you,

mwymmmww

GTget your exaltaton,

Gop (speaking through another actor)
Now shall come a separation
Between the dreams inside your head
And those things which you believe
To be outside your head
And the two shall war within you.

GOB—{-S-P-@QM?WH&@FM_

F\‘H’“'\‘F'}" ﬁh&:f%’éw%ﬁ*mk
And-whatever-you-seeortrear,
Yétrshalb-think-#-and-see-it-amt-hear-italons
Henceforth shall vou-thivst after ma_

‘ GOD (speaking through another actor)
In the day shall you endure
The same longing as in the night,
And in the night shall you endure
The same longing as in the day.
Henceforth shall you thirst after me.

GOD (speaking through another acior)
And your children shall live in fear of me,
And your children shall live in fear of you,
And your children shall live in fear of each other.

" GoD (speaking through another actor)
Accursed, you shall glimpse Eden
All the days of your life.
But you shall not come again,
And if you should come,
You -would nat know it,

33



GOD (speaking through another actor)
And in the end
The earth shall wax old like a garment
And be cast off by me.

GoD (speaking through anotber actor)
For that you were not able to observe the command
Laid upon you, for more than one hour, :
Accursed be your days.
Henceforth shall you thirst after me,

LI ]

With the volume increasing, the curses begin to overlap. They
are repeated and fragmented, spoken and whispered louder by an
increasing number of actors, ' i up
and-deapped. It becomes increasingly impossible to distinguish
whole phrases. All the voices build into a frenzy and a din of
sound,

And in the day
Shall you endure the same longing
As in the night.

Henceforth shall you thirst after me.

And in the night
Shall you endure the same longing
As in the day.

Henceforth shall you thirst afier me.
And now shall come a separation,
Accursed.

Between the dreams inside your head,
Accursed.

And those things which you believe to be outside your head
And the two shall war within you.

And your children shall live in fear of me.

And in the end the earth shall wax old like a garment
34
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And be cast off by me.

And your children shall live in fear of you.

You shall not come again to Eden. .

And vour children shall live in fear of each other.
And if you should come, you would not know it,
Accursed, you shall be made to think.

Accursed, you shall be alone,

And even when you understand,
Still shall you doubt.

‘Accursed.

Accursed.
Accursed.
Suddenly, there is silence. All the actors remain frozen a fe
seconds. The A d—Everameat—amnd _ )

& - prat—alie TR 2

STATEMENTS I

The four women are still kneeling.

FIRST WOMAN OF THE CHORUS
In the beginning anything is possible.

SECOND WOMAN OF THE CHORUS
P've lost the beginning.
THIRD WOMAN OF THE CHORLIS
I'm in the middle,, .
2nd

¥OERTH WOMAN OF THE CHORUS
Knowing neither the end nor the beginning.

Now they stand. They sway slightly from side to side.

FIRST WOMAN
One lemming,
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SECOND WOMAN
One lemming.

THIRD WOMAN
One lemming. o

When they are not speaking their own statements each of the

women continues to say softly “one lemming” as an accompani-
ment to what the others are saying.

FIRST WOMAN
I try sometimes to imagine what it’s like to be somebody else,
But it’s always me pretending.
It has to be me.
Who else is there?

SECOND WOMAN
I hugged my <hild '
And sent him off to school
With his lunch in a paper bag.
And I wished he would never come home.

THIRD WOMAN
Pm concerned '
Because what you reject
Can still run your life, 2.

. ~FOHRTH" WOMAN
I passed my friend on the street.
SECOND-WOMAN
I passed quite near,
2

FOURTH WOMAN
I don’t think she saw me,

If she did, I don’t think 3

“SECOND WOMAN

.
FOUHRTH-WOMAN
‘-

She saw me see her.

I think sie thought
36
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STEONI-WOMAN

.

FOURTH WOMAN

If she saw me

That I didn’t see her.

THIRD WOMAN
If God exists
It is through me.
And He will protect me
Because He owes His existence to me.

FIRST—SFONHAN
Cid-storics—
Have-n-seerats

“SECOND-HOMAN—
Fhey-are-zprisor,

FOURTH-HOMAN.

: )
F f
SECOND WOMAN
Sometimes [ feel there’s nothing to do
But help other people,
But as soon as I join 2 committee or a party
I know that has nothing to do with it at all,

4
~FOHRTHWOMAN
Whatever | know

SECOND WOMAN
I know it without words.

FOLIRTH- WOMAN
I am here as a witness, ‘

SECOND WOMAN
To what?

37
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FOLHEFH- WOMAN

Idon’t know. ﬁ .
THIRD WOMAN

was different when | was a child.
I don’t see any more bright colors,
Theége are no solid blocks

Or fagiliar rooms,

FIRST WOMAN .

I went to g dinner.

It wasn't me, | said.
It must have been her.
I could have said it was me,
But I said it was her,

I smoked: pot, hashish, opium,
I slept with a mgan. '
I slept with

FOURTH WOMAN

SECOND WOMAN

38
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ELRTHVOMAN
Sometimes people nod at you,
And smile,
And you know they haven’t heard.

. FIRST WOMAN
On 3 certain day

"~ Of a certain year
THIRD WOMAN
One lemming ' )
: 223
FEHETM WOMAN
Starts to run.

FIRST WOMAN
Another lemming, seeing the first,

SECOND WOMAN

Drops everything,
THIRD WOMAN

243
FOURTH WOMAN

And starts to run too,

Little by little

. FIRST WOMAN
All the lemmings

SECOND WOMAN
From all over the country

THIRD WOMAN
Run together : 2.

FOURFH WOMAN
For tens :

FIRST WOMAN
And hundreds of miles

SECOND WOMAN
Until,
: 39

SECOND WOMAN
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FOURPM WOMAN
Exhausted,
FIRST WOMAN -
They reach the cliff '

SECOND WOMAN
And throw themselves

: THIRD WOMAN
Into the sea,

CAIN AND ABEL

The four women continue to davenn, but now without words, ex-
cept when indicated. Davenning-without-words is like a rhythmic
humming, and it continues under the voices of the individual
women who are speaking, Cain chops wood. Abel tends two sheep.
The scene begins slowly to unfold between them. It will continue
beyond the recital of the acig?n by the chorus. o

-FOURFH WOMAN
n they were cast out

And whe

Awd Bve conceived
And bore Cain,
And she said: 41

TUURTH AND SECOND WOMEN
“Lo, T have gotten
A man from the Lord.”

And Eve bare Abel, .
And again she said:
8 4 |
FOURTH AND SECOND WOMEN

“Lo, I have gotten
A man from the Lord,”

FOURTH WOMAN
Then Eve had a dream,
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And she ran and told it to Adam.

And Eve said:

“Lo, 1 saw Adam’s blood flow from Cain’s mouth,”
And wishing to divert any evil that might come, .
Adam separated Cain from Abel.

And Cain became a tiller of the ground,

And Abel a keeper of sheep.

And in time Cain offered unto the Lord

A sacrifice of first fruits,

White his brother Abel offered a firsthorn lamb,
And the Lord had love for Abel and for his offering.
But for Cain and for his offering

The Lord had no respect.

And Cain said 2 3

FEHEREA AND TIST WOMEN |
“Why did He accept your offering
And not mmf:”’

: ~FOEHTH- WOMAN
And Cain’s face grew dark,

And his words were not pleasing to the Lord,
And Cain said:

-

FOURTH AND FIRST WOMEN
“Whindid He accept your offering

FOURTH WOMAN

And the Lord spok
And He said:

“If you will amend your
I will forgive your anger.
Yet even now the power of evi
Crouches at the door.”
But it occurred to Cain
That the world was created through \ggodness,
Yet he saw that good deeds bear no froit.

And God said:

“It depends on you

41
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“Why did He accept
And not mine?”

ed with an arbitrary power,

And Cain said:
“There is no law and there is no ju\d}&”

WOMEN
“Else
Why did He not accept my oﬁermg,
Yet He accepted yours? 2
<FQURTH-WOMAN
And it occurred to Cain
To Lill his brother.

But it did not occur to Cain
That killing his brother
Would cause his brother’s death.
For Cain did not know how to kill
And he struck at his brother.
And broke each of his bones in tum
And this was the first murder.
And Cain said:
“If I were to spill your blood on the ground
As you do the sheep’s,
Who is there to demand it of me?”
And Abel said:
“The Lord will demand it. The Lord will judge.”
And Cain said:
“There is no judge. There is ng law.”
; 5 ‘

FOLRTH- AND FERSY WOMEN
“Else
Why did He accept your offering
And not accept mine?”
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y yours?
not mine?”
occurred to Cain

Weould canse
For Cain did/

POURTITAND RS T WUMEN

m—
Whitid-rereeept-your-ofieriog
Aardnot-aceepi-mrinedl
‘ FOUREH WOMAN
“Why yours?
Why not mine?”
And this was the first murder,
For it occurred to Cain
To kill his brother,
But it did not occur to Cain
That killing his brother
Would cause his brother’s death,

Caitrhas come over to Abel. He feeds Abel’s sheep, to her
out of hit~way. He looks at Abel, and Abel looks ba€k at Cain.
The rest of the tors, not including the chor reathe together

tying each diﬁerent way, he
at he has done, and to try to

. different ways of killing A
louks at Abel to see the resu

43
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uses his hands to chop at Abel’s Wyroat. Abel’s breathing stops. Al th
sounds for hurting Abe] and for the chopping at him with hisRands

i, o the actor
#1g, which he misses
to Abel from his own
grass into his lifeless

on the backs of his >
 from side to side, wpRfpg, waiting for life to start up again in Abel.
The heron from-fhe garden is back, and it wanders nea p
its gentle pofse and standitg on one leg and then the other,

e screeching sound from the
ghost, now crawls on his knees toward the front of the stage. He
confronts the audience. The actor playing Abel is, at this moment,
experiencing extreme tension throughout his body, and reseeing in
his mind’s eye what just happened to him. Cain, still watching the
place where he put Abel’s body on the sheep, continues to wait.

use AS
BLIND MEN’S HELL
CTRANSITIoN

The two actors who played the sheep, and one other actor, are on
their backs on the floor. All the others, with the exception of the
chorus, walk around and through them. All are blind and as if ex-
periencing tremendous fatigue, They are like people who have
lived too long. None of those who are walking may stop or fall—
~ if they do, they must immediately get up and go on. Those on the
floor grope upward, grabbing at parts of the moving people. This
continues during Statements I1.

STATEMENTS 11

: FIRST WOMAN OF THE CHORUS
In the beginning '

Anything is possible,

From the center

I can choose to go anywhere,

44

backs of their throats. {Abel, as a
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SECOND WOMAN OF THE CHORUS
But now the point R
Toward which 1 have chosen to-go
Has a line drawn L
Between itself
And the beginning,

‘“FOURTH WOMAN OF THE CHORUS
I no longer know the beginning.
I am in the middle, .
On a line
Between the beginning
And a point toward which I chose to go.

THIRD WOMAN OF THE CHORUS
I have fewer choices now.
Because when I change my direction -
The change can only start
From a line alteady drawn.

Now the four women smile. They keep smiling unless they are
speaking, They sway slightly from side to side,

SECOND WOMAN
P'm collecting things.
Beads,
P'm buying plants,
Curtaing—
With which to make a home. _ \1 /

I'm buying things
To make a good life.

Cut 7o

THIRD WOMAN
When [ was thirteen —
I wanted a house of my own. epﬂ Ltk 4é
The girl I was then
Would say to me now:
“What have you done with your advantages?”
You could have married a rich man, '
And had a big house.
Instead, you're a freak.”
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FIRST WOMAN (as the other women and berself open and close
one fist)

Open.

Close,

Open,

Close,

No effort

Makes these two movements

One.

SECOND WOMAN
My husband is in that coffin,
Int the day he goes to work.
In the evening we discuss household matters,
And at night
He climbs back into the coffin.

THIRD WOMAN
Even if you sit and do nothing,
Even so,
Your back is strapped to a wheel,

And the wheel turns. _ N
FOURTH WOMAN /

ile we were in bed I asked a bay,

SECOND WOMAN
if he should be around

FIRST WOMAN

Because they can’t tell,

FOURTR\WOMAN
They can only approximate.

SECOND WOMA
They can't tell when youw're really dead.

46
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FIRST WOMAN
Not exactly.

THIRD WOMAN
Not the exact moment.

When ! was a child
This story was told to me in

And saw her naked. -
What's that?’ heatked,

oqd chopped it off with an ax.? ' ?

Ry

ol FHIRD. WOMAN (with otber women speaking and emphasizing the

words “'he,” “his,” and “bim”)

It's my husband.

He keeps me from it.

It’s bis fault,

He keeps me down, holds me at his level,

I could be happy

If it weren't for him. o
| ]

FELERTH WOMAN

The doctors lie. :
My mother died screaming with pain.
Did you know you could go into eternity
Screaming with pain?

FIRST WOMAN (as the olber women and herself open and close
one fist)

Cpen.

Close.

Separate movements.

Stretched-out fingers.

Nails into ski.

One to open.

One to close.

Separate

47



Motions.

No matter how 1 try,

These movements

Are not one.

There is a stop between open
And close, and between close
And open.

No ‘effort

Makes these two movements
One,

Close,

Open.
Close.

. SECOND WOMAN
. You can see them having lunch,

) FIRST WOMAN
Their faces pale,

THIRD WOMAN

Laughing.
They are corpses laughing.

FIRST AND THIRD WOMEN
The men have killed each other.

SECOND AND +OWRTH WOMEN
MOURITT WOMAN
He was shot in the head,

The king is dead.

FIRST WOMAN
By an unknown assassin.

48
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SECOND WOMAN
The men are dead.

THIRD WOMAN

And no man can say
Of work or land:
“This is mine.”
, FIRST AND SECOND WOMEN

The men are dead.
SECOND WOMAN

oz
~FHIRE-ANBFOHRTI WOMEN

o
THIRD WOMAN

We mourn them. 1
We are dead,

We mourn ourselves,

Ifrbuaitdogam—
Iscot-imrtwo;

f

THIRD WOMAN
So Man created God.
What for?
To set limits on himself.
FIRSTWUMEN
Wotld my dfeams vecognize s
Woutdthey come 6 Te and 55y
fCSH 2 1 ] 2 “E E s : l 1 g,l;
' PLHRD-FOIAN
~}wasquesT UVer 4 COUnty
We-ate-honeynnd-fruit,.
49



And atnight—
Hwas-quiet
SECOND "WOMAN
Suddenly—
This moment,
Here, now,
I am here,
And you.
In this place, now
We are together,

FIRST WOMAN (as the other three women, and finally she, begin to
make the body sounds of ihe enlering procession)
At the very end.

Even after the end,

Even when the body is on its own,

The humnan being can make such a variety

Of sounds that it’s amazing.

A field of dead men is loud.

Teeth clack, bones crack,

Limbs twist and drop,

And the last sound of all

Is a loud trumpet

Of escaping wind.

BEGATTING

-3
Now all together the~four women begin davenning again, for a
moment without words, The Blind Men’s Hell has dissolved, Two
actors, a man and a woman, begin very slowly approaching each
other from either side of the stage. The feur women are kneeling
and rocking back and forth., All~the—others—begingently—to—ex—
 THIRD WOMAN (as the other three davenn under ber words)
And Adam knew Eve and Eve knew Adam
And this was the first time,

And AdamriomewFve-and-Eve-knew—Adan
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_And Adam lived a hundred and thirty years and he begat a
son in his own hkeness and he called his name Seth,

) And Caman hved -seventv years an& begat Mahalaleel

T'he man and ;woman come closer and closer to touchmg Fre

fsmysﬁﬁﬁﬁ@?mmm '
And Mahalaleel lwed s1xty and ﬁve years and he begat jared

ers.
And Jared lived a hundred and sixty and twe years, and he
begat Enoch

Aﬁﬁnmaﬂwd“m&m%egat Metﬁ‘:?ﬂ?ﬁ“ﬂwee

And Methuselah hved a hundred and exght and seven year,
and he begat Lamech
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And Lamech lived a hundred eighty and two years and he begat
a son, and he called his name Noah ‘

And Noah was ﬁve hundred years old and Noah begat Shem

and Ham and Japheth.

By now, the two people have met in the center of the stage and

FIRST WOMAN (reading)
And these are the generations of the sons of Noah and Shem
and Ham and Japheth and the sons that were born to them after
the flood :

The sons of Japheth were Gomer and Magog and Mada: and

javan and Tubal and Meshech and Tiras '

Canaan.

And unto Shem were born Elam and Ashur and Arphaxad and
Lud and Aram,
Iefarstr— :

And Arphaxad begat Salah, and Salah begat Eber,

And unto Eber were born two sons, and one was called Peleg,
and his brother’s name was Joktasn.

And Joktan begat Almodad and Shelaph and Hazarmaveth and
Jerah,
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And Hadoram and Uzal and Dikdah.

All the couples reach their climax at approximately the same time.
Immediately afterward, the women go into labor, and they then
give hirth, Their sons are _played by the actors whe played their
lovers. After the birth, the mothers teach their children how to
talk, walk, play games, etc.

)

SECOND WOMAN (reading)
And Obal and Abimael and Sheba,
and Ophir and Havilah and Johab.
All these were the sons of Joktan

and he begat sons and dapg hters.
/-/.” and thirty years and he begat Safah

gat sons and daughtc,rs ‘
And Sa hved ‘thirty years and he begat Eber.

years;and he begat sons and daughters.
nd Eber lived four hundred and thirty years and he begat

ber lLived after he begat Peleg four hundred and thzrty
years, and he begat sons and daughters.

And Peleg 11ved th1rty years and he begat Reu. .
: e : wer-odred ARd TREeRS,

. m#@mﬁméaﬂmep

And 'T'erah lzved seventy years and he begat Abram and Nahor
" and Haran.
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And these are the generations of Terah.

From being small children, the men of the company have become
very old people. They are brought forward, helped slowly, to the

front-of the stage by their mothers, who have remained young.

One or two of the actresses play old women and also stay at the
front of the stage. :

_ THIRD WOMAN (reading)

Terah begat Isaac, and Isaac begat Jacob and Jacob begat Judah
and his brethren, ' .

And Judah begat Phares and Zarah, of Thamar.

And Phares begat Esrom. ‘ﬂ '
And Esrom begat Aram, _

Aram begat Aminadab, '
\\Aminadab begat Naasson,

And ObAd begat Jesse.
begat David the king. .

And Davig the king begat Solomon, of her that had been the
wife of Urias.\ _

And Solomog begat Rehoboam.

And Rehobody

gosaphat.
And Josaphat gat Joram,
And Joram begd¢

And Achaz hegat Hye
And Ezekias begat Manasses.
And Manasses begat N
And Amon begat Josias.\\
And Josias begat Jechoni} nd his brethren about the time they
were carried away to Babylon N,
And after they were broug
Salathiel. '
And Salathiel begat Zorobabel,
And Zorobabel begat Abiud.

to' Babylon, Jechonias begat

34
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And Abiud begat Eliakim.
And Eliakim begat Azor.
And Azor begat Sad '

And Mathan begat Jacob. >
And Jacob begat Joseph. '

OLD PEOPLE B E b

There is now a line of old people facing the audience at the front
of the stage, They speak out a name or two, or mumble, from the
many names of the “begattmg P Fretotr-womerrot-tie-chesus
. “Fhe-uther—aetresses~ti—oner—who

j rottrers; T ST, At they

the stage. Each is overtaken by a
slow kind of dving, not sg/tauch a physical one as a kind of
“emptying out,” a living doath, \which scon slows them to a com-
plete stop. Each actorHas a final\small physical tremor. Then, as
if ghosts, the actore’begin to sing a\sentimental popular song from
twenty or thirty”vears ago. No longkr as ghosts but as themselves

The actors move about freely

out throuth the andience.

33

Eleazur begat Mathan. {
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singing the song as they leave the theater, walking
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VIET ROCK

(A Folk War Movie)

ACT ONE

(As audience is getting settled actors begin to
appear, one by one or in pairs. They lie-down
on the stage. When everyone i ed there is
a short silence. As Ii egin to dim, song is
heard on tape. - tshould be played once before
actiop-begins. )
W
MALE VoICE (Singing The Viet Rock):
Far across the Southern Sea
Is aland where Viets rock.

Here every morning you can see A
we

The Viets roll.
When the bombs fall 7 (6&
The Viets rock and rock. f{\é R
When the napalm bursts

Then the Viets roll.

At the sound of jets

The Viets rock and rock.




YIET ROCK

" When the tracers flash
Then the Viets roll..
Rock and roll, rock and roll,
é) How the sweet Viets
‘\} . Lovetorock and roll.
@3\ Those dear little Viets
’\L Love our rock and roll...
%@?‘ Do.the Viet Rock,
Watch that Viet roll.
Do the Viet Rock,
Watch that Viet roll.
That's the way the Viets rock,
Allthe way the Vietsroll,
Rock and roll, rock and Ioll
Do the Viet Rock.

fights dim up, the actors are iii.gaveréa
Mr in a circle, Their bodies,
heads inward,ferm a mnt’ flower or a small
target. They are stil by bit movement can
be detected: First: as% tals are sttrred
byfwznd or are warming toward t

%MMW@MSM@#@M) Things could
be different, Nobody wins. We are teams of

_ losers. Whatever doesn’t kill you makes you
Uﬁg \ stronger. Or isn’t life the dream of those who

are dying? It's only by virtue of our eyes that
there are stars. I've been a long time a-comin’
\/ 'ﬂg and I'll be a long time gone. Let us persevere
\)& in what we have resolved before we forget.
. Look out for number one. What you don’t
know can kill you.

28 cuT 'Tb
-
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VIET ROCK

ilence. Viet Rock song is heard on tape
aggin. Silence. From circle of bodies we hear
ring or gurgling. Sound rises bit by bit,
at times leaps into laughter and childlike sound
of deltght. The sounds should be joyous, ag-
gressive) like those children make when play-
ing vigorqus games, but in no way should the
actors try Xo give their impressions of sounds
they think opildren make. This is cloying and
irritating, The sound must come from their
past, but the \poices must come from inside
and not be forced. The actors should have
worked to free Mieir imaginations before the
play begins. What happens in the first ten min-
utes on the floor shguld take on the character
of group free association, to represent a tribal
recall of ancient scengs and events. Playtime

material, especially of war games, cowboys and

Indians, cops and robbeks, should be allowed
to come 1o the surface andexplode into sound,
sounds of weapons, horsgs, tanks, planes,
guns, troops, orders, marching, bugles, songs,
etc. The tenor of the sound skould be one of
joyful mastery, and imaginative striving to
succeed in a frightening situation. Once the
sound begins to build, the actory keep each
other going: they must listen to eqch other.
The sound should rise to climax and end in
one final burst of chord sound. As the explo-
sive sound begins to fall, they should tyrn on
their bellies, crawl toward center, and Yeach
out for each other. They talk to each othéy i
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VIET ROCK

30

4 PP + *
/ women sit in chairs facing the aud

bubbly way and, holding hands, slowly yise
together. This makes a beautiful shape, rgund
but\changing. They keep their heads down to
mairgain shape, As they rise, they begin 1o
moveNn a circle. The circle begins tg bounce.
The soynd is teasing and full of ffun; when
they are\nearly erect the circle should bounce
up and down in unison, Whep it reaches a
climax, thé\circle should explgde, flinging the
actors arouny the floor, laughing. They stay in
place, laughiny at each othey.

There is an instant trangformation, The male
actors._become wew bgbies, and the female
actors become msther§. The wonen find the

nearest baby boy on/the floor and kneel down

to play with their paby. The only words they
may use are “mapha” gnd “baby.” The women
begin to undr és the\men lovingly, . playing

with the babigs and kissing them. They con-

tinue this unfil all the men, are stripped to their
shorts. The feeling should Yoe one of play, dis-

women become cold, impersonal doctors and
perform an examining ritual on Ike\ien. Two

nce. As

ment Inspected Male. (The men in the line
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jump to two doctors. If the audience is on tho
sides of the action, two sets of doctors should
e used. The men are commanded to } mp,
cugh, and bend over while they receive shots.
When they bend over the two doctors give them
a swat. At the sound of the swat tle women
facing, the audience make their/announce-
ment.) :

DocTors (Sing):
Jump cough bend.

MEN (Sing):
Stick him in the arfn;”
Stick him in the énd.

WOMEN (Sing):
U.S. Government Ingpected Male!

(Repeat)

Docrors (Sing):

Stick him in the ass

And see if he'll mend. (Repeat)
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a

(Repeat)

WOMEN:

ee shop near Whitehall
Street wait for their sons who are being exam-
ined fgr induction. Theyplay their scene very
ery fast, seated to the side of the stage,
brightly lit, A low drum begt begins.)

MBS, SHERMAN: That's nice.
RS. Coi,E: There’s a clock on the wall,

MEs. SHRERMAN: Oh, so there is. I didn’t notice. (
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VIET ROCK /

CoLK shrugs and turns away. MRS. SHERMAN',

tension mounts.) It’s a long wait. (Mrs. COLE
gives her a “what the hell do you mean?” lpok.
MRS, SBERMAN nods.) It's such a long wait

peace of me
verely away.)

Mgrs. SHERMAN: Your son?
Mrs. CoL: Whit?

MRgs. SHERMAN: I, oh, excuse mf¢, I thought you were
waiting for your son Jj

Mgrs, CoLE: I'm drinking co:

MgRs. SHERMAN: I'm so
nervous?

MRrs. CoLE: Why shoyld I be nervous?

, but I'm nervous. Aren’t you

MRS, SHERMAN: We/]l, if your boy was beipg examined
by the army this very minute, woukn’t you be
nervous?

M=s. CoLE: /}/Ié 18,

Mrs. SHERMAN: But you said you were only
/éoﬁee.



A C/\}(

S. SHERMAN: Something wrong with hira?

s. CoLb, (Looking at watch): He shotild be here any
ute. It won'’t take them fong to make up

‘ therr minds.

MRgs. SHERMAN:\You got pull, eh?

Mgrs. CoLE: They'wouldn’t take'my Laird. He'd be ter-
rible in a jyngle.

MRs. SHERMAN: I kn&y they’ll take Ralphie. T just know
- it. He’s built \ﬁf;y' forts on our fire escape. He
knows everything about building forts.

MRs. CoLE: That'll confe in\‘\andy. |
MRS, SHERMAN: Heiﬂ be protecting the freedom of your

son.
MRs. COLE: Sogéave to go.
Mgs. SHERMAN: He'll be fighting foryour little boy,
Mrs. Corgt I can't help Ihai. God di

/Laird to be a fighter.
MRs. SHERMAN: You do it for him, eh?

't designate my

Mgrs/ CoLz: The strong have to protect the
Mgrs. SHERMAN: It isn’t fair. My Ralphie’s A-1)er I-A.

He was such a little baby. You woul 't be-.

lieve. He only weighed four pounds and two

34

2h2



a3

ot -
) - V'IE';ROCK

ounces when he was born, Such an easy birth.
It 'was my husband gave all the trouble. We
had\to run to the hospital. The car wouldn't
start\Ralphie was born in the emergency re-
ceiving room. He wouldn’t wait, ,

LamDp: 'm 'm 'mPm . ,
 Mrs., CoLE: No.
LAIRD: Yes.

LARD: They like me
Am-Am-
{MRs.
her.)

MRS, SHERYIAN: Ralphie! (She pulls him to hkr.) Tell

: It's OK., Mom. Mom, there was this
therehewasso . . . Oh . . . (Seeing LAIRD



VIET ROCK

in his mother's arms) There he is! They’re get-
ting desperate, Mom . ., but . . .

Mgrs. SHERMAN: Something’s wrong. Tell me. Ralphie,
Icanfeelit. . . .

Rarpme (Kisses her on the cheek): I'm gojfg to be all
right. I just have to go to the hogpital a couple
days. :

MRs. SHERMAN; Oh Ralphie, you hgte blood in your
: urine! \You have blood in Your urine!

RALPHIE: I'm in the army. It's OK. I'll just have to go
to the hospital a couple 4f days.

MRs. SHERMAN (Hugging and kissing RaLPrIE): You
get rid of that\blood. (Sings):

Now that you arg’up so tall

I have to share you with the world,
But I can’t beAice'all the time,

I get mad and up coxpes my gall,

Goodbyg, my good boy,
‘Goodbye, my good boy.
Go griick,

Mgther promised not to ¢

But if you have to go

I got to give you strength.
I'won’t chicken out

And I won't shrink.

But I don’t like it,
Why can’t I fight it?

ot
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RALPHIE:

Q/\)\/( " VIET ROCK

Goodbyeymy good boy,
Goodbye, my dear,

Goodbye, my good boy,
other holds you here,

I ost too many already
Any now it comes again.
But Kdon't like it,

e. The women doc-
tors have now turned into \mothers or sweet-
heargs and sit on benches. While this action
takds place one woman sings\to the audience
while sitting on a.chair. As the song ends the
SHRGEANT yells.)

37
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VIET ROCK

SERGEANT: Fall in. Ten-hut! (The men get into an awk-

GTI's (.S‘cream)' Yes, Sergeant! (SERGEANT is safisfied.)

ward line. The SERGEANT snaps them up. The
following should be an accelerated drill course.)
1 hate recruits! Now listen, yon mens, and lis-
ten good. The army is going to train you mens
to become ultimate weapons. Is that clear?
(The men nod.) Is that clear? (They nod
again. This makes the SERGEANT very angry.)
Answer me like you got a pair! -

SERGEANT (Continuing his drill course): Left face, Right

38

face. About face. nght face! (The men make
mistakes and the SERGEANT corrects them with
tense enjoyment.) Left face, right face. About
face. R1,qht face, About face. (One-of-the-men

;

eoniishim-out-of-line.)

You, Allen, gct out herc The rest of you men

watch. \(The men rush to watch. The SER-| '

Allen, in place double time. (He marches faster
and faster.) Companybalt, one two. (The sol-

Gee.) Fall in. In place march. Left face, in
place march. About face. Right face. (He gets

___them back feeing him.)[AH right, girlies, you're

in the army now. Sound off!
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VIET ROCK

GI’s: One two.

SERGEANT: Sound off!

~ GI's: Three, four.

SerGeANT: Cadence count.

GI's: One two three four, one-two, three—fdur!

SERGEANT: O.K. Girlies, forward march! (They march
around the stage as he eyes them carefully.)
Company halt! Very good, girlies, One day
youB become ladies. Femhut. O.K., girlies,
we're going to do some push-ups. At ease. Fall
into place. (The men fall down in push-up
positions.) One. Two, Three. Four. Five.

(SERGEANT fades back to watch their form.

During the push-up formation, the man speak-

. ing the line is up, and the others are flat

~ against the floor. They should go up and down
SERCEA vﬁ;{g‘gn their line comes up.)

“GE-OxnE+You know that all young men have to face a
time in life when they have to make their own
decisions. When they have to put Momma’s
voice aside and when they have to face up.

SERCEANT
& Fwor Well, that time came to me, that time that all

young men must face up to.

GI Fares: This is the time that I call the breaking point.
S ERCEANT
-GF-Fevr: This is the time when the young man puts

away childish things, like childhood and Mom-

39
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ma’s voice so that he can step out into the
world a man.

GI Frve: I chose to make my own foot felt by walking
through the door of the induction center,

GI SB?- That's what I call marking my breaking point.

GI SE#E«N I didn’t have to get anybody’s O.K., no names
signed beside my one.

GI Esesmz: It was my thing to do.

GI ONE: So I put my foot down on the threshold to man-
hood and put away my childhood.

GI'Two: And now asT go through 1zfe, ...

(Al men are up in top of pusk up position for
this speech.)
ALL GI's:
. Pray to my sergeant that I may be a man
to man,
I pray to my sergeant that I may be a man to
‘sergeant.
I pray to my sergeant that I may be a man to
country.
I pray to my sergeant that I may be a man to
Mother. _
I pray to my sergeant that I may be a man to
Dog.
I pray to my sergeant that I may be a man to
God.

SERGEANT: All right, girls-Ten-hut! ('I?Ewi s to them):
w\fm\azf GO GO) n\

o T T
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Come my Jadies, take your rifles

Act like ladies,
Because it’s war a
For my girlies.

War au go go
For my babes,

41
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ar au go go, little horteys,

SERGEANT: All right, ladies. Fall in! Ten-hut! (He sings):

- You're in the army now,
Youre notatopacow . . .

GI's AND WOMEN (Sitting on benches)

You'll never get rich,
o , BY D466 A MITCH

| Youreinthoshit-housenow! [y ipe \n TWE
SERGEANT: Sound off! Ay NOW !
GI's: One two. -
SERGEANT: Sound off,
GI'’s: Three four.
SERGEANT: Cadence count,
GI's: One two three four, one-two, three-four! _

(The SERGEANT inspects them and might slap
or snap at one whose button is wrong, etc.)
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Ten-hut! Forward march! (They march across
the stage, filling it. They reach the other side.)

SERGEANT (Yells): Halt, Left Face. (As they do, all the
female actors with arms linked rush on and fall
- down in a kneeling position ranged across cen-
ter stage.) About face, forward march. (As the
men make an about-face and march forward,
they stumble over the women. Muffled sounds
of “Broads! Hey, Sarge, look at these lovelies,”
etc.) :

GI ONE: Hi, darlin! (He grabs a girl.) You come to see

me off? (He stoops to kiss her.)

SERGEANT (Pulling him off by seat of his pants and
throwing him back into the line): That’s a pro-
tester, you dogbody, yo@——headed lassie!

GIONE: She ain't mine? Sergeant!  "“C N1

SERGEANT (Slapping him): Straighten up and shut up,
girlie!

Heap PROTESTER (At end of line, she lifts her head and
calls out to the SERGEANT): Sir, I hereby in-
form you that you are hereby under citizen’s
arrest by a citizen of these United States, You
are charged, sir, with genocide, criminal con-
spiracy, and carrying on a full-scale war under
the guise of an “expeditionary force.”

" SERGEANT: Take that pink mitt off this Government
property.

PrOTESTER: If you will come quietly, sir, I can guarantee
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you the same fair trial that was conducted in
Nuremberg and Israel.

SERGEANT:  You are bruising $250,000 worth of Govern-
' ment training and experience. F-sugge

est-you-e
dwwrfhef&»fiﬂ}yeurm{ﬁeﬁdﬁ—whef&%-em

crush-you-all-atonce.

- PROTESTER: “let-you-hearme-pentle-cousing :
e Listen, Dog Tag number 1077866 1
have arrested you in the name of morality,
Christianity, and sanity!

{SERGEANT looks at protesters and starts laugh-
ing. He goes down his line of men and digs

each one in ribs 1ill each man laughs at women

during their chanting.)
HeAD PROTESTER: Citizen’s arrest . . . !

ALL PROTESTERS: Stop the war in Vietnam. Make love,
~ mnot war. BRING OUR BOYS HOME. Stop
the war in. Vietnam. Make love, not war, Bring
“our boys home, Stop the war in Vietnam: Make
love, not war. Bring our boys home. . . .

SERGEANT (Shouting at protesters): You aren’t worth me
stomping my boot on. The army is the instru-
ment of the will of the people. That’s “consen-
sus” to you, mushheads. Go back to U. 8. His-
tory 101, Have you forgotten the Indian Wars

-already? What country are you really from?

(While the SERGEANT has been saying the
above speech, three of the women protesters
have left the line of women and have taken up
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a position elsewhere on stage. During the fol-
lowing they mime pouring gasoline on them-
selves and light a real wooden match.)

PROTESTERS (Kneeling with arms linked, they face the
soldiers): We ask you to stop this merciless
war.

GI's (Shouting as if answering a superior officer): We
didn’t start it!

PROTESTERS: Innocent people on all sides are being
maimed and murdered.

GI's (Shouting): Sorry abdut‘that! -

PROITESTERS: Homes are destroyed and people uprooted.
GI's: Downright sorry about that!

PROTESTERS: Join us and stay home.

GI's: We'd like to stay home, but we must serve,
PROTESTERS: Innocent people are being burned.

GI's: Gee, we really are sorry about that!

PROTESTERS: Is that your final answer?

GI's: We have a job to do, There can be no questions,

(Fhe three women strike the woojwrféhes,
whip the-li down. The

omen are burned.

They fall to the floor, ki and moaning, in
ﬁnaf/ggges’bf death. The (M stiffly at

atténtion. The SERGEANT is furious.

45

253



VIET ROCK

SERGEANT (To men): What you standing with yer faces

GI ONE:

GI Two-

hanging out, ladies? Police the area! On the
double! (Men brutally drag all the women to
the benches and throw them down. Women
quietly take sitting position on benches while
the—men—=start—to—grimi—the—aifes=from—the
bodies-of-the-three-into—the—ground- the-way-
they'd -try-to-get-rid-of-cigarette~ashes—inad=-

xerteptly-dropped-on-their-mothers=rugs.) Fall

in! Ten-hut! (GT's form up into the ultra-erect
straight line. At the SERGEANT'S nod, one by
one they jump out of line and address the au-
dience.)

What a pity it is that we have what you can
apply to some guys the implication “draft
dodger.” (He jumps back to place.)

(Jumping out): Some of these dodgers even
burn their bodies and cards of the draft.

GI TrreE: I believe some of these activities are called

“protest moves.”

GI Four: Now I ask you, how could our forefathers who

or

bled all over this ground that I'm standmg on
here, how could they not roll around in the
hallowed ground of their graves?

I ask you?

Gl Sﬁ’ These here are immature actions of these so-
4 called American youth.

GI‘SE"V’EN" If our forefathers heard about this, they'd
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their graves and shoot down the whole bunch
of these here so-called American youths who

5 e protesting our so-called Vietnam war.

GI&GﬁT These aren’t so-called youths

GI BNE These are sneaking subversive commies, that’s

what they are.

GI Fowr: I suggest to these so-called guys they should
take some time off from their burning and do
a little deep study of this here problem like
T've paid attention to it, ‘

GI Fwo: If they won’t I suggest we put ‘em on a fast
‘ boat to Commie China.

GIg3mer: Tl pay half the fare myself,

GI Ffi—“a- Just because youdon't . . .

GI'S{X: . . . Agree with your country .

GI z . . . Doesn’t mean you shouldn’t . .
GI E—IG?-'I;T"‘ . Do what they tell you to.

ALL (Jumping out): And that’s all I have to say to these
so-called youths. .

SERGEANT (He turns to address the audience): These
punks, these commies, these bleeding hearts.
They're-so-dumb,-they're-tools—of the-piako-
reds, These guys who ¢laim to be pacifists—
these—-they are consumed by war, Be-you-see

you see them throwing their bodies dowa in
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front of the Detroit assembly lines? That's where
some bellyaching is needed. I'd help them

Llewme protest the fsiseing motorcars. Ain’t a one of

them that’s not more deadly every day actually
than the myth of the BOMB. More bastards- MEN
bleed their guts out and grind their bones on
the cement of our highways than ever lose a

CQ”P o'{'_}:]mab p:eee—of—snot in Vietnam.

48

Fhesepunks-is-con-
sumed-with-swar. —%Chey—afe—}e:gamst“war Me-
thinks_they protest.foo-much~Fhey're-scared

- if they had a legalgun—in-their hands they’d

blomoii.euegahead:aﬁaght-—May%e-thmwn
They’re a bunch of potential suicides and they
work it off by protesting us, and making out
they re smarter than us, and more humanitar-
ian and such. Let me ask you where we’d all
be if we hadn’t fought in World War I, World
War II, and Korea? Dead in our beds. That’s
where. You punks wouldn’t even a been a

gleam in yer old man’s cye ‘eatse-ver-old-ran

Fhey-sho ' i
of their-guts. Since when is it not honorable to
die for your country? Spi '
bies. That’s the highest form of love Give
your blood for others. "Fhese-guys-is-afraid -to
~leck-at-war. Yeu-have-to-fight mow-toprevent
the-big-one. These-erybabies-who're—fraid-of-
the—bei%b—&pe—wskiﬁgﬂn-ﬁ Thank God there’s
some men left in America, These bleeding
hearts are afraid to look at death. Death ain’t
so bad. It's very, very peaceful. T mean real
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death, with real guts strewn about the ground.

T £33 of 39

LS 0 e 4

Rea} skulis-busiod-in.the dirt

teeth-left<to—grin-up-at-the-sun, Baby bodies
dotting the dirt like bean sprouts in chow
mein. I ain’t afraid to look. Slant-eyed mom-
mas crying over the limp remains of black-
haired sons, I seen it all. I seen it all. .Let-the -

crybabwfsfzy’home—mdme:m:thew—nwmsl

; !E il\-] .f : 11!* i- »
-my-platoon: Yes, boys. War is hell. And you
have to be a hell of a man, with a hell of 2 lot
of blood to spill for the hell of a lot of love you
have for your hell of a country! Get aboard now
- and know that the U.S.A. is behind you all the
way. Ten thousand miles right here behind
you. We'll show your dead brothers in arms
that they did not have died in vain. God love
ya, and go get that guy, before he gets you
first. For God. For country, For the land of
the brave and the home of the free. Fall in!
(The men fall into single file led by the SER-
GEANT and march in place as the female actors
come on stage in concentrated force with rising
sounds to form an airplane. The men march
down and around the airplane, then halt.) All
right, ladies, prepare to go abroad. Next stop,

49

257



VIET ROCK

Vietnam! (The SERGEANT supervises the men .
- boarding the plane. The men enter, stand in

middle of plane, attach their parachute cords,

-and face each other in two rows. The sound

of the plane changes to one of take-off, the
plane then levels off. The sound changes from
that of an engine to one of spirits, high, but
sweet. The plane arrives in Asia. The female
actors melt away but stay concentrated. The
men are left in a cluster on stage.) All right,

ladies, bail out! (The men bail out one at a

time. Some have to be pushed by the SEr-
GEANT. They yell, then count as they jump.)

GI's: 1001, 1002, 1003, 1004, 1005, 1006,

- (The chutes open, and they enjoy floating to

earth. If the men move their feet very little,
but feel the pull of gravity in their hips and
thighs and steer the chutes with their arms, the
effect can be quite touching.)

SERGEANT (Bails out and shouts): Satchmo! Satchmo!
' . Satchmo!

GIONE: I

(The GI's say. their lines to the audience as
they float down to earth.)

didn’t prepare myself.

GI Two: The clouds look like whipped potatoes.

GI THREE: That sergeant is as helpful as a bag full of
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GI Four: When I get home, I'm gonna make people
stop and think.

GI-Frve: There, I'm getting my own individual style.

t:JLI E . T{ . - . . ] - ii; E :
GI ONE: I'd like to tell you that having been raised in

a small and sheltered town, this is like going
_ _fr_om one world into another.

GI THREE: T can’t wait to get there and make a killing
in the black market.

GI Four: I'm making a career in the army because I just
can’t wait until the next day arrives so that I
can see what interesting things are going to
happen to me next.

GI F1ve: I joined the service to get some time to think.
-l
GISee: Gee, it’s anice day. . ..
QUT D
< _ _ s 753
GLONg:-Ferthegreatest]
S ,—(.Ihe_plaéze—haa—overshvrvhrif‘iehmm-bwder
~unid ~deposiied our boys imShangri-a—The.
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 SERGEANT had landed beyond them. One of

the actors quickly buries his chute, then climb;
bench to represent a mountain ridge,
sumes the carriage of the high 1.AMA, /The

other GI's pull down their chutes, quickly bury

them, and when they see the high LaMA ap-
pro they crouch with their gung drawn.)

LaMa (Bowing):\Kama Sutra, Kemo Sabe! Siddartha

has crossed the Rhine. Kissed the women and
drinked the wine. The deep blue sea washes

you and msg, What is salt without stew? And

our springs of h pil:}ﬁSS Wash your GI socks
in our fountain ‘of’ foolishness. Become as
little children and the Rat Race wrinkles will
fade from your fongue. (He bows and our
boys bow back/ Gong.} You have arrived at
the Holy Hldmrr Place, of all our soms. (He

bows and our boys bow back. Gong.) Allah

has prowded Buddha fox, all you sweet little
white J. esuses Feel free to\rest in the arms of
our mother bodies and trake your names on
the breasts of time. Welcomhe to Shangri-lal
(The/gong sounds. He bows 1 them and our

boys/ bow back. He goes back abyoss the bench

and sits. As the last gong sounds the women
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epiter as Shangri-la -maidens. They sing in a
igh, sweet falsetto. The “yea yea™lines they
take to the audience.)

njo/y, enjoy! Drink from -
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Welcome to Shangri-la. :
ea yea, welcome to Shangrida yea yea (to

_boys.)
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udience).
us your Yankee H.

S gﬂ—Shangn-——Yea.h'

(They begin a stow-motion orgy with our

SERGEANT (Can be heard in the distance calling): Alice

Company? Alice Company? Alice Company?

{(He spots the orgy.) AlmtAdrat-Abal-Aha!

Abal-Adright,-you Eittle-Be=Peeps! Ten-hut!
Tenrhutt-Ferrhutt Tiave yourshotfor AWOL.
Let-go-a* the titsof Tummarn kindmess-and-fall-in!
We got a job to do for our folks back home.
Come on, you glr]s you, rise up. We have to get
the freedom ringing. We can just make the jun-
gle by the time the snow melts. Goddanmit,

you=dogbodiest Puil—up-your-pants—and-let's
mushH-Er,marstr-Forward=Mush,
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SERGEANT: Fen-butl (The frightened platoon jumps to

54

its feet. They straighten their clothes, The-

~gei-in-tine-behind-the-men.) Fall in! Ten-hut!

Let's go, on the double. We have a job to do
and we're not even at the right address yet.

(They start to march, The women learn the

- step quickly and all march in single file around
 the stage. As they march they burst into a

marching song):

To the jungle march

Through the jungle gore,
To the jungle fharch
Through the jungle roar,

We're off to fight for Vietnam,
We will display our might.
We're off to win for Vietnam,
We're fighting for what's right.

To bring the girls of Vietnam
To be free as we,

To make the boys of Vietnam
As free as the US.A.

To the jungle march
Through the jungle gore,
To the jungle-march
Through the jungle roar.

(A4 wild frug can be intersperse'd with the
march. Or the march turns into a brief, high-
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spirited polka. Or the frug can-be-combined
and-choreographed-and-the-ensemble-can-end
in-a-lunatic war-machine-by-the-final-stanza.
They-yell-and-step-and-kick. The -dunce-ends.
There is an immediate transformation and
each-person-takes-on-the-character-he-is-to-be
Sfirst..in . the -next -scene.--They-crowd—areund
one-actor-who-seems-to-be—preventing-them
-from entering—a-room.  They -burst“through,
settle~downs and we are in a Senate Investigat-
ing Committee room. The actors should take ~
turns being senators and witnesses; the trans-

- formations should be abrupt and total. When
the actror finishes with one character he be-
comes another, or just an actor, When not
Senators or witnesses they are the audience
to the proceedings and take their places on

- benches to the side of the stage. They react in
character to what transpires. There are re-
porters, photographers, etc. Everything must
.be pantomimed throughout the play.)

SENATOR ONE (Begins quickly): I will make my open-
ing remarks as brief as possible. The sifuation
is grave, the perils immense. We hope with
the aid of the Almighty to find a just, equita-
ble, and profitable solution. May I call the first
witness?

WITNEss ONE
(Is in place facing the SENATORS. He has
brought a chair from the sidelines to the center
of the stage. )}
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SENATOR TWo (To Witness): Good morning, sir.

WIrNESs ONE: Good morning, sir . . . er, sirs,
SEnATOR ONE: Do be seated, sir,
WrTNESSs ONE: Thank you, sir . . . er, sirs. I am sitting..

SENATOR Two: Sir, let me tell the people of America that
we're very pleased to have a man of your
caliber and illustrious career come forward to

express his view on our position in .. . er .

... In . .. er (SENATOR ONE whispers' to
him) . . . Vietnam . . .

WITNESS ONE: I see it as my duty, sir.
SENATOR ONE: Are you ready to eXpress your views, sir?

WITKESS ONE: Yes, sir . . . er, sirs. . . . With all
due respect to our Administration to whose
commander and chief I am most loyal to, but
sirs, it is time, I believe, that we stop pussy-
footing around and won that war. From my

. vast experience in invading both islands and
mainlands, with=beth—feoot—solliers—and—ad-
vaneed—weaponry;-1 say we have to lay our
cards on the line and do the job. I say, get the
atomic bulldozer operational, Get it off the
drawing board and out bulling down that
jungle. The native population should be moved
temporarily to some valley in eastern Califor-
nia, and then get the~hel the atomic bulldozer
in there and push the jungle into the sea, That
way there won't be any cover for the enemy to
hide out in, we mop up, blacktop the cleared
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land—and then shazam!—we have a hell of
a parking lot for jet bombers for when the
next domino threatens to fall,

SENATOR ONE: Well thought out.
WITNESS ONE: Someone had to do it, sir.
SENATOR Two: Next witness.

SENATOR ONE: You did it, sir,
WIrNEss ONE: Thank you, sir.

SENATOR Two: Next witness. - : CwT T ?.5 S

“WirnEess Two (grand old American Wontan

gtesman, starts to make her way to the wit-
nessschair. The SENATORS rush to hélp her
Settle ir seats.
She looks wround and smiles and tples to wave.
Looks back at SENATORS, forggts what she’s
there for,)

SeNaTOR TWO! An unexpected
see you again.

(WITNESS TWO nods ghd smileds

eagare. How grand to

Wirness Two: Peoplé—of-—America! (A4 prlause from
spectatorsy When—Mr, Thant—and—I—-last

“‘SP"G]?LW'E’ were still saying—that—it—
should be entrusted-to—the UN. How else

cay/World——Law—wtake hold—to—People of
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United Nations .of the World. . . (Ap-
plause, The tw6 men who have been SENA-
TORS rush #6 the witness, pick/her up, and
carry hep/to her seat. As this hippens two new
~ SENAPORS fake the chairs.)

E: Thank you, thank Jou, thank you. That
wasmost . . . Next witness!

SENATOR

WITNESs BH5REE (A prize fighter takes the stand); The
greatest. That’s me. Yeah, yeah, oh yeah. The
greatest and the prettiest and the sweetest that
you'll ever see. Yeah, yeah, oh yeah. Oh yeah

SBNATOR Two: What is your position on our position i m
Vletnam‘?

WITNESS-'«BH%&E—E To a neutral corner you should retire,

before all our pretty boys and cute tiny friends

all expire.
SENATOR ONE: Will the witness please be clearer?
=

WITNESS Farzn: My*gondqaameml-wm-lsnd,:yaeaﬁwfor
te-bend. Two thousand X is my name. Turn

it around and it’s stifl the same. Oh yeah,
Yeah, yeah, Oh yeah.

SENATOR Two (To SENATOR ONE): A perfect specimen.

WITNESS THR,EE,.Yeah yeal, oh yeah. I'm the prettiest.
I'm the greatest, and I ratest with the girls.
And to stay this way, I want to say; we got
no quarrel with the northern race. And that’s
the place where I stand. And I'm grand. And
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Pm grand, man Yeah, yeah, oh yeah, I am
grand, man. Strike up the band.

SENATOR Two: Next witness.

SENATOR ONE: We're grateful for your presence here
' today, sir. As a highly placed and trusted
high-ranking high Government official and a
high-ranking source of high information, state
the latest official views, please.

WirREss Four: Fellow officials . . . honored Sena
m& ladies and gentlemen of the -
my hm\[can fellows and gals,
you that Administration

a parfy to indulges in pothing but realism. T
want to go on to say that realism does not.

rule out the hope that hapg could come in the -

not too g;st t future. .
fluctuations, however . . .

S_ENATV\VO Sir, would you care to elaborite on
However? I

ith- calculated

~ WITNESS Foum: Why, Senator, I'd be glad to, If the
ignorant and sensational press would just stop
overreacting, we could get a job of hope really
done around this globe. But no! Every tiny

mistake, a few teensy bundles of bombs -

dropped in the wrong place, and the ignorant
and sensational press just bas to blow every-
thing up. Blow it up. Blow it up.- Blow it up.
Bleep it. Blop. Bleep, gleep, blow. Sleep, sleep,
sleep. Forgive me, but I haven't had any sleep
in eighteen meonths, Blow it up. Blup. Blup.
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(He fall§ into arms of usher who/ takes him
to bench.) '

the stand): Senators, sirs, may'I explain what
my colleague meant . . .

(He speaks quite rapidly like a mechani-
cal \man): I want to #ssure you, sirs, and
interésted observers around the galaxy that
we've begun to turn/the tide. The moon is
with us) we're not fl{({uite over the hump, but
don’t swallow the first deliberate propaganda
line you ske, but /s free men learn to assess
words. W:}ds dgl/l?t mean what they say. Ac-
tually the n t}{ is tactically defeated, but we
haven’t begumi to see the end of this thing.
Some of my colleagues are encouraged, some
see a war of altrition, some are optimistic.
And I'd I}ke to say that for myself, I'm cau-
tiously optimistic inymy transistors and capaci-
tors, bu}}?:m certain days my entire circuit is in

- deep despair, There is,a question that I'd like
to putto you, sirs? u\ '

SENATORS:

y, thank you, sir. I § an honor.
WrTNESS FIVE: Sirs: who is man?
SENATORS! Next witness!

WiTNEs! Sxx (Rushes to take her place-—q volatile, up-
set, intense woman): 1 won’t stop. I won’t
shut up. I will not keep quiet.
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SENM%R ONE: Not on the schedule.

WITNESS §IX: You must negotiate with all parties.
Hayen't you learned the lesson of assasination?

SENATOR Two: Who's this? : /

SENATORS: Assasination?

-WITNESS SIX: You had my husbard and brother-in-law
killed and vhey had your President assasinated.
In some circlgs that 6 called an eye for an eye,
in others tit foryat,

SENATORS: This woman is‘in contempt, Arrest her!

WITNESS S1X: Hanoi is 4 beautiful city. I was born there.
I want my £hildren to\see the streets where I
a girl. No ong is safe! No one is

rushes to a bench and seems to stab
everyone sitting there. They st mp over. She
péf:omes only an actor again and takes her
/place on opposite bench. A moment.of chaos.)

SENAT&{ Two: Arrest, Order? Order? Order!
SENATOR ONE: Next witness. N

(WITNESS SE'IE-N-; a curly-headed writer,
slumps to the chair and sits on the back of it.)

" SENATOR Two: It is indeed an honor to have a writer
_of your intense commitment take time off from
his typewriter to give his views.

SENATOR ONE: What do you think we should do about
the war in Vietnam?
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WITNESS SﬂZEN Nothing.

SENATOR Two: Nothing? .
WITNESS Sﬁfz;'iﬁ: Nothing, The war will die of cancer.

You'll die of cancer. Everyone will die of
cancer. Me, I think too much. Fll die of
cerebral hemorrhage.

SENATOR ONE: Nevertheless, as a leading writer of our

WITNESS
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country we'd be happy to hear if you possibly
have a possible solution.

: The war ain’t there, it’s here. Jt’s right
here now, here and now, Mark those words
carefully. Fseid-merlk-them. That’s all there
is. That's what's happening, baby! It’s here
and now, here and now. You and me. Between
you and me and me and me and you and you
and you and you and me and you and you
and me. Thats=ali=that's=happening—baby.
Wise up before it’s already happened to you.
Check it out, baby, before they up-chuck you
~—into oblivion, baby. The war ain’t there,
it’s right here, here and now in this obscene,
cancerous. glare of the TV lights and tran-
quilized television dinners. Televisionthe-tze-
mendous-masterbater-of-the-masses~Vemit-up

the Jard, you-asses—before-the-future-ofour -
sperm-is-burned-in-Asiatic-light—All-you-studs

got-to-stop-smearing-napatm—on-

of-the~weak—We got the fever. We don’t got
prosperity, we got the fever. Purge the bestial
disease of the computer madness wiggled into

n
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‘your-shit by the bitch Goddess—burn out the

biood of the malignant cells and cleanse your

ego before it’s too late. The horror from the

sewer of our disease is rising up to choke your
throat and all our images aré manipulated
from birth to death by cynics. Yeah boys, get
out there and bomb the bomb before you die

of cancer or youw'll eat the fire next time!

Madness leaped up! Madness leaped up and
stomped on our hearts. Into oblivion baby. (He
is dragged to a bench by two ushers,)

SENATOR ONE: Next witness!

s o e e
(WITNESS H1OTT is an Indian who does a
controlled but violent dance to the witness
chair, chanting a Peyote Song.)

SENATOR Two: I beg your pardon? ‘
WITNESs BrerT (After pause): Song of my people.

SENATCR Two: Can you give the nation, your nation’s
view of the situation in Vietnam?
—

WIINESS EFGAT (Afier a long pause, a shadow of a
smile. He gathers himself up and, shaking
from within, fires at them): This is the end
of the line for you—and all you white men.
The red man and the yellow man and the black
man are banding together. We will run you off
the scorched face of this earth. We will run you
into the sea. We will fly you into the air. Your
turn to sing now, white man. (He starts for
his place on the bench slowly, looking at the
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SENATORS, with each phrase.) Goodbye, white
man. White man! White man!

(WITNESS -Nééiﬁ, several Vietnamese women,
crying softly, go to kneel before the SENATORS.
They plead and cry. Their hands flutter in
bewilderment.)

SENATOR TWO: What have we here, Senator?

SENATOR ONE: They're Vietnamese. Thought it only
- democratic we ask the opinion of the common
people over there.

SENATOR TwO: Good man, Senator, good man.

(WITNESSES’ crying mounts, The SENATORS
try to pacify them.)

SENATOR ONE: Hush now.

SENATORS (Uncomfortably): Tt won’t have been in vain.
We promise you . . .

SENATOR ONE: Your men have not died in vain,

SeNaTOR Two: Waitll you see the swell schools and

the great highways and turnpikes we're going
to build in your jungle.

SENATOR ONE: It won't be a jungle any more.

SENATOR Two: Why, why you know what we'll do to
make it up to you? We'll turn the whole damn
Mekong Delta into another TVAL

SENATOR ONE: What do you think about that? (They
cry louder. The SENATOR rises and gestures.)
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- Er, Usher! Usher, will you please escort these
ladies to the powder room. I think they want
to freshen up., (The WITNESSES rise and

uletly. resume their seats |A beautiful woman;,

WiTNESs TEN has taken her place in the wit- tuT
ness chair. She arranges herself and maintains o
a radiant pose. The SENATORS rise in an atti-
tude’¢f prayer. Those on the benches kneel in P bé;
place. Some sing, and others chant, The SENA- | ‘
TORS mave to the seated woman, genuflect, and

place SOW}XE?:IH coins in her open palm. They

genuflect again and back toward their chairs.)
Madonna, wgrds cannot express the pleasure
we icel in your'presence.

SeNaTOoR Two: Madonna,
nam?

hat is your position on Viet-

(The MADONNA carefully ‘and slowly strikes
and holds another pose. The actress playing
this role should stuifx; famous paintings
and sculptures of the Madonna and Child.
She should choose four that suit her and that
are clear to the audience. The SENATORS ask
_her three more times to state\her position on

Vietnam.)

SENATOR ONE (Chanting): Holy Mother, we thank you
for your views. \

(The MADONNA, gracefully and maintaining
a pose, exits ta her place on the bench, but
it would be nice if she flew straight up and
out of sight.) P\
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SENATOR Two: Next witness!

'WITNESS (A serene-faced, beautiful man ap-

proaches. He makes a sign and steps over the -

chair and continues to benches on other side
of stage and makes a sign of blessing): Bless
you. Bless you. Bless you.

SENATOR TWO: What is your statement, sir? -

WITNESS Eia;'iw Love, brother,

SENATOR ONE (Who should be a woman by now):
Love?

WITNESSE'tEZVENT Love, sister.
SENATOR ONE: Did you say Love?
WiTNEss Brd : Love, daughter . . ,
SENATOR ONE: Love . . .? “
WitNess Exzvens Love . . . Mother .

SENATOR ONE (Approaches the witness with a hypno-
tized smile): Love?

WITNESS BreveNn: Love._

SENATOR ONE (Gently touching the heart of the Wrr-
NESS): Yeah, _Love.

WITKESS » If you do not love—father and I will
walk away. You're on your own. Love. Love
or perish. (He leaves and walks upstage where
he stands with his back to the audience. Other
people in the room begin to kiss, shake hands,
sit with their arms around each other. Ewery-
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couph ol heaudience.)

ONE (In a daze, walks back to her chair):

Love. (She kisses SeNaTOR TWO.)
S s

TwetvE (4 vigorous contemporary patriot
jumps up and runs to the witness chair):
What is this soft-headed, lity-livered kind . of
thinking? Js this for patriots? Love can’t stop
criminals or tyrants, Love is no good without
a body to express it. Get-out-there-and-defend
the-righi-to—happinesy-of-out—brothers—( He
leaps up on the chair.) We went across the
Adlantic to fight for freedom. Are you. fright-
ened to cross the Pacific? (Crowd reacts, “No,
No!”) The world has shrunk to the size of a
pea. We are our brother’s keeper, The flag

. of the United States of America shall shelter

all who wish our aid. Hold your ton gue. Stiffen
your spine. There is still something worth
fighting and worth dying for. The same thing
our fathers and grandfathers fought and died
for at Valley Forge, Gettysburg, the Alamo,
Anzio, Guadalcanal, Iwo Jima, Okinawa, Pork
Chop Hill. (The crowd is all around his chair
now.) Freedom. Let freedom ring! Kill for
freedom! (The crowd repeats. He starts. to
sing “America the Beautiful.”)

(Everyone sings with. genuine patriotic fervor.

TheyHotseiigrontivirshontders: T hey march

all over the committee room, T hey march
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straight toward the audience, stop short, do
an about-face, Salute, hold hands on hearts,

efc. Fvﬁﬁne——fu{l-f‘lmmw
gmmﬁwrmgmmmmmm—wg—*

ACT

(Open with the stage ¥illed by all the actors;
it should have. JFeelmé of irregular squares.
Some face dudience. Somg face stage left,
others stagé right. Some fac up-stage. They
sing “Apterica” exuberantly M\before but no
sound/comes out. [If a prosce ium stage is
used, begin a Rockette chorus li
alj/the way to stage front.] Every two\jnes they

and kick |

o an exact about-face so that they ary facing |

opposite direction from opening of act. When

they reach the chorus, they march to the for-
mation for the next scene. Then all but three
people fall to their knees and take up positions
facing audience. Left standing are one GI,
a MOTHER, a GIRL. They are in the center of
the mass of bodies in a triangle facing out-
ward. The females who play “sweethearts”
throughout the play kneel in front of the GIRL.
Women who play “morhers” throughout the
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play kneel in front of MOTHER. Boys kneel in
front of GL. As the scene begins all the actors
on the floor should flirt with the audience,
using only their eyes. It should be the effect
of group snapshots in which only the eyes
move.. Howeverthe-three principals-are_mo-

~bile. As-the scene-progresses” the~three muy~

change—places The scene should ~endwith-
__them..clustered-together;~arms—arnid—bodies

closely-intertwined;-but- Jfkﬂrfaceswﬂ&wward )

agdienee;)

GI: March 9, 1966, My Tho, Vietnam. Dear Mothcr'
. My dear baby Japet . .

MoTHER: March 9, 1966, Kiititas City, Washington.
My dearest beloved son . . .

GrRL: March 9, 1966, Kittitas City, Washington, Hi,
darlin! Hi, honey! Hello, my lemon-drop kid!
Boy, Eugene, am . .

GI: Hi, Mom. 'm staying warm. The sun here’s about
two thousand degrees. My feet are still coal
black from . . .

MotrER: I wish I could be making you some chicken
and dumplings. They. called me from . . .

GirL: I'm countin g the days till your tour of duty is up.
How's the sightseeing in the rice paddies?

MOTHER: . . . the Washington Chapter of American
Mothers and told me I'd been chosen our
state’s Mother of the Year. O.K., now have a
good laugh.
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GIL: ...

MoTHER:

being wet and walking in the rice paddies,
but on Sunday, I'm going to bleach them out
with lemon like you suggested. Janet, baby, 1
can’t stop thinking about that Goulet record.
War is terrible, honey, but one thing it sure
as hell teaches you is whatit . , .

I guess I do feel proud, but I hate to think
that one of the reasons they're making me

- Mother of the Year is because you are fighting

GIRL: , .

GL: ., .

MoOTHER:

GIRL: . .

GI: You

for our country so far away on a foreign shore.

» Boy, I know I'm supposed to cheer you up

when I write you and all, but the television -
news scares you know what right “out of me,

honey. I know you have to fight for free-
dom, but honey, please don’t go out of your
way . . .

- Is that is important in life. And you are it

for me. Mom, I'm so glad you're managing
to keep busy and all.

- - . The farmis . . . doing fine, but I have
to tell you I've had to lease out most of it.
But T kept the piece of land where you rigged
the swimming hole in the irrigation ditch . . .

- T ache for you. I love your letters. I've got
them all near memorized . . .

wouldn’t believe how being tired and away
from home and loved ones can knock you
out, . . , ‘

GIrRL: By the time you get home, I just know I'll have
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enough in savings for our down payment. Our
house. Justus. . . .

MornEk: I'd give my right arm, if T could just hear your
- voice on the phone. But 'm placing my trust
in God, and in your good sense.

GI: Wé]l Mom, T have to th the sack. .

- GrL: I got all the furniture all pmked out for the master

bedroom. . . .

MotrzR: Got to find something to wear when they pin
that corsage on me. Hope it isn't garde-
nias. . .

GI: Keep the letters coming, honey. They mean a lot.
I'm puttmg on weight, Mom.

Gmu: I want you. I'll write you agam before I go to
- bed.

MoTtaER: 1 love you mthallmyheart. “a .
GI: . .. Your loving son, Eugene. , . .

GmrL: Oh, Eugene, Eugene, my Eugene . . . Your
own little girl, Janet.

MorgeRr: Come home just as soon as you can; all my
love, dearest son, Your Mom.

GI: Stay by me, Janet, T'll be home soon. All my love,

Eugene. . . . AuT TD ? r“?
(By-now-the.three. have locked grms i
czrdmd"ke'ep*mmmg“wkdz"mymg»thmx_gast

—senterrces. - This—3hold repear-trmtall-actors.

~are~starding - Wirkr the tiostng fives, aii-netors- -
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should\sing her favority secret love sbng. All
this shokld go on at the same time. One defi-

nitely should sing ‘Someone to Watch over

Me.”)

SERGEANT (To men): /&t/At ease, girlie burgcrs
GI's: You said it. We bdén on the steam table nine days
long.

SERGEANT (Gesturigg to gils): Meet your comrades in
‘arms. ‘These here\ are our allies and your
counteyparts, The ARVN troops. These here
is th¢' South Vietndmese men you're going

GI ONE: They’s so purty, they look like girls.

SeR ANT: These is your new buddies. You are here
to train them to be like you.

Two: I don't trust girls,
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SERGEANT: These arg/South Vietnamese troops. And
you are girls. _

GPs (Laughing): Get him. Ge¢ whiz, Sarge, you're
always\joking us.

SERGEANT: You kegp your eyey'swiveled.
GI FIvE: Sergeant, Whit do,fhe Viet Cong look like? -

GTI’s: Yes, sir.

SERGEANT: You
ow up to be Elizabeth.

SERGEANT:

hat was yesterday.
n't you forget it, Maude!

GI's (Salyi’ing): Yes, siree . . . Mother . . .

SERGEANT: Now get out there and win those guys’ hearts
/' and win those guys’ minds, or we’ll never get
those guys’ trigger fingers on our guys’ side.
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il SEVEN: Can they talk American? SERGEANT: teach
‘em. What’s the matter with you shitheads——
are you ladies or are you girls?

GT's {Shouting) : Ladies!

SERGEANT (Yelling back): Gung Ho—satchmo!

GI's (Yelling back): Right away!

' The SERGEANT stalks off. The GI's gmgerly
and shyly kick the dirt all ‘the way to where

the\Vietnamese sit, eating ‘and humming. They
- try t§ get their afttentwr;’)

JerrY (Taking \the situatiori &/; hand): Hi there! How -
ya doing? Way to’go. Thata boy. What a’ ya
say?

ARrvIN: T like you-v-you number one big shot of the
world.

JERRY: Hey, that's pret
GI's: That’s pre}:tjr goo

good. Ain’t it, boys?
But do they know any Rock?
- TERRY (Squatting by the Ygirls): Me Yankee.

ARVIN (Regé;ttfng after himY: Me Yankee.

JERRY: Yeé;';h, hey hey, that’s pretty good. Ain't it, boys?
GI's: Yﬁ;lh, pretty good. Way t
J‘F.ngf? Me Yankee, you dickhead,
AlWIN (Repeating): Me Yankee, you dickhead.

JERRY: Well now, that’s pretty goad, but it’s (ke ges-
tures to himself and then Yo them:) Me, Me,
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Me, Jerry, Me Yankee, you, yoy, you South
Vietnamese, you dickhead,

GI's: Cqme on, J

Jerry: Shut up, yi
: war on? (
- Two boot,

ARVIN (Likes the soun of that. They start singing):
- One boof, One koot. One boot loved two boot.

JERRY: That's good. That’s\good. Gee, these guys learn
fast.

GT's: Yeah, buf don’t they knoly any Rock?

JERRY (To ARVIN): Only one thi g, you cute little guys.
ne thing. Don’t shoat the boot. No no no.
Pon’t shoot the boot.

ArviN: No 1o no. We no shoot the\boot. Love boot.

JERRY: No shoot the boot boot. Shook the head, or shoot
heart heart. No shoot the \boot boot. Shoot
the heart.

ARrVIN: No 1o no no shoot heart. Love { heart.
JE? Y (Getting mad): Come on, you g%f There’s a

k to Arvin) I?aoc_)t'.m()nc‘ boot
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sléat_ the ene-

v war going on here. You. got to
my’s heart. Come on, you guys.

ARVING 000000000000000000000000 We get. No shoot
the boot boot. Shoot the heart'heart.

- JERRY: That’s right, way to go. Gogd show. Gee, these
yS are pretty damn smhart. Look how fast

they learn. (To his men.) Hey, you guys,

arent these little guy?ﬁm?

GI's: Gee, they'e smarter thah we thought. Ask them
where e girls are,

JERRY (Gives his ten a tough look. Back to ARVIN):

Gee, you guys /are awfully cute,” Maybe ‘TTI
take back ope for Mom. You appeal to my -

American hedft.
ARVIN: Shoot the heart

JERRY: That’s right, that’s 1 ht, but not mine. The Viet
Cong. Tl;é enenty.\You know the enemy. We
-call him Victor Ch ie, that’s code. The other
guy. You know, get\out there and get that
guy and shoot him in\his heart heart. Me—
I'm ypur Yankee teache

- GI's: Hey, Jerry, ask them where the girls'are,

JERRY (o men}: Get me an M-18! (They do 50.)
/ This is my big gun. (He picks out a girl.)
This is your best friend. Hey, you, you there,
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come out here. (Ske comes out shyly.) Hold

the gun, (She does.) Now, tell me about the

£

MuURrIEL: GuR. / _

4

JERRY: Yeah, gun. Tell me about it. /

MuriEL (Looks\at her friends, they gesture to her)
Gun. G heavy. /

JerRY: That’s right, What else? /

MURIEL: Gun heavy. Gun greasy.
JERRY: That's right. What else?
' (MURIEL shruks her shoulders.)

JERRY: This gun is an insttument. What can you do with
this mstrument? _

Murier: This gun is heavy, greasy instrument. (She
' pauses, looks at her\friends, then she goes into
wild Dixieland pose\and puts the gun barrel

to herfmouth as if if\were a trumpet.) And

. 'm a gonna blow it. . . . (Fast chorus

of “The Saints Go Marching In,” and her

fnends join in. Chaos.)

JERRY (Restormg order): Hey, you \guys, ten-hut! Ten-
Jhutt (He gestures to his comyades.) Tssue them

/ M8 with fixed bayonets. Now you guys, fol-

/ low me. Do what I do. Chop, chop. Kill kill.
That’s the way.
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wGFﬁs;gu_zimgmmtmwmime, '
JerryY: What's the spirit of the bayonet?
Rovy: The spirit of the bayonetis . . .
GI's: Kill kill kill.

- Jerry: The spirit of the bayonet?
ArL: Kill kill kill,

. JERRY: Chop chop.

Rov: Killkill.

JERRY: Warm blood chop.

Roy: Warm blood kill.

JERRY: The spirit of the bayonet?

ALL: Kill kill kill.

Rov: The spirit of the bayonet?

~ ALL: Kill kill kill,

~ Chop chop

Kill kill

Chop chop

Kill kill

The spirit of the bayonet

Chop spirit chop

Kill blood kill
Chop spirit chop
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Kill blood kill
The spirit of the bayonet -
Kill Kill Killl Cut To P8I

ERRY (Addresses this to the audience): Now, we're off

~ on a war game. This is just pretend, see. We're
going out to look for V-C. We're going to
flush him out and then we’re going to engage
him, and then were going to kill that guy.
But this first time, it's just pretend, see? Pre-
tend. (He makes a shush with his finger and
is eyes twinkle. Back to the troops.) Now
ygu pew guys get in back of these seasoned
troops here. (He gestures to his men, who line
up 1y front of the girls.) O.K., everybody. All
together now. Sound offt (They count ca-
dence. \dt shout of four, the ARVIN turn into
Viet Cohg and stab our boys in the back with
the bayongts. The men fall. The gals pick over
their bodie\looking for weapons to steal. Then
all but two roe and hide.)

SERGEANT (Comes stalking on): All right, you guys.
Let’s shape up\to ship out. (He stops cold
when he sées the scene of destruction. His
nose runs.) What's this? What's this? My
little girls. My boyy, my men. What the shit
happened to my men _

ARVIN (Two girls are left. One f them pretends to be
hurt. The other holds hgr. They look at him
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SERGEANT: It's all my fault. They was still w%ehind

the ears, I shouldn’t've left *em aloné. Which
way did the bastards go? V-C. Yo see V-C?
(The girls nod.y Which way/. . . which
ay? (The girls point in all direfr{ons.)

- SERGEANT: get me a bag of newr/recrmts T'll run
dowh them V-C's and rub’ their noses in it. -
(Addressing the audience’) I wish the pebple '

take every one'o those bleedmg—heart liberals
and make put each one of our dead boys
in the greept bag eath sack. I would like to

how they could take Yoading these sweet lost
bodies,‘into the death-cpter, I'd give both my
arms for one sight liké\ that. Those sons-of-
bltchmg V-C are going Yo pay for the lives
of my guys, even if I persqnally have to hunt
down and skin each and e\ery one of them.
Youw'll see me again, You can, bet your ass on -
;that' (The girls run off with\ their weapons
/ and hide. The SERGEANT execules a complete
- about-face in place. He treats the fallen men
as if they're sleeping in their sacks. He wakes
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them from a deep sleep.) All ri'tgﬁ‘t;{hﬁ;bies. '
Up'end at ‘em. Get the lead out<Get out of

that sack. Ship up your shapes. I just lost my
crack sjuad to the dirty sneaky charlies, and
you're going out to éfy even with them if it's
i ver do. And it may be, Get
snot off your nose, droopy

(The—smenmarch-forward-—-and—wallk--square
into~the=wall:=Fheyfull. Then they turn on

their bellies and crawl across an open rice
paddy as the mortars go off and sniper bullets
zing by. One by one they raise their heads and
address the audience.)

GI ONE: When I was a little boy I used to eat a-spoonful
of dirt every day.

GI Two: Similar things are not identical.
GI THREE: I seem to have a lot of ground to cover.

GI Four: Six per cent of the world’s population controls.
sixty per cent of its wealth,

GI Feee: Hello, young lovers.

GI Smx: Green Mint Formula 47 gives you confidence
about your mouth.
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GI Seven: When I get home I'm gonna run for Con-

gress. )

GI ©%g: 1It’s all right to be angry. It’s all right.
GI Two: They langhed when I stood up to shoot.

3
GI B%&: I dreamed I saw J F.K. last night alive as you
~ and me.

GI Sex: “N othing is worth my life,”

GFEmGHTTGod [6ve you.
GI GINB You have the smile of an angel. An angel. |

(A mortar explodes. They dive for cover.
JERRY is hurt. He moans and screams. The
men crawl to him and try fo administer to his
wounds. The SERGEANT sends over his walkie-
talkie for the helicopter. The men lift JERRY
and move slowly in a circle as if in a helicopter.
Then they place him alone on floor of stage.
All go to the benches to be ready for the next
scene. JERRY is alone lving on the stage; he
pulls his shirt over his face An actress steps-
forward and sings.)
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SINGER! _
Please God, I ask not for myself.
Please God, bring him home safe.
Please God, he has 2 heart of gold.
Please God, watch over his life,
He has only six more months to go.

(A family sits together on a bench to one
side of the stage. An OFFICER appears and
knocks.)

OFFICER: Mr. Small?
FaTEER: Yes?

OFFICER: I'm Captam Statzz. I'm to accompany your
wife to Vietnam.

FATHER: Yes, of course. She’ll be ready in a minute,
(He goes to his wife, and she shakes her head.

They freeze.)
SINGER (Sings to Music of “Please God”):

His mother waits to see his face,

To press the beat of his heart of gold.
Please God, bring him home safe,

Qur family Marine with stance so bold,
He has only six more months to go.

MortHER: No. You go.
FaTHER: Dear. You're the only one allowed.
MotHER: I can’t stand it.

FATHER: You've got to.
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BRrOTHER: I'll go, Mother.
FATHER: You keep out of this,
SISTER: Don't talk to him that way.

FATHER (Glares at child): Sweetheart, T'1l get your bag
The officer is waiting to -escort you. This is
Captain Statzz. My wife, Mrs. Small,

OFFICER: Jerry’s mother?
MoTHER: Yes. (They freeze.)
SINGER (Sings):

Please God, it’s not too late.
Please God, his famlly prdys B
Please God, his loved ones wait,
Please God, he’s only nineteen,
He has only six more months to g0.

( CAPTAIN turns and changes into PILOT, MRs.
‘SMALL kisses her husband goodbye and fol-
lows P1LoT.)

OFFICER! Thls way, Mrs. Small. Fasten your seat belt.

MortHER: Sir, why can’t my husband go too? After all,
- he’s Jerry’s father.

OFFICER: We only have seats for mothers,
MortrER: All the rest of these seats . . .?
OFFICER: Will be occupied by mothers.

(Plane takes off. The=
zmher-ermﬁmmmu:of—_fmﬁms
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SINGER (Sings):

His mother longs to see his face,

To press the beat of his heart of gold.
Please God,

Please God,

Please God,

He has only six more months to go.

(SINGER retires to the bench. Plane lands.
PILoT changes into Docror. They walk to
entrance of field hospital.)

MOoTHER: Is he here? _ _
OFFICER: Dowii this corridor, Mrs. Small,
MoTHER: Are you sure you've done , . .

Docror: All we know how.

MotHER: How long, Doctor, how longdoI. .. does

he have?
DocTor: I'm sure yow'll have at least two houss,
MoTHER: Doctor?
Docror: Yes?
MoTHER: Will he know me?
DocTor: You're his mother.
MOTHER: I'm his mother,

Doctor: Your son is tagged,
MoTHeR: Tagged?
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Docror: Name, rank, and serial number on a tag at his -
wrist.

MoTHER: Will I know him?

Docror: His voice~yowll know his voice.

MotHER: You'll gd with me?

Docror: Mrs. Small, I'd like to, but T have many boys
to save.

MoTHER: Ican’t doiit.

Docror: Mrs. Small, we’re sorry about this.
MOTHER: Please come with me.

DocTor: Pm needed '

MorHER: I don't know where to start.
DOCTdR: He should be the third man in,

- (She starts down the path of boys. She finds
hers and bends to read the tag.)

MOTHER: Gerald . . . Gerald Rogers Small, Sp. 2nd
' Class, Co. 107. Gerald Rogers Small. Gerald
Rogers? Doctor . . . Doctor . . . It's a mis-

take. It’s 2ll a mistake . . . a grave mistake.

DocTor (Running in): Mrs. Small . . . please, men
o are . .,

MoTHER: The tag. Doctor, the tag . . .
DocTor: Let’s see.

MoTHER: A mistake. This says Gerald Rogers Small.
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Docror: Yes?

MoOTHER: You see, it’s all a mistake, My son’s middle
name isn’t Rogers, it's Robert. Gerald Robert
Small, Robert. Robert!

Dacror: So it does.

JERRY (Moaning): Momma . . charming Jerry . . .
Momma . . . charming Jerry . . ,

-MOTHER (4 chill goes through her as she recognizes her
son’s voice): Jerry . . .2

Docror (Quietly): The typist made the erfor, Mrs,
Small. Sorry about that. (He leaves.)

MOTHER: Jerry . . .

JERRY: Momma . . ., Momma? Cut

' (JERRY dies. The MOTHER mourns. | Abrupt
transformation into a Buddhist funetal, The
und becomes Vietnamese. The scene trans-
forms immediately from that of the army field
to a Vietnamese hamlet, The Amer-
ican MOTHER becomes the Vietnamese
MOTHER, and~JERRY becomes her dead son.
All the otherMparticipate as villagers
and mourners. The Buddhist PRIEST rises and
presides over the gror}p His shoulders are
tense, his eyes half-closed, &é his voice has
many tones and slides. The speech should be
on tape but also should be said by~
sometimes synchronized, sometimes
ahead of the tape, sometimes a bit behin.

tape, but ending in synchronization.) ™.

TD'?.H'
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Priest (Burning incense in containers in both hands,
ke waves the incense as he bends artd weaves

in @ slow-motion dance at foot of the body):
Whatever spirits have come together here,
~ either belonging to the earth of living in the

by gods and men; may there be salvation.
Whatever spirits have come together ‘here,
ither belonging to the earth or living in the
ir, let us worship the perfect Dharma, revered

b gods and men; m'raiy there be salvation. .

‘Whatever spirits bave come together here,
either belonging to the earth or living in the
air, lex us worship jhe perfect Sangha, revered
by gods and men;may there be salvation, (He
looks toyard thé body and directs the next
lines to the body and also to the congregation.
All mourny) A Buddha is the embodiment of
Dharma, which is his real body. He is identi-
fied with all the constituents of the universe.
This body/is inyisible and universal. All beings
“live and/move ayd have their being in it.”

(Brief jnourning aud crying, then a man rises
and sings to audiency, )

SETH (Rises Z a spotlight to sing alone to the audience):

88

Den’t put all your eggs inone basket.
Baskets wear out and men\die young.
etter to marry trees or elefhants.
Men die young,
* Some cities survive.

air, let us worship the perfect ‘B(uddh_a, revered
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Because meh die youu .' '

You don’t want to lose,

Gg’and pick yourself one,
Because men die young, my dear,
Because men die young.

(As actors get into place for next scene, all the
women except the one who is to play HANOI
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WOMEN:

HANNAH rush out into the audience as spot-

lights pick out various sections .of the house.

Each woman chooses a section and delivers

the same speech.)

This war is worms. This war is worms invaded
by worms. This war is eating away at the boy
flesh inside my belly. This war stinks. This war
takes men away and pins back the man in me
so he can’t kick and scream, which is his God-
given right. This war stinks, This- war makes
everybody more warlike than they are anyway.
This war invades me and makes me hate my-

-self. I hate you. T haie you. And you—I hate

Haxor H

you! (Quieter) This war is wounds. This war
is worIns. ' :

(Women take their places on bench at back

on stage. The men, led by SERGEANT, crawl in
and dig in for a siege. Much sound of mortar
and gunfire. Then sudden stillness. The men
are dug in. There is a lull. It's dark. They semi-
relax and listen. Each may react to HANNAH'S
lines according to his character. Some make
fun of her archaic English terms. The audience
should hear what they say. A crazy Chinese
soap-opera organ plays under her speech, She
sits in chair to one side of stage and reads from
copy over mike.)

ANNAH: - Good evening, my little baby bedl,
Yankee imperialists. How goes our finy battle
today? This is your bosom buddy and wishful

lover, Hanoi Hannah, bringing you the truth
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_from around the world. T'm here to keep ymi :

warm tor your sweetheart back home. Hoat

0

. Y 2 - ;u . . ) 13 ]
~eriminal-foxholes? You who-bring.murderous
destruction-to & people-who:fight'only-for-theit

owa-hemes. Where is your sweetheart now,

my dear little baby baHl GI's? She is in the
arms of a mew man back home, while you
fight here in a foreign Jand. She 35 in the back

seat of & 1966 roadster, with somebody else.

ing-inte-your-property, How does that make
you feel, GI? Does that. make you want 1o
fight for what is yours? Do so, my lkttle im-

perialistic lovers, but do so in your own back-
- yard. (She plays a short Oriental version of
“Back in Your Own Back Yard” Marching
‘music softly under the next speech.) It's me
again, your Indo-China lover, Hanoi Hannah,
. back again for our educational talk, my tiny
round-eyed GI. You must understand that ev-
erything is divisible—especially the colossus of
the United States, especially the immoral giant

21
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of U.S. imperialism. Tt will be and should be

split up and defeated. The people of Asia,
Africa, and Latin America can destroy the
United States piece by piece, some striking at its
head and others at its feet. . You are too
spread out, my tiny GT's. You cannot be every
place at once. You cannot be here in Vietnam
and also guard your- Stateside sweethéart and

your Momma too. And what of your dollars, -

your Yankee dollars, tiny round-eyed GI? Who

is making all those dollars, while you fight here.

in mud ~sucked-byJesehas and get only
A army pay} Everything is divisible, my tiny GI.

N D

92

~ Your head may be divided from your trunk,

~your arm from your shoulder, your heart from
your head, yourex-from your soul. Pull your-
self together and confess to the world that you
were wrong, V:ctory will go to the people of
the world! It is inevitable. Long live the vic-
tory of the people s war! (Soft music again for
the next speech.) This is your wishful lover
and bosom buddy, Hanoi Hannah, saying,
sweet dreams in your hole, but I wouldn’t
close an eye; you may never open it again,
tiny round-eyed GI. Good nigh my bad little
boys. T'll be with you again this time tomor-
row night without—a—shif~an. . . . Sweet

mghtmare and . . . Aloha. . . fShe—plays

4{%nmr‘bmﬁmwww 7 14) umam-‘—&
lence-again-and 6 B 37 T g2

CuTt TO0 lba-

Qo
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guitar. The men lie in a bomb crater and fome
in on “But 'm too far from home.”) /

Twakg a little baby
To scratch my aching back. -
T'want toy Httle baby

But I'm tod far from h {ne (men join in).

I traveled hot'and du

And sweated all my pores.
I traveled hot an usty,
My feets all fullat/ Tes,

I want my littl hab
To scratch my aching\back.

I'beat m¢/down a jungle
And sho't myself a man.
e down a jungle
And shot myself a man.
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I got my rocket-launcher,
I got my M-18,

I got my rainslick poncho,
Got my playboy magazing

Want my little baby
To scratch my achigg back.

JoE (4 GI, waves
folks. T

J audience alone at end of song): Hi,
gat to tell you how proud I am to be
direct contact with such fine and
sunny;éyed- pporters as you great American
people. I need that support, and I tell you it
feely’ good wherk it is most needed, in my head
and hands and heart, T'Il fight for you. Tl fight
for you guys any day of the week, You're good
cople. The best!* \The SERGEANT pulls him

you have to do things that you wouldn’t ordi-
narily choose to do becayse you happen to
be born in the greatest country in the world.
What if I'd been born in the underside of an

e for alternate scene (page 106).



African tree, the daughter of a Pygmy witg
doctor? I'm proud to serve and to save

mom having
The SERGEANT

Paur: 1 wouldn’t/give a shit if {he whole planet melted
into Igva and made red candy hearts across
the yhniverse. I don’t care. I'm not even angry

. Idon’t care.

Rov: I'll gef up in a high Vietnamess, tree and next con-
act with the enemy I'll geX him in the back
of the neck. And then I'll stay there.

VIET ROCK
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SERGEANT: Ten-hut. Youw've earned it, ladiegd~t ee-day
“leave in Saigon.

(They march off singing):

Let’s get to Saigon
And blitz the bars.
e’llload up on booze

And blitz the bars.
Wc’ll foad up op booze
e seg stars!

T {we see stars
In her hootchie-codtch
/And love all ni ght
To the goonie-gootc;

Till we see stars!
Till we see stars]

/ Till we see stars.
/ Till we see stars. , . .
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* (The stage is filled with dancing bodies and

SAIGOlg SALLY sings in her bar and leads the dahce. Two
\ Others join her in song.):

Anti-hero baby
nti-hero baby

- Anti-hero baby
Antichero baby.

Hero ba y mine

Anti-hero haby
Anti-hero baby
Anti-hero ba
Anti-hero baby
Baby, baby,
Her¢ baby mine

-Anti-hero baby

Anti-hero baby'
Anti-hero ba
Aunti-hero baby

Anti-hero baby
Anti-hq,l-zo baby
Anti-héro baby
Anti-hero baby
Baby, baby,

H76 baby mine

* Pick up here at end of alternate scene (p. 110).
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Anti-hero baby
Anti-hero baby
Anti-hero baby
Anti-hero baby
Baby, baby, -
Hero baby mine

ti-hero baby
Ariti-hero baby
Antichero baby
Anti-hero baby
Baby, baby,

Hero baky mine

(As the d g/ ends an exuberant GI shou_ts a
toast, The SERGEANT drinks at the bar. Cou-
ples pair off/and slower dancing begins.)

GI: Here’s to Saigon/ Sally) She runs the swingingest bar

in all Viefham!

SALLY: Sure I doj baby. You %nd me and LBJ.

GI (Toasting) /Barbecue today with LBY. (As the toast
sinks in the SERGEANT, clouded brain, he be-
giné 10 smolder. He whips around and tries to
sek which one of his men shouting.)

GI: Let’s /aﬁ go gay for LBJ.
GI: I lost my way with LBJ.
GI: Mdrch to doomsday with LBY. \

GI:/,I/lost my green beret on the Road to Mandalay.
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ALY (Singing): Glory, Glory, what a hell of 4 way to -
die. -

SERGEANT (Shoving kim):

You're t g ab
President. ( a'Ilgzg ar the GI) 1 love our

President. If this guy would talk like I know
he can talk ingtead of all this peace, hope and
stop and end/wag talk, I just know he could
put them all/down\ We’re not much more than
fleas—so why don't we talk like fleas? Why
doesn’t ﬂgs,hguy 1alk to them like I know he
could? All his speech, writers get in between
him and us. Our peate Pope! Pope Pipe! I
mean # our President chn scratch his balls in
- publi¢g and those fancy pants in London don’t
like At, I say we learned 1Y, from them. They
aint so far up since Shakespeare! (GI he’s
been haranguing pushes him ¥way gently and
points him toward another coyple.)

GI: Tell hiem. Tell them.

SERGEApf;r (Weaving over to the next couple): 1 think
this guy is really in touch with the people.

99
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become phan-
hat’s happening.
King Mgakers got their preju-
! Poor /bastard, it'’s more im-

mothers,
tasmagoric.

fought. The Je mad that we're ﬁnally
fighting for a sinority before the genocide;

This here
they’s our
slant eyes

Get ¢gn with the war! (Everyoke picks it up
and/chants “Get on with the warX They chant
‘ang dance to a terrific pitch, then silence.) Get
of with this war—and-—win it! I'say take it
ut. Take it out and let'’s see how\long it is
against Mao Tse! Take it out! Take it\out! Re-
- move it! I love our President. 1 love oir Presi-
dent. (To SaiGoN SALLY) I love our Presi-
dent! '
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- Sure you do, baby.
‘GI: Sing us another song, Sal.

SarLy: Syre I will, baby. (Embracing SERGEANT) Come
. &p, baby. You had yourself gaite a blow.

SaLLy (Pullingghe clumsy SERGEANT fo her and talking

directly to him): Sure I,afvill, baby. Dance with
she sings, the other couples dance
slowly any lovingly.) ,

Close your &yes and/dance awhile,
Close your eyes and kiss my neck,
Just relax, you' g/ct the hang,
Close your eyes, ’and kiss my chin,
Honey, relamet own that gin.

Close your eyes and fance awhile,.
Close your,éyes and kiss my neck,
Just relax/yow'll get thé bang,
Close yopr eyes and kissyoy chin,
Honcy/i'e}ax, put down that gin.,

Close/your eyes and dance awhile,
Dange awhile, darice awhile,
Clgse your eyes and dance awhile,
Dénce awhile, dance awhile.
%at’s the way,

/That’s the style,

Close your eyes and dance awhile,
Now, kiss my chin.

- 101
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(Giant explosion. Tae=tur=iz-blewn—to—bits.
The explosion reverberates and repeats. A$

sonal attitude and should overlap. The director
should assign the lines to the actors.)

Doves. War. Take away. Treasure lost.
host our treasure. Lose our treasure. Spend
all'oyr natural resources. Cannon fodder.
The cost is high.  And our boys our dollars.

My boy, y boy.  Come back,  Bring him
ing ack my boy. = Dear God.

deadenmg God. --
my prayer dearest God. T will give all my

my dollars.  Let him come hotx in. X

310



give all.  All all all my dollars. 1 give alf my
dollars. Let him come home once dgain,
low it up.  Blow it. Blow the whitgé of his
igging eyes to kingdom come again,
theé\rice right out of his gut,
Gut\o gut.  Butt to butt.  Crdck his nuts.

_ le your way. Wiggle
your ass.  Fart that gas and putt- yoﬁf"but’t ‘to
glory. Buyg out you scab. Bug out.
Bugged. - A point of no

fet_urn. Noretig.. A point.  Thereisa

point somewhere. A\ There is a point where all
the points jab the/head of the angel. Super
super sonic blades. \ Travel super.  Argue
freedom. appy deys honey. Up yours
bunny.  Fupny you u§ed to be so sunny. 1
fought for you upstairs. \ Loony tunes. Hi ya
doc! Humplirey’s voyage Of reassurance. But

Gandhi’s dead. Chocolate soda. Two
scoops. /Big Daddy Flew Qut. To give us a
handout/ - Out. Out, ops there goes my

arm again. There goes\my head again.
Shooting through the Blue Yander my boys.
Qops/there went the green of my eyes and the
glow of my heart. Oops there vent my belly
intg'the gully. ~ Remember me tciMom boys.
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d have another shave. When you get
gk of me boys. Think of me.
legs again, Thesuna

Goodbye dickheads of
needs me., Who needs this.
Who needs this shit. I'm in
me. Who. Whoneeds.

104

(Then the entire compﬁny says the following
together and the heap should pulse like a gumt
beating heart.)

WHO WHO WHO
WHO WHO WHO
WHO WHO WHO
WHO—not

(As the last line dies away there is silence for

 a count of twenty. Then one by one the actors

rise. They must do so in extremely slow mo-
tion as if coming back from a long distance.
They are fragile. They—are-angels—TFhey-are
beautiful—One by one they stand. One by one
they enter the audience. Each-chooses-an au-

--dience -member-and “toiicheshis—hand;-head, .

~face, hair. Look and-touch.—Look-and-touch.

—~rA-celebration of presence. They go among.the
audience .until-every-actor-has_left the stage.
L hen-as-the-song ‘begins they leave-the-nudi-
Torium=ir o Way should The dcfors communi-
cate-superiority, They must commuricatethe-
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YWeRder  ang ;— ey L f .v-“- 5 live to-
_ez;h_@amitzuhmdimcm- LAl momen
Far-across the Southern Sea

Y aNand where Viets rock. ,
‘Heregvery morning you can see
The Vigts roll. -/

When thé bombs fall
The Viets rock and rock,
When the ngpalm bursts
Then the Viets roll,

At the sound of jets
The Viets fock dnd 1ok "/
When the tracers\flash
Then the Viets roli,

Rock and roll, rock hnd roll..
" How the sweet Vietg -
- Love to rock and rolf\

Those dear little Vibts

Love our rock and roll,

Do the Viet Rogk

Watch that Viét roll,

Do the Viet R ock,

Watch that/Viet roll.

That's the/way the Viets rock,
All the way the Viets roll,
Rock and roll, rock and roll,
Do the Viet Rock,

CURTAIN
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ALTERNATE SCENE TO BE USED IN PLACE OF OR IN A.Dbl
TION TO FINAL CRAWLING SCENE

(Begin after JoE’s speech, page 94. Cue: JOE:
.« « Tll fight for you guys any day 6f the
week. You're good people. The best!)

dbrupt transition. All actors are/now V-C.
ANViet Cong stronghold. A locgl tribunal is
present. It is presided over by the local V-C
COMMANDER. At his side sifs his beautiful
Vietnamese MISTRESS. THe COMMANDER
reaches &ver and squeezes Wis mistress’s breast.
She pretends to sigh. Buy her eyes are appre-
hensive. Hg pulls her tg/him and leans on her
voluptuousi He turng and calls to a guard.)

CoMMANDER: Bring in the/Uncle Sam criminal.

SOLDIER (Speaking Orientq) gibberish, pushes in one of
our GI's, He's tigd\to a stake at his back; there
is Oriental wriling on the stake. It isn't a sta-
tionary stake/ but runs only down as far as his
hips.}

CoMMANDER: Googd morning, barbarian mafia. It is time
for you/to leave our lowely world. Do. you
have adything to say before You depart?

GI (Looks briefy at girl and we seé\something flash
bettveen them): Allen, Seth, Private First Class,
1£3345679GHT, U.S. Army.

CoMMANPER: I repeat, this is your last suntise. You are
to die for the blood of our heroic bBrother that
was shed in Saigon this time yesterday morn-

106
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COMMANDER:

GI: Allen, Seth, Private 1§
U.S. Army.

CoMMANDER (Looks at his you
enough, Ma Raingy vicious mad-dog-killer of

dragging and kicking him. Willagers throw dirt
and spit on/him. One demeuted villager al-
most foamy at the mouth whilg_punching and
scratchinglat the G, babbling in\gibberish and
getting more and more excited. As\the violence
mounts;/ the MISTRESS of the CHMMANDER
begins/to perspire and inadvertently, clutches
the aym of her mdster. He notices it.)

COMMANDER Stop! (He gestures toward the excited,
demented V-C.) Come. (Te GI) His entire
family was burned before his eyes from your

107
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napalm Baby Face Nelson. Come, little’ one.
(To demented V-C.) You can have pévenge.
Which part of this pig do you want'to hang
from a pole outside your cave? Take'your time,
choose with care. Only one pieca./ There isn’t
cnough of this skinny Capone fo go around.
- (ke V-C, nearly drooling With glee, looks
all sver the Gl First he gn és a thumb, then
an eax, a nose, his tongue. /;e shakes his head,
finally \points to GT's chest where his heart
would be\) Heart? (The MISTRESS lets a little
cry escape\her. The COMMANDER turns and
grabs her axd twists/her arm.) Now 1 know
where you've'\been Atealing when the moon is
high. If you’ve Kftéd your slippers heavenward
for him you cah now share his fate. (He
pushes her out jntothe clearing and she bumps -
into SETH. H¢ tries tq show no emotion but is
clearly distréssed.) Now she’s close enough
for you to yhisper into her traitorous ear,

GI: You're unjust.

ComMMANDER: Dpn’t tell me what I any, Legs Diamond.

Kneel.

of your an-

es, my



.
VIET
to the girl and puts the barrel of i

against the back of her neck. To SttH): Is
there something you wanted to say/fiow?

GI: You' makmgamzstake.

CoMMANDER: It is you who have ma?
(He\ fires his gun into the girl's head and she
falls ¢ the feet of the GI. H¢/ ﬂmche.s* and tnes

COMMANDER Little on Wauld you like the honor?
(He brings the {emented V-C to his side.)

Come, Il help you bold the gun. We'll shoot

him bit by bit. (Thg_litrle one, foaming and

- gurgling, leaps/to the CoMMaNDER, Together

they get the gun pointed at SETH.) First his

- belly. (Bang') Good. Goad. Now, a shot for

each shoulder. (Bang, bang\) Excellent. Now

his pee peg. (Bang.) Good.
GI (Listing, but

e eyes. Two for you, round eyes. .
ang.)

V-C (Jmps up and down with glee and runs to body
and begins to chop at the chest and pulls out

109
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on the trail for the next GI
ble over. (He grabs another
fondles and kisses her and says
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NORTH TEXAS STATE UNIVERSITY
Department of

SPEECH AND DRAMA

Presents

@[gn Egrperiment in
@/am @mtrg

under the direction
of
Mildred A. Peveto
A Master’s Thesis Production

Studio Theatre

August 10, 1971

8:15 p. m.
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TERRY PIERCE ... a sophorﬁore at the University of Texas, has spent

her summer hours singing in the Southern Palace Revie st Six
- Flags for the past three years, While in. high school, she was
active in Forensic activities, She won several first place troph~
les in prose, poetry, and dramatic interpretation. Terry's dy-
namic porirayal of Eliza Gant in LOOK HOMTEWARD ANGEL

and aiso her performance in the title role of MEDEA ‘were very -

impressive for high schoal theatre.

MINDY MURPHY . . . sophomore theatre major at TCJ C, recently appear-
ed in OH WHAT A LOVELY WAR at the college. Gomgming'
her love for music and acting, she intends to make theatre her
career. During high school, Mindy was in CALAMITY JANE,
LOOK HOMEWARD ANGEL, and MEDEA, along with ser-
veral revies and sketches. Mindy’s rendition of “My Man™ will
long be remembered by Arlington audiences, Appropriately
enough, she is a soloist in VIET ROCK. .

GAIL JONES . . . enters Stephen F. Austin this fall as a freshman. Dur-

' ' ing her three years of high school drama, she was active in
several major productions, Reader's Theatre, backstage work,
and tournament activity. While studying production techni-
ques, Gail concentraied on costuming and business management
of the theatre. An Honor Thespian, she was awarded the Best
Thespian Certificate from her troupe for 1971. :

'SUSAN MANTFOLD . . . entering her junior year at Sam Houston, “has

participated in draima as an extra-curricular activity. Asg a
sophomore, she appeared in SPOON RIVER ANTHOLOGY,
MANNEQUINS' DEMISE, and HOW T0 SUCCEED IN BUSI-
NESS WITHOUT REALLY TRYING. This coming year, she
plans to begin basic classroom training to support her acquired
interest in theatre. '

TERESA SHOUSE . . . a senior thiz fall, will be appearing tonight in her
first stage experience. She has completed ome year of basic
acting and has participated in novice forensic activity., This
coming October, Teresa will be protraying the Wicked Witch in
S%m0%0u5t011's children’s theatre production of THE WIZARD
0 .

CINDY BYERS ... spring graduate of NTSU, is replacing an original
member of the east who was unable to continue with the show.
A speech and drama major, Cindy’s interest and experience
veries from assisting Bozo's magician to the skilled art of pup-
petry. This fall, she plans tb begin graduate work., Costumes
wore in THE SERPENT were created by Cindy.

Acknowledgements
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F Opeh -hieater:
Plays Slated

An  experiment in : open
theater, featuring the “‘Serpeni”
iby Jean-Claide Van Itallie and
'\ “Viet Rock” by Megan Terry,
will he presented Tuesday at.
815 p.m, in the North Texas,
‘State  University Speech and|
,Drama Studio Theatre,

The plays, directed byl
i Mildred Peveto of Arlington for |
'her masters " thesis, will be;
iperformed by high school and
iearly college students, »

The unigueness of ﬂpen
theatre - lies in a technique
called  “transformation,” she
says. |

This technique requires eachl
actor who will ‘portray multiple .
characters, to change character’
instzntly and completely within

. Stenes and from scene to ccene
she continues,

The scenmes are in no
chronological or special order
and may have no relationship
in time, location, or action to:
ary  scenes preceding or,
following. (

Set was designed and built by
James Smithers, college fresh-i
mar from Arlmgton It sy
composed of a series of piat-
forms aligned for elevation. The
whole set is collapsible and
totally portable. -

Costumes were desigried and
made by Cindy Byers, also of
Arlington,

Dr. Stanley Hamilton, speech
and drama department, is Mrs.
Pevelo’s major professor, and |
Dr. Paul Gulley, Enghsh her
m‘nor proressor
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Wednesday, Eugus_t 4, {9_[1




.oy v, '
..i\x r
§ !
P ‘3 !
P
. :
i . -
i h Y -
e L N H
A‘ - ]
L B -
o
v v )
e h
" Y ’ .xv
. ;
: . i
L ; &
’ v : e B
M : _
g ] SRR ; .
[ ey ) - ' ...44
7 r
! Vo
.m L
H i
H & -
[P SR -7 -
: :
Pk ;
)
. i
: i
j a
Ty . ”
N A ;
g ¢
- i
3

b b

AT -y Tt

-
o e
4 i

4
T w
o,
ooy
. Ry

o




APPENDIX D:

Originel end Adapted Music Scores
of

Viet Rock
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“Fiest Woman
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The Serpent

(black, white, and gray stools)

Viet Rock

. (red, white, and blue stools)
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View

View

of Basic Set from LC.
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The Serpent

Eve and the Serpent

"How can you know until you eat?"
, : b

The Serpent

Begatting

"And Adam knew Eve and Eve knew Adam"
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During a
Pressing

)

5 i et

1 cperation
his point

o

@ ot 1

1<

¥ith a knife

Causes live patients

To exclaim 2% zudden memories.
If we press here

We get fear.

1
L



Viet Rock

", . .Listen, Dog Tag number 1077866,
I have asrrested you in the name of
morality, Christianity, and sanity!"

Viet Rock

"Next stop, Vietnam."
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APPENDIX Fi .

Photographé of Set
and

Final Rehearsals



APPENDIX G:

Finaneial ‘Statement
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FINANCIAL STATEMENT

Seripts
Royalties
Costumes

Music and Sound
Properties“

Set (Hardware, Wood, Paint,
Covering Materials)

Programs

Miscellaneous

P

i

105,62

85,00
139,82
26,60

17.01
321.75

16,20

80,00
340
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