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ABSTRACT
Titl of Dissertation: Spirals from the Matrix: The

Feminist Plays of Martha Boesing, An Analysis
Lynne Gre >y, Doctor ofF Philosophy, 1987

Dissertation directed by: Patti P. Gillespie,

Professor, Department of Communication Arfs and

Theatre

Martha Boesing is a feminist playwright who in
association with the feminist theatre, At the Font of
the Mountain, has written and produced feminist plavs

.ne¢ 974. Boesing has contributed to the development
of feminist dramatic theory and crit zism in the I
States.

In this dissertation, Boesing's twenty-two
published and produced plays are analy: 1. The
analyses are placed in the context of the experimental
theatre movement of the 1960s and the women's movement
of the 1970s in the United States and in Minneapnlis,
where At the Toot of the Mountain 35 located. The
scripts are analyzed for recurrent patterns in the use
of the stage space, the development of the characters,
the organization of the dramatic structure and {orm,
and the manipulation of the language and music.
Throughout the analyses, particular attention is given
to the ways in which Boesing's Feminist thinking

intorms her work so that feminist theatre may be



distinguished from other forms of experimental theatre.
In addition to the analyses of the writt 1 texts, a
video of a performance and the film of a play are
analyzed. Finally, feminist dramatic theory as
represented by Boesing is compared to relevant feminist
theories of literature and film.

Thus, this dissertation is a case study of a
radical feminist _ltaywright in the United States, whn
consclously rejected the commercial theatre to work
regionally, and who, in a feminist theatre, produced a
significant body of woark as a feminist in a feminist
context. Boesing's strategics of writing can therefore
he seen as rerg sent Ci ¢ A e 0 feminist

playwright.
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CHAPTER I

AN INTRODUCTION

Feminism in theatre, like feminism in society, has
been controversial. There has been no universal
agreement in theatre, or in society, about the meaning
of the word feminist, or about how feminism relates to

words like f nale, feminine, womanly. In theatre, as

in society, different groups of self-described
feminists occasionally compete--heterosexual and
lesbian femir its, black and white feminists, and
femin. who want y work within the system and those
who want to destroy and build anew. ..adeed, sc0

problematic has the term feminist theatre become thar

several theatres now call themselves women's theatres
nstead of feminist theatres to avoid the controversy

and confusion that the word feminist engenders. Thus,
the process of defining femin‘-- *%--*-2 is as

difficu t as defining feminice> " “*--ature, for within
the tt re groups, no standard ‘inition «<ists.

In spite of the lack of agreement on definitions,
there is one point of agreement among feminists in
society and in theatre: women in contempeorary culture
are oppressed, Thus, women, as an oppressed group, are
subject to mistreatment by other groups, by society at
large, and by members of their own group based on the

accumulation of misinformed attitudes and the



rigidification of those attitudes into societal
sti itions.

Some feminists have chosen to use theatre as a way
of presenting and exploring the issues of feminism,
When an organized theatre takes as a major goal such
exploration, it has been called a feminist theatre, or,
alternately, a women's theatre because the use of the
wider classification seems less threatening to some
au¢ 2nces. Feminist theatres and women's thealres
committed to a feminist perspective attempt to make the
oppression of women visible and consequently to change
misinforn {1 attitudes 17 the institutions that rigify
those attitudes. Because such artistic work is
directly affected by the political events of the
culture, a study on feminist theatre necessarily must
consider the major trends of that culture.

Despite the presence of feminist theatre, feminist
criticism of drama and theatre is in its infancy
compared with that of f 1Im and literature. At Helen
Krich Chinoy' re ren 1t cel bration . "1 th Col’ e
in 1986, Roberta Sklar called on all women in theatre
to attend to the need for feminist criticism, Martha
Boesing, present at the same celebration, agreed with
Sklar, saying, "Women's theatre has perhaps reached its
peak and is passing because now women are more
established in theatre. However, we need our work

criticized from a feminist perspective. We NEED to he
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criticized. We need feminist critics.” ! <creators «
theatre, Sklar and Boesing realize that their work
needs validation by ¢ritics who understand its purpose.

But feminist criticism in theatre and drama has

suffered from several problems: First, because of
disagreements about whose work was that of " = "3t~ in
th as opposed to that of wome~ in theatre, there

has been no general agreement on what ought to be
studied. Second, when agreements could be reached,
there have often been difficulties in finding a body of
materials that fit the criteria established by the
¢_reements. .hit , ¢ e a 1ik .y body of material |
been identified as appropriate, acquiring it has becn
unusually difficult, because many feminist dramas ha-
been collectively produced and not written down,
Fourth, there have been serious prohlems surrounding
production.

Although the first three problems are self
explanatory, the fourth probably requires some
clarification. F 1~ = y  bter  to experimental
rather than traditional. They rarely derive their
unity from causal plots and seldom use simpl2? narrative
to tell a story., Because the play’'s story is told
largely through non-narrative, often non-verbal means,
fFeminist plays, like other kinds of experimental plays,
tend to depend to an uncommon degree on the production

for their force and meaning. But it has been unusua’ '



difficut to get feminist plays produced, for several
reasons. First, almost all experimental theatres are
non-commercial. Second, almost all politically
subversive theatres are non-commercial. To these two,
feminist theatre adds a third--male producers—--who hold
the money and the power. Now, tLo be sure unproduced
drama is possible, but for a rhet¢ "~ :al theatre, no
production equals death,

With such problems as feminists working in theatre
have found, it is perhaps not surprising that they have
sought differing sc utions. Some try to accommodate in

3 way p instt n, : NI o § cre, Y h
women have occasionally been inclined te compromise
thelir own feminism even as they have written the works
that redefine women. Others have sought support in
groups outside the commercial mainstream, in separatec,
feminist groups. And even when these groups are not
immune to the pressures of theatrical production, their
attempts at collaborative or leaderless management have
occasionally caus tt 1 to be dr 1 "+ a pattern
that has come to be called "kill the leader." Their
internalized oppressions (the unconscious acceptance of
misinformed attitudes, as for example, that women
cannot be leaders) have caused them to unseat leaders
that through individual leadership talent have emerped,

When the "leader" collapses, the group cannot sustain



the leac rless management style so that the theatre
company would lose | -t and fold.

I propose in this study to address these four
problems in several ways. Firsc, I will study the work
of a self-proclaimed feminist playwright who has worked
in a self-proclaimed feminist theatre. (Juestions of
appropriateness and definition should therefore be
minimized., Second, I shall work with a body of
published and produced work that is available and that
is considered by the playwright to constitute a
coherent 1d complete hody of material. Third, T will

ipplement my t :ual analysis of the written texts by
examining the film of a part- 1lar play and attending
live performances. Fourt , I will select a body of
mat :ial that is substantial in quantity, quality, and
duration,

The published and produced works of Martha Boesing
meet these crite; "1, Boesing is a self-aware fe¢ _.nist,
a political product of the 1960s with a strong
commitment to the politics of feminism. But she is
alsc a trained theatre person, knowlede able about the
traditions and techniques of mainstream theatre,
Boesing is considered one of the major feminist
playwrights in the United States; furthermore, in
addition to writing plays, she has v .tren about
playwriting. Indeed, Bobbi Ausubel called her a "guru"

of the feminist theatre.l



Boesing grew up in the 1940s, completed her
education in the 1650s, experimented with ideas in the
1960s, and, in the 1970s, after deciding to reject the
values and work of the commercial American theatre, she
moved to Minneapolis, Minnesota. She established the
feminist theatre, At the Foot of the Mountain, and in
collaberation with that company preduced twenty-two
plays, of which two exist on videotape and one on
Film.

Boesing was the artistic director and playwright of
At the Foot of the Mountain for ten years (1974-1984),
Alt  agh st 1 ved as the artistic director of the
theatre in 1984, she continued to work with the theatre
on a project-by-pre sct basis. However, in April
1986, she announced that she was changir direc ions in
her career to seek a wider audience, beyond the
geographical area of Minneapolis, for her feminist
plays. Thus, twenty-two plays, her work produced with
At the Foot of the Mountain between 1974-1984, can be
considered a complete and coherent body.

In studying the works of Martha Boesing then, 1 am
undertaking, as a case study, the work of a feminist
playwright in the United States who consciously
rejected mainstream commercial theatre to work
regionally, and who, "1 a feminist teatre, produced a
significant body of work as a feminist in a feminist

context,.









the fiv l-length plays, as well as most of T~'-mity Jane
and The Mothe - Lo .3
The textual analysis--the heart of this
study--will seek to discover patterns in the plays
according to some traditional categories of analysis
(spectacle, character, form, language, and music}),
seeking in those categories new uses by Boesing. 1
will also seek qualities termed characteristic of
feminist drama by previous critics: transformations,
desiring subjects, multi-layered structures, cyclic
organizations, telling images (blood, webs). The
efforc will be to analyze the data as systematically
1d ¢ 1sitively as possible to discover how this
femir st playwright has dramatized her vision. Lae
larger goal, of course, is to ¢ scern what might be
more generally true, characteristic ¢~ other feminist
playwrights.

In addition te the plays themselves, Boesing's own
writings and lectures on playwriting will provide a
theoretical framework. Other sources will include
personal interviews with Martha Bec ing, Paul Boesing
(her former husband), and her close associates from At
the Font of the Mountain, Phyllis Jane Rose and Jan
Magrane. Also included will be interviews with Bobbi
Ausubel, Boesing's close friend and professional
assocliate, as well as my own experiences as assistant

to Ausubel who directed the production ¢~ A-*‘gone ™--



at t} University of Maryland in 1986. Reviews and
criticisms of the plays and productions will help to
provide a background to the c¢ontext of the work of
Boesing and At the Foot of the Mountain.

Boesing's biography is important as a reflectinn nf
three decades in which, within the same person, the
woman and artist were often in conflict. The emcrgence
of the artist from the culturally defined woman was
slow and painful and is not yet complerte. As [ attempt
to generalize from Boesing’s work to the larger field
of feminist drama, I will try to show how the artist's
personal development influenced and was informed by the
political move >nt of which st was a p -"t. Without
the liberation movements of the sixties, perhaps artha
Boesing would never have recognized the issues around
which she later built her plays.

Thro 3bout the study, the emphacs will be on the
fluences that Boesing's feminist thinking brought to
bear on her work. Following the analysis of the plays,
I will hope to ¢ aw coneclusions abm the dramaturgical
choices of this major playwright. The choices will be
viewed in the context of selected feminist critical
theories in other artistic forms, especially Eilm and
literature. Thus, the goal of this study, beyond the
illumination of the dramaturgy of this significant
feminist playwright, is to provide closely analyzed

evidence that can contribute to feminist dramatic



1

criticism 1d the rentual developn 1t of Feminist

dramacic It Hry.
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CHAPTER ONE
ENDNOTES

1Bobbi Ausubel, Interview with Lynne Gre :y, March,

1636.

2Martha Boesing, Interview by telephone with Lynne
Gr b7, I :ember, 1886,
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Brecht's well-known theories of epic theatre have
widely influenced peopl whose major interest in
theatre is politica'l.1 Most salient for the ¢urrent
study are particular studies of Brecht and his dealings
with women. Janelle Reinelt (1986), in "Beyond Brecht:

Britain's New Feminist Drama,"

argued that "for
feminists, Brechtian techniques offer a way to examine
the material conditions of ¢ 1der behavior {how they
are internalized, opposed, and changed) and their
interaction with other socio-political factors suc¢ as
class."2 Sue-Ellen Case examined "Brecht and Women:
Home 2xuality and the Mother," as an ¢ 10 nof the
new "discourse of desire and corporeality. . . an
alternative iscourse [that is] either a terrorist act,
or a aboratory for political experiments,” a discnurse
that is thus fully relevant to questions cnncerning
womeﬂ.r Sarah Bryant-Bertail also considered "Women,
Space, Ideology"” in DBrecht, demonstrating how the
females are part of the "dynamic that makes the plavs
move through the tinm nd space tt ; set up,”" a sj ,
she contended, that argues on behalf of women.

Many experimentalists have also drawn on the works
of Brecht but have been less guided by the pc itical
qualities of his writing than by his call to change the
nature of the traditional dramatic form. Sen of the

experimentalists are more guided by the thesries of

Antonin Artaud than by those of "t :ht, but what is



significant is that even without caring very much about
the politics ¢~ the situation, these experimentalists
wish to break down traditional fForms. Since many
revolutionary groups think that both content and form
must be changed, these theoreticians become important
as well, Among these experimentalists, probably the
most important is Joe Chaikin, who "has tried to extend
the boundaries of what we can communicace, . . through
the dev Llopment of nonliterary languages and

non-narrative structures for the stage,"

inspiring the
development of experimental workshops and ensemhble

¢t itions, and nourishing "resistance to
commercialism." > Chaikin is particularly signi _cant
for this study because Paul Boesing, Martha's former
husband, was a member of the Open Theatre in its
earliest days.6 Also, two of the first feminist
playwrights and directors, Roberta Sklar and Megan
Terry, worked at the Open Theatre,

Roberta Sklar's work at t! Open The tre was as a
writer for the collaborative pi: :es and as an assis tt
director.? Sklar later became interested in women's
theatre and began to ask theoretical questions about
women and feminists in theatre., Megan Terry, who is
often cited as an early significant feminist
playwright, participated in writer's workshops and
readings at the Open Theatre, “-om which her

commercially successful off-Broadway piece, " = F--',
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theatre was used by women for consciousness raising
where their primary interest was in new forms "that
have not been derived from the male-oriented and
male-dominated theatre," 8 In 1978, Patti Gillespie
described feminist theatre as a rhetorical phenomenon
in which tt willingness to be personal highlighted the
groups’' "viu ierable style of production”g with a
"woman's struggle for autonomy [serving as]| a play's
central rhetorical motive."10
In the second phase, some scholars asked questions
about the origins of the theatre, lonking to ancient
rituals in which women we : the sl 1s and tl e owe
created out of their experience IV 05 "a dance of

nl2

lifte. In ac ition, some schnlars began to wrestle

with questions of aesthetics and politics, specifically
with the implications of the meaning of the words

F A

women, femini :, ~ “1ist, and ~when applied to

questions of dramatic form, play production, and
performer training and to unresolved questions of
dramatic theory. Throughout tl © o ¢ oare Lbos
struggle to differentiate remained prohlematic because
not only did scholars disagree about what to call the
forms that women/feminists/females create, hut alsn
they disagreed about who is to do the calling: the
playwright, or the critic, or the performers, or the
audience, The result of this confusion was that a

variety of questions continued to t raised. For
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example, could a feminist critic call a playwright
feminist because she used a particular form, or must
the playwright herself be self-consciously identified?
What criteria identified a play or a production as
feminist? Did it matter what a play is called by the
critics if the audience was politicized in its view of
women?

The last phase shifted to the critics who are
beginning to create critical theory using analytical
tools drawn from other disciplines. Helen Keyssar

identified character t--1sformation as a strategy that

distinguisl sm- st drama., Her definition of
feminist transformatinn was when the "impetus is not
towards sel: ¢ :ognition and revelation of a 'true'
self but towards recognition of others and a
concoritant transformation of the s¢ [ and the

world."13

She thus surveyed a selection of plays hased
on their use of this transforming device. Other
critics have attempted to formulate theory using
semiaotic tools that show that feminist theatre disruptls
the normal discourse of theatre by changing the
functions of set, character, and proscenium,

Sue-Lllen Case and Jeanie X, Forte noted that in
addition to changing the elements nf theatre, feminist
theatre has changed the subject of theatre since "the

action of the desiring subject, the drama of the woman

who desires, 15 in contrast to the passive role
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traditionally granted woman as the object of male

desire,"

Thus, feminist theories of creating suggest that in
the first phase, feminist theatre was created out of
collaborative consciousness—raising in which the slogan
"the personal is political” was represented
theatrically; during the second phase, women's theatre
and women playwrights became self-consciously or
critically 1dentified as feminist because of their
experimentation with new forms or their emphasis on
women-centered content; and in the third phase,
fe .nist critics hegan to creat thenriecs of theatre
and drama demonstrating how women and feminigsts write
and criticize plays from a perspective that has the
potential to change the position of women in the
culture.

Theories ~° p-~-forming. Theories of performing in
feminist theatre are not so abundant as those of
creating, perhaps because ephemeral performance is nor
so readily recorded and not so acce s3ihle as the drama.
In part because of this difficulty, theories of
performance have only begun to develop since 1985, =50
there were no theories of féminist performance in the
first two phases. Roberta Sklar asked questions about
sex-role assignments and their impact on acting methods
in the early seventies, but scholars have only recently

. _ 1o
begun to answer the questions she raised. The arecas
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We do not simply come in and improvise
together. There's a psychic shift that

happens inside everyhody. [Lverybody tntally

immerses themselves in the oppressed side of

the issue or issues. Once you've done that,

you're collaborating. I think snme struggles

in the rehearsal have often heen around

somebody who refuses tn 'Hmp in to that deep

and often painful place.

Patci Gillespie illustrated that audience
participation in experimental theatre hecame a process
by which the audience moved from being passive as in
the fifties to being active, becoming performers in rhe

) . . 21 .
happenings of sixties, Charlotte Rea demonstrated
that in the 1ties women's theatre expanded the r¢
of the audience making it central to ti [ “formanc
since the productions were aimed at "a speci lized
audience and often [were] performed exclusively for

? -
n22 43 inheritors nf the work of

that audience--wonmen,.
both experimental theatres and the early women's
theatre, feminist theatre, as described by Meredith
Flynn, expanded the role of audience to include twn
additional elements: the development of s nse of
community through the re-creation of ritual and the
changing of the audience through healing. Yhile bnoth
the concept of ritual and political empowerment are
products of the political and experimental theatre of
the sixties, the concept of healing the performers, Lhe
audience, and the community was introduced by Antonin

Artaud, but healing as part of the collective event of

theatre appears to be particular to feminist theatres.,
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Two such thealres are Lilith Yomen's Theatre nf San
Francisco and At the Toobt of the ountain. Flynn

quoted tartha Boesing:

Ritual drama does. . . . what the shaman
has Lried to do, or does in more tribal
societies where the shaman as artist and as
healer has to represent and conjure up all
those 11 s that are from our deep
unconscious where they can be pained and
troubled. Ty naming them and dancing them
and painting them and singing them, the
shaman brings them out into the arena of
visual imagistic life--as we try to do in the
theatre. . . . I see art as a very healing
force in this sense. [Ye] attempt to be
healers, to literally move people from pain

1d trnuble intg a wholer, saner, I althier

way of living,

Thus, feminist theonries of nerforming have
attempted to re-define how an actor prepares, to
replace the "what if" with "this is how T respond" in
performance, and to recover a sense of community hy
including the audience in a theatrical ritual that

emphasizes healing,

Theories of Related * "3

Although not specifically addressed to feminist
theatre, feminist theories of literature and film may
be helpful to this study, In literature, most feminist
critics pr :tice two kir "3 of analysis: the re-reading
of texts to locate female representacion, and the

analysis nf women's writing tn lncate fennale style.
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Bither may be pursued through a variety of theorel :a’
approaches like those summarized by Rlaine Showalter as
the hinlogical, linguistic, psychnanalytic, and
cultural. These approaches are not inclusive in
feminist critical theory, but they are four angles from
which the analyses can be viewed.

Lxponents of the biological offer the most
"extreme statement of gender difference" in analyzing
writing in which "anatemy is textuality. . . . Simply
to invoke anatomy risks a return to the crude

essentialism, t * phallic and ovarian theories of art,

that oppressed we 1 in the pas . « . 3ome tl orists
seem to have accepted the vt 7 " 1 implics ms o
. : . S ndY o .
lemale difference in writins, Sandra Gilbert and

. ) 27 , 24
Susan Gubar, Telene Cixous, and lLuce -igaray

differently interpret the theme that the woman's hody
is the starting point for female self-consciousnrss,
Irigaray writes: "Yoman has sex organs just about
everywhere, . . The gcography of her pleasure is much
more diversified, more multiple in its differences,
more complex, more subtle, than is imagined--[so that]
"She' is infinitely other in herself."2?

Linguistic theories of difference are interecsted
in discovering patterns of use in language that
indicate a { nc”» pr sence in women's speech, reading
strategties, and writing. [n this argument, specific

uses of langquazge are generalized as examples of female
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universals. ‘Hany French feminists advocate an "oral
- - : [} H'}r}
break frem the dictatorshin of patriarchal speech.
. .31 X 32 , 2
(WUhittig, Gauvthier, MecConnell-Ginet 3).

The psychoanalytic perspective, recnnsiders Freud
and Lacan to establish woman differently in the

34

psychological order. Annie Pratt and Barbara

) 35 - . . “q
Rigney offer alternatives to Preudian thenry. lancy
Chodrow plac 3 the Oedipal stage of child development
earlicr than the eighteen months of the Lacanian
scheme, 5o that the female infant sees women nnt as
Other but as the source of both identification anc

. 36

nurturing.

The cultural approach draws from and 1 fefines
each of the previous perspectives in an attempl Lo
"plot the precise locus of female literary identity and
to describe the forces that intersect an individunl

n37 The cultural

woman writer's cultural Ffield,
approach is more concerned with seeking out evidence of
female repression in a woman writer's "cultural f[ield"
than with lookinn for evidence of female essonce.

The recurring debate in the literature concerns the

question of female essence versus female repression,

Many feminists are looking for an essential femaleness

in writing and creating, whereas others are seeking
evidence of the opn n in the

literature and the culture. BSoth groups, however, viey
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women as culturally powerless and therefnre assume a
politic basis to their theories.

Similarly, feminist film critics are interested
in re ceading the cinematic text for examples of
woman's repression and in re-creating images of women
on the screen. Like literary theorists, [ilm thenrists
use several approaches. Among film theorists, the
major division is between the Americans, who use a
sociological approach, and the Tureopeans, whn use
semiotic and psychoanalytic approaches. The
sociological approach portrays woman’s truth on the
screen 1 if ot for of rhat truth [ 5] =sir  ar tn
the doninant forns of representatinn under patrincchy,"”
whereas the semiotic/ psychoanalytic approaches focus
on radice ly new forms of representation that express

w33

" ructh, Also, like the literary

wormen's unique
critics, most film critics unite in viewing the
oppression of women in the culture as politically

based.

The theoretical models provided hy literature and
film may be useful for this study because they have
been developed over several decades and are debated
both in the United States and in Turope. TFeainist
critics in theatre may benefit from rhe Lhinking of the
literary and film critics even while acltnowledaina the

differences in the art feorng.
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hecause her social situation created her allenation

from the mainstream. As someone on the outside,
Boesing had a perspective and an experience that bo

created and contributed to her work as a playwright

director, and a critic.
Martha Boesing was born on January 24, 1936, i
New Hampshire, and her childhood reflected the dark

side of the American dream. Boesing's mother (born

1895) escaped her working class Irish background by

marrying her boss, infuriating both her poor Cathol
family and his wea thy Protestant one. She created
extreme isolation for arself; when I - ht " ind

commiti 1 suicide, she was blamed for his ¢ 1th by
family. She married Martha's Father shortly after
First husband's death, and, in Boesing's words:

. . . it was a disastrous marriage. They

agreed to have a son to save the marriage.

I'm it. I came into the world as a kind of

savior. I failed. My first project, and I

failed., He left. And my mother became an

outrageous alcoholic.

In the little town in New Ham; "ire where they
lived, Boesing was a misfit because, in the forties
"the news wasn't out that alcoholics were members o
13

families, and I had this alcoholic mother.' Boesi

father compensated to her for his desertion by send
her to expensive private schools. However, his
generosity did not extend to clothes, cash, and oth

external symbols of wealtbh, so that while she atten
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experimental tt atres of New York, her real work in
theatt E :ran with children.

Martha's first marriage ended while she was at the
Firehouse, and coincidentally, while there, she met
Paul Boesing, who would be her second husband.

Paul directly influenced Martha's later
professional development. lle had been trained in music
and drama at Indiana University, and, while playing 1in
the army band, he traveled to Atlanta, where he studied
acting, 1His teacher worked out of the Academy Thecatre,
and, as an advanced student, Paul began working there
in I¢ . He began his work as a professional actor
immediately after finishing his university training,
playing many of traditional roles whi > part :ipating
in the beginning of a theatre. He left in the ecarly
sixties and went to New York for a ycar and then
returned to Atlanta to continue working at the Academy
Theati in the Shakespeare Festival when he met Sid
Walker, a director, who was also at the Acadenmy
Theatre.

Paul and Sid Walker established a relationship
which they continued in New York. Walker started doing
workshops with Joe Chaikin, and, after some persuasinn,
convinced Paul to attend.

Initially, Paul's contact v :h Chaikin was not
positive; Chaikin's workshops were very much like

Second City's comic improvisations, and, as a
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Paul was at the forefront, Martha, with her children,
was on the periphery of what turned into a milestone in
revolutionary politics.

Martha's slow awareness of women's issues really
began at the Firehouse Theatre, which was, she
explained:

. . .the artistic center] :ce of the lUpper

Midwest's student protest and antiwar

movement. . . . [the theatre] forced the

audience to confront the issues of the day:

the VietNam War, materialism,

self-centeredness. The theatre offered a

vision of international solidarity, 14
anti-materialism, and connectedness,

Artistically, Boesing believed the Firehouse was
"the most extr 1e of all the groups crea' g
experimente theatre in the sixties, the closest to

Artaud's vision than any."l5

Artaud sought

comm ication that went beyond the written word so that
the audience experienced "the 'divine terror' of the
theatre. . . in performances as incapable of repetition
as any other important human ac ion . . . to implicacte
the mind, the senses, the flesh, even the destiny of

the audience."16

The Firehouse Theatre took this vision to a
dang -ous extreme into "more convoluted, darker areas
. ']1? . " . .
of expression. Paul descrit | performances in which

a eight-month pregnant woman was pushed unexpectedly

from a scaffold, dropping to the stage twentv feotl
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below. One time an actor chased anolher while slapping
a burning rope against the floor, and another actor
grabbed someone's purse, found mace in it and started
spraying around the audience.18 Behavior that was
violent rather than expressive caused Paul and Martha
to leave the Firehouse altogether.

The Firehouse was exceedingly radical, even
revolutionary, but sexism dominated in it; however, “‘e

thea-—- ¢*7 -nt see its own sexism. Boesing observed

that "the women were not so present in the Firehouse.
Tt was an extremely male dominated theatre. The women
did not hegin to emerge in the theatre until tt early
seventies when [the theatre] moved to San . ranci .19
While Martha and Paul were at the ._r 1ouse, however,
"women ran the theater, the books, the public
relations, the box office, the sets and the rehearsal
schedule, while the men were choosing the plays, the
directors, the schedule and who got to talk to Joe
Chaikin and Peter Brook in New Yorl(."20
Boesing's awareness of sex n in the T -ehouse
Theater was expressed theatrically in her recent play,
Free Reign (1986), which goes back to reconsider that
whole experience in an attempt to understandlhow such a
radical theatre conld have become trapped 1in
traditional sexism. She has documented the history of

the Firehouse through extensive intervicews with the

ma jor women who worked there during the sixties. The
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IRENE:No praise, no blame.
THE MAN:At the end, it was like Atlantis had
[allen into the ocean.

CORA:We knew we were different, . . and that
our differences would eventually be
absorbed

THE MAN:But she [Sylvie] just jumped into the
center of it, And when she got all she
could out of one thing, she went on to

something else, . . like she was
consuming life. 94
MADGE:Christ sveryone was wired!

The issues that later consumed the womeén's movoment
filtered through the comments about the daily routines
of the women in this theatre: Who cooks? Who washes
the dist ? When do the men share in the housework?
Who is responsible when the child: 1 in need?

"When you're young. . ., it comes as a rut awakening to
know what it really meaas to have cl tdren =and bring
the p."25 The questions of "being good™ and "being
open," of trying drugs and dealing with anger, of

n

"being out there on the edge," dominated the

monologues; in the end, was it all just an enormous ego
trip?26
The women who were interviewed for the material in
the play did not note the contradiction between their
traditional roles and their experimentation. Like
Martha, they did not appear to know at the time they
were involved in the theatre that there wel other
choices for them in their relationships to the men,

and, in 1986, as they reflected on the 196Ns, they werc

gsurprised at their own behavior.,
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After Martha and Paul Boesing left the Firchouse,
they became involved in writing music and in working
actively for peace, Paul said, "We lived off of our
folk singing. Soft, sweet, lyrical songs. Even if
they were angry, they were lyrical.'-'z7 At a coffee
house for folk music, the Boesings were heard by Lhe
director of a Minneapolis opera company who was
interested in producing new operas, He asked them if
they wanted to write an opera. Before making a
decision that would keep them in Minneapolis, they
travelled to the west coast, a journey by van from
Vancou' - to San Francisco with Teir thre children
(in addition to their ¢hild, Jennifer, they had
Martha's son, Curtis, and their adopted child of color,
Rachel). Paul, meanwhile, was accepted as an actor at
Stratford in Canada, but, because Martha would have
been idle, he declined the opportunity. The Boesings
decided to go back to Minneapolis and write opera.

Ten years earlier in the early sixties, Martha had
come with her first husband to Minneapolis, no
questions asked, When she returned to Minneapolis with
Paul, it was a mutual decision. Two things may have
been at worlk: first, they both may have been
influenced by the women's movement, and, second, Martha
and Paul both feit Martha's career was as important as

his. The change certainly reflected Martha's growing

vareness of the way in which her life was dictated by















50

. . 34
in that van on the street for the entire summer."

The company worked out of church hasements, producing
Martha's work almost exclusively, and in that summer,
they opened the theatre that was to become the lonnest
living women's theatre in he United States, At the
Font of the Mountain.

The development of At the Foot of (he Mounrain
into a woman's theatre that fostered the feminist views
of its founder, director, and playwright, Martha

Boesin is the concern of Chapter IV.

5y

Martha “nsesino's 1 s embodied a major slogan of
the women's movement, "the personal is political,”" ~r
Boesing's personal development and her professional
development were inextricably linked. From 1954, when
she began spending her weekends in the dorm at the
Connecticut College for Women, listening to poets aud
drinking whiskey, to 1974, when the production of ™
opened in Minneapolis, HMartha's personal growth was

directly connected to her increasing awareness her nwn

political and professional power. he lived the
slogan: her personal discoveries were political, and
her political beliefs formed the core ¢~ her personal

artistic expression.

AN
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CHAPTER IV

MARTHA BOESING: DIRECTOR, PLAYWRIGHT, AND THEORIST

Martha Boesing and Her Theatre

The immediate context for Martha Bonesing's
beginnings with her theatre, At the Foot of the
Mountain, was Minneapolis, a city in which feminist
theatrical activity was varied and intense. In

Novemher of 1975, Linda Picone of the Minneapolis

Tribune described the events occurring in the area,
¢ nstrating that "the kinds ¢ things the tak the
title 'feminist theatre' vary as widely as do the

.. L. 1 . .
definitions of feminisc." Picone reviewed soveral

I,

feminist productions: Martha Boesing's, River Jourmna
produce by At the Foot of the Mountain; ° ° in a

Lage, writ en collectively by the feminist theatre,
Circle of the Witch; Pat Sun Circle's Cory, produced
[ vender Cellar Theatre; and The Women's Patrol, the
guerilla theatre whose main effort was to "pass out
roses and smiles, plant flowers in unexpected places
and perform a periodic show of song, dance and
comedy."2 In addition, Piconc mentioned twn other
groups who "dabbled in feminist theatre,” Alive and
Trucking Theater and the Powderhorn Puppet Theatre,
The summary of theatres concluded with Picone's

observation that "The idea of feminist theatre is to

present a feminist messagc in a dramatic form. . .
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[while serving as] an encounte :! r-apy group for those

"3

involved in it,

As the newest theatre at the time of Picone's
writing, 4t the Foot of the ountain was just
beginning. By 1980, while the Alive and Trucking
Theatre Company and the Lavender Cellar Company had
stopped producing, At the Foot of the Mountain was
prospering.

At the Toot of the Mountain really began in
Cambridge, Massachusctts, in 1970, when [artha and Paul
sing 2can "1ter sted in stablishing a theatre.
Moving first to Atlanta, the Boesings finaliy
established their theatre in Minneapolis in 1¢ . The
process of naming their new theatre reflected their

gsearch for both personal and theatrical roots:

After much discussion, the group decided
to name the theatre by casting lots with the
I Ch" 1. The first hexagram produced was
calleu "The Spring at the Foot of the
Mountain." Not being able to decipher a name
out of that, they cast lots again. This time
the hexagram instructed them to "go | :k."
When they cast lots for the third time, they
again received the hexagram "The Spring at
the Foot of the Mountain." Interpreting this
in Tight of their attempt to rediscover
roots, both in their lives as well as in
theatre, they named the theatre At the Foot
of the Mountain. °

Thus, At the Foot of the Mountain was founded and
named. [n its orginal form, it was an experimental
theatre. In the summer of 1974, twn original one-act

plays by Martha were producecd: ™ in which women

L
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as] an encounter—~therapy group for those

ll3

[while serving
involved in it,

As the newest theatre at the time of Picone's
writing, At the Foot of the Mountain was just
beginning. By 1983, while the Alive and Trucking
Theatre Company and the Lavender Cellar Company harl
stopped producing, At the Foobt of the Mountain was
prospering.

At the Foot of the Mountain really began in
Cambridge, Massachusetts, in 1970, when Martha and Paul
Boesing became int -~ested in ¢ :ablishing a theatre,
Moving first to Atlanta, the Boesings [inally
established rheir theatre in Minneapol in 1974, The

process of naming their new theatre reflected rtheir

search for both personal and theatrical roots:

Alter much discussion, the group decided
to name the theatre by casting lots with the
I Ching. The first hexagram produced was
called "Tbe Spring at the Foot of the
Mountain." Not being able to decipher a name
out of that, they cast lots again. This time
the hexagram instructed them to "go back."
When they cast lots for the third time, they
again received the hexagram "The Spring at
the Foot of the Mountain.”" Interpreting this
in light of their attempt to rediscover
roots, hoth in their lives as well as 1in
theatre, they nam%d rhe thealre At the Inot
of the Mountain,

Thus, At the Foot of the Mountain was founded and
named. In its orginal form, it was an experimental

theatre, In the summer of 1974, two nrieinal one-act

plays by Martha were prodnced: Pimp, in which women
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sell out ecach other and themselves for men, ant
Go'7r--, in which men struggle to make contact with
each other "through the barriers of convention and
frozen emotir)n."6 Both plays were inspired by
newspapcr articles dealing with parent-child
relationships, the first about a wnman indicted "for
sclling her daughter fnor $40,000.00, the second abour a
father accused of castrating his son."’ The two plays
exemplified the daring with which Boesing presented her
ideas before she declared herself and her company

Ionlr .

During the six months t : osllowed, he company
went through changes, partially because of individual
work on primal Lherapy, partially because the Boesinas
were e: rienci 3 marital difficulties, and partiolly
because Phyllis Jane Rose, who had joined e group,
hecame Martha's closest connection, both professionally
and personally. Jan Magrane, an actor w » had come

wilh the Boesings from Atlanta, described those carly

years:
We were so ambitious. We just decided
on a season of  ays that we were going to
do. . .We were doing all the beginning things
of an institution. We werc getting

non-profit status. We were writing grants.
[ built sets in my hasement. I did the
costumes. After that season, we toured in
Phyllis' van. We worked really hard, and I
look back on that as one of the_richest and
most exciting times of my Llife,
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Perhaps because Boesing had been a political
activist and a theatre artist, she saw political and
artistiec goals for &t the Footr of the Mountain: she
was unwilling to separate them or to make one more
important than the other. This dual commitment showed
clearly in the political and artistic statements

developed by the members of the company.

At the .vot of the Mountain'™- T ' :al
Statement

RADICAL--from the Latin word 'radix,' meaning
'root.

POLITICAL-—from the Greek work 'polis,'

meaning 'city.' Anything that effects the
relationships and quality of life among
people in a community is 'political.' Arte

can reinforce the values in a community or it
can challenge them; in either case, ALL ART
IS POLITICAL.

AT THE FOOT OF THE MOUNTAIN charges all
participants in the theater's activiries:

to see, with radical vision, the roots nf all

15SUEes;

to create, from the = roc 3, alternative
analyses, solutions, visions;

to honor the artist's political responsiblity
to he of service;

to revolt against misogyny and all related
violations of the human spirit whereby one
person {or groups of persons) has power over
another;

to renew hope and celebrate the healing power
of women;

to remember that the ends never justify the
means, for the means always detcrmine the
ends;
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to maintain personal, political, artistic,
and financial integrity;

tn allow these political values to inform all
artistic, e?gcational, and management
activities,

Equally important was At the Foobt of the

Mocuntain's Artistic Statement.

At the Foot of the Mr-atain's Artistic
Statement

PROFESSIONAL--from the Latin word
"profateri,' meaning 'to declare publicly.'
In its radical sense, a 'professional' is one
who speaks out and assumes full consequences
of one's words and actions.

THEATER- from the Gre¢ : word 'theatron,'
meaning 'viewing place,' akin to the freek
word 'thauma,' meaning 'miracles.' The

theater is a place to create and witness
miracles.

AT THE FOOT OF THE MOUNTALN char s all
participants in the theater's activities:

to illuminate, share, and teach the political
values At the Foot of the Mountain in altl
artistic endeavors;

to create theater directly out of the lives,
values, and visiocns of women;

to honor the healing and transformative
powers of art;

to respect the artistic discipline necessary
to create the magic that makes the theater an
awesome catalyst for social change;

to recognize that, as a performance tool and
resource, training and discipline for the
emotions is as essential as training and
discipline for the voice and body;

to evolve new forms of theater, exploring the
relationship of form and content,
understanding that new content cannot be
expressed in old forms;
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tn discover and illuminate the theater which
has been handed down to use from our mothers
anq grandmoEEers, from generation to
generation,

During Boesing's years with the theatre, the
company strugagled to be loval to its commitments,
balancing artistic excellence with experimentatinn in
both management and production., As a Fully
experimental and a fully feminist theatrical
organization, At the TFoot of the Mountain was unigue in

e Ur i< - for i 5 consistent productivity and
its lonaev .y. "The company has grown from [our
full-time and five part-time members to fifteen
full-tine members., [Between 1930 and 1952] yearly
- . ”].?
zome . . . mot than doubled,

noesing left At the Foot of the Mountain partially
because of the personal break-up between Phyllis Jance
Rose and herself. Rose, who has remained as the
producing director of At 1 e Footr of the MHountain,
asserted that:

.+ » . our mission is to inspire our audiences

to generate a just and joyous world. .

[with] an ensemble of women because that

creates a vulnerability that happens when

women arc alone together, It's really 18

important to create a safe space for women.

At the Foot of the Mountain provided the safe

forum for Martha Boesing's artistic directing and

writing. From 1974-1984 the work of the playwright and
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the Lheatre was linked, and during that time, Bnesing

developed extensively as a playwright and a theorist.

Martha Boesing and ller Theory

The close connection between Boesing and her
theatre encouraged her self-conscious consideration of
her theatric:  choices and, in fact, allowed her to
develop feminist theories and test them constantly
against the work that was in progress. Conseguently,
-ng as writt 1 and practiced original femin. -
dramatic theory. Most feminist plavwrights do not hive
a forum available for the practice of their ideas.

Some ideas that have been attributed to Boesing,

howeve , were expressed through the character Abigail
in The Web, and thus represented the ideas of the
character——-not necessarily Boesing. Nevertheless, the
issues Boe ir raised in the [ 1y were debated heatedly
at the American Thearre Association' W¢ 2n's
Conference in San Francisco in 1984, In the keynote
address, Joan lolden attacked Boesing's "orgasmic
theory”" of feminist aesthetics. I[lolden took the theory
fFrom a speech by Abigail:

The interesting thing about Aristotle's
theory of tragedy is its kinship to the male
orgasm. . . Consider the standard that the
fire four acts of a good play be built to a
slow crescendo, risine up and up, at an

ever-increasing intensity of emotion, until
Finally Lhe climax i{s reached and there 1s n
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tremendous outburst of passion, a catharsis,

if you will, after which, in the fifcth act, a

speedy decrescendn immersing the hero in an

overwhelming sense of exhaustion,

expenditure, and loss, until he comes to his

final resting place, usually in death. Given

this classical format of biclogical

decerminism, it follows that women's plays

could or should be multiorgasmic in form,

small mini-scenes perhaps, coming in waves of

emnotions, crests and valleys, like the ebb

and flow of changing tides, and finally

consummating in a sense of nourishment and

p]enLiEade, the creating of new life,

birth.

Holden objected to a "mini-scenes™ concept of
feminist writing hecause as a woman and a feminist
writer herself, she d¢ 3 not write in the struclture
described by Boesing. Therefore, Holden asked, how
coulid 1is particular struc are be used as a defining
aesthetic for feminist playwriting? Be sing answered
hy reasscrting that this particular description was
part of & characrerization, and, while multi-orgasmic
writing is interesting conceptually, she, Boesing, does
net consider it fundamental to a feminist aesthetic, a
position she reiterated at the University of Tlaryland
in 1956,

Boesing, however, has asked questions about female
art: "What is a woman's space? How does such space
differ from a theatre of patriarchy?" She has nrgued

"relir 1ish traditions

that women shout 1 strugale to
such as linear plays, proscenium theatre,

non-participatory ritual for theatre that 13 circular,



intuitive, personal, . ." emerging
woman's consciousness.

doesing has also presented masculine ar’
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L]

20

into a rebirth of

feminine

polarities in art as an extensinn of the orgasmic

concept to emphasize qualities which have been

denigrated throughout history,

[such] as intuition, emotion,

"'Temale' qualities

nurturing, healing and

supporting must be owned and developed by women, not

repressed and substituted for by

powerfulness,

analysis, agsression,

Ly

and competition.

'male' qualities of

w2l

Boesing, during her frequent lectures to colleges and

universities

workshops variations of the
demonstrating

the patriarch

around rthe co

the differences

and that of the

ry,

matriarch.

reproduced for h«
following chart

betweon the theatre of

The faollnvi ne

chart was presented at the Unversity of ‘laryland in

1984,

ISSUR

ORGANTZATION

APPROACH

FORM

MASCU™ 1
Power:
Control

Conquering

lierarchal
Iindividualistic
Competitive

Abstract (Ideas)
Analytical

Togical
Linear
Codi _.ed

Rigid

FEMINTIST

Relationship:
Release
Connecting

Mutual
Collective
Supportive

Concrete {(Detail)
Emorional
Intuitive

Cyclical
Changing
Fluid
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Woman 2: But when I feel guarded, I ~2el
scared and angry, that's why I wanted Lo
check that out. . . Are you scared?

Woman 1: Ho, I'm not scared. I see guarded
as a legitimate feeling.

Woman 2: . . . guarded isn't a feeling.
It's a reaction. It's true. 1It's a
reaction to a feeling., It's not a feeling.
Woman 3: It is5 true. Guarded is not a

feeling. %g's like saying I feel happy and

blue-eyed.

The cirecle continued until the women reached an
agreement on the basic emotion felt by the "guarded”
member. Becav. » - issue concerr | 1sion hetwe
heterosexual and lesbian members of the conmpany,
according to Flynn, the woman who felt guarded was
fearing attack for her lesbian 1 festyle. The feeling
circle helped her to recognize her fear so that she
could, perhaps, no longer feel guarded while working
with the other actrors.

The feeling circle served both personal and
professional uses for the actors, The personal use was
closely associated with the work developed by
consciousness-raising groups, and thus assisted Lhe
actors to understand their own feelings. The effects
of Lthe person:” 1 > showed immediately as tensions
between actors dissolved into laughing and hugging by
the end of tlr rehearsal. By contrast, the
professional use was specifically as an actin? tool in

character developrment, and its elffects wet Fore
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difficult to identify, frequently occurring over a

period of time and translating on the subconscious

26

level into character work.
Boesing's ideal of how the feeling circle could

ultimately affect the actor's performance is explained

in her interpretation of Brecht's Alienation Terhnique:

[ often talk about 'wearing the mask'
which 18 a Brechtian concept. The actor
holds up a mask and in effect says, 'This is
a character' so you z ways see the actor.

You hold the mask two or three feet away from

you and say, 'llere is the character and T am

the ac - p1 - 1ting this character.' VYou're
lways aware of the actor. I differ f >m

Br ~ht with this actor over here. 'hat I

described sounds like the alienation
technique; presenting the character so you
always have an intellectual difference.
Brecht's thing was to remain free tn judge
this character and not get emotionally
involved, I try to use that same technique
of presenting the character over here, but
talk about being aware of what the actor is
feeling and going through so that the actor
is a person who is being made vulnerable and
open at this moment in time in front of the

audience. . . this allows me at that moment
to do the exe opposite of what Brecht was
after, which to nnect emotionally and

therefore reaily e L 1il I'm in the

presence of someone telling me a true
painful, beautiful, awful, terrifying
experience of their own lives which will
maybe touch me, get me to notice that about
my own life and move me literally from one

place to another. Tt's like usine the
alienation technique to get the exact
opposite effect., Literally pu’ [ sple to a

real emotional moment 5hat is happening right
now with that person.

Thus, using processes that grew nut of tlhe

consciousness~raising groups of the women's movenent in
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the FoolL of the liountain can Perhaps be attributed tn

the ways with which Boesing influenced the theatre

practices. As the director, she provided the

theoretical framework for the productions as she

facilitated ths developmer nf each actnr individually

and the ensemble as a whole. One of the actors, Chris

Cinque, described lartha's technique:

I think Martha is Just brilliant at beins
able to . , . put aside her nwp wishes, Eand]
re¢ ly listen., . . toq people and not be . ., |
threatened by thac, . ., 1 think she nuts

aside her opwn opiaéon because she wants to
say what is true,

Thus, At the ..ot of the ‘iountain developed tho

experi o2l technique of company collaboratinn by
applyine their theories of fe  nis thinking by wor in-

with consideration for the feelines of all nmenberys,

They taereby practiced the connective form of “owor

relations.

Pitual Dr--~-

i
ta

vesing described the kind of theatre At the Foot
of the Mountain created as ritual drama. The purpos.
of the ritusl was to change the emotions of the menbers
of the audience as they participated in the enntional
experiences of the o .61 ., Boesing described the
event:

To take the olay and hopefully move
people and touch them and their lives in a
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personal way--which of course the feeling
circl leads us into--that whole experience
makes our plays very emotionally and thought
provokingly immediate. To be al e tn have
that experience and then in a literal way to
experience it and express it right there in
the moment by involving them in some kind of
activity--lighting candles or naming names or
speaking their thoughts outloud, sharing
something with a neighbor. This is, I think,
a wonderfully rejuventating experience,for
[the audience] to have in the theater.

Perhaps the ritual drama was the means by which
Boesing conceptualized the blend of the political and
artistic goals of the theatre. The performances made

ceremor oL < the common events of every day lifem,
such as a mno! er's brushing her daughter's hair hefore
school. "Tf you 1ift that up and somehow throuch
repetit ve motinns or through a litany attached to it,
or music, or by changing the vocal quality to it, or
finding the emotional presence that is so profound
under that--the love expressed, or the hate expressed,
or what rser 1s expressed--embellishing it by taking the
gesture and the _.eling, crysta’ zing the ceremony of
that--then you have lifted it into something. . .
callfed] ritual."3l
Thus, in Boesing's theatre, the performers and the
audience share a theatrical event that
expresées—~through ritual--their personal cxperience
and their emotional lives. Daily events are expressed

artistically and ther »y are made polil ~:al. The

personal and the artistic are made ponlitical as they




e public. The int vidual and rt} smmunity may
be changed and healed as the "affections and spirits
and Feelings of the audience literally become a part of

[the] p]ay."32

Healing seems to be an important element in
feminist theatre. Boesing sees art "as a very healing
force" and theatre as a place "where it is safe to
experience the transformation right while it's

happening."}3

Thus, in tt theatrical event, Boesing
hopes that both performers and audience members will
experience a [ -sonal transformation, and that they
carry that transformation inot the culture to wnrk to
eliminate oppression in all forms. She commented, "I

am final  r convinced that what we are dealing with

culturally is the guestion, 'What are we?', and we are

looking for and MORE is not flesh and bones. We
need to look into the center. We need to all meet

snomewhere in a real way to heal.

The feeling circle, the work of the company
together, and the development of ritual drama are part
of her emphasis on an experience which heals and
transforms. For Toesir , the tF itre is not a place Lo
experience momentary pleasure or pain; the theatre is
the beginnina of a new end cause--"to change the

world.,"3?
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CHAPTER V¥
THE WORLD OF THE PLAYS:
MARTHA BOESING'S USE OF THE STAGE SPACE

The preceding chapters have presented the conlext

in which Martha Boesing founded At the Foot of the

Mountain and subsequently began to develop specific

theatrical processes that were distinctive both to her

and to feminist theatre. The processes (the feeling

¢ rcle, collaborative production, and ritual dramn)

contributed to the creation of Boesing's larger work,

lier pr Juced and Slished plays,

The analysis of the plays can begin with an

immec ately tangible question: How does Boesing use

the star space? In experimental thearre, this

questic 3 particularly relevant because the

rearrangement of the stage space has been one means by

which directors and playwrights have redefined the

conventions of theatre, something contemporary critics

are 1lil .y > "7 ¢ o1 1 :ting the code of

traditional theatre., Breaking away from the style of

realism, experimentalists——parcicularly feminists--have

continuously changed Lhe environment of the stage sn

that the theatre is the physical manifestation of ides-3

rather than of the objective reality that exists

outside of the theatre building. 1In realism, the

living room on the stage mighL be the same as that in

the average home; in nen-realism, nr even whnt could be
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pickure <presses the

termed anti-realism, the Stage

director's ideas, and when the director is also the
playwright (as in Hartha Boesing's case), tb stage
| :ture alsc represents the playwright's ideas.

of Martha Boesing plays, the

I'n the texts

prefaces, which are often lengthy, the stage

directior , and the dialogues indicate a use of stage
space that is experimental. yithin the larger division

plays {(one-act, full-length, and

of the single-authored

historic collage) and the collaborative works, an
First, most of the

additione three groupings occurl:

one acts have no sets, 0o large set pleces, varied
small set pieces and props: and occasional larg

costume pieces that include masks. Second, most of the

collaborative and collage pieces are placed in an
environmental set that 1s @ general location that may
] as the stage; for

surround the audience a$s wel

Too takes place in
—_2
; enter through barred

example, Ar’-gc "the holding cell

of a pi " and the audience B
gates. These plays contain large, moveable se¢ pileces
that may transform from one object LO another, and 2
larger number of detailed props and costumes than the
first grouping. Third, the full-length plays written
by Boesing, indiuidually, as well as one
mixed-collaborative play, Thﬁ.ﬂﬁ_"ﬂzlﬁﬂ’ are placed in
c -efully described sets that '€ multi-levelerd and
multi-roomed. In LWO cases, the sets contain a smaller
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stage [or a play within the play. In this last group
g ,
boLh large and small set pieces are used, and

the props
tend to be realistic in style,

Vo A
Thus, Boesing s use of the stage sSpace ranges [raop

an empty stage to complex stage designs involvinn

multiple scenes taking place simultaneously on multiple

levels, Her stage plcture begins with the ¢logn

*

womb-1ike image of the one acts,

in which stark tights

focus on two or three actors, widening to the picture
nf the longer plays in which a central point is

surrounded by higher and wider levels of action takine

place in ecxpar '»d sets. The stage sps @ seems to

continually expand outward as the plays, themselves,

become more complex.

The Wmpty Spa--

The largest group of plays by Boesing call for no

gets, Of the eighteen plays studied, eight arre in this

category (five onc acts and thr full ength

collaborative pieces). For several of the nne-arts, the

stage directions clearly indicate that the space should

be open and empty. For example, “"Journey to Canaan

. 2
takes place in a large empty space.” Tn the preface

of "-- Song t~ ~~ *mazon,

Boesing writes, "This is n

play for two women, [t is a celebration and ritual

enactment of their friendshiy :he multiple masks and

the deep bonding. It is for you to provide the
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of - . i , .
one-acts, it contalfs the clearest feminist message
(=)

in the rc-teliing of a soman's mythology.
+ An Illumination iz a one—act that

Tho Te-p Tives
predicts the future 1in the surrealistic style of Lat~*-
Hings., However, instead of ushering in a new age, the
world after a nuclear holocaust 18 portrayed as "Lhe
frightened opportunist, Babazanocose, seclks redemption

and Karushka, the old

wl5

by burning a witch and a faggot;

ce from all. Farushka is

hag, cries out for repentan
situated on a raised platform, the only set piecc on
the stage, and the props (an app! takes, colir

Bibles) symholize sOME aspect of the mythology of the

dy g planet.
in 1934, represents a summary

T~~~ Gringae written

isible 1in earl The play is

of techniques Vv ier plays.
placed in this grouping only becausct there 1s no sot
indicated. In all other respectss ir differs: it is
collaboratively written ©Ff a particular political
issue: the cast 18 larges and the style appears
multi-visioned as do the other collﬂboratively writcen

plays. Like The Last Fire, there is @ central
political issue-—war. Unlike The Last Fire, however,

ns overlapping

pnarratives as Lhe

Las M~-i~qas contal
struggles of Nicaraguan women are splashed through
simi -ancous ¢ ories of middle and vorking-class
American women. 1e content of the parratives is
without the surrealistic tone of

factual and personal,
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ofL : ; At i
en transforming set pieces--that 1s to say, set

pieces that initially Function, for exanple, as towers

nto tanks (in Ashes, Ashes We

and then later change 1

all Fall ™ . The plays in the second grouping, all

full-length, are either historic collage pieces or
cc” ab¢ atively created pieces. They are Mad Emma;

Ashes We all Fall Down;

Calamity Jane; Junkie!; Ashes,

and *-+‘-one T20.

Mad Emma, a single authored play, is a portrait of

" ima ian an "a tribute to her vision and her
sur- sz in the face of the world's view of her as a
witch, . . .Based on rmma's life and writings, [the
play] is a montage of episodes and songs conceived to

be pe¢ formed in front of glides or a Film of the times
5. - [ P wl0

she lived in--a documentary backdrop to herl passion.

The stage is bare when the play opens, except for a

ladder with either a shelf or @ small table heside 1t,
on which there are & crocl 7Y pitcher and a ip glass
mma, the

with water in themn. The characters are i

adult; Emma, the Child, symbolic of her vision; anrd the
Friends, her foes, her teachers,

.
lan who represents her

her lovers, and her imprisoners.

Fmma drags @ three~sided cart

In Lhe first scene,
on the stage, into which the lan throws rhe Child after
her first arrest, SO ¢t hat the cart ther 1fter is the
set piece around which the action occurs. The cart
servesg as a wall, @ soap-bo¥, @ stage, @ wagon. @
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ratlway car, a prison, and a ship. The removahle boards
are used to transform the piece ir > its variations,
and also as weapons to threaten various characters in
the play.

As a counterpoint to the movable cart, the ladder
remains in the same position and is used for escapes
and as a perch for the more powerful of two characters
in conflict. The Man ascends and descends the ladder

many times throughout the play, frequently changing

n ¢ and characters in the process. The props are
few, but they are used prec: >1l: ‘or example, tf
glass + ~ water, which is often thrown in the face of

the enemy and is also used to teach the Child to wiallk
w £ out spilling a drop {(external discipline). The
whip and the flag are used as symbols of submission and
conquest, and the masks allow for rapid
transformations, that is, as one actor plays many
characters, the changing of the masks indicates tihe
accompanying changes in character.

1d Emma, written in 1976, introduced set picces

that re-appeared in Dora Du Fran's Wild West

Extravaganza ¢~ ™"~ "eal Lowdow~ -n Calamity Jane!, a

full length, bhistoric collage piece in which a wagon
and platforms make up the set. The environment is a
large arena "like the old w' | west shows. The wagon,
wht " :h is the central image, {is] moved from scene to

"

. , . 17 .
Scene to ive a sense of journeying."” [he play, a
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exposes the madness of nuclear armaments and the

irresponsibility of our escape from the lessons of

history."zs

Ashes is in two acts, with nineceen scenes and

seventeen "hallucinations.” BEach scene is followed by

a hallucination, indicated by the moving of a set

piece. Miriam's house is represented by a chair and a

lamp, and the grander global background is symbolized

by literal two towers that eventually represent tanks,
with various platforms arranged around the towers on

the stage spac . The platforms are »>metimes whirled

around as the scene changes, Lo represent movement not

or y between the public and private domain, hut alszo

between the hallucinatory and the real. In addition to

multiple uses of the stage space, the speeches retell

past events {the Black Death, Hiroshima, Auschwitz,

Dachau), some of which are enacted, so that Ashes is an

almost d° z3 ° rTeview of history that also illustrates

the present and predicts the future. The spatial pivor
is Miriam's family, but the play clearly expands to the

ever-widening civrcles that the use of space makes

concrete, One of the characters, Donc, even states,

"Our task must be to free ourselves from this prison by
. . . . w2h

widening our circle to embrace all living creaturcs,
In the conec uding ritual, the actors ask audience

members to light a candle for sor >ne or something. At

several performances this ritual was preceded by the






106

been forgotten by many but who have

w28

played a vital rale

in sowcial change.

The moveable set pieces in *~%igone are the

benches, which are arranged in many formations, and

ladders that lead to gallows and Creon's platform, The
play is a feminist adaptation of the Greek original,

with three actresses playing against a chorus of

seventeen to nineteen, depending on the production,.
The cast may be composed entirely of women.

The stage directions state that the stage space
sugges an encle 1re that conta. s and detains the

women with their captor (Creon) apart from them on a

separate platform. Within the women's enclosure, the

captives create a community as they tell their stories

enacted throughout, and develop their rituals. One

especially effective enactment is the bus scene which

Rosa Parks tells, in which the benches are lined as

though they are bus seats, and the women are riders non

the bus. Each story is repre: 1ited by such ecnactments

so that, even in prison, the women are freed through

their common histories.

The combinaticn of the Greek story with the

women's actual stories concludes with the women's

ritualization of the death of Haimon, Creon's son, In

Boesing's usval manner, the death becomes the death of

all sons, and the weeping is the weepinn of 11 fathers

and mothers. Although the Greek tale ends tragically,
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ocesing's Antigone concludes with stater 1ts of victory

from the women, who are then released from the cell,

The plays in this second grouping use enclosures

and objects {ladders, towers, ropes) as external

controls placed over characters struggling tn be freed.

[n LY 4 1 el a’

FEmma alternately escapes from and flees to

the cart; Calamity Jane uses her wagon te roam freely,

away from the structures of society; the junkies usec

their ladders and stools to confront themselves, anf

ultimately throw their symbolic bags away; Mtiriam in

hallucinates about tower containir power, ~ sth

nuclear and human, that threaten to destroy our plar t;

and the women in A-*ig > escape from prison through

their words and songs. The set pieces scem to

represent oppression, and

the movement of the plays is

consistently away from those oppressive pieces roward

the freedom of individual choice and c¢community

commicment,

The Detailed Space

The last group of plays contains built sets. The

props are more numerocus, they ar placed in more

realistic sets, and they are used, for the most part,

literally, The costumes, however, may be realistir,

symbolic, or allegorical, Four of the five plays in

this group were single-authored by . sesinag:  The
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Geldi.ng, River J""“_‘_ﬂ‘1 T o and T-- Morb-oe- o f

T . 11

The only mixed-collaborative play is The

Moontree.

Tk~ £-104-5 yas one of Boesing's earliest

one-acts, written in 1973 as a companion piece to Pimp.
't is the story of three men, The father, Eban, his
mute shadow self, Beethoven, and his son, Jules,
strugpgle to make contact through "the barriers of
convention and frozen emotion. The father's eventual
castration of the son is an insane gesture of
compassion ¢ d hope.'n}
Boesing descrihes this play as a patriarchal
ritu: aged in any competitive arena: a bnxing ring,
law court, race track, or duelling around. T[ach scene
should he marked as one "would the rounds of a sporrts

n30

event. The set is multileveled because Jules places

his father on a platform representing an altar, and, in
the final scene, Eban castrates his son, who is hung by
his feet. Although the set is 1 38 ¢ :ailed than rhe
other plays in this group, the competitive arena
provides an environment that defines the actioen of Uhe
play. In addition, Beethoven is placed in and out of »a
box, the major set piece, The hox alternatively
represents Eban's feelings, his inner self, his escape,
and both his power and his powerlessness. At one point

in the action, Jules destroys the hox, so that
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In a space created communally by all the
participants in the ritual are found objerts:
in the center, an old wooden table and four
chairs—-rough, hammered together; over the
table, a hanging light bulb with a paper
shade; in one corner, a bench with a working
hot plate and a hugh pot of soup; over this,
on a wall, many pots, soup ladles, tin cups,
bowls, spcons, etc.; in another corner, a
chopping block with a double-headed ax (a
sagaris) on it; over the block, a gigantic,
blowr 1p photograph of Ann's Mom (actually a
portrait of Ann about twe v five years

older). Above all this--hanging on wir 3
from the ceiling or covering the walls--are
dolls, every lind of doll imaginable: small,

large, dressed, undressed, rag dolls, china
dells, headless dolls, old dolls, new dolls,
On a higher level still, and visible to the
audience, is Snake's domain, from which the

ligh thd the music can be directed by
- . again, in the sight of the
aud Snake's dor [ ] dominared by

an altar on which stands an e "Tigy 4 the
Terrible Goddess of the Blnod-Seed.

I the same introduction, Boesing describes the

costumes and masks.

The actors are dressed in secondhand,
"found" clothes suggesting a circus or a
school ageant. Ann wears an ¢ 1 b1 " lal gown
and flowers in her F ir, whil Myles dressed
in a tattered tuxedo jacket, pants that are
too big, suspenders, and sneakers. Carla
wears large, false breasts, or a Mae VWest,
along with full skirts, an apron, and boots;
Vera a little girl's partly dress--a very

short skirt--and high heels., Dad's costume
combines a tweed jacket and an old felt hat
with sneakers and long johns., Snake wears a

red, slinky gown, the headdress of a vulture,
and bones; her face is painted with a mask,
extravagant and savage.

The masks Vera and Carla use should be
li"2-masks of the actors playing them, and
these should be made up in exaggerated
caricatures of their roles--the coquelte and
the old crone. These two masks must be able
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to be burned during the | -formance of the
play. Mom's mask, used by Snake, is the
life-maslk of the actor playing Ana made up to
look twenty-five years older--like Lhe
photngraph over the cheopping block.

The set and costuming of River Journal r »resent a

departure from the plays previously discussed. The

detailed notes that Boesing provides for the set and

costuming demonatrate the meaning that is applied to

every aspect of production. While she describes the

space as created communally by the participants, the

obje = tt go in the space are specified, and the set
requires a kitche to I stage cent - with Snake's

platform on another level. Whenever Ann reads from her

journal, which represents a trinp inte another

consciousness, she moves to a different part of the

stase, which is designated for Ann and her journal,
ace, 8

"As the journal readings are related to the dream and

other supraconscious worlds of all the participants,

they are heightened moments in the ongoing ritual ani

should be treated as Such."36 In describins the

theatrical setting in gencral of " ver Journal, Bocsino

writes:

Ri--r_T"-----" is a myth of feminine
conscivusnéss, 1¢c should unfotld hefnre us,
not with artfulness--because sophisticated
art traditionally as%s that we brinag our
minds and our Teason to wikness its
unfolding--but with a childlike
ingenuousness—--because judgment
appropriate in the presence of
rituals. What is asked

is not
our childhood
for is particinpatinn
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anrl an open hearrc. .de actors should conme »
the script as children, because the ritual of
marriage in our society is childlike in its
naivety and innocence. The injuries
perpetuated by the corrupt institution and
its insane rituals are nnt caused by evil or
malicious people but by ignorant people who
have a childish, blind faith in the customs
of their parent society. The feelings given
of f by the theatrical setting seen upon
entering the performing space will let the
audience know immediately what is expected of
them, andd 5hey, too, will perhaps become as
children.

The theatrical setting cr-~t-- ‘e 'ings that are
part of the ritual drama. Boesing uses a detailed set
specifically to cr ite a mood that draws the audience
into the performance by stimulatit images of their own
childhoods. The movement of the play is throuah Ann's
conscinusness, and the stage space becomes the plac

where that consciounsness jis personified as the

conscia-~-esc ~% all women. The set and costume

suggestions made by Boesing "befit the idea of a ritual
and spring from the only rituals that had any deep
meaning: school and church p: ints, the circus, Town
parades. The actors need to be dressed in these
somewhat outlandish, cartooniike images so that the
audience will know immediately that [they] are not
about to witness a day in the life of this or thal
particular individual, but ither Tat [theyl are heineg
brought into the presence of archetypes (such as those
that people our dreams) gnd, hence, ultlimately tnen the

303
presence of [them]selves. "'
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sets or did not have sets, so thatbt it was only when sihe
was working collaboratively to combine visioens, that
she used a kind of half get of the large moveable set
pieces. This might suggest that she was unable to fuse
the vision of all the people that she worked with Eto
produce one stage concept. Third, the pattern of
expansion evident in Boesing's stage use is nf circles
and orbits, moving outward and upward, rather than nf
lines built horizontally or vertically. Drawing

ci :le r ther ™an lines may be associated with a
conscious atte pt to contradict the linear thinking ot

tra¢ tional theatre, and, thus, may be linked to

Boesing's feminism,
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CHAPTER VI
THE WORLD OF THE PLAYS:
MARTHA BOESING'S CHARACTERS

Karen Malpede described Joe Chaikin's Open Theater
45 4 place in which dualities merged:

Watching rthem perform was always
peérsonal and public. The two worlds met on
their stage. The actors were MESS@Ngers ¢omoe
into that space to report what is knowable
about the unknown. Tt was as if they had
slipped inside my head and liftegd my
imaginatinon so that 1 might know it.
Actually, they went into themselves, not me,

'd brought back a notion I could also grasp.

Now there wz a plac 1 which we met the
other in cgurselves, Ln was the facet, [t
was also the intentinn. Joe Chailkin often
sald, "The actor is the audience in action."

Like the Open Theatre, the Firehouse Theater "was
invalved jnp everything the sixties offered. . . fron
politics te drugs, from burning draft cards to running
around nude on the stage." 2 [n these experimental
theatres, : Lraditional lines that divided artor from
character, or role from characterization, or esven aclLor
from audience became blurred, redefined, and inverted.

Traditionally, character was defined as the sum of
the individualized and personalized traits of an agent
{(the mover of the action),3 the material nut of which
the plots were constructed. By contrasg, the
characters of experimental theatre reflecrted an
entirely different aesthetic, which Boesing described

in her lecture at Smith Colleaqe in April, 1986:



The central aesthetic which emeraged was
that of transformationsl theater. One actor
often played many roles, characters
transformed mid-scene into alter-egns,
animals, even trees, e questioned the
notinn of a single or static personality as
we began to notice that each of us is really
made up of many different images, feelings,
attitudes and styles that are constantly
changing depending on who we
what is expected of us, And
create theater that rele ted
of personalities within.

are wicth and
we tried to
this multitude

When women benan to create their own theatre,

iese techniques of character formation were

“indamental to their process of creation:

«+ +» -transformational theater becamec rhe
aesthetic formar of many women's theater's in
the seventies, . . | Companies of five or
Six actors were called upon to play twenty to
Lhirty roles in an evening. A women's
aesthetic began to emerge based on this
prism-like perspective of our own lives, as
we gathered across the nation in
'consciousness—raising' groups to tell our
stories and talk about the many facets, the
many roles we had beren asked to play--wife,

daughter, mother, lover, coll , nymph,
crone. Ve were 'getting QUr teelings
out'--some of us for the first time. And we

were finding friends, sisters, who shared
these feelings-~anger, grief, and a common

sense of having been silenced,

As a consequence, when Boesing and rhe actors of

At the Foot of the Mountain worked, they brought to

rehecarsal their personal problems, their headaches,

their memories, their Feelings toward each other.

Boesing commented, "We were creatinn plays out of our

own lives, our own issues, and there Was no way rhat we
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for wor 31 eontradicts the current state of Western

theatre, and the prepnnderance of women's roles in the
plays suggests that there will be a radical change in
subject matter. Second, in encouraning collaborative

ﬁharacter development, her creation process contradices

the "star system” common in Western theatre. Third,

her grouping and composition of characters point to an

idenlogy that rewrites traditional relationships, for,

altheough her characters are mostly women who are

1
relat ! » other ©oact 5 through f "y ties, those

ties are viewed by the playwright without 2ntiment. _

In addition, familial-like relationshins which are

often ¢ ronger than the nuclear family are created
outside of that family. Fourch, her cuaracters vary
widely in style- :he collaborative pirces contain

characters constructed from the actors' experiences so

that the actors are virtually [ i1ying themselves in a

somewhat naturalistic style (Jv ' '*; othe

1

pieces

contain characters in which two actors play once

character (Labia Wings, The Story of a Mother),

approaching a style associated with commedia dell'arr»,
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Jones, Jessie Laopez de la Cruz, liajorie Melville, Rosa
Parks, Locy Parsons, Alice Paul, Margaretr Sanger, Aagnes
Smedley, Starhawk, Rose Winslow, and any local women
appropriate for the area of the production.

Serving as the chorus to the Greeks (Creon,
Haimon, Ismene, and Antigone}, e women attempl,
first, to show Antisone that she is not alone in her
act of civil disobedience, and, second, to cause (reon
to change his laws. Antigone never recognizes the
sense of community the women gis her, but Creon is
char =2d emotionally and thus politically, although too
late to prevent the death of Antigone and Haimon.

To unrderscore a political issue, Boesing uses the
conventions of theatre as well as the conventinns of
the drama. In a reversal of the Greek tradition in
whiv all roles were played by male actors, in Antigone
Too, the Greeks may be played by women. Thus, some of
the characters are male, but the actors are {emale,
Therefore, through her use of characlers and her use of
a theatrical convention, Boesing has made simultanenus
points about Lhe oppression of women: fFirst, the
selected cast of characters illustrates the nppression
of women in society over centuries:; second, the
all-female cast makes the point ahout the npnression of
women in 1¢ theatre by turning the convention of

theatre in on itself--to show how women have heen "rasgt

oue."
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The <inpgle-Ar*hor-1 Playsg

Boesing's concept of creating original characters
tied in with her experience in transformational

theatre. She explained:

Transformatinnal thearre developed nver
the idea that we could find a way Lo
theatricalize the truth that the netion of
the personality is a mistake, and it's a
capitalist mistake., It's very related tao
private property and to ownership. That we
can catch things and hold on to them. 1It's
not even an ate view of the world,

Eocat 2 First of all we are multiple
personalit. s. And second of all, we're
alway changing. So transformational theatre
developed as a way to try to articulate that
in theatrical terms. Ve did alot of
experimenting in jumping up and being one
charac cer and then ifF another person came in,
we would interrupt the character just li'e
that, and play with them, And then we would
be gning along in a scene and change into
dog, or something, and then erryhody v ld
have to play along with that.

In the single-authored plays, four groupinmns
appear: first, mothers and daushters, both lated tn
each other or unrelated, reocur the most frequentily
Across the plays; second, female lovers show what it
means to be woman—identified; and, third, females s
friends explore non~competitive and non-sensunl
bonding.

Mothers and daushters recur most often as
Boesing's characters. WUhen asked Lo comment on the

repetitive use of this relationship, Boesing answered:






136

represents, and Jn, the mother, and Ruth, the Other,
Singing, the characters establish the theme of the

play,:

I have these to sell:
I have to sell

nld rags and dust,

my names,

dried-up passions,
wasted hours;

who will buy them?
dancing dresses,
pressed corsages,
banished books,

worr ut affecrions;
. wish to sell them all.

And T will sell

my last week's dream,

brok 1 mirrors,

user 1p prayers.

Oh, who will buy

legs that never moved me forward fast
enough?

Oh, who wi 1 buy them?

[ have flesh for sale:

fiesh and fiber,

fish and yetus.,

1 have babes,

these babies up for sale:

old promises,

and names

and rags

and used up prayers,
and all my bablies,

all my babes for 5816.13

The song breaks and scene two opens with Jo

brushing Adrian's hair. Jo tells Adrian, "Such pretty
hair, Adrian. (P-—"se.) Who was that boy I saw you with
.—)nlll

yesterday The hair brushine and the dialogue

continue simultaneously as Jon learns of Adrian's
exploits with Fddy, whom Adrian kissed even though sho

thought he was "kind of dirty," but ~ - "felt good," and



"can you et pregnant

with his tongue?"

I, No, dear.

AL Well,

J. Well, you can'rg,
splitting,
trimmed.

. Does it
. Does what
. Mot

marrird., .
will feel

Whatever

dear.

feel

good.

if a boy tnuches your tongue. .

gave idea?

you that

Margarer said. . .

Your ends are
We must get them

good?

A

J feerl good?

A. Getting pregnant.

J before ynu're married it
Only whores like

doesn't,
it before they get

4fter you're married it
Then he' ~ stay with

you and love you. I wish you'd let me
curl vy hair--not tight curls, just
sofr little waves, all around ynur face.

A, HMama, why do you smnke?

J. Because I didn't have the good sense fto
listen to my mama when [ was your age.

A, Did Daddy smoke?

J. A pipe.

A. Did you like that?

J. Uh-hul.

A. Sometimes [ think that I can still smell
him arocund.

. Well, you can't. . . .
A. Why did Daddy leave?

J. It's too complex.

of cutting
It would
A, I love you,
J. I love you

In an apparentcly naturalistic

and her

your hair short
be so pretty.
mama .

toao,

Mave you ever thought
110 Emily's?

[5

dear.

dialogue, a mother

dauahter encapsulate their reclationship, as

well as their separate relationships with the unseen

males in the play.

her dauahter, and,

Ags Lhe

placing

scene changes, Jn embraces

a bow in Adrian’'s hairv and a

photopraph of a man in her hand, the mother hecomns Lhe
pimp whe has just sold her child in order Lo o buy her
own lover. The two-dimensional photoasraph and the
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three—-dimensional pipe are the only pieres of malencosgs
that appear in the play. So holding the photoaeranh,
Adrian whirls nut of Jo's space and into the space of
the wife of the buyer-- Ruth-~thereby completing the
threeway competition.

Separated from each nther because they need the
same thing from the same man, the characters become
antagonistic; at the same tine, they identify with the
other's neede, so their feelings for one another are
ambivalent. As Jo concludes the ¢ le of her daughter,

she says:

I want to feel sure that you'll be kind
to her, T said. She's still a v, . . haby,
you know, T would feel so much easier abount
the whole thing if we could just talk.
You've got to understand how painfal this is

for me, No, I'm nnt backing out. After all
[ am her mother. When she w: Tittle T'4
Liptoe into her room late at tht and just
look at her. She was such a bheauriful

child-  lway 1iling :  her sleep. 1'd
touch her ever so lightly, tucking tt covers
up under her chin. . . , J had to resist

waking her up and pushing her back inside of
me somehnwu! Don't you understand? She was
my flesh! But now she thinks she's separate
from me! Vhat does she know of that? She
said I smothered her! That ungraceful litte
wart! That's when 1 ?Fcided to sell her. .
Take her! Take her! ’

In another scene that expresses not ambivalence
but mutual hatred over their competition for the man,
Adrian and Ruth are provelked into 2 wrestling match

17

that is "violent and terrible to watceh," Adrian and

Jo then follow with scene of antiphonal specchrs in
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narrates the painful description of beins
rubber,”" and Jo responds, drunkenly, by

nd Adrian's body and telling her, "I could
through your hair, your young hair, caress
rms, my thighs, belly, toes, breasts,

hbe like two little animals, snuggled in

» could be like one little animal. One.

wl8

Me. Mine. 4 lovineg mother who

daughter's hair, pushes her into a lover's
5> avoid holding her, herself; daring to

'st, Bnesing touclt 3 an untouchable cultnral

s possibly a basis for love/hare

=

final monologue, Jo defends her case for

daupghter in a plea of the traditional

tho is trying to fulfill remantic notions of

want someone to say he lox i

want to be the most important person
in someone's life,

want someone to speak all the
languages of love to me:

t'aime!

v te adore!

h 1iebe dich!

+ ago pol

want someone to call me his petite
chou.

.5 darling, bt 3 precious.

want someocne to say

» would sail the seven seas fFor me,

jat he would rather diec a silent death
of despair

1der the stars

rome

tan foragn one more toach,

L3 - "
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or more moment with me,

I want scmeone teo tremble when he
touches me, and say:

"0, your skin is so soft!

Your eyes are burning with Inve!

Your thighs are stronger than my
father's arms!

Hoid me!l

Hold me!

Never let me go!

I will stay with you forever!"

) 1
It is so0o much tn aslk?

The three characters answer this monnlogue in
which they each tell a story, Adrian of a concubine,
R :h of a barren 1een, and Jo of a crotchety old
WO . The thre new characters of the stories within

the play live in submission until one day:

Adr’ ~ « » she found A way to cscape
from cae sce. And following one of the
servant rls down to the well In the center

of the village, she threw off the | 1e haren
silks which the Shei% had aiven hor and cried

out to the people gathered there: "Look at
me! I don't belong to anyone! I'm freel”
Ruth. . . the gueen remenbered that

spiders often trap the creatures they lure
into their 1 2s--and eat them. And so she
decided to leave all that was familiar to
her, and to walk aleone up and down the
highways of her kinadem until she found out
who she was,

Jo. The days passed, and vhe stranger
in her dreams never came. She just sat
waiti and growing older and older, colder
and ¢ der. One night the stranger did not
appear in her dream, Tnstead, she dreanmt
that she herself built a [ire inside her
house, just big enough to warm her, to take
away the,)El()!.d. When the fire went out, she
woke up.”
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Full length so that the characters chanze emotionally

nver time within the narrative, Love Svna an 'Tazon

is a one-act with multiple character transformations
that occur rapidly. The stage directinns note that the

play is a celebration of the multiple masks and deep

bondina of a friendship between two women. The nlay

was written by ilartha as a gift for Phyllis. In an acek

symbolic of extended giving, Martha and Phyllis

performed the play, house to house, for other women in

love : ior aips.
The characters, Rose and Aisha, change constantly,
as they recxperience different anes in their lives,

nonc ronolegice 'y, As in Pimp, re—experiencing

incidents in childhood and adeolescence allows the women

to discover their commonalities so that, in loving cach

other, they also love themselves.

After a short exchange in wvhich they set up the

3

"game" for the play, the ac » pat wos oarL the

”32

story: "Once upon a time, there was a little girl.
Rose begins the story of a child, and Aisha becomes the

child. Immediately, Rose joins her in their song and

the "Once upon a time" is interspersed with images andl

memories of ¢hildhood., Gradually, the rhythrs increase

s the sons turns from a luiladby to a love song as "She

leancd over and kissed me. She %issed me on the moutih.

Tl33

[ held my breath. The poern reverts to "Once upon 4

: 3 . i .
time. The children change into women carrying rocks






Aisha: There are thousands
Returned.

We must reach them all,

now,

Soth: IT WON'T BE LOMG NOW, SISTER.
WON'T BE LONG, WON'T BT LONG.
IT YON'T BZ LONG,NOW,STSTOR.
WON'T _3 LONG.

The play is a song that beging with two separate

women who discover in a series of transformations their

child selves, their adult selves, their mutual love,

and their love for all women. TBondina first to each

ot -, they ctend their bond in rising rhythms to

"thousands™ in  which:

The space was open,
There was an open
for each of us

to walk in.

The love for one
was alse the love
for another.
There was no

gpace

diff:rence.35

VN g is Boesing's only play that

deals specifically with lovers. Sensual in inanervy,

the piece is ultimately political because JBoesing

strives tn extend the circle of love to include all

women. 7 y an_Ama--- shows where lesbian love

can end-—women can love wor tnt nnly in intimate

relationships but also in friendships in which wonen as

women are valued. The characters are part ol a vision

aof a plai on which misogyny is ov -turned, for as

long a8 women resist competing for men and resist the
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creatinn of her hallucinations, Ttesponds, "“ow, now,
that's not a 1+ -y kind way to speak to a woman whn is
drnwning."37 With the tone of their interaction set,
the two women duel ecach other with their own distresses
until they finally recognize the world of the other,
Agatha appears to be frail and dreamy, while Hick is
the hard-nosed tester nf realicy. ln a reversal nf
characrterizations, Hick concedes when she builds an
imaginary boat for &gatha, who demands some evidence
that she is not being swa  swed 1 her own
hallucination. tflick is tough, and Ag: 1 sof , but
ilick softons so 5 Lo touahen 4cgatha, and they both
exporiesnce a beniagn reallity when they discover that the
nther arctuanlly yists.

Tn this brilliant encapsulization of human
interaction, 3vesing [ 1ces a metaphor at the conter of
the friendship of the characters:

One could sit waiting
An entire lifetime

For onc's ship to come in.so
Tt's been known teo happen.

To [ event Asatha's waiting, Mick builds her =
ship, which, Agatha claims, ". . . looks like = coflin.
39

-« [but] I do like it, lick, [ like it very much.™”

They pull the ship out of the theatre togelbher.

AL, e 1o e

-~ and are metaphorical
picces whose characters are matriarchs and patriarchs,

The plays have nothing else in cammon. The Gelding is



Labia Wings 1is a raomp, but

painfully serious, and Labla 7=-"a=

thro .
ugh their characters, they do trangibly represent

patriarchal and matriarchal 1mages.
As the only play by Boesing that she wishes played
by male actors, ~ «1--~ ghows the ways in which Ehe
System of patriarchy forces males to be separate from

sven when they are in contact, EO

each other, and,
castrate each other. Opening with the song to Absalom,
Eban establishes his posture as @ tather suffering [or
images of separation,

th
¢ loss of h son. Speaking in

blo
o i .
d, knive , and war, Eban attempts toO teach his son,

Jule
28, the ways of a man. Yhen Jules asks Eban what the

cardho: )
hoard box contains, Lban resnonds:

Ehan: Nothing.
Jules: Something.
Fhan: Nothing concerns you.
Jules: I'd like tO wnow, though.
Eban: I'm tellina you, it's none of
your business. Jules. [It's my
b: iness and no one else's.

1 heard an old prie once who

Jules:
gaid secrets were the most
terrible thing we got inside us.
Vomen! Children!

Eban: priests!
You're all 3
Always wanting
About me. About everybody.
Saying gecrets are bad. Hell,
te pullshit, sSON- That's

like! Pry, PTy, prv!
to know things.

that s

bullshit! A man's got to have

some things (O himself! 5Some
ake away from

things no ©o0€ can t

him and no One€ can nossess-—not

If you didn't have
something special which is all
yours, at your very center, s0n
special place, 1ab ne one can
every get into, why then you'd be
just like every one ¢lse-—~and

's nobody- Nobody! You'd

even God.

that
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e the rain ©on

just wash away 1ik
You'd be dead,

dry, flat lz@d.

son. Dead!

Using the theatrical device of the box that

c H . .
ontains Rban's inner self and feelings, Boesing

Sugsests that the character's amotional isolation is a

23

or vinlence; isolated

'oot cause of his compulsion f
from his own feelings, he camnot feel his son's hurt.
Watching the boy become an aggressive man, Fhan's fears
slowly overcome his fatherly int -est, driving him to
Castrat rhe son whose Yery nanliness he has ci it i.
To mnintain t s power as patriarch, rhan pas ta force

his sop back 1to babyhood. The dual characterization

of Eban, as a father and a DoX (nlayed as another

ctharacter, Deethoven), ig a dramatic device that
effeclively theatricalizes separation. inlike Abigail

whn joins her younger se’ Abby, an never unites
with his inner self, and thus, as 4 character,
a fundamental nrohblem

Personifies what DBoesing S€ES as

With Patriarchy.
es patriarchy and

T ~ - . .
. "bia Win-- comically remov
o t .
velcomes matriarchy. Called a "dream play" by Boesing,
wapcient and ugly women sit

the A .
e tale begins as three
shrouded on a long hench, resurrecting only Mary from

Lhe o1d mythe ogy to cast | r in a new role because

there "would be no more resurrections of sons. She

isn' -
-sn't g gon. Heover wab. Never will be." Joseph

enters F¢  swed by a donkey, and in the cour: of the



play commits suicide several times, and cach time lary
mourns for him as, "My husband! My lover! My father!
My paramonor! My son! My sweetheart! !ly swatao! My
flame! My cock a too! My cunt-Tickler! My
meatgrinder!"az Tenriette, the £t ~d in a trinity of
farther, mother, and daughrer, represents woman,
transforming from a six—-year-old to a noverness, a
wife, and back to a child who greets the three
goddesses and rides off on the denkey led by Mary,
carrying a balloon w1 3ped in a blanket which she pops
"with a great exnlosion as a church bell rings.
llenrier 2 throws her arms up in the air with delight.
A1l laush and cheer, m4?
The play carries with it wore generalizen
meaninas, Joseph, who symbolizes patriarchy, ends tLhe
age nf vinlence with his own shootine, matriarchy is
introduced while three ¢ 1 crones look on. The new ange
is greeted by the 2@male child/woman, Henriette, ilary,
a donkey, and three goddesses dressed as a bird with &
woman's head, a fat whore on stilts, and a woman with
four arms and huge feet. With exuberance and humor,

the women bring in the new order.

The Gelding 1s a serious play that tllustrares the

problems of patriarchy; "-%"~ Wi 3 is a funny play
that lampoons patriarchal mytholoay. Both plays
emphasize a need for change, and as the characters

change radically in their self-perception, “wesing



reveals herself, ultimately, to be an optimist who
believes that change is possible once the issues are
understood. The way teo understanding is through

rec <p i naci the past, and probing the subconscinus.
As an artist, Boesing tries to help her audiences

reexperi yce and probe, so that, ultimately, they will

change.

|

Boesing's poelitical and thratrical statemznts re
perhaps most visible in the characters and
characterizarions of the collaborative works. I'n
explaining the connection between actor and character,
Boesing ejaborated on her understanding nof the

re ationship hetween art and life. She conmented:

I really get bored with theatre that is
so removed from experience that there’s no
way of looking at it to learn anything about
this play that we are playing every day of
our lives, Theatre aoffers us the opportunity
to understand more about the nature of life
than any other art form because it
impersonares it, Because you have iving
people walking through drama that
approxim: 32s our everyday experience. In
tl itre we have the opportunity of sceing
ourselves as others sce us in a way that we
don't in other art forms because the other
art forms are more abstr -t. . . In theatre
you have 1 ving human beings recreating in
the moment characters whom they are not.

We are sceing life recreated right in front
of uvs. Living images of ouwur unconscious.

Our drecam 1i72 can come to life in a passing
moment. Tt's not an art form rthat is caught.
4 painting, o poem. Ie's a passine thing,
Like 1ife is. Sn all you have, the clay, is
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ACtorg
5 ¢ . .
ind teld Doesing that she wanted no spectal

Consideration when casting. Consequently, Boesing did
0oL cast her. Oniy at that point did DBolstad realize
how much she wanted to work on the play, s© she called
3 )

boesing, pleading to be cast, and Boesing cast her, in

£ to the rheatre.

lal’n
Je -
“ part because of her commitmen

Bn
Istad commented:

é? turned out to be &N iperedible experience.
ith as much humility 4% I have, I think [
can say I did an incredible job. . . - The
work started when we 8Ot together with tlartha
We starced

and started doing improvisations.
telling our stories. She had a whole bag of
taols teo us to get at our personal stories.
A1l of the stuff came Oub, I mean we€ worked
for three months, nine hours a day on
Junkiel!, All the people WETLE® from the
outside except myseif. - and all » 7%
addicte in ome form or anothel. o The
one's innermost

of revealing
g was very dependent on
He were working off one

ted to one

Process was 0NDe
Ee§r9t5. The proces
eing an ensemble.

Another and being thoroughly,conﬂec
another. It's that pushing the eduze of
shncking about

telling our thing that's just
out of one

Junkiet., . . I beat th St *

actress at one point in a mother/daughter
scene. There were SOME athartic kinds
of experiences fg; people- iﬂﬂﬂlﬁl
changed my 1ife.

real €

-

The character that Bolstad created was Aa food
add i
ict. Bolstad, the actoly is a mother of six who was

degy
Serr .
rred hy her hushand after rwenty years of marriage,

30
S ; . . ) )
he carried I - own pxperiences directly into the

Pla
¥y. lier noed for love hecame rranslated as a need

erization of herself,

fo
r f
ood, and in her charact

Cre.
a . R .
ted with Boesina's skills 11 therapeultl? work,

Boj
5L+ . .
ad exposed her addictions. After the scepne 0D



Which [
Kay, the character, beats her daughter,

heo |
;
8Ins to dream of love.

Kay: (g
(Sings) "Some day he'll come along. -

Ean I Love. . ." (Laughs, moV¥
UEWSStage, and talks to audience).
thi to believe in fairy tales,
: 15 guy [ met New Year's
h? 1 and a wonderful kisser.
h¥m all day every day-.
b:s wonderful brown c¢yes.
>wl, [ wonder? 1 bet he could fix €
porch. I bet he's good
géve_“ his phone number.
m??rled- I didn't believe him.
rd] a v ¢ or so. She's g
hat. Nc¢ n First thing
up at 7:00, e—up on, k
said, "Who?" I said,
#fow” hair."” What'd ya expect ne t
ve short, fat one?

i big bushy bea
Does he golf or

he front
in hed. Anyway he

He said he wasn 't
Carol said
ood at games like
Monday morning,
I dial the phonc.
"Me, the one V ‘h the
o say’?
Well, I don't need
You know what 1

zshe also

the

pg center stool
Well,
too. Take
Tyve, e was real

I

I thought about

rd,

He

i . .
IF; Nim. [ don't need him.

;&U in bed? A lot of room. Between the
5 ) R '

teets. On bhoth sides. Tou tnow whiat [

mean? Who likes getting jcked in rhe
stomach in the middle of the night? ho

arm? Not

11k@5 beinp strangled by @ stray
e T like being alone. Some neople are
celibate you know. Th: 's my cup of tea. T
l!ke beinn alone. I like it like that. I
like being alone! [ like it lik045hat!! {She
has built herself 1into hysteria).

Yay,

T i )
he interaction hetween
the
C
haracter, and Doesing,

i1y
Strates the collaborative

B()r-: :
5 . B
Ing anpd At the Foot of the ilountailn.

the
ac .
actors created characters t i

ACtn '
rs :
lives; the characters expressed the

enco
unt e . , ,
Lers with tlh Lr owWn addic

aud {
[SB z) . P .
e tn » recognition of similar

‘JUnk; o

2Unk , _
is a particularly aood cxample

wh -
1ch 1" . BN
the "actor bhecomes the audicnce, " and

nplstad, the actor,

the director and writer,
process developed by
Boesing with
at came out of the
actors’

© *apns Lo move the
addicitions.

of the menns by

cause
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understand the experience of the actors. Her hope is
that the changes or transformations that occur to the
characters will be understond by the audience members
as potential change for them, or, further, that the
changes occurring to the characters as witr ssed by the
audience will actually caus ~ *o change,
Thus, ultimately, Boesing's characters are
nd>2

"windows For her ideas. She creates charactzrs who

. 1 :
speak words for the rhetorical purpose of "changing the

world,"' 3
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Rose described The Web as an example of Boesing's
architecture in which "it looks like nothing happens”
as a character has memories, all in the same moment,
with "things happening. . . practically everywhere."3
Rose described an instant in which the sudience has a
kind of "epistemological experience, a new way of
knowing™ that comes notv nonly from thinking, and not
only from feeling, but from these "multi-layered
perceptions. ., . né that allowed them to open up for
the rest of the play.

In contrast to Rose, when Boe:s 1g was ask | to
comment on the dramatic form of her plays, she
responded, "Oh. That concept deesn't do much to me.”l5
Clearly, however, Boesing's plays do have form, for
without it, their content would be chaotic and perhaps
incomprehensible.

To begin, the plays are organized arcund ideas,
ler structural organization, her dramatic form,
expresses "all the personal stuff,"6 her feminism, her
experimentalism, her perfectionism, and her wish for
"choreographed theatre . . . [that] is inside [the)
Eurm"? of carefully crafted theatre. "7 don't like
flab. 1 don't like the stuff around the edpges. Therse
is 'V aesthetic that I need to live and work inside
of "B Thus, Boesing's plays, organized around ideas,

express an aesthetic derived from her respect for the



craft of theatre and from her pnlitical and personal
experience,

In surveying Bnesing's plays, traditional generic
classifications, as with most modern pieces, are not
helpful. Therefore, in analyzing the plays, I will not
consider the ways in which they are tragedies,
comedies, or melodramas. I will seek instead ro
understand the means by which the playwright's
nontraditional approach to the art of t! atre
accomplishes the rhetorical purpose for which the plays
have been designed ‘0o [ rsuade, and more importantly,
to transform the thinking and the feelings of the
audience.

Because traditional classifications do not seem to
describe Boesing's work, other patterns must be sought.
Others, including the playwright, have described this
work as a mosaic structure.9 In a seng . the mosaic
image des ribes the composition of the plays if upon
calling "Stop!" to the action, one steps back and looks
at what is happening both on the stage and in the
scripts. For example, the layering of the set and the
scenes in The Web allows several separate sequences ton
occur simultaneously. However, the disadvantage in
tonceiving of the structures as mosaics is that they do
not suggest the movement of the plays. Rather than

freeze-framing a play to examine it, an analysis that
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Incates the internal movement might give a sense of the

motion and ferment of the action,
In the following analysis, I will explore any
nrganizing structures that comprise Boesing's plots,

beginning with the structures Boesing identified as

10

rituals, To discover how the rituals contribute to

her plots, T will survey the plays and specifically

analyze The Story of a Mother. In additieon, [ will

examine the fi 1 of Junkiel!.

Because the dr: itic form of Boe ing's plays grew
nut of her experience in political theatre, her
experience In the women's movement, and her experience
ol her nwn "~ nagination as a feminist artist, perhaps
structures can he located that are circular rather than

linear, fluid rather than static, and changing rather

than codified.ll

The Ritual

Ritual is a term that became fashionable among
experimental theatre groups in the 1960s., [t has a
variety of meanings in theatre. Anthony Graham-White

asserts that "If critics would speak of

and
ceremony and reserve ri* -7 for the fullest sense of

the term, . . . they would be infinitely clearer, It

is, of course, ritual in the fullest sense that is

attractive to the avant parde,” the fullest

sens  bheing
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a "rich @ss of experience lacking . . . in our society.
. 80 that the emphasis upon 'ritual' is a criticism
wl2

nf our society. Graham-White asks, "Are we

'primitive people,' too, who turn to ritual because we
feel that we lack control over our socio- political and
technological world? Or do we turn to it simply to try

Lo credate, temporarily, a sense of shared belief and

. 173
communion?"

Ritual as used in anthropological terms never
exist for it own sake but contains "moral, religious,
practical, or psychological signif'icance."l4
FFurt ermore, ritual is often distinguished from
ceremony on the basis of its efficacy in changing some
aspect < the sovcial conditiocns of the performers or
nther participants. That is, among anthropolngists
Lhere is agreement that 1 :ual carries irs effects
beyond its performance.15 In most drama, ritual is not
identified For its efficacy outside of the performance,
but for its abilicty to entertain. Richard Schechner,
however, identifies the efficacy of theatrical ritual
as in the performance when the "audience as a separate
entity is dissolved into the perfo;mance as
'participants'"l6 so that in the union of actors and
audience, the alie atio in everyday life is
contradicted,

Martha Boesing uses ritual as the experimentalists

have used it, "~>r creating meaning and spiritualicy
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that 4 .
is lacking in our cultur , and as the

anthr
opolc its have used 1t, for its efficacy. In

addit i
ton, she uses ritual at three different levels as

and what

She d
r'a : . .
matizes routine events, ceremonies,

Grah B
am-White calls "ritual in the fullest senge.

By
mak i . ) P .
ing women and women's jssues significant &n the
th
Carre Boesi ' di .
' sing's works$s transform her at ience so that

ce created for them in

nl7

the
importan

1t
ma g i
gical sense of

the ¢
heatre survives in the hard reallty outsic . One

of th
e ; ;
techniques she uses ro emphasizé€ that
ficance is to ritual: ¢ ¢ rout 3 and
CE‘rem . .
onies, preparing the audience for full rituals

are communal experiences- Thus, throt 1 ritual,

Ba .
eS] .
Ng gives theatrical form and language to women's

iy
es : .
» bringing theilr actions out of the shadows and

the'
ir
words out of silence.

The rituals in Boesing's work occul at the three
e : . . .
ls distir 1i 1ed by Graham-White: the routines,

the
Ceremonies, and the high or formal rituals. The

rOUt'
lnes consist man kinds of dail activities that
of many Y

g so as to be given

have
been heightened by Boesin

n the lives of women,

Sign;
nifi
"icance., As she focuses o
She o«
8ives importance (O their repetitive activities,

Such as feedir the baby,
saying goodnight. The ceremoﬂies - the ceremonies of
®Veryday life such as weddingS: funerals, birthday
in the

part-
tes. They are used in the plays both



context of their real life referents, that is, as
weddings or funerals and, through changes in rhythm and
intensity, as overtures to Lhe formal rituals. The
formal rituasls, or rituals in the fullest sense, are
either formalized sacraments in which the actors
perform ceremonies as theatrical events that have no
connection with everyday life, or they are communal
events that invonlve the audience. For example, in
several of the plays characters perform ceremonies
t * -e altars, and in most of the collaborative works,
prompted actinns are asked of the audi nce.

The plot is built as the rituals are heightened so
that the routines mark the beginning of an emotional
climh, and the formal rituals mark the peak. In this

way, the rituals contribute to the development of the

plots.

The Routines

The dominant set of routines occurs between
mothers and daughters, usually involved in everyday
activities that are repeated in several! of the plays:
br ir hair, talking on the telephone, servir~- fond,
drinking tea, ironing clothes, or playing wivh dolls.

Pimp, T-~ "-b, The Moontree, and The Story of a Mother

each contain scenes in which one or ancther of these
everyday activities is dramatized., The best example of

the dramatization of the routine tasks of mothering,



however,
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is in The Story nf a Mother where

play a chorus sings of these daily chores:

Tt

THE MOURNERS CHORUS

P She died washing the dishes,

arly in the

M: She died hanging out the laundry.
J: She died mashing the potatoes.
P&M:She died flushing out the diapers.

P&J:5he died lying on her bed.
J&M:5he died playing solitaire.
F&J:She died standing on her ear.

PMJ:She died reaching out for love.

ct nt is a song to unsung labor.

13

Following

12 song to unrecogni :d act rsities is a series of

exchanges between a mother and daughter that serve to

ritualize everyday conversation,

in a kind of dialogue

that many adults may have experienced as children but

remember only when they hear it in the cont

play.

loving and fighting."

—

o

p R Raviie R v R N v e

n=> R vl

"R @ Ravig|

Oh, look! There's a big storm ¢
Isn't it beautiful?
Those clouds look scary.
They won't scare us.
It's going to rain buckets.
We'll be safe inside.
It's going to hit down trees.
We'll light a fire.
. and be very loud!
. and drink cocoa.
Ooocoonoo! Did you see that?
Of course. Tt's the magic show.
ordered it specially for you, Do
like ict!
Oh, Mom, you're so siliy!
I inherited it,.
Whay?
Being silly,

't of the

The set of exchanges is called, "Images of

iz,

you



. From whn?
. 19
p, From you-
e samé typ®e
foptinuing yith a nev set of gctorss th P
nt theme

nf dialngue picks UPp an

J:  Hi, Moms did you get my b
cleaners? .
R. 1 didn't BeE around 7 it o§ry o
j: What? But you promisec, Ma ou é
hole day! What wWe€re you ping
for

ruined my ¥

I don't hav

Anir ed
J You v € ing around ©OF your DeL”
R:; I was do what had tO ;o one-
! Are you mad at M€ nhat whY you

didn’ pick UupP my blous€ -
R This is 8 stupid gument [ don't ¥ r

ro talk about 1L any mo e! )
] All ﬁight just wanted P know why-

2
Ma?
cthe

soathels

In
displays

{isting of & mother '

everyday aetivities

THE MnTUOR 'S IS8T (. ==

ALL: (SING, FROM CHANT)

o

to see youly

[ want to SE€F you, I want
Mother.
I want tO gee you.

rush, womat .

Came OB the blood-

Come in sisterl
[ will sing you & song
the s00D§ of my

4 song WMOTE anci
hirth.
R:(SITS IN ROCKER)
clean the hous®
call the doctor about measles shot
dinner

make casserole for
In a minute!
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shop for: chicken, orange juice, bread,
milk, tnilet paper, cream cheese,
shampoo, popsicles
make dentist appointment for Daniel
cancel hairdresser
enroll Rachel in ballet class
In a minute!
give Jennifer a bath
soak beans
water the plants
buy birthday present for Paul
find time to play with Robyn
In a minute!
fold the laundry
write to Aunt Rose
send flowers to Helen
find time to play with Robyn
In a minute!
take chair to upholsterer
pt up ¢ osrm Wir “Hws,
§ “ driver's permit for Curti
call furnace cleaner
In a minute!
take Ruffy to vet
make costr 2 for Christme pageant
te 1 Robyn [ love her. . . {Robyn is
herself()

21

J: A minute's up!

The ““ory of a Mc-“er is compnsed of routines,

leading to ceremonies and high rituals. Other everyday
segments include: Tt Calls For Dinner ("Everything's
getting cold on your plate,” "What's for dessert?"):
Baby Feeding; "Tt Says in the Book"; "Goodnite Ritual®
("Now T lay me down to sleep'; "Yes, I1'll leave the
Light on"); The Shampoo.

The striking quality of the routines is the extent
to which they are created out of th experience onf
females. As T read the play, T realized that

probably

Fifty percent nf the exchanges were the actual words

that [ spoke with my own mother. The play was created












1%

(WHITE SOUND, "\ ALE,

EXHALE)

IL.

I want to see you
[ want to see you, Mother
I want tn see you
come on the blood-rush, woman
cc e in, sics T
lean on my breast
T will sing you a song
more ancier
than the song
of my birth
Te is ton late
ft is too late, my mother, my sister
Tt is too late
Not to surrender

(WHITE SOUND, EXHALE)

I see you

I see you

still

you are still
s = you still

(FAST, BITTER, BLILDING)

don't go away
don't go away before I get it all out
get it all out
all out in front of ne
in front of my eyes
in front of your eyes
which are also my eyes
my eyes which are burning
my eyes which are
burning with heat
burning with oils
medicinal oils
burning with oils
which you have poured into my eyes
endlessly poured
into my eves
your way of doing
your way of seeing
your way ¢ seeing it all
which ended up hurting
in fact a most killing
not healing
my eyes
Mother!

Listen to me now

Look at me now
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Journal, The Gelding, and |

alltars (River
Canaan), and friendship represented as actual circles

among actors or bhetween the actors
W, The Story of

and the audience

(1 1. L
and Antigone Too}. Many of these rituals are
nf one or all of the elements

a Mother,

celebrated with the use
of fire, air, earth, and water.
the play containing the clearest examples of

fpain,
the high rituals is The Story of a Mother. In the
first cycl the roucines and ce 'nies lead to "ThHae
All hignh

Calling Forth of the Mothers," (Ritual #1:
rituals in the play are literally lal 11 1 by number).
Concluding with "Let me in, Mothor, lLet me in," the

dialogue continues:

(SPEARS TO THE AUDTENCE IMPROVISATIONALLY FROM

M. TA [
T™ FOL"DUING QUTLINE)
Be aware of you breathing, : the.
See her ur 1t of

Call for your mother.

you.
Standing or sitting, notice age,

how her hair is, hands,
what she is doing.

what she is
all physical

wearing,

characteristics,
her or let her approach you. Lonk
Touch her.

Approach

at her. Speak to her,
Ask her: can [ enter ynou?
in whatever way is right for
thighs,

Slowly enter
Fit feet, legs,

you. Turn around.
genitals, pelvis, hips, stomach, spine,
chest, breasts, shoulders, arms, wrists,
hands, fingers, neck, head, chin, cheeks,
mouth, nose, forehead, eyes, skull, into hers
{one at a time).
Be aware of self: what are you dning, where
living, how are you feeling, ctc.

are you
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gee world as she saw

When ready, open eyes,
it.
M: ASKS EVERY WOMAN IN ROOM TO INTRODUCE SELF BY
SAYING:
The name of the daughter is .. . - (HAVE LISTS
OF NAMES OF EVERY WOMAN PRESENT AND CALL OUT
THESE NAMES ONE AT & TIME)

the mother? (.. THE ~[D OF THE

The name of
SLE AS HER MOTIER).

LIST, M. INTRODUCES HERS
M: There were certain things which I always said
over and over again. Are there things that
you always said that YO would like to say
again now?
. MOTHEk_ SHARE THEIR OFTEN SPOKEN WORDS
BEGINNING WITH THE PHUR. “3:

1 always said.

(WIIEN EVERYONE [fAS SPOKEN)

M: Close your eyes. .
Get in touch wit which is

not your mother.
Leave her in the same way that you

See yourself as separate from her.
You might want LO rell her what it
to be her.

Say goodbye.

When ready, open €¥g5: and see the world as
you gsee the world.

h that part of you

entered.

felt like

and a new cycle in the play

The ritual concludes,

ains the same€ processes.

Starts. FRach cycle cont

Beginning with everyday activities {(the one immediately

fol" 5wing Ritual #1 18 ngide and St "y, the build-up
begins again, ending in Ritual #2. .ae bov 7 in the
Tituals is that they encourage Lhe audience to hecome
re observers. The acbivily

Participants, rather than me

in Ritual #1 not only encourages everyone in the

theay _ .
heatre to become actlVve but it also encourages
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belween mothers and daughters that usually begin as the

daughter goes through puberty.

THE WORDS NEVLR SAILD.
M- The mother said to the Daughter.

(C, AND J. 45 MOTHERS SHARLE THINGS NEVER
SATD, BEGINNING WITH THE PiIRASE: "I
never said. ." 0OR "I, ton, wanted to
scream.”

M: (INVITES THE AUDIENCE TO SPEAK AS THE
MOTHERS THEY ARE 0OR TO BECOME THEIR
JERS AGAIN AND S4Y SOMI™ 771G THTT
IR SAID OR TO SCREAM.)

WHEN TT IS FINISHED, P. SPEAKS FROM
BEHIND THE BaNDAGES.[introduced in the
preceding scenes]

P ['ve been bleeding my whole life for you
kids,

R: STIFLE§OHER FROZEN SCREAH BEHIND HER
HANDS,

The fourth cycle becomes increasingly theatrical
and noncrealistic, leading to another high ritual (#4
"The Words Never Said") that contains lit candles and
is f0llgwag by the plate scene that introduces the last
cycle 4¢ the play. Crying huge red tears, Big Mother
Feappears i cycle five just before the last high
Titual, "rh, Song of the Mother, " in which

c el . 3
TeConciliariog hotween mothers and daughters is sought.

THE ACTORS CARRY BREAD TO TU" AUDTENC . THEY
GIVE SOME TO EACH MENBER OR THE AUNTENCE
SAYING SOFTLY TO EAC!:

EITHER. Nurture younrself with this food,
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and she uses Lhem as the material with which to
construct plots for the purpose of engaging and
changing the emotions of the audience.

Boesing builds her plots through the gradual
integration of everyday actions wil theatricalized
actions in the three kinds of ritual. [Lveryday
comments ("Is anybody home?") and everyday tasks spiral
into theatrical choruses and chants in events drawn
from the ceremonies of everyday life (the graveside).
As the audier 2 hears words from childhood, uncensciaous
emotional responses are provoked and then enlarged as
the ritual on the stage hecomes both more intense Aand
more theatrical. By the time the hi 1 ritnal is
reached, the audience's involvement is almost
compulsory.

[n addition to illustrating Boesing's rituals, The

Stor ““lustrates th movement of the plot
through what Boesing calls cycles. .ae play is written
in five cycles indicated by the letters, & through K.
Each is divided into units. Cycles A, B, and € cach
have eight scenes, the einhth being high rituals 1,2,3,
Cycles D and T have six and nine units, respectively,
including high rituals four and five. The play thus
has a Lotal of forty s¢ es, including the five high
rituals that invelve the audience.,

Wi hin the cycles, the plot Enllows a  attern of

routine/ceremony/ritual., Fach cyecle ends in o ritual,
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and .
the new cycle begins with a change of subject that

retu - .
rns tog the routine jevel and repeats themes, OT

image .
ges, or words from earlier scenes. However, as the

Dla . . . .
¥ ¢ontinues, the level of routlne is slightly

begins more

dE‘C
reased, sn that each new cycle

th : . .
eatrically than the one preceding it (rhat is they

arn . . . i
less realistic, less drawn from everyday life, and

1s of "rituyal™ are

mor .
e ceremoninus). The three leve

he i .
ightened in each cycle, @ device that appears £o

crealf spiralling ffect as remnants of rious
Scenes are repeated with larser effects.
Starcing with cycle &, for example, ct first hinh
torth of the mothers. The scenes

ri .
tual is cthe calling

T . . — M .
Preceding this ritual began with "ig Mother entering.

introduces the idea Lhat

The
> daughter at the graveside

Mot iyes
Lhers are heing called from the past, out of the

des . i
eath of forsetfulness, and as the cycle continues, the

mo . : .
thers become more visible 1in dialogues drawn straight
introduces ritual one

fr ,

om ¢childhood., The chant that
bri ) o
Tlngs the performers to a pitch rhat enlivens "he

Calls .
lling Forth™ ritual so© that, for the audience, real
m . )
others may s¢ 1 actually O appear (that 1S, audience

m , ,
embers may | »1 they are really rememhering their

motl _"S)

With (he intensity of "The Calling forth™ as the
be: :
at hefore its beginning, cycle B starts with the name
of . .
hide and seek (routinel- The dialosues are broken
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i . .
nto four segments with five o~ six exchar ich that

are as every day as, "ouch! My throat hurts.”

"
Someone's at the door!"32 The day of the mother

continwes with "lists of things to do," "calls for

dinner," "baby feeding, it rs in bl book,"” "behind
closed doors," and '"good nite rituals.” & €r high

Titual two, "The Mealing," cycle C begins on the theme

"The Daddy Jig,

w Mrtyqyur Tather is a

of males and includes " "The Rape

D b .
ream," "The S impoo, " "Malking up,

and ' struation

Wonderfyl Man,'" "Menses Image,

S¢ 1e," leac 19 to ritual three, "The Words Never

Sajd."

is more reroved T Com

Cycle D is increasingly

. LL H
€veryday detail. Repinning with the No you like

yourself cliches?", the t "2les move b0 "lysteria,’ "The
yding with "The

Chicken Monologue," "Licking Scene,"
Lightiag . - Candles' that leads to high ritual

The evidence for the gradual

four, "Words Never Said."

removal from everyday detail is In rhe use of chicken,
an everyday food, t© represent @ nother's silencing by
her husband. ('Dad said, 'You shut up!’ Mom didn't say

anything. The bone! [ swallowed. I. . . can't.

« Sp. .e. . a. k. Mom!"33)

“he last cycle, L, is t he most heightened
theatrically; starting with the plate scene, the s¢ 188

that follow are "lena, "The B13 Hother Weeps,” "The
n Macknowledging the Woman

Birth Scene,™ "The Lullabies,
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Ceremonjeg and high rituals of the activities of fepmale

humap beings. As Rose said, "Martha's plays take

Politicay and emotional responsibility to follow

thro“Bh- She pushes to some inevitable conclusion

where if you're going to go with it you've got to

Change. She speaks to the moral dilemmas of our

-

times, | w34 To asccomplish this end, Boesing has used

dramatic serucrure that appears to be a spiral that

Circleg through the mundane and moves to the mystical
ionplace into an

S0 thar women are 1i. 2d out of the ¢«

Aw; S
Warepnegg of tf ir siagnificance.



Junkiel, The Film

nicates differently from

Junkie, as a [ilm, commu
M.ipnematography 1ts L £

the )
play in performance because

is a E
orm of insecription, rather han a capture and

3 . .
w35 That is, the cinematlic

re .
Production of the world.
anparar

Paratus contrnls the way the play is seen so that how

the
c o . , . .
amera is used in capturifs Junkie! 13

Sigpnif-
gnificanc- 1ot 11y as part of the analy ~3 of

indicate how a movie

Br)e s
S1 '
ng's plays, but also toO

Cal-] 3
1er: . . -
Y ¢an he used to enhance this feminist work.

rsial amons feminist

Tss
ssues that are controve

Eiy
] . . .
makers seem to disappear 45 the medinm 15 applied
to 7
I(J z r . -
esing's play. A4s a feminist play produced by 4

fom:
*Mlnigt .
{st theatra, T"wnkie! contains 1o

|
Viyy o . i
y'ur‘5t1C—SCOpophiliC" looks, @ phrase used by

fil ‘
m critis to desct He rhe ways 1in which classical

for the male viewer 'S

Narr .
a : .
tive cinema 18 constructed

1001(
. Voyeuristic refers LO looking at & subject who

he pleasure of looking.

Is
una -\ [
ware and scopophilic &9 el

Th
us . .
, woman serves as image object of this look, both
Withi
in the narrative's development and as spectacle

dpar
t from the narrative."3?

I -ause Junkigc! was filmed Erom 4 feminist

Pers .
pectiveby and for womet there are no instances in

. -] . . .
the camera is used O objectify the female figure

fo
roct : . . .
e |’ rasure of the viewer, @ major contradiction



Lo the rclassical cinematic narrative. Like orther

feminist films, particularly The Riddles of tF- Sphinx

(written and directed by Laura Mulvey and Peter
Wollen), the ecinematographic apparatus is directed in
to upset classical narrative techniques, &
primary method involves using the camera to emancipate
the design of Lhe script and to inscribe the film with
that design through the movement and positioning nf the
camera. Thus, 7 %ie' makes Boesing's dramatic form
visible through the shots and anpl 5 of the camera.

The play is ahout addicrion. Six actors
dramatized their personal cxperiences, so that the
arctors develaped their characters from tl aselves while
Boesing shaped their experiences and scripted the play.
Thus, each of the addictions was the actor's oun. In
aidrdition to the addicts, a seventh cast memher, [sther,
plays a clown serving as a dramatic device tn both
lighten the dialogue and integrate the stories as a

nonaddicted character that the others can interact with

in spite of their various ways of disconnectinn.

As the film opens, Lhe women are meeting on a set where
the only props are Lladders, a board, a few chairs, and
two stools. They first oreet each sther, and then,
individually, turn to the camera

and introduce

themselves as addicts:

My name 18 Anne. " 'm an alcnholic.

I'm Yay. I'm a compulsive overeater.





















posilions

Kay: Anything.

Apne: Ood, anything,

Kay: [ce cream.

Anne: Booze.

Ran: Vork.

Hol: Needles,

Kay: Clothes.

Anne: Sex.

Ran: Coflfec,

Hol: Love,

Lor: Dope, cigaretres, boyfriends, pizza. 1
Feel sic'c,

Kay: Dis-eased,

Lor: dhat does that mean? T have diabetes?
Cancer? The plague?

{ay: [(Ilnld on.

Lor: Holding on makes me feel sicker.

o | o t V.

Lor: ! you “ious? ['m dying.

Kay: Hold on to vour 1ife.

Lor: I ran't hold on ro my 1if if T'm
dyitna.

Anne: Bveryone's dying,

Ran: What are we holding on teo thoen?

Lor;: A dream.

Es: A memorvy.,

Tol s A fix.

Lor: €7 the way thines ounht to be.

Hol: Ferhaps we're not hniding nnoto
anything. '

| DF=: Ye're nou holding on to anyiLhing real,

Lor:  UWhat should T do?

Hol: Nothing.

Ls: Let go.

Ran: We're already out of control.

Kay: Powerless,

Anne: There 1s not ing to do.

Es: Only to sern,

During the

arnnnd

scene, the women are in various

the beam where Lorraine is sittina,

Ln the style of the earlier sceone, the camera fociuses

firse

then

on

Mo e s

the Cul

the single words

aach

shot,

face

a5

with €

“slher

L figure of the character speakina, ani

in c¢loser, gradually, unci in the end, as

are spoken, only the upper part of

he eyes emphasized is visible in each

concludes, "Only to see." The actual









collaborative works, and the ¢ " -ural references in the
single—-aunthered works strive to pull the audience into

the actinn through emotional tagement. Rose

concluded that the aotional engag nent Boesing's works
engender is a result of her skills in building plots so
that the multilayering effect causes the aundicnce to
they are

suddenly understand-—and as they do,

emotionally pulled into the action.

xample in Ashes ‘*shes "7 All Fal}

Rose «cit = an
Down when in one scene (viewed in the video «  the

Fhe actors slewly take off their clothes and in

play),
dimmed Liaohts with hands above their heads line up
before a dark door rame. Rose imitated an audionce’s
reaction as, 'O, they're going to take ofl their
ciothes- ol God,

clothes——they 're vtaking offl their
look whar it is!" At that point, the qudience realized
46

the scene rppresented the Jews at fuschwitz.

Boesing structures her plots so that her audiences
understand as they are emotionally involverd, The
emotional engagement Causes the understanding and the
need v undersrtand causes the audience to bhecome
emotinnally enagnged. Thus, through wanving to
Understand, the audienct fe pulled into the action as

though they have been suctioned into a vortex.

is always rhetorical, Boesing

Because her purpose
hasg developed a drapmatic foerm that works to move the
- . i -
Ction j; , o aundier by moving the audience
B i



cmotionally and thus into the action-- e makes the
atdience the actor. Through forms that can be
conceived as cynles, spirals, and vortexes, Boesing has
crealed a drama which contradicts traditional linear
Tamatic T: n and engages an audience intellectually as
it engages them emotinnally. As a woman and a feminist,
Boesing has developed a dramatic form and a dramatic
structurr which expresses a different rhetorical method

and a d- sroer kind of imagination.
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ratively created

Of course, Ffor the collabo
al that's given ME

g”rkS, T'11 use,the materi
¥y the actors.

T . .
herefore, Boesing Self—consc10usly develops

l_an
uape
guage that expresses her characters as they would

BXpres
S5 themselves. In the collaborative and

egted a dilemma:

coll .
ec . .
tive pieces, this process has of

the -
S A+ , . . :
is a rension between her desire ro be faithful to

Colle .

Ctive contribution and to be faithful to her work

asg g .
croat poet . Tt tension displays irself in

se particular words

the
c
0l ages (where she wants Lo u

f["o
m i .
history), and in the collaborative Pi€Ces (where

S5he
15 ‘e
vants to retain the feelings and thoughts of the

Ckorg |
5 as they create the characters)'
In “larch of 1987 after the first public reading of

ece about the

Fr
ee Bpie .
~Ie Reign (a new historic collage P!
F
I'e . .
house Theatr in the 1960s), Boesing was challenzed

b
Y both her foi he hand, Pa: and Phyllis Jane Rose

tor .
remaining so loyal LO the languageé used by the

Wom
en
represented in the scripts gyt the language

€Xpresses themf"s she responded. and after several
hours o heing batrered for not rewriting 1In her own
Style, Boesing was spill convinced that a personality,
gelf better than

fSpeciall :
y a living oneg, expresses her

she
[ .
v the playwright, can.

hs .
s 1 have analyzed Boesing's Langua’e, T have
dig
Scove
ered that her manipulation of language serves LwWo
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At each level of discourse, the changes in
functian, syntax, and lexicon also change the style:
formal or literary, informal or collequial, or vulgar.
Boesing's manipulation of these linguistic elements,
enables her to use languay to move the audience from
one ritual to annther.

Tus, in Boesing's plays, languna3ze characterizes
ant signals character transformations, and it indicares
composition of ritual and makes transitions betwveen
Titualsg, Through the analysis of repres 1tative
Examples, will try to discover how Boesing's use of
language contributes to the cultural trar Tormation she
Seeks.  Thus, in the Final section of this chapter, T

i : 5 ine constructs ¢
will explore how through languagrn, Boesing a

teminige reality in the world nf her plays.

Languag- - + ~  ---

lll-"

1 are Of t Wi types:

Boesing's characters
hiﬂtorical, both living and not living, and orisinal.

The

. RN 3¢ e most
historical characters have been th

Ptoblematic For her | :ause she believes she must

Testrict hergelf tn their actual words., Probably the

best o plex process involved in her

Xample of the ¢

€oll Bites of Love and

Age work is Antigone Too:






221

Antigone. [smene, dear in very sisterhood,
th yon perceive how Heaven upon us two
Means to fulfill, before we come to die,
Ont of all ills that grow from Ofdipus

bhat not, indeed?
No circumstances of scandal or of shame

I have not seen, among . . . griefs,

And now again, what is this word they say
Our Captain-general proclaimed but now

Try the whole city? Did you hear and heed?
Or are you hlind, while pains of enemies

o N
Are passing on your friends? . . .

lsmene, . We must remember we are women born,
Unapt to cope with men; and, being ruled

By might - than ourselves,we have to hear
ese things and wor For  part T will .
th, For what perforce

Pardon of thc  be
[ needs must do, but yield obedience

To them that walk in power; to exceed

Is malness, and not wisdan. 3
Sir feorge Young, 1906

Antigone:
fsmene, ey sister,
E?: ?;r)‘l Id think that we had already suffered enoush
; s CI:II'S!_‘ ot Oedipus:
T-IECannr)t I\aine any grief
Ih\:: grr])u and T have not gone throush.  And now=
- Hhey told you of the new decree of our Ki,  Creon?

Isene,
we ..+ We are only women,
: d{H]OF Fight with men, Antinone.
fnetjf?: 18 strong, we must give in to the law
" fr)r;_thlng, and i worse, [ beo the i}eag'
To tho;;v? me, but T am helpless: I"mu;;t. yield
2O nauthority, And I think it s dangerous
businegg

G be a[\myg medd] tng . 9
Dudley Fitts and Robert Fitzgerald, 1939

[ - !
my own dear sister, Comc

Antizone: Come, Tamene, . ‘
: , u think could Zeus require of us
House of Dedipus?

What more do yo
To load the curse that's on the
There is no sorrow left, no single shame,
which does not hound
And now,

No pain, no tragedy,
s, you and me toward
What 's this promulgation vt
fur feneral 's 1ately made te

5 nur end.
jich they say
s all the state?



o you know?  ave you heard? Or are you sheltered
Fram the news that deals a deathblow to our Friends?

Ismene . . . . Remind ourselves that we
are wimen, and as such not mde to Fight,
With men. For might unfortunately is right
i worse. . . T bend

And nakes us bow to things like t
before authority. It doefomt do to meddle,

Paul TRoche, 1953

Anrigone: My own flesh and blood—dear sister, dear Ismene.
How many griefs onr ~ ther Oedipus handed down!

Do you know one, [ ask you, one grief
that Zeus will not pe xct for us
while we live and breathe? There's nothing,

no pair  wur liv o are | o private shame.
haven  seen

o public disgrace, nott
And now this:

in your griefs and mine.
An emersency decree, they say the Comander
has just now decla for all of Thebes.
What, haven't you heard? Don't you sec?
The doom rosorved for enemios

MErches on the ones we Loved the most.,

Isnene, Py | )
« o Remenbeer we aro women,
we're not horn to rontend with men. . .
SO we must submit in ¢, and things still worse.
I, For one, ' hen £ dead to forgive me—
must ohey

'h e .
T'm Eorced, [ have no choi ,
the ones who stand in power, Wiy rush to extremes!

11

It's madness, madness. )
Robert Fugles, 1932
Boesing's

In contrast to the earlier works,
nrlish,

tYanslation js in colloquial American

do vou knnw anythine

ﬂntfgone: g1 - . sist m-oh, i a7

’ : s D, ave vou heard?. .,

about King Creop’'s ed :t?7 Tave ‘
Dh, Antignne,

dangerous.
anatast mep!

[Sm(_ane: .. It I'S oo - ;
we arec only women. We can't fflq}_]t to oboev hi
Creon ig strongser than us. WHe have U1 y hinm.
12
1623

r
[t's useless to meddle. .
Martha #eesing,
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The differences between Boesing's work and the five
other translatinns are siaenificant. For example,
Boesing's first twn speeches in the prologue contain
forty words. By contrast, the other ftranslators have
an average of 130 words. Fitzgerald's translation
Containg only ninety words, so Boesing, who is
interested in ”RpHFO”13 writing, understandably
Prefoerred that rendition. The change from varinus
levels of formality to modern colloguial American
English s also . onstrable in rhe twe sord line that
OPened the play spoken by Antigone, "Tsmene,

Sistor- nlé Tn ecach of the earlier transiarions, the

line reqd ns "lIsmene, my sister, mine own dear sist -,

— I
nld , nwlh
: , "Tsnene, dear in very sisterhood. '

11
]SmUne, "17’ "Oome, Ismene, my own

dear sister. . .

denr Sistoer !n]-8 anid "M}F nwn Flesh and blnod--denr

ﬂ]-()

, Comne

Sister, Noesing followed

dear I[smene. . .

Fitzgeralg's model, removing the "dear™ o that the

three hecape two lines.

I'm addition vto quantity of words, the connotating
0f word meanings has been carefully adjusted by
Boeging' [smene's speech began with the admonition ti

A“tignn@ fo were noly women and concladed

reme her they

Wiry o, Statement of their powerl 3SNEsSS in the face of
21
Conf j s Mwi rag, T
)Hfrr)ntari{)n with men, rhat 1bE 15 Nltlfb-‘),
nm' 21 "23 "I iag d:
Adness, " ! vyadness, madness, nr L ls dangerons
e [ E :

|
Lo b and lr doesnt dao to

7
. - 1m =
Always meddling,
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Alice: Voted.

Mother J: Asked for a decent day's wage.

Margeret: Opened a clinic for women.

Mary D: Talked with God.

Mar j: Ponred napalm on draft files.

Antig: They wouldn't let me g0 to my hrother.go

After the exchange of telegraphic comments,
Antige : ks Lucy Parsons, "What did they do to you?"

and Lucy begins a long monologt mos § y the words

Spoken by the historic figure. Her speech is followed

by shore questions ~rom Antigone. The pattern is then

£ la Cruz and Mar jorie Melville

Dllowed with Jessie de

and other members of the chorus. Thus, the language of

éﬂLlﬂEﬂE_IEE is structured differencly for tk Greeks
ANd for the chorus of women: Firsts Lhe Greeks speak

¥ords translated by Boesing in colloquial American

Engligh ge that the lines from the myth are blended

thto the play in a style that matches the language of

the American women. ilso, Boesing adds lines for

Antigone that do not come from Sophocles so as Lo

foc:a. . eches of th
dCIlltate that blending- Second, the spe £ o

¥omen secur in two forms: tb .t dialogues while in

Prison aye compnosed mostly of sentence fragments which

reinfOl‘ce the sepse of tightness and fatigue imposed by

¢ i i OgUES
e Prison environment; their long monologues,

Conta;. _ . wtoric women, are
aining the words of the histo

"eWritren to plend the differing E10€ periods and class



In the monologues the use of direct

Also,

levelisg,
texts provide Scenes

speech in quotations from nriginal

that may he enacted.
Ant “30one ™ and The Mothers of Ludl
lines for Mother Jones. Both plays were

several

identical
calls to action

and some of Jones'

written in 1983,
recur:
Ne! I say pray for the dead, but fight
like hell for the living! Awaken your minds!
but you do not pity your

You pity yourselves,
brothers or you would stand together tn help
one another. Stike, my children! Stike out
against the corruption and greed of thos who
the broken hearts and backs

make a profit on
of the hﬁfoic workers of this country!

Strike!

In her confrontation with Rockefeller, Mother
Jones argues in both plays that "God made the women,
it was Rockefeller's gang of thieves made the

but
in both plays Jones narrates the

n32 Also,
1e

ladies,

Story of the army of housekeepers who attacked
scabs with their mops, brooms, pans, and spoons,
telling them,"You form an army of women housekeepers,

Fl33 In 1_._:82—1,_.. '_r.._ th(?

xactly what you think of them,
is enacted by part of the chorus of women, and

And you march up to the mines and tell those men just

in

Scene
Iﬁgﬂﬂg&' rs o- Ludlow the same scene is enacted by the
Mothery. In both plays, the original words of the

character From history are the basis around which the

4Ction of Lhe scene is formed.



Calamity Jane
variation in the

figures-

MNore aboul the diale

he an accurate T®

western diatect-

is meant LO suggest

withs: Hollywood Hi

structured around T

rather than around

it is transcribed i

with a free play on

ﬂineteenth—century

lady. In response€

"fake," the charact

Wwhy you 1

knockkneed,
1'11 sho¥ you
EaCH SIDE
DANCE.)
howlin'
further up
i*m from th

'Pm t
coyote
you
e h
nes
HO

d

The languadg® W

laracterizes her P

accompany her putrad

[
{ Y@S—Siree,"”{'m a

use of th

in tne prefa

present

This story

ig

¢ CH
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presents 2 slight!ly qjfferent
o langudg? of historic

ce to the play. Bpeging WroLe:

ig not meant ta

ct: The language
ation of nineteenth century
ig a myths The langnage

thic dialect %€ all grew up

14 The play

the my
is thus

fibilly."
he events of Calamity Jane's 1ife,

The dialect 83

her actual words.

"hill~billy" hut vulgar.

g not only
words presumab]y used by 2
prove herself not &

man daring Lo

cion that she

wa
was #

top the accusi

er of Calamity Jane answered:

slab-sided,
- splay—fonted pitch!

rg a fak ! (SF ~HO0TS AT

who
ARLOTTE'S FEET, max ING HER

Calamity Jane - I'm &

Creek. The
rs and

"fore |

Qp~eared,

a0

he real
from Bittrer

g
ad end.

off yer
WLS ) Yeg-alree,
rin are on the

e

ith which Calamily Jane speaks
erhaps more than the actions that

peous words. The orthography
) communicakbes intonation

howlin



e can bf read with the

as well 259 meaning 89 rhat Jan
trwang that marks "Hi1]~billy.”

ThuS, Calamily Jane jllustrates well the
playwright's nse of language t° characteriz®: the
facts, incidents, and some of the words are historics
the bulk nf the dialoguf is invented, with

nts built in O permift the historic

characterizing eleme

character ©O cmerge. By
Bresing 185 ple E£© creat
heightened style guited

illus

River Jou--~al

tranglation or (:r;llabora
Therefore, 1Y wF e are€
janguage 10 characteriza
magnified pecause nf the
characters ¢ransfor -
Ann is 2 chat -ter
rhus herself gependin8 h
herself by wa¥y of her 3°
imageSsSs €

tiar

structures and

allusions yntil her

tw techniques,

biending the

e the nistoric figure in a

well €O rt atrical
nstrained by

prates 8 work unce

fion and histurical words.
Boesing's tpechniques nf using

tion cleare?- They are
nature nf the way 1in which the

who rransfo
er context. When she ralks to
in complex

yrnal, she Speaks

xpanding in metaphors and
~uage borders A0 the poetic.”3D

rhe hook ):

From the
r

ro wa

tch

to the rit

jizards
tonks mer
surface 0

ely

sno

the rall
jver.,
behind mée-

the T

the

w melting

water

away .
hrown £ra%

I

see him. ile

lizard.
not dead.
face

=

appeals:-

!
s and

A creatur®
am

is o

He

On the

It









Sns .
nake: Well, since you asked,
You could rake the

a wedding

hem a whirl.
it'll be a bust.

what [ rhing.

masks they gave yolu
present and give €
Prediction: In the end

Ann: The masks! Of course!

think of the 7/

Ann hunts down the masks
oOn one
into playir
arnund in them.

M .
yles: (enters) Aan! Ann't

at a time, getbing mo
arla and Yera,

T'11 tell yonu

why didn't T

and tries them
re and more

parading

There you are.

I'v been looking for you-

Ann: (behind Vera's mask,
I n): Hi, Myles. You

M .
yles: T am worried, Honey.
Haven't you noticed?

dnn )
n: Don't worty 'boul M&.
happy as a

Myles: You do?

Ann: Really, Myles. Thing'l
now. You'll see.

Myles: Where's Caria?

4 . .
nn: {(switching to Cavlia
on me.

Myles: Huh?

Ann - .
i I said: Dinner's on M€

M e -
yles: You made dinner?

Ano: What‘s—a*matter?
S5it down.
wife to.you, Myles.
right_ﬁo

T'm

th
ere;
. eafter, whenever Ann pu
_la-t.l 1
a
3 me .
masks, the costumé change

a
ngui-lge "h‘ .
changes markei with

juggles o
jook worried.

Myles.
little bird today.

what's for

tg mask):

Cotton
Fatr. L'm gonn

\Es on either Vera

the same structur

Lo

"Bout you-

1 feel

1 be different

dianer?

Dinner's

tonight, Myles.

in your ears”?

a be a good
gonna do it

or

is accompanied by

al



indicators. Each ch

charactet: Ann, who

questions: Vera, whe

sounds (contractiuns
and Carla, who is ¢@
comma

trite phrases.

The other chara

identifiable accordi

Anpn's fatt 7 speak

simple remarks into

gpart at the seams?

statement. There is

of directinn, @ kind

which t hreatens coll
those faithful

. A7
Cod!"). 2 In contra

almost non»verba1,

the reSponsibility 0

the older malé€, Myle

is "raped") by marri

use of languadsg®-

words in lengths

> . -
ems to D€ his viev

Vera and farla

styles (sing-s°P8

bc i
abyishness versus m

5
he transforms @8 th

ange 1N la

is cnnfused'

is whimsical

y and sped

re-taking

nds.

crers if River Jowl===

ng t© thet
1 ”pol)
olaborat®
Not 4 tot
a certain
of dapcin

apse, £° b

st

As the you

and mnderat®

nguage r:reates a

asks constant

and flighty. drops
ks with hird-like images;
and bossy. speaks with

jnsults.

yrnal are also

r ways of speaking. Dad,
yllabic mists, spinning
verbage”41 ("Falling

ally undeniable

f0undering, an ahsenc?®
arop th€ gr admill

put there are

5

e SUTE:
i1l depend upon. Thank

Myles, her hushand, 18
ngerl male who recetves
f the females from

£ raking care ©
S appearl?® ro be "castrated” (as Ann
ages and that castratiou cuts his
st of his pines are ¢hree t9 four
quenLly containing rhe word which
f realit¥: Mokaye
are dxstinguished by thelfl speaking
rsus neutra] intonatlon,
otherlinpss) which Ann adopts when
. Ann’ gpeech chang®és as she

e LU















Seve
~ral i .
mingled monologues, the rputines also occur in

Strajiogh
shtforward monologues with one participant who
Speal .
3
directly to the audience.
is

T
he syntax of the language€ of the H>u .DNE

C!]ns.i_
5L .
ently the word order of a declarative statement

D]“'a
u ; -
question. Initially, the exchanges are everyday

erSa 4 - . .
tion with references to cliches suggestlve nf

the statements

Childp
ood. As the routines progress,
are r
ed
uced to [ - . as, first, subject pronour  drop
until eventually the

Oour a
nd then, objects drop oub,

fNcesy 3
s consist of one word, usually a verhb.

QUeSt'
lune . . . .
S occur without the interrogatlive word in &

forn
I3
requently us 1 by children. ("Promi: Aot to

tell?n) 45
There are also several routines in which

‘e
- Mothe . .
>r speaks in commands, to her children and to

the language of

hefself
' rmbactic level,

LS, £ the

Tout § o .
Utines imitates the language used daily by

Cchj
tldren and mothers.

T .
he lexicon of the routines communicates poth by

fory
and content. The level of vocabulary is simple,

Chilgy;
like, centered on everyday needs {food, washing,

dadq _ .
Y, mirrors). Probably the most ¢ 3nificant aspect

of .
the .
les' on is its apparent connection EO fFemale
Cone
C3r . . .
NS with recurrent 1mages of cooking, menstl L1on

(blogq |
od s referred to frequently), various parts of the

bod
Y and body Functions, fFeelings {(hate, love, want,

Need,
items (beds, pots, pans:

anger), household



Plar
€8, laundry), and acrivities of rhildren and
feeding

moth
e . .
rs (watching storms, calling doctors,

dogs, earj o
ating food, fixing toast).
Examples of the dialogues give evidence for the

SCcourse. In

f|_]n -
(o8 s .
ion, syntax, and lexicon of the di

Cyel
€ A, a dialogue between mother and child
illy

Strates the linguistic structures and the content

of 5 .
INtimate conversation.
C
ycle 4: R: I'm home. . . Mom, @re you hc 27
J: 'Course I'm home.
R: You've been drinking.
J: I nhaven't be 1 drinking.
R: What's that?
J: Gingerale.
R: 1{et me have some then.
J: Don't touch iC. "Smine.
R: Why do you do 1t Mom?
: Do what?
R: D1 k.
J: Leave me alonc-
R: W * the matter, Mom? 46
J: Nothing's the matrer.  :ave me alone.
Thus, the function of the dialogue 18 an exchange
fo
" two in conversational styles; rhe sentence gtructure
18 4
" question word order with short response s the

ley;
Xlc L
On reflects daily conversation pecause 1t 1S

noyveryday"

] semantlcally

("

ally simple a
Wh , :
at's the matter?"). The rechnique of introduclng

Ly light exchange

RET .
'S subject att in an apparer
ig .

=] . ] .
Way in which Doesing presents an issue and be 108

to
e
N8age | - audience.



rhe last dialogue

In t
he same sequence nf Cycle A,

bet
Weon p
. and . conrludes on 4 more POSitjve note:

: I have a secrel.
Whae is it?

It wonldn't be a secret if I rold.
Whisper it.
: Promise not
1 promise.
I love you.

Everyhody knows that!a?

e

av  an

to tell?

[ BinvJw e v B ub B v B Mg v|

Tt ‘.
san  structure appear: wor , simple

Sent
enc@ i
S, questions in full form and with question

W
Drds drOP . i
I 1, child-like vnrabulary 10 form and

“Ontent

presses the

In o
cyele B, a rontine literally ex

Ch

i1
Iren's vj
ew of mothers:

over here!

P:  Hey!
C:  Where you?
R: What are you doing”
J:  What do you want’
R: Don't gu away!
J:  Say something!
C: What's the mattel, Ma?
P:  Hey, Ma!
gi Mal
: Mommy]
It Mom‘fl;8
Shore sentences, radually reduced to 20€ word,

ex
Pre
55 i
the way that ¢ ildren vi v thelr mothers
e,
duS(-\
the name, itself, carries significante: Host

aud .
len h

Ce a k | i

members who are sped ers of 4JII%‘].lSh ave
Cal]_
ad he [
thei am 50
elr mothers one of those IE €5, t wo d

joi

ns

s au + i 1 5
dlenc-_e and aCtOFS .'Ln assnc‘iatlons ﬂﬂd [nemor].(?b)



0 by Foeysy .
“using on the name alone, Boesing gives the

aud ;
leénce .
time to cxperience those memories before

m()p'
in
B 290 to another scene.

1"t
T
he Shampno” in Cycle C is an example of the

dy
alg
Ur 4 . .
8U% in which there is no interaction between Lhe

SpGak
er .
S. The five characters are really each doing

mOnDI
o
sUes, but the lines 4TE separated by those of the

Oth
er
AcC
tors who are also doing monologues. The

3
truCtUrP
’ e word order of a

is consistently th

de
Clar
ari . ‘
tive starement, and the lexicon 18 directly from
the
ey .
Perience of the actors as mothers and daughters:

PREPARATTON;
| ysee~daisy. (She is the mother of a F1ve
P. year Old.)
© Your hair is a mess. LU'S all matted.
old.)

a nine yearl

(She is the mother of
her of a 18

Cs :
Pull it back. (She is the mot
R. ye?f old,)
M: We'll make you all pr -ty for Daddy .

) Lea‘«"e your ha]_r alone; it lOOkS .Ej.ne-
(She is the mother of & rhirteen year
old.)

EETTING
P; ;he water is not too holb.
C, PObody likes a dirty child.
M. ;UYS want to respect you. _
ou look pretty enough without do1ng all
R . fhat stuff to your hair. _
?he“ we're all done, we'll put 8 bow 10
p. 5t for Daddy.
) EOP look like a sheep dog with all that
0. Ialf in your eyes.
M. t is not ¢ :zy. lr's string¥:
b whét kind of junk are you putting of yout
hair? Ir stinks.
SOAPING
p; No, T won't get soap In your eyes.
It does not look pretly:- It looks
o, SCuzzy.
* A man wants someone he €af respect.
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R.
* S
" uch a 8rand Iady. (Set her up Lo 100]( in

mirror.)

C: You!

tﬁu re not going to wear your hair like
M:  y at are you?

tou primp in front of the mirror entirely
P. %0 much.

Are you brushing every day?

RINSE

R-

Egu have such pretty hair. I'11 brush it
M. Yor you afterwards.
R. YOU!brush your hair toO much.
M: o1 u re gonna l1ook very pretty.
C: don't like it.

Sg” re such a good-looking girl., It's a
P: oy ame to v ar your I .T 1ike that.

our father doesn't like it when you look
R: EO bedraggled.

Siddy won't recognize yolu because you're
M: g clean and sparkling.

oys, boys, oys! That's all you everl
C. think about.

¢ trying to be yout

You kno ' :
friend,gg I'm jus

The
Structure follows the patterns of the routinés

(worg
OrdE"r
! phrases used between

conversational style

moth
€rg
and daughters), and the actual naming of the

Sty
Beg
of :
hair-washing formalizes the process.

Tw
o T ) )
Outines in cycles D and E increasingly

4
Stg
n(:e
the characters as in D they recite cliches

Mo
nol
Cgue
relates an experience with a chicken:

R.

MO; :a§ sitting at the dining room table.

That aid, "We're going to have another’war.
what ES? hole in the white house doesn't know
ow e's doing." Dad caid, "What do you

the wabout that?" There was chicken. ”I love
Now ﬁY Mom makes chicken. Mom said, .I |
om g Dad said, "You don't know anything.
om déld; "Balls." Dad said, "You shut up'! 1
L Swaiggwgdsay anything. (Gagg%ng) The bZEe.

. .1 . . . ca-nd t SBR- .ak.

Mom!

-

~ Caqa. T
n't., . . breathe.



Thi
'S sproe .
prech varies [rom any preceding routine

be
CaUS
e oof .
the uge nf vulgar language and the use of

dir
cot
- Speect . i
chh within the monologue. The connectlion

betwee
r through the chicken

oot .
he child and the mothe

bec
Omes s .
ymbholic when the child gags after the mother

i
S shyg "o
. As the only mundane speech in the play

thay
important hecause the

is . _
A monologue, it is also
Sile
Ncinp
2 of both 1 1er and child emphas S Ll

€Xta
-Ilt L
& i .
which langnage 1s not gufficient for

Conm
ml_]n :
lcat .
ri ation so that a transition to another kind of
ity.
al
in oy ;
n vhich the words are not mundaneg Seems
Wury)
Th
e
CeremoHies
Th
e : .
ceremon| in « ther are
digy; =
.ngujshed
1a fFrom the routines through: tfie use of
rge
r
Se
gments of language that indicate more
the

Pm- .
dll?
X=Xi| ) .
language functions, such as chant$;

Te
aArr.
dn?e
m ,
ement of the standard word order of English

tion of words, the

Sae
Ntea
Nceg .
either through the dele

e
Pet:
1bjq
n
of words, the rhyming of words, oF otl

Pe
mUtati‘)ns- .
! er more PpoeLiC

the nse ¢ eith

Lh
@
We
e used iy ; 5 nrds and
1 the routines, ©T nonsense woOr 5 &

Syl
abl(_':
PG . -
; the use of nonverbal language either &%

geStUre
an be

q

s . . : .
ounds, or miming. The ceremonies ¢

ig

Cap

ned .
From the routines because of theif obvious

up
grad-
]ng .
1 , , , .
and heightening from everyday language€ and



EVeny
Ls:
' the
y are created for a purpose in the context

o
f thf:‘ Play_ T!‘
ey rarely conneckt tO familiar scenes

fr
Iom o
ailj :
is y life, and thus, their functiop ip the play
Fo hes
figh :
ochtep the involvement of the audience created

by
the
- I'out| ;
ines and to nrepare that audience for

icipation.
ip Th~ Story

actor/choral

jal
sle
"Ater involy )
ement or actlve part

Th
ere g .
Are sixteen ceremonles

MothEr_

‘-‘--——_._____‘ ![.
h
¢ larger geoments are: chants,

@xch
AN e
fe ]
s
» Songs, and story tell 18- The larger

nf language than

Segme .
that "ts are a more forme ized level

i
levElaccurring in the routineés: At the syntactic
HOde,tfhe rhants contain Lines of usually o8t ro six
tha rh,lat usually increase oOF decrease 10 number 28
AN continues. Either ways the words are usually

ra
“PeAL W
el from 11 . .
Wity ine £o line, with words added or remnved
cach
- e . . .
epetition. [n less formalized chants, the
, aone or LWO

ang
ua
e may he . . .
mundane in secbions wit!

L
Neg
repeated . .
Quat throughout reinforcing the chanted
a .
1ty of
the entire segment: this Lype of chant is

81
mil.
ar t
{2 .
the choral response that comprises anocher

Y
J Ceremony

Th
¢ chor:
loral ceremonies usually involve two ©OF three

ac
TS speakj
dking with at least one answering in song 2T

On
o .
ACt
Or speaki . . . )
ng with geveral answerlrs in sonhd.

Tt
e
o Wor
ds o
Whi f the song are often the last gpoken phrase
ch
is r
peated several t1meS: agalﬂ’-lﬂleldUﬁIIY!
Bro
Ups .
, or in rounds. Lhe phrases may also he talken



fl“(
M g
reyi .
brevinus routine, or from 4 mundane phrase that

DCe
_ur.-_s f
- In p . .
the Ceremony . These CQFE’MOHIE'S contrast to

th
e o
-f‘:n’_)np., .
:b Towa . .
in isnlactinn preclsely pecause the songs are

Sl?p.
argr
e , )
From the dialogue. The actors stop and sing @

as
part of the action.

The

5 : . s
tory-telling nccurs i monologues which

Conpg;
Aln
me ,
e Formalized rhythms and languag than the

monr

g

1()%1]95 of ! ) . .
the ronutines as well as more formalized

COnteqn; .
For example, "The Rape Dream' differs from

the n
~hiel .
cken Monolngue” because the content 1S of a

dra

-,—Im

» AN .

d: 1 the language nsed 13 descriptlve rather than
lre '

L g

= g .
d; Prech (as ”pposed to indirect speech). The
1sy;
i
roukine and ceremony in

nere j
lon, however, between

th.Q
t'\\f(
Y mon . 3
) Olqgueﬁ 15 F;Ll‘ictl]f hpcause ol the I(-‘\"F’_l of

1=

dnguap (
e
ml.lnd;lne VCI’SUS poetic)‘ I_'}P,CdUS(_J

rather than

nf
thf:
~ g
tructyre of the discourse-

Th
e : . .
lexicon of the ceremonies ig more fiaurative

tha
n ]_lt
. eral, or it is nonsense syllables. Throughout

B
P€sing
53 . 3
. >ntrasts mundane imMAages with poetic thereby
()nt )
Tast |
th ing sentimental v: Lons of motherhood versus
53
= @ .
2]
ity. Possibly the images created through the

I'.'_q
lve aCe - N }'ned
currence Of bIUOd refetences, coimil

. Mother costume pLeces produce af
Nde
°r ]y
Ny metaphor of a mother 8% 4 sacriflce: The

&m
Oti
Ona
a 2npagement 15 8 result of the words used

th
Yoy
ghe .
m PUL Lo describe how children rreat thelrl
f_}th
Cry . .
» and how mothers feel about their children and



mor}
terh,
sod. T
- I'he last low ritual before Big

Mother's

fi
naj
Sproc| t
- k R - N 3 1 . .
ne , "Acknowledging Yomab Nating" reinforces 4
3apge
> e
is i« 1es concerning motherhood are really
SU@‘
S Lh
at .
stem from a culrural misosyny-

Dcchq

Page

yllables

An o
XA
mple of the use of nonsense 3

in the SGCr')nd c Cl "P'b I 2 13
ycle, laby Feeding.

TNOL,

[

PICKS
[0KS Up p AND GCARRTES HER TO S
BOOY .
I“} M 1.
(STHGS THPROVISATIONALLY DIRTNC TULS)
J: :
(READS ROOK, PEFLS BANANA AND GTVES TIP? TO P.)

oy

Pe renim
(stuts pouTe, won'T BE FRD)

g
O-pay-yo-mao.
CHn,
‘ M C R
g:p“Y‘YU—mao - -
_p?Y_YO—mao Q-pay-yo-mao
pay-yo-man O—pay-yoﬂman O-payﬂyo—man
P: .
(EATS, ENJOYS IT.)
J.
(READS BOOK.)
Je
Do~doo-da-da
- C
go—doo~da_da - -
DgngO&da_da Do-doo-~da-da
no-da-da Do—dooﬂda—da Do—doo—da-da
Do-doo~da-da po-doo-da-da
Do—doo-daﬂda

J:
EFEED P. PBANANA)
AJPENS HOUTI.)
AL -g; 1morrr
51

(
. ) .
(LOY, NG .OWN) rrrrrrrt.

T1
mny in stvle T another

The 5
> sounds are initiated by the haby, then

pyTS ON BIB, GETS



i_ .
m1tut@d by tl _ ‘
he chorns, until apother round of feeding,

eremony concludes

r@adi
in
5 The ¢

And s . .
singing nccurs.

thus

Wh@n tha b
fall to sleep,

aby finally wails and

Indj.
ng that the feeding is OVEL: This ceremony ©of

the
with a

feed
cod i , ’
ng is an example of actors performing

chDrUg

H
A
‘nowledging Woman Hating" is 2n important

Cir

tual
i .
n the play, and for that reason, I want to CLL®

ir

1

B its enci : , . o
rety, Tt ritual classi es as cefl mony

be
Cayg

e nf _
of the repetitive use of the lines, "yust like

3

Wom "
an n
A .
nd "Said the mother':

p.
P(IN ROCKTMG CUMAIR TO 1) What dn you

want from me?

J - -

P; ﬁ Wlsh T had your hair, fiom.
M. 'y hair? Ha!

P, Said the mother.

* When my hair was hlack, they ysed to say
I was a tease, that I we trrying O
seduce them! I was 8 Jezebel. Just like

M. 3 woman, they said.
P: ust like a woman.

! But once T started getting these grey
hairs, I was a useless old hag, not worth
bothering about. (SHE LEAVES CHATR, J-

w. CETS T |

J: ?ust like a woman, they said.

C: ITU C:) What do you want?

J: n want hands just Like yours-

M: g?,ha“ds won't do you much good.

I {dld the mother.

Ihenever I reached out t© touch people,

or that

acting needy,
womat,

th@y said l wa s
Just like &

Wwas an casy catch.
they said.

M.

J: éUSL like a woman.
Sut i f T kept my hands t® mysells they
said rhat [ was cold, probably frigid.

y. C(SUE L.avms CHATR. G- LT T

C: Just lixe a woman, they said.

R; (To R:) What do you want me LO give you?

Y(_)Ul- @yes_



-
R B L
M. %f_”yos? You don't want them.
Cs g?ld the mother.
wgiTiver I close my eyes, shut out the
ny b ? . ",
. broadj"y u knnw? They saY. What a dumb
. #uft like a woman.
: eh, Jus ;
whe;rJUSE like a woman, they said. But
&
.ver [ keep my eyes open and look and
on--and 1 do S€€

iiZLW?at's really going2
chau 1seeally soing ol
St 5L She's crazy! She
Godfaaw?y from her! Don't
Centﬁ‘mlghty! 1f we lived

ries haclk, they'd B
a stake and bhurned me!

ave tied
Now they Jjust

pn—-—-they said:

s looney!

helieve her 1"

a few

me up LO

lock .
M: Jud me up 10 their 1insane asylums.
C: Yoit like a woman.
R: N{ » right. Just 1ike a woman they said!
C. F]Q said?
' a : . )
bOEheTS saji. Teachers said. Priests,
Doibes’ hushands said. Lovers saift.
JOCLOTS, lawyers said. All of them said
Ly, ”Yf 1 . . 11
M&C: 1, fou re just like A woman .
R: st like a woman, they sair.
o Nhy’?
. Vhy? i .

kpf' Why?  Mlow should T know why? To

= & -

M. S':p us apart I supposé-
£ led the mother.

p] 3 w 1

keep us away fram each other. (SHE
me !

%ﬁgﬁqs. n. AND (. EWBRACE.)
fr;; s why they said it!
I chh other! I'1ll pell
Stre give you my arms.
gro;ngf They've carri
o eries and suitcases
s boxes of hooks and
UﬁsiéF shir and all my 3
Softalrs and down. And
[ron’ They've held all
ve loved, sometimes all n

MBJ. -
- t like a woman, she gal

ed la

and
wast
lee

The
2 rhyt
\ythms, the repetitive Use¢

Ch
()r
al .
o o
N8wery to questions, the

by 4
11)g;
ldg
no
2 of ¢hy . .
rag “hants, the singins. and
8¢ fro;
0
tha vulnar to metaphorical €9
ar
malc
en
up the ceremonies. The ¢

Wo
Td o
)
s Phrasg
dses, sopntenceS, and scene

You and

Tn keep un away

you what .

They 're damn

undry and
dirty Ot
ebaskers
ping chil

they're very
of the people

iS%E jong

d.

of phras

reductive ani

the
mprise €h

areful

s has res

aners

full

gren
yery

es, Lhe

words that

addicive

e languane

huilding

nlred

of



(RS
LW L)
o

t
he buiig
slides into the high

lng of a tempo Lhat

Titl_]a
ls thar Follow.

Th :
—EMigh Riruals

The h; .
high rituals occur in the plays directly after

d a hiacher

A lny
has reache

rituns ;
12l in whir the tLempo

pitﬂ

] th'

Nan , . . ) lav
hdd hbeoen I(‘B(ll(’:‘d pIF’h\'l()l.lSJy in tne D ay.

R‘i_t
ttua) o,
mber one, "The Ce 11 3 Forth of the other”

Oce,
~llT s .
A
fter the chant that ends:

Letvr me in
Let me in, Mother,

Let me in

Let n in

Let me in, Mqther,
Le . 3.

e me 1n.

Th(: -
= T
itual 1tself is loose ¥ scrinted as the actorl

what

Spe
al g

S in »
t ~ommands to the audience telling them

[#] d

)] T
- he .

th > tone is like that of @ yoga teacher or 2

er

how £E©O conplete 2

APist
telling student OT clients

Part
ti
- CU],‘
- .
ar process, and the magic of rhe play 1= that

Lh
S bu]ld-.. .
e CEfE'monleS

up from the routines ko tl

Cr(_\
- 3 @
> Nr . . H i
ywgh confidence LD the audience for thelrl

A pay
Nt agreement to ParLiCipate in such A process.
Pr After the mothers have been called forth, the play
Jcp
®4s with e accumularive huild-up through more
| number ©Wwe

r
Outinp%
piagh ricud

i 1 . s
nd ceremonies untll

he
the words are totally

he;
2alin.
9, Tn this ritual,



251

imprr ;
IV s
sed ("P. says something truthful to daughter and
¥ashp
=g " .
ber™) so that the only scripted language 15 the
e tn say as "Morhers

L l|‘54

phl‘a

S .

= wi . . - 3
Vvieh M. invites the audienc

or
aS thi—‘l
2ir Mothers, 'I want you Lo knpow. - -

Ritual number three follows the pattern of the
Prey;
®Vious two riryals as the process begins with, "The
Motk

her saia to the Daughter., - - n o again, the 1ines
® improyvy »d; the ac »rs SI Wk Tirst and the audience

is
QUraged to imitate.

B . .
Y ritual number four, the words, "1 never said. .
Lo
Are X .
> enhaneced by the action of plactns "ribbons Of
;g done by

tha
- h }_ (a3
2 mot oM yith each line. The action 15
the
S OANYE, :
s and the dialoque continues:
M - -
{To the Aud) Is £t 7€ something you want
R. to say to your mother?
* You can say something C© her and dress
3. her yourself. . '
: Sr you can say someggin% tg her. and 1711
ress her for you.
Rin.. . :
. ttual pumber five occurs after the low rituals of
ACknqwlnd ; 1 1 B Woth@r15
P *Aging the Woman fating" and The Hig | :
lnay] o I
dpeech-")ﬁ As the final ricual in the play, 1t

em
Phyw
51]_-, N . -
€3 Lhe coming together in communiofn, and
Siaonp: ) ’
'anlfi_ ) X 3
t Cantly, hread is gysed. the ritual hlghnghtS
he
l')l"()(:
i FJ .
55 (hat Boesing considers T ‘egsary bo

o
ultural | ’
transformatlon.

healing and cultural

ig
Olar s
al iy . . .
£ N is contradicted throush the sharing of
@(.\1-
21 _
n2s of ¢ : . , rhe feellngs
N rustration and angers once 18
L2 a2
S Verh. . -
balized, healinae rAn hegin as women qpe they are
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notr
alone |
e on ;
what they feel; the healing L8 representer

th
ro
el communie : .
v which is not verhal, and in which

the
Se
whno h:
ad been isolated come together.

Langl s g i ) .
3F 12 high rituals is ¢ ondary to the

feelino
-1
bu ., SO 1at

5 tha -
e previous rituals have

from the

g@gture
rds that came

and acrtq
actinn encourage wo

Exp
Er]'
BEnce
>f those in the qudience. Content hecomes

More j
- Impon
rt: - .
ant Lhan —orm as the qudience becomes the
aCtOr
Sy
Jus
St ag .
de s the form of Bhesing S plays 18 usefully
S
Tih
ved ¢
1 : , T
the roush image of A gortex, the lansuage nf
b D]l .
ays .
th 15 usefnlly analyzed 8s3 it contributes £
at f
T n . R
. Boeging's langt contri JtE€S to the
the

em
ot
1onal
i engagement of the audienc® through
tde
ucyj . .
fi ion and repetition of both words and imaces L0
TSt
Sma :
ler and then gradually larger units: While

tha
- Proc
es . .
s occurs in all of rhe plays, none

£ a Mothel.

1]
ust p,
at v g
es it as clearly as I'7 Story ©

AlSr)’
Song

Fhe s
8 : :
i1 ingle—authored radio © 'Y
ust
Frateg .
*s how language and sounds alone circle and

abg
T
Mother

The f:
Five divisions of Iﬁgﬂﬁggﬁj_gi,ﬂe___ﬂﬂ_

ar ma jor
e
Gron .

2801 .
o zed around themes. Cycle oney for example,

Me e

l‘q‘s
8 .
~alling the other hack fronm geath, and the
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int
o
4o ¥on .
S DA N
pace, [ am coming i ki
X3 o ir > your skin.

anr .
! wltl’]t)uf
Nitual 41 occurs.

warnine,
The
- Movement HCFJLF‘ 3
~elerates because each sequence may

e]
2bo
Cafe
oo . .
Pon an 1mazc introdiuced in the first few

14
neS
. The i
= Ims i g ;
exp nge is then oxamined from every angle and
fesg )
Ssed
1T ;
uah a different form or language. Mere

[orm (prose,

"'Jf tl
1o srenes )
Ver sceness carried out IR the sane
S
Ty mljnr}l{
b .
Ove S, dlaloque), the image would perhans he
r !
)ne }"
k] H .
lag _ precisely hecause rhe ¥ € the
i
gl
SHA8R changes
ah nes constantly, can the content be
S0rbeq
Tr
the
SMe s - )
thye es of the other cycles which are develnped
Duagl
20 re
cpetiti Lo . .
acp iti o1 oof 5pec1f1c word imanses are: daily
Lvip; )
ting
33 3§ .
» men an rmprnduction, sel f-inages, ant
but

herhm)(1 G
lithin each cycles the form changes,

tp scehne.

th
e .
im
a6y ¢ ipf
In ad nforce one oother from scene
f-djt-
lon .
in . » In cycle two images repeat thi nceurred
Yele
- One.
the : for example, LN "The Mourner 'S Chorus,
® Firge
Tis . . 58
ang . et 13, ''She died washing the dlshes,”
In
Cycle R "o
! Lyetr i f .
Lagon59 ything s getting cold on your
voin
fary cycle C, Aunt melen got ey mad At [your
l?r“l
ONe r '
Wity fay that she chased him around the kitcaen
a Fr
ryi 0
SCnn e pa”-nﬁ fn the last cycles che "Plate
"N N
M e
he item (irst talk ) . b
Stan irst rtalked ahout has become CQ
AN
pl‘r)p i
around which the scei® ie built.

y Mother similar

Th

r

Sushopyur ™-- Sror "
OrY O 4

occur that anpear 1in

(-Dpt.
IRt
lon
S 0
f vords or phrnses
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o
04
s ani . .
Johanna literally spans rhe horizon a3 she

speeches,

1001(5 F
ithin Johanna's

OF the whale.

anor )

i her circularity appears as she descr 2€S the whale

niti;

Sh ially ar a distance and them [INSS ir in closer:
* Tinaliy embraces the pack of the whale, hugging its

l"r_)u
n(ied
mass with her leps:

I will lay my head against your huge
humped back

and tra lling my 1egs acr¢ 3 your
heaving sides

I will travel down the grey—green*byﬂ
way of the ocean' s spl

and T v 11 wind my arms around

your massive flesh
will bt 1t

TR, e

and vou, goliath, you
me back
to t : origins of time and sing
lonn-voweled sonns
nf the heavens

about the meeting
and the earth,

til Mayiad-born again from you far

maw, great gramnvs,
I will sail unfettered, free at
last, into the aht 47

from which [ first emerged.

Joh . .
anna seeks origins that g0 peyond her jifetime.

Ag the |
mammal, the whale

la . o
reest, laongest syrviving

Symh
] R
z26s the wild not yet destroyed by humao kind.
_1rUUD
gh 1: . :
ldnguage that juxtapOSGS the wild freedom of

of hot dogs,

th(_\
- d(_\
=¥e) . . .
. P with the controlled familiarity
Neg;
Lpo . .
. % Interrngates a social order that permits ics
emhb
ers | :
r to be the larvae of the natural environment
atj
162

r ¢
han the protectors.

hecause the

Inp -
-+ qa the plot moves

-
-¥els
“1ic
re .
betition of poetic and qundane languase occurs
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CHAPTER IX

THE Mis[e OF MARTNA OESING'S PLAYS

Mar
tha | s .
Be 31ng manipulates music in the same

Perhaps

o
areful wa
y that she manipulates language.

g f](m I—
? eT \'\'Otk n \\J'I]_tln by
g Opetda wlth -Eaul;

Oesing - .
—onsiders 1sic F .
: sic undamencal LO heighten the

drama
Te Wweaves vocal and

Throughet her plar

ing
Lry
meﬂtal .
music to propel the rituals and to mark

the
3har
L 11'.]((? 1c‘lﬂDU8F’e ['!USiC
[=] S

ac . .
terizatinns so tha

Se
Tve
5 t
o ensage the P H H = ]
53 E - gpectators 17 their tranformation

fr
am
;3 [
tience Lo actor
A
Caref
]l noracinnal analysis nf the music in Lhe

Pla
¥s i
3 bhe
yond the scope of rhis studys and, for this

le
as
an
» Lowit simpd ; i i
Cont simply show how Boesing uses music toO
rih
UL e . R
to the plot and to the characterlzatlons for

th
=}
tra
nsf -
ormation of the audience: To illustrat®
alysis of

music
rformance an

and
plor, I will do & PE€

H\H&agﬁﬁ___H_

Univeri% Top as directed by Bobbi Ansubel at the

Mug i, %lty of Maryland in gpril 1986, where I watchet
I"—haracin action, To illustrate nusic and
Jggkiéifrization, [ will analyz¢® the film and grrint of
of thp‘ and the script of T e The comparisof
- “ollaborative full-length piece with the

Singlp
_‘-aUt]]Ur(,d i naesing
- one—-act will demonstrate how Does1lis

Usea
2 g

Musgj
l(: - . N
to mark charactelS:- In additief these
nf heightening the

Pla
¥s e
Xemp] i
p).lfy B(}(:‘S'lﬂ,‘}!b' techniques



fl'ir)\,
EMentg
of r N
the plot through priginal and traditional

Soq
25, ththms nelodies .
' ndies, and musical effects.

4
efiance

~iigone T
e Too: Rites of_LQEijEELlLe———e—

rhe musSic and

In
the .
1y script of Antigone Too,s
rics
for eij
=~iaht songs accompany t he iptroductorly

bi
Ogr.
dphieg s
Ea h s of the hi zoric characters in the cast.
c
Song i .
¢ is written into the scripty placed by Doesing

to
Eup
ther
adqq the development of the rituals. In
1lig
n .
» as Dobbj Ausubel directed the play: the songs

We
“Ta
- Ch()[‘p
SR - ] - .
th saraphed to heighten the ritualistle aspects
€t
exr
r .
hrouah wovement and gesture:- T s, | will
and

ren by Rpesings

ex
BN}
It e
> each . - . .
song, first, &% writ

gcf)n
i .IE-Cted 1y ¥ .o
with el Song'

M an
y of Doesing's plays ©oPen
i immediately

Ane s
£y
\M l'l-
atr Too has a song in rhe first "Ode,
er
the P
en rologue betweel Antigone and Ismene: "Creon
Ler
S wirg? .
. th a flast ight. He shines it overl the prison
a4 4 -
Vor
el the audience. Ile wears boots which are
Bva
Leqd
di to be at least a foof of £ the ground. In the
Sty
nCe
¥ . : 3
"So , hear the chorus of women singlns3 softlys
Uth 4
African Frecdom Song.'”2
CHG .
‘?e do not mind Lf we 89 to jails
wt is for freedom that we gladly 5°-
e dn not mind i we 2° Lo jail; 3
e gladly 8¢ =7

Tt is for freedom that ¥






haracters through

aUdien(_‘(_\
i nf the ¢

DmOti"Jﬂ‘{Illy £0 ﬁ]_l

fam;

milij. ‘
A . oo
r hymns and folk son3s, Toesjng USES music as a

Wa‘;
0F mat: o
Making the audience participate.

Boos: _ - |
esing’'s selectinn of the Spourh African freedom

SO]‘I)
5 r an C l S a8 ul i ! 1es554 ge
°e ! d ose th— p].x'_?ly ern )h851zes the S

I‘@pp
R . . .
¢d throughout: civil disobedience 1S honorable

staglng ol

whe .
NIt serves g tarqer purpnose- Ausubel’s
th
¢ Song sers 3y the main conflict nf the play a8
Peacery) Protest is contrasted wiED military control.
The seconq sonq, Oh, Freedom, reinforces the

th
B .
of the first. The scene 18 writt 0 arnund -058

Py
.
3 S : M - -
tory of r 1ing the hus: "ell was T

idina the

by
3 (r
' - - . }
horus forms into sroup of pennte riding £0€
Us )n4 ,
x . i . ' : ) e
In fusubel's production 17 {he builc-ub to &N
Son
no
Ty - 1 ) : .
* the case transformed fron prisonerls to horet hu
ri(-
!@I-S
- Rosa continued:
Ro
s: T
- l[ ) ) ,
alf’question of where to sit ©O 4 bus wasn 't
lttle thina, 1t was painful ro get o0 ats
) =1
uus and have to pass DY all those empty S¢A
. _ N
rg front in order to go and spand in £he
trar_ hites would accuse ¥OU of caus1flgr
! ¥ s = T
ifuhle when all you WEre doing was actin?
J<_‘ - .
cr-L a normal humpan being instead of
Inging,
CHy, ... -
wme from & skept1Cd

Semat,

Oh,
On,

o
}reed”“: Nh, Freedom:
‘raedomn over me. - -
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A
N hefore L' b oa slave,
b buri .
. U Lese qv AV e:
ni o > in My Arave;
20 hone tn nmy home and be free.

R()g
RS .
t;tntlnuing the snong) [ knew somer & had to
harl‘rz the firsct step. Hy shoulder achedf 1
) had a had day at work. and T v 3 tired.
Al °N Drcer er s, 1953, in Montpomery
aiPamH’ I made up my mind not to moVve to the
GCK of the bhuns.’
in ,
1 the productinn, as the singing heqan and 307t
Cudq
=T . | -
' the musi seemed to drawv the aundient in. As
the &
Y we - ;
a Singing the actors transformed smootbhly from

I T}

Pri
Sr " |
e g from tne

rg ‘
® 1o bus riders, noving the henche
Sld

°s |

o stage Lo - ¢ at - thus creating the hus,

Sity ]

ki
b of workers

2 i 31 i . - .
P bositinns characteristic

r
eturninq ] o
- and chen A3"Rd

home afrer 4 1o 1 day,

ty
Angf
- [N} . — b ) .
Th "™Ming from shocked whites (nE0 nrotesh sinaers
1§ bl
(&l . )
ing o e qetion, Tosals gpeeclt, and the SH0IF
Elp EEEES S s THsn
p@a
T ) .1
e Create an emotionally pnwerrul effect O

th
g

Aud .
M 'énce. 4@ actor playing Rosa Parks (Sandi

er _ )

ine | and

Yoy Performed with conviction, determins inn,
e thot fron the

dnaing . ‘ .
SAINSE the background singing a0

£y
st
rord ("”GIL”) to the 1 & ("bus"), she captured

th .
CU( .
le
LHCe'S Attention.
Th
) ' ac d o
Ro Btadual hyitldup of the song as hackgroun
St : |
Tords -t g artini
ds provided the emotinnal peffects. €

wit
h y

e blac o i yne by one,
Ot 4¢k bnsg rider who was joined, ¢ A
h@r h]_
e ] i s i @
80 cls ang then by whites, the singing o f
Sp[‘)l .
o . - onf he
l”dy Qave momentum 0O the enactnnenL



o
~J
[R%]

"a
*Tydy .
¥ ©yaog;
al o huysg rciding whir i i
: ing whirh was historically

Piy,
)t;” .
Inot
14 LT - -
Alrnr S ocan Civil 7inhts moyenent.

Cr
40Tt .
Oy :
19 with the thene of protest, twn SC

'r‘“')r-l
3 .
1"| Strll{@rs ;1”_.. N 1
anainst scabs, Yncher Jones arsy ok

L]
rﬂF’n
HoAand
. Jrsslf’ do ja € o .
Simyy, . Ja Cruz's miqrant wonen, were
-Aner
“ous ] .
qCti, y staa | and enacted Contrapuntuallv. The
nsg f )
Ui
of Lh Lhe actors cHne tnaether at rhe bhack
(.
--rlpr.\ .
v ERE : - I
ﬁrea I marched o ward in line, singing
ad vl Rogn "
5my P .
audien 2 Phe march was staged to renind the
Cpo
Foe
1 :
the trivwnphant style of the guffragettes a8
Yo .
(!1,_‘;
. SphAarate
Sing ; ite Inhor strikes were seefl, througi the
S 1o o5 F
') Ll o
7 * sone, tn have a comnan neaning.
Y2
: SoMumnmg o .
53tn_rh tne of "aread and “pges continued as
El‘wl(
weavin» of @ wor D

Anr
thr cnal eascted e

ac
iy
EEEELY
pieces nf thich

1 })]_ . 3 .
3 [} T . L n"ss na
Hin 3T o r 554 y851 £}

Op
RLET
Yarn frog
M oone side of the span® to Ll other,

th
e
[
N g
5 of which . .
2h were given tO audience menhers, thus

all
Y bty
¥1
ny then to the eyents on stane.

¥ hu a3
mr . . . . g
tha n tine and singing 883 Lhey dashed across

Tz
ANnynpM
rhe

clogi
sing of a nuclear poweT plant,

Sea

iy ™e

Terl ot he eno . Srart 1
snereized as they sang- Starhawk

S

DQ'(e

tive Sinei . . .-
vina, sayinnt, e e {or tne

children

Bl
s b ,
, Hur Farth, and the {ife the

f
th YT hunan F n® I ocut
® g urure. Ag Creon entered ant cut
“trary
1y .
]b Ut y‘r][— ™ . ] " I
arn, Darbara Nennlini. above the chora

’ Shf) [ ri LARE s . i ;10
’ T cannot Live without our 1ives.

' e now ere

il
[ ] 1
Slville concluded, ",



isg
a h
€31
thy’ Sensih]p l H B
= oving way bo live, and we

;

ntend Fo
7

" 4s Creon stepped ©O

l +
Jve thar way.

lg
Plattnrp
i abrupt1y~—silenced.

the song ¢

Vi
Ctorq
les w .
ere not without guffering, and as the

aving of v
Hary Dye the fireek myth and the histories continued,
r
Sacrificp itered as the example of the ultimate
Dyer' *+ Played by a riny actor {Maria Codas), Mary
an a hang 18 rope,

Carpy
yi .
I‘Ig her wlnding S’I st

@nt
ered
the
th
eatre from the audience and walked across

downSta
e
chorus :u-left to stage centel. Az she entered, the
tra T tetly sang, "Oh, Mary, Don't You Weep, @

n
Was Silenal folk melody. Throughout her spt =hy there
¥iy Ce. Mary stayed stage centel as she spoke

er rope on

spapping h
nf e "floggings,

Ne s
po :
tlight shining on her,

th
)
Sta
%€ Punctuati
ing her statements

mut.
1]ations
‘ aston

1658 8 ,f Quakers in -~

and hangingsl
"th
e al
General Court, in an emotionally stormy

! DaSs
ed by one vote @8 law ordering Quakers

bap.
anlshed [
Mary Dyer:

ain of hanging.
. 9

fr
om Boston] on p

def;
ie
d the 1a !
aw and was sentenced to hang.

Th

e

‘ Stao:

Sll@nc Ring of Mary's hangings done in total
o
S

an extremely effective

br
Qd“Cti
on,

. (-
gcene LD husubel 5

The benches were stacked and stablize on
Mary climbing Lo

, threw her rope with 2@ noose Ln it over @

ed up and Swung

h s and blindfolded, reach

body dqangled, swinging

rqm
th
e nopse. As her



bac
‘X a
nd fq
rth -
beneath h A number f)f times, Th? Ch()rus Q.FOUped
her
A
bridgp ‘ nd, stretching their arms, they formed 2
intn whij
ich Mary's body fell., Laying her in the

1i
Nen
whirh
- 3
he had laid on the floor, the chorus
and as if

¥Wrg
Pped
) ar ,
She e y, lifred her to their shoulders,
Ter
= A CDf .
Proceg Fin, they carried her in & funeral
3810y
ar
sund the stage, and rhen off rhrough the

audienCe
As
t
h@y marched th . [T |
v ey began (O sing softly, I'm
Moving off the stage

Ehyp

Sugh

the ayd;

udience, the actors reached fFull volumé.
nlO

on
my
wWavy
b Lo frped()m land.”

81
.n .
gl[’lg’ "]
" ask : _
p ed my sister tg come with me-
=%
T
wi formed as : . , ,
ith . a dirge, the snng, LN combination
€ stagin . )
Wiy g, created 8 fynereal gjlence the
ER IR
\_e’
Perhaps . )
aps because of the contradictlon )
and tl ac¢  Ton

S, whic
ch were full of hopP€s

¥rj
g M
a[‘y
Song asked her "sister, O come with
ged tt _
ONory image of women carrying anotherl woman,
ng K
er . .
death, recogfh’ ing her sacriflce, hlending

ing one is

al)
1o
thej
freed r struggles as on¢ in which free
om o
r for al
1.
Od e
> 1V
Qv@rc began with the humming of "We Shall
OMe M
SOng gp Boesing indicated in the script that "The
2 8
oulq .
be presented quietly and simpl¥s building
is not

Ve
.
o the end. The purpose of this ode
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tr) I
TNve
= 31“pr Eo ].nf
0Qr la Ille VE‘ISES Of

th
&
= 50n
© 2 waere:

CHO
t
;z shall overcnme,
We %hall overcome,
Oh b?all nvercome Some day-
é deep in my heart
We ° believe,
. shall overcome some day:

We'
11 wa hand in hand, etC:

We
si 1 ljve in peace, €tC:

er the singing:

Each

Stating thmEmber of the chorus spoke oV
by the ind% ffects of the civil dJisobedience practiced
SPeecheS ividual women. A4S Ausubel staged the

» the actors came forward 10 rhrees, on€ gspoke,

ang
th
e
Othe
rs s ) . . .
erverd as witnesses- Beginning with
oc]aimed:

Ma
r
¥ D
Yer'g
r's stor Mar jor i -
y, Marjori® Melville PT

In

Cha;iSPOHSe to Mary pyer's death,

the es Il published an edict against
persecution of thﬁzQuakers.

Th
ousands were freed.

Mar j,

In
N the
production, as the speeches were said, LhE

o two SPEEC the s0OD8

8
On
8 w:

ummed. Berween tD hes,

an .
8r0up% d as new succesSes werTe reported and

S of

i threeg R
ces came onto the stages additional voices
[ the gcené,

Iy
Ne
] the Cho
rus. Ry the conclusion 0

all

nE
and 2 full yolume of

Lh
| S
Act g
rs were on the stage:

Ch
ar
d
[ Singin
21
g ended the gcene.
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Th
e fin
al ri
°F Spary ritual nf the play was performed 0 one
In .
awk's o
the ai chants: "The earth, rhe water, rhe fire,
r
» retnr
ns, returns, returns, returns.” 13 pfter

and Haimon 'S body

the
rJ —"].ll& 3
sion of the Gr 2k stoTY
- ¥

wa
8
Carps
ri
ed BNt o tl. - P
e stage, the women created theilr

danCe o

dirge, t}death around it. As @ different kind of
circles ;“ ritual of the witch was choreographed in
“Orpse M swoor s he ac¢ or dar ,d around the
Using . An?a Mae Aquash stepped forward, and while
R0 “anguage, told her story. Lhe yoices

Swelled
over and © and

as | _
he ¢hant was repeated ver,

th
®d
AN¢e
continued arnund tf hody .

SU(

id
enl
Y, there was A& hush as Creon entered, saw

t
it.

fell acrnss

an [ndia

ANg .
1| W":‘eplng’
n's story:

The ¢
the rhYthcombinatiqn of the Americ
“onen be e chanting, the circular Mo it of the
-eVinngOrming the ritual, and rhe criées of @
Boesin . rather captured the multilayered yision of
5
AUSprl‘S Writ ag and the derailed interpretatioﬂ of
Stage, ts directing. As the performers qoved on the
hey created an image of spiralss circling

c1
{)Ser 5 1
ng th
H en-opening wider around £
of wordss

aj
Moy

!

. In

the bhackground was

dy
Ums
* angd k.
Of e armonies, punctuated by th
()n
« T
Cha he two still £t ures were the male
r?lr:_ g

ter
S whi
hile the females ¥

Sip, .
gl,ng
Mateh i
ng their moyements
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rif
uai
hols f
r =Y
Lhe purpnse nf engaglng rhe audience

emn
Eieg
nall
y. T > .
Mot i, he songs push the audience rowards
al a
_ng’a
gment sao that those who have resisted

aroused bY music. In

e Lo

he
pulled in by the emotions

thi
ls
Se!“o
2ond g
1se, Boesing brushes perilously clos

sentiment
ali
thrJS,;a -~ ity, (blatant appeal £ o emotions), and for

fhe
SOngg nay he audience whn refuse to be engaged, the
howevpr provoke el disengagement. Fyven 110 this,
R,

he use of song 18 effectiVe, for 1t elici!

st
To
ng
e .
Motinnal response
In ce
ad iri
G Lt1on -
]Ctorq . the snngs effectis Ly engaged the
e {3y .
pe 1e of Boesing' L -
rfgrm g S purpnses is tn rransfor® the
arg o
N )E
m@mbnr her works as well &8s the gqudience
“rs
v AN
acc”mpl- the music in Ausubel's production
18hed
>d this :
his bonding. AS the youns women s5ans

n
arl a
And RO 1"
SES they projected g sens of thetir

in
pro
test as they marched tO rhe front of the

0 actively

Th,
us
+ Lh
e use of music 1D gptigone To

C[)n
@
of the plot. In addicien

d ro ¢
~t tLhe bUil(]ing
rcussions

o
he g
hr ugh Ngs, actors played drums and other P€
out
J'M‘Suhel 't as puncruation O jntenseé moments:. Becaus®
8]
rip, nderstood the tmportanct of music U the
She directed the songs and the Lnstrumentals to

B .
motional con






enrch othery thronghount the sequence there is no sound

osther than their voices,  Then to the sopranns tones of

g rtriangle, a xylnphnne, a whistle, and a flute,

Esther, the ¢lown, pantomimes her way through the

rreadit s, Rachel and Estcther appear in the frame

rogether, and as Rachel plays directly to Esther's

clowning—aronnd, the scene changes, and the "Party”

hesins with fiddling in the background as the

party-goers "fiddle around” with their drugs.

The interplay of music and drama is estahlished in

U » party sequencae., The drinking song accompanies a

rowdy style of dancing; classical musis acceompanies

general party chatter; the metody, "Cacaine Bill"

accompanies the sniffing sequence; and a round of 014

¢ pntain Dew'" precec 3 the first of Fsther's

intervent ons in the add ztion monologues, YWhen Fsther

intervencs, she rfdnes 80 by stopping Rachel's plaving,

and as the actors complain about her as a "drag,”" there

is silence.

The Eiddling steps completely during XKay's

n - : . ]
monologue about throwing up in the chafing dish," and,

as Kay laughs convulsively for approximately thirty

seconds, several voices sing "Show Me rhe Way to Go

Home," a cappella. Then there is silence. A single

drum bear introduces HYollv's walk on the beam, which is

then accompanied by silow drum bents, reminiscent of a

pulse, as Holly savs, "Dare Lo push the edge. Push the






3]
B3]
Iyl

These insrrument s .o

=

provide dramatic impulse to

rhose moments whep the nctors EXDOSe and discnver

themselves, Finally, traditinnal songs are sung as

bnckeground to seleocred monologues, usually creating

dissonance because the content of the mnnologue and the

iyrics nf the saong are in oppositir | I'or instance, as

Fay describeod hepr obility to prepare wonderful food and

then to devour ir, the sone describes snmeone who is
lost ("3how me the way Lo go home”). Thus, the song is

a kind of secand vair 1t contradicts the dominant

voice nf the actor almost As a subco scion 2al 1 to

the conscings,

The nse of 1he mosician as a participant in the

acrion is a doevice Boesing has used in orher plays (The

Gelding, Labia Wines, T4 _Last Fire: Apn [ : Y .

hrough this technique, music becames A rommunicator of

truth beneath the habble of the words, and, as such,

serves as a form -« dramatic irony by allioy 12 the

audience and the musician to share information abny

the chararters rhat they have not yet realized

themselvns, For example, Kay did not realize while she

wWaS describing her lavish cooking that she was using

food to {11l her emptiness.

The contrast heotween 777 1 and Antigene Too

demonstirates Boegine's ¢cons . acy ~-* yariation in her

use of music, She consistently uses muysic to move rhe

plot of the play: and she varies in her manipulation of
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and stimularse Lthe emotions of hoth the arctors and the

audience at a level not ac¢ ieved by language. Through

music, Boesing manipulates the emotions of her audience

to foster Lhe transformation she seeks. More nhvious

than her manipulatinn nf form and language, her use of

music directly plays on the feelings of the audience ton

move them c¢lnser to understanding the issue represented

by ecach play.

I'n life, we are rarely permitted publicly to bursg

inta 11 and g nost never to burst into song. Tn
theatre, tears and gsongs are ne “arctly

and, with 3oesine, the range of expre ithle feelinns is

endless, and the sounds expressing thos ferlings

cavers Che distance from silence to full-volume singing

to screams to whispers with backeround beats, clangs,

rattles, and chimes, Music in Boesing's drama provides

a shortcut through the mental labyrinth of words to

accelerate the movement of the participants into full

conr on with their feelings.
Thus, the music in the plays both exp: 25 and
rel - 5 feelings. 1In song, the audience hecomes the

actor, and the song becomes Lhe message, so that Lhe

music brings all the participants in the theatrical

event into a moment that vibrates with the resonpance of

the usive onene: hat Boesing eny S 3tons for the

planet,
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CHAPTER X
MARTH 3 PORSTUG--WOAYT, FIMIYIST, PLAYWRIGHT
SIMPIARY AND COMCLISTONS

Mariha Boesing was born in the thirties, grew up

in the forties and tifries, fought for human rights and

peace in Qe sixties, and, in the seventies, joined rhe

forces of women seeling personal and political equality

throush her establishmeat of a politically active

feminist theatre. P jo -ney from an emotionally

abusive chiltdhood teo a fully expres =d life as an

ATLIST and 4 woman was npe of struggle, doubt, fear,

and evuiug terror, but she persisted. Yow in her

fifries, 4y, is stitl circling, sUill sesking, still

Searcliing {or the central core that is herself and her

art,
ha] . . 3 }
"00sinpg's historical context provided both
politicyy and artistic preced " 5 for her work:
politie

411y, the temper of the Village {n New Yor in

the fifijeg and the eruption of civil protest in rhe

o] H . . ) . N R
SiXlieg Mmolded aned pr_.snetr'r.lt.ffd I3<)E‘Slng s thinking;

artisricnl[v her exposore €0 the experimental artists
T - -

in New Y

R . - P .
9rk durineg the pre-iennedy years gave her a

view ¢ Life opn the fringe i which pnew ideas fused

dispar,y,. artists op  gave SLATus tn their onriasinators.

She 4. sorciali -
Was Irawvn to beoth the sotlalists and the
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